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CHAPTER 5 

TOWARDS “THANATHUNATAKAVEDI”: 

OUR OWN PLAYS ABOUT OUR OWN PROBLEMS                                    

IN OUR OWN FORMS: 

 
• In this chapter, a detailed study of ‘Panikkar’s Theatre’ has been discussed in which 

plays that have been directed as well as written and directed by him and evaluating 

 

⇒ Performance Structure - Pattern / Performance Language, 

⇒ Acting Pattern and 

⇒ Production Design Pattern; on the basis of his seven path-breaking plays, a case study 

will is prepared and discussed; which are – 

 

 KARNABHARAM: 
 

 MADHYAMA VYAYOG: 
 

 URUBHANGAM: 
 
 
 

 ABHIJNANA SHAKUNTALAM: 
 

 VIKRAMORVASHIYAM 4th ACT: 
 
 

 KALIVESHAM: 
 

 THEYYA THEYYAM:: 
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• METHODOLOGY (MACRO TEXT/SAHITYA VS MICRO TEXT/ABHINAYA): 

 

 PERFORMANCE TEXT: 

 

⇒ DRAMATIS PERSONAE (IN ORDER OF APPEARANCE): 

⇒ SYNOPSIS OF THE PLAY: 

⇒ INTERPRETATION WITH DIRECTOR’S NOTE: 

⇒ DRAMATIC TEXT – DECONSTRUCTING AND RECONSTRUCTING: 

 

→ The “Dramatic Text” is edited in a particular style of “Reconstuctrd and Deconstructed 

Text”: Follow the description given in the table below. 

 

XXXXX ORIGINAL TEXT 

XXXXX DECONSTRUCTED TEXT 

XXXXX RECONSTRUCTED TEXT 

 

 SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY WITH 

ILLUSTRATION: 
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 KARNABHARAM: 

 

 PERFORMANCE TEXT: 

 

⇒ DRAMATIS PERSONAE (IN ORDER OF APPEARANCE): 
 

• Sutradhara 

• Chorus 

• Karna 

• Shalya 

• Kunti 

• Shalya as Jamadagnya 

• Surya 

• Indra 

• Vajramukha 

• Indra as Brahmin 

 

⇒ SYNOPSIS OF THE PLAY: 

• This story is based on the Indian Epic “MAHABHARAT”. Kunti gave birth to Karna 

when she was a virgin. His father is the Sun God. Kunti abandoned Karna immediately 

after his birth and a charioteer Atiratha and his wife Radha brought him up as their own 

son. Karna grew up unaware of his royal blood. 

• The five sons of Kunti, the Pandavas and their cousins, the Kauravas grew up as enemies 

even from their boyhood. When the Pandavas and their teacher insulted Karna as a 

lowborn, who has no right to compete among royal children in archery, Duryodhana, the 

eldest of the Kauravas made him the King of Anga country. From that day onwards there 

was an intimate bond between Karna and the Kauravas. The grudge between the 

Kauravas and the Pandavas ultimately developed into a full-fledged war for the right to 
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govern the kingdom. In this war, Karna became one of the Commanders-in-Chief of the 

Kaurava army. 

• The Sutradhara after his benedictory stanza hears some noise caused by the warrior 

messenger of the Duryodhana telling Karna of the imminent fight that is approaching. 

Karna is however ready in his war dress for the dreadful battle and is proceeding to the 

battle field with Shalya. So the messenger departs. Karna is seen on the battle field of 

Kurukshetra in a gloomy mood and preparing himself for his fight with Arjuna. He asks 

Shalya to drive the ‘Ratha’ to where Arjuna is. But he is held back by the memory of the 

fact that Pandavas are none, but his younger brothers. 

• Just as Karna was to take up his command of the battle, his mother Kunti revealed to him 

his actual lineage and pleaded with him that he should not kill his own brother Arjuna in 

the battle. This put Karna in an embarrassing situation, being unable to neither accept nor 

reject her request. 

• As the Shalya moves on he tells Shalya of the trick by which he won his armour from the 

sage Jamadagnya. He narrates the whole episode which runs as follows: once Karna went 

to Parasurama, the scion of the ‘Bhrigu Rishi’, the destroyer of the warrior class. He went 

to him humbly saluted and stood on one side. He blessed Karna and asked him about who 

he was and the purpose of his visit. He then expressed his desire to learn the art of war 

and the use of every kind of weapon. He told him that he would teach only Brahmans and 

not the Kshtriyas. Parasurama started teaching him in the use of weapons. One day when 

Karna went with him to fetch some fruits and roots, grass flowers and fuel. While 

wandering in the forest, Parasurama became exhausted and started taking a nap with his 

head on Karna’s lap. Unforthunetly in insect ‘Vajra Mukha’ bored through Karna’s 

thighs. But he did not move and bore the pain with fortitude so that the slumber is not 

disturbed. The warm blood, oozing out from his thighs, woke him up. Parasurama at once 

guessed by Karna’s endurance that he must be belonging to a Kshatriya and thus furious 

Parasurama cursed him that “Useless be thy weapons in any timeof need”. 

• Karna the son of Surya was born with luminous earrings and protective armour over his 

chest. As long as he possessed these, nobody could kill him. Knowing this, Indra the 

father of Arjuna comes in the guise of a Brahmana and asks for the armour and earrings 
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of Karna as a gift. Karna, famous for his benevolence, willingly part with them. And this 

leads to his fall. Shalya warns him not to part with them and when Brahmana leaves, he 

tells Karna that he has been cheated by Indra. Though Karna parts with his safety but not 

with his generosity. 

• Then Karna and Shalya start for the battle and proceed in the chariot. The former hears 

Arjuna’s conch and instructs Shalya to drive his car to where Arjuna is and with this the 

play ends.  

  

⇒ INTERPRETATION WITH DIRECTOR’S NOTE: 

 
• Mahakavi Bhasa portrays in his classic work Karnabharam the downfall of the mighty 

epic hero Karna, projecting the inner conflict that develops in him when he enters 

Kurukshetra to wage a crucial battle with the Pandavas. Karna looks back at his past at 

this late hour of trail and experiences intense agony and remorse that shakes him to the 

very foundation of his being. Right at the center of the battlefield he fights another battle 

within himself which assumes different dimensions. His own conscience transforms to 

the charioteer, Shalya questioning his avowed and declared intention to avenge all in the 

battle. He musters all strength in holding his courage; but suddenly falls asunder by 

developing a weakness for his mother. His mother Kunti on the eve of the battle, which 

he is to fight, reveals to him his unknown identity and appeals to him to rethink and alter 

his allegiances in the battle. He has only two options open, either to own his mother and 

negate serving his cause or disown his mother by rejecting all legacies inherited from her 

and depends solely on his own merits and might. He ponders over the truth at this crucial 

moment of his life whether or not it is possible to succeed by cutting off from his natural 

links. 

• In Karna’s case providence has it that he is to fall back on his own but there again a 

strong rebuff from the past overtakes him; the painful experience which he has to 

encounter from his guru Parasurama. The whole episode which culminates in the curse of 

the guru is retold by Karna to himself or rather to his charioteer Shalya who helps Karna 

to recount he experience by assuming the role of the guru and at the same time the inner 
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conscience of Karna himself. The reporting of a past event is thus re-enacted and re-

experienced at a critical moment when Karna faces the stark reality that even his own 

self-earned faculties leave him in the lurch. 

• A man endowed with supreme qualities made out of the best elements of nature failing 

for no fault of his own. When you probe into the reason you may have to land at the 

primordial sources of a cosmic microcosm which involves an interruption of the very 

elements which constitute the inner and the outer being of the individual which readily 

has to respond to inevitable dictates that come from above. Here two major components 

of ingredients of nature can be located, one owning zealously and the other disowning 

strongly the poor man who is ultimately the victim of a universal conspiracy of the 

celestials. Surya the father of Karna and Indra the father of Arjuna represent the basic 

sources of the conflict, a phenomenon of universal dimension, reflecting and reacting on 

a single individual, whose destiny is put to a rigorous test, the consequences of which 

could not be borne by the fragile mortal frame of the man. 

• The eternal interaction of the element of nature is continuously resulting in the downfall 

of man – an endless story in which the indomitable will of man struggles for ultimate 

liberation. 

 

⇒ DRAMATIC TEXT – DECONSTRUCTING AND RECONSTRUCTING: 

EòhÉÇ¦ÉÉ®¨ÉÂ 
 

(xÉÉxvªÉxiÉä iÉiÉ& |ÉÊ´É¶ÉÊiÉ ºÉÚjÉvÉÉ®ú&*) 

ºÉÚjÉvÉÉ®ú&- xÉ®¨ÉÞMÉ{ÉÊiÉ´É¹¨ÉÉÇ+É…xÉ®¨ÉÞMÉ{ÉÊiÉ´É¹¨ÉÉÇ 

 +É±ÉÉäEòxÉ§ÉÉxiÉxÉÉ®úÒ… 

 xÉ®¨ÉÞMÉ{ÉÊiÉ´É¹¨ÉÉÇ +É±ÉÉäEòxÉ§ÉÉxiÉxÉÉ®úÒ 

         xÉ®únùxÉÖVÉºÉÖ{ÉµÉÇµÉÉiÉ{ÉÉiÉÉ±É±ÉÉäEò& xÉ®únùxÉÖVÉºÉÖ{ÉµÉÇµÉÉiÉ{ÉÉiÉÉ±É±ÉÉäEò&* 

         Eò®úVÉEÖòÊ±É¶É{ÉÉ±ÉÒ Eò®úVÉEÖòÊ±É¶É{ÉÉ±ÉÒ 
 Ê¦ÉzÉnèùiªÉäxpù´ÉIÉÉ& Ê¦ÉzÉnèùiªÉäxpù´ÉIÉÉ& 

         ºÉÖ®úÊ®ú{ÉÖ¤É±É½þxiÉÉ ºÉÖ®úÊ®ú{ÉÖ¤É±É½þxiÉÉ  

 ¸ÉÒvÉ®úÉä%ºiÉÖ Ê¸ÉªÉä ´É& ¸ÉÒvÉ®úÉä%ºiÉÖ Ê¸ÉªÉä ´É& ** 1 ** 



 
CHAPTER: 5  Page 319 of 458 
 

 ¸ÉÒvÉ®úÉä%ºiÉÖ Ê¸ÉªÉä ´É& ** (6) 

B´É¨ÉÉªÉÇÊ¨É¸ÉÉÎx´ÉYÉÉ{ÉªÉÉÊ¨É* ({ÉÊ®úGò¨ªÉ EòhÉÇ ni´ÉÉ) +ªÉä ËEò xÉÖ JÉ±ÉÖ ¨ÉÊªÉ Ê´ÉYÉÉ{ÉxÉ´ªÉOÉä ¶É¤nù <´É ¸ÉÚªÉiÉä? +RÂóMÉ 

{É¶ªÉÉÊ¨É* 

(xÉä{ÉlªÉä) ¦ÉÉä ¦ÉÉä! ÊxÉ´ÉätiÉÉÆ ÊxÉ´ÉätiÉÉÆ ¨É½þÉ®úÉVÉÉªÉÉRÂóMÉä·É®úÉªÉ ªÉÖrùEòÉ±É ={ÉÎºlÉiÉ <ÊiÉ* 
ºÉÚjÉvÉÉ®ú&- ¦É´ÉiÉÖ Ê´ÉYÉÉiÉ¨ÉÂ* 

ºÉRÂóOÉÉ¨Éä iÉÖ̈ ÉÖ±Éä VÉÉiÉä EòhÉÉÇªÉ EòÊ±ÉiÉÉ\VÉÊ±É&* 

ÊxÉ´ÉänùªÉÊiÉ ºÉ¨§ÉÉxiÉÉä ¦ÉÞiªÉÉä nÖùªÉÉævÉxÉÉYÉªÉÉ ** +É +É +É ** 2 ** (ÊxÉ¹GòÉxiÉ&*) 

 

कणार आ... कणार आ... कणार आ... कणार आ... कणार आ... कणार आ... 

(iÉiÉ& |ÉÊ´É¶ÉÊiÉ EòhÉÇ&*) 

 सयूर् पु त्र क... सयूर् पु त्र क... 

अहं सयूर् पु ? 

त्वं स तपु ...सतूपुत्र कण 

अहं सतूपुत... 

त्वं कौनत्ेयकण.. कौन्तेयकणा... 

राधेय कणार... राधेय कणार... 

सयूर् पु त्र क... सयूर् पु त्र क... 

सतूपुत्र कण... सतूपुत्र कण... 

सयूर् पु ...सतूपुत... सयूर् पु ...सतूपुत... 

कणार...आ...आ...आ...आ...आ... 

 

|ÉºiÉÉ´ÉxÉÉ (iÉiÉ& |ÉÊ´É¶ÉÊiÉ ¦É]õ&*) 

¦É]õ&- ¦ÉÉä ¦ÉÉä! ÊxÉ´ÉätiÉÉÆ ÊxÉ´ÉätiÉÉÆ ¨É½þÉ®úÉVÉÉªÉÉRÂóMÉä·É®úÉªÉ ªÉÖrùEòÉ±É ={ÉÎºlÉiÉ <ÊiÉ* 

EòÊ®úiÉÖ®úMÉ®úlÉºlÉè& {ÉÉlÉÇEäòiÉÉä& {ÉÖ®úºiÉÉiÉÂ 

¨ÉÖÊnùiÉxÉÞ{ÉÊiÉËºÉ½èþ& ËºÉ½þxÉÉnù& EÞòiÉÉät* 
i´ÉÊ®úiÉ¨ÉÊ®úÊxÉxÉÉnèùnÖÇùººÉ½þÉ±ÉÉäEò´ÉÒ®ú& 
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ºÉ¨É®ú¨ÉÊvÉMÉiÉÉlÉÇ& |ÉÎºlÉiÉÉä xÉÉMÉEäòiÉÖ& ** 3 ** 

({ÉÊ®úGò¨ªÉ Ê´É±ÉÉäCªÉ) +ªÉä +ªÉ¨ÉRÂóMÉ®úÉVÉ& ºÉ¨É®ú{ÉÊ®úSUônù{ÉÊ®ú´ÉÞiÉ& ¶É±ªÉ®úÉVÉäxÉ ºÉ½þº´É¦É´ÉxÉÉÊzÉ¹Gò¨ªÉäiÉ B´ÉÉÊ¦É´ÉiÉÇiÉä* 

¦ÉÉä&! ËEò xÉÖ JÉ±ÉÖ ªÉÖrùÉäiºÉ´É|É¨ÉÖJÉºªÉ où¹]õ{É®úÉGò¨ÉºªÉÉ¦ÉÚiÉ{ÉÚ́ ÉÉæ ¾þnùªÉ{ÉÊ®úiÉÉ{É&* B¹É Ê½þ – 

 

+iªÉÖOÉnùÒÎ{iÉÊ´É¶Énù& ºÉ¨É®äú%OÉMÉhªÉ& 
+iªÉÖOÉnùÒÎ{iÉÊ´É¶Énù& ºÉ¨É®äú%OÉMÉhªÉ& 

¶ÉÉèªÉæ SÉ ºÉÆ|ÉÊiÉ ºÉ¶ÉÉäEò¨ÉÖ{ÉèÊiÉ vÉÒ¨ÉÉxÉÂ* 

+iªÉÖOÉnùÒÎ{iÉÊ´É¶Énù& ºÉ¨É®äú%OÉMÉhªÉ& 

¶ÉÉèªÉæ SÉ ºÉÆ|ÉÊiÉ ºÉ¶ÉÉäEò¨ÉÖ{ÉèÊiÉ vÉÒ¨ÉÉxÉÂ* 

|ÉÉ{iÉä ÊxÉnùÉPÉºÉ¨ÉªÉä PÉxÉ®úÉÊ¶É¯ûrù& 

ºÉÚªÉÇ& ºÉÚªÉÇ& º´É¦ÉÉ´É¯ûÊSÉ¨ÉÉÊxÉ´É ¦ÉÉÊiÉ EòhÉÇ& ** 4 ** ¦ÉÉÊiÉ EòhÉÇ&* (8) 

 
ªÉÉ´Énù{ÉºÉ{ÉÉÇÊ¨É* (ÊxÉ¹GòÉxiÉ&*) (iÉiÉ& |ÉÊ´É¶ÉÊiÉ ªÉlÉÉÊxÉÌnù¹]õ& EòhÉÇ& ¶É±ªÉ¶SÉ*) 

 

धीम धत्ता धगधीगुधग धीमधीम धत्ता धगधीगुधग धीमधत्ता धीम धीम धत्ता धीत्तै धीत्तै धीग 

। ( 4 ) 

EòhÉÇ&- ¨ÉÉ iÉÉ´Éx¨É¨É ¶É®ú¨ÉÉMÉÇ±ÉIÉ¦ÉÚiÉÉ& +É 

      ºÉÆ|ÉÉ{iÉÉ& ÊIÉÊiÉ{ÉiÉªÉ& ºÉVÉÒ´É¶Éä¹ÉÉ&* +É +É +É 

      EòiÉḈ ªÉÆ ®úhÉÊ¶É®úÊºÉ Ê|ÉªÉÆ EÖò¯ûhÉÉÆ 

      pù¹]õ´ªÉÉä ªÉÊnù ºÉ ¦É´ÉärùxÉ\VÉªÉÉä ¨Éä ** 5 ** 

¶É±ªÉ®úÉVÉ! ªÉjÉÉºÉÉ´ÉVÉÖÇxÉºiÉjÉè́ É SÉÉätiÉÉÆ ¨É¨É ®úlÉ& ** 

¶É±ªÉ&- ¤ÉÉfø¨ÉÂ* (SÉÉänùªÉÊiÉ) 

 

धीम धत्ता धगधीगुधग धीमधीम धत्ता धगधीगुधग धीमधत्ता धीम धीम धत्ता धीत्तै धीत्तै धीग 

। ( 8 ) 

EòhÉÇ&- +½þÉä xÉÖ JÉ±ÉÖ 
+xªÉÉäxªÉ¶ÉºjÉÊ´ÉÊxÉ{ÉÉiÉÊxÉEÞòkÉMÉÉjÉ- 

ªÉÉèvÉÉ·É´ÉÉ®úhÉ®úlÉä¹ÉÖ ¨É½þÉ½þ´Éä¹ÉÖ 
EÖòrùÉxiÉEò|ÉÊiÉ¨ÉÊ´ÉGòÊ¨ÉhÉÉä ¨É¨ÉÉÊ{É 

´ÉèvÉÖªÉÇ̈ ÉÉ{ÉiÉÊiÉ SÉäiÉÊºÉ ªÉÖrùEòÉ±Éä ** 6 ** 

 



 
CHAPTER: 5  Page 321 of 458 
 

(MAHABHARATA – UDYOGAPARVA – BHAGAVAT YANA PARVA) 

(MEETING BETWEEN KUNTI AND KARNA)  

कणार...  

कणार... आ.. आ.. आ..  

कौन्तेयस्त... कौन्तेयस्त...  

कौन्तेयस्त्वं न राधेयो कौन्तेय न तवा�धरथः �पता कौन्तेयस्त आ.. आ.. आ.. ।  

ना�स सतूकुले जातः कणर् तद् �व�दध मे 

ना�स सतूकुले जातः कणर् तद् �व�दध मे ।। 1 ।। 

कणार...कौन्तेयस्त... न राधेयो...कौन्तेयस्त... 

कानीनस्त्वं मया जातः पूवर्जः  कु��णा धृतः 

कुिन्तराजस्य भवने पाथर्स्त्वम�स ।। 2 ।। 

कणार...कौन्तेयस्त... न राधेयो...कौन्तेयस्त... कौन्तेयस्त... कौन्तेयस्त... 

प्राप्तान�वशख्यान चतु...न ह�नष्या�मते सतूान पञ्चैःव�ह स तोदे�व भ�वष्यिन्त तवद्धुव सा अजुर

हदे कण� सा कणार्वः हदे अजुरने 

¦ÉÉä& Eò¹]õ¨ÉÂ* 

{ÉÚ́ ÉÈ EÖòxiªÉÉÆ ºÉ¨ÉÖi{ÉzÉÉä ®úÉvÉäªÉ <ÊiÉ Ê´É¸ÉÖiÉ&* 
ªÉÖÊvÉÎ¹`ö®úÉnùªÉºiÉä ¨Éä ªÉ´ÉÒªÉÉÆºÉºiÉÖ {ÉÉhb÷´ÉÉ& ** 7 ** 

 

Ênù´ÉºÉÉä%ªÉ¨ÉÉMÉiÉ&* 

Ênù´ÉºÉÉä%ªÉ¨ÉÉMÉiÉ&* 

Ênù´ÉºÉÉä%ªÉ¨ÉÉMÉiÉ&* 

Ênù´ÉºÉÉä%ªÉ¨ÉÉMÉiÉ&* 

 
+ªÉÆ ºÉ EòÉ±É& Gò¨É±É¤vÉ¶ÉÉä¦ÉxÉÉä 

MÉÖhÉ|ÉEò¹ÉÉæ Ênù´ÉºÉÉä%ªÉ¨ÉÉMÉiÉ&* 
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कणार... आ.. आ.. आ...कौन्तेयस्त... कौन्तेयस्त... 

ÊxÉ®lÉÇ̈ ÉºjÉÆ SÉ ¨ÉªÉÉ Ê½þ Ê¶ÉÊIÉiÉÆ 

{ÉÖxÉ¶SÉ ¨ÉÉiÉÖ́ ÉÇSÉxÉäxÉ ´ÉÉÊ®úiÉ& ** 8 ** 
 

¨ÉªÉÉ Ê½þ Ê¶ÉÊIÉiÉÆ +ºjÉÆ EòÉ±ÉÊ´É¡ò±ÉÉxªÉºjÉÉÊhÉ iÉä ºÉxiÉÖ* 

 
¦ÉÉä& ¶É±ªÉ®úÉVÉ ¸ÉÚªÉiÉÉÆ ¨É¨ÉÉºjÉºªÉ ´ÉÞkÉÉxiÉ&* 

¶É±ªÉ&- ¨É¨ÉÉ{ªÉÎºiÉ EòÉèiÉÚ½þ±É¨ÉäxÉÆ ´ÉÞkÉÉxiÉÆ ¸ÉÉäiÉÖ̈ ÉÂ* 

EòhÉÇ&- {ÉÚ́ ÉÇ̈ Éä́ ÉÉ½Æþ VÉÉ¨ÉnùMxªÉºªÉ ºÉEòÉ¶ÉÆ MÉiÉ´ÉÉxÉÎº¨É* 
¶É±ªÉ&- iÉiÉºiÉiÉ&* 

EòhÉÇ&- iÉiÉ&, 

Ê´ÉtÖ±±ÉiÉÉEòÊ{É±ÉiÉÖRÂóMÉVÉ]õÉEò±ÉÉ{É- 

¨ÉÖti|É¦ÉÉ´É±ÉÊªÉxÉÆ {É®ú¶ÉÖÆ nùvÉÉxÉ¨ÉÂ* 

IÉjÉÉxiÉEÆò ¨ÉÖÊxÉ´É®Æú ¦ÉÞMÉÖ́ ÉÆ¶ÉEäòiÉÖÆ 

MÉi´ÉÉ |ÉhÉ¨ªÉ ÊxÉEò]äõ ÊxÉ¦ÉÞiÉ& ÎºlÉiÉÉä%Îº¨É ** 9 ** 
 

¶É±ªÉ&- iÉiÉºiÉiÉ&* 

EòhÉÇ&- iÉiÉÉä VÉÉ¨ÉnùMxªÉäxÉ ¨É¨ÉÉ¶ÉÒ´ÉÇSÉxÉÆ ni´ÉÉ {ÉÞ¹]õÉä%Îº¨É* EòÉä ¦É´ÉÉxÉÂ ÊEò¨ÉlÉÇÊ¨É½þÉMÉiÉ <ÊiÉ* 

¶É±ªÉ&- iÉiÉºiÉiÉ&* 

EòhÉÇ&- iÉiÉ& ¦ÉMÉ´ÉxÉÂ +ÊJÉ±ÉÉxªÉºjÉÉhªÉÖ{ÉÊ¶ÉÊIÉiÉÖÊ¨ÉSUôÉ¨ÉÒiªÉÖHò´ÉÉxÉÎº¨É* 

¶É±ªÉ&- iÉiÉºiÉiÉ&* 

EòhÉÇ&- iÉiÉ =HòÉä%½Æþ ¦ÉMÉ´ÉiÉÉ ¥ÉÉÀhÉä¹ÉÚ{Énäù¶ÉÆ EòÊ®ú¹ªÉÉÊ¨É xÉ IÉÊjÉªÉÉhÉÉÊ¨ÉÊiÉ* 
¶É±ªÉ&- +ÎºiÉ JÉ±ÉÖ ¦ÉMÉ´ÉiÉ& IÉÊjÉªÉ´ÉÆ¶ªÉè& {ÉÚ́ ÉḈ Éè®ú¨ÉÂ* iÉiÉºiÉiÉ& * 

EòhÉÇ&- iÉiÉÉä xÉÉ½Æþ IÉÊjÉªÉ <iªÉºjÉÉä{Énäù¶ÉÆ OÉ½þÒiÉÖ̈ ÉÉ®ú¤vÉÆ ¨ÉªÉÉ* 

 

xÉÉ½Æþ IÉÊjÉªÉ ? xÉÉ½Æþ IÉÊjÉªÉ * 

 
¶É±ªÉ&- iÉiÉºiÉiÉ&* 
 

आक�डपतङग पीपीर�कं अ�खलाङ्खडपयर्न्तं व्याप्तं ब्रह्मास्त्रं  
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॥ आ�दत्यहृद यम 

आ�दत्यहृदयं पुण्यं सवर्शत्रु�वन  

जयावहं जपेिन्नत् यम् अ�य्यं परमं �शवम ४॥ 

आ�दत्यः स�वता सूयर्ः खगः पूषा गभिस्तमा  

सुवणर् सदृशो भानु�हर्रण्यरेता �दवाक१०॥ 

नमः पवूार्य �गरये पिश्चमायाद्रये  

ज्यो�तगर्णानां पतये �दना�धपतये नमः१६॥ 

॥ ऋग व्ेद प्रथम मंडल सू– ११ ॥ 

ऋ�ष – जेतामाधुच छ्ंद, देवता – इन्, छंद – अनुष ट्ु  

इन्द्रं �वश्वा अवीवृधन्त्समुद्रव्यच 

रथीतम ंरथीना ंवाजानां सत्प�तं प�तम्   । १ ।। 

सख्य त इन्द्र वािजनो मा भेम शवसस्प  

त्वाम�भ प्र णोनुमो जेतारमपरािज तम् 2 ।। 

(MAHABHARATA – SHANTI PARVA – RAJADHARMANUSHASANA PARVA) 

(KARNA’S TRIAL–JAMADAGNI SLEEPS ON HIS LAP–HIS THIGH IS BORED–JAMADAGNI’S CURSE) 

ततः कदा�चद् रामस्तु चरन्नाश्रममिन् । 

कण�न स�हतो धीमानुपवासेन क�शर्तः ।4।। 

कणर्स्य बाहुवीय�ण परणयेन दमेन 

तुतोष तुतोष भृगुशादूर्लो तुतोष भृगुशादूर्लो गुरुशुश्रूषया तथा गुरुशुश्रूषय 1 ।। 

सषु्वाप सुष्वाप जामदग्न्य�वशम्भोत्पन्नसौहृ 

कणर्स्योत्सङ्ग आधाय स्योत्सङ �शरः क्लान्तमना गुरुः �शरः क्लान्तमना गुर5।।  
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EòhÉÇ&- iÉiÉ& EòÊiÉ{ÉªÉEòÉ±ÉÉÊiÉGò¨Éä EònùÉÊSÉi¡ò±É¨ÉÚ±ÉºÉÊ¨ÉiEÖò¶ÉEÖòºÉÖ̈ ÉÉ½þ®úhÉÉªÉ MÉiÉ´ÉiÉÉ MÉȪ ûhÉÉ ºÉ½þÉxÉÖMÉiÉÉä%Îº¨É* 

¶É±ªÉ&- iÉiÉºiÉiÉ&* 

EòhÉÇ&- iÉiÉ& ºÉ MÉȪ û´ÉÇxÉ§É¨ÉhÉ{ÉÊ®ú¸É¨ÉÉx¨ÉnùRÂóEäò ÊxÉpùÉ´É¶É¨ÉÖ{ÉMÉiÉ&* 

¶É±ªÉ&- iÉiÉºiÉiÉ&* 
EòhÉÇ&- iÉiÉ& 

 

EÞòkÉä ´ÉXÉ¨ÉÖJÉäxÉ xÉÉ¨É EÞòÊ¨ÉhÉÉ nèù´ÉÉx¨É¨ÉÉǟ ûrùªÉä 

ÊxÉpùÉSUäônù¦ÉªÉÉnùºÉÁiÉ MÉÖ®úÉä ÊxÉpùÉSUäônù¦ÉªÉÉnùºÉÁiÉ MÉÖ®úÉä vÉêªÉÉÇkÉnùÉ ´ÉänùxÉÉ* 

=ilÉÉªÉ IÉiÉVÉÉ{±ÉÖiÉ& ºÉ ºÉ½þºÉÉ ®úÉä¹ÉÉxÉ±ÉÉäqùÒÊ{ÉiÉÉä 

¤ÉÖv´ÉÉ ¨ÉÉÆ SÉ ¶É¶ÉÉ{É EòÉ±ÉÊ´É¡ò±ÉÉxªÉºjÉÉÊhÉ iÉä ºÉÎxi´ÉÊiÉ ºÉxiÉÖ ** 10 ** 

¶É±ªÉ&- +½þÉä Eò¹]õÉ¨ÉÊ¦ÉÊ½þiÉÆ iÉjÉ¦É´ÉiÉÉ* 
EòhÉÇ&- {É®úÒIÉÉ¨É½äþ iÉÉ´ÉnùºjÉºªÉ ´ÉÞkÉÉxiÉ¨ÉÂ* (iÉlÉÉ EÞòi´ÉÉ) BiÉÉxªÉºjÉÉÊhÉ ÊxÉ´ÉÔªÉÉÇhÉÒ´É ±ÉIªÉxiÉä* +Ê{É SÉ* 

<¨Éä Ê½þ nèùxªÉäxÉ ÊxÉ¨ÉÒÊ±ÉiÉäIÉhÉÉ 

¨ÉÖ½Öþ& ºJÉ±ÉxiÉÉä Ê´É´É¶ÉÉºiÉÖ®úRÂóMÉ¨ÉÉ&* 

MÉVÉÉ¶SÉ ºÉ{iÉSUônùnùÉxÉMÉÎxvÉxÉÉä 

ÊxÉ´ÉänùªÉxiÉÒ´É ®úhÉä ÊxÉ´ÉiÉÇxÉ¨ÉÂ ** 11 ** 

¶ÉRÂóJÉnÖùxnÖù¦ÉªÉ¶SÉ ÊxÉ&¶É¤nùÉ& ÊxÉ& ¶É¤nùÉ&* 
¶É±ªÉ&- ¦ÉÉä& Eò¹]Æõ ËEò xÉÖ JÉÎ±´Énù¨ÉÂ* 

EòhÉÇ&- ¶É±ªÉ®úÉVÉ! +±É¨É±ÉÆ Ê´É¹ÉÉnäùxÉ* 

½þiÉÉä%Ê{É ±É¦ÉiÉä º´ÉMÉÈ ÊVÉi´ÉÉ iÉÖ ±É¦ÉiÉä ªÉ¶É& * 

=¦Éä ¤É½Öþ¨ÉiÉä ±ÉÉäEäò xÉÉÎºiÉ ÊxÉ¹¡ò±ÉiÉÉ ®úhÉä ** 12 ** 

 

+Ê{É SÉ, <¨Éä Ê½þ ªÉÖräù¹´ÉÊxÉ´ÉÌiÉiÉÉ¶ÉÉ 

        ½þªÉÉ& ºÉÖ{ÉhÉæxÉ ºÉ¨ÉÉxÉ´ÉäMÉÉ&* 
        ¸ÉÒ¨ÉiºÉÖ EòÉ¨¤ÉÉäVÉEÖò±Éä¹ÉÖ VÉÉiÉÉ& 

        ®úIÉxiÉÖ ¨ÉÉÆ ªÉtÊ{É ®úÊIÉiÉ´ªÉ¨ÉÂ ** 13 ** 

 

+IÉªÉÉä%ºiÉÖ MÉÉä¥ÉÉÀhÉÉxÉÉ¨ÉÂ* +IÉªÉÉä%ºiÉÖ {ÉÊiÉµÉiÉÉxÉÉ¨ÉÂ* 

+IÉªÉÉä%ºiÉÖ ®úhÉä¹´É{É®úÉRÂó¨ÉÖJÉÉxÉÉÆ ªÉÉèvÉ{ÉȪ û¹ÉÉhÉÉ¨ÉÂ* 

+IÉªÉÉä%ºiÉÖ ¨É¨É |ÉÉ{iÉEòÉ±ÉºªÉ* B¹É ¦ÉÉä& |ÉºÉzÉÉä%Îº¨É* 

ºÉ¨É®ú¨ÉÖJÉ¨ÉºÉÁÆ {ÉÉhb÷´ÉÉxÉÉÆ |ÉÊ´É¶ªÉ 
|ÉÊlÉiÉMÉÖhÉMÉhÉÉfø¬Æ vÉ¨ÉÇ®úÉVÉÆ SÉ ¤ÉnÂùv´ÉÉ* 

¨É¨É ¶É®ú´É®ú´ÉäMÉè®úVÉÖÇxÉÆ {ÉÉiÉÊªÉi´ÉÉ 

´ÉxÉÊ¨É´É ½þiÉËºÉ½Æþ ºÉÖ|É´Éä¶ÉÆ Eò®úÉäÊ¨É ** 14 ** 
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¶É±ªÉ®úÉVÉ! ªÉÉ´ÉpùlÉ¨ÉÉ®úÉä½þÉ´É&* 

 

EòhÉÇ&- ¶É±ªÉ®úÉVÉ! ªÉjÉÉºÉÉ´ÉVÉÖÇxÉºiÉjÉè́ É SÉÉätiÉÉÆ ¨É¨É ®úlÉ&* 

¶É±ªÉ&- ¤ÉÉfø¨ÉÂ* (=¦ÉÉè ®úlÉÉ®úÉä½þhÉÆ xÉÉ]õªÉiÉ&*) (xÉä{ÉlªÉä) 
¦ÉÉä EòhhÉ! ¨É½þkÉ®Æú Ê¦ÉCJÉÆ ªÉÉSÉäÊ¨É* (¦ÉÉä& EòhÉÇ! ¨É½þkÉ®úÉÆ Ê¦ÉIÉÉÆ ªÉÉSÉä*) 

¦ÉÉä EòhhÉ! ¨É½þkÉ®Æú Ê¦ÉIÉÉÆ ªÉÉSÉäÊ¨É* (¦ÉÉä& EòhÉÇ! ¨É½þkÉ®úÉÆ Ê¦ÉIÉÉÆ ªÉÉSÉä*) 

¶ÉGò&- ¦ÉÉä ¨ÉäPÉÉ&* ºÉÚªÉæhÉè́ É ÊxÉ´ÉiªÉÇ MÉSUôxiÉÖ ¦É´ÉxiÉ&* (EòhÉÇ̈ ÉÖ{ÉMÉ¨ªÉ) 

¦ÉÉä EòhhÉ! ¨É½þkÉ®Æú Ê¦ÉCJÉÆ ªÉÉSÉäÊ¨É* (¦ÉÉä& EòhÉÇ! ¨É½þkÉ®úÉÆ Ê¦ÉIÉÉÆ ªÉÉSÉä*) 

EòhÉÇ&- (+ÉEòhªÉÇ) +ªÉä ´ÉÒªÉḈ ÉÉxÉÂ ¶É¤nù&* 

¦ÉÉä EòhhÉ! ¨É½þkÉ®Æú Ê¦ÉCJÉÆ ªÉÉSÉäÊ¨É* (¦ÉÉä& EòhÉÇ! ¨É½þkÉ®úÉÆ Ê¦ÉIÉÉÆ ªÉÉSÉä*) 

¸ÉÒ¨ÉÉxÉä¹É xÉ Eäò´É±ÉÆ ÊuùVÉ´É®úÉä xÉ Eäò´É±ÉÆ ÊuùVÉ´É®úÉä ªÉº¨ÉÉi|É¦ÉÉ´ÉÉä ¨É½þÉ- 
xÉÉEòhªÉÇ º´É®ú¨ÉºªÉ vÉÒ®úÊxÉxÉnÆù ÊSÉjÉÉÊ|ÉiÉÉRÂóMÉÉ <´É* 

 

=iEòhÉÇÎºiÉÊ¨ÉiÉÉÎ\SÉiÉÉIÉ´ÉÊ±ÉiÉOÉÒ´ÉÉÌ{ÉiÉÉOÉÉxÉxÉÉ- 

ÎºiÉ¹`öxiªÉº´É´É¶ÉÉRÂóMÉªÉÎ¹]õ ºÉ½þºÉÉ ªÉÉxiÉÉä ¨É¨ÉèiÉä ½þªÉÉ& ** 15 ** 

 

+É½ÚþªÉiÉÉÆ ºÉ Ê´É|É&* xÉ xÉ* +½þ¨Éä́ ÉÉ¼´ÉªÉÉÊ¨É* ¦ÉMÉ´ÉÊzÉiÉ <iÉ&* (iÉiÉ& |ÉÊ´É¶ÉÊiÉ ¥ÉÉÀhÉ°ü{ÉähÉ ¶ÉGò&*) 
 

EòhÉÇ&- oùfÆø |ÉÒiÉÉä%Îº¨É ¦ÉMÉ´ÉxÉÂ! 

ªÉÉiÉ& EÞòiÉÉlÉÇMÉhÉxÉÉ¨É½þ¨Ét ±ÉÉäEäò 

®úÉVÉäxpù¨ÉÉèÊ±É¨ÉÊhÉ®úÎ\SÉiÉ{ÉÉnù{ÉnÂù¨É&* 

Ê´É|Éäxpù{ÉÉnù®úVÉºÉÉ iÉÖ {ÉÊ´ÉjÉ¨ÉÉèÊ±É& 

EòhÉÉæ ¦É´ÉxiÉ¨É½þ¨Éä¹É xÉ¨ÉºEò®úÉäÊ¨É ** 16 ** 

¶ÉGò&- (+Éi¨ÉMÉiÉ¨ÉÂ) ËEò xÉÖ JÉ±ÉÖ ¨ÉªÉÉ ´ÉHò´ªÉÆ, ªÉÊnù nùÒPÉÉÇªÉÖ¦ÉÇ´ÉäÊiÉ ´ÉIªÉä nùÒPÉÉÇªÉÖ¦ÉÇÊ´É¹ªÉÊiÉ* ªÉÊnù xÉ ´ÉIªÉä ¨ÉÚfø <ÊiÉ ¨ÉÉÆ 
{ÉÊ®ú¦É´ÉÊiÉ* iÉº¨ÉÉnÖù¦ÉªÉÆ {ÉÊ®ú¾þiªÉ ËEò xÉÖ JÉ±ÉÖ ´ÉIªÉÉÊ¨É* ¦É´ÉiÉÖ, où¹]õ¨ÉÂ* (|ÉEòÉ¶É¨ÉÂ) ¦ÉÉä EòhhÉ! ºÉÖªªÉä Ê´É+, SÉxnäù Ê´É+, 

½þÊ¨É´ÉxiÉä Ê´É+, ºÉÉMÉ³äý Ê´É+, ÊSÉ]Âõ`önÖù näù VÉºÉÉä* (¦ÉÉä EòhÉÇ! ºÉÚªÉÇ <´É SÉxpù <´É Ê½þ¨É´ÉÉxÉÂ <´É ºÉÉMÉ®ú <´É ÊiÉ¹`öiÉÖ iÉä 

ªÉ¶É&*) 

EòhÉÇ&- ¦ÉMÉ´ÉxÉÂ! ËEò xÉÆ ´ÉHò´ªÉÆ nùÒPÉÉÇªÉÖ¦ÉḈ ÉäÊiÉ* +lÉ´ÉÉ BiÉnäù´É ¶ÉÉä¦ÉxÉ¨ÉÂ* EÖòiÉ&- 

vÉ¨ÉÉæ Ê½þ ªÉixÉè& {ÉȪ û¹ÉähÉ ºÉÉvªÉÉä ¦ÉÖVÉRÂóMÉÊVÉ¼´ÉÉSÉ{É±ÉÉ xÉÞ{ÉÊ¸ÉªÉ&* 

iÉº¨ÉÉi|ÉVÉÉ{ÉÉ±ÉxÉ¨ÉÉjÉ¤ÉÖnÂùvªÉÉ ½þiÉä¹ÉÖ näù½äþ¹ÉÖ MÉÖhÉÉ vÉ®úxiÉä ** 17 ** 

¦ÉMÉ´ÉxÉÂ, ÊEòÊ¨ÉSUôÊºÉ* ÊEò¨É½Æþ nùnùÉÊ¨É* 
¶ÉGò&- ¦ÉÉä EòhhÉ! ¨É½þkÉ®Æú Ê¦ÉCJÉÆ ªÉÉSÉäÊ¨É* (¨É½þkÉ®úÉÆ Ê¦ÉIÉÉÆ ªÉÉSÉä*) 

EòhÉÇ&- ¨É½þkÉ®úÉÆ Ê¦ÉIÉÉÆ ¦É´ÉiÉä |ÉnùÉºªÉä* ¸ÉÚªÉxiÉÉÆ ¨ÉÊuù¦É´ÉÉ&* 
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ददा�म…न दादव्य... ददा�म…न दादव्य..  

ददा�म..... ददा�म... ददा�म... MÉÉäºÉ½þ»ÉÆ nùnùÉÊ¨É… MÉÉäºÉ½þ»ÉÆ nùnùÉÊ¨É… 

MÉÖhÉ´Énù¨ÉÞiÉEò±{ÉIÉÒ®úvÉÉ®úÉÊ¦É´ÉÌ¹É MÉÖhÉ´Énù¨ÉÞiÉEò±{ÉIÉÒ®úvÉÉ®úÉÊ¦É´ÉÌ¹É 

ÊuùVÉ´É®ú ÊuùVÉ´É®! ¯ûÊSÉiÉÆ iÉä ¯ûÊSÉiÉÆ iÉä ÊuùVÉ´É®! ¯ûÊSÉiÉÆ iÉä iÉÞ{iÉ´ÉiºÉÉxÉÖªÉÉjÉ¨ÉÂ iÉÞ{iÉ´ÉiºÉÉxÉÖªÉÉjÉ¨ÉÂ* 

iÉ¯ûhÉ¨ÉÊvÉEò¨ÉÌlÉ|ÉÉlÉÇxÉÒªÉÆ {ÉÊ´ÉjÉÆ iÉ¯ûhÉ¨ÉÊvÉEò¨ÉÌlÉ|ÉÉlÉÇxÉÒªÉÆ {ÉÊ´ÉjÉÆ 
Ê´ÉÊ½þiÉEòxÉEò¸ÉÞRÂóMÉÆ Ê´ÉÊ½þiÉEòxÉEò¸ÉÞRÂóMÉÆ nùnùÉÊ¨É nùnùÉÊ¨É MÉÉäºÉ½þ»ÉÆ nùnùÉÊ¨É MÉÉäºÉ½þ»ÉÆ nùnùÉÊ¨É ** 18 ** 

¶ÉGò&- MÉÉäºÉ½þººÉÆ ÊkÉ* ¨ÉÖ½ÖþkÉ+Æ ÊJÉ®Æú Ê{É¤ÉÉÊ¨É* hÉäSUôÉÊ¨É EòhhÉ! hÉäSUôÉÊ¨É* (MÉÉäºÉ½þ»ÉÊ¨ÉÊiÉ* ¨ÉÖ½ÚþiÉÇEÆò IÉÒ®Æú Ê{É¤ÉÉÊ¨É* 

xÉäSUôÉÊ¨É EòhÉÇ! xÉäSUôÉÊ¨É*) 

EòhÉÇ&- ËEò xÉäSUôÊiÉ ¦É´ÉÉxÉÂ* <nù¨ÉÊ{É ¸ÉÚªÉiÉÉ¨ÉÂ* 
 

ददा�म…न दादव्य... ददा�म…न दादव्य..  

ददा�म..... ददा�म... ददा�म... ददा�म... ददा�म...´ÉÉÊVÉxÉÉÆ iÉä nùnùÉÊ¨É… 

 

®úÊ´ÉiÉÖ®úMÉºÉ¨ÉÉxÉÆ ºÉÉvÉxÉÆ ®úÉVÉ±ÉI¨ªÉÉ& ®úÊ´ÉiÉÖ®úMÉºÉ¨ÉÉxÉÆ ºÉÉvÉxÉÆ ®úÉVÉ±ÉI¨ªÉÉ& 

ºÉEò±ÉxÉÞ{ÉÊiÉ¨ÉÉxªÉÆ ºÉEò±ÉxÉÞ{ÉÊiÉ¨ÉÉxªÉÆ ¨ÉÉxªÉEòÉ¨¤ÉÉäVÉVÉÉiÉ¨ÉÂ ¨ÉÉxªÉEòÉ¨¤ÉÉäVÉVÉÉiÉ¨ÉÂ* 

ºÉÖMÉÖhÉ¨ÉÊxÉ±É´ÉäMÉÆ ªÉÖrùoù¹]õÉ{ÉnùÉxÉÆ  

ºÉ{ÉÊnù ¤É½Öþ ºÉ½þ»ÉÆ nùnùÉÊ¨É ´ÉÉÊVÉxÉÉÆ iÉä nùnùÉÊ¨É ** 19 ** 

¶ÉGò&- +ººÉ ÊkÉ* ¨ÉÖ½ÖþkÉ+Æ +É³Öý½þÉÊ¨É* hÉäSUôÉÊ¨É EòhhÉ! hÉäSUôÉÊ¨É* (+·É <ÊiÉ* ¨ÉÖ½ÚþiÉÇEò¨ÉÉ®úÉä½þÉÊ¨É* xÉäSUôÉÊ¨É EòhÉÇ! 
xÉäSUôÉÊ¨É*) 

EòhÉÇ&- ËEò xÉäSUôÊiÉ ¦ÉMÉ´ÉÉxÉÂ* +xªÉnùÊ{É ¸ÉÚªÉiÉÉ¨ÉÂ* 

 

ददा�म…न दादव्य... ददा�म…न दादव्य..  

ददा�म..... ददा�म... ददा�म... ददा�म... ददा�म... 

 

¨ÉnùºÉÊ®úiÉEò{ÉÉä±ÉÆ ¹É]Âõ{Énèù& ºÉä́ ªÉ¨ÉÉxÉÆ ¨ÉnùºÉÊ®úiÉEò{ÉÉä±ÉÆ ¹É]Âõ{Énèù& ºÉä´ªÉ¨ÉÉxÉÆ 

ÊMÉÊ®ú´É®úÊxÉSÉªÉÉ¦ÉÆ ÊMÉÊ®ú´É®úÊxÉSÉªÉÉ¦ÉÆ ¨ÉäPÉMÉ¨¦ÉÒ®úPÉÉä¹É¨ÉÂ ¨ÉäPÉMÉ¨¦ÉÒ®úPÉÉä¹É¨ÉÂ* 

ÊºÉiÉxÉJÉnù¶ÉxÉÉxÉÉÆ ´ÉÉ®úhÉÉxÉÉ¨ÉxÉäEÆò ÊºÉiÉxÉJÉnù¶ÉxÉÉxÉÉÆ ´ÉÉ®úhÉÉxÉÉ¨ÉxÉäEÆò 

Ê®ú{ÉÖºÉ¨É®úÊ´É¨ÉnÈù nùnùÉÊ¨É ´ÉÞxnù¨ÉäiÉnÂù ´ÉÉ®úhÉÉxÉÉ¨É nùnùÉÊ¨É ** 20 ** 

¶ÉGò&- MÉ+ ÊkÉ ¨ÉÖ½ÖþkÉ+Æ +É³Öý½þÉÊ¨É* hÉäSUôÉÊ¨É EòhhÉ! xÉäSUôÉÊ¨É* 
(MÉVÉ <ÊiÉ* ¨ÉÖ½ÚþiÉÇEò¨ÉÉ®úÉä½þÉÊ¨É* xÉäSUôÉÊ¨É EòhÉÇ! xÉäSUôÉÊ¨É*) 
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EòhÉÇ&- ËEò xÉäSUôÊiÉ ¦É´ÉÉxÉÂ* +xªÉnùÊ{É ¸ÉÚªÉiÉÉ¨ÉÂ* iÉäxÉ Ê½þ +{ÉªÉÉÇ{iÉÆ EòxÉEÆò* +{ÉªÉÉÇ{iÉÆ EòxÉEÆò nùnùÉÊ¨É* 

¶ÉGò&- MÉÊ½þhÉ+ MÉSUôÉÊ¨É* (ËEòÊSÉnÂùMÉi´ÉÉ) hÉäSUôÉÊ¨É EòhhÉ! hÉäSUôÉÊ¨É* (MÉÞ½þÒi´ÉÉ MÉSUôÉÊ¨É* xÉäSUôÉÊ¨É EòhÉÇ! xÉäSUôÉÊ¨É*) 

 

EòhÉÇ&- iÉäxÉ Ê½þ ÊVÉi´ÉÉ {ÉÞÊlÉ´ÉÓ nùnùÉÊ¨É* 
¶ÉGò&- {ÉÖ½Öþ´ÉÒB ËEò EòÊ®úººÉ¨ÉÂ* ({ÉÞÊlÉ´ªÉÉ ËEò EòÊ®ú¹ªÉÉÊ¨É*) 

 

EòhÉÇ&- iÉäxÉ ÁÎMxÉ¹]õÉä¨É¡ò±ÉÆ nùnùÉÊ¨É* 

 

॥ऋग व्ेद अथदशमं मंडलम् सूक् -  80॥ 

ऋ�ष - अिग्नसौचीक/ अिग् वैश्वान, देवता – अिग्, छंद - �त्रष ् ट 

$...$...$...$... 
 
 अिग्नः सिप्तं वाजंभरं ददात्यिग्नव�रं श्रुत्यं कमर्�नः  

अग्नी रोदसी �व चरत्समञ्जिन्निग्ननार्र�ं  वीरकु��ं पुरिन १ ॥ 

¶ÉGò&- +ÎMxÉ]Âõ`öÉä̈ É¡ò³äýhÉ ËEò EòªªÉÆ* (+ÎMxÉ¹]õÉä̈ É¡ò±ÉäxÉ ËEò EòÉªÉÇ̈ ÉÂ*) 

EòhÉÇ&- iÉäxÉ Ê½þ ¨ÉÎSUô®úÉä ¨ÉÎSUô®úÉä nùnùÉÊ¨É* 

¶ÉGò&- +Ê´É½þÉ +Ê´É½þÉ * (+Ê´É½þÉ +Ê´É½þÉ*) 
EòhÉÇ&- xÉ ¦ÉäiÉ´ªÉÆ xÉ ¦ÉäiÉ´ªÉ¨ÉÂ* |ÉºÉÒnùiÉÖ ¦É´ÉÉxÉÂ* +xªÉnùÊ{É ¸ÉÚªÉiÉÉ¨ÉÂ* 

+RÂóMÉè& ºÉ½èþ´É VÉÊxÉiÉÆ ¨É¨É näù½þ®úIÉÉ 

näù´ÉÉºÉÖ®èú®úÊ{É xÉ ¦ÉätÊ¨ÉnÆù ¨É½þÉºjÉè:* 

näùªÉÆ iÉlÉÉÊ{É Eò´ÉSÉÆ ºÉ½þ EÖòhb÷±ÉÉ¦ªÉÉÆ 

|ÉÒiªÉÉ ¨ÉªÉÉ ¦ÉMÉ´ÉiÉä ¯ûÊSÉiÉÆ ªÉÊnù ºªÉÉiÉÂ ** 21 ** 

¶ÉGò&- (ºÉ½þ¹ÉÇ̈ ÉÂ*) näùnÖù, näùnÖù* (nùnùÉiÉÖ, nùnùÉiÉÖ*) 

 

näùnÖù… न दादव्य... näùnÖù… न दादव्य... 

EòhÉÇ&- (+Éi¨ÉMÉiÉ¨ÉÂ) B¹É B´ÉÉºªÉ EòÉ¨É&* ËEò xÉÖ JÉ±´ÉxÉäEòEò{É]õ¤ÉÖräù& EÞò¹hÉºªÉÉä{ÉÉªÉ&* ºÉÉä%Ê{É ¦É´ÉiÉÖ* 

ÊvÉMÉªÉÖHò¨ÉxÉÖ¶ÉÉäÊSÉiÉÖ̈ ÉÂ* xÉÉÎºiÉ ºÉÆ¶ÉªÉ&* (|ÉEòÉ¶É¨ÉÂ) MÉÞÁiÉÉ¨ÉÂ* 

¶É±ªÉ&- +RÂóMÉ®úÉVÉ! xÉ nùÉiÉ´ªÉÆ xÉ nùÉiÉ´ªÉ¨ÉÂ* 

EòhÉÇ&- ¶É±ªÉ®úÉVÉ! +±É¨É±ÉÆ ´ÉÉ®úÊªÉiÉÖ̈ ÉÂ* {É¶ªÉ 
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Ê¶ÉIÉÉ IÉªÉÆ MÉSUôÊiÉ EòÉ±É{ÉªÉÇªÉÉiÉÂ 

ºÉÖ¤Érù¨ÉÚ±ÉÉ ÊxÉ{ÉiÉÎxiÉ {ÉÉnù{ÉÉ&* 

VÉ±ÉÆ VÉ±ÉºlÉÉxÉMÉiÉÆ SÉ ¶ÉÖ¹ªÉÊiÉ 
½ÖþiÉÆ SÉ nùkÉÆ SÉ iÉlÉè́ É ÊiÉ¹`öÊiÉ ** 22 ** 
iÉº¨ÉÉiÉÂ MÉÞÁiÉÉ¨ÉÂ* (ÊxÉEÞòiªÉ nùnùÉÊiÉ*) 

¶ÉGò&- (MÉÞ½þÒi´ÉÉ +Éi¨ÉMÉiÉ¨ÉÂ*) ½þxiÉ MÉÞ½þÒiÉä BiÉä* {ÉÚ́ ÉÇ̈ Éä́ ÉÉVÉÖÇxÉÊ´ÉVÉªÉÉlÉÈ ºÉ´ÉÇnäù´ÉèªÉÇiÉÂ ºÉ¨ÉÌlÉiÉÆ iÉÊnùnùÉxÉÓ ¨ÉªÉÉxÉÖÎ¹]õiÉ¨ÉÂ* 

iÉº¨ÉÉnù½þ¨É{ªÉè®úÉ´ÉiÉ¨ÉÉ¯ûÁÉVÉÖÇxÉEòhÉÇªÉÉäuÇùxuùªÉÖrÆÆ {É¶ªÉÉÊ¨É {É¶ªÉÉÊ¨É {É¶ªÉÉÊ¨É * (ÊxÉ¹GòÉxiÉ&*) 

¶É±ªÉ&- ¦ÉÉä +RÂóMÉ®úÉVÉ! ´ÉÎ\SÉiÉ& JÉ±ÉÖ ¦É´ÉÉxÉÂ* 

EòhÉÇ&- EäòxÉ* 

¶É±ªÉ&- ¶ÉGäòhÉ* 

EòhÉÇ&- xÉ JÉ±ÉÖ* ¶ÉGò& JÉ±ÉÖ ¨ÉªÉÉ ´ÉÎ\SÉiÉ&* EÖòiÉ&, 
+xÉäEòªÉYÉÉ½ÖþÊiÉiÉÌ{ÉiÉÉä ÊuùVÉè& 

ÊEò®úÒÊ]õ¨ÉÉxÉÂ nùÉxÉ´ÉºÉRÂóPÉ¨ÉnÇùxÉ&* 

ºÉÖ®úÊuù{ÉÉº¡òÉ±ÉxÉEòEÇò¶ÉÉRÂóMÉÖÊ±É- 

¨ÉÇªÉÉ EÞòiÉÉlÉÇ& JÉ±ÉÖ {ÉÉEò¶ÉÉºÉxÉ& ** 23 **  

 

(|ÉÊ´É¶ªÉ ¥ÉÉÀhÉ°ü{ÉähÉ) 
näù´ÉnÚùiÉ&- ¦ÉÉä& EòhÉÇ! Eò´ÉSÉEÖòhb÷±ÉOÉ½þhÉÉVVÉÊxÉiÉ{É¶SÉÉkÉÉ{ÉäxÉ {ÉÖ®úxnù®äúhÉÉxÉÖMÉÞ½þÒiÉÉä%ÊºÉ* {ÉÉhb÷´Éä¹´ÉäEò{ÉȪ û¹É´ÉvÉÉlÉÇ̈ É¨ÉÉäPÉ¨ÉºjÉÆ 

Ê´É¨É±ÉÉ xÉÉ¨É ¶ÉÊHòÊ®úªÉÆ |ÉÊiÉMÉÞÁiÉÉ¨ÉÂ* 

EòhÉÇ&- ÊvÉMÉÂ, nùkÉºªÉ xÉ |ÉÊiÉMÉÞ¼hÉÉÊ¨É* 

näù´ÉnÚùiÉ&- xÉxÉÖ ¥ÉÉÀhÉ´ÉSÉxÉÉnÂù MÉÞÁiÉÉ¨ÉÂ* 

EòhÉÇ&- ¥ÉÉÀhÉ´ÉSÉxÉÊ¨ÉÊiÉ* xÉ ¨ÉªÉÉÊiÉGòÉxiÉ{ÉÚ́ ÉÇ̈ ÉÂ* EònùÉ ±É¦ÉäªÉ* 

näù´ÉnÚùiÉ&- ªÉnùÉ º¨É®úÊºÉ iÉnùÉ ±É¦Éº´É* 

EòhÉÇ&- ¤ÉÉfø¨ÉÂ* +xÉÖMÉÞ½þÒiÉÉä%Îº¨É* |ÉÊiÉÊxÉ´ÉiÉÇiÉÉÆ ¦É´ÉÉxÉÂ* 
näù´ÉnÚùiÉ&- ¤ÉÉfø¨ÉÂ* (ÊxÉ¹GòÉxiÉ&*) 

EòhÉÇ&- ¶É±ªÉ®úÉVÉ! ªÉÉ´ÉpùlÉ¨ÉÉ®úÉä½þÉ´É&* 

¶É±ªÉ&- ¤ÉÉfø¨ÉÂ! (®úlÉÉ®úÉä½þhÉÆ xÉÉ]õªÉiÉ&) 

EòhÉÇ&- +ªÉä ¶É¤nù <´É ¸ÉÚªÉiÉä* ËEò xÉÖ JÉÎ±´Énù¨ÉÂ* 

¶ÉRÂóJÉv´ÉÊxÉ& |É±ÉªÉºÉÉMÉ®úPÉÉä¹ÉiÉÖ±ªÉ& 

EÞò¹hÉºªÉ ´ÉÉ xÉ iÉÖ ¦É´ÉäiºÉ iÉÖ ¡òÉ±MÉÖxÉºªÉ* 

xÉÚxÉÆ ªÉÖÊvÉÎ¹`ö®ú{É®úÉVÉªÉEòÉäÊ{ÉiÉÉi¨ÉÉ 
{ÉÉlÉÇ& EòÊ®ú¹ªÉÊiÉ ªÉlÉÉ¤É±É¨Ét ªÉÖrù¨ÉÂ ** 24 ** 

 

¶ÉRÂóJÉnÖùxnÖù¦ÉªÉ¶SÉ* 
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¶É±´É®úÉVÉ! ªÉjÉÉºÉÉ´ÉVÉÖÇxÉºiÉjÉè́ É SÉÉätiÉÉÆ ¨É¨É ®úlÉ&* 

¶É±ªÉ&- ¤ÉÉfø¨ÉÂ* 

 

धीम धत्ता धगधीगधग धीमधीम धत्ता धगधीगुधग धीमधत्ता धीम धीम धत्ता धीत्तै धीत्तै धीगु 

। ( 8 ) 

(¦É®úiÉ´ÉÉCªÉ¨ÉÂ) 

ºÉ´ÉÇjÉ ºÉ¨{Énù& ºÉxiÉÖ xÉ¶ªÉxiÉÖ Ê´É{Énù& ºÉnùÉ* 

®úÉVÉÉ ®úÉVÉMÉÖhÉÉä{ÉäiÉÉä ¦ÉÚÊ¨É¨ÉäEò& |É¶ÉÉºiÉÖ xÉ& ** 25 ** 

 

ॐ पणूर् मद पणूर् �मद पणूार्तप्ुणर्मुदच 

पणूर् श पणूर् मादा पणूर् मेवाव�शष्य ॥ 

ॐ शािन्त शािन्त शािन्त ॥ 

  
(ÊxÉ¹GòÉxiÉÉè*) 

EòhÉÇ¦ÉÉ®ú¨É´ÉÊºÉiÉ¨ÉÂ* 

 

 SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY: 

 

• Some scholars were led by the argument that the ‘Karnabharam’ never ends with Karna’s 

death and that may be the reason why it is considered unfinished. But Panikkar felt that 

the play ‘Karnabharam – The Burden of Karna: The burden that he has inherited from his 

birth – Kavacha and Kundal.’ was very different in its structure and wanted to make it a 

well structured play with a proper beginning, middle and end. It starts with the words of 

Karna….. 

 

“¶É±ªÉ®úÉVÉ! ªÉjÉÉºÉÉ´ÉVÉÖÇxÉºiÉjÉè́ É SÉÉätiÉÉÆ ¨É¨É ®úlÉ& **” 

‘O Shalyaraja! Take my chariot to where Arjuna stands!’ 
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• The play ends with the same words. It might sound absurd, but there is a lot of 

transformation that takes place between which creates the entire drama. Panikkar tried 

out the transformation methodology to its fullest possible extent in the production. It 

demanded it, it was inevitable. 

• ‘Karnabharam’ can be divided into two parts. 

 

⇒ FIRST PART: 

→ The first part happens before Karna enters the battle field. He happens to see his mother 

Kunti and comes to know from her the reality that he is her son. It is after he has this 

knowledge that he enters. 

 

 SCENE 1: 

→ Group offering obeisance to the Narasimha incarnation of Maha Vishnu with the help of 

big “Cymbals Rhythm”. (Illustration: 1, 2 and 3) 

 

 SCENE 2: 

→ Entry of two Sutradharas announcing the coming in of Karna to the battlefield of 

Kurukshetra as the Commander-in-Chief. (Illustration: 4) 

 

 SCENE 3: 

→ ENTRY OF KARNA: (Illustration: 5 and 6) 

→ Entry of Karna and Shalya joins him as the charioteer. When Karna enters the battlefield 

of Kurukshetra, which really reflects the mind of Karna where another battle takes place. 

→ Panikkar made some changes to Karna’s state of mind when he makes his entry. Now 

after the Sutradhara’s part Panikkar go straight to the character. 

→ When Karna makes his entry, his “Gaits and Foot Movements” follows the 

“Kutiyattam’s Chari” called “DHIRODDHATA NATAKKUKA / 

KALAPPURATTU NATAKKUKA”. (Illustration: 7) 

→ After the entry, the mental conflict of the Karna is represented and a voice comes from 

behind saying “सूयर् पु कणार... Surya Putra Karna” and Karna look up towards Surya and 
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ask “अहं सूयर् पु? Am I Surya Putra?” And then we hear, “त्व सूतपुत कणार... You are Suta 

Putra Karna”. 

→ Then “त्व कौन्तेयकणा... कौन्तेयकणा... Kaunteya Karna (You are Kunti’s Son)” and 

“राधेय कणार... राधेय कणार... Radheya Karna (You are Radha’s Son)”. 

→ It is a huge conflict in Karna’s mind and he falls down. But then he again musters all his 

energy and jumps up and the emotion of ‘Veera (Valour)’ is evoked. But the ‘Veera 

(Valour)’ is suffused with ‘Karuna / Shoka (Sorrow)’, ‘Sashokamupaiti’. 

 

 SCENE 4: 

→ The Group describes Karna’s prowess as well as his present dejected mood. 

→ When group describes Karna’s prowess, Chorus follows “Kalaripayattu Movement”. 

(Illustration: 8, 9, 10 and 11) 

→ After that Karna commands to Shalyaraja: (Illustration: 12) 

 

“¶É±ªÉ®úÉVÉ! ªÉjÉÉºÉÉ´ÉVÉÖÇxÉºiÉjÉè́ É SÉÉätiÉÉÆ ¨É¨É ®úlÉ& **” 

 

• There are two sub parts here too. 

⊗ FIRST SUB PART: RE-COLLECTION AND RE-ENACTMENT EPISODE OF 

KUNTI AND KARNA: 

⊗ NON TEXTUAL PART FROM: MAHABHARATA → UDYOGAPARVA → 

BHAGAVAT YANA PARVA → CHAPTER NO: 145 → MEETING BETWEEN 

KUNTI AND KARNA → SHLOKA NO: 2 AND 3. 

 

 SCENE 5: 

→ In the first sub part, Karna is trying his arrow but Karna feels that he fails in his archery 

in the battlefield. His failure begins when he thinks. ‘Why has this ‘Astra’ (weapon) 

failed? Is it because of my mother’s words?’ and reminisces his meeting with his mother 

Kunti. (Illustration: 13) 
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 SCENE 6: 

 ENTRY OF KUNTI: (Illustration: 14 and 15) 

→ Kunti enters in Karna’s imagination and he is tormented by these thoughts. Kunti 

requests Karna to eschew his enmity towards Pandavas who are his brothers, Karna 

refuses. 

→ But Karna promises to Kunti that he shall not kill such of her sons as are capable of being 

withstood and killed by him in the battle, her five sons will not decrease; either she will 

be with Karna and not Arjuna or if Karna is slain, she will be with Arjuna. Kunti vails, 

but there is an element of selfishness in her new fondness towards the eldest son. 

→ Finally he is able to dismiss her from his thought and he tries his arrow again. 

 

 SCENE 7: 

 KARNA’S “BHAVA-THRAYA” AND “AVASTHANUKIRTANAM”: 

→ ‘Anukriti’ has to be qualifled with its full connotations or developed from into 

‘Anukirtanam’. How ‘Anukriti’ develops into ‘Anukirtanam’? How the poet’s and 

director’s imaginations can be converted into enactment? 

→ When an actor has to assume the role of a well known epic character Karna, the textual 

context is the sense for the actor’s preparation to assume the character. There is no live 

mode available to the actor. The “Avastha” of the character may be speculated upon from 

the text. The degree of “Bhavananubhavatvam” required is much greater. So text and 

context helps this imagination. Since we don’t know how the behaviour of the character, 

the actor has to live with the character. This may be called “Anuvyavasayam”. Two 

aspects are involved in it. The actor learns the contours of the character which he is to 

enact. The actor also analyses the character on his physical, mental and spiritual level. 

This helps the actor to recreate and celebrate the qualities of the character. 

→ Here, breaking of the text and changing the chronology of images with the same text with 

“Satvika, Angika, and Vachika – Abhinaya” and “Tala – Rhythm”. 

→ Karna’s predicament as described in the Shloka – 

 

“+ªÉÆ ºÉ EòÉ±É& Gò¨É±É¤vÉ¶ÉÉä¦ÉxÉÉä 

MÉÖhÉ|ÉEò¹ÉÉæ Ênù´ÉºÉÉä%ªÉ¨ÉÉMÉiÉ&*” 
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→ Karna says that the crucial day has come for him. This idea is developed into 

“Bhavathraya”. 

 

⊗ FIRST AVASTHA: (Illustration: 16 and 17) 

⊗ THAT DAY HAS COME - Ênù´ÉºÉÉä%ªÉ¨ÉÉMÉiÉ&*  VEERA – UTSAH: 

→ First ‘Avastha’ is, ‘That day has come’ when I the warrior I am, can try my powers. 

 

⊗ SECOND AVASTHA: (Illustration: 18 and 19) 

⊗ THAT DAY HAS COME - Ênù´ÉºÉÉä%ªÉ¨ÉÉMÉiÉ&*  KARUNA – SHOKA: 

→ Second ‘Avastha’ is, ‘Oh! That day has come’ when I have to go against the wish of my 

mother that Arjuna is my own brother and I should not kill him. 

 

⊗ THIRD AVASTHA: (Illustration: 20) 

⊗ THAT DAY HAS COME - Ênù´ÉºÉÉä%ªÉ¨ÉÉMÉiÉ&*  RAUDRA – KRODHA: 

→ Thirdly, ‘That day has come’ when I can wreak vengeance on my declared enemy 

Arjuna. 

 

→ There are three contexts to signify that day, which is made into a “Bhavathraya” and 

therefore ‘Anukriti’ develops into ‘Anukirtanam’. 

 
 

⊗ SECOND SUB PART: 

⊗ RE-COLLECTION AND RE-ENACTMENT EPISODE OF PARASURAMA AND 

KARNA: 

 

 SCENE 8: 

 TRANSFORMATION OF SHALYA INTO PARASURAMA: (Illustration: 21 - 22) 

→ Karna again feels that his arrows become invalid and loudly thinks about his experience 

with Parasurama. In the process of the story telling, the listener Shalya transforms into 

the role of Parasurama and the whole sequence of teaching archery to Karna ensues. 
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→ Here the “Time” travels backward and forward by using “Space” apart from the 

recreation of “Time and Space” what happens here “Transformation” of one character 

into another with the help of “Music and Rhythm”. Here the “Music and Rhythm” used to 

“Tying and Un-Tying Movements”. 

→ After the meeting with mother Kunti, finally Karna is able to dismiss her from his 

thought and he tries his arrow again but then again a voice is heard and that is his ‘Guru 

Parashurama’ cursing him that “EòÉ±ÉÊ´É¡ò±ÉÉxªÉºjÉÉÊhÉ iÉä ºÉxiÉÖ* At the required time, his 

knowledge of archery would fail him.” 

→ And he falls down saying, “This is the reason why this ‘Astra’ (weapon) is not working!” 

Here Panikkar has used Kalari. This is how Panikkar placed these events. 

→ Then we go back to the first part that is, Parshurama’s curse. Karna recapitulates what 

had happened, his experience with Parashurama. He wants to tell it to someone. He says, 

“¦ÉÉä& ¶É±ªÉ®úÉVÉ ¸ÉÚªÉiÉÉÆ ¨É¨ÉÉºjÉºªÉ ´ÉÞkÉÉxiÉ&* Shalyaraja, listen to me about my Astras’s 

(weapon’s) story.” Shalyaraja is ready and transforms himself to be Parashurama. He 

comes from within Karna. He transforms into Karna’s mind and from his mind, he asks, 

“iÉiÉºiÉiÉ&* What happened then?” Shalya enacts the role of Parashurama created in 

Karna’s imagination. The transformation takes place there and then he says, “I went to 

Parshurama.” “iÉiÉºiÉiÉ&* Then what happened?” Shalya asks from behind. 

→ In the process of describing this, Shalya himself helps Karna by assuming the role of 

Parashurama. This is what transformation is. And he enacts the role which is slightly 

difficult to communicate. Panikkar introduced this because this story is known to the 

whole of Bharatvarsh. Then the question is why Karna is stating it to Shalya who already 

knows it. He wanted to recapitulate and analyze the story in detail. It is the analysis of an 

idea, an experience, because it is something that has already happened earlier. So he 

relates and shares it with Shalya and while sharing Shalya becomes Karna’s own 

“Antahkaran – Conscience”. 

→ At the same time, according to Karna’s wish, he also becomes Parashurama. This is very 

tricky. He enacts the role of Parashurama and everything about the curse. Until the story 

of the curse is communicated, Shalyaraja is Parashurama. This transformation from 

Shalya to Parashurama and back to Shalya is achieved with a very special theatre 
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practice. “A Clockwise Movement from within transforms Shalya into Parashurama” and 

“While he returns to being Shalya it is an Anti Clockwise Movement”. Thus the episode 

is finished, being completely enacted. 

(Illustration: 23, 24, 25 and 26) 

 

 SCENE 9: 

 ENTRY OF SURYA: (Illustration: 27 and 28) 

 NON TEXTUAL PART FROM: ADITYA HRIDAYAM → SHLOKA NO: 4-10-16. 

→ Entry of Surya, the father of Karna. 

→ Firstly Chorus enters and performs “Surya Namaskaram” and then Surya makes his entry 

and performes his prowess through movement and rhythm. 

 

 SCENE 10: 

 ENTRY OF INDRA: (Illustration: 29 and 30) 

 NON TEXTUAL PART FROM: RIGVEDA → PRATHAM MANDAL → 

SUKTAM: 11 → SHLOKA NO: 1 AND 2. 

→ Entry of Indra, the father of Arjuna. 

→ Indra makes his entry behind the “Chitra Yavanika” on the rhythm of above mentioned 

Shloka. 

(Illustration: 31, 32 and 33) 

  

 SCENE 11: 

 FIGHT BETWEEN INDRA AND SURYA: (Illustration: 34, 35 and 36) 

→ There takes place a fight with the help of “Chitra Yavanika” and “Tala – Rhythm” 

between Indra and Surya as a reflection of the animosity between their sons. 

 

 SCENE 12: 

 ENTRY OF VAJRA MUKHA: (Illustration: 37 and 38) 

→ In the fight, Indra fails and sends out Vajra Mukha, a wild bee against Karna. 

→ The insect – “Vajra Mukha”, is a case of external intervention. 

(Illustration: 39 and 40) 
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 SCENE 13 AND 14: 

 CURSE OF PARASURAMA: 

 NON TEXTUAL PART FROM: MAHABHARATA → SHANTI PARVA → 

RAJADHARMANUSHASANA PARVA → CHAPTER NO: 3 → SHLOKA NO: 4-

1-5. 

 

 SCENE 13: 

→ After the long training Parasurama was well pleased with the power of Karna’s arms, his 

love for him, his self-restraint and the services he rendered to his preceptor and gave 

“Brahmashtra – Weapon of Brahma”. (Illustration: 41 and 42) 

→ One day the highly intelligent Parasurama while walking with Karna in the Vicinity of 

his retreat felt himself very weak for the fasts he had undergone. From affection created 

by confidence the tired guru Parasurama sleeps on the lap of his disciple Karna. 

 

 SCENE 14: 

→ Vajra Mukha bites both the thighs of Karna, who stands the pain while blood oozes out 

which awakens Parasurama. This ends up in Parasurama cursing Karna for hiding his 

Kshatriya identity, “EòÉ±ÉÊ´É¡ò±ÉÉxªÉºjÉÉÊhÉ iÉä ºÉxiÉÖ* At the required time, his knowledge of 

archery would fail him.” (Illustration: 43, 44 and 45) 

→ The love and care of the disciple to his guru is evident in the Parasurama incident. Karna 

is an ideal disciple; ironically Parasurama is not the model of a preceptor. 

→ These are the first part. 

 

• Before the actual situation of the war, comes the moment of taking the decision and then 

he enters the battlefield and the play starts with Shalyaraja being addressed by Karna as 

mentioned earlier with the words, 

 

“¶É±ªÉ®úÉVÉ! ªÉjÉÉºÉÉ´ÉVÉÖÇxÉºiÉjÉè́ É SÉÉätiÉÉÆ ¨É¨É ®úlÉ& **” 
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⇒ SECOND PART: 

 

 SCENE 15: 

 TRANSFORMATION OF INDRA INTO BRAHMANA:  

(Illustration: 46, 47 and 48) 

→ In the second half suddenly as the battle is on, Indra enters in the guise of a Brahmana 

behind the “Chitra Yavanika”, who wants a great gift from Karna, who is known for his 

noble alms giving. Indra comes there and a Brahmin emerges out of Indra asking for    

“¦ÉÉä EòhhÉ! ¨É½þkÉ®Æú Ê¦ÉCJÉÆ ªÉÉSÉäÊ¨É* Mahattaram Bhiksha” or a great gift. When the Brahmana 

begs the ‘Kavacha’ the director presents Indra behind and makes it clear to the audience 

that he is the father of Arjuna in disguise anxious to save his son. 

→ Here too there is a theatrical possibility which was exploited by the method of 

transformation. 

 

 SCENE 16 AND 17: 

 DANAVEERA AS KARNA: 

 

 SCENE 16: 

 DURING AGNI NON TEXTUAL PART FROM: RIGVEDA → DASHAM 

MANDAL → SUKTAM: 80 → SHLOKA NO: 1. 

→ In ordinary conversations you could say something like, “I have these gifts. If you want 

you can take what you like.” But then why did Bhasa write about the cows, horses, 

elephants, etc. in detail? 

→ Karna offers Cows, Horses and Elephants etc. in spite of the protest raised by Shalya. 

None of these gifts satisfies the Brahmana. When Karna offers many gifts to the 

Brahmin, the chorus enacts as cows, horses and elephants, etc. So this transformation 

leads to a celebration of gift giving, known as “Danaveera as Karna” was known for his 

charity. (Illustration: 49, 50, 51, 52, 53, 54, 55 and 56 ) 
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 SCENE 17: 

 RE-COLLECTION AND RE-ENACTMENT EPISODE OF KAVACH AND 

KUNDAL: 

→ In spite of Shalyaraja’s warning, Karna’s giving of alms to Indra disguised as a 

Brahmana culminates in his saying, “I will give you my life.” “No no no!” says Indra and 

then Karna asks, “Then what is it you want? I know what you want ... you want my 

“Kavach” and “Kundal”.” (Illustration: 57) 

→ Finally in frenzy, Karna offers Brahmana “Kavach and Kundal - Armour and Ear Rings” 

which were born with him and falls down. And becomes consumed, or possessed (Tribal 

Tradition) with making this possible. (Illustration: 58 and 59 ) 

→ For that, “An actor in the role of Karna should be imagine that he is in Karna’s position 

and asked to give away something very close to his heart which cannot easily be given 

away; which is not like giving an earring or a garland. It is something equal to his life 

itself. When it is asked of “Atman - Soul and when he has no other choice but to give it, 

what would be reaction?” 

→ According to Panikkar, “It could not be done unless the actor got possessed. In normal 

circumstances, a man cannot cut off things which are dear to him, your body and your 

very existence where sacrifice is required.” Offering one’s life as a gift demands quite an 

abnormal demeanour for the actor, which he has to invoke from the unknown realm 

within him. 

→ How is such a sacrifice done? What is the medium for sacrifice? For that an actor in the 

role of Karna, he has to go beyond himself. So preparation is required, pre-action is 

required. Possession is possible but for that actor work up with “Tala – Rhythm”. 

Panikkar took the idea from tradition. It began slowly and then got faster and faster in 

arithmetic (Tala – Matra) progression. Finally the “Tala – Rhythm” mounted to climax by 

that time and whit the help of “Dhyana – Concentration”, the actor was to get possessed. 

The buildup of the ascending emotion could be made possible and convincing only if 

Karna gets possessed in the end. 

→ Finally in frenzy, Karna gives Brahmana “Kavach and Kundal - Armour and Ear Rings” 

and falls down. (Illustration: 60) 
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 SCENE 18: 

→ Karna musters all the remaining strength and repeats his refrain – 
 

“¶É±ªÉ®úÉVÉ! ªÉjÉÉºÉÉ´ÉVÉÖÇxÉºiÉjÉè́ É SÉÉätiÉÉÆ ¨É¨É ®úlÉ& **” 
 

→ The war continues, the indomitable courage of Karna persists, and the enemy Indra 

celebrates his son’s impending victory. (Illustration: 61) 

 

 CONCLUSION: 

 

• “¶É±ªÉ®úÉVÉ! ªÉjÉÉºÉÉ´ÉVÉÖÇxÉºiÉjÉè́ É SÉÉätiÉÉÆ ¨É¨É ®úlÉ& **” This sentence is present in the 

beginning, the middle and also in the end. That’s why it never ends with a Bharatvakya or 

anything like that. So some scholars believed that this was an unfinished work, which 

Panikkar don’t believe. The play itself stands unique in its structure. 
• Another point relevant to this study is the director’s interpretation of the life of the hero. 

Panikkar penetrates into the mind of his hero and finds out that he was a victim of a 

universal conspiracy of the celestial. However, Karna was at the receiving end in all these 

cases. None helped him nor understood his nobility. This interpretation instills new life to 

Karna. One leaves the hail believing that honor lies not in victory; defeat to be great, 

perhaps more rewarding. 
• In true sense, Panikkar portrays in ‘Karnabharam’ the downfall of the mighty epic hero 

Karna, projecting the “Inner Conflict” that develops in him when he enters Kuruksetra 

to wage a crucial battle with the Pandavas. Production  givesus a very vivid picture of the 

inner experience of the character, Panikkar receates the theme giving stress not only to 

the moral problem involved in the making up of his character but the whole conflicting 

experiences that he encouters in the battlefied and his reactions to them.  
• In Panikkar’s production, the first was the detailed analysis of Karna’s experience with 

Kunti, second with Parasurama and the third was his detailed celebration of charity with 

Indra in the role of Brahmana. The whole play in a sense is a retrospective narration. 

Means Karna talks to himself, which is “Vicharabhinaya”. Kavalam transforms the inner 
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self of Karna to concrete “Visual Images” and gives the inimitable “Theatre Language 

through Visual Poetry”; therefore epic theme assumes a new dimension. Even 

Shalyaraja is one such externalization. The three incidents, though different in details, 

have a common thread — the thought process of a disturbed mind. That process is 

presented on stage though a series of vocal, gestural and corporal visual signs. So, we can 

say that ‘Karnabharam” is a “Celebration of Thoughts / Ideas”. 
• In the theatre space thus created, the ‘Performane Text’ opens a drama which is 

theatrically vibrant, visually brilliant and interpretatively original. A micro situation in 

the epic, which is a macro text although intrinsically and thematically pregnant with 

emotion, is proejcted as if through a microscope. In this aspect “Karnabharam” develops 

into “Karnabharatam” or a Bharata of Bhasa’s creation with Karna as the central figure. 
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 MADHYAMA VYAYOGA: 

 

 PERFORMANCE TEXT: 

 

⇒ DRAMATIS PERSONAE (IN ORDER OF APPEARANCE): 
 

• Sutradhara 

• Keshavadasa: The old Brahman 

• Keashavadasa’a wife 

• Youngest Son 

• Elder Son 

• Middle one Son 

• Ghatotkacha 

• Bhimasena 

• Hidimba 

 

⇒ SYNOPSIS OF THE PLAY: 

• In this play Bhasa infuses a Mahabharata theme with a plot – design inspired from a 

famous story of the “Vedic Tradition – Sunahshepakhyana of Aitareya Brahmana”. 

• Based on an incident in the Mahabharata the central point of the dramatic development of 

the play is the word ‘Madhyama’ (The Middle One) applied to both Bhima, the 

Madhyama Pandava, and the Madhyama, the second of the three sons of a Brahmin. 

• The play opens with the Sutradhara pronounces a benediction on the spectators and starts 

addressing them. But he has to stop suddenly because of some noise, which on second 

hearing proves to be the cry of an old Brahmana called Keshavadasa. This old Brahmana 

with his wife and three sons were passing through the forest, which was then the abode of 

Ghatotkacha and his mother Hidimba. They were being pursued by Ghatotkacha – 

furious half human and half demonic, son of Bhima born of demoness Hidimba. 
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• Ghatotkacha has been sent by his mother Hidimba to get her a human being for breakfast, 

he strolls in the forest in search of human being and catches sight of the Brahmana 

family. Ghatotkacha speaks of his peculiarly embarrassing situation, his reverence for the 

Brahmana’s but he has to execute his mother’s command, one among them will have to 

sacrifice his life as meal to Hidimba and would spare the remaining members. Thus 

begins the discussion among them as to who should sacrifice himself for the sake of the 

family. 

• The old Brahmana states that his body decrepit with age has practically finished its 

journey of life. So he should offer, to save his sons. But wife cries out “No, no…an ideal 

wife exists for the sake of her lord only. This body has served its purpose. I shall offer it 

as a sacrifice to this demon to save my husband and sons”. On the fround of old age and 

female, Ghatotkacha rules out the offers of the old Brahmana and his wife. There is a 

generous rivalry among the three in self surrender. Among the three sons, the distressed 

father clings to the eldest son and the bereaved mother to the youngest son. Therefore, the 

second son Madhyama offers to go with Ghatotkacha after much deliberation. He 

surrenders to Ghatotkacha and accompanies him to fulfil his duty of madhyama son to his 

family by sacrificing himself. However he asks sometimes to slake his thirst in a forest 

pool in the vicinity.  

• Madhyama goes to a nearby pond to quench his thirst. As he does not return soon, the 

impatient Ghatotkacha calls out ‘Madhyama, Madhyama’, ‘Come soon’. When 

Ghatotkacha was screaming for the ‘Madhyama’, Bhima was engaged in his exercise. 

Hearing his name, he wondered who it might be disturbed him in his exercise. 

Nevertheless he had to arrive on the scene to respond to Ghatotkacha’s call as he is also 

the ‘Madhyama’ of the Pandavas. Bhima stands before him and tells him that he was 

madhyama by name. Keshavadasa in a whisper to his wife and sons says that he must be 

the middle Pandava. The old Brahmana entreats Bhima to help them. In a shortwhile, the 

Brahamana middle son also appears. Keshavadasa requests Bhima to rescue his son and 

Bhima offers his help. He asks Ghatotkacha to release the Brahamana boy but 

Ghatotkacha refuses to set him free and tells even if his own father had commanded, he 

would not have obliged. Ghatotkacha adds that he has seized him by the orders of his 
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mother Hidimba and her lord is the great Pandavas, Bhima. Bhima learns that 

Ghatotkacha as none other than his own son. Bhima decides that he have a first hand 

knowledge of his son’s valour. 

• Bhima decides to go in the Ghatotkacha’s place but not by force and offers himself in 

place of the Brahmin’s second son. Ghatotkacha accepts the offer; Bhima demands to be 

taken by force. A long duel ensues. There is a fine blending of comic and the heroic 

sentiments. There are the melodramatic moves of the son to over power Bhima with a 

tree, rock etc. As a last resort he even tries to bind Bhima by the magic house given by 

his mother but this time also he fails. At the end of the duel finally he admitting defeats 

and begs Bhima to accompany him. 

• On being called by her son Hidimba emerges on the stage. Ghatotkacha presents Bhima 

to Hidimba as the man brought for her meal. Hidimba is overjoyed to see Bhima and asks 

her son, Ghatotkacha, to fall at his feet. She explains that her demand was made only to 

secure her a visit from Bhima whom she has missed for many a year. Brahmana family 

expresses their sense of gratitude to Bhima for saving his son’s life and then departs for 

their destination. A happy reunion follows. 

 

⇒ INTERPRETATION WITH DIRECTOR’S NOTE: 

 

• The theme of the play is a creation of the poet’s own rich imagination. We do not find 

any mention as such in the Mahabharat or any of the Puranas where an incident like this 

is mentioned depicting Bhima as the middle Pandava. His mission here is to save the 

middle one (second son) of the old Brahmana. The image of middleness is effectively 

used to represent the innate modesty, courage and suffering of Bhima. But it is equally 

applicable to the second son of the Brahmana family also. He occupies the middle place 

in the threeness of the family, with the first one being claimed by the father as his rightful 

progeny to do his obsequies and the third son as the beloved of the mother. So when one 

of the sons is claimed by Ghatotkacha to be taken as food for his mother the middle one 

is left disowned by both the parents. The master stroke of Bhasa’s quality of humor 
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(smiling at such a selfish attitude) justifies the saying about the ‘Hasa’ of ‘Bhasa’. The 

structure of the play is designed in such a way that the position of Hidimba as Sutradhara 

is divulged only at the last moment leading to the unexpected meeting between the long 

separated husband and wife (Bhimasena and Hidimba). The humor that is Bhasa’s forte 

reaches its height when the father finds out the identity of his son and decides to hold on 

to the information. The poetic merit of the play is of a high order comprising interplay of 

a variety of sentiments. 

⇒ DRAMATIC TEXT – DECONSTRUCTING AND RECONSTRUCTING: 

¨ÉvªÉ¨É´ªÉÉªÉÉäMÉ: 

 
(xÉÉxtxiÉä iÉiÉ& |ÉÊ´É¶ÉÊiÉ ºÉÚjÉvÉÉ®ú&*) 

 
ºÉÚjÉvÉÉ®ú&- {ÉÉªÉÉiºÉ {ÉÉnùÉä ½þ®äú& ´ÉÉä%ºÉÖ®ú´ÉvÉÚ¾þnùªÉÉ´ÉºÉÉnù& 
         {ÉÉnùÉä ½þ®äú& EÖò´É±ÉªÉÉ¨É±ÉJÉRÂóMÉxÉÒ±É&* 
         ªÉ& |ÉÉätiÉÎºjÉ¦ÉÖ́ ÉxÉGò¨ÉhÉä ®ú®úÉVÉ 
         ´ÉènÚªÉÇºÉÆRÂóGò¨É <´ÉÉ¨¤É®úºÉÉMÉ®úºªÉ ** 1 ** 
B´É¨ÉÉªÉÇÊ¨É¸ÉÉÎx´ÉYÉÉ{ÉªÉÉÊ¨É* +ªÉä ËEò xÉÖ JÉ±ÉÖ ¨ÉÊªÉ Ê´ÉYÉÉ{ÉxÉ´ªÉOÉä ¶É¤nù <´É ¸ÉÚªÉiÉä* +RÂóMÉ {É¶ªÉÉÊ¨É* 
(xÉä{ÉlªÉä) ¦ÉÉäºiÉÉiÉ! EòÉä xÉÖ JÉ±´Éä¹É&* ¦ÉÉäºiÉÉiÉ! EòÉä xÉÖ JÉ±´Éä¹É&* 
ºÉÚjÉvÉÉ®ú&- ¦É´ÉiÉÖ, Ê´ÉYÉÉiÉ¨ÉÂ* 
¦ÉÉä& ¶É¤nùÉäSSÉÉ®úhÉÉnùºªÉ ¥ÉÉÀhÉÉä%ªÉÆ xÉ ºÉÆ¶ÉªÉ&* 
jÉÉºªÉiÉä ÊxÉÌ´É¶ÉRÂóEäòxÉ EäòxÉÊSÉi{ÉÉ{ÉSÉäiÉºÉÉ ** +É - +É - +É ** 2 ** 
({ÉÖxÉxÉæ{ÉlªÉä) ¦ÉÉäºiÉÉiÉ! EòÉä xÉÖ JÉ±´Éä¹É&* ¦ÉÉäºiÉÉiÉ! EòÉä xÉÖ JÉ±´Éä¹É&* 
ºÉÚjÉvÉÉ®ú&- ½þxiÉ oùfÆø Ê´ÉYÉÉiÉÆ* B¹É JÉ±ÉÖ {ÉÉhb÷´É¨ÉvªÉ¨ÉºªÉÉi¨ÉVÉÉä Ê½þÊb÷¨¤ÉÉ®úÊhÉºÉ¨¦ÉÚiÉÉä ®úÉIÉºÉÉÎMxÉ®úEÞòiÉ´Éè®Æú ¥ÉÉÀhÉVÉxÉÆ 
Ê´ÉjÉÉºÉªÉÊiÉ* ¦ÉÉä& Eò¹]õ¨ÉÂ* +jÉ Ê½þ - 
§ÉÉxiÉè& ºÉÖiÉè& {ÉÊ®ú´ÉÞiÉºiÉ¯ûhÉè& ºÉnùÉ®èú- 
´ÉÖÇrÉä ÊuVÉÉä ÊxÉÊ¶ÉSÉ®ÉxÉÖSÉ®: ºÉ B¹É: * 
´ªÉÉQÉÉxÉÖºÉÉ®SÉÊEiÉÉä ´ÉÞ¹É¦É: ºÉvÉäxÉÖ: 
ºÉxjÉºiÉ´ÉiºÉEò <´ÉÉEÖò±ÉiÉÉ¨ÉÖ{ÉèÊiÉ ** 3 ** (ÊxÉ¹GòÉxiÉÉ&*) 
 

ºlÉÉ{ÉxÉÉ* 
 

(iÉiÉ& |ÉÊ´É¶ÉÊiÉ ºÉÖiÉjÉªÉEò±ÉjÉ{ÉÊ®ú´ÉÞiÉÉä ¥ÉÉÀhÉ& {ÉÞ¹`öiÉÉä PÉ]õÉäiEòSÉ¶SÉ*) 
¥ÉÉÀhÉ&- ¦ÉÉä& EòÉä xÉÖ JÉ±´Éä¹É&* ¦ÉÉä& EòÉä xÉÖ JÉ±´Éä¹É&* 
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iÉ¯ûhÉ®úÊ´ÉEò®ú|ÉEòÒhÉÇEäò¶ÉÉä §ÉÖEÖòÊ]õ{ÉÖ]õÉäVV´É±ÉÊ{ÉRÂóMÉ±ÉÉªÉiÉÉIÉ&* 
ºÉiÉÊb÷Ênù´É PÉxÉ& ºÉEòh`öºÉÚjÉÉä ªÉÖMÉÊxÉvÉxÉä |ÉÊiÉ¨ÉÉEÞòÊiÉ½Çþ®úºªÉ ** 4 ** 
 
|ÉlÉ¨É&- ¦ÉÉäºiÉÉiÉ! EòÉä xÉÖ JÉ±´Éä¹É&* 
OÉ½þªÉÖMÉ±ÉÊxÉ¦ÉÉIÉ& {ÉÒxÉÊ´ÉºiÉÒhÉḈ ÉIÉÉ& 
EòxÉEòEòÊ{É±ÉEäò¶É& {ÉÒxÉEòÉè¶ÉäªÉ´ÉÉºÉÉ&* 
ÊiÉÊ¨É®úÊxÉ´É½þ´ÉhÉÇ& {ÉÉhb÷®úÉäuÞùkÉnÆù¹]ÅõÉä 
xÉ´É <´É VÉ±ÉMÉ¦ÉÉæ ±ÉÒªÉ¨ÉÉxÉäxnÖù±ÉäJÉ& ** 5 ** 
 
ÊuùiÉÒªÉ&- Eò B¹É ¦ÉÉä&! 
 
Eò±É¦Énù¶ÉxÉnÆù¹]ÅõÉä ±ÉÉRÂóMÉ±ÉÉEòÉ®úxÉÉºÉ& 
EòÊ®ú´É®úEò®ú¤ÉÉ½ÖþxÉÔ±ÉVÉÒ¨ÉÚiÉ´ÉhÉÇ&* 
½ÖþiÉ½ÖþiÉ´É½þnùÒ{iÉÉä ªÉ ÎºlÉiÉÉä ¦ÉÉÊiÉ ¦ÉÒ¨É- 
ÎºjÉ{ÉÖ®ú{ÉÖ®úÊxÉ½þxiÉÖ& ¶ÉRÂóEò®úºªÉä́ É ®úÉä¹É& ** 6 ** 
iÉÞiÉÒªÉ&- ¦ÉÉäºiÉÉiÉ! EòÉä xÉÖ JÉ±´ÉªÉ¨Éº¨ÉÉx{ÉÒb÷ªÉÊiÉ* 
´ÉXÉ{ÉÉiÉÉä%SÉ±ÉäxpùÉhÉÉÆ ¶ªÉäxÉ& ºÉ´ÉÇ{ÉiÉÊjÉhÉÉ¨ÉÂ* 
¨ÉÞMÉäxpùÉä ¨ÉÞMÉºÉRÂóPÉÉxÉÉÆ ¨ÉÞiªÉÖ& ¨ÉÞiªÉÖ& ¨ÉÞiªÉÖ& {ÉȪ û¹ÉÊ´ÉOÉ½þ& ** 7 ** 
 
¥ÉÉÀhÉÒ- +ªªÉ EòÉä BºÉÉä +¨½þÉ+Æ ºÉxnùÉ´Éä½þ* (+ÉªÉÇ! Eò B¹ÉÉä%º¨ÉÉxÉÂ ºÉxiÉÉ{ÉªÉÊiÉ*) 
 
PÉ]õÉäiEòSÉ&- ÊiÉ¹`ö* ¦ÉÉä ¥ÉÉÀhÉ! ÊiÉ¹`ö ÊiÉ¹`ö* 
ËEò ªÉÉÊºÉ ¨ÉnÂù¦ÉªÉÊ´ÉxÉÉÊ¶ÉiÉvÉèªÉÇºÉÉ®úÉä 
Ê´ÉjÉºiÉnùÉ®úºÉÖiÉ®úIÉhÉ½þÒxÉ¶ÉHäò! * 
iÉÉIªÉÉÇOÉ{ÉIÉ{É´ÉxÉÉärùiÉ®úÉä¹É´ÉÎ¼xÉ- 
ºiÉÒµÉ: Eò±ÉjÉºÉÊ½þiÉÉä ¦ÉÖVÉMÉÉä ªÉlÉÉiÉÇ& ** 8 ** 
¦ÉÉä ¥ÉÉÀhÉ! xÉ MÉxiÉ´ªÉÆ xÉ MÉxiÉ´ªÉ¨ÉÂ* 
´ÉÞrù&- ¥ÉÉÀÊhÉ! xÉ ¦ÉäiÉ´ªÉ¨ÉÂ* {ÉÖjÉEòÉ& xÉ ¦ÉäiÉ´ªÉ¨ÉÂ* ºÉÊ´É¨É¶ÉÉÇ ÁºªÉ ´ÉÉhÉÒ* 
PÉ]õÉäiEòSÉ&- ¦ÉÉä&! Eò¹]õ¨ÉÂ* VÉÉxÉÉÊ¨É ºÉ´ÉÇjÉ ºÉnùÉ SÉ xÉÉ¨É ÊuùVÉÉäkÉ¨ÉÉ& {ÉÚVªÉiÉ¨ÉÉ& {ÉÞÊlÉ´ªÉÉ¨ÉÂ* 
                       +EòÉªÉÇ̈ ÉäiÉSSÉ ¨ÉªÉÉt EòÉªÉÈ ¨ÉÉiÉÖÌxÉªÉÉäMÉÉnù{ÉxÉÒªÉ ¶ÉRÂóEòÉ¨ÉÂ ** 9 ** 
 
´ÉÞrù&- ¥ÉÉÀÊhÉ! ËEò xÉ º¨É®úÊºÉ iÉjÉ¦É´ÉiÉÉ VÉ±ÉÎC±ÉzÉäxÉ ¨ÉÖÊxÉxÉÉäHÆò +xÉ{ÉäiÉ®úÉIÉºÉÊ¨ÉnÆù ´ÉxÉ¨É|É¨ÉÉnäùxÉ MÉxiÉ´ªÉÊ¨ÉÊiÉ* 
iÉnäù´ÉÉäi{ÉzÉÆ ¦ÉªÉ¨ÉÂ* 
¥ÉÉÀhÉÒ- ËEò nùÉÊhÉÆ +ªªÉÉä ¨ÉVZÉilÉ´ÉhhÉÉä Ê´É+ ÊnùººÉÊnù* (ËEòÊ¨ÉnùÉxÉÒ¨ÉÉªÉÉæ ¨ÉvªÉºlÉ´ÉhÉÇ <´É où¶ªÉiÉä*) 
 
´ÉÞrù&- ËEò EòÊ®ú¹ªÉÉÊ¨É ËEò EòÊ®ú¹ªÉÉÊ¨É ¨Éxnù¦ÉÉMªÉ&* 
¥ÉÉÀÉhÉÒ- hÉÆ Ê´ÉCEòÉäºÉÉ¨ÉÉä* (xÉxÉÖ Ê´ÉGòÉä¶ÉÉ¨É&*) 
|ÉlÉ¨É&- ¦É´ÉÊiÉ EòºªÉ ´ÉªÉÆ Ê´ÉGòÉä¶ÉÉ¨É&* 
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<nÆù Ê½þ ¶ÉÚxªÉÆ ÊiÉÊ¨É®úÉäiEò®ú|É¦ÉèxÉÇMÉ|ÉEòÉ®èú®ú´É¯ûrùÊnùC{ÉlÉ¨ÉÂ* 
JÉMÉè̈ ÉÞÇMÉè¶SÉÉÊ{É ºÉ¨ÉÉEÖò±ÉÉxiÉ®Æú ´ÉxÉÆ ÊxÉ´ÉÉºÉÉÊ¦É¨ÉiÉÆ ¨ÉxÉÎº´ÉxÉÉ¨ÉÂ ** 10 ** 
´ÉÞrù&- ¥ÉÉÀÊhÉ! xÉ ¦ÉäiÉ´ªÉÆ, xÉ ¦ÉäiÉ´ªÉ¨ÉÂ* ¨ÉxÉÎº´ÉVÉxÉÊxÉ´ÉÉºÉªÉÉäMªÉÊ¨ÉÊiÉ ¸ÉÖi´ÉÉ Ê´ÉMÉiÉ <´É ¨Éä ºÉÆjÉÉºÉ&* ¶ÉRÂóEäò xÉÉÊiÉnÚù®äúhÉ 
{ÉÉhb÷´ÉÉ¸É¨ÉähÉ ¦ÉÊ´ÉiÉ´ªÉ¨ÉÂ* {ÉÉhb÷´ÉÉºiÉÖ, 
ªÉÖrùÊ|ÉªÉÉ¶SÉ ¶É®úhÉÉMÉiÉ´ÉiºÉ±ÉÉ¶SÉ 
nùÒxÉä¹ÉÖ {ÉIÉ{ÉÊiÉiÉÉ& EÞòiÉºÉÉ½þºÉÉ¶SÉ* 
B´ÉÆÊ´ÉvÉ|ÉÊiÉ¦ÉªÉÉEÞòÊiÉSÉäÎ¹]õiÉÉxÉÉÆ 
nùhbÆ÷ ªÉlÉÉ½ÇþÊ¨É½þ vÉÉ®úÊªÉiÉÖÆ ºÉ¨ÉlÉÉÇ& ** 11 ** 
|ÉlÉ¨É&- ¦ÉÉäºiÉÉiÉ! xÉÉjÉ {ÉÉhÉb÷´ÉÉ <ÊiÉ ¨ÉxªÉä* 
´ÉÞrù&- EòlÉÆ i´ÉÆ VÉÉxÉÒ¹Éä* 
|ÉlÉ¨É&- ¸ÉÖiÉÆ ¨ÉªÉÉ iÉº¨ÉÉnùÉMÉSUôiÉÉ EäòxÉÊSÉnÂù ¥ÉÉÀhÉäxÉ ¶ÉiÉEÖò¨¦ÉÆ xÉÉ¨É ªÉYÉ¨ÉxÉÖ¦ÉÊ´ÉiÉÖÆ ¨É½þ¹ÉævÉÉê¨ªÉºªÉÉ¸É¨ÉÆ MÉiÉÉ <ÊiÉ* 
´ÉÞrù&- ½þxiÉ ½þiÉÉ& º¨É&* 
|ÉlÉ¨É&- iÉÉiÉ! xÉ iÉÖ ºÉ´ÉÇ B´É* +É¸É¨É{ÉÊ®ú{ÉÉ±ÉxÉÉlÉÇÊ¨É½þ ºlÉÉÊ{ÉiÉ& ÊEò±É ¨ÉvªÉ¨É&* 
´ÉÞrù&- ªÉtä́ ÉÆ ºÉÊzÉÊ½þiÉÉ& ºÉ´Éæ {ÉÉhb÷´ÉÉ&* 
|ÉlÉ¨É&- ºÉ SÉÉ{ªÉºªÉÉÆ ´Éä±ÉÉªÉÉÆ ´ªÉÉªÉÉ¨É{ÉÊ®úSÉªÉÉlÉÈ Ê´É|ÉEÞò¹]õnäù¶ÉºlÉ <ÊiÉ ¸ÉÚªÉiÉä* 
 
´ÉÞrù&- ½þxiÉ ÊxÉ®úÉ¶ÉÉ& º¨É& * ¦É´ÉiÉÖ {ÉÖjÉ! ´ªÉ{ÉÉ¸ÉÊªÉ¹ªÉä iÉÉ´ÉnäùxÉ¨ÉÂ* 
|ÉlÉ¨É&- +±É¨É±ÉÆ {ÉÊ®ú¸É¨ÉähÉ* 
´ÉÞrù&- {ÉÖjÉ! ÊxÉ´Éænù|ÉiªÉÌlÉxÉÒ JÉ±ÉÖ |ÉÉlÉÇxÉÉ* ¦É´ÉiÉÖ {É¶ªÉÉ¨ÉºiÉÉ´ÉiÉÂ* ¦ÉÉä ¦ÉÉä& {ÉȪ û¹É! +ºiªÉº¨ÉÉEÆò ¨ÉÉäIÉ&* +ºiªÉº¨ÉÉEÆò 
¨ÉÉäIÉ&* 
PÉ]õÉäiEòSÉ&- ¨ÉÉäIÉÉä%ÎºiÉ ºÉ¨ÉªÉiÉ&* 
´ÉÞrù&- Eò& ºÉ¨ÉªÉ&? 
PÉ]õÉäiEòSÉ&- +ÎºiÉ ¨Éä iÉjÉ¦É´ÉiÉÒ VÉxÉxÉÒ* iÉªÉÉ½þ¨ÉÉYÉÉ{iÉ&* {ÉÖjÉ! ¨É¨ÉÉä{É´ÉÉºÉÊxÉºÉMÉÉÇlÉÇ̈ ÉÎº¨Éx´ÉxÉ|Énäù¶Éä EòÎ¶SÉx¨ÉÉxÉÖ¹É& 
|ÉÊiÉMÉÞÁÉxÉäiÉ´ªÉ <ÊiÉ* iÉiÉÉä ¨ÉªÉÉºÉÉÊnùiÉÉä ¦É´ÉÉxÉÂ* 
{ÉixªÉÉ SÉÉÊ®újÉ¶ÉÉÊ±ÉxªÉÉ Êuù{ÉÖjÉÉä ¨ÉÉäIÉÊ¨ÉSUôÊºÉ* 
¤É±ÉÉ¤É±ÉÆ {ÉÊ®úYÉÉªÉ {ÉÖjÉ¨ÉäEÆò Ê´ÉºÉVÉÇªÉ ** 12 ** 
´ÉÞrù&- ½Æþ ¦ÉÉä ®úÉIÉºÉÉ{ÉºÉnù! ÊEò¨É½þ¨É¥ÉÉÀhÉ&? 
¥ÉÉÀhÉ& ¸ÉÖiÉ´ÉÉx´ÉÞrù& {ÉÖjÉÆ ¶ÉÒ±ÉMÉÖhÉÉÎx´ÉiÉ¨ÉÂ* 
{ÉȪ û¹ÉÉnùºªÉ nùi´ÉÉ½Æþ EòlÉÆ ÊxÉ´ÉÞÇÊiÉ¨ÉÉ{xÉÖªÉÉ¨ÉÂ ** 13 ** 
PÉ]õÉäiEòSÉ&- ªÉtÌlÉiÉÉä ÊuùVÉ¸Éä¹`ö! {ÉÖjÉ¨ÉäEÆò ¨ÉÖ\SÉÊºÉ* 
          ºÉEÖò]Öõ¨¤É& IÉhÉäxÉè́ É Ê´ÉxÉÉ¶É¨ÉÖ{ÉªÉÉºªÉÊºÉ ** 14 ** 
´ÉÞrù&- B´É B´É ¨Éä ÊxÉ¶SÉªÉ&* EÞòiÉEÞòiªÉÆ ¶É®úÒ®Æú ¨Éä {ÉÊ®úhÉÉ¨ÉäxÉ VÉVÉÇ®ú¨ÉÂ* 
                         ®úÉIÉºÉÉMxÉÉè ºÉÖiÉÉ{ÉäIÉÒ ½Éä¹ªÉÉÊ¨É Ê´ÉÊvÉºÉÆºEÞòiÉ¨ÉÂ ** 15 ** 
¥ÉÉÀhÉÒ- +ªªÉ! ¨ÉÉ ¨ÉÉ B´ÉÆ* +ªªÉ! ¨ÉÉ ¨ÉÉ B´ÉÆ* {ÉÊnù¨ÉkÉvÉÎ¨¨ÉhÉÒ {ÉÊnù´´ÉnùÊkÉ hÉÉ¨É* MÉ½þÒnù¡ò±ÉähÉ BÊnùhÉÉ ºÉ®úÒ®äúhÉ 
+ªªÉÆ EÖò±ÉÆ SÉ ®úÎCJÉnÖùÊ¨ÉSUôÉÊ¨É* (+ÉªÉÇ, ¨ÉÉ ¨Éè́ É¨ÉÂ* {ÉÊiÉ¨ÉÉjÉvÉÌ¨ÉhÉÒ {ÉÊiÉµÉiÉäÊiÉ xÉÉ¨É* MÉÞ½þÒiÉ¡ò±ÉäxÉèiÉäxÉ ¶É®úÒ®äúhÉÉªÉÈ EÖò±ÉÆ 
SÉ ®úÊIÉiÉÖÊ¨ÉSUôÉÊ¨É*) 
PÉ]õÉäiEòSÉ&- ¦É´ÉÊiÉ! xÉ JÉ±ÉÖ ºjÉÒVÉxÉÉä%Ê¦É¨ÉiÉºiÉjÉ¦É´ÉiªÉÉ* 
´ÉÞrù&- +xÉÖMÉÊ¨É¹ªÉÉÊ¨É ¦É´ÉxiÉ¨ÉÂ* 
PÉ]õÉäiEòSÉ&- +É& ´ÉÞrùºi´É¨É{ÉºÉ®ú* 
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|ÉlÉ¨É&- ¦ÉÉäºiÉÉiÉ! ¥É´ÉÒÊ¨É JÉ±ÉÖ iÉÉ´ÉÏiEòÊSÉiÉÂ* 
´ÉÞrù&- ¥ÉÚÊ½þ ¥ÉÚÊ½þ ¶ÉÒQÉ¨ÉÂ* 
 
|ÉlÉ¨É&- ¨É¨É |ÉÉhÉèMÉÖÇ̄ û|ÉÉhÉÉÊxÉSUôÉÊ¨É {ÉÊ®ú®úÊIÉiÉÖ̈ ÉÂ* 
       ®IÉhÉÉlÉÈ EÖò±ÉºªÉÉºªÉ ¨ÉÉäHÖò¨É½ÇþÊiÉ ¨ÉÉÆ ¦É´ÉÉxÉÂ ** 16 ** 
ÊuùiÉÒªÉ&- +ÉªÉÇ! ¨ÉÉ ¨Éè́ É¨ÉÂ* VªÉä¹`ö& ¸Éä¹`ö& EÖò±Éä ±ÉÉäEäò Ê{ÉiÉßhÉÉÆ SÉ ºÉÖºÉÆÊ|ÉªÉ&* 
                        iÉiÉÉä%½þ¨Éä́ É ªÉÉºªÉÉÊ¨É MÉȪ û´ÉÞÊkÉ¨ÉxÉÖº¨É®úxÉÂ ** 17 ** 
iÉÞiÉÒªÉ&- +ÉªÉê! ¨ÉÉ ¨Éè́ É¨ÉÂ* VªÉä¹`öÉä §ÉÉiÉÉÊ{ÉiÉÞºÉ¨É& EòÊlÉiÉÉä ¥ÉÀ´ÉÉÊnùÊ¦É&* 
                        iÉiÉÉä%½Æþ EòiÉÖÇ̈ Éº¨ªÉ½þÉæ MÉÖ°ühÉÉÆ |ÉÉhÉ®úIÉhÉ¨ÉÂ ** 18 ** 
|ÉlÉ¨É&- ´ÉiºÉ! ¨ÉÉ ¨Éè́ É¨ÉÂ* +É{ÉnÆù Ê½þ Ê{ÉiÉÉ |ÉÉ{iÉÉä VªÉä¹`ö{ÉÖjÉähÉ iÉÉªÉÇiÉä* 
                       iÉiÉÉä%½þ¨Éä́ É ªÉÉºªÉÉÊ¨É MÉÖ°ühÉÉÆ |ÉÉhÉ®úIÉhÉÉiÉÂ** 19 ** 
´ÉÞrù&- VªÉä¹`öÊ¨É¹]õiÉ¨ÉÆ xÉ ¶ÉCxÉÉäÊ¨É {ÉÊ®úiªÉHÖò¨ÉÂ* 
¥ÉÀhÉÒ- ªÉ½þ +ªªÉÉä VªÉä¹`öÊ¨ÉSUôÊnù VªÉä¹`öÊ¨ÉSUôÊnù iÉ½þ +½Æþ Ê{É EòÊhÉ]Âõ`öÊ¨ÉSUôÉÊ¨É * 
(ªÉlÉÉªÉÉæ VªÉä¹`öÊ¨ÉSUôÊiÉ iÉlÉÉ½þ¨ÉÊ{É EòÊxÉ¹`öÊ¨ÉSUôÉÊ¨É*) 
ÊuùiÉÒªÉ&- Ê{ÉjÉÉä®úÊxÉ¹]õ& EòºªÉänùÉxÉÓ Ê|ÉªÉ&* 
PÉ]õÉäiEòSÉ&- +½Æþ |ÉÒiÉÉä%Îº¨É* ¶ÉÒQÉ¨ÉÉMÉSUô* 
ÊuùiÉÒªÉ&- vÉxªÉÉä%Îº¨É vÉxªÉÉä%Îº¨É vÉxªÉÉä%Îº¨É vÉxªÉÉä%Îº¨É ªÉnÂù MÉÖ¯û|ÉÉhÉÉ& º´Éè& |ÉÉhÉè& {ÉÊ®ú®úÊIÉiÉÉ&* 
        ¤ÉxvÉÖºxÉä½þÉÊrù ¨É½þiÉ& EòÉªÉºxÉä½þºiÉÖ nÖù±ÉÇ¦É& ** 20 ** 
PÉ]õÉäiEòSÉ&- +½þÉä º´ÉVÉxÉ´ÉÉiºÉ±ªÉ¨ÉºªÉ ¥ÉÉÀhÉ´É]õÉä&* 
ÊuùiÉÒªÉ&- ¦ÉÉäºiÉÉiÉ! +Ê¦É´ÉÉnùªÉä* 
´ÉÞrù&- BÁäÊ½þ {ÉÖjÉ* BÁäÊ½þ {ÉÖjÉ* Ê´ÉÊxÉ¨ÉÉªÉ MÉȪ û|ÉÉhÉÉxÉÂ º´Éè& |ÉÉhÉèMÉÖÇ̄ û´ÉiºÉ±É* 
                     +EÞòiÉÉi¨ÉnÖù®úÉ´ÉÉ{ÉÆ ¥ÉÀ±ÉÉäEò¨É´ÉÉ{xÉÖÊ½þ ** 21 ** 
 
PÉ]õÉäiEòSÉ&- ÊSÉ®úÉªÉiÉä JÉ±ÉÖ ¥ÉÉÀhÉ´É]Ö&* +ÊiÉGòÉ¨ÉÊiÉ ¨ÉÉiÉÖ®úÉ½þÉ®úEòÉ±É&* ËEò xÉÖ JÉ±ÉÖ EòÊ®ú¹ªÉä* ¦É´ÉiÉÖ où¹]õ¨ÉÂ*         
¦ÉÉä ¥ÉÉÀhÉ! +É½ÚþªÉiÉÉÆ iÉ´É {ÉÖjÉ&* 
´ÉÞrù&- +É& +ÊiÉ®úÉIÉºÉÆ JÉ±ÉÖ iÉä ´ÉSÉxÉ¨ÉÂ* 
PÉ]õÉäiEòSÉ&- EòlÉÆ ¯û¹ªÉÊiÉ* ¨É¹ÉÇªÉiÉÖ ¦É´ÉÉx¨É¹ÉÇªÉiÉÖ* +ªÉÆ ¨Éä |ÉEÞòÊiÉnùÉä¹É&* +lÉ ËEòxÉÉ¨ÉÉ iÉ´É {ÉÖjÉ&* 
´ÉÞrù&- BnùnùÊ{É xÉ ¶CªÉÆ ¸ÉÉäiÉÖ̈ ÉÂ* 
PÉ]õÉäiEòSÉ&- ªÉÖHÆò ¦ÉÉä&! ¥ÉÉÀhÉEÖò¨ÉÉ®ú! ËEòxÉÉ¨ÉÉ iÉä §ÉÉiÉÉ* 
|ÉlÉ¨É&- iÉ{Éº´ÉÒ ¨ÉvªÉ¨É&* 
PÉ]õÉäiEòSÉ&- ¨ÉvªÉ¨É <ÊiÉ ºÉoù¶É¨ÉºªÉ* +½þ¨Éä́ ÉÉ¼´ÉªÉÉÊ¨É* ¦ÉÉä ¨ÉvªÉ¨É! ¨ÉvªÉ¨É! ¶ÉÒQÉ¨ÉÉMÉSUô* ¦ÉÉä ¨ÉvªÉ¨É! ¨ÉvªÉ¨É! 
¶ÉÒQÉ¨ÉÉMÉSUô* 

(iÉiÉ& |ÉÊ´É¶ÉÊiÉ ¦ÉÒ¨ÉºÉäxÉ&*) 
¦ÉÒ¨É&- ¦ÉÉä& EòºªÉÉªÉÆ º´É®ú&* 
JÉMÉ¶ÉiÉÊ´É¯ûiÉä Ê´É®úÉèÊiÉ iÉÉ®Æú 
pÖù¨ÉMÉ½þxÉä oùføºÉÆEò]äõ ´ÉxÉä%Îº¨ÉxÉÂ* 
VÉxÉªÉÊiÉ SÉ ¨ÉxÉÉäV´É®Æú º´É®úÉä%ªÉÆ 
¤É½ÖþºÉoù¶ÉÉä Ê½þ vÉxÉ\VÉªÉº´É®úºªÉ ** 25 ** 
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PÉ]õÉäiEòSÉ&- ÊSÉ®úÉªÉiÉä JÉ±ÉÖ ¥ÉÉÀhÉ´É]Öõ&* +ÊiÉGòÉ¨ÉÊiÉ ¨ÉÉiÉÖ®úÉ½þÉ®úEòÉ±É&* ËEò xÉÖ JÉ±ÉÖ EòÊ®ú¹ªÉä* ¦É´ÉiÉÖ où¹]õ¨ÉÂ* =SSÉèô& 
¶É¤nùÉ{ÉªÉÉÊ¨É* 
 
PÉ]õÉäiEòSÉ&- ¦ÉÉä ¨ÉvªÉ¨É! ¶ÉÒQÉ¨ÉÉMÉSUô* 
¦ÉÒ¨É&- ¦ÉÉä&* EòÉä xÉÖ JÉ±´ÉäiÉÎº¨Éx´ÉxÉÉxiÉ®äú ¨É¨É ´ªÉÉªÉÉ¨ÉÊ´ÉPxÉ¨ÉÖi{ÉÉt ¨ÉvªÉ¨É <ÊiÉ ¨ÉÉÆ ¶É¤nùÉ{ÉªÉÊiÉ* ¦É´ÉiÉÖ {É¶ªÉÉ¨ÉºiÉÉ´ÉiÉÂ*  
PÉ]õÉäiEòSÉ&- ¦ÉÉä ¨ÉvªÉ¨É! ¶ÉÒQÉ¨ÉÉMÉSUô* 
¦ÉÒ¨É&- ({ÉÊ®úGò¨ªÉÉ´É±ÉÉäCªÉ ºÉÊ´Éº¨ÉªÉÆ) +½þÉä nù¶ÉÇxÉÒªÉÉä%ªÉÆ {ÉȪ û¹É&* +ªÉÆ Ê½þ, 
 
ËºÉ½þÉºªÉ& ËºÉ½þnÆù¹]ÅõÉä ¨ÉvÉÖÊxÉ¦ÉxÉªÉxÉ& ÎºxÉMvÉMÉ¨¦ÉÒ®úEòh`öÉä 
¤É§ÉÖ§ÉÚ& ¶ªÉäxÉxÉÉºÉÉä Êuù®únù{ÉÊiÉ½þxÉÖnùÔ{iÉÊ´ÉÊ¶É±É¹]õEäò¶É&* 
´ªÉÚføÉä®úÉ ´ÉXÉ¨ÉvªÉÉä MÉVÉ´ÉÞ¹É¦ÉMÉÊiÉ±ÉÇ̈ ¤É{ÉÒxÉÉÆºÉ¤ÉÉ½Öþ& 
ºÉÖ́ ªÉHÆò ®úÉIÉºÉÒVÉÉä Ê´É{ÉÖ±É¤É±ÉªÉÖiÉÉä ±ÉÉäEò´ÉÒ®úºªÉ {ÉÖjÉ& ** 26 ** 
 
PÉ]õÉäiEòSÉ&- ÊSÉ®úÉªÉiÉä JÉ±ÉÖ ¥ÉÉÀhÉ¤É]Öõ&* =SSÉè& ¶É¤nùÉ{ÉªÉÉÊ¨É* 
 
PÉ]õÉäiEòSÉ&- ¦ÉÉä ¦ÉÉä ¨ÉvªÉ¨É! ¶ÉÒQÉ¨ÉÉMÉSUô* 
¦ÉÒ¨É&- ¦ÉÉä&! |ÉÉ{iÉÉä%Îº¨É* 
PÉ]õÉäiEòSÉ&- xÉ JÉ±´ÉªÉÆ ¥ÉÉÀhÉ´É]Öõ&* +½þÉä nù¶ÉÇxÉÒªÉÉä%ªÉÆ {ÉȪ û¹É&* ªÉ B¹É&- 
ËºÉ½þÉEÞòÊiÉ& EòxÉEòiÉÉ±ÉºÉ¨ÉÉxÉ¤ÉÉ½Öþ& 
¨ÉvªÉä iÉxÉÖMÉÇ̄ ûb÷{ÉIÉÊ´ÉÊ±É{iÉ{ÉIÉ&* 
Ê´É¹hÉÖ¦ÉḈ ÉäÊuùEòÊºÉiÉÉ¨¤ÉÖVÉ{ÉjÉxÉäjÉÉä 
xÉäjÉä ¨É¨ÉÉ½þ®úÊiÉ ¤ÉxvÉÖÊ®ú´ÉÉMÉiÉÉä%ªÉ¨ÉÂ ** 27 ** 
¦ÉÉä ¨ÉvªÉ¨É! i´ÉÉÆ JÉ±´É½Æþ ¶É¤nùÉ{ÉªÉÉÊ¨É* 
¦ÉÒ¨É&- +iÉ& JÉ±´É½Æþ |ÉÉ{iÉ&* 
PÉ]õÉäiEòSÉ&- ËEò ¦É´ÉÉxÉÊ{É ¨ÉvªÉ¨É&* 
¦ÉÒ¨É&- xÉ iÉÉ´Énù{É®ú&* ¨ÉvªÉ¨ÉÉä%½þ¨É´ÉvªÉÉxÉÉ¨ÉÖÎiºÉHòÉxÉÉÆ SÉ ¨ÉvªÉ¨É&* 
                   ¨ÉvªÉ¨ÉÉä%½Æþ ÊIÉiÉÉè ¦Épù §ÉÉiÉßhÉÉ¨ÉÊ{É ¨ÉvªÉ¨É& ** 28 ** 
PÉ]õÉäiEòSÉ&- ¦ÉÊ´ÉiÉ´ªÉ¨ÉÂ* 
¦ÉÒ¨É&- +Ê{É SÉ, ¨ÉvªÉ¨É& {É\SÉ¦ÉÚiÉÉxÉÉÆ {ÉÉÌlÉ´ÉÉxÉÉÆ SÉ ¨ÉvªÉ¨É&* 
               ¦ÉªÉä SÉ ¨ÉvªÉ¨ÉÉä ±ÉÉäEäò ºÉ´ÉÇEòÉªÉæ¹ÉÖ ¨ÉvªÉ¨É& ** 29 ** 
´ÉÞrù&- ¨ÉvªÉ¨ÉÎºi´ÉÊiÉ ºÉ¨É|ÉÉäHäò xÉÚxÉÆ {ÉÉhb÷´É¨ÉvªÉ¨É&* 
      +º¨ÉÉx¨ÉÉäHÖòÊ¨É½þÉªÉÉiÉÉä nù{ÉÉÇx¨ÉÞiªÉÉäÊ®ú´ÉÉäÎilÉiÉ& ** 30 ** 
(|ÉÊ´É¶ªÉ) ¨ÉvªÉ¨É&- +ºªÉÉ¨ÉÉSÉ¨ªÉ {ÉÎnÂù¨ÉxªÉÉÆ {É®ú±ÉÉäEäò¹ÉÖ nÖù±ÉÇ¦É¨ÉÂ* 
                 +Éi¨ÉxÉè́ ÉÉi¨ÉxÉÉä nùkÉÆ {ÉnÂù¨É{ÉjÉÉäVVÉ´É±ÉÆ VÉ±É¨ÉÂ ** 31 ** 
(={ÉMÉ¨ªÉ) ¦ÉÉä& {ÉȪ û¹É& ! |ÉÉ{iÉÉä%Îº¨É * 
PÉ]õÉäiEòSÉ&- |ÉÉ{iÉ´ÉÉÊxÉnùÉxÉÓ JÉ±´ÉÊºÉ ¨ÉvªÉ¨É&* ¨ÉvªÉ¨É! <iÉ <iÉ&* 
´ÉÞrù&- (¦ÉÒ¨ÉºÉäxÉ¨ÉÖ{ÉMÉ¨ªÉ) ¦ÉÉä ¨ÉvªÉ¨É! {ÉÊ®újÉÉªÉº´É ¥ÉÉÀhÉEÖò±É¨ÉÂ* 
¦ÉÒ¨É&- xÉ ¦ÉäiÉ´ªÉ¨ÉÂ xÉ ¦ÉäiÉ´ªÉ¨ÉÂ* ¨ÉvªÉ¨ÉÉä%½þ¨ÉÊ¦É´ÉÉnùªÉä* 
´ÉÞrù&- ´ÉÉªÉÖÊ®ú´É nùÒPÉÉÇªÉÖ¦ÉḈ É* 
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¦ÉÒ¨É&- +xÉÖMÉÞ½þÒiÉÉä%Îº¨É* EÖòiÉÉä ¦ÉªÉ¨ÉÉªÉÇºªÉ* 
´ÉÞrù&- ¸ÉÚªÉiÉÉ¨ÉÂ* +½Æþ JÉ±ÉÖ EÖò¯û®úÉVÉäxÉ ªÉÖÊvÉÎ¹`ö®äúhÉÉÊvÉÎ¹`öiÉ{ÉÚ́ Éæ EÖò¯ûVÉÉRÂóMÉ±Éä ªÉÚ{ÉOÉÉ¨É´ÉÉºiÉ´ªÉÉä ¨ÉÉ`ö®úºÉMÉÉäjÉ¶SÉ 
Eò±{É¶ÉÉJÉÉv´ÉªÉÖÇ& Eäò¶É´ÉnùÉºÉÉä xÉÉ¨É ¥ÉÉÀhÉ&* iÉºªÉ ¨É¨ÉÉäkÉ®úºªÉÉÆ ÊnùÊ¶É =tÉ¨ÉEòOÉÉ¨É´ÉÉºÉÒ ¨ÉÉiÉÖ±É& EòÉèÊ¶ÉEòºÉMÉÉäjÉÉä 
ªÉYÉ¤ÉxvÉÖxÉÉÇ̈ ÉÉÎºiÉ* iÉºªÉ {ÉÖjÉÉä{ÉxÉªÉxÉÉlÉÈ ºÉEò±ÉjÉÉä%Îº¨É |ÉÎºlÉiÉ&* 
¦ÉÒ¨É&- +Ê®ú¹]õÉä%ºiÉÖ {ÉxlÉÉ&* iÉiÉºiÉiÉ&* 
´ÉÞrù&- iÉiÉÉä ¨ÉÉ¨Éä¹É Ê½þ * 
ºÉVÉ±ÉVÉ±ÉnùMÉÉjÉ& {ÉnÂù¨É{ÉjÉÉªÉiÉÉIÉÉä 
¨ÉÞMÉ{ÉÊiÉMÉÊiÉ±ÉÒ±ÉÉä ®úÉIÉºÉ& |ÉÉäOÉnÆù¹]Åõ&* 
VÉMÉÊiÉ Ê´ÉMÉiÉ¶ÉRÂóEòºi´ÉÊuùvÉÉxÉÉÆ ºÉ¨ÉIÉÆ 
ºÉºÉÖiÉ{ÉÊ®úVÉxÉÆ ¦ÉÉä! ½þxiÉÖEòÉ¨ÉÉä%¦ªÉÖ{ÉèÊiÉ ** 32 ** 
¦ÉÒ¨É&- B´É¨ÉÂ* +xÉäxÉ ¥ÉÉÀhÉVÉxÉºªÉ ¨ÉÉMÉÇÊ´ÉPxÉ& EÞòiÉ&* ¦É´ÉiÉÖ ÊxÉOÉÊ½þ¹ªÉÉÊ¨É iÉÉ´ÉnäùxÉ¨ÉÂ* ¦ÉÉä& {ÉÖ¯û¹É! ÊiÉ¹`ö ÊiÉ¹`ö* ¦ÉÉä& 
{ÉȪ û¹É! ÊiÉ¹`ö ÊiÉ¹`ö* 
PÉ]õÉäiEòSÉ&- B¹É ÎºlÉiÉÉä%Îº¨É* 
¦ÉÒ¨É&- ÊEò¨ÉlÉÈ ¥ÉÉÀhÉVÉxÉ¨É{É®úÉvªÉÊºÉ* 
{ÉÖjÉxÉIÉjÉEòÒhÉÇºªÉ {ÉixÉÒEòÉxiÉ|É¦ÉºªÉ SÉ* 
´ÉÞrùºªÉ Ê´É|ÉSÉxpùºªÉ ¦É´ÉÉxÉÂ ®úÉ½ÖþÊ®ú´ÉÉäÎilÉiÉ& ** 33 ** 
PÉ]õÉäiEòSÉ&- +lÉ ÊEò¨ÉÂ* ®úÉ½Öþ®äú´É* 
¦ÉÒ¨É&- +É&, ÊxÉ´ÉÞkÉ´ªÉ´É½þÉ®úÉä%ªÉÆ ºÉnùÉ®úºiÉxÉªÉè& ºÉ½þ* 
           ºÉ´ÉÉÇ{É®úÉvÉä%´ÉvªÉi´ÉÉx¨ÉÖSªÉiÉÉÆ ÊuùVÉºÉkÉ¨É& ** 34 ** 
PÉ]õÉäiEòSÉ&- xÉ ¨ÉÖSªÉiÉä* 
¦ÉÒ¨É&- (+Éi¨ÉMÉiÉ¨ÉÂ) ¦ÉÉä&* EòºªÉ {ÉÖjÉähÉÉxÉäxÉ ¦ÉÊ´ÉiÉ´ªÉ¨ÉÂ* 
§ÉÉiÉÞhÉÉÆ ¨É¨É ºÉ´Éæ¹ÉÉÆ EòÉä%ªÉÆ ¦ÉÉä&! MÉÖhÉiÉºEò®ú&* 
où¹]èõẤ ÉiÉuùÉ±É¶ÉÉèhb÷ÒªÉÈ ºÉÉè¦ÉpùºªÉ º¨É®úÉ¨ªÉ½þ¨ÉÂ** 34 ** 
(|ÉEòÉ¶É¨ÉÂ) ¦ÉÉä& {ÉȪ û¹É! ¨ÉÖSªÉiÉÉ¨ÉÂ* 
PÉ]õÉäiEòSÉ&- xÉ ¨ÉÖSªÉiÉä* ¨ÉÖSªÉiÉÉÊ¨ÉÊiÉ Ê´ÉºjÉ¤vÉÆ ¥É´ÉÒÊiÉ ªÉÊnù ¨Éä Ê{ÉiÉÉ* 
                     ¨ÉÖSªÉiÉä xÉ iÉlÉÉ Áä¹É MÉÞ½þÒiÉÉä ¨ÉÉiÉÖ®úÉYÉªÉÉ ** 36 ** 
¦ÉÒ¨É&- (+Éi¨ÉMÉiÉ¨ÉÂ) EòlÉÆ ¨ÉÉiÉÖ®úÉYÉäÊiÉ* +½þÉä MÉȪ û¶ÉÖ̧ ÉÚ¹ÉÖ& JÉ±´ÉªÉÆ iÉ{Éº´ÉÒ* 
¨ÉÉiÉÉ ÊEò±É ¨ÉxÉÖ¹ªÉÉhÉÉÆ nèù´ÉiÉÉxÉÉÆ SÉ nèù´ÉiÉ¨ÉÂ* 
¨ÉÉiÉÖ®úÉYÉÉÆ {ÉÖ®úºEÞòiªÉ ´ÉªÉ¨ÉäiÉÉÆ nù¶ÉÉÆ MÉiÉÉ& ** 37 ** 
(|ÉEòÉ¶É¨ÉÂ) {ÉȪ û¹É! |É¹]õ´ªÉÆ JÉ±ÉÖ iÉÉ´ÉnùÎºiÉ* 
PÉ]õÉäiEòSÉ&- ¥ÉÚÊ½þ ¥ÉÚÊ½þ, ¶ÉÒQÉ¨ÉÂ* 
¦ÉÒ¨É&- EòÉ xÉÉ¨É ¦É´ÉiÉÉä ¨ÉÉiÉÉ* 
PÉ]õÉäiEòSÉ&- ¸ÉÚªÉiÉÉÆ, Ê½þÊb÷¨¤ÉÉ Ê½þÊb÷¨¤ÉÉ xÉÉ¨É ®úÉIÉºÉÒ, 
EòÉè®ú´ªÉEÖò±ÉnùÒ{ÉäxÉ {ÉÉhb÷´ÉäxÉ ¨É½þÉi¨ÉxÉÉ* 
ºÉxÉÉlÉÉ ªÉÉ ¨É½þÉ¦ÉÉMÉÉ {ÉÚhÉæxÉ tÉèÊ®ú´ÉäxnÖùxÉÉ ** 38 ** 
¦ÉÒ¨É&- (ºÉ½þ¹ÉÇ̈ ÉÉi¨ÉMÉiÉ¨ÉÂ) B´ÉÆ Ê½þÊb÷¨¤ÉÉªÉÉ& {ÉÖjÉÉä%ªÉ¨ÉÂ* ºÉoù¶ÉÉä ÁºªÉ MÉ´ÉÇ&* 
°ü{ÉÆ ºÉk´ÉÆ ¤É±ÉÆ SÉè́ É Ê{ÉiÉÞÊ¦É& ºÉoù¶ÉÆ ¤É½Öþ* 
|ÉVÉÉºÉÖ ´ÉÒiÉEòÉ¯ûhªÉÆ ¨ÉxÉ¶SÉè́ ÉÉºªÉ EòÒoù¶É¨ÉÂ ** 39 ** 
(|ÉEòÉ¶É¨ÉÂ) ¦ÉÉä& {ÉȪ û¹É! ¨ÉÖSªÉiÉÉ¨ÉÂ* 
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PÉ]õÉäiEòSÉ&- xÉ ¨ÉÖSªÉiÉä 
¦ÉÒ¨É&- ¦ÉÉä ¥ÉÉÀhÉ! MÉÞÁiÉÉÆ iÉ´É {ÉÖjÉ&* ´ÉªÉ¨ÉäxÉ¨ÉxÉÖMÉÊ¨É¹ªÉÉ¨É&* 
ÊuùiÉÒªÉ&- ¨ÉÉ ¨ÉÉ ¦É´ÉÉxÉä́ É¨ÉÂ* iªÉHòÉ& |ÉÉMÉä́ É ¨Éä |ÉÉhÉÉ& MÉȪ û|ÉÉhÉä¹´É{ÉäIÉªÉÉ* 
                        ªÉÖ́ ÉÉ °ü{ÉMÉÖhÉÉä{ÉäiÉÉä ¦É´ÉÉÆÎºiÉ¹`öiÉÖ ¦ÉÚiÉ±Éä ** 40 ** 
¦ÉÒ¨É&- +ÉªÉÇ! ¨ÉÉ ¨Éè́ É¨ÉÂ* IÉÊjÉªÉEÖò±ÉÉäi{ÉzÉÉä%½þ¨ÉÂ* {ÉÚVªÉiÉ¨ÉÉ& JÉ±ÉÖ ¥ÉÉÀhÉÉ&* iÉº¨ÉÉx¨ÉSUô®úÒ®äúhÉ ¥ÉÉÀhÉ¶É®úÒ®Æú 
Ê´ÉÊxÉ¨ÉÉiÉÖÊ¨ÉSUôÉÊ¨É* 
PÉ]õÉäiEòSÉ&- (+Éi¨ÉMÉiÉ¨ÉÂ) B´ÉÆ ? IÉÊjÉªÉÉä%ªÉÆ, iÉäxÉÉºªÉ nù{ÉÇ&* ¦É´ÉiÉÖ, <¨É¨Éä́ É ½þi´ÉÉ xÉä¹ªÉÉÊ¨É* (|ÉEòÉ¶É¨ÉÂ) +lÉ EäòxÉÉªÉÆ 
´ÉÉÊ®úiÉ& ? 
¦ÉÒ¨É&- ¨ÉªÉÉ* 
PÉ]õÉäiEòSÉ&- ËEò i´ÉªÉÉ ? 
¦ÉÒ¨É&- +lÉ ÊEò¨ÉÂ* 
PÉ]õÉäiEòSÉ&- iÉäxÉ Ê½þ ¦É´ÉÉxÉä́ ÉÉMÉSUôiÉÖ* 
¦ÉÒ¨É&- B´É¨ÉÊiÉ¤É±É´ÉÒªÉÉÇzÉÉxÉÖMÉSUôÉÊ¨É* ªÉÊnù iÉä ¶ÉÊHò®úÎºiÉ ¤É±ÉÉiEòÉ®äúhÉ ¨ÉÉÆ xÉªÉ* 
PÉ]õÉäiEòSÉ&- ËEò ¨ÉÉÆ |ÉiªÉÊ¦ÉVÉÉxÉÒiÉä ¦É´ÉÉxÉÂ ? 
¦ÉÒ¨É&- ¨Éi{ÉÖjÉ <ÊiÉ VÉÉxÉä* 
PÉ]õÉäiEòSÉ&- EòlÉÆ EòlÉÆ iÉ´É {ÉÖjÉÉä%½þ¨ÉÂ* 
¦ÉÒ¨É&- EòlÉÆ ¯û¹ªÉÊiÉ* ¨É¹ÉÇªÉiÉÖ ¦É´ÉÉxÉÂ* ºÉ´ÉÉÇ& |ÉVÉÉ& IÉÊjÉªÉÉhÉÉÆ {ÉÖjÉ¶É¤näùxÉÉÊ¦ÉvÉÒªÉxiÉä* +iÉ B´ÉÆ ¨ÉªÉÉÊ¦ÉÊ½þiÉ¨ÉÂ* 
PÉ]õÉäiEòSÉ&- ¦ÉÒiÉÉxÉÉ¨ÉÉªÉÖvÉÆ MÉÞ½þÒiÉ¨ÉÂ* 
¦ÉÒ¨É&- ¦ÉªÉÆ xÉ VÉÉxÉä ¶É{ÉÉÊ¨É ºÉiªÉäxÉ ¦ÉªÉÆ xÉ VÉÉxÉä YÉÉiÉÖÆ iÉÊnùSUôÉÊ¨É ¦É´ÉiºÉ¨ÉÒ{Éä* 
      ËEò°ü{É¨ÉäiÉuùnù ¦Épù iÉºªÉ MÉÖhÉÉMÉÖhÉYÉ& ºÉoù¶ÉÆ |É{ÉiºªÉä ** 41 ** 
PÉ]õÉäiEòSÉ&- B¹É iÉä ¦ÉªÉ¨ÉÖ{ÉÊnù¶ÉÉÊ¨É* MÉÞÁiÉÉ¨ÉÉªÉÖvÉ¨ÉÂ* 
¦ÉÒ¨É&- +ÉªÉÖvÉÊ¨ÉÊiÉ, MÉÞ½þÒiÉ¨ÉäiÉiÉÂ* 
PÉ]õÉäiEòSÉ&- EòlÉÊ¨É´É* 
¦ÉÒ¨É&- EòÉ\SÉxÉºiÉ¨¦ÉºÉoù¶ÉÉä Ê®ú{ÉÚhÉÉÆ ÊxÉOÉ½äþ ®úiÉ&* 
      +ªÉÆ iÉÖ nùÊIÉhÉÉä ¤ÉÉ½Öþ®úÉªÉÖvÉÆ ºÉ½þVÉÆ ¨É¨É ** 42 ** 
PÉ]õÉäiEòSÉ&- <nù¨ÉÖ{É{ÉzÉÆ Ê{ÉiÉÖ̈ Éæ ¦ÉÒ¨ÉºÉäxÉºªÉ* 
¦ÉÒ¨É&- +lÉ EòÉä%ªÉÆ ¦ÉÒ¨ÉÉä xÉÉ¨É* 
Ê´É·ÉEòiÉÉÇ Ê¶É´É& EÞò¹hÉ& ¶ÉGò& ¶ÉÊHòvÉ®úÉä ªÉ¨É&* 
BiÉä¹ÉÖ EòlªÉiÉÉÆ ¦Épù EäòxÉ iÉä ºÉoù¶É& Ê{ÉiÉÉ ** 43 ** 
PÉ]õÉäiEòSÉ&- ºÉ´Éæ&* 
¦ÉÒ¨É&- ÊvÉMÉxÉÞiÉ¨ÉäiÉiÉÂ* 
PÉ]õÉäiEòSÉ&- EòlÉÆ EòlÉ¨ÉxÉÞiÉÊ¨ÉiªÉÉ½þ* ÊIÉ{ÉÊºÉ ¨Éä MÉȪ û¨ÉÂ* 
 
¦É´ÉÎi´É¨ÉÆ ºlÉÚ±ÉÆ ´ÉÞIÉ¨ÉÖi{ÉÉ]õ¬ |É½þ®úÉÊ¨É* (=i{ÉÉ]õ¬ |É½þ®úÊiÉ*) EòlÉ¨ÉxÉäxÉÉÊ{É xÉ¶ÉCªÉiÉä ½þxiÉÖ̈ ÉÂ* 
 
ËEò xÉÖ JÉ±ÉÖ EòÊ®ú¹ªÉä* ¦É´ÉiÉÖ, où¹]õ¨ÉÂ* ¦É´ÉiÉÖ, où¹]õ¨ÉÂ* BiÉÎnÂùMÉÊ®úEÚò]õ¨ÉÖi{ÉÉ]õ¬ |É½þ®úÉÊ¨É* 
¶Éè±ÉEÚò]Æõ ¨ÉªÉÉ ÊIÉ{iÉÆ |ÉÉhÉÉxÉÉnùÉªÉ ªÉÉºªÉÊiÉ* 
 
¦ÉÒ¨É&- ¯û¹]õÉä%Ê{É EÖò\VÉ®úÉä ´ÉxªÉÉä xÉ ´ªÉÉQÉÆ PÉ¹ÉÇªÉäuùxÉä ** 44 ** 
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PÉ]õÉäiEòSÉ&- (|É¾þiªÉ) EòlÉ¨ÉxÉäxÉÉÊ{É xÉ ¶ÉCªÉiÉä ½þxiÉÖ̈ ÉÂ* ËEò xÉ JÉ±ÉÖ EòÊ®ú¹ªÉä* ËEò xÉ JÉ±ÉÖ EòÊ®ú¹ªÉä* ¦É´ÉiÉÖ où¹]õ¨ÉÂ* 
 
xÉx´É½Æþ ¦ÉÒ¨ÉºÉäxÉºªÉ {ÉÖjÉ& {ÉÉèjÉÉä xÉ¦Éº´ÉiÉ&* 
ÊiÉ¹ ä̀önùÉxÉÓ ºÉÖºÉzÉrùÉä ÊxÉªÉÖräù xÉÉÎºiÉ ¨ÉiºÉ¨É& ** 45 ** 
(<iªÉÖ¦ÉÉè ÊxÉªÉÖrÆù EÖò¯ûiÉ&*) 
PÉ]õÉäiEòSÉ&- (¦ÉÒ¨ÉºÉäxÉÆ ¤ÉnÂùv´ÉÉ) ¥ÉVÉÊºÉ EòlÉÊ¨É½þ i´ÉÆ ´ÉÒªÉÇ̈ ÉÖ±±ÉRÂóPªÉ ¤ÉÉ¼´ÉÉäMÉÇVÉ <´É oùfø{ÉÉ¶Éè& {ÉÒÊb÷iÉÉä ¨ÉnÂù¦ÉÖVÉÉ¦ªÉÉ¨ÉÂ* 
¦ÉÒ¨É&- (+Éi¨ÉMÉiÉ¨ÉÂ) EòlÉÆ MÉÞ½þÒiÉÉä%º¨ªÉxÉäxÉ* ¦ÉÉä& ºÉÖªÉÉävÉxÉ! ´ÉvÉÇiÉä iÉä ¶ÉjÉÖ{ÉIÉ&* EÞòiÉ®úIÉÉä ¦É´É* (|ÉEòÉ¶É¨ÉÂ) ¦ÉÉä& {ÉȪ û¹É! 
+´ÉÊ½þiÉÉä ¦É´É* 
PÉ]õÉäiEòSÉ&- +´ÉÊ½þiÉÉä%Îº¨É* 
 
¦ÉÒ¨É&- (ÊxÉªÉÖrù¤ÉxvÉ¨É´ÉvÉÚªÉ) ´ªÉ{ÉxÉªÉ ¤É±Énù{ÉÈ où¹]õºÉÉ®úÉä%ÊºÉ ´ÉÒ®ú* 
                        xÉ Ê½þ ¨É¨É {ÉÊ®úJÉänùÉä Ê´ÉtiÉä ¤ÉÉ½ÖþªÉÖräù ** 46 ** 
PÉ]õÉäiEòSÉ&- EòlÉ¨ÉxÉäxÉÉÊ{É xÉ ¶ÉCªÉiÉä ½þxiÉÖ̈ ÉÂ* ËEò xÉÖ JÉ±ÉÖ EòÊ®ú¹ªÉä* ¦É´ÉiÉÖ, où¹]õ¨ÉÂ* +ÎºiÉ ¨ÉÉiÉÞ|ÉÉºÉnù±É¤vÉÉä ¨ÉÉªÉÉ{ÉÉ¶É&, 
iÉäxÉ ¤Év´ÉèxÉÆ xÉä¹ªÉÉÊ¨É* EÖòiÉ& JÉ±´ÉÉ{É&* ¦ÉÉä ÊMÉ®äú! +É{ÉºiÉÉ´ÉiÉÂ* ½þxiÉ ºjÉ´ÉÊiÉ* (+ÉSÉ¨ªÉ ¨ÉxjÉÆ VÉ{ÉÊiÉ*) ¦ÉÉä& {ÉȪ û¹É* 
¨ÉÉªÉÉ{ÉÉ¶ÉäxÉ ¤Érùºi´ÉÆ Ê´É´ÉÉä¶ÉÉä%xÉÖMÉÊ¨É¹ªÉÊºÉ* 
®úÉVÉºÉä ®úVVÉÖÊ¦É¤ÉÇrù& ¶ÉGòv´ÉVÉ <´ÉÉäiºÉ´Éä ** 47 ** (<ÊiÉ ¨ÉÉªÉªÉÉ ¤ÉvxÉÉÊiÉ) 
¦ÉÒ¨É&- EòlÉÆ ¨ÉÉªÉÉ{ÉÉ¶ÉäxÉ ¤ÉrùÉä%Îº¨É* ÊEòÊ¨ÉnùÉxÉÓ EòÊ®ú¹ªÉä* ¦É´ÉiÉÖ, où¹]õ¨ÉÂ* +ÎºiÉ ¨Éä ¨É½äþ·É®ú|ÉºÉÉnùÉ±±É¤vÉÉä ¨ÉÉªÉÉ{ÉÉ¶É¨ÉÉäIÉÉä 
¨É¨jÉ&* iÉÆ VÉ{ÉÉÊ¨É* EÖòiÉ& JÉ±´ÉÉ{É& ? ¦ÉÉä ¥ÉÉÀhÉEÖò¨ÉÉ®ú! +ÉxÉªÉ Eò¨Éhb÷±ÉÖMÉiÉÉ +É{É&* 
¤ÉÞrù&- <¨ÉÉ +É{É&* (¦ÉÒ¨É& +ÉnùÉªÉÉSÉ¨ªÉ ¨ÉxjÉÆ VÉ{i´ÉÉ ¨ÉÉªÉÉ¨É{ÉxÉªÉÊiÉ*) 
PÉ]õÉäiEòSÉ&- +ªÉä {ÉÊiÉiÉ& {ÉÉ¶É&* ÊEòÊ¨ÉnùÉxÉÓ EòÊ®ú¹ªÉä* ÊEòÊ¨ÉnùÉxÉÓ EòÊ®ú¹ªÉä* ¦É´ÉiÉÖ, où¹]õ¨ÉÂ* ¦ÉÉä& {ÉȪ û¹É! ÊEòÊ¨ÉnùÉxÉÓ 
EòÊ®ú¹ªÉä* ËEò xÉÖ JÉ±ÉÖ* {ÉÚ́ ÉÇºÉ¨ÉªÉÆ º¨É®ú* 
¦ÉÒ¨É&- ºÉ¨ÉªÉÊ¨ÉÊiÉ* B¹É º¨É®úÉÊ¨É* MÉSUôÉOÉiÉ&* (=¨ÉÉè {ÉÊ®úGòÉ¨ÉiÉ&*) 
 
´ÉÞrù&- {ÉÖjÉEòÉ& ËEò EÖò¨ÉÇ&* +ªÉÆ MÉSUôÊiÉ ´ÉÞEòÉänù®ú&* 
+ÉGò¨ªÉ ®úÉIÉºÉÊ¨É¨ÉÆ V´É±ÉnÖùOÉ°ü{É- 
¨ÉÖOÉähÉ ¤ÉÉ½Öþ¤É±É´ÉÒhÉÇMÉÖhÉäxÉ ªÉÖHò¨ÉÂ* 
B¹É |ÉªÉÉÊiÉ ¶ÉxÉEèò®ú´ÉvÉÚªÉ ¶ÉÒQÉ- 
¨ÉÉºÉÉ®ú´É¹ÉÇÊ¨É´É MÉÉä́ ÉÞ¹É¦ÉººÉ±ÉÒ±É¨ÉÂ ** 48 ** 
 
PÉ]õÉäiEòSÉ&- <½þ ÊiÉ¹`ö* i´ÉnùÉMÉ¨ÉxÉ¨É¨¤ÉÉªÉè ÊxÉ´ÉänùªÉÉÊ¨É* 
¦ÉÒ¨É&- ¤ÉÉfø¨ÉÂ* MÉSUô* 
PÉ]õÉäiEòSÉ&- (={ÉºÉÞiªÉ) +¨¤É! +¨¤É! +ªÉ¨ÉÊ¦É´ÉÉnùªÉä* 
(|ÉÊ´É¶ªÉ) Ê½þÊb÷¨¤ÉÉ- VÉÉnù! ÊSÉ®Æú VÉÒ´É* (VÉÉiÉ! ÊSÉ®Æú VÉÒ´É*) 
PÉ]õÉäiEòSÉ&- +xÉÖMÉÞ½þÒiÉÉä%Îº¨É* ÊSÉ®úÉÊ¦É±ÉÊ¹ÉiÉÉä ¦É´ÉiªÉÉ +É½þÉ®úÉlÉÇ̈ ÉÉxÉÒiÉÉä ¨ÉÉxÉÖ¹É&* 
Ê½þÊb÷¨¤ÉÉ- VÉÉnù! EòÒÊnùºÉÉä ¨ÉÉhÉÖºÉÉä +ÉhÉÒnùÉä* (VÉÉiÉ, EòÒoù¶ÉÉä ¨ÉÉxÉÖ¹É +ÉxÉÒiÉ&*) 
PÉ]õÉäiEòSÉ&- ¦É´ÉÊiÉ °ü{É¨ÉÉjÉähÉ ¨ÉÉxÉÖ¹É&* xÉ ´ÉÒªÉæhÉ* 
Ê½þÊb÷¨¤ÉÉ- ËEò ¤ÉÀhÉÉä* (ËEò ¥ÉÉÀhÉ&*) 
PÉ]õÉäiEòSÉ&- xÉ ¥ÉÉÀhÉ&* 
Ê½þÊb÷¨¤ÉÉ- +ÉnÖù lÉä®úÉä* (+lÉ´ÉÉ ºlÉÊ´É®ú&*) 
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PÉ]õÉäiEòSÉ&- xÉ ´ÉÞrù&* 
Ê½þÊb÷¨¤ÉÉ- ËEò ´ÉÉ³ýÉä* (ËEò ¤ÉÉ±É&*) 
PÉ]õÉäiEòSÉ&- xÉ ¤ÉÉ±É&* 
Ê½þÊb÷¨¤ÉÉ- VÉ< B´´ÉÆ, {ÉäCJÉÉÊ¨É nùÉ´ÉhÉÆ* (=¦ÉÉè {ÉÊ®úGòÉ¨ÉiÉ&*) (ªÉtä́ ÉÆ {É¶ªÉÉÊ¨É iÉÉ´ÉnäùxÉ¨ÉÂ*) 
Ê½þÊb÷¨¤ÉÉ- ËEò BºÉÉä ¨ÉÉhÉÖºÉÉä +ÉhÉÒnùÉä* (ÊEò¨Éä¹É ¨ÉÉxÉÖ¹É +ÉxÉÒiÉ&*) 
PÉ]õÉäiEòSÉ&- +¨¤É! EòÉä%ªÉ¨ÉÂ* 
Ê½þÊb÷¨¤ÉÉ- =¨¨ÉkÉ+ nù´´ÉnÆù JÉÖ +¨½þÉ+Æ* (=x¨ÉkÉEò, nèù´ÉiÉÆ JÉ±´Éº¨ÉÉEò¨ÉÂ*) 
PÉ]õÉäiEòSÉ&- +É& EòºªÉ nùè́ ÉiÉ¨ÉÂ* 
Ê½þÊb÷¨¤ÉÉ- iÉ´É +, ¨É¨É +* (iÉ´É SÉ, ¨É¨É SÉ*) 
PÉ]õÉäiEòSÉ&- Eò& |ÉiªÉªÉ&* 
Ê½þÊb÷¨¤ÉÉ- ++Æ {É\SÉ+Éä* VÉänÖù +ªªÉ=kÉÉä* (+ªÉÆ |ÉiªÉªÉ&! VÉªÉi´ÉÉªÉÇ{ÉÖjÉ&*) 
¦ÉÒ¨É&- (Ê´É±ÉÉäCªÉ) EòÉ {ÉÖxÉÊ®úªÉ¨ÉÂ* +ªÉä näù´ÉÒ Ê½þÊb÷¨¤ÉÉ* 
+º¨ÉÉEÆò §É¹]õ®úÉVªÉÉxÉÉÆ §É¨ÉiÉÉÆ MÉ½þxÉä ´ÉxÉä* 
VÉÉiÉEòÉ¯ûhªÉªÉÉ näùÊ´É! ºÉxiÉÉ{ÉÉä xÉÉÊ¶ÉiÉºi´ÉªÉÉ ** 49 ** Ê½þÊb÷¨¤Éä! ÊEòÊ¨Énù¨ÉÂ* 
Ê½þÊb÷¨¤ÉÉ- (EòhÉæ) +ªªÉ=kÉ! <ÇÊnùºÉÆ Ê´É+* (+ÉªÉÇ{ÉÖjÉ! <Çoù¶ÉÊ¨É´É*) 
¦ÉÒ¨É&- VÉÉiªÉÉ ®úÉIÉºÉÒ, xÉ ºÉ¨ÉÖnùÉSÉÉ®äúhÉ* 
Ê½þÊb÷¨¤ÉÉ- =¨¨ÉkÉ+! +Ê¦É´ÉÉnäùÊ½þ Ê{Énù®Æú* (=x¨ÉkÉEò! +Ê¦É´ÉÉnùªÉ Ê{ÉiÉ®ú¨ÉÂ*) 
PÉ]õÉäiEòSÉ&- ¦ÉÉäºiÉÉiÉ! 
 
+ÉYÉÉxÉÉkÉÖ ¨ÉªÉÉ {ÉÚ́ ÉÈ ªÉnÂù¦É´ÉÉzÉÉÊ¦É´ÉÉÊnùiÉ&* 
+ºªÉ {ÉÖjÉÉ{É®úÉvÉºªÉ |ÉºÉÉnÆù EòiÉÖÇ¨É½ÇþÊºÉ ** 50 ** 
+½Æþ ºÉ vÉÉiÉÇ®úÉ¹]Åõ´ÉxÉnù´ÉÉÎMxÉPÉÇ]õÉäiEòSÉÉä%* 
 
+Ê¦É´ÉÉnùªÉä* {ÉÖjÉSÉÉ{É±ÉÆ IÉxiÉÖ̈ É½ÇþÊºÉ* 
¦ÉÒ¨É&- BÁäÊ½þ {ÉÖjÉ! ´ªÉÊiÉGò¨ÉEÞòiÉÆ IÉÉxiÉ¨Éä́ É* (<ÊiÉ {ÉÊ®ú¹´ÉVªÉ) +ªÉÆ ºÉ vÉÉiÉÇ®úÉ¹]Åõ´ÉxÉnù´ÉÉÎMxÉ&* {ÉÖjÉÉ{ÉäIÉÒÊhÉ JÉ±ÉÖ 
Ê{ÉiÉÞ¾þnùªÉÉÊxÉ* {ÉÖjÉ! +ÊiÉ¤É±É{É®úÉGò¨ÉÉä ¦É´É* 
PÉ]õÉäiEòSÉ&- +xÉÖMÉÞ½þÒiÉÉä%Ê¨É* 
´ÉÞrù&- B´ÉÆ ¦ÉÒ¨ÉºÉäxÉ{ÉÖjÉÉä%ªÉÆ PÉ]õÉäiEòSÉ&* 
¦ÉÒ¨É&- {ÉÖjÉ! +Ê¦É´ÉÉnùªÉÉjÉ¦É´ÉxiÉÆ Eäò¶É´ÉnùÉºÉ¨ÉÂ* 
PÉ]õÉäiEòSÉ&- ¦ÉMÉ´ÉzÉÊ¦É´ÉÉnùªÉä* 
´ÉÞrù&- Ê{ÉiÉÞºÉoù¶ÉMÉÖhÉEòÒÌiÉ¦ÉḈ É* 
PÉ]õÉäiEòSÉ&- +xÉÖMÉÞ½þÒiÉÉä%Îº¨É* 
´ÉÞrù&- ¦ÉÉä& ´ÉÞEòÉänù®ú! ®úÊIÉiÉ¨Éº¨ÉiEÖò±ÉÆ, º´ÉEÖò±É¨ÉÖrÞùiÉÆ SÉ* MÉSUôÉ¨ÉºiÉÉ´ÉiÉÂ* 
 
¦ÉÒ¨É&- +xÉÖOÉÉ½þÉkÉÖ ¦É´ÉiÉ& ºÉ´ÉÇ̈ ÉÉºÉÒÊnùnÆù ¶ÉÖ¦É¨ÉÂ* 
      +É¸É¨ÉÉä%nÚù®úiÉÉä%º¨ÉÉEÆò iÉjÉ Ê´É¸É¨ªÉ MÉ¨ªÉiÉÉ¨ÉÂ ** 51 ** 
´ÉÞrù&- EÞòiÉ¨ÉÉÊiÉlªÉ¨ÉxÉäxÉ VÉÒÊ´ÉiÉ|ÉnùÉxÉäxÉ* iÉº¨ÉÉnÂùMÉSUôÉ¨ÉºiÉÉ´ÉiÉÂ* 
¦ÉÒ¨É&- MÉSUôiÉÖ ¦É´ÉÉxÉÂ ºÉEÖò]Öõ¨¤É& {ÉÖxÉnÇù¶ÉÇxÉÉªÉ* 
´ÉÞrù&- ¤ÉÉfø¨ÉÂ* |ÉlÉ¨É& Eò±{É&* 
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¦ÉÒ¨É&- Ê½þÊb÷¨¤Éä! <iÉºiÉÉ´ÉiÉÂ* ´ÉiºÉ PÉ]õÉäiEòSÉ! <iÉºiÉÉ´ÉiÉÂ* 
 
iÉjÉ¦É´ÉxiÉÆ Eäò¶É´ÉnùÉºÉÆ +É¸É¨É{ÉnùuùÉ®ú¨ÉÉjÉ¨ÉÊ{É ºÉ¨¦ÉÉ´ÉÊªÉ¹ªÉÉ¨É&* 
 
ªÉlÉÉ xÉnùÒxÉÉÆ |É¦É´É& ºÉ¨ÉÖpùÉä 
ªÉlÉÉ½ÖþiÉÒxÉÉÆ |É¦É´ÉÉä ½ÖþiÉÉ¶ÉxÉ&* 
ªÉlÉäÎxpùªÉÉhÉÉÆ |É¦É´ÉÆ ¨ÉxÉÉä%Ê{É 
iÉlÉÉ |É¦ÉÖxÉÉæ ¦ÉMÉ´ÉÉxÉÖ{Éäxpù& ** 52 ** 
 

(ÊxÉ¹GòÉxiÉÉ& ºÉ´Éæ*) 
** ¨ÉvªÉ¨É´ªÉÉªÉÉäMÉÆ xÉÉ¨É xÉÉ]õEÆò ºÉ¨ÉÉ{iÉ¨ÉÂ ** 

 

 SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY: 

 
 SCENE 1: 

 ENTRY OF SUTRADHARA: (Illustration: 62 and 63) 

→ Entry of Suthradhara who introduces the context of the play in which a Brahmana family 

consisting of father (Keshavadasa), mother and three sons travel through the forest. They 

are attacked by Ghatotkacha, Bhimasena’s son born to the demoness Hidimba. 

→ The Shloka “{ÉÉªÉÉiºÉ {ÉÉnùÉä ½þ®äú&…” is recited from the nepathya / back-stage by Sutradhara. 

His entry in the “Chempata Vattom; Madhyama Kala in Maddalam (4 beat Rhytham) 

with a Cherukalasam (short conclusion) at the end of each Thalavattom”. 

→ When he jumps to a pose leaving a pause – first a deepayashti pose at the up left from 

where he enters then in the next conclusion the pose of Brahma at the centre, deepayshti 

again at up right turning against the audience. Poses of Vishnu and Shiva at down right 

and left respectively coming back to the centre he takes steps in “Lakshmi Tala - Ta Ta 

Ta Ta Ta Ta Dhim Timrta Timrta Timrta Dhim Ta Ta Ta Ta Dhim Timrta Timrta Dhima 

Ta Ta Dhim Timrta Dhim Ta Tai Timrtai Ti Tai Ka Timrta Tai” assuming a ritualistic 

Bhava after Kalasams commence “B´É¨ÉÉªÉÇÊ¨É¸ÉÉÎx´ÉYÉÉ{ÉªÉÉÊ¨É*…”. 

→ The words of the Brahmana boy form the nepathya “¦ÉÉäºiÉÉiÉ! EòÉä xÉÖ JÉ±´Éä¹É&*…” is 

followed by uruttu (rolling) in the chenda and the outcry of Ghatotkacha. After “§ÉÉxiÉè& 
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ºÉÖiÉè&…”, Sutradhara walks like an Ox as it chased by a Tiger he takes a turn and then 

assumes the role of the chasing Tiger, both moods in succession make his exit to the left. 

 

 SCENE 2: 

 ENTRY OF THE BRAHMANA AND HIS FAMILY: (Illustration: 64 and 65) 

 

⊗ COSTUME AND MAKE-UP OF THE BRAHMANA AND HIS FAMILY: 

• The general colour scheme and pattern is based on elements of Kerala’s Traiditinal and 

Folk art forms to suit the mood in the characters “The Brahmana and his Family” in the 

play. 

• But mainly, elemnets of Kutiyattam and Kathakali are adopted in the costume and make-

up of the Brahmana and his family who are depicted in the play merely as simple, timid 

persons who are subjected to great misfortune. 

 

→ The old Brahmana, his three sons and wife enter from the right. Father holding the hand 

of the eldest son, the mother the youngest and the middle one in between move in a 

zigzag way looking around in utter fear to the accompaniment of “Vilamba Chathurasra 

scale with Thirsra bent (slow  4 beat with 3 beat bent)” on bass drum. 

   Thakita Thakita Thaka Tha..... (Scale) 

   Dhim Dhim Dhim Na (Prayoga) 

 SCENE 3: 

 EXIT OF THE BRAHMANA AND HIS FAMILY: 

→ The ‘Dhim Na’ at the end is in a Ghanavadya, this is accompanied by a drone on a many 

stringed instrument Suddenly the outcry of Ghatotkacha from nepathya with an Uruttu on 

Chenda is heard, they run amok the father holds the eldest and the mother the youngest 

and they leave middle on left alone again the outcry and Uruttu Madhyama runs through 

the winding path by taking very short pace and bending the whole body down and he 

exits. 
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 SCENE 4: 

 ENTRY OF GHATOTKACHA: (Illustration: 69 and 70) 

 

⊗ AHARYA - GHATOTKACHA: (Illustration: 66, 67 and 68) 

 

• The demon Ghatokacha who has inherited the qualities of his princely father as well as 

those of his demonish mohter, also wears breast plate, to indicate his wind strength, made 

of natural material the dried grass his ornaments as well consists of articles made of 

similar materials like tender cocoanut leaves. 

• Ghatotkacha’s umbrella skirt like in Kathakali, in yellow is covered with dried Coconut 

levels. His long untied hair and the crust made of grass reveal both his way of life and 

prominence. 

 

→ Curtain dancers from the up right enters in “Chempata Tala (4 beats)”, cross the stage, 

return to the upright, they move to the centre. Ghatotkacha is behind the curtain, they go 

back, the curtain is lowered. Ghatotkacha is seen behind the curtain in a sitting pose on 

the level up stage, he comes down with the certain in front, moves to right and left 

showing his might and grander behind the “Pati Thirissila” (Half Curtain). 

→ Ghatotkacha shows “Raudra Bhava” to one side to the accompaniment of ‘Chenda’ and 

compassion to the other side to the accompaniment of ‘Maddalam’ in “Chempata Tala 

with Kurappu (bringing down the extent of the Tala)” and finally both Bhavas merge the 

instruments also merge he find the Brahmana family passing at the distance recedes with 

the curtain to the level and fixes there behind the curtain. 

 

 SCENE 5: 

 THE BRAHMANA AND HIS FAMILY ENCOUNTERS WITH 

GHATOTKACHA: (Illustration: 71 and 72) 

→ The Brahmana and Prathama from one side and the Brahmani and Triteeya from the other 

side enters, they meet at the centre – comes together to the accompaniment of a “Kalasam 

- bass drum beat with one beat in Ghanavadya at the end of Chaturasra”. 
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→ The middle one appears in a quicker “Chempata Tala”, goes round in search of others, 

sees them as if from a distance runs to them in a winding way. 

→ They all see each other in a “Cheru Kalasam”, form a circle each holding the other, they 

walk in a line. 

→ All on a sudden Ghatotkacha with an outcry appears behind the curtain and stares at 

them, they form in to a group with Madhyama in the front the old man at the back with 

stretched hand, others in better all facing Ghtotkacha the curtain dancers move away with 

the curtain in “Chempata Tala in Mridangam”. 

→ Ghatotkacha chases the Brahmin group they fall down at down left. 

 

 SCENE 6: 

 DEMANDS OF GHATOTKACHA: (Illustration: 73, 74 and 75) 

→ Ghatotkacha demands one from among the Brahmana group to be taken as breakfast for 

his mother Hidimba. The members of the Brahmana family vie in offering himself / 

herself for this noble sacrifice. 

→ Finally, it is Madhyama (The Middle One) who is chosen for the sacrifice, which 

happened because the father wanted the Prathama (First Son) to perform his funeral rites 

as per the tradition, while the mother wanted the Kanishta (Youngest Son) since he is 

most dear to her. When the Madhyama boy declares that he is owned by none, 

Ghatotkacha ironically states that he is pleased to own him. 

 

 SCENE 7: 

 LAST WISH OF MADHYAMA – THE MIDDLE ONE: (Illustration: 76 and 77) 

→ When the Madhyama boy seeks permission from Ghatotkacha to satisfy his last wish to 

have a gulp of water before his being sacrificed, Ghatotkacha agrees on the condition that 

he would return soon lest his mother’s breakfast time would be disturbed. 

 

 SCENE 8: 

 EXIT OF THE BRAHMANA, HIS FAMILY AND GHATOTKACHA: 

→ Ghatotkacha, finding that the Madhyama boy is not returning, gets impatient and beckons 

aloud, “¦ÉÉä ¨ÉvªÉ¨É! ¨ÉvªÉ¨É! ¶ÉÒQÉ¨ÉÉMÉSUô*…” 
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→ These words uttered again in “Chempata Tala” and ‘Mridangam’ takes over the Tala, all 

the characers move slowly to the left, the curtain enters from the right front and moves in 

the same direction, the characters and the curtain disappear. 

 

 SCENE 9: 

 ENTRY OF BHIMA: (Illustration: 80 and 81) 

 

⊗ AHARYA - BHIMA: (Illustration: 78 and 79) 

• In this play, Bhima is a prince in exile - living in forest; he is vey strong in physic seen as 

engaged in physical exercises. Elements suggesting his princely grandier, superhuman 

prowess and wild life are combined. 

• Instead of a crown he wears a held gets which befits his present plight. His “Veera / 

Valour” is suggested by a breast plate and the protruding palm sheath ornaments tied on 

the arms and wrists. The pleated loin cloth (Umbrella Skirt like in Kathakali) worn is in a 

manner structurally balancing the outfits in the upper portion of the body and 

representing the Dhirodatta quality of Bhima Terra Verte green colour suits his life in 

exile. 

 

→ The above mentioned same Tala is taken over by Chenda and Bhimasena enters from up 

left majestic - ‘Rajasa Bhava’. Bhima is seen engaged in his routine physical exercise in 

the forest, during the incognito period of Vanavasa of the Pandavas. Moves his hand as 

doing Physical exercise, proceeds to the centre, takes a turn and at the end of a “Cheru 

Kalasam” beholds a mountain at the right side. 

→ Scales the mountain with his eyes, shows the Mudra of the mountain, his eyes move 

down and then on the left sees another mountain, shows that the two mounts are of equal 

height. He climbs on the mountain at the left, by raising his legs but not moving from the 

point where he is fixed, reaches the top of the mountain at the end of a “Cheru Kalasam”, 

looks down standing on his toes looks, at the other mount, he images that he could stretch 

his right leg and place it on the top of the other mountain raises his right leg, places it at a 

stretched point looks down, bending his face downward, enjoys the physical feat, leaps to 

a distance when the “Chenda makes a Perukku”. 
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→ He remembers his association with Hidimba, recalls her alluring nature, decide to find 

her out and walks but find a trees standing on the way in one beat of the Chenda he holds 

the tree with left hand, in another beat lifts it and in the third throws it away, walks 

around. 

 

 SCENE 10: 

 BHIMA ENCOUNTERS WITH GHATOTKACHA: (Illustration: 82) 

→ And then Ghatotkacha’s beckon call, “¦ÉÉä ¨ÉvªÉ¨É! ¨ÉvªÉ¨É! ¶ÉÒQÉ¨ÉÉMÉSUô*…” is heard from 

the nepathya. Bhima wonders who dares to call for him in the forest as he feels that he is 

the only Madhyama. 

→ Bhima goes on a look out to find the source of the call and beholds Ghatotkacha. Before 

Ghatotkacha “ÊSÉ®úÉªÉiÉä JÉ±ÉÖ ¥ÉÉÀhÉ´É]Öõ&*…”, he and the Brahmin family enter in the same 

Tala in which they left the stage. 

→ Ghatotkacha fixed on the level, the Brahmin group after taking a round (Parikramana) at 

the centre fix at the up left. 

 

 SCENE 11: 

 GHATOTKACHA’S GRAPHIC DESCRIPTION OF BHIMA: 

→ Ghatotkacha’s graphic description of Bhima. There follows a graphic description by him 

about Ghatotkacha’s figure without realizing that he was his own son. 

→ The physical features and gait of a character vividly depicts his nature, which often stand 

in for ideas and emotions. In this context, Bhasa has enhanced the ‘Natya Dharmi’ aspect 

through an extremely poetic description and Panikkar has enhanced this thing through 

“Angika, Vachika and Satvika – Abhinya”, the part in which Bhimasena describes 

Ghatotkacha. 

“ËºÉ½þÉºªÉ& ËºÉ½þnÆù¹]ÅõÉä ¨ÉvÉÖÊxÉ¦ÉxÉªÉxÉ&…..Ê´É{ÉÖ±É¤É±ÉªÉÖiÉÉä ±ÉÉäEò´ÉÒ®úºªÉ {ÉÖjÉ& **” 
 

→ “Face and teeth as those of a lion, but eyes brimming as though with honey, it is implied 

that the face has the demonic quality of the mother and the eyes are compassionate like 

the fathef s, well-arched and beautiful brows, eagle nose, an elephant’s chin, long locks 
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of hair, broad and robust chest, narrow waist, a tusker’s gait, long limbs. He is 

undoubtedly born of a world hero to a demonic woman.” 

→ In the above passage, Bhimasena, not recognizing Ghatotkacha as his own son, describes 

his external and internal qualities in the most exquisite manner. The shloka in which 

Ghatotkacha, similarly not identifying his father, describes the physical and mental 

attributes of Bhima can be read with the below - quoted shloka. 

 

 SCENE 12: 

 BHIMA’S GRAPHIC DESCRIPTION OF GHATOTKACHA: 

→ Bhima’s graphic description of Ghatotkacha. There follows a graphic description by him 

about Bhima’s figure without realizing that he was his own father. 

“ËºÉ½þÉEÞòÊiÉ& EòxÉEòiÉÉ±ÉºÉ¨ÉÉxÉ¤ÉÉ½Öþ&…..xÉäjÉä ¨É¨ÉÉ½þ®úÊiÉ ¤ÉxvÉÖÊ®ú´ÉÉMÉiÉÉä%ªÉ¨ÉÂ **” 
 

→ “A form like a lion, limbs like the golden palm tree, a narrow waist and a chest like the 

wings of Garuda - is this the real Vishnu himself? His eyes are like the petals of a full-

bloomed lotus. I am drawn to this man as to someone beloved.” 

 

• In the above-quoted verses, by using similar ‘Mudras’, the actual relationship between 

the two heroes of equal importance in ‘Vyayoga’ is poetically justified. 

 

 SCENE 13: 

 BHIMA BLOCKS TO GHATOTKACHA: (Illustration: 83 and 84) 

→ The Brahmin boy Madhyama enters after taking his last gulp of water and gets ready to 

be taken away by Ghatotkacha and Ghatotkacha takes possession of him and leaves. 

→ After “|ÉÉ{iÉ´ÉÉÊxÉnùÉxÉÓ…”, Ghtotkacha takes Madhyama by hand, takes a round and exits at 

up left in “Chempata Druta Kalam”. Bhima after, “¦ÉÉä& {ÉȪ û¹É! ÊiÉ¹`ö ÊiÉ¹`ö*” in the same 

Tala follows Ghatotkacha, the Brahmin and family also follow him in the same Tala but 

with mild steps. 
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→ Ghatotkacha enters from the right in the same Tala and proceeds to the left, Bhima 

follows Ghatotkacha repeating “ÊiÉ¹`ö ÊiÉ¹`ö*” and blocks him from the front. The Brahmin 

group enters in the same movement as they left. 

 

 SCENE 14: 

 THE OLD BRAHMANA PREDICAMENTS TO BHIMA: (Illustration: 85 and 86) 

→ The old Brahmana presents their predicament to Bhima and implores him to interfere and 

save their son. 

 

 SCENE 15: 

 BHIMA ORDERS GHATOTKACHA TO FREE THE BRAHMANA BOY: 

(Illustration: 87 and 88) 

→ Bhima encounters Ghatotkacha and wants him to free the Brahmana boy, to whom 

Ghatotkacha curtly disagrees and declares that even if his father requires him to do so; he 

would not condescend because he caught him at his mother’s behest. 

→ Bhima enquires who his mother is and he spells out her name ‘Hidimba’ to which Bhima 

excitedly reacts, but still hides within him his feelings. 

→ Bhima orders Ghatotkacha to free him and when Ghatotkacha again refuses, he snatches 

the boy away from him and offers himself to go with Ghatotkacha. 

 

 SCENE 16: 

 THE FIGHT BETWEEN BHIMA AND GHATOTKACHA: 

→ After “EòlÉÆ EòlÉ¨ÉxÉÞiÉÊ¨ÉiªÉÉ½þ*…”, Ghatotkacha with vigorous steps in “Chempata Druta 

Kalam”, gets ready for a fight in a long leap moves from left stage to down stage right, 

fixes there at the end of a “Tala Vatta”. 

→ The Brahmin and his family member standing at upstage right lean towards the right, 

Ghatotkacha moves to the left and in the same Tala, the Tala is repeated when the 

Brahmana group, with their bodies leaning towards left, drift along stumbling on the way 

and fall on the up left. Bhima remains on the level upstage. He then comes down and 

fixes just in front of the Brahmana group. 
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⊗ FIGHT WITH TREE: 

→ Ghatotkacha moves forward from the downright uproots a big tree and beats Bhima with 

it to the accompaniment of a “Chempata Kalasam”, Bhima snatches the big tree with his 

left hand, breaks it is to two and throws the two pieces away. 

 

⊗ FIGHT WITH MOUNTAIN: (Illustration: 89 and 90) 

→ Next attempt of Ghatotkacha is to hit his opponent with a mountain. He lifts the mountain 

in “Chempa Druta Kalam”, approaches Bhima with the mount, the Brahmana and family 

run to the right corner (up stage), Bhima follows them. 

→ Ghatotkacha in a “Kalasam” throws the mountain, Bhima in the next “Cheru Kalasam” 

holds the mountain with both hands, threatens his opponent with the gesture of a throw he 

smiles and throws away the mount with his left hand. 

 

⊗ FIGHT WITH DUAL: (Illustration: 91) 

→ Ghatotkacha boasts himself about his prowess and offers a fight with him to prove his 

might; Bhima gets ready for the dual. Ghatotkacha wants Bhima to be armed with his 

weapon, to which Bhima reacts saying that his hand itself is the weapon. Looking at 

Bhima’s posture, Ghatotkacha wonders that such strength can be exhibited only by his 

father. Bhimasena without actually knowing that he is facing his own father. Bhima now 

asks who his father is and tries to belittle Ghatotkacha’s father (who is Bhima himself). 

Ghatotkacha gets furious on this and there follows a test of might between the two.  

→ Then the duel in “Muri Atanta Tala” from down left. Ghatotkacha moves to the centre 

and raises his right hand at the end of the “Muri Atanta Vattoms”, in a similar “Tala 

Vattom” Bhima does the same. The duel continues in the Kurappu of the same Tala (in to 

4 and 2). 

→ In the end Ghatotkacha in a mime, holds his hands in a gripping posture, as if he is 

holding the opponent in a tight grip. Bhima, also in a mime, assumes the posture of being 

held in the grip of Ghatotkacha but both really remain at least one foot apart. Bhima, 

while in the grip, makes a jerk of his body, Ghatothkacha reacts to this, finally in a leap 

Bhima gets himself free. Invariably in every fight, Ghatotkacha fails. 
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 SCENE 17: 

 MAYA PASAM: (Illustration: 92 and 93) 

→ Before calling “¦ÉÉä ÊMÉ®äú! +É{ÉºiÉÉ´ÉiÉÂ*…”, the ritualistic atmosphere is created by the 

rhythm in “Chathurasra on Chenda” playing with palms as in “Kriyanaga 

Panchavadyam” accompanied by boles “Yahidhrem Yahidhrem Yahindha Ku Ku Ku”. 

Ghatothkacha mimes the flow of the river from the mountain beholds the same, sips the 

water with both palms ceremoniously, from this ritual he creates an imaginary rope and 

shows that he ties Bhima with it. Bhima reacts by turning round and assumes the plight of 

being tied up. To affect the deliverance from the Bhima does the same ritual in 

“Kundanachi Tala - Ta Ka Ti Tak Ti Tai”. 

 

 SCENE 18: 

 GHATOTKACHA REQUESTS BHIMA TO KEEP HIS PROMISE: 

→ As Ghatotkacha fails in the every fight and feels totally defeated, he requests Bhima to 

keep his earlier promise of accompanying himself for the sacrifice and Bhima follows 

Ghatotkacha. 

 

 SCENE 19: 

 HIDIMBA’S ENTRY: (Illustration: 96) 

 

⊗ AHARYA - HIDIMBA: (Illustration: 94 and 95) 

• Hidimba is essentially of demonish origin her basic nature is marked by the canine teeth 

and by the protruding breasts common for demons in all Traditional art forms of Kerala. 

• Her matted her is tied on the top by a string made of stones and beads. Ornaments also 

are of similar nature. 

• Her umbrella skirt like in Kathakali is black in contrast with that of her son who inherits 

his father’s qualities also. Her loin cloth also is covered with dined cocoanut leaves. 

 

→ Pati Thirissila – Chitra Yavanika is held by the Curtain dancers. They hold the curtain 

with one hand a torch each with the other hand. Two persons hold torches at either side of 

Hidimba. After the first phase her entry, the stage hands take the torches held by the 



 
CHAPTER: 5  Page 363 of 458 
 

curtain dancers and exit. The curtain now moves to the centre, it is held in a position at 

right angle to the audience, dividing the stage in to two. Bhima and others enter at the 

right; Hidimba sits on the level at the left. (Illustration: 97 and 98) 

 

 SCENE 20: 

 HAPPY RE-UNION OF THE FAMILY: (Illustration: 99 and 100) 

→ After “++Æ {É\SÉ+Éä*…” by Hidimba, she and Bhima meet each other across the curtain. 

The curtain dancer exits. There is a happy re-union of the family. 

 

 SCENE 21: 

 BHARATAVAKYAM: 

→ In the final sequaence Bhima, Hidimba and Ghatotkacha and the Brahmin family exit 

Bhima comes back to the stage for the Bharatavakyam with a ritualistic move. 
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 URUBHANGAM: 

 

 PERFORMANCE TEXT: 

 

⇒ DRAMATIS PERSONAE (IN ORDER OF APPEARANCE): 
 

• Warriors 

• Balarama 

• Duryodhana 

• Suyodhanan: Theyyam of Duryodhana 

• Dhritarashtra 

• Gandhari 

• Pauravi 

• Malavi 

• Durjayan 

• Ashwathama 

 

⇒ SYNOPSIS OF THE PLAY: 
 

• Based on the Mahabharata, this tragic play in One Act depicts the duel between 

Duryodhana and Bhima. There is the elevation of Duryodhana who has been made to 

behave better by Bhasa than as shown in the original epic. Bhima defies the rule of battle 

and to fulfill his own, smashes Duryodhana’s thighs in the “Gada Yuddha – Fight with 

Maces” and hence the title is most appropriate. 

• At the close of Mahabharata war, the fight between Bhima and Duryodhana begins. The 

prelude features warriors who witness their “Gada Yuddha – Fight with Maces” and give 

a graphic description of the battle field is full of corpses of kings, soldiers, horses and 

elephants slain in battle and of jackals and vultures assembled to eat the flesh of dead 

bodies. 
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• From the back-stage some noise is heard and later on it is found that a terrible “Gada 

Yuddha – Fight with Maces” is going on between the two giants in the presence of 

Vyasa, Vidura, Balarama and Krishna. The fighters are equally matched. Though 

Duryodhana has greater skill in the club-fighting but Bhima has an edge over him, with 

his superior strength, as opined by another warrior. At the fight progresses suddenly 

Bhima gets a blow on his head and falls down. The anxiety of the Pandava supporters 

grows, while Balarama becomes glad at the victory of his disciple. 

• Duryodhana makes mockery of Bhima by telling him not to be afraid as he is not going to 

kill him though his life was at Duryodhana’s hand. Krishna now makes a secret sign to 

Bhima by striking on his own thighs and gazes at the sky indicating that the thighs are the 

weak spots of Duryodhana. This refuses a new spirit in Bhima. With a loud thundering 

noise, he rises up to confront Duryodhana. Both exchange dreadful blows and after 

fighting for sometime Bhima hurls his mace with both hands on the thighs of Duryodhana 

as directed by Krishna and thus disobeys the standing norms of “Gada Yuddha – Fight 

with Maces”. Duryodhana’s thighs are broken and bleed profusely. He falls to the 

ground. 

• In Act proper Duryodhana is first shows with Balarama, who indignantly out bursts at 

Bhima’s foul play and affirms that Duryodhana had been cheated and he is going to kill 

Bhima. This provides greatest consolation to the fallen Duryodhana. Balarama asks 

Duryodhana to hold on a little longer. With great effort, Duryodhana crawls in and tries 

to pacify Balarama but the latter becomes more enraged and talks of killing all the 

Pandavas. He realizes that it was not Bhima but the great lord Krishna who has deceived 

him and says that it was no use fighting in these circumstances. Now there is touching 

scene of Duryodhana’s meeting with his parents, wives and son. 

• Enters Dhritarastra, Gandhari, his son Durjaya and the queens of Duryodhana – Malavi, 

Pauravi. They all bewailing his sad lot and searching for him on the battle field. The 

queens are crying on aloud, walking on foot and bare-headed, without their usual veils 

with hair in disarray. All this pierce Duryodhana poignantly than his physical injuries. 

• To fulfill this father’s desire to salute him Duryodhana tries to get up to fall at the feet of 

his father but falls down again. He utters “…When Bhima hurled his mace at me, he did 
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not rob me of my thighs alone, he robbed me also of the power to go and prostrate at my 

father’s feet.” 

• His son comes to him in his childish way to sit on his lap but the father prevents him 

from doing so. His inability to offer his lap as a resting place for his beloved son is the 

unkindest cut all to Duryodhana. He breaks down in grief. 

• Gandhari too comes to the spot and softly weeps. He seeks to comfort his parents. He 

requests Dhritarastra to console his mother by telling her that her son died in the war with 

out showing his back. He is dying in the same dignity in which he was born. 

• He expresses his love for his mother by his desire to be her son in all his future lives, if 

he has earned any merit. He consoles the warrior queens by standing that their husband is 

meeting with the hero’s death having performed in all earnest all his kingly duties. They 

should not weep but only think of his glory with pride. 

• In his parting advice to his son, he preaches reconciliation and his enmity with the 

Pandavas gives place to a sort of repentance and purification of the soul. He asks him to 

honour Draupadi and Kunti like his own mother and to join with the Pandavas in giving 

him the last oblation. At this moment, arrives Ashwatthama who makes a big sound with 

his bow. He is infuriated at the news of the condition of Duryodhana. Duryodhana 

however replies that his condition is due to his discontent. But Ashwatthama is firm in his 

decision to kill all the Pandavas and Krishna. 

• Duryodhana tries to dissuade him by stating that after the lose of his brothers Karna and 

others; it is of no use to revive enmity. Unconvinced Ashwatthama tells him that it 

appears as if his dignity has been killed along with his thighs. But Duryodhana replies 

that dignity in the life of the king and it was for dignity alone that he fought. He further 

says that the sins committed by the Pandavas are nothing as compared to his ill treatment 

towards Pandavas such as the dragging of Draupadi, the slaying of Abhimanyu or the 

making of the Pandavas wonder in the forest. 

• Despite Duryodhana’s every councels to peace, Ashwatthama swears vengeance with 

Balarama as a witness to fight with the Pandavas and crown Durjaya as the emperor. At 

this Duryodhana feels satisfied. 

• Visions of his revered ancestors, his brothers, Abhimanyu and Apsaras etc. float before 

Duryodhana and he passes away. They cover the corpse with a cloth. Grief stricken 
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Dhritarastra decides to go to the forests for penance. Will upraised weapon, Ashwatthama 

depart to kill the Pandavas in their sleep? 

• Drona ends with the general praise by all the protection of the earth by “Our King” after 

destroying his enemies. 

 

⇒ INTERPRETATION WITH DIRECTOR’S NOTE: 

 
• URUBHANGAM, noted for its pathos, fury and heroism is a rare specimen of tragedy in 

the Indian concept. Set on one of the most poignant scenes from Mahabharata, it depicts 

the final fall of a Kaurava King Duryodhana, who decidedly stood for ‘Adharma’ all 

through his life. 

• At the end of his life, suddenly he realizes that his belief was wrong. When he faces the 

inevitable finale of his life, he looks back. Even in him the feelings of dharma dawn. 

• The war continues to be fought in and around Duryodhana, he realizes its fatality. But 

how can he spell it out? He himself has unleashed the evil forces. Now it is too late. 

• He succumbs to his doom even as his son Durjaya and his retinue march on to the goal he 

once cherished. 

• A word about Dhritarashtra. 

“Is he blind? 

Yes - but no.” 

• His blindness is described by Bhasa’s Baladev: “His eyes are divided among his hundred 

sons.” 

• In this portion, it is attempted to recreate the funny, pathos and tragedy by creating two 

Duryodhanas. One, the warmonger and the other his “Theyyam”, which we may call 

Suyodhana, suggesting the good qualities in him which spring out from him at the 

moment his thighs, are fatally broken by Bhimasena. 

• Of the two-told aspect of the hero, tie mundane one is the mortal existence of 

Duryodhana struggling under the pangs of death. The other is his spirit, which unveils a 

supernatural dimension and is projected in his “Theyyam”. “Theyyam” literally means 

Daivam or Godhead. It can be his death itself. It is the spirit half-released from the 

wounded Duryodhana; his own conscience advocating all his higher qualities. 
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⇒ DRAMATIC TEXT – DECONSTRUCTING AND RECONSTRUCTING: 

>¯¦ÉRMÉ¨ÉÂ 
  

(xÉÉxtxiÉä iÉiÉ& |ÉÊ´É¶ÉÊiÉ ºÉÚjÉvÉÉ®ú&*) 
ºÉÚjÉvÉÉ®ú&- ¦ÉÒ¹¨ÉpùÉähÉiÉ]õÉÆ VÉªÉpùlÉVÉ±ÉÉÆ MÉÉxvÉÉ®ú®úÉVÉ¿nùÉÆ 
         EòhÉÇpùÉèÊhÉEÞò{ÉÉäÌ¨ÉxÉGò¨ÉEò®úÉÆ nÖùªÉÉævÉxÉºjÉÉäiÉºÉ¨ÉÂ* 
         iÉÒhÉÇ& ¶ÉjÉÖxÉnùÓ ¶É®úÉÊºÉÊºÉEòiÉÉÆ ªÉäxÉ {±É´ÉäxÉÉVÉÖÇxÉ& 
         ¶ÉjÉÚhÉÉÆ iÉ®úhÉä¹ÉÖ ´É& ºÉ ¦ÉMÉ´ÉÉxÉºiÉÖ {±É´É& Eäò¶É´É& ** 1 ** 
B´É¨ÉÉªÉÇÊ¨É¸ÉÉÎx´ÉYÉÉ{ÉªÉÉÊ¨É* +ªÉä ! ÊEòzÉÖ JÉ±ÉÖ ¨ÉÊªÉ Ê´ÉYÉÉ{ÉxÉ´ªÉOÉä ¶É¤nù <´É ¸ÉÚªÉiÉä? +RÂóMÉ! {É¶ªÉÉÊ¨É* 
(xÉä{ÉlªÉä) BiÉä º¨ÉÉä ¦ÉÉä&! BiÉä º¨É&* (|ÉÊ´É¶ªÉ) 
{ÉÉÊ®ú{ÉÉÌ·ÉEò&- ¦ÉÉ´É EÖòiÉÉä xÉÖ JÉ±´ÉäiÉä, 
º´ÉMÉÉÇlÉÇ̈ ÉÉ½Âþ´É¨ÉÖJÉÉätiÉMÉÉjÉ½þÉä¨ÉÉ 
xÉÉ®úÉSÉiÉÉä̈ É®ú¶ÉiÉèÌ´É¹É¨ÉÒEÞòiÉÉRÂóMÉÉ& 
¨ÉkÉÊuù{Éäxpùnù¶ÉxÉÉäÎ±±ÉÊJÉiÉè& ¶É®úÒ®èú- 
®úxªÉÉäxªÉ´ÉÒªÉÇÊxÉEò¹ÉÉ& {ÉȪ û¹ÉÉ §É¨ÉÎxiÉ ** 2 ** 
ºÉÚjÉvÉÉ®ú&- ¨ÉÉÊ®ú¹É! ËEò xÉÉ´ÉMÉSUôÊºÉ* iÉxÉªÉ¶ÉiÉxÉªÉxÉ¶ÉÚxªÉä nÖùªÉÉævÉxÉÉ´É¶Éä¹Éä vÉÞiÉ®úÉ¹]Åõ{ÉIÉä, {ÉÉhb÷´ÉVÉxÉÉnÇùxÉÉ´É¶Éä¹Éä 
ªÉÖÊvÉÎ¹`ö®ú{ÉIÉä, ®úÉYÉÉÆ ¶É®úÒ®úºÉ¨ÉÉEòÒhÉæ ºÉ¨ÉxiÉ{É\SÉEäò, 
BiÉpùhÉÆ ½þiÉMÉVÉÉ·ÉxÉ®äúxpùªÉÉèvÉÆ 
ºÉRÂóEòÒhÉÇ±ÉäJªÉÊ¨É´É ÊSÉjÉ{É]Æõ |ÉÊ´Érù¨ÉÂ* 
ªÉÖräù ´ÉÞEòÉänù®úºÉÖªÉÉävÉxÉªÉÉä& |É´ÉÞkÉä 
ªÉÉèvÉÉ xÉ®äúxpùÊxÉvÉxÉèEòMÉÞ½Æþ |ÉÊ´É¹]õÉ& ** 3 ** (ÊxÉ¹GòÉxiÉÉè) 

ºlÉÉ{ÉxÉÉ (iÉiÉ& |ÉÊ´É¶ÉÎxiÉ ¦É]õÉºjÉªÉ&*) 
ºÉ´Éæ- BiÉä º¨ÉÉä ¦ÉÉä&! BiÉä º¨É&* 
 
|ÉlÉ¨É&- ´Éè®úºªÉÉªÉiÉxÉÆ ´Éè®úºªÉÉªÉiÉxÉÆ ¤É±ÉºªÉ ÊxÉEò¹ÉÆ ¤É±ÉºªÉ ÊxÉEò¹ÉÆ ¨ÉÉxÉ|ÉÊiÉ¹`öÉMÉÞ½Æþ |ÉÊiÉ¹`öÉMÉÞ½Æþ 
       ªÉÖräù¹´É{ºÉ®úºÉÉÆ ªÉÖräù¹´É{ºÉ®úºÉÉÆ º´ÉªÉǼ É®úºÉ¦ÉÉÆ º´ÉªÉǼ É®úºÉ¦ÉÉÆ ¶ÉÉèªÉÇ|ÉÊiÉ¹`öÉÆ xÉÞhÉÉ¨ÉÂ* 
       ®úÉYÉÉÆ {ÉÎ¶SÉ¨ÉEòÉ±É´ÉÒ®ú¶ÉªÉxÉÆ ´ÉÒ®ú¶ÉªÉxÉÆ ´ÉÒ®ú¶ÉªÉxÉÆ |ÉÉhÉÉÎMxÉ½þÉä̈ ÉGòiÉÖÆ |ÉÉhÉÉÎMxÉ½þÉä¨ÉGòiÉÖÆ 
       ºÉ¨|ÉÉ{iÉÉ ®úhÉºÉÆYÉ¨ÉÉ¸É¨É{ÉnÆù ºÉ¨|ÉÉ{iÉÉ ®úhÉºÉÆYÉ¨ÉÉ¸É¨É{ÉnÆù ®úÉYÉÉÆ xÉ¦É& ºÉRÂóGò¨É¨ÉÂ ®úÉYÉÉÆ xÉ¦É& ºÉRÂóGò¨É¨ÉÂ ** 4 ** 
 
vÉÒ kÉÒ vÉÒ kÉÒ vÉÒ kÉÒ vÉMÉ vÉè vÉè vÉè vÉÉä̈ É 
vÉMÉ vÉÒ vÉMÉ vÉMÉ vÉè vÉMÉ vÉè vÉè vÉè vÉÉä̈ É 
vÉÒ kÉÒ vÉÒ kÉÒ vÉÒ kÉÒ vÉMÉ vÉè vÉè vÉè vÉÉä̈ É 
vÉMÉ vÉÒ vÉMÉ vÉMÉ vÉè vÉMÉ vÉè vÉè vÉè vÉÉä̈ É 
vÉMÉ vÉÒ vÉMÉ vÉMÉ vÉè vÉMÉ vÉè vÉè vÉè vÉÉä̈ É 
vÉMÉ vÉè vÉè vÉè vÉè vÉÉä̈ É vÉMÉ vÉè vÉè vÉè vÉè vÉÉä̈ É 
vÉMÉ vÉè vÉè vÉè vÉè vÉÉä̈ É vÉMÉ vÉè vÉè vÉè vÉè vÉÉä̈ É* 
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ªÉÖräù¹´É{ºÉ®úºÉÉÆ ªÉÖräù¹´É{ºÉ®úºÉÉÆ º´ÉªÉǼ É®úºÉ¦ÉÉÆ º´ÉªÉǼ É®úºÉ¦ÉÉÆ * 
 
ÊuùiÉÒªÉ&- ºÉ¨ªÉM¦É´ÉÉxÉÉ½þ*  

      ={É±ÉÊ´É¹É¨ÉÉ ={É±ÉÊ´É¹É¨ÉÉ xÉÉMÉäpùÉhÉÉÆ xÉÉMÉäpùÉhÉÉÆ ¶É®Ò®úvÉ®úÉvÉ®úÉ ¶É®Ò®úvÉ®úÉvÉ®úÉ 
      ={É±ÉÊ´É¹É¨ÉÉ xÉÉMÉäpùÉhÉÉÆÆ ¶É®Ò®úvÉ®úÉvÉ®úÉ 
      ¶É®Ò®úvÉ®úÉvÉ®úÉ ¶É®Ò®úvÉ®úÉvÉ®úÉ ¶É®Ò®úvÉ®úÉvÉ®úÉ ¶É®Ò®úvÉ®úÉvÉ®úÉ 

             ÊnùÊ¶É ÊnùÊ¶É EÞòiÉÉ MÉÞwÉÉ´ÉÉºÉÉ ½þiÉÉÊiÉ®úlÉÉ ®úlÉÉ&* +É…+É…+É…+É…* 

                      ½þiÉÉÊiÉ®úlÉÉ ®úlÉÉ& ½þiÉÉÊiÉ®úlÉÉ ®úlÉÉ& ½þiÉÉÊiÉ®úlÉÉ ®úlÉÉ& ½þiÉÉÊiÉ®úlÉÉ ®úlÉÉ& * 
          +´ÉÊxÉ{ÉiÉªÉ& º´ÉMÉÈ |ÉÉ{iÉÉ& ÊGòªÉÉ¨É®úhÉä ®úhÉä 
                      |ÉÊiÉ¨ÉÖJÉÊ¨É¨Éä iÉkÉiEÞòi´ÉÉ ÊSÉ®Æú ÊxÉ½þiÉÉ½þiÉÉ& ** 5 ** 
 
iÉÞiÉÒªÉ&- B´É¨ÉäiÉiÉÂ* EòÊ®ú´É®úEò®úªÉÚ{ÉÉä ¤ÉÉhÉÊ´ÉxªÉºiÉnù¦ÉÉæ 
                 ½þiÉMÉVÉSÉªÉxÉÉäSSÉÉä ´Éè®ú´ÉÎ¼xÉ|ÉnùÒ{iÉ&* 
                 v´ÉVÉÊ´ÉiÉiÉÊ´ÉiÉÉxÉ& ËºÉ½þxÉÉnùÉäSSÉ¨ÉxjÉ& 
                 {ÉÊiÉiÉ{É¶ÉÖ̈ ÉxÉÖ¹ªÉ& ºÉÆÎºlÉiÉÉä ªÉÖrùªÉYÉ& ** 6 ** 
|ÉlÉ¨É&- <nù¨É{É®Æú {É¶ªÉäiÉÉÆ ¦É´ÉxiÉÉè* 
 
BiÉä {É®úº{É®ú¶É®èú¾ÇþiÉVÉÒÊ´ÉiÉÉxÉÉÆ 
näù½èþ ®úhÉÉÊVÉ®ú¨É½þÓ ºÉ¨ÉÖ{ÉÉÊ¸ÉiÉÉxÉÉ¨ÉÂ* 
EÖò´ÉÇÎxiÉ SÉÉjÉ Ê{ÉÊ¶ÉiÉÉpÇù¨ÉÖJÉÉ Ê´É½þRÂóMÉÉ 
®úÉYÉÉÆ ¶É®úÒ®úÊ¶ÉÊlÉ±ÉÉÊxÉ Ê´É¦ÉÚ¹ÉhÉÉÊxÉ ®úÉYÉÉÆ ¶É®úÒ®úÊ¶ÉÊlÉ±ÉÉÊxÉ Ê´É¦ÉÚ¹ÉhÉÉÊxÉ Ê´É¦ÉÚ¹ÉhÉÉÊxÉ Ê´É¦ÉÚ¹ÉhÉÉÊxÉ ** 7 ** 
 
b® b® bÉ¨É b® b® bÉ¨É 
iÉÒ¯  EÖ ]Ö iÉÒ¯  EÖ ]Ö b® b® bÉ¨É * 
b® b® bÉ¨É b® b® bÉ¨É 
iÉÒ¯  EÖ ]Ö iÉÒ¯  EÖ ]Ö b® b® bÉ¨É * 
b® b® bÉ¨É b® b® bÉ¨É 

iÉÒ¯  EÖ ]Ö iÉÒ¯  EÖ ]Ö b® b® bÉ¨É *… … … … …  
 
ÊuùiÉÒªÉ&- |ÉºÉHòxÉÉ®úÉSÉÊxÉ{ÉÉiÉ{ÉÉÊiÉiÉ& ºÉ¨ÉOÉªÉÖrùÉätiÉEòÎ±{ÉiÉÉä MÉVÉ&* 
        Ê´É¶ÉÒhÉḈ É¨ÉÉÇ ºÉ¶É®ú& ºÉEòÉ¨ÉÖÇEòÉä xÉÞ{ÉÉªÉÖvÉÉMÉÉ®úÊ¨É´ÉÉ´ÉºÉÒnùÊiÉ +´ÉºÉÒnùÊiÉ +´ÉºÉÒnùÊiÉ +´ÉºÉÒnùÊiÉ +´ÉºÉÒnùÊiÉ**8** 
 
iÉÞiÉÒªÉ&- <nù¨É{É®Æú {É¶ªÉäiÉÉÆ ¦É´ÉxiÉÉè* 
       ¨ÉÉ±ªÉèv´ÉÇVÉÉOÉ{ÉÊiÉiÉè& EÞòiÉ¨ÉÖhb÷¨ÉÉ±ÉÆ 
       ±ÉMxÉèEòºÉÉªÉEò´É®Æú ®úÊlÉxÉÆ Ê´É{ÉzÉ¨ÉÂ* 
       VÉÉ¨ÉÉiÉ®Æú |É´É½þhÉÉÊnù´É ¤ÉxvÉÖxÉÉªÉÉæ 
       ¾þ¹]õÉ& Ê¶É´ÉÉ ®úlÉ¨ÉÖJÉÉnù´ÉiÉÉ®úªÉÎxiÉ ** 9 ** 
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ºÉ´Éæ- +½þÉä xÉÖ JÉ±ÉÖ ÊxÉ½þiÉ{ÉÊiÉiÉMÉVÉiÉÖ®úMÉxÉ®ú¯ûÊvÉ®úEòÊ±É±É¦ÉÚÊ¨É|Énäù¶ÉºªÉ Ê´ÉÊIÉ{iÉ´É¨ÉÇSÉ¨ÉÉÇiÉ{ÉjÉSÉÉ¨É®úiÉÉä̈ É®ú-
¶É®úEÖòxiÉEò´ÉSÉEò¤ÉxvÉÉÊnù{ÉªÉÉÇEÖò±ÉºªÉ ¶ÉÊHò|ÉÉºÉ{É®ú¶ÉÖÊ¦ÉÎhb÷{ÉÉ±É¶ÉÚ±É¨ÉÖºÉ¨ÉÖnÂùEò®ú´É®úÉ½þEòhÉÇEòhÉªÉEò{ÉÇhÉ-
¶ÉRÂóEÖòjÉÉÊºÉMÉnùÉÊnùÊ¦É®úÉªÉÖvÉè®ú´ÉEòÒhÉÇºªÉ ºÉ¨ÉxiÉ{É\SÉEòºªÉ |ÉÊiÉ¦ÉªÉiÉÉ |ÉÊiÉ¦ÉªÉiÉÉ |ÉÊiÉ¦ÉªÉiÉÉ |ÉÊiÉ¦ÉªÉiÉÉ |ÉÊiÉ¦ÉªÉiÉÉ 
|ÉÊiÉ¦ÉªÉiÉÉ |ÉÊiÉ¦ÉªÉiÉÉ |ÉÊiÉ¦ÉªÉiÉÉ * 
 
|ÉlÉ¨É&- <½þ Ê½þ, ¯ûÊvÉ®úºÉÊ®úiÉÉä ÊxÉºiÉÒªÉÇxiÉä ½þiÉÊuù{ÉºÉRÂóGò¨ÉÉ 
              xÉÞ{ÉÊiÉ®úÊ½þiÉè& ºjÉºiÉè& ºÉÚiÉè́ ÉÇ½þÎxiÉ ®úlÉÉxÉÂ ½þªÉÉ&* 
              {ÉÊiÉiÉÊ¶É®úºÉ& {ÉÚ́ ÉÉÇ¦ªÉÉºÉÉnÂù pù´ÉÎxiÉ Eò¤ÉxvÉEòÉ& 
              {ÉȪ û¹É®úÊ½þiÉÉ ¨ÉkÉÉ xÉÉMÉÉ §É¨ÉÎxiÉ ªÉiÉºiÉiÉ& ** 10 ** 
ÊuùiÉÒªÉ&- <nù¨É{É®Æú {É¶ªÉäiÉÉÆ ¦É´ÉxiÉÉè* BiÉä, 
MÉÞwÉÉ ¨ÉvÉÚEò¨ÉÖEÖò±ÉÉäzÉiÉÊ{ÉRÂóMÉ±ÉÉIÉÉ 
nèùiªÉäxpùEÖò\VÉ®úxÉiÉÉRÂóEÖò¶ÉiÉÒIhÉiÉÖhb÷É&* 
¦ÉÉxiªÉ¨¤É®äú Ê´ÉiÉiÉ±É¨¤ÉÊ´ÉEòÒhÉÇ{ÉIÉÉ 
¨ÉÉÆºÉè& |É´ÉÉ±É®úÊSÉiÉÉ <´É iÉÉ±É´ÉÞxiÉÉ& ** 11 ** 
iÉÞiÉÒªÉ&- B¹ÉÉ ÊxÉ®úºiÉ½þªÉxÉÉMÉxÉ®äúxpùªÉÉävÉÉ 
        ´ªÉHòÒEÞòiÉÉ ÊnùxÉEò®úÉäOÉEò®èú& ºÉ¨ÉxiÉÉiÉÂ* 
        xÉÉ®úÉSÉEÖòxiÉ¶É®úiÉÉä̈ É®úJÉRÂóMÉEòÒhÉÉÇ 
        iÉÉ®úÉMÉhÉÆ {ÉÊiÉiÉ¨ÉÖuù½þiÉÒ´É ¦ÉÚÊ¨É& ** 12 ** 
|ÉlÉ¨É&- +½þÉä <Çoù¶ªÉÉ¨É{ªÉ´ÉºlÉÉªÉÉ¨ÉÊ´É¨ÉÖHò¶ÉÉä¦ÉÉ Ê´É®úÉVÉxiÉä IÉÊjÉªÉÉ&* <½þ Ê½þ, 
ºjÉºiÉÉäuùÌiÉxÉäjÉ¹É]Âõ{ÉnùMÉhÉÉ iÉÉ©ÉÉä¹`ö{ÉjÉÉäiEò®úÉ 
§ÉÚ¦ÉänùÉÎ\SÉiÉEäòºÉ®úÉ º´É¨ÉÖEÖò]õ´ªÉÉÊ´ÉrùºÉǼ ÉÌiÉEòÉ* 
´ÉÒªÉÇÊnùiªÉÊ´É¤ÉÉäÊvÉiÉÉ ®úhÉ¨ÉÖJÉä xÉÉ®úÉSÉxÉÉ±ÉÉäzÉiÉÉ 
ÊxÉ¹Gò¨{ÉÉ ºlÉ±É{ÉÎnÂù¨ÉxÉÒ´É ®úÊSÉiÉÉ ®úÉYÉÉ¨É¦ÉÒiÉè̈ ÉÖÇJÉè& ** 13 ** 
ÊuùiÉÒªÉ&- <Çoù¶ÉxÉÉ¨ÉÊ{É IÉÊjÉªÉÉhÉÉÆ ¨ÉÞiªÉÖ& |É¦É´ÉiÉÒÊiÉ xÉ ¶ÉCªÉÆ JÉ±ÉÖ Ê´É¹É¨ÉºlÉè& {ÉȪ û¹Éè®úÉi¨É¤É±ÉÉvÉÉxÉÆ EòiÉÖÇ̈ ÉÂ* 
iÉÞiÉÒªÉ&- ¨ÉÞiªÉÖ®äú´É |É¦É´ÉÊiÉ IÉÊjÉªÉÉhÉÉÊ¨ÉÊiÉ* 
|ÉlÉ¨É&- Eò& ºÉÆ¶ÉªÉ&* 
ÊuùiÉÒªÉ&- ¨ÉÉ ¨ÉÉ ¦É´ÉÉxÉä́ É¨ÉÂ 
º{ÉÞ¹]Âõ´ÉÉ JÉÉhb÷´ÉvÉÚ̈ É®úÎ\VÉiÉMÉÖhÉÆ ºÉÆ¶É{iÉEòÉäiºÉÉnùxÉÆ 
º´ÉMÉÉÇGòxnù½þ®Æú ÊxÉ´ÉÉiÉEò´ÉSÉ|ÉÉhÉÉä{É½þÉ®Æú vÉxÉÖ&* 
{ÉÉlÉæxÉÉºjÉ¤É±ÉÉx¨É½äþ·É®ú®úhÉIÉä{ÉÉ´ÉÊ¶É¹]èõ& ¶É®èú- 
nÇù{ÉÉæÎiºÉHò´É¶ÉÉ xÉÞ{ÉÉ ®úhÉ¨ÉÖJÉä ¨ÉÞiªÉÉä& |ÉÊiÉOÉÉÊ½þiÉÉ ** 14 ** 
ºÉ´Éæ- +ªÉä ¶É¤nù&* 
ËEò ¨ÉäPÉÉ ÊxÉxÉnùÎxiÉ ´ÉXÉ{ÉiÉxÉè¶SÉÚhÉÔEÞòiÉÉ& {É´ÉÇiÉÉ 
ÊxÉvÉÉÇiÉèºiÉÖ̈ ÉÖ±Éº´ÉxÉ|ÉÊiÉ¦ÉªÉè& ËEò nùÉªÉÇiÉä ´ÉÉ ¨É½þÒ* 
ËEò ¨ÉÖ\SÉiªÉÊxÉ±ÉÉ´ÉvÉÚiÉSÉ{É±ÉIÉÖ¤vÉÉäÌ¨É¨ÉÉ±ÉÉEÖò±ÉÆ 
¶É¤nÆù ¨Éxnù®úEòxnù®úÉänù®únù®úÒ& ºÉÆ½þiªÉ ´ÉÉ ºÉÉMÉ®ú& ** 15 ** 
¦É´ÉiÉÖ, {É¶ªÉÉ¨ÉºiÉÉ´ÉiÉÂ* (ºÉ´Éæ {ÉÊ®úGòÉ¨ÉÎxiÉ*) 
|ÉlÉ¨É&- +ªÉä BiÉiJÉ±ÉÖ pùÉè{ÉnùÒEäò¶ÉvÉ¹ÉÇhÉÉ´É¨ÉÌ¹ÉiÉºªÉ {ÉÉhb÷´É¨ÉvªÉ¨ÉºªÉ ¦ÉÒ¨ÉºÉäxÉºªÉ §ÉÉiÉÞ¶ÉiÉ´ÉvÉGÖòrùºªÉ ¨É½þÉ®úÉVÉnÖùªÉÉævÉxÉºªÉ 
SÉ uèù{ÉÉªÉxÉ½þ±ÉÉªÉÖvÉEÞò¹hÉÊ´ÉnÖù®ú|É¨ÉÖJÉÉxÉÉÆ EÖò¯ûªÉnÖùEÖò±Énèù´ÉiÉÉxÉÉÆ |ÉiªÉIÉÆ |É´ÉÞkÉÆ MÉnùÉªÉÖrù¨ÉÂ* 
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ÊuùiÉÒªÉ&- ¦ÉÒ¨ÉºªÉÉä®úÊºÉ ¦ÉÒ¨ÉºªÉÉä®úÊºÉ SÉÉ¯ûEòÉ\SÉxÉÊ¶É±ÉÉ{ÉÒxÉä |ÉÊiÉº¡òÉÊ±ÉiÉäû|ÉÊiÉº¡òÉÊ±ÉiÉäû|ÉÊiÉº¡òÉÊ±ÉiÉäû|ÉÊiÉº¡òÉÊ±ÉiÉäû 
        Ê¦ÉzÉä ´ÉÉºÉ´É½þÎºiÉ½þºiÉEòÊ`öxÉä Ê¦ÉzÉä ´ÉÉºÉ´É½þÎºiÉ½þºiÉEòÊ`öxÉä Ê¦ÉzÉä nÖùªÉÉævÉxÉÉÆºÉºlÉ±Éä nÖùªÉÉævÉxÉÉÆºÉºlÉ±Éä 
        +xªÉÉäxªÉºªÉ ¦ÉÖVÉuùªÉÉxiÉ®úiÉ]äõ¹´ÉÉºÉVªÉ¨ÉÉxÉÉªÉÖvÉä 
        ªÉÏº¨É¶SÉhb÷MÉnùÉÊ¦ÉPÉÉiÉVÉÊxÉiÉ& ¶É¤nù& ºÉ¨ÉÖÊkÉ¹`öÊiÉ ºÉ¨ÉÖÊkÉ¹`öÊiÉ ** 16 ** 
 
iÉÞiÉÒªÉ&- B¹É ¨É½þÉ®úÉVÉ&, 
¶ÉÒ¹ÉÉÇiEò¨{ÉxÉ´É±MÉ¨ÉÉxÉ¨ÉEÖò]õ& EòÉävÉÉÎMxÉEòÉIÉÉxÉxÉ& 
ºlÉÉxÉÉGòÉ¨ÉhÉ´ÉÉ¨ÉxÉÒEÞòiÉiÉxÉÖ& |ÉiªÉOÉ½þºiÉÉäSUÅôªÉ&* 
ªÉºªÉè¹ÉÉ Ê®ú{ÉÖ¶ÉÉäÊhÉiÉÉpÇùEòÊ±É±ÉÉ ¦ÉÉiªÉOÉ½þºiÉä MÉnùÉ 
Eèò±ÉÉºÉºªÉ ÊMÉ®äúÊ®ú´ÉÉOÉ®úÊSÉiÉÉ ºÉÉä±EòÉ ¨É½äþxpùÉ¶ÉÊxÉ& ** 17 ** 
|ÉlÉ¨É&- B¹É ºÉ¨|É½þÉ®ú¯ûÊvÉ®úÊºÉHòÉRÂóMÉºiÉÉ´Én qÞù¶ªÉiÉÉÆ {ÉÉhb÷´É&* 
ÊxÉÌ¦ÉzÉÉOÉ±É±ÉÉ]õ´ÉÉxiÉ¯ûÊvÉ®úÉä ¦ÉMxÉÉÆºÉEÚò]õuùªÉ& 
ºÉÉxpèùÌxÉMÉÇÊ±ÉiÉ|É½þÉ®ú¯ûÊvÉ®èú®úÉpùÔEÞòiÉÉä®ú& ºlÉ±É&* 
¦ÉÒ¨ÉÉä ¦ÉÉÊiÉ MÉnùÉÊ¦ÉPÉÉiÉ¯ûÊvÉ®úÎC±ÉzÉÉ´ÉMÉÉfµÉhÉ: 
¶Éè±ÉÉä ¨Éǟ ûÊ®ú´Éè¹É vÉÉiÉÖºÉÊ±É±ÉÉºÉÉ®úÉä{ÉÊnùMvÉÉä{É±É& ** 18 ** 
 
ÊuùiÉÒªÉ&- ¦ÉÒ¨ÉÉÆ MÉnùÉÆ ÊIÉ{ÉÊiÉ ¦ÉÒ¨ÉÉÆ MÉnùÉÆ ÊIÉ{ÉÊiÉ MÉVÉÇÊiÉ ´É±MÉ¨ÉÉxÉ& +É - +É - +É - +É 

¶ÉÒQÉÆ ¦ÉÖVÉÆ ½þ®úÊiÉ iÉºªÉ EÞòiÉÆ Ê¦ÉxÉÊkÉ ¶ÉÒQÉÆ ¦ÉÖVÉÆ ½þ®úÊiÉ iÉºªÉ EÞòiÉÆ Ê¦ÉxÉÊkÉ * 
SÉÉ®úÓ MÉËiÉ |ÉSÉ®ÊúiÉ |É½®úþiªÉ¦ÉÒIhÉÆ 
Ê¶ÉIÉÉÎx´ÉiÉÉä xÉ®ú{ÉÊiÉ¤ÉÇ±É´ÉÉÆºiÉÖ ¦ÉÒ¨É&  
SÉÉ®úÓ MÉËiÉ |ÉSÉ®ÊúiÉ |É½®úþiªÉ¦ÉÒIhÉÆ 
Ê¶ÉIÉÉÎx´ÉiÉÉä xÉ®ú{ÉÊiÉ¤ÉÇ±É´ÉÉÆºiÉÖ ¦ÉÒ¨É& ** 19 ** 
 

iÉÞiÉÒªÉ&- B¹É ´ÉÞEòÉänù®ú&, 
Ê¶É®úÊºÉ MÉȪ ûÊxÉJÉÉiÉºjÉºiÉ®úHòÉpÇùMÉÉjÉÉä 
vÉ®úÊhÉvÉ®úÊxÉEòÉ¶É& ºÉÆªÉÖMÉä¹´É|É¨ÉäªÉ&* 
|ÉÊ´É¶ÉÊiÉ ÊMÉÊ®ú®úÉVÉÉä ¨ÉäÊnùxÉÓ ´ÉXÉnùMvÉ& 
Ê¶ÉÊlÉ±ÉÊ´ÉºÉÞiÉvÉÉiÉÖ½æþ¨ÉEÚò]õÉä ªÉlÉÉÊpù& ** 20 ** 
|ÉlÉ¨É&- B¹É MÉÉfø|É½þÉ®úÊ¶ÉÊlÉ±ÉÒEÞòiÉÉRÂóMÉÆ ÊxÉ{ÉiÉxiÉÆ ¦ÉÒ¨ÉºÉäxÉÆ où¹]Âõ´ÉÉ, 
BEòÉOÉÉRÂóMÉÖÊ±ÉvÉÉÊ®úiÉÉäzÉiÉ¨ÉÖJÉÉä ´ªÉÉºÉ& ÎºlÉiÉÉä Ê´ÉÎº¨ÉiÉ& 
ÊuùiÉÒªÉ&- nèùxªÉÆ ªÉÉÊiÉ ªÉÖÊvÉÎ¹`ö®úÉä%jÉ Ê´ÉnÖù®úÉä ¤ÉÉ¹{ÉÉEÖò±ÉÉIÉ& ÎºlÉiÉ&* 
iÉÞiÉÒªÉ&- º{ÉÞ¹]Æõ MÉÉÎhb÷´É¨ÉVÉÖÇxÉäxÉ MÉMÉxÉÆ EÞò¹hÉ& ºÉ¨ÉÖuùÒIÉiÉä 
ºÉ´Éæ- Ê¶É¹ªÉ|ÉÒiÉiÉªÉÉ ½þ±ÉÆ §É¨ÉªÉiÉä ®úÉ¨ÉÉä ®úhÉ|ÉäIÉEò& ** 21 ** 
|ÉlÉ¨É&- B¹É ¨É½þÉ®úÉVÉ&, 
´ÉÒªÉÉÇ±ÉªÉÉä Ê´ÉÊ´ÉvÉ®úixÉÊ´ÉÊSÉjÉ¨ÉÉèÊ±É- 
ªÉÖÇHòÉä%Ê¦É¨ÉÉxÉÊ´ÉxÉªÉtÖÊiÉºÉÉ½þºÉè¶SÉ* 
´ÉÉCªÉÆ ´ÉnùiªÉÖ{É½þºÉzÉiÉÖ ¦ÉÒ¨É! nùÒxÉÆ 
´ÉÒ®úÉä ÊxÉ½þÎxiÉ ºÉ¨É®äú¹ÉÖ ¦ÉªÉÆ iªÉVÉäÊiÉ ** 22 ** 
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ÊuùiÉÒªÉ&- B¹É <nùÉxÉÒ¨É{É½þÉºªÉ¨ÉÉxÉÆ ¦ÉÒ¨ÉºÉäxÉÆ où¹]Âõ´ÉÉ º´É¨ÉÚ̄ û¨ÉÊ¦É½þiªÉ EòÉ¨ÉÊ{É ºÉÆYÉÉÆ |ÉªÉSUôÊiÉ VÉxÉÉnÇùxÉ&* 
 
iÉÞiÉÒªÉ&- B¹É ºÉÆYÉªÉÉ ºÉ¨ÉÉ·ÉÉÊºÉiÉÉä ¨ÉÉ¯ûÊiÉ&, 
ºÉÆ¾þiªÉ §ÉÖEÖò]õÒ±ÉÇ±ÉÉ]õÊ´É´É®äú º´ÉänÆù Eò®äúhÉÉÊIÉ{ÉxÉÂ 
¤ÉÉ½Öþ¦ªÉÉÆ {ÉÊ®úMÉÞÁ ¦ÉÒ¨É´ÉnùxÉÎ¶SÉjÉÉRÂóMÉnùÉÆ º´ÉÉÆ MÉnùÉ¨ÉÂ* 
{ÉÖjÉÆ nùÒxÉ¨ÉÖnùÒIªÉ ºÉ´ÉÇMÉÊiÉxÉÉ ±É¤v´Éä́ É nùkÉÆ ¤É±ÉÆ 
MÉVÉÇxÉÂ ËºÉ½þ´ÉÞ¹ÉäIÉhÉ& ÊIÉÊiÉiÉ±ÉÉnÂù¦ÉÚªÉ& ºÉ¨ÉÖÊkÉ¹`öÊiÉ ** 23 ** 
|ÉlÉ¨É&- ½þxiÉ {ÉÖxÉ& |É´ÉÞkÉÆ MÉnùÉªÉÖrù¨ÉÂ* +xÉäxÉ Ê½þ, 
¦ÉÚ̈ ÉÉè {ÉÉÊhÉiÉ±Éä ÊxÉPÉÞ¹ªÉ iÉ®úºÉÉ ¤ÉÉ½Úþ |É¨ÉÞVªÉÉÊvÉEÆò 
ºÉxnù¹]õÉä¹`ö{ÉÖ]äõxÉ Ê´ÉGò¨É¤É±ÉÉiÉÂ GòÉävÉÉÊvÉEÆò MÉVÉÇiÉÉ* 
iªÉCi´ÉÉ vÉ¨ÉÇPÉÞhÉÉÆ Ê´É½þÉªÉ ºÉ¨ÉªÉÆ EÞò¹hÉºªÉ ºÉÆYÉÉºÉ¨ÉÆ 
MÉÉxvÉÉ®úÒiÉxÉªÉºªÉ {ÉÉhbÖ÷iÉxÉªÉäxÉÉä́ ÉÉæÌ´É¨ÉÖHòÉ MÉnùÉ ** 24 ** 
 
ºÉ´Éæ- ½þÉ ÊvÉEÂò {ÉÊiÉiÉÉä ¨É½þÉ®úÉVÉ& ½þÉ ÊvÉEÂò {ÉÊiÉiÉÉä ¨É½þÉ®úÉVÉ&* 
 
iÉÞiÉÒªÉ&- B¹É ¯ûÊvÉ®ú{ÉiÉxÉtÉäÊiÉiÉÉRÂóMÉÆ ÊxÉ{ÉiÉxiÉÆ EÖò¯û®úÉVÉÆ où¹]Âõ´ÉÉ JÉ¨ÉÖi{ÉÊiÉiÉÉä ¦ÉMÉ´ÉÉxÉÂ uèù{ÉÉªÉxÉ&* ªÉ B¹É&, 
½äþ±ÉÉºÉǼ ÉÞiÉ±ÉÉäSÉxÉäxÉ ½þÊ±ÉxÉÉ xÉäjÉÉä{É®úÉävÉ& EÞòiÉÉä 
où¹]Âõ´ÉÉ GòÉävÉÊxÉ¨ÉÒ±ÉiÉÆ ½þ±ÉvÉ®Æú nÖùªÉÉævÉxÉÉ{ÉäIÉªÉÉ* 
ºÉ¨§ÉÉxiÉè& Eò®ú{É\SÉ®úÉxiÉ®úMÉiÉÉä pèù{ÉÉªÉxÉYÉÉÊ{ÉiÉÉä 
¦ÉÒ¨É& EÞò¹hÉ¦ÉÖVÉÉ´É±ÉÎ¨¤ÉiÉMÉÊiÉÌxÉ´ÉÉÇÁiÉä {ÉÉhb÷´Éè& ** 25 ** 
|ÉlÉ¨É&- +ªÉä +ªÉ¨É{ªÉ¨É¹ÉÉæx¨ÉÒÊ±ÉiÉ®ú¦ÉºÉ±ÉÉäSÉxÉÉä ¦ÉÒ¨ÉºÉäxÉÉ{ÉGò¨ÉhÉ¨ÉÖuùÒIÉ¨ÉÉhÉ& <iÉ B´ÉÉÊ¦É´ÉiÉÇiÉä ¦ÉMÉ´ÉÉxÉÂ ½þ±ÉÉªÉÖvÉ&* ªÉ 
B¹É&, SÉ±ÉÊ´É±ÉÖÊ±ÉiÉ¨ÉÉèÊ±É& GòÉävÉiÉÉ©ÉÉªÉiÉÉIÉÉä 
     §É¨É®ú¨ÉÖJÉÊ´Énù¹]õÉÆ ËEòÊSÉnÖùiEÞò¹]õ ¨ÉÉ±ÉÉ¨ÉÂ * 
     +ÊºÉiÉiÉxÉÖÊ´É±ÉÎ¨¤ÉºjÉºiÉ´ÉºjÉÉxÉÖEò¹ÉÔ 
     ÊIÉÊiÉiÉ±É¨É´ÉiÉÒhÉÇ& {ÉÉÊ®ú´Éä¹ÉÒ´É SÉxpù& ** 26 ** 
ÊuùiÉÒªÉ&- iÉnùÉMÉ¨ªÉiÉÉÆ ´ÉªÉ¨ÉÊ{É iÉÉ´Éx¨É½þÉ®úÉVÉºªÉ |ÉiªÉxÉxiÉ®úÒ¦É´ÉÉ¨É&* 
=¦ÉÉè- ¤ÉÉfø¨ÉÂ* |ÉlÉ¨É& Eò±{É&* 

(ÊxÉ¹GòÉxiÉÉ&*) 
Ê´É¹Eò¨¦ÉEò&* 

 
(iÉiÉ& |ÉÊ´É¶ÉÊiÉ ¤É±Énäù´É&*) 

 
¤É±Énäù´É&- ¦ÉÉä ¦ÉÉä& {ÉÉÌlÉ´ÉÉ&! xÉ ªÉÖHòÊ¨Énù¨ÉÂ * ¦ÉÉä ¦ÉÉä& {ÉÉÌlÉ´ÉÉ&! xÉ ªÉÖHòÊ¨Énù¨ÉÂ* ¦ÉÉä ¦ÉÉä& {ÉÉÌlÉ´ÉÉ&! xÉ ªÉÖHòÊ¨Énù¨ÉÂ* 
¨É¨É Ê®ú{ÉÖ¤É±ÉEòÉ±ÉÆ ±ÉÉRÂóMÉ±ÉÆ ±ÉRÂóPÉÊªÉi´ÉÉ 
®úhÉEÞòiÉ¨ÉÊiÉºÉÏxvÉ ¨ÉÉÆ SÉ xÉÉ´ÉäIªÉ nù{ÉÉÇiÉÂ* 
®úhÉÊ¶É®úÊºÉ MÉnùÉÆ iÉÉÆ iÉäxÉ nÖùªÉÉævÉxÉÉä́ ÉÉæ& 
EÖò±ÉÊ´ÉxÉªÉºÉ¨ÉÞnÂùvªÉÉ {ÉÉÊiÉiÉ& {ÉÉiÉÊªÉi´ÉÉ ** +É - +É - +É ** 27 ** 
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¦ÉÉä nÖùªÉÉævÉxÉ! ¨ÉÖ½ÚþiÉÈ iÉÉ´ÉnùÉi¨ÉÉ vÉÉªÉÇiÉÉ¨ÉÂ* 
ºÉÉè¦ÉÉäÎSUô¹]õ¨ÉÖJÉÆ ¨É½þÉºÉÖ®ú{ÉÖ®ú|ÉÉEòÉ®úEÚò]õÉRÂóEÖò¶ÉÆ 
EòÉÊ±ÉxnùÒVÉ±ÉnäùÊ¶ÉEÆò Ê®ú{ÉÖ¤É±É|ÉÉhÉÉä{É½þÉ®úÌSÉiÉ¨ÉÂ* 
½þºiÉÉäÎiIÉ{iÉ½þ±ÉÆ Eò®úÉäÊ¨É ¯ûÊvÉ®úº´ÉänùÉpÇù{ÉRÂóEòÉäkÉ® Æ 
¦ÉÒ¨ÉºªÉÉä®úÊºÉ ªÉÉ´Énùt Ê´É{ÉÖ±Éä EäònùÉ®ú¨ÉÉMÉÉÇEÖò±É¨ÉÂ ** 28 ** 
 
(xÉä{ÉlªÉä) |ÉºÉÒnùiÉÖ |ÉºÉÒnùiÉÖ ¦ÉMÉ´ÉÉxÉÂ ½þ±ÉÉªÉÖvÉ& |ÉºÉÒnùiÉÖ |ÉºÉÒnùiÉÖ ¦ÉMÉ´ÉÉxÉÂ ½þ±ÉÉªÉÖvÉ&* 
¤É±Énäù´É&- +ªÉä B´ÉÆ MÉiÉÉä%{ªÉxÉÖMÉSUôÊiÉ ¨ÉÉÆ iÉ{Éº´ÉÒ nÖùªÉÉævÉxÉ&* ªÉ B¹É&, 
 

(iÉiÉ& |ÉÊ´É¶ÉÊiÉ ¦ÉMxÉÉä¯ûªÉÖMÉ±ÉÉä nÖùªÉÉævÉxÉ& - lÉèªÉ¨É nÖùªÉÉævÉxÉ&*) 
 

nÖùªÉÉævÉxÉ&   +É%....B¹É ¦ÉÉä&! +Éä%....+Éä%....+Éä%....+Éä%....+Éä%.... 
 
¤É±Énäù´É&- ¸ÉÒ¨ÉÉxÉÂ ºÉÆªÉÖMÉSÉxnùxÉäxÉ ¯ûÊvÉ®äúhÉÉpùÉÇxÉÖÊ±É{iÉSUôÊ´É- 

 ¦ÉÚÇºÉÆºÉ{ÉÇhÉ®äúhÉÖ{ÉÉ]õ±É¦ÉÖVÉÉä ¤ÉÉ±ÉµÉiÉÆ OÉÉÊ½þiÉ&* 
 ÊxÉ´ÉÞÇkÉä%¨ÉÞiÉ¨ÉxlÉxÉä ÊIÉÊiÉvÉ®úÉx¨ÉÖHò& ºÉÖ®èú& ºÉÉºÉÖ®èú- 
 ®úÉEò¹ÉÇÊzÉ´É ¦ÉÉäMÉ¨ÉhÉḈ ÉVÉ±Éä ¸ÉÉxiÉÉäÎVZÉiÉÉä ´ÉÉºÉÖÊEò& ** +É - +É - +É ** 29 ** 
 

nÖùªÉÉævÉxÉ&  ¦ÉÒ¨ÉäxÉ ¦ÉÒ¨ÉäxÉ Ê¦Éi´ÉÉ ºÉ¨ÉªÉ´ªÉ´ÉºlÉÉÆ MÉnùÉÊ¦ÉPÉÉiÉIÉiÉVÉVÉÇ®úÉǟ û&* 
¦ÉÚ̈ ÉÉè ¦ÉÖVÉÉ¦ªÉÉÆ {ÉÊ®úEÞò¹ªÉ¨ÉÉhÉÆ º´ÉÆ näù½þ¨ÉvÉÉæ{É®úiÉÆ ´É½þÉÊ¨É ** 30 ** 

 
¤É±Énäù´É&- ¦ÉÉä ¦ÉÉä& {ÉÉÌlÉ´ÉÉ&! xÉ ªÉÖHòÊ¨Énù¨ÉÂ * ¦ÉÉä ¦ÉÉä& {ÉÉÌlÉ´ÉÉ&! xÉ ªÉÖHòÊ¨Énù¨ÉÂ* 
 
|ÉºÉÒnùiÉÖ |ÉºÉÒnùiÉÖ ¦ÉMÉ´ÉÉxÉÂ ½þ±ÉÉªÉÖvÉ&* 
 
lÉèªÉ¨É nÖùªÉÉævÉxÉ&  i´Éi{ÉÉnùªÉÉäÌxÉ{ÉÊiÉiÉÆ {ÉÊiÉiÉºªÉ ¦ÉÚ̈ ÉÉ- 

´ÉäiÉÎSUô®ú& |ÉlÉ¨É¨Ét Ê´É¨ÉÖ\SÉ ®úÉä¹É¨ÉÂ* 
VÉÒ´ÉxiÉÖ iÉä EÖò¯ûEÖò±ÉºªÉ ÊxÉ´ÉÉ{É¨ÉäPÉÉ 

nÖùªÉÉævÉxÉ&  ´Éè®Æú SÉ Ê´ÉOÉ½þEòlÉÉ¶SÉ ´ÉªÉÆ SÉ xÉ¹]õÉ& ** 31 ** 
 
¤É±Énäù´É&- ¦ÉÉä& nÖùªÉÉævÉxÉ! ¨ÉÖ½ÚþiÉÈ iÉÉ´ÉnùÉi¨ÉÉ vÉÉªÉÇiÉÉ¨ÉÂ* 
 
nÖùªÉÉævÉxÉ&  ËEò ¦É´ÉÉxEòÊ®ú¹ªÉÊiÉ* 
¤É±Énùä́ É&- ¦ÉÉä ¸ÉÚªÉiÉÉ¨ÉÂ, 
+ÉÊIÉ{iÉ±ÉÉRÂóMÉ±É¨ÉÖJÉÉäÎ±±ÉÊJÉiÉè& ¶É®úÒ®è- 
úÌxÉnùÉÇÊ®úiÉÉÆºÉ¾þnùªÉÉx¨ÉÖºÉ±É|É½þÉ®èú&* 
nùÉºªÉÉÊ¨É ºÉÆªÉÖMÉ½þiÉÉxºÉ®úlÉÉ·ÉxÉÉMÉÉxÉÂ 
º´ÉMÉÉÇxÉÖªÉÉjÉ{ÉȪ û¹ÉÉÆºiÉ´É {ÉÉhbÖ÷{ÉÖjÉÉxÉÂ ** 32 ** 
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lÉèªÉ¨É nÖùªÉÉævÉxÉ&  ¨ÉÉ ¨ÉÉ ¦É´ÉÉxÉä́ É¨ÉÂ* 
nÖùªÉÉævÉxÉ&  ¨ÉÉ ¨ÉÉ ¦É´ÉÉxÉä́ É¨ÉÂ* 
|ÉÊiÉYÉÉ´ÉÊºÉiÉä ¦ÉÒ¨Éä MÉiÉä §ÉÉiÉÞ¶ÉiÉä Ênù´É¨ÉÂ* 
¨ÉÊªÉ SÉè́ ÉÆ MÉiÉä ®úÉ¨É! 
 
lÉèªÉ¨É nÖùªÉÉævÉxÉ&    Ê´ÉOÉ½þ& ËEò EòÊ®ú¹ªÉÊiÉ** 
nÖùªÉÉævÉxÉ&   Ê´ÉOÉ½þ& ËEò EòÊ®ú¹ªÉÊiÉ** 33 ** 
 
¤É±Énäù´É&- ¨Éi|ÉiªÉIÉÆ ´ÉÎ\SÉiÉÉä ¦É´ÉÉÊxÉiªÉÖi{ÉzÉÉä ¨Éä ®úÉä¹É&* 
nÖùªÉÉævÉxÉ&   ´ÉÎ\SÉiÉ <ÊiÉ ¨ÉÉÆ ¦É´ÉÉxÉÂ ¨ÉxªÉiÉä* 
¤É±Énäù´É&- Eò& ºÉÆ¶ÉªÉ&? 
nÖùªÉÉævÉxÉ&   ½þxiÉ ¦ÉÉä! nùkÉ¨ÉÚ±ªÉÉ <´É ¨Éä |ÉÉhÉÉ&* EÖòiÉ& - 
+ÉnùÒ{iÉÉxÉ±ÉnùÉ¯ûhÉÉVVÉiÉÖMÉÞ½þÉnÂù ¤ÉÖvªÉÉi¨ÉÊxÉ´ÉÉÇÊ½þhÉÉ 
ªÉÖräù ´Éȩ̀ É´ÉhÉÉ±ÉªÉä%SÉ±ÉÊ¶É±ÉÉ´ÉäMÉ|ÉÊiÉº¡òÉÊ±ÉxÉÉ* 
¦ÉÒ¨ÉäxÉÉt Ê½þÊb÷¨¤É®úÉIÉºÉ{ÉÊiÉ|ÉÉhÉ|ÉÉÊiÉOÉÉÊ½þhÉÉ 
ªÉtä́ ÉÆ ºÉ¨É´ÉèÊ¹É ¨ÉÉÆ Uô±ÉÊVÉiÉÆ ¦ÉÉä ®úÉ¨É! xÉÉ½Æþ ÊVÉiÉ& ** 34 ** +É%...+É%...+É%...+É%...+É%...+É%... 
¤É±Énäù´É&- ¦ÉÒ¨ÉºÉäxÉ <nùÉxÉÓ iÉ´É ªÉÖrù´É\SÉxÉÉ¨ÉÖi{ÉÉt ºlÉÉºªÉÊiÉ* 
nÖùªÉÉævÉxÉ&   ËEò SÉÉ½Æþ ¦ÉÒ¨ÉºÉäxÉäxÉ ´ÉÎ\SÉiÉ&* 
¤É±Énäù´É&- +lÉ EäòxÉ ¦É´ÉÉxÉä́ ÉÆÊ´ÉvÉ& EÞòiÉ&* 
nÖùªÉÉævÉxÉ&   ¸ÉÚªÉiÉÉ¨ÉÂ, ªÉäxÉäxpùºªÉ ºÉ {ÉÊ®úVÉÉiÉEòiÉ¯û¨ÉÉÇxÉäxÉ iÉÖ±ªÉÆ ¾þiÉÉä 
                 Ênù´ªÉÆ ´É¹ÉÇºÉ½þ»É¨ÉhÉḈ ÉVÉ±Éä ºÉÖ{iÉ¶SÉ ªÉÉä ±ÉÒ±ÉªÉÉ* 
                 iÉÒ´ÉÉÆ ¦ÉÒ¨ÉMÉnùÉÆ |ÉÊ´É¶ªÉ ºÉ½þºÉÉ ÊxÉ´ªÉÉÇVÉªÉÖrùÉÊ|ÉªÉ- 
                 ºiÉäxÉÉ½Æþ VÉMÉiÉ& Ê|ÉªÉähÉ ½þÊ®úhÉÉ ¨ÉÞiªÉÉä& |ÉÊiÉOÉÉÊ½þiÉ& ** 35 ** 
(xÉä{ÉlªÉä) =ººÉ®ú½þ =ººÉ®ú½þ +ªªÉÉ! =ººÉ®ú½þ* (=iºÉ®úiÉÉäiºÉ®úiÉÉªÉÉÇ&! =iºÉ®úiÉ*) 
´ÉÒªÉÉÇEò®ú& ºÉÖiÉ¶ÉiÉ|ÉÊ´É¦ÉHòSÉIÉÖ ºÉÖiÉ¶ÉiÉ|ÉÊ´É¦ÉHòSÉIÉ- 
nÇù{ÉÉætiÉ& EòxÉEòªÉÚ{ÉÊ´É±É¨¤É¤ÉÉ½Öþ&* 
ºÉÞ¹]õÉä wÉÖ́ ÉÆ ÊjÉÊnù´É®úIÉhÉVÉÉiÉ¶ÉRÂóEèò- 
nèù´Éè®ú®úÉÊiÉÊiÉÊ¨É®úÉ\VÉÊ±ÉiÉÉÊb÷iÉÉIÉ& ** +É - +É - +É ** 36 ** 
 

(iÉiÉ& |ÉÊ´É¶ÉÊiÉ vÉÞiÉ®úÉ¹]ÅõÉä MÉÉxvÉÉ®úÒ näù´ªÉÉè nÖùVÉÇªÉ¶SÉ*) 
 

vÉÞiÉ®úÉ¹]Åõ&- {ÉÖjÉ C´ÉÉÊºÉ? 
MÉÉxvÉÉ®úÒ- {ÉÖkÉ+! EòË½þ ÊºÉ? ({ÉÖjÉEò! C´ÉÉÊºÉ?) 
¤É±Énäù´É&- (Ê´É±ÉÉäCªÉ) +ªÉä +ªÉ¨ÉjÉ¦É´ÉÉxÉÂ vÉÞiÉ®úÉ¹]Åõ& MÉÉxvÉÉ®úÒ SÉ nÖùVÉÇªÉäxÉÉnäùÊ¶ÉiÉ¨ÉÉMÉÉæ%xiÉ&{ÉÖ®úÉxÉÖ¤ÉxvÉ& 
¶ÉÉäEòÉÊ¦É¦ÉÚiÉ¾þnùªÉ¶SÉÊEòiÉMÉÊiÉÊ®úiÉ B´ÉÉÊ¦É´ÉiÉÇiÉä* ªÉ B¹É&, 
vÉÞiÉ®úÉ¹]Åõ&- {ÉÖjÉ C´ÉÉÊºÉ? 
MÉÉxvÉÉ®úÒ- {ÉÖkÉ+! EòË½þ ÊºÉ? ({ÉÖjÉEò! C´ÉÉÊºÉ?) 
 
näù´ªÉÉè- ¨É½þÉ®úÉVÉ! EòË½þ ÊºÉ? (¨É½þÉ®úÉVÉ! C´ÉÉÊºÉ?) 
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vÉÞiÉ®úÉ¹]Åõ&- ¦ÉÉä&! Eò¹]õ¨ÉÂ* 
´É\SÉxÉÉÊxÉ½þiÉÆ ¸ÉÖi´ÉÉ ºÉÖiÉ¨ÉtÉ½þ´Éä ¨É¨É* 
¨ÉÖJÉ¨ÉxiÉMÉÇiÉÉ»ÉÉIÉ¨ÉxvÉ¨ÉxvÉiÉ®Æú EÞòiÉ¨ÉÂ ** 37 ** 
MÉÉxvÉÉÊ®ú! MÉÉxvÉÉÊ®ú! ËEò vÉ®úºÉä* 
MÉÉxvÉÉ®úÒ- VÉÒ´ÉÉÊ´ÉnùÎ¨½þ ¨Éxnù¦ÉÉ+É* (VÉÒÊ´ÉiÉÉÎº¨É ¨Éxnù¦ÉÉMÉÉ*) 
vÉÞiÉ®úÉ¹]Åõ&- MÉÉxvÉÉÊ®ú! ËEò où¶ªÉiÉä nÖùªÉÉævÉxÉxÉÉ¨ÉvÉäªÉ& EÖò±É¨ÉÉxÉÒ* 
MÉÉxvÉÉ®úÒ- ¨É½þÉ®úÉ+! hÉ ÊnùººÉÊnù* (¨É½þÉ®úÉVÉ! xÉ où¶ªÉiÉä*) 
vÉÞiÉ®úÉ¹]Åõ&- EòlÉÆ xÉ où¶ªÉiÉä* ½þxiÉ¦ÉÉä! +tÉº¨ªÉ½þ¨ÉxvÉÉä ªÉÉä%½þ¨Éx´Éä¹]õ´ªÉä EòÉ±Éä {ÉÖjÉÆ xÉ {É¶ªÉÉÊ¨É* ¦ÉÉä& EÞòiÉÉxiÉ½þiÉEò! 
Ê®ú{ÉÖºÉ¨É®úÊ´É¨ÉnÈù ¨ÉÉxÉ´ÉÒªÉÇ|ÉnùÒ{iÉÆ 
ºÉÖiÉ¶ÉiÉ¨ÉÊiÉvÉÒ®Æú ´ÉÒ®ú¨ÉÖi{ÉÉt ¨ÉÉxÉ¨ÉÂ* 
vÉ®úÊhÉiÉ±ÉÊ´ÉEòÒhÉÈ ËEò ºÉ ªÉÉäMªÉÉä xÉ ¦ÉÉäHÖÆò 
ºÉEÞònùÊ{É vÉÞiÉ®úÉ¹]Åõ& {ÉÖjÉnùkÉÆ ÊxÉ´ÉÉ{É¨ÉÂ ** 39 ** 
MÉÉxvÉÉ®úÒ- VÉÉnù ºÉÖªÉÉävÉhÉ! näùÊ½þ ¨Éä {ÉÊb÷´É+hÉÆ* {ÉÖkÉºÉnùÊ´ÉhÉÉºÉ nÖùÎilÉnÆù ºÉ¨ÉººÉÉºÉäÊ½þ ¨É½þÉ®úÉ+Æ* (VÉÉiÉ ºÉÖªÉÉävÉxÉ* näùÊ½þ ¨Éä 
|ÉÊiÉ´ÉSÉxÉ¨ÉÂ* {ÉÖjÉ¶ÉiÉÊ´ÉxÉÉ¶ÉnÖù& ÎºlÉiÉÆ ºÉ¨ÉÉ·ÉÉºÉªÉ ¨É½þÉ®úÉVÉ¨ÉÂ*) 
¤É±Énäù´É&- +ªÉä* <ªÉ¨ÉjÉ¦É´ÉiÉÒ MÉÉxvÉÉ®úÒ* 
ªÉÉ {ÉÖjÉ{ÉÉèjÉ´ÉnùxÉä¹´ÉEÖòiÉÚ½þ±ÉÉIÉÒ 
nÖùªÉÉævÉxÉÉºiÉÊ¨ÉiÉ¶ÉÉäEòÊxÉ{ÉÒiÉvÉèªÉÉÇ* 
+ºjÉè®úVÉ»É¨ÉvÉÖxÉÉ {ÉÊiÉvÉ¨ÉÇÊSÉ¼xÉ- 
¨ÉÉpùÔEÞòiÉÆ xÉªÉxÉ¤ÉxvÉÊ¨ÉnÆù nùvÉÉÊiÉ ** 40 ** 
vÉÞiÉ®úÉ¹]Åõ&- {ÉÖjÉ nÖùªÉÉævÉxÉ! +¹]õÉnù¶ÉÉIÉÉèÊ½þhÉÒ¨É½þÉ®úÉVÉ! C´ÉÉÊºÉ* 
®úÉVÉÉ- +tÉÎº¨É ¨É½þÉ®úÉVÉ&* 
vÉÞiÉ®úÉ¹]Åõ&- BÊ½þ {ÉÖjÉ¶ÉiÉVªÉä¹`ö* näùÊ½þ ¨Éä |ÉÊiÉ´ÉSÉxÉ¨ÉÂ* 
®úÉVÉÉ- nùnùÉÊ¨É JÉ±ÉÖ |ÉÊiÉ´ÉSÉxÉ¨ÉÂ* +xÉäxÉ ´ÉÞkÉÉxiÉäxÉ µÉÒÊbiÉÉä%Îº¨É* 
vÉÞiÉ®úÉ¹]Åõ&- BÊ½þ {ÉÖjÉ! +Ê¦É´ÉÉnùªÉº´É ¨ÉÉ¨ÉÂ* 
®úÉVÉÉ- +ªÉ¨ÉªÉ¨ÉÉMÉSUôÉÊ¨É* 
vÉÞiÉ®úÉ¹]Åõ&- BÊ½þ {ÉÖjÉ! +Ê¦É´ÉÉnùªÉº´É ¨ÉÉ¨ÉÂ* 
®úÉVÉÉ- +ªÉ¨ÉªÉ¨ÉÉMÉSUôÉÊ¨É* 
vÉÞiÉ®úÉ¹]Åõ&- BÊ½þ {ÉÖjÉ! +Ê¦É´ÉÉnùªÉº´É ¨ÉÉ¨ÉÂ* 
®úÉVÉÉ- +ªÉ¨ÉªÉ¨ÉÉMÉSUôÉÊ¨É* 
vÉÞiÉ®úÉ¹]Åõ&- BÊ½þ {ÉÖjÉ! +Ê¦É´ÉÉnùªÉº´É ¨ÉÉ¨ÉÂ* 
®úÉVÉÉ- +ªÉ¨ÉªÉ¨ÉÉMÉSUôÉÊ¨É* 
(=ilÉÉxÉÆ °ü{ÉÊªÉi´ÉÉ {ÉiÉÊiÉ) ½þÉ ÊvÉEÂò* +ªÉÆ ¨Éä ÊuùiÉÒªÉ& |É½þÉ®ú&* Eò¹]Æõ ¦ÉÉä&! 
¾þiÉÆ ¨Éä ¦ÉÒ¨ÉºÉäxÉäxÉ MÉnùÉ{ÉÉiÉEòSÉOÉ½äþ* 
ºÉ¨É¨ÉÚ̄ ûuùªÉäxÉÉt MÉÖ®úÉä& {ÉÉnùÉÊ¦É´ÉxnùxÉ¨ÉÂ ** 41 ** 
MÉÉxvÉÉ®úÒ- BilÉ VÉÉnùÉ!* (+jÉ VÉÉiÉä!) 
näù´ªÉÉè- +ªªÉä! <¨ÉÉ ¨½þ* (+ÉªÉæ! <¨Éä º´É&*) 
MÉÉxvÉÉ®úÒ- +hhÉäºÉ½þ ¦ÉkÉÉ®Æú* (+x´Éä¹ÉälÉÉÆ ¦ÉiÉÉÇ®ú¨ÉÂ*) 
näù´ªÉÉè- MÉSUôÉ¨É ¨Éxnù¦ÉÉ+É* (MÉSUôÉ´É& ¨Éxnù¦ÉÉMÉä*) 
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näù´ªÉÉè- ¨É½þÉ®úÉ+! EÖ jÉÉÊºÉ Ê½… Ê½… Ê½…* ¨É½þÉ®úÉ+! +É%...+É%...+É%...EÖ jÉÉÊºÉ Ê½… Ê½… Ê½… * 
®úÉVÉÉ- ¦ÉÉä&! Eò¹]õ¨ÉÂ* ªÉx¨É¨ÉÉÊ{É ÎºjÉªÉÉä ¯ûnùÎxiÉ* 
{ÉÚ́ ÉÈ xÉ VÉÉxÉÉÊ¨É MÉnùÊ¦ÉPÉÉiÉ¯ûVÉÉÊ¨ÉnùÉxÉÓ iÉÖ ºÉ¨ÉlÉÇªÉÉÊ¨É* 
ªÉx¨Éä |ÉEòÉ¶ÉÒEÞòiÉ¨ÉÚvÉÇVÉÉÊxÉ ®úhÉÆ |ÉÊ´É¹]õÉxªÉ´É®úÉävÉxÉÉÊxÉ ** 38 ** 
vÉÞiÉ®úÉ¹]Åõ&- Eò B¹É ¦ÉÉä&! ¨É¨É ´ÉºjÉÉxiÉ¨ÉÉEò¹ÉÇxÉÂ ¨ÉÉMÉÇ̈ ÉÉnäù¶ÉªÉÊiÉ* 
nÖùVÉÇªÉ&- iÉÉnù! +½Æþ nÖùVVÉ+Éä* (iÉÉiÉ! +½Æþ nÖùVÉÇªÉ&*) 
vÉÞiÉ®úÉ¹]Åõ&- {ÉÉèjÉ nÖùVÉÇªÉ! Ê{ÉiÉ®ú¨ÉÎx´ÉSUô* 
nÖùVÉÇªÉ&- iÉÉnù! {ÉÊ®úººÉÆiÉÉä JÉÖ +½Æþ* (iÉÉiÉ! {ÉÊ®ú¸ÉÉxiÉ& JÉ±´É½þ¨ÉÂ*) 
vÉÞiÉ®úÉ¹]Åõ&- MÉSUô, Ê{ÉiÉÖ®úRÂóEäò Ê´É¸É¨Éº´É* 
nÖùVÉÇªÉ&- iÉÉnù! +½Æþ MÉSUôÉÊ¨É* (={ÉºÉÞiªÉ) iÉÉnù! EòË½þ ÊºÉ? (iÉÉiÉ! +½Æþ MÉSUôÉÊ¨É* iÉÉiÉ C´ÉÉÊºÉ?) 
®úÉVÉÉ- +ªÉ¨É{ªÉÉMÉiÉ&* ¦ÉÉä&! ºÉ´ÉÉḈ ÉºlÉÉªÉÉÆ ¾þnùªÉºÉÊxÉÊ½þiÉ& {ÉÖjÉºxÉä½þÉä ¨ÉÉÆ nù½þÊiÉ* EÖòiÉ&, 
nÖùVÉÇªÉ&- iÉÉnù! EòË½þ ÊºÉ? 
 
nÖù&JÉÉxÉÉ¨ÉxÉÊ¦ÉYÉÉä ªÉÉä ¨É¨ÉÉRÂóEò¶ÉªÉxÉÉäÊSÉiÉ&* 
ÊxÉÌVÉiÉÆ nÖùVÉÇªÉÉä où¹]Âõ´ÉÉ ÊEòzÉÖ ¨ÉÉ¨ÉÊ¦ÉvÉÉºªÉÊiÉ ** 42 ** 
 
nÖùVÉÇªÉ&- ++Æ ¨É½þÉ®úÉ+Éä ¦ÉÚ¨ÉÒB =´ÉÊ´É]Âõ`öÉä* (+ªÉÆ ¨É½þÉ®úÉVÉÉä ¦ÉÚ̈ ªÉÉ¨ÉÖ{ÉÊ´É¹]õ&*) 
®úÉVÉÉ- {ÉÖjÉ {ÉÖjÉ ÊEò¨ÉlÉÇÊ¨É½þÉMÉiÉ&* 
nÖùVÉÇªÉ&- iÉÖ́ ÉÆ ÊSÉ®úÉªÉÊºÉ ÊkÉ* (i´ÉÆ ÊSÉ®úÉªÉºÉÒÊiÉ*) 
®úÉVÉÉ- +½þÉä +ºªÉÉMÉ´ÉºlÉÉªÉÉ{ÉÊ{É {ÉÖjÉºxÉä½þÉä ¾þnùªÉÆ nù½þÊiÉ* 
nÖùVÉÇªÉ&- +½Æþ Ê{É JÉÖnäù +RÂóEäò=´ÉÊ´ÉºÉÉÊ¨É* (+RÂóEò¨ÉÉ®úÉä½þÊiÉ) +½þ¨ÉÊ{É JÉ±ÉÖ iÉä +RÂóEäò={ÉÊ´É¶ÉÉÊ¨É*) 
®úÉVÉÉ- (ÊxÉ´ÉÉªÉÇ) nÖùVÉÇªÉ! nÖùVÉÇªÉ! ¦ÉÉä&! Eò¹]õ¨ÉÂ* 
 
¾þnùªÉ|ÉÒÊiÉVÉxÉxÉÉä ªÉÉä ¨Éä xÉäjÉÉäiºÉ´É& º´ÉªÉ¨ÉÂ* 
ºÉÉä%ªÉÆ EòÉ±ÉÊ´É{ÉªÉÉÇºÉÉSSÉxpùÉä ´ÉÎ¼xÉi´É¨ÉÉMÉiÉ& ** 43 ** 
nÖùVÉÇªÉ&- +RÂóEäò =´É´ÉäºÉÆ ÊEòÎhhÉÊ¨ÉkÉÆ iÉÖ́ ÉÆ ´ÉÉ®äúÊºÉ* (+RÂóEò ={É´Éä¶ÉÆ ÊEòÊzÉÊ¨ÉkÉÆ i´ÉÆ ´ÉÉ®úªÉÊºÉ*) 
 
®úÉVÉÉ- iªÉCi´ÉÉ {ÉÊ®úÊSÉiÉÆ {ÉÖjÉ! ªÉjÉ iÉjÉ i´ÉªÉÉºªÉiÉÉ¨ÉÂ* 
+t|É¦ÉÞÊiÉ xÉÉºiÉÒnÆù {ÉÚ́ ÉÇ¦ÉÖHÆò iÉ´ÉÉºÉxÉ¨ÉÂ ** 44 ** 
nÖùVÉÇªÉ&- EòÊ½þ hÉÖ ½Öþ ¨É½þÉ®úÉ+Éä MÉÊ¨ÉÎººÉÊnù* (EÖòjÉ xÉÖ JÉ±ÉÖ ¨É½þÉ®úÉVÉÉä MÉÊ¨É¹ªÉÊiÉ*) 
®úÉVÉÉ- §ÉÉiÉÞ¶ÉiÉ¨ÉxÉÖMÉSUôÉÊ¨É* 
nÖùVÉÇªÉ&- ¨ÉÆ Ê{É iÉÊ½þ hÉäÊ½þ* (¨ÉÉ¨ÉÊ{É iÉjÉ xÉªÉ*) 
®úÉVÉÉ- MÉSUô {ÉÖjÉ! B´ÉÆ ´ÉÞEòÉänù®Æú - ¦ÉÒ¨ÉºÉäxÉäxÉ ¥ÉÚÊ½þ* 
nÖùVÉÇªÉ&- BÊ½þ ¨É½þÉ®úÉ+! +hhÉäºÉÒ+ÊºÉ* (BÊ½þ ¨É½þÉ®úÉVÉ! +Îx´É¹ªÉºÉä*) 
®úÉVÉÉ- {ÉÖjÉ EäòxÉ* 
nÖùVÉÇªÉ&- +ªªÉÉB +ªªÉähÉ ºÉ´´ÉähÉ +xiÉä=®äúhÉ +* (+ÉªÉÇªÉÉªÉæhÉ ºÉ´ÉæhÉÉxiÉ& {ÉÖ®äúhÉ SÉ*) 
®úÉVÉÉ- MÉSUô {ÉÖjÉ! xÉÉ½þ¨ÉÉMÉxiÉÖÆ ºÉ¨ÉlÉÇ&* 
nÖùVÉÇªÉ&- +½Æþ iÉÖ̈ ÉÆ hÉ<ººÉÆ* (+½Æþ i´ÉÉÆ xÉä¹ªÉÉÊ¨É*) 
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®úÉVÉÉ- ¤ÉÉ±ÉºiÉÉ´ÉnùÊºÉ {ÉÖjÉ* 
nÖùVÉÇªÉ&- ({ÉÊ®úGò¨ªÉ) +ªªÉÉ! ++Æ ¨É½þÉ®úÉ+Éä* (+ÉªÉÉÇ&! +ªÉÆ ¨É½þÉ®úÉVÉ&) 
näù´ªÉÉè- ½þÉ ½þÉ! ¨É½þÉ®úÉ+Éä! (½þÉ ½þÉ! ¨É½þÉ®úÉVÉ&*) 
vÉÞiÉ®úÉ¹]Åõ&- C´ÉÉºÉÉè ¨É½þÉ®úÉVÉ&* 
MÉÉxvÉÉ®úÒ- EòË½þ ¨Éä {ÉÖkÉ+Éä* (EÖòjÉ ¨Éä {ÉÖjÉEò&*) 
nÖùVÉÇªÉ&- ++Æ ¨É½þÉ®úÉ+Éä ¦ÉÚ¨ÉÒB =´ÉÊ´É]Âõ`öÉä (+ªÉÆ ¨É½þÉ®úÉVÉÉä ¦ÉÚ¨ªÉÉ¨ÉÖ{ÉÊ´É¹]õ&*) 
vÉÞiÉ®úÉ¹]Åõ&- ½þxiÉ ¦ÉÉä&! ÊEò¨ÉªÉÆ ¨É½þÉ®úÉVÉ&* 
ªÉ& EòÉ\SÉxÉºiÉ¨¦ÉºÉ¨É|É¨ÉÉhÉÉä ±ÉÉäEäò ÊEò±ÉèEòÉä ´ÉºÉÖvÉÉÊvÉ{Éäxpù&* 
EÞòiÉ& ºÉ ¨Éä ¦ÉÚÊ¨ÉMÉiÉºiÉ{Éº´ÉÒ uùÉ®äúxpùEòÒ±ÉÉvÉÇºÉ¨É|É¨ÉÉhÉ& ** 45 ** 
MÉÉxvÉÉ®úÒ- VÉÉnù ºÉÖªÉÉävÉhÉ! {ÉÊ®úººÉÆiÉÉäÊºÉ* (VÉÉiÉ ºÉÖªÉÉävÉxÉ! {ÉÊ®ú¸ÉÉxiÉÉä%ÊºÉ*) 
®úÉVÉÉ- ¦É´ÉiªÉÉ& JÉ±´É½Æþ {ÉÖjÉ&* 
 
vÉÞiÉ®úÉ¹]Åõ&- EäòªÉÆ ¦ÉÉä&! 
MÉÉxvÉÉ®úÒ- ¨É½þÉ®úÉ+! +½þ¨É¦ÉÒnù{ÉÖkÉ{{ÉºÉÊ´ÉhÉÒ* (¨É½þÉ®úÉVÉ! +½þ¨É¦ÉÒiÉ{ÉÖjÉ |ÉºÉÊ´ÉxÉÒ*) 
®úÉVÉÉ- +tÉäi{ÉzÉÊ¨É´ÉÉi¨ÉÉxÉ¨É´ÉMÉSUôÉÊ¨É* ¦ÉÉäºiÉÉiÉ ÊEòÊ¨ÉnùÉxÉÓ ´ÉèC±É´ªÉäxÉ* 
vÉÞiÉ®úÉ¹]Åõ&- {ÉÖjÉ EòlÉ¨ÉÊ´ÉC±É´ÉÉä ¦ÉÊ´É¹ªÉÉÊ¨É* 
ªÉºªÉ ´ÉÒªÉÇ¤É±ÉÉäÎiºÉHÆò ºÉÆªÉÖMÉÉv´É®únùÒÊIÉiÉ¨ÉÂ* 
{ÉÚ́ ÉÈ §ÉÉiÉÞ¶ÉiÉÆ xÉ¹]Æõ i´ÉªªÉäEòÎº¨Éx½þiÉä ½þiÉ¨ÉÂ ** 46 ** 
({ÉiÉÊiÉ*) ®úÉVÉÉ- ½þÉ ÊvÉEÂò* {ÉÊiÉiÉÉä%jÉ¦É´ÉÉxÉÂ* iÉÉiÉ! ºÉ¨ÉÉ·ÉºÉªÉÉjÉ¦É´ÉiÉÒ¨ÉÂ* 
vÉÞiÉ®úÉ¹]Åõ&- {ÉÖjÉ! ÊEòÊ¨ÉÊiÉ ºÉ¨ÉÉ·ÉºÉªÉÉÊ¨É* 
®úÉVÉÉ- +{É®úÉRÂó¨ÉÖJÉÉä ªÉÖÊvÉ ½þiÉ <ÊiÉ* ¦ÉÉäºiÉÉiÉ! ¶ÉÉäEòÊxÉOÉ½äþhÉ ÊGòªÉiÉÉÆ ¨É¨ÉÉxÉÖOÉ½þ&* 
i´Éi{ÉÉnù¨ÉÉjÉ|ÉhÉiÉÉOÉ¨ÉÉèÊ±ÉV´ÉÇ±ÉxiÉ¨É{ªÉÎMxÉ¨ÉÊSÉxiÉÊªÉi´ÉÉ* 
ªÉäxÉè́ É ¨ÉÉxÉäxÉ ºÉ¨ÉÆ |ÉºÉÚiÉºiÉäxÉè́ É ¨ÉÉxÉäxÉ Ênù´ÉÆ |ÉªÉÉÊ¨É ** 47 ** 
vÉÞiÉ®úÉ¹]Åõ&- ´ÉÞrùºªÉ ¨Éä VÉÒÊ´ÉiÉÊxÉ& º{ÉÞ½þºªÉ ÊxÉºÉMÉÇºÉÆ̈ ÉÒÊ±ÉiÉ±ÉÉäSÉxÉºªÉ* 
vÉÞËiÉ ÊxÉMÉÞÁÉi¨ÉÊxÉ ºÉ¨|É´ÉÞkÉºiÉÒµÉººÉ¨ÉÉGòÉ¨ÉÊiÉ {ÉÖjÉ¶ÉÉäEò& ** 48 ** 
¤É±Énäù´É&- ¦ÉÉä&! Eò¹]õ¨ÉÂ* 
nÖùªÉÉævÉxÉÊxÉ®úÉ¶ÉºªÉ ÊxÉiªÉÉºiÉÊ¨ÉiÉSÉIÉÖ¹É&* 
xÉ ¶ÉCxÉÉä̈ ªÉjÉ¦É´ÉiÉ& EòiÉÖÇ̈ ÉÉi¨ÉÊxÉ´ÉänùxÉ¨ÉÂ ** 49 ** 
 
®úÉVÉÉ- Ê´ÉYÉÉ{ÉªÉÉ¨ªÉjÉ¦É´ÉiÉÒ¨ÉÂ* 
MÉÉxvÉÉ®úÒ- ¦ÉhÉÉÊ½þ VÉÉnù!* (¦ÉhÉ VÉÉiÉ!) 
®úÉVÉÉ- xÉ¨ÉºEÞòiªÉ ´ÉnùÉÊ¨É i´ÉÉÆ ªÉÊnù {ÉÖhªÉÆ ¨ÉªÉÉ EÞòiÉ¨ÉÂ * 
+xªÉºªÉÉ¨ÉÊ{É VÉÉiªÉÉÆ ¨Éä i´É¨Éä́ É VÉxÉxÉÒ ¦É´É ** 50 ** 
MÉÉxvÉÉ®úÒ- ¨É¨É ¨ÉhÉÉä®ú½þÉä JÉÖ iÉÖB ¦ÉÊhÉnùÉä* (¨É¨É ¨ÉxÉÉä®úlÉ& JÉ±ÉÖ i´ÉªÉÉ ¦ÉÊhÉiÉ&*) 
®úÉVÉÉ- ¨ÉÉ±ÉÊ´É! i´É¨ÉÊ{É ¸ÉÞhÉÖ* 
Ê¦ÉzÉÉ ¨Éä §ÉÖEÖò]õÒ MÉnùÉÊxÉ{ÉÊiÉiÉè́ ªÉÉÇªÉÖrùEòÉ±ÉÉäÎilÉiÉè- 
´ÉÇIÉºªÉÖi{ÉÊiÉiÉè& |É½þÉ®ú¯ûÊvÉ®èú½þÉÇ®úÉ´ÉEòÉ¶ÉÉä ¾þiÉ&* 
{É¶ªÉä̈ ÉÉè µÉhÉEÉ\SÉxÉÉRÂóMÉnùvÉ®úÉè {ÉªÉÉÇ{iÉ¶ÉÉä¦ÉÉè ¦ÉÖVÉÉè 
¦ÉiÉÉÇ iÉä xÉ{É®úÉRÂó¨ÉÖJÉÉä ªÉÖÊvÉ ½þiÉ& ËEò IÉÊjÉªÉä ®úÉäÊnùÊ¹É ** 51 ** 
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näù´ÉÒ- ¤ÉÉ±ÉÉ BºÉÉ ºÉ½þvÉ¨ÉÇSÉÉÊ®úhÉÒ ®úÉänùÉÊ¨É* (¤ÉÉ±ÉÉ B¹ÉÉ ºÉ½þvÉ¨ÉÇSÉÉÊ®úhÉÒ ®úÉäÊnùÊ¨É*) 
®úÉVÉÉ- {ÉÉè®úÊ´É! i´É¨ÉÊ{É ¸ÉÞhÉÖ* 
´ÉänùÉäHèòÌ´ÉÊ´ÉvÉè̈ ÉÇJÉè®úÊ¦É¨ÉiÉèÊ®ú¹]Æõ vÉÞiÉÉ ¤ÉÉxvÉ´ÉÉ& 
¶ÉjÉÚhÉÉ¨ÉÖ{ÉÊ®ú ÎºlÉiÉÆ Ê|ÉªÉ¶ÉiÉÆ xÉ ´ªÉÆÊºÉiÉÉ& ºÉÆÊ¸ÉiÉÉ&* 
ªÉÖräù%¹]õÉnù¶É´ÉÉÊ½þxÉÒxÉÞ{ÉiÉªÉ& ºÉÆiÉÉÊ{ÉiÉÉ ÊxÉOÉ½äþ 
¨ÉÉxÉÆ ¨ÉÉÊxÉÊxÉ! ´ÉÒIªÉ ¨Éä xÉ Ê½þ ¯ûnùxiªÉä́ ÉÆÊ´ÉvÉÉxÉÉÆ ÎºjÉªÉ& ** 52 ** 
{ÉÉè®ú´ÉÒ- BCEòÊEònù{{É´ÉäºÉÊhÉSSÉ+É hÉ ®úÉänùÉÊ¨É hÉ ®úÉänùÉÊ¨É hÉ ®úÉänùÉÊ¨É hÉ ®úÉänùÉÊ¨É * (BEòEÞòiÉ|É´Éä¶ÉÊxÉ¶SÉªÉÉ xÉ ®úÉäÊnùÊ¨É*) 
®úÉVÉÉ- nùVÉÇªÉ! nùVÉÇªÉ! i´É¨ÉÊ{É ¸ÉÞhÉÖ* 
vÉÞiÉ®úÉ¹]Åõ&- MÉÉxvÉÉÊ®ú! ËEò xÉÖ JÉ±ÉÖ ´ÉIªÉÊiÉ* 
MÉÉxvÉÉ®úÒ- +½Æþ Ê{É iÉÆ B´´É ÊSÉxiÉäÊ¨É* (+½þ¨ÉÊ{É iÉnäù´É ÊSÉxiÉªÉÉÊ¨É*) 
 
lÉèªÉ¨É nÖùªÉÉævÉxÉ&    +½þÊ¨É´É {ÉÉhb÷´ÉÉ& ¶ÉÖ̧ ÉÚ¹ÉÊªÉiÉ´ªÉÉ&, 
nÖùªÉÉævÉxÉ&   iÉjÉ¦É´ÉiªÉÉ¶SÉ¨¤ÉÉªÉÉ& EÖòxiªÉÉ ÊxÉnäù¶ÉÉä ´ÉiÉÇÊªÉiÉ´ªÉ& ´ÉiÉÇÊªÉiÉ´ªÉ&* 
 
+Ê¦É¨ÉxªÉÉäVÉÇxÉxÉÒ pùÉè{ÉnùÒ SÉÉä¦Éä ¨ÉÉiÉÞ́ Éi{ÉÚVÉÊªÉiÉ´ªÉä* {É¶ªÉ {ÉÖjÉ! 
 
¶±ÉÉPªÉ¸ÉÒ®úÊ¦É¨ÉÉxÉnùÒ{iÉ¾þnùªÉÉä nÖùªÉÉævÉxÉÉä ¨Éä Ê{ÉiÉÉ 
iÉÖ±ªÉäxÉÉÊ¦É¨ÉÖJÉÆ ®úhÉä ½þiÉ <ÊiÉ i´ÉÆ ¶ÉÉäEò¨Éä́ ÉÆ iªÉVÉ* 
º{ÉÞ¹]Âõ´ÉÉ SÉè́ É ªÉÖÊvÉÎ¹`ö®úºªÉ Ê´É{ÉÖ±ÉÆ IÉÉè¨ÉÉ{ÉºÉ´ªÉÆ ¦ÉÖVÉÆ 
näùªÉÆ {ÉÉhbÖ÷ºÉÖiÉèºi´ÉªÉÉ ¨É¨É ºÉ¨ÉÆ xÉÉ¨ÉÉ´ÉºÉÉxÉä VÉ±É¨ÉÂ xÉÉ¨ÉÉ´ÉºÉÉxÉä VÉ±É¨ÉÂ xÉÉ¨ÉÉ´ÉºÉÉxÉä VÉ±É¨ÉÂ xÉÉ¨ÉÉ´ÉºÉÉxÉä VÉ±É¨ÉÂ ** 53 ** 
 
¤É±Énäù´É&- +½þÉä ´Éè®Æú {É¶SÉÉkÉÉ{É& ºÉǼ ÉÞkÉ&* +ªÉä ¶É¤nù <´É* 
ºÉzÉÉ½þnÖùxnÖùÊ¦ÉÊxÉxÉÉnùÊ´ÉªÉÉäMÉ¨ÉÚEäò 
Ê´ÉÊIÉ{iÉ¤ÉÉhÉEò´ÉSÉ´ªÉVÉxÉÉiÉ{ÉjÉä* 
EòºªÉè¹É EòÉ¨ÉÖÇEò®ú´ÉÉä ½þiÉºÉÚiÉªÉÉävÉä 
Ê´É§ÉÉxiÉ´ÉÉªÉºÉMÉhÉÆ MÉMÉxÉÆ Eò®úÉäÊiÉ ** 54 ** (xÉä{ÉlªÉä) 
nÖùªÉÉævÉxÉäxÉÉiÉiÉEòÉ¨ÉÖÇEäòhÉ ªÉÉä ªÉÖrùªÉYÉ& ºÉÊ½þiÉ& |ÉÊ´É¹]õ& * 
iÉ¨Éä́ É ¦ÉÚªÉ& |ÉÊ´É¶ÉÉÊ¨É ¶ÉÚxªÉ¨Év´ÉªÉÖÇhÉÉ ´ÉÞkÉÊ¨É´ÉÉ·É¨ÉävÉ¨ÉÂ ** 55 ** 
¤É±Énäù´É&- +ªÉä +ªÉÆ MÉȪ û{ÉÖjÉÉä%·ÉilÉÉ¨ÉäiÉ B´ÉÉÊ¦É´ÉiÉÇiÉä* ªÉ B¹É&, 
º¡ÖòÊ]õiÉEò¨É±É{ÉjÉº{É¹]õÊ´ÉºiÉÒhÉÇoù¹]õÒ 
¯ûÊSÉ®úEòxÉEòªÉÚ{É´ªÉÉªÉiÉÉ±É¨¤É¤ÉÉ½Öþ&* 
ºÉ®ú¦ÉºÉ¨ÉªÉ¨ÉÖOÉÆ EòÉ¨ÉÖÇEÆò Eò¹ÉÇ¨ÉÉhÉ& 
ºÉnù½þxÉ <´É ¨Éǟ û& ¶ÉÞRÂóMÉ±ÉMxÉäxpùSÉÉ{É& ** 56 ** 
 

(iÉiÉ& |ÉÊ´É¶ÉiªÉ·ÉilÉÉ¨ÉÉ*) 
 

+·ÉilÉÉ¨ÉÉ- ({ÉÚ́ ÉÉæHò¨Éä́ É {ÉÊ`öi´ÉÉ) ¦ÉÉä ¦ÉÉä&! ºÉ¨É®úºÉÆ®ú¦ÉÉä¦ÉªÉ¤É±ÉVÉ±ÉÊvÉºÉRÂóMÉ¨ÉºÉ¨ÉªÉºÉ¨ÉÖÎilÉiÉ¶ÉºjÉxÉGòEÞòkÉÊ´ÉOÉú½þÉ& 
ºiÉÉäEòÉ´É¶Éä¹ÉÉ& ·ÉÉºÉÉxÉÖ¤Érù¨Éxnù|ÉÉhÉÉ& ºÉ¨É®ú¶±ÉÉÊvÉxÉÉä ®úÉVÉÉxÉ&! ¶ÉÞh´ÉxiÉÖ ¶ÉÞh´ÉiÉÖ ¦É´ÉxiÉ&* 
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Uô±É¤É±ÉnùÊ±ÉiÉÉǟ û& EòÉè®ú´ÉxpùÉä xÉ SÉÉ½Æþ 
Ê¶ÉÊlÉ±ÉÊ´É¡ò±É¶ÉºjÉ& ºÉÚiÉ{ÉÖjÉÉä xÉ SÉÉ½þ¨ÉÂ* 
<½þ iÉÖ Ê´ÉVÉªÉ¦ÉÚ̈ ÉÉè pù¹]Öõ¨ÉtÉätiÉÉºjÉ& 
ºÉ®ú¦ÉºÉ¨É½þ¨ÉäEòÉä pùÉähÉ{ÉÖjÉ& ÎºlÉiÉÉä%Îº¨É ** 57 ** 
ÊEò¨ÉxÉªÉÉ ¨É¨ÉÉ{ªÉ|ÉÊiÉ±ÉÉ¦ÉÊ´ÉVÉªÉ¶±ÉÉPÉªÉÉ ºÉ¨É®úÊ¸ÉªÉÉ* ({ÉÊ®úGò¨ªÉ) 
¨ÉÉ iÉÉ´ÉiÉÂ* ¨ÉÊªÉ MÉȪ ûÊxÉ´É{ÉxÉ´ªÉOÉä ´ÉÎ\SÉiÉ& ÊEò±É EÖò¯ûEÖò±ÉÊiÉ±ÉEò¦ÉÚiÉ& EÖò¯û®úÉVÉ&* 
 
Eò BiÉSUÅôrùÉºªÉÊiÉ* EÖòiÉ&, 
=ti|ÉÉ\VÉ±ÉªÉÉä ®úlÉÊuù{ÉMÉiÉÉ¶SÉÉ{ÉÊuùiÉÒªÉè& Eò®èú- 
ªÉÇºªÉèEòÉnù¶É´ÉÉÊ½þxÉÒxÉÞ{ÉiÉªÉÎºiÉ¹`öÎxiÉ ´ÉÉCªÉÉäx¨ÉÖJÉÉ&* 
¦ÉÒ¹¨ÉÉä ®úÉ¨É¶É®úÉ´É±ÉÒføEò´ÉSÉºiÉÉiÉ¶SÉ ªÉÉärùÉ ®úhÉä 
´ªÉHÆò ÊxÉÌVÉiÉ B´É ºÉÉä%{ªÉÊiÉ®úlÉ& EòÉ±ÉäxÉ nÖùªÉÉævÉxÉ& ** 58 ** 
 
iÉiÉÂ C´É xÉÖ JÉ±ÉÖ MÉiÉÉä MÉÉxvÉÉ®úÒ{ÉÖjÉ&* ({ÉÊ®úGò¨ªÉÉ´É±ÉÉäCªÉ) +ªÉä +ªÉ¨ÉÊ¦É½þiÉMÉVÉiÉÖ®úMÉxÉ®ú®úlÉ|ÉÉEòÉ®ú¨ÉvªÉMÉiÉ& 
ºÉ¨É®ú{ÉªÉÉäÊvÉ{ÉÉ®úMÉ& EÖò¯û®úÉVÉ&* 
 
ªÉ B¹É&, ¨ÉÉè±ÉÒÊxÉ{ÉÉiÉSÉ±ÉEäò¶É¨ÉªÉÚJÉVÉÉ±Éè- 

MÉÉÇjÉèMÉÇnùÉÊxÉ{ÉiÉxÉIÉiÉ¶ÉÉäÊhÉiÉÉpêù&* 
¦ÉÉiªÉºiÉ¨ÉºiÉEòÊ¶É±ÉÉiÉ±ÉºÉÆÊxÉÊ´É¹]õ& 
ºÉxvªÉÉ´ÉMÉÉfø <´É {ÉÎ¶SÉ¨ÉEòÉ±ÉºÉÚªÉÇ& ** 59 ** 
 

(={ÉºÉÞiªÉ) ¦ÉÉä& EÖò¯û®úÉVÉ! ÊEòÊ¨Énù¨ÉÂ* 
®úÉVÉÉ- MÉȪ û{ÉÖjÉ! ¡ò±É¨É{ÉÊ®úiÉÉä¹ÉºªÉ * 
+·ÉilÉÉ¨ÉÉ- ¦ÉÉä& EÖò¯û®úÉVÉ! ºÉiEòÉ®ú¨ÉÚ±É¨ÉÉ´ÉVÉÇÊªÉ¹ªÉÉÊ¨É* 
®úÉVÉÉ- ËEò ¦É´ÉÉxÉÂ EòÊ®ú¹ªÉÊiÉ* 
+·ÉilÉÉ¨ÉÉ- ¸ÉÚªÉiÉÉ¨ÉÂ* 
ªÉÖrùÉätiÉÆ MÉ¯ûb÷{ÉÞ¹`öÊxÉÊ´É¹]õnäù½þ- 
¨É¹]õÉvÉÇ¦ÉÒ¨É¦ÉÖVÉ¨ÉÖtiÉ¶ÉÉRÂóMÉÇSÉGò¨ÉÂ* 
EÞò¹hÉÆ ºÉ{ÉÉhbÖ÷iÉxÉªÉÆ ªÉÖÊvÉ ¶ÉºjÉVÉÉ±Éè& 
ºÉÆEòÒhÉÇ±ÉäJªÉÊ¨É´É ÊSÉjÉ{É]Æõ ÊIÉ{ÉÉÊ¨É ÊIÉ{ÉÉÊ¨É ÊIÉ{ÉÉÊ¨É ** 60 ** 
 
lÉèªÉ¨É nÖùªÉÉævÉxÉ& - nÖùªÉÉævÉxÉ&   ¨ÉÉ ¨ÉÉ ¦É´ÉÉxÉä́ É¨ÉÂ* 
 
MÉiÉÆ vÉÉjªÉÖiºÉÆMÉä ºÉEò±É¨ÉÊ¦ÉÊ¹ÉHÆò xÉÞ{ÉEÖò±ÉÆ 
MÉiÉ& EòhÉÇ& º´ÉMÉÈ ÊxÉ{ÉÊiÉiÉxÉÖ& ¶ÉxiÉxÉÖºÉÖiÉ&* 
MÉiÉÆ §ÉÉiÉÞhÉÉÆ ¨Éä ¶ÉiÉ¨ÉÊ¦É¨ÉÖJÉÆ ºÉÆªÉÖMÉ¨ÉÖJÉä 
´ÉªÉÆ SÉè́ ÉÆ¦ÉÚiÉÉ MÉȪ ûºÉÖiÉ! 
 
lÉèªÉ¨É nÖùªÉÉævÉxÉ& - nÖùªÉÉævÉxÉ&   vÉxÉÖ̈ ÉÖÇ\SÉiÉÖ ¦É´ÉÉxÉÂ ** 61 ** 
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+·ÉilÉÉ¨ÉÉ- ¦ÉÉä& EÖò¯û®úÉVÉ! 
ºÉÆªÉÖMÉä {ÉÉhbÖ÷{ÉÖjÉähÉ MÉnùÉ{ÉÉiÉEòSÉOÉ½äþ* 
ºÉ¨É¨ÉÚ̄ ûuùªÉäxÉÉt nù{ÉÉæ%Ê{É ¦É´ÉiÉÉä ¾þiÉ& ** 62 ** 
 
®úÉVÉÉ- ¨ÉÉ ¨Éè́ É¨ÉÂ* ¨ÉÉxÉ¶É®úÒ®úÉ ®úÉVÉÉxÉ&* ¨ÉÉxÉÉlÉÇ̈ Éä́ É ¨ÉªÉÉ ÊxÉOÉ½þÉä MÉÞ½þÒiÉ&* {É¶ªÉ MÉȪ û{ÉÖjÉ! 
 
ªÉiEÞò¹]õÉ Eò®úÊxÉOÉ½þÉÎ\SÉiÉEòSÉÉ tÚiÉä iÉnùÉ pùÉè{ÉnùÒ 
ªÉnÂù¤ÉÉ±ÉÉä%Ê{É ½þiÉºiÉnùÉ ®úhÉ¨ÉÖJÉä {ÉÖjÉÉä%Ê¦É¨ÉxªÉÖ& {ÉÖxÉ&* 
+IÉ´ªÉÉVÉÊVÉiÉÉ ´ÉxÉÆ ´ÉxÉ¨ÉÞMÉèªÉÇi{ÉÉhb÷´ÉÉ& ºÉÆÊ¸ÉiÉÉ 
xÉx´É±{ÉÆ ¨ÉÊªÉ iÉè& EÞòiÉÆ Ê´É¨ÉÞ¶É ¦ÉÉä! nù{ÉÉÇ¾þiÉÆ nùÒÊIÉiÉè& ** 63 ** 
+·ÉilÉÉ¨ÉÉ&- ºÉ´ÉÇlÉÉ EÞòiÉ|ÉÊiÉYÉÉä%Îº¨É 
¦É´ÉiÉÉ SÉÉi¨ÉxÉÉ SÉè́ É ´ÉÒ®ú±ÉÉèEèò& ¶É{ÉÉ¨ªÉ½þ¨ÉÂ* 
ÊxÉ¶ÉÉºÉ¨É®ú¨ÉÖi{ÉÉt ®úhÉä vÉIªÉÉÊ¨É {ÉÉhb÷´ÉÉxÉÂ ** 64 ** 
 
¤É±Énäù´É&- BiÉnÂù ¦ÉÊ´É¹ªÉiªÉÖnùÉ¾þiÉÆ MÉȪ û{ÉÖjÉähÉ* 
+·ÉilÉÉ¨ÉÉ- ½þ±ÉÉªÉÖvÉÉä%jÉ¦É´ÉÉxÉÂ* 
vÉÞiÉ®úÉ¹]Åõ&- ½þxiÉ! ºÉÉÊIÉ¨ÉiÉÒ JÉ±ÉÖ ´É\SÉxÉÉ* 
 
+·ÉilÉÉ¨ÉÉ- nÖùVÉÇªÉ! <iÉºiÉÉ´ÉiÉÂ* 
Ê{ÉiÉÞÊ´ÉGò¨ÉnùÉªÉÉtä +É%...+É%...+É%...®úÉVªÉä ¦ÉÖVÉ¤É±ÉÉÌVÉiÉä ®úÉVªÉä ¦ÉÖVÉ¤É±ÉÉÌVÉiÉä * 
Ê´ÉxÉÉÊ¦É¹ÉäEÆò +É ®úÉVÉÉ i´ÉÆ Ê´É|ÉÉäHèò´ÉÇSÉxÉè¦ÉḈ É ** 65 ** 
 
®úÉVÉÉ- ¨ÉÉ iÉÉ´ÉiÉÂ * ¨ÉÉ iÉÉ´ÉiÉÂ * ¨ÉÉ iÉÉ´ÉiÉÂ * ¨ÉÉ iÉÉ´ÉiÉÂ * ½þxiÉ! EÞòiÉÆ ¨Éä ¾þnùªÉÉxÉÖYÉÉiÉ¨ÉÂ* {ÉÊ®úiªÉVÉxiÉÒ´É ¨Éä |ÉÉhÉÉ&* 
<¨Éä%jÉ¦É´ÉxiÉ& ¶ÉxiÉxÉÖ|É¦ÉÞiÉªÉÉä ¨Éä Ê{ÉiÉÞÊ{ÉiÉÉ¨É½þÉ&* BiÉiEòhÉÇ̈ ÉOÉiÉ& EÞòi´ÉÉ ºÉ¨ÉÖÎilÉiÉÆ §ÉÉiÉÞ¶ÉiÉ¨ÉÂ* +ªÉ¨É{ªÉè®úÉ´ÉiÉÊ¶É®úÉäÊ´É¹ÉHò& 
EòÉEò{ÉIÉvÉ®úÉä̈ É½äþxpùEò®úiÉ±É¨É´É±É¨¤ªÉ GÖòrùÉä%Ê¦É¦ÉÉ¹ÉiÉä ¨ÉÉ¨ÉÊ¦É¨ÉxªÉÖ& GÖòrùÉä%Ê¦É¦ÉÉ¹ÉiÉä ¨ÉÉ¨ÉÊ¦É¨ÉxªÉÖ&* =´ÉÇ¶ªÉÉnùªÉÉä%{ºÉ®úºÉÉä 
¨ÉÉ¨ÉÊ¦ÉMÉiÉÉ&* <¨Éä ¨É½þÉhÉḈ ÉÉ ¨ÉÚÌiÉ¨ÉxiÉ&* BiÉÉ MÉRÂóMÉÉ|É¦ÉÞiÉªÉÉä ¨É½þÉxÉt&* B¹É ºÉ½þ»É½ÆþºÉ|ÉªÉÖHòÉä ¨ÉÉÆ xÉäiÉÖÆ ´ÉÒ®ú´ÉÉÊ½þ Ê´É¨ÉÉxÉ& 
´ÉÒ®ú´ÉÉÊ½þ Ê´É¨ÉÉxÉ& EòÉ±ÉäxÉ |ÉäÊ¹ÉiÉ&* 
 
lÉèªÉ¨É nÖùªÉÉævÉxÉ&    +ªÉ¨ÉªÉ¨ÉÉMÉSUôÉÊ¨É* 

nÖùªÉÉævÉxÉ&    B¹É ¦ÉÉä: * 
lÉèªÉ¨É nÖùªÉÉævÉxÉ&    +ªÉ¨ÉªÉ¨ÉÉMÉSUôÉÊ¨É* 

nÖùªÉÉævÉxÉ&    B¹É ¦ÉÉä: * 

lÉèªÉ¨É nÖùªÉÉævÉxÉ&    +ªÉ¨ÉªÉ¨ÉÉMÉSUôÉÊ¨É* 

nÖùªÉÉævÉxÉ&    B¹É ¦ÉÉä: * 

lÉèªÉ¨É nÖùªÉÉævÉxÉ&    +ªÉ¨ÉªÉ¨ÉÉMÉSUôÉÊ¨É* 

nÖùªÉÉævÉxÉ&    B¹É ¦ÉÉä: * 
 

(º´ÉMÉÈ MÉiÉ&*) 
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(ªÉ´ÉÊxÉEòÉºiÉ®úhÉÆ Eò®úÉäÊiÉ*) 
 

vÉÞiÉ®úÉ¹]Åõ&- ªÉÉ¨ªÉä¹É ºÉVVÉxÉvÉxÉÉÊxÉ iÉ{ÉÉä́ ÉxÉÉÊxÉ 
          {ÉÖjÉ|ÉhÉÉ¶ÉÊ´É¡ò±ÉÆ Ê½þ ÊvÉMÉºiÉÖ ®úÉVªÉ¨ÉÂ* 
+·ÉilÉÉ¨ÉÉ- ªÉÉiÉÉä%t ºÉÉèÎ{iÉEò´ÉvÉÉätiÉ¤ÉÉhÉ{ÉÉÊhÉ& 

(¦É®úiÉ´ÉÉCªÉ¨ÉÂ) 
 

¤É±Énäù´É&- MÉÉÆ {ÉÉiÉÖ xÉÉä xÉ®ú{ÉÊiÉ& ¶ÉÊ¨ÉiÉÉÊ®ú{ÉIÉ& ** 66 ** 
 

(ÊxÉ¹GòÉxiÉÉ& ºÉ´Éæ*) 
>ð¯û¦ÉRÂóMÉÆ xÉÉ¨É xÉÉ]õEÆò ºÉ¨ÉÉ{iÉ¨ÉÂ** 

 
 

 SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY: 

 
• Bhasa’s “Dramatic Text” Urubhangam structurally divides in to two parts – 

 

⇒ FORMER PART: 

→ Vishkambha - A vivid picture of the terrible destructiveness of war. 

 

⇒ MAIN PART: 

→ Two Fold Aspect of Suyodhana. 

 

• But Panikkar’s “Performance Text” consists of a succession of more or less self- 

contained performative units that coalesce into four major “Performative Movements” – 

 

⇒ FIRST PERFORMATIVE MOVEMENT: 

→ The scenes on the battlefield. 

 

⇒ SECOND PERFORMATIVE MOVEMENT: 

→ Duel combat between Bhima and Suyodhana. 
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⇒ THIRD PERFORMATIVE MOVEMENT: 

→ The interaction between the mortal ‘Suyodhana’ and his ‘Theyyam’. 

 

⇒ FOURTH PERFORMATIVE MOVEMENT: 

→ Suyodhana’s “Swargarohana”: The ultimate union of the mortal ‘Suyodhana’ and his 

‘Theyyam’. 

 

• In the Panikkar’s Urubhangam, the character of Suyodhana assumes three illusory 

dimensions. 

 

 FIRST SUYODHANA: 

→ Reporting of the war in the Vishkambha, the soldiers assume the roles of Bhimasena and 

Suyodhana and fight with their maces taking the conflict to its crescendo. 

 

 SECOND SUYODHANA: 

→ This is followed by the entry of Baladeva and later of Suyodhana. This is the second 

Suyodhana who is the real one. 

 

 THIRD SUYODHANA: 

→ When Suyodhana is half dead of this two-fold aspect, the mundane one is the mortal 

existence of Suyodhana, struggling under the throes of death; the other is his spirit, which  

unveils a supernatural, dimension and is projected in his ‘Theyyam’  emerging from him, 

the moment he is beaten down wounded. ‘Theyyam Suyodhana’ is the third Suyodhana. 

 

• The method throughout is that of selective, suggestive elaboration, which are designed to 

extend and deepen the spectator’s emotional response to this ‘Anti - War Play’. 

Panikkar’s Urubhangam gives a vivid picture of the terrible destructiveness of war and 

towards the end of the play, speaks through his characters that the praise on the victor of 

war is profitless. And hence, Panikkar’s theme is lively in the context of the world 

situation and is relevant to all times. 
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 FIRST PERFORMATIVE MOVEMENT: 

 THE SCENES ON THE BATTLEFIELD: (Illustration: 101 To 107) 

→ In the first movement, warriors in varying combinations mime battle scenes with real 

swords, shields, and spears, warriors on horseback, elephants on the battlefield, a fight 

unto death between two soldiers, and vultures devouring the dead. 

→ Despite it brevity Panikkar’s Urubhangam is a radical ‘Classical Sanskrit Performance’ 

because of the subtlety with which it both conforms to, and deviates from, the established 

Mahabharata narrative and the prescriptions of the ‘Natyashastra’. 

→ Because the rules of ‘Sanskrit Drama proscribe’ violence on stage, Panikkar evokes the 

brutal aftermath of war and the visceral immediacy of hand-to-hand combat entirely 

through the resources of vividly descriptive, ‘Metaphorical Theatrical Language’. “Dead 

horses and elephants, soldiers and chieftains,” for instance, are “sharply etched by the 

harsh glare of sunlight” as jackals and vultures devour them. 

→ All these scenes of combat employ modified and “improved” versions of ‘Kalaripayattu’ 

with some recitations, which is simply vocalize rhythmic consonant clusters that have no 

linguistic “meaning” but that constitute the oral accompaniment to ‘Kalaripayattu 

Movements’. 

 

 SECOND PERFORMATIVE MOVEMENT: 

 DUEL COMBAT BETWEEN BHIMASENA AND SUYODHANA: (Illus.: 108-110) 

→ Reporting of the war in the Vishkambha, combat segment reaches a climax when the two 

outer warriors in a group of ten metamorphose into Bhima and Suyodhana, and the others 

remain on stage to witness their confrontation. 

 

⊗ FIRST SUYODHANA – “WARRIOR ASSUME THE ROLE OF SUYODHANA”: 

→ Those two outer warriors assume the roles of Bhimasena and Suyodhana and fight with 

their maces taking the conflict to its crescendo. 

→ Impersonation of characters such as Bhimasena and Suyodhana and the re-enactment of 

with it happing in the ‘Samantapanchaka’ in the role of warriorss is a technique which 

makes a shift of the locale and creates in illusion of the real incident.  
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→ During the duel, the two principal characters, Bhimasena and Suyodhana freeze in their 

poses after every major gesture of assault, while one or more “observers” provide 

comment. The warriors who impersonates Suyodhana gets back to his original role of the 

soldier after enacting the fall of Suyodhana and the Vishkambha comes to a close. 

 

 THIRD PERFORMATIVE MOVEMENT: 

 THE INTERACTION BETWEEN THE MORTAL ‘SUYODHANA’ AND HIS 

‘THEYYAM’: 

 

⊗ SECOND SUYODHANA – “REAL ONE”: 

→ (Illustration: 111 and 112) This is followed by the entry of Baladeva and later of 

Suyodhana. This is the second Suyodhana who is the real one who reveals a dual 

personality with his remorse on the one hand he is fade of ace with death and his egoistic 

earthily longings on the other hand even when he is half dead of this two-fold aspect, the 

mundane one is the mortal existence of Suyodhana, struggling under the throes of death; 

the other is his spirit, which  unveils a supernatural, dimension and is projected in his 

‘Theyyam’  emerging from him, the moment he is beaten down wounded. 

 

⊗ ENTRY OF SECOND SUYODHANA: (Illustration: 113 and 114, 119 and 120) 

→ The entry of Suyodhana creates baffling problem which goes deep into the roots of our 

histrionics; that is, whether he would walk after having fallen down in the battle with 

both things broken. How and to what extent can ‘Natya Dharmi’ concept of ‘Abhinaya’ 

acting are relied on to design the entry of the character. The description about his entry 

given by Baladeva in Shloka - 

“¸ÉÒ¨ÉÉxÉÂ ºÉÆªÉÖMÉSÉxnùxÉäxÉ ¯ûÊvÉ®äúhÉÉpùÉÇxÉÖÊ±É{iÉ…¦ÉÉäMÉ¨ÉhÉḈ ÉVÉ±Éä ¸ÉÉxiÉÉäÎVZÉiÉÉä ´ÉÉºÉÖÊEò& **” 
 

→ “That he crawls like the serpent ‘Sesha’, let loose on the waves after the churning of the 

oceans by Devas and Asuras... etc”. Use of “Pati Thirissila – Chitra Yavanika” is ideal 

for producing the required effect. 
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→ But then while the play proceeds, the problem of his locomotion continues. If the 

physical inability caused by the braking of the thighs is to be taken in the true realistic 

sense, he cannot but the stationed at a fixed pleased on the stage. 

→ But this will not in any way help the actor to project the real situation in which the 

character is entangled. The logical in giving proper locomotion to the body of the actor in 

order to reflect his psychic emotion is simple and in conformity with the basic concept of 

the Indian approach to art; so much of if a similar situation is to be presented in 

Kathakali. 

→ Accordingly Panikkar, “We could imagine that the genius of the art would positively 

warrant a style that keeps away from the touch of reality. A person who receives a mortal 

physical blow like this would behave in a way, which if truthfully imitated, could not 

serve the purpose in theatre, even if the style of acting followed in realistic. It all the 

more become imperative in the ‘Natya Dharmi’ way of expression to externalize the 

inner agony of the character by the application of different moods to which he is exposed 

to. Acting involves the creation of various sentiments in the mind of the spectator by a 

constant shift form “Sthayi (Basic) Bhavas” to “Sanchari (Transitory Mood) Bhavas” and 

again to the “Sthayi Bhavas”. This naturally requires the interaction between the “Psyche 

of the Actor” and “Physic of the Actor”. 

→ Hens through the character of Suyodhana, the actor has to create the feeling of the 

struggle under the pangs of the wounds and at the same time traverse through the various 

“Sanchari (Transitory Mood) Bhavas” like Hatred, Anger, Disgust, Terror, Valour etc. 

given expression to these thoughts, but again striking the basic pathetic note. 

 

⊗ THIRD SUYODHANA – “THEYYAM SUYODHANA”: (Illus.: 115 To 118, 121) 

→ Panikkar’s production focuses on Duryodhana’s sudden change in personality and 

transformes in Suyodhana. “Here is a ‘Nayak’ who stood for “Adharma - Evil and 

Injustice” all his life, but time moment he faced the inevitable, “Dharma - Duty, Law, 

Righteousness and Virtue” dawned on him”. 

→ The third movement in the play, which is the most innovative and philosophically the 

most complex, has no equivalent in Bhasa. To make the idea of Duryodhana’s emergent 
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alter ego concrete, Panikkar invents a second character – ‘Theyyam’ (Godhead or 

Incarnation), who springs out of the former’s shattered thigh and literally embodies his 

better self. The broken body is Duryodhana, his goodness raises from it as in the form of 

Theyyam. 

→ ‘Theyyam’ which literally means ‘Daivam’ or ‘Godhead’ or ‘Incarnation’, is a 

“Traditional Ritualistic Performative Art Form of Kerala” with “Archetypal Images”, 

having ancestral worship as one of its motifs. The conferment of Godhead on a war hero 

after his death was also not rare, as the case of the ‘Theyyam’ know as ‘Kativanur Viran’ 

amply illustrates. There are no better instances to show the use of “Indigenous Myths and 

Traditions” to explain a ‘Classical Drama’. 

→ In Urubhangam this concept is relevant in so far as the ‘Theyyam’ depicts the spirit that 

is half released from the wounded Syuodhana, which possesses all his sublime qualities 

and also manifests Suyodhana’s death itself. 

→ The interaction between the mortal Suyodhana and his ‘Theyyam’ and the ultimate union 

of the two, leave at the finale, a lasting impression of consecration on the part of 

Suyodhana from all the taints and blemish of human frivolity. 

→ The purpose of these deviations is to reconceive the once arrogant and querulous Kaurava 

prince as the noble, stoic, and forgiving “Suyodhana,” and to recast his final struggle as a 

process of moral transformation. 

 

⊗ ENTRY OF THIRD SUYODHANA: (Illustration: 122 and 123) 

→ Beginning with Suyodhana’s entry on stage behind the “Traditional Pati Thirissila – 

Chitra Yavanika”, this scene develops a triangular dynamic in which the ‘Theyyam’ 

counsels the wounded prince, allows him to sublimate his anger, and brings him to a state 

of recognition in which he can forgive his enemies and accept his impending death. 

→ The scene obviously has a crucial “Theatric Function”: It places Suyodhana at the centre 

and creates a space for his ethical transformation through the agency of a character that is 

“visible” only to him. 

→ But it is also visually spectacular, presenting the ‘Theyyam’ as a larger than life figure on 

stilts, with an enormous headdress and a red and gold costume. The yellow costume and 
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normal appearance of Balarama then contrasts with both the imposing figure of the 

‘Theyyam’ and the prone figure of the wounded Suyodhana. 

(Illustration: 124 and 125) 

 

 FOURTH PERFORMATIVE MOVEMENT: 

 SUYODHANA’S “SWARGAROHANAM”: THE ULTIMATE UNION OF THE 

MORTAL ‘SUYODHANA’ AND HIS ‘THEYYAM’: (Illustration: 126 and 127) 

→ The fourth movement, which begins with the entry of blind Dhritarashtra, Gandhari, 

Suyodhana’s two wives – Pauravi and Malavi and his son Durjaya, is textually close to 

Bhasa but again unpredictable and intricate in its methods of elaboration. 

 

⊗ ENTRY OF SUYODHANA’S FAMILY: (Illustration: 128) 

→ When Dhritarashtra and Gandhari enter the battlefield with Suyodhana’s wives Pauravi, 

Malavi and his son Durjaya; their entrance is a Panikkar’s interpretative version of the 

“Kathakali Purappattu - The First Entrance of an Important Character from Behind the 

Pati Thirissila – Chitra Yavanika”. 

→ In Kathakali, the ‘Purappattu’ ‘involves the formal, stylistically rendered, symbolic 

presentation of the characters through dance / movements in four stages’. In other words, 

the plot stops while the moral characteristics of the character are laid out for the 

spectators through dance / movements rather than dialogue; then the “Pati Thirissila” is 

dropped or pulled away, the character joins the scene and the plot continues forward. 

→ The ‘Theatric Conversation’ in this scene is interspersed with choreographic patterns that 

focus attention on the key relationships among the Kauravas: 

∗ Suyodhana and Dhritarashtra - Gandhari. (Illustration: 129) 

∗ Suyodhana and his two wives – Pauravi and Malavi. (Illustration: 130) 

∗ Suyodhana and his son Durjaya. (Illustration: 131 and 132) 

→ In Panikkar’s production, the elongated entrance of Suyodhana’s family establishes who 

they are and most importantly how they feel. Durjaya leads his grandparents onto an 

upstage walkway where they move slowly to the accompaniment of a dirge-like 

drumbeat, which unrelentingly pulls them forward to the place where they confront the 

death of their last remaining son. 
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→ Dhritarashtra and Gandhari take three faltering steps and rest, three more stumbles and 

recover; three more steps forward and stop. They are so distraught and so old, feeble and 

blind that they can hardly walk, and they weave from side to side. Every so often they 

wail: “My son, where are you?” and “Where are you, my child?” Their vocal delivery is 

modelled after the Kutiyattam performer’s “Swarathil Cholluka”, a form of vocalization 

that comes from Vedic chanting. As Panikkar uses it in Urubhangam, the “Swarathil 

Cholluka” has the quality of keening and is its own ‘Vocal Act’; that is, the quality of the 

sound itself rather than the meaning of the text that accompanies it convey the emotional 

depth of the moment. 

→ Again, the emphatic and sorrowful enunciation of the words ‘Putra – Son’ and ‘Maharaja 

- Lord, King, Husband, Father’ in the performance connotes both the strength of familial 

relations within the Kaurava house and their inseparability from political relations. 

→ Through their keening, the actors give the sense that Duryodhana is already dead and that 

his parents are already in mourning. When they step onto the main acting area they 

collapse with their heads in their hands, groaning their lines for the third and final time. 

→ As Suyodhana approaches the moment of death, the ‘Theyyam’ returns to prepare him for 

the after world, while young Durjaya becomes another parallel self. Father and son 

appear seated together on the floor with their backs to each other, while the half curtain 

gradually conceals them. The myth Suyodhana itself undergoes a “Structural Variation” 

to accommodate Bhasa’s unconventional reading of his character and Panikkar’s even 

more novel theatrical interpretation of it. 

→ The play ends, however, by superimposing the public on the private once again: the 

chorus of warriors returns to witness Suyodhana’s exit, and Ashwathama’s unappeased 

rage shatters the elegiac mood of the final scene. (Illustration: 133) 

→ Panikkar’s production is also unique with use of the technique of “Pakarnnattam”. This is 

normally used when one character transform to another character. There it is used not for 

a person, but for an idea - the innate goodness in the character and it is given a physical, 

though supernatural form. The split character is externalized in two concrete forms; 

transformation here touches a “Trans – Theatric” level. (Illustration: 134 To 136) 

→ This type of extended elaboration is known as ‘Anukirtanam’, which Panikkar defines as 

a ‘Celebration of mood by stretching it out to enhance the ultimate Rasa’. 
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 ABHIJNANA SHAKUNTALAM: 

 

 PERFORMANCE TEXT: 

 

⇒ DRAMATIS PERSONAE (IN ORDER OF APPEARANCE): 
 

• Shakuntala as Deer 

• Dushyanta 

• Dushyanta’s Charioteer 

• Vaikhanasa: Hermitage 

• Anasuya 

• Priyamvada 

• Madhavyah: King’s Jester 

• Durvasa Rishi 

• Kanva Rishi 

• Sharngaravah: Hermitage 

• Sharadvatha: Hermitage 

• Gautami 

• Chorus 

• Matali 

 

⇒ SYNOPSIS OF THE PLAY: 
 

• Abhijnana shakuntala of Mahakavi Kalidasa is based on the “Shakuntalopakhyana” of 

Mahabharata. The poet has recreated the epic situation and made it a profound work of 

art which would combine “the earth and heaven in one sole name” as praised by Goethe, 

the great German poet. 
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• The original play is in seven acts. The present production is an abridged one and intended 

to bring out the subtext depicting the love theme between Dushyanta king of Hastinapura 

and Shakuntala. The scene of the four acts takes place in sage Kanva’s hermitage at the 

foot of Himalaya. Later the scene shifts to Dushyanta’s palace. 

• In the first act King Dushyanta is in the forest with his retinue engaged in the royal hunt. 

While he is about to shoot his arrow at a deer, he is interrupted by an ascetic who informs 

that the animal belongs to the ‘Ashrama’ of ‘Kulapati Kanva’. In the ‘Ashrama’ he comes 

across three girls watering the flowering plants: At the first sight itself the king falls in 

love with one of them, who is Shakuntala the adopted daughter of Kanva. The king out of 

extreme love for Shakuntala determines to encamp there and engage in his love pursuits. 

Shakuntala also is struck by the grace and charm of the new visitor. 

• In the second act the king is introduced in a love-sick condition with his bosom friend 

Madhavya the Vidushaka. In the ensuing scene we find both the hero and heroine 

affected by the malady of love. 

• The 3rd Act ends with the union of the lovers in the traditional Gandharva marriage and 

the king adorns her with a signet ring where his identity is marked. While Shakuntala is 

alone in the hermitage, brooding over the thoughts about her lover, she fails to offer 

proper hospitality to sage Durvasa who visits the hermitage as a guest. The hot tempered 

sage curses her that she would be forgotten by the person whom she contemplates. Her 

friends Anasuya and Priyamvada plead Shakuntala’s absent- mindedness. Then the sage 

forgives by saying that the curse would cease to have effect on the production of some 

token of recognition. 

• In act - 4 Kanva approves the Gandharva marriage and sends her to her husband with 

Gautami and two of his disciples. The whole scene depicting the departure from the 

hermitage is touchingly portrayed in the 4th act. 

• In the act – 5 at the royal palace the king cruelly denies all knowledge about his 

relationship with Shakuntala. Shakuntala fails to arouse the king’s memory. As a last 

resort she wants to show him the signet ring which was given to her at the time of 
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parting; but unfortunately it had slipped off from her finger during the journey. Finally 

she is driven out of the court. 

• In the concluding scene we find how the lost ring was regained and how the king’s 

memory was recollected. The play ends with a happy note of reunion. 

 

⇒ INTERPRETATION WITH DIRECTOR’S NOTE: 

 

• The first textual reference “मृगया�वहार� पा�थर् व दुष्यन्! Mrgaya Vihari Parthivo 

Dushyantah” clearly indicates the king’s disposition and the reaction of his subjects on 

his hunt at different stages. The second passage appearing at the end of the text “Prakrti 

hitaya parthiva” also is coupled with this to bring out an interpretative meaning for the 

production. “प्रकृ�त�हत  Prakrti Hitay” is “प्रजा�हत Praja Hitay”, (welfare of the 

people) to which the king is abounding by duty. It is evident from the text that 

Dushyanta’s hunt which started with a hunt for the animal, had ultimately culminated in 

the hunt of the poor girl Shakuntala. Shakuntala is also another deer of the forest; the 

textual words lead you to the contextual acting by which Shakuntala represents nothing 

but nature. This too is amply indicated in the text by Kalidasa where Shakuntala is linked 

and seen as a fresh flower, as an innocent deer etc, clearly suggesting that Shakuntala is 

not only a hermitage girl but nature in its most exuberant and pure form. 

• Another point to be noted is that there is an interaction between the group and the 

individual – the king and the people at large - one complimentary to the other, both 

moving in a causal chain, both coming at cross and both compromising each other. 

Dushyanta feels that he has no bounds while he dabbles in his own fancies in the sacred 

precincts of the hermitage. So the note of caution from the people was not cared by him. 

Slowly by the end of the 3rd act, he responds to the sentiment of the group; but by then he 

is head and soul deep in his commitment. We find that the same people instead of her 

mother the heavenly character Menaka, have given refuge to her when she was thrown 

out by her lover. 
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• In the final scene of reunion, the same people kindle the king’s memory by handing over 

the signet ring to him. 

• The limit of one’s own rights irrespective of whether one is the ruler or the ruled has to 

be prescribed by some super imposed sanction, lest the social equilibrium would be 

disturbed. Whichever age we belong to, the problem repeats in different contemporary 

dimensions. 

 

⇒ DRAMATIC TEXT – DECONSTRUCTING AND RECONSTRUCTING: 

अ�भ�ानशाकुन्तलम   
प्रथमोऽङ 

  

या सिृष्टः स र्ष्टुराद्या वह �त �व�धहुतं या ह�वयार्  

ये द्वे कालं �वधत्तः श्रू�त�वषयगुणा या िस्थता व्याप् य । 

यामाहुः सवर्बीजप्रक ृ�त�र�त यया प्रा�णनः प् 

प्रत्य�ा�भः प्रपन्नस्तनु�भरवतु वस्ता�भरष्टा१॥ 

(नान्द्यन) 

सूत्रधार– (नेपथ्या�भमुखमवलोक) आय�, य�द नेपथ्य�वधानमव�सतम्   इतस्तावदागम्यताम्  (प्र�व) 

नट� - आयर् पु, इयमिस्म . 

सूतधारः – आय� अ�भरुपभू�यष्ठा प�रष�द यम् । अद्य खलु का�लदासग्र�थतवस्तुना नवेना�भ�ानश ाकुन्त

नाटकेनोपस्था तव् य अस्मा�भः । तत्प्र�तपात्रमाधीयतां  

नट� -सु�व�हतप्रयोगतयायर्स्य न �कम�प प�रहास् 

सूत्रधार– आय�, कथया�म ते भूताथर्म्  

आ प�रतोषाद्�वदुषां न साधु मनये प्रयोग�व�ान  

बलवद�प �श��तानामात्मन्यप्रत्ययं च२॥ 

नट� - आयर, एवमेतत्  अनन्तरकरणीयमायर् आ�ापयतु 

सूत्रधार- �कमन्यदस्याः प�रषदः श्रुतीप्र ? त�दममेव तावद�चरप्रवृत्तमुपभोग ग्रीष्मसमयम�धकृ त्

गीयताम ् । संप्र �ह, 

सुभगस�ललावगाहाः पाटलसंसगर्सुर�भवनवाता 

प्रच्छायसुलभ�नद्रा �दवसाः प�रणामरमणी३॥ 
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नट� - तथा 

ईषद�षच्चुिम्बता�न भ्रमरैः सुकुमा  रकेसर�शखा 

अवतसयिन्त दयमानाः प्रमदाः �शर�षकुसुमा� ४॥ 

सूत्रधार– आय�, साधु गीतम ् । अहो रागबध्द�चत्तवृित्तरा�ल�खत इव तो रङ्गः । त�ददानीं

कतमत्प्रकरणमा�श्रत्यैनामार ? 

नट� - नन्वायर्�मश्रैः प्रथममेवा�प्तम�भ�ानशाकुन्तलं  नामापू  

प्रयोगे अ�ध�क्रयता ? 

सूत्रधार- अय�,सम्यगनुबो�धतोऽिस्म । अिस्मन्�णे �वस्मृतं खल तत्  । कुत ः – 

तवािस्म गीतरागेण हा�णा प्रसभं हृत 

एष राजेव दुष्यन्तः सारङ्गेणा�तरंहस५॥ 

(इ�त �नष्क्रा) 

प्रस्ता 

(ततः प्र�वश�त मृगानुसार� सशरचापहस्तो राजा रथेन सूत) 

सूतः - (राजानं मृगं चावलोक्) आयुष्मन  ! 

कृष्णसारे ददश्च�ुस्त्व�य चा�धज्यकामु  

मृगानुसा�रणं सा�ात्पश्मीव �पना�कनम ् ॥६॥ 

राजा - सूत, दरूममुना सारङ्गेण वयमाकृष्टाः । अयं पुन�रदानीम  

 

ग्रीवाभङ्गा�भरामं मुहुरनुपत�त स्यन्दने बध् 

पश्चाध�न प्र�वष्टः शरपतनभयाद्भूयसा पूवर्  

दभ�रधार्वल�ढैः श्रम�ववृतमुखभ्रं�श�भः क�णर 

पश्योदग्रप्लुतत्व�त बहुतरं स्तोकमुव्या� प्रया�८॥ 

 

(स�वस्मयम ) तदेष कथमनुपतत एव मे प्रयतनप्रे�णीयः सं ! 

सूतः -आयुष्मन , उद्घा�तनी भू�म�र�त मया रिश्मसंयमनाद् र मन्द�कृतो वेगः । तेन मृग एष �वप्रकृष्टान् 

संवृत्तः । संप् समदेशव�तर्नसत्े न दुरासदो भ�व�त । 

राजा - तेन �ह मुच्यन्तामभीषवः 

सूतः - यदा�ापयत्यायुष्मान (रथवेगं �नरुप्) आयुष्मन , पश्य पश्य 

मुक्तेषु रिश्मषु �नरायतपूवर्क 

�नष्कम्प चामर�शखा �नभृतोध्वर्कणा 

आत्मोध्दतैर�प रजो�भरलङ्घन 

धावन्त्यमी मृगजवा�मयेव रथ्या८॥ 
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राजा - सत्यम  । अतीत्य ह�रतो हर�ंश्च वतरन््ते वािजनः । तथा– 

यदालोके सू�मं व्रज�त सहसा तद्�वपुल 

यदध� �विच्छन्नं भव�त कृतसन्धान�मव   तत 

प्रकृत् या यद्वक्रं तद�प समरेखां  – 

नर् मे दूरे �किञ्चत्�णम�प न पाश्व� रथजवा ९॥ 

सूत, पश्यैनं व्यापाद्यम ानम(इ�त शरसन्धानं नाटय�त) 

(नेपथ्य) भो भो राजन् , आश्रममृगोऽ, न हन्तव्यो न हन्तव् 

सूतः - (आकण्यार्वलोक्) आयुष्मन , अस्य खलु ते बाणपातव�तर् कृष्णसारस्यानतरे तपिस्वन उपिस्थ 

राजा - (ससभं्रम ) तेन �ह प्रगृह्यन्तां वािज 

सूतः - तथा (इ�त रथं स्थपय�त) 

 

(ततः प्र�वशत्यात्मना तृतीयो वैख) 

वैखानसः – (हस्तमुद्य) भो भो राजन् , आश्रममृगोऽयं न हन्तव्यो न हन्त 

न खलु न खलु बाणः सिन्नपात्योऽयमिस्  

मृदु�न मृगशर�रे पुष्पराशा�ववािग्नः 

क्व बत ह�रणकानां जी�वतं चा�तलोल 

क्व च �न�शत�नपाता वज्रसारारास्ते १०॥ 

तत्साधुकृतसन्धानं प्र�तसंहर सायक   

आतर्त्राणाय वः शस्त्रं न प्रहतुर११॥ 

राजा -एष प्र�तसंहृत 

 

वैखानसः- सदृशमेतत्पुरुवंशप्रद�पस्य  

जन्म यस्य पुरोव�शे युक्तरुप�मदं  

पुत्रमेवं गुणोपेतं चक्रव�तर्नमाप्१२॥ 

इतरौ - (बाहू उद्यम) सवर्था चक्रव�तर्नं पुत्रमाप 

राजा - (सप्रणाम ) प्र�तगृह�तं ब्राह्म णवच 

वैखानसः- राजन् , स�मदाहरणाय प्रिस्थता वयम् । एष खलु कण  कुलपतेरनुमा�लनीतीरमाश्रमो दृश्यत        

न चेदन्यकायार्�तपा प्र�वश्य प्र�तगृह्यतामा�तथेयः सत्कार च; 

रम्यास्तपोधनानां प्र�तहत�वघ्नाः �क्रयाः समव 

�ास्य�स �कयद्भुजो मे र��त मौव��कणाङ्क इ१३॥ 

राजा - अ�प सिन्न�हतोऽत्र कुलप  ? 

वैखानसः- इदानीमेव दु�हतरं शकुन्तलाम�त�थसत्क ाराय �नयुज्य दैवमस प्र�तकूलं शम�यतुं सोमतीथ� ग तः 
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राजा - भवतु । तामेव द्र�या�म सा खलु �व�दतभिक्तं मां महष� कथ�यष्य�त  

वैखानसः - साधयामस्तावत् । (इ�त स�शष्यो �नष्क्र) 

राजा - सूत, चोदयाश्वान् ।  पुण्याश्रमदशर्नेन तावदात्मानं पुन 

सूतः - यदा�ापयत्यायुष्मान् । इ�त भूयो रथवेगं �नरुपय�  

 

राजा - (समन्तदवलोक्) सूत, अक�थतोऽ�प �ायत एव यथायमाश्रमाभोगस्तपोवनस्ये 

सूतः - कथ�मव 

राजा - �कं न पश्य�त भवान  ? इह �ह, 

नीवाराः शुकगभर्कोटरमुखभ्रष्टास्तर 

प्रिस्नग्धा क्व�च�दङ्गुद�फल�भदः सूच्यन्त ए 

�वश्वासोपगमाद�भन्नगतयः शब्दं सहन्ते - 

स्तोयाधापथाश्च वल्कल�शखा�नष्यन्दरेखाङ्�कत१४॥ 

सूतः - सवर्मुपपन्नम्  

राजा - (स्तोकमन्तरं गत) तपोवन�नवा�सनामुपरोधो मा भतू् । इहैव रथं स्थाप यावदवतरा�म । 

सूतः - धृताः प्रग् अवतरत्वायुष्मान्  

राजा - (अवतीयर) सूत, �वनीतवेषेण प्रवेष्टव्या�न तपोवना�न न इदं तावद् गृह्यताम्  (इ�त सूतस्याभरणा�न

धनुश्चोपनीयापर्य) सूत, यावदाश्रमवा�सनः प्रत्यवे�याहमुपावत� तावदाद्रर्पृष्ठा वािजनः । 

सूतः - तथा । (इ�त �नष्क्रा) 

राजा - (प�रक्रम्यावलोक) इदमाश्रमद्वारम् । यावत्प्र�व  (प्र�व, �न�मत्तं सूचयन ) 

शान्त�मदमाशमपदं स्फुर�त च बाहुः कु  तः फल�महास् 

अथवा भ�वतव्यानां द्वारा�ण भविन्त सवर्१५ ॥ 

(नेपथ्य) इत इतः सख्य । 

ईषद�षच्चुिम्बता�न ईषद�षच्चुिम्बता�न ईषद�षच्चुिम्बता�न ईषद�षच्चुिम 

 

राजा - (कण� दत्त्) अये द��णेन वृ�वा�टकामालाप इव श्रूयते । याव गच्छा�म ।(प�रक्रम्यावलोक) 

एतास्तपिस्वकन्य 

स्वप्रमाणानुरुपैः सेचनघटैबार ल्पादपेभ्यः पयो दातु�- 

�भवतर्नत्े (�नपुणं �नरुप) अहो, मधुरमासा ंदशर्नम्   

शुध्दान्तदुलर्भ�मदं वपुराश्रमवा�सनो य�द ज 

दरू�कृत ाः खलु गुणैरुद्यानलता वनलता�भः१६॥ 

याव�दमां छायामा�श्रत्य प्र�तपालया(इ�त �वलोकयन् िस्थत) 
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(ततः प्र�वश�त यथोक्तव्यापारा सह सखीभ्यां शक ) 

शकुन्तला – इत इतः सख्यौ  

अनसूया – हला शकुन्तल , त्वत्तोऽ�प तातकाश्यपस्याश्रमवृ�काः � इ�त तकर ्या�म । येन

नवमा�लकाकुसुमपेलवा�प त्वमेतेषामालवालपूरणे �नयुक्ता 

शकुन्तला – न केव ल ंतात�नयोग एव । अिस्त मे सोदसनेहोऽप्येते(इ�त वृ�सेचन �नरुपय�) 

राजा - कथ�मयं सा कण्वदु�हता । असाधुदश� खलु तत्रभवान् काश  य इमामाश्रमधम� �नयुङक्् 

इदं �कलाव्याजमनोहरं वपस्तप �म ंसाध�यतुं य इच्छ�त  

ध्रुवं स नीलोत्पलपत्र शमीलता ंच छ्ेत्तुमृ�षव् यवस्य१७॥ 

भवतु, पादपान्त�हर्त एव �वश्रब्धं तावदेनां पश् (इ�त तथा करो�त) 

शकुन्तला - स�ख अनसूये, अ�त�पनध्दन वल्कलेन �प्रयंवदया �नयतािस्म । �श�थलय तावदेतत्   

अनसूया-तथा (इ�त �श�थलय�त) 

 

�प्रयंवद- अत्र पयोधर�वस्तार�यतृ आत्मनो यौवनमुपालभस(मा ं�कमुपालभसे?) 

राजा - काममननुरुपमस्या वपुषो वल्कलं न पुनरलङ्कार�श्रयं न पु कुत ः, 

सर�सजमनु�वध्दं शैवलेना�प रम् 

म�लनम�प �हमाशंोलर्�म ल�मीं तनो�त  

इयम�धकमनो�ा वल्लेना�प तन्व 

�क�मव �ह मधुराणा ंमण्डनं नाकृतीनाम् ॥  १८ ॥ 

शकुन्तला - (अग्रतोऽवलो) एव वाते�रतपल्लवाङ्गुल��भस्त्वरयतीव केसरवृ�कः, यावदेन सभंावया�म ।     (इ�त 

प�रक्राम) 

�प्रयंवद- हला शकुन्तल , अत्रैव तावन्मुहूत� �, यावत्  त्वयोपगतय लतासनाथ इवायं केसरवृ�कः प्र�तभा�त 

शकुन्तला – अतः खलु �प्रय–वदा�स त्वम ! 

राजा - �प्रयम�प तथ्यम(शकुन्तला ) �प्रयंवदा । अस्याः , 

अधरः �कसलयरागः कोमल�वटपानुका�रणी । बाहू 

कुसुम�मव लोभनीयं यौवनमङ्गेषु सन्नध्दम १९॥ 

अनसूया - हला शकुन्तल , इयं स्वयंवरवधूः सहकरस्य त्वया कृतनामधे  वनज्योत्स्ने�त नवमा�लका । एन

�वस्मृता�? 

शकुन्तलां - तदात्मानम�प �वस्म�रष्या�म(लतामुपेत्यावलोक्य) हला, रमणीये खलु काल एतस्य

लतापादप�मथुनस्य व्य�तकरः संवृत्त नवकुसुमयौवना वनज्योत्स्ना िस्नग्घपल्लवतयोप सहकारः । 

�प्रयदा - अनसूये, जाना�स “�कं शकुन्तला वनज्योत्स्नाम�तमात्रं” इ�त ? 

अनसूया - न खलु �वभावया�म । कथय । 

�प्रयंवद- यथा वनज्योत्स्नानुरुपेण पादपेन स, अ�प नामैवमहमप्यात्मनोऽनुरुपं वरं लभेय इ� 
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शकुन्तला - एष ननं तवात्मगतो मनोरथः(इ�त कलशमावजर्य�) 

राजा - अ�प नाम कुलपते�रयमसवणर्�ेत्रसंभवा स् ? अथवा कृत  सन्देहेन  

असंशयं �त्रप�रग्रह�मा यदायर्मस्याम�भला�ष मे 

सतां �ह सन्देहपदेषु वस्तुषु प्रमाणमन्तः करणप्रव२०॥ तथा�प तत्त्वत एनामुपलपस् 

शकुन्तला - (ससभं्रम )अम्म ! स�ललसेक सभं्रद्गतो नवमा�लकामुिज्झत वदन मे मधुकरोऽ�भवतर्ते(इ�त 

भ्रमरबाधां �नरुप) 

 

राजा - (सस्पृहम ) 

चलापाङ्गां दृिष्टं स्पृश�स बहुशो वेपथु 

रहस्याख्यायीव स्वन�त मृदु कणार्िन्तक 

करौ व्याधुन्वत्याः �पब�स र�तसवर्स् 

वयं तत्वान्वेषान्मधुकर हतास्त्वंकृत ी ॥२१॥ 

शकुन्तला - न एष धषृ्टो �वरम�त । अन्यतो ग�मष्या�म(पदान्तरे िस्थत, सदृिष्ट�ेप ) कथ�मतोऽप्यागच्छ! 

हला, प�रत्रायेथां मामन दु�वर्नीतेन मधुकरेणा�भभूयमानाम ! 

उभे - के आवा ंप�रत्रातु ? दुष्यन्तमाक्रन्द । राजर��तव्या�न तप नाम! 

राजा - अवसरोऽयमात्मानं प्रदशर्� यतुमन भेतव्यं न भेतव् यम---- (इत्यध�क्त्या स्वगत ) राजभावस्त्व�भ�ात

भवेत्  । भवतु, एवं तावद�भधास्ये  

शकुन्तला - (पदान्तरे िस्थत, सदृिष्ट�ेप ) कथ�मतोऽ�प मामनुसर�त! 

 

राजा - (सत्वरमुपसृत) 

कः पौरवे वसुमती ंशास�त शा�सत�र दु�वर्नीतानाम  

अयमाचरत्य�वनयं मुग्धासु तपिस्वकन्या२२॥ (सवार् राजानं दृष्ट्वा �किञ्च�दव संभ) 

अनसूया - आयर, न खलु �कमप्यत्यातम ् । इयं नौ �प्रयसखी मधुकरेणा�भभूयमाना कातर�भू! आयर् आयर।   (इ�त 

शकुन्तलां दशर्य ) 

राजा - (शकुन्तला�भमुखो भ त्व) अ�प तपो वधर्त? (शकुन्तला साध्वसाद वचना �तष्) 

अनसूया - इदानीम�त�थ�वशेषलाभेन । हला शकुन्तल , गच्छोटजम् । फल�मश्रमध्यर्मुपहर । इदं पादोदकं भ�वष   

राजा - भवतीनां सूनृतयैव �गरा कृत मा�तथ्यम्   

�प्रयंवद- तेन ह्यस्यां प्रच्छायशीतलायां सप्तपणरयां मुहूतर्मुप�वश प�रश्रम�वनोदं करोत्वायर 

राजा - नूनं यूयमप्यनेन कमर्णा प�रश्रान् 

अनसूया - हला शकुन्तल , उ�चत नः पयुर् पासनम�तथीनाम् । अत ्रोप�वशाम (इ�त सवर् उप�वशिन) 

शकुन्तला - (आत्मगतम ) �कंनु खिल्वमं प्रे�य तपोवन�वरो�धनो �वका गमनीयािस्म संवृत्! 

राजा - (सवार् �वलोक) अहो! समवयोरुपरमणीयं भवतीनां सौहादर् ! 
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�प्रयंवद- (जनािन्तकम ) अनसूये, को नु खल्वेष चतुरगम्भीरा कृ�तमर्ध �प्रयमालपन्प्रभाववा�नव ? 

अनसूया - स�ख, ममाप्यिस्त कौतूहलम् । पृच्छा�म ता वदेनम् (प्रकाश ) आयर्स्मधुरालापज�नतो �वस्त्रम्भो 

मन्त्र कतम आय�ण राज�षर् वंशोऽलं�क्र, कतमो वा �वरहपयुर्त्सुकजनः कृ तो दे, �कं �न�मत्तं वा सुकुमारतरोऽ�प

तपोवनगमनप�रश्रमस्या पदमुपनीतः? 

शकुन्तला - (आत्मगतम ) हृद, मोत्ताम्य । एषा त्वया �चिन्ततान्य मन्त्रयत 

राजा - (आत्मगतम ) कथ�मदानीमात्मानं �नवेदया�; कथं वात्मापहार करो�म? भवतु । एवं तावदेनां व�ये । (प्रकाश ) 

भव�त, यः पौरवेण रा�ा धमार्�धकारे �नयुक्तः सोऽहम�वघ्न�क्रयोप धमार्रण्य�मदमायातः 

अनसूया - सनाथा इदानी धमर्चा�रणः  (शकुन्तला श्रृङ्गारल  रुपय�) 

 

सख्यौ- (उभयोराकारं �व�दत्व, जनािन्तकम ) हला शकुन्तल , यद्यत्र तातः सिन्न�हतो भवेत ? 

शकुन्तल :: - ततः �कं भवेत् ? 

सख्यौ- इमं जी�वतसवर्स्वेनाप्य�त�थ�वशेषं कृताथ� क�रष्य  

शकुन्तला - युवामपेतम ् । �कम�प हृदये कृत्वा मन त्रयेथे । न युचन श्रोष्या� 

राजा - वयम�प तावद्भवत्योः सखीगतं �कम�प पृच्? 

सख्यौ- आयर, अनुग्रह इवेयमभ्यथर् 

राजा - भगवान्काश्यपः शाशव्ते ब्रह्म�ण िस्थत इ�त प्रकाश वः सखी तदात्मजे�त कथमेतत ? 

अनसूया – श्रृणोत्वायर्ः । अिस्त कोऽ�प कौ�शक इ�त गोत्रनमहाप्रभा राज�षर्ः  

राजा - अिस्त । श्रूयत 

अनसूया - तमावयोः �प्रयसख्याः प्रभवमवगचछ् । तेन उिज्झतायाः शर�रसंवधर्ना�द�भस्तातकाश्यपोऽस 

राजा - उिज्झतशबदेन ज�नतं मे कौतूहल ! आमूलात् श्रोतु�मच्छा�  

अनसूया - श्रृणोत्वायर्ः । गौतमीतीरे पुरा तस्य राजष�ः उग्रे त वतर्मानस्य �कम�प जातशङ्कैद�वैम�न

नामाप्सरा प्रे�षता�नयम�वघ्नका�रण 

राजा - अस्तयेतदन्यसमा�ध भीरुतवं देवान  

अनसूया - ततो वसन्तोदार- (वसन्तावता)-समये तस्या उन्माद�य रुपं प्र……… (इत्यध�कत्े लज्जया �वरम) 

राजा - परस्ताज्�ायत एव । सवर्थाप्सरसंभवै 

अनसूया - अथ �कम ्? 

राजा - उपपद्यते  

मानुषीषु कथं वा स्यादस्य रुपस्य स 

न प्रभातरलं ज्यो�तरुदे�त वसुधातला २३॥ (शकुन्तला धोमुखी �तष्ठ�) 

राजा - (आत्मगतम ) लब्धावकाशो मे मनोरथः । �कं तु सख्याः प�रहासोदाहृ  वरप्राथर्नां श्रुत्वा धृतद्वैधीभावका

मनः । 

�प्रयंवद- (सिस्मतं शकुन्तलां �वलोक्य न ायका�भमुखी भूत) पुनर�प वक्तुकाम इवायर्ः 

(शकुन्तला सखीमङ्गुल्या तजर् ) 
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राजा - सम्यगुपल��तं भवत्या । अिस्त नः सच्च�रतश्रवणलोभा प्रष्टव्य  

�प्रयंव - अल ं�वचायर् । अ�नयन्त्रणानुयोगस्तपिस्वज ! 

राजा - इ�त सखीं ते �ातु�मच्छा�म– 

वैखानसं �कमनया व्रतमाप्रदानाद्व्यापाररो�ध मदनस्य �नषे�व  

अत्यन्तमेव मदरे�णवल्लभराहो �नवत्स्य�त समं ह�रणाङ्गना�भ२४॥ 

 

�प्रयंवद- आयर् धमर्चरणेऽ�प परवशोऽयंजनः । गुरोः पुनरस्य अनुरुपवरप्रदाने सङ्कल 

राजा - (आत्मगतम ) न दुरवापेयं खलु प्राथर ! 

भव हृदय सा�भलाषं संप्र�त सन्देह�नणर्यो ज 

आशङ्कसे यदिग्नं त�ददं स्पशर्�मं र त्२५॥ 

शकुन्तला - (सरोष�मव) अनसूये, ग�मष्याम्यहम्  

अनसूया - �कं �न�मत्त ? 

शकुन्तला – इमामसबंध्दप्रला�पनीं �प्रयंवदामायार्यै गौतम्यै �नवेद�य 

अनसूया - स�ख, न युक्तमकृतसत्कारम �त�थ�वशेषं �वसृज्य स्वच् गमनम ् । 

(शकुन्तला न �किञ्चदुक् त्वा प्रि) 

 

राजा - (गृह�तु�मच्छिन्नगृह्यात्म , आत्मगतम ) अहो चेष्टाप्र�तरु का�मजनमनोवृित्तः । अहं �, 

अनुयास्यन्मु�नतनयां सहसा �वनयेन वा�रतप् 

स्थानादनुच्चलन्न�प गत्वेव पुनः प्र�त�नव२६॥ 

�प्रयंवद– (शकुन्तलां �नरु ) हला, न ते युक्तं गन्तुम्  

शकुन्तला - (सभ्रूभङ् ) �कं �न�मत्तम  ? 

�प्रयंवद-वृ�सेचने द्वे धारय�स म । ए�ह तावत्  । आत्मानं मोच�यत् ततो ग�मष्य�स ।(इ�त बलादेना ं�नवतर्य�त

) 

राजा - भदरे वृ�सेचनादेव प�रश्रान्तामत्रभवतीं तथाह्यस्य- 

स्रस्तांसाव�तमात्रलो�हततलौ बाहू घटोत्– 

दद्या�प स्तनवेपथुं जनय�त श्वासः प्रमाणा� 

बध्दं कणर्�शर�षरो वदने घमार्म्भसां जाल  

बन्धे स्रं�स�न चैकहस्तय�मताः पयार्कुला मूधर २७॥ 

तदहमेनामनृणा ंकरो�म (इत्यङ्गुल�यं दातु�मच्) (उभे नाममुद्रा�राण्यनुवाच्य परस्परमवलो) 

राजा - अलमस्मानन्यथा संभाव्य । रा�ः प�रग्रहोऽ ------------------------- इ�त राजपुरुषं मामवगच्छथ 

�प्रयंवद- तेन �ह नाहर्तयेतदङ्गुलमङ्गुल��वयोगम् । आयर्स ्य वचननृणेदानीमेषा । (�किञ्चद्�वह) हला 
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शकुन्तल , मो�चतास्यनुकिम्पनाय�ण अथवा महाराजेन । गच छ्ेदानीम्   

शकुन्तला - (आत्मगतम ) यद्यात्मनः प्रभ�वष्(प्रकाश ) का त्व �वस्रष्टव्यस्य रोध्दव ? 

राजा - (शकुन्तलां �वलोक , आत्मगतम )�कं नु खलु यथा वयमस्यामेव�मयमप्यस्मान् प्र�त    ? अथवा 

लब्धावकाशा मे प्राथर् कुत ः; 

वाचं न �मश्रय�त यद्य�प मे वचो कण� ददात्य�भमुखं म�य भाषमाणे  

कामं न �तष्ठ�त मदाननसंमुखीन भू�यष्ठमन्य�वषया न तु दृिष्टरस्२८॥ 

 

(नेपथ्य) भो भोस्तपिस्वनः सिन्न�हताः तपोवनसत्त्वर�ायै भवत । प्र �कल मृगया�वहार� पा�थर् वो दुष्यन ! 

 

तुरगखुरहतस्तथा �ह रेणु�वर्टप�वषक्तजलाद्रर्वल् 

पत�त प�रणतारुणप्रकाशः शलभसमूह इवाश्रमद्र२९॥ अ�प च, 

तीव्राघातप्र�तहततरुस्कन्धलग 

पादाकृष्टव्रत�तवलयासङ्गसञ्जातप 

मूत� �वघ्नस्तपस इव नो �भन्नसारङ्ग 

धमार्रण्यं प्र�वश�त गजः स्यन्दनालोक ३०॥ (सवार्ः कण� दत्वा �किञ्च�दव संभ्र) 

राजा - (आत्मगतम ) अहो �धक् ! पौरा अस्मदन्वे�षणतपोवनमुपरुन्धिन्त । भवतु । प्र�तग�मष्यामस्  

सख्यौ- आयर, अनेनारण्यकवृत्तान्तेन पयार्कुला ः स्मः । अनुजा� उटजगमनाय । 

राजा - (ससभं्रम )गच्छन्तु भवत्यः । वयमप्याश्रमपीडा यथा  तथा प्रय�तष्यामह 

सख्यौ- आयर, असंभा�वता�त�थसत्कारं भूयोऽ�प प�ण�न�मत्तं लज्जाम आय� �व�ाप�यतुम ् । 

राजा - मा मैवम ् । दशर्नेनैव भवतीनां पुरस्कृतोऽिस्                                                                                       

(शकुन्तला राजानमवलोकयन् ती सव्याजं �वल सह सखीभ्यां �नष्क्रा) 

राजा - मन्दौत्सुक्योऽिस्म नगरगमनं प्र�त । यावदनुया�त्रका  ना�तदरूे तपोवनस्य �नवेशयेयम् । न खलु

शक्नो� शकुन्तलाव्य ापारादात्मानं �नवतर्� य । मम �ह – 

 

गच्छ�त पुरः शर�रं धाव�त पश्चादसंस्तुतं चेत 

चीनांशुक�मव केतो ः प्र�तवातं नीयमानस्३१॥  

मृगया�वहार� पा�थर् वो दुष्यन ! ( ८ ) 

(इ�त �नष्क्रान्ता) 
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द्�वतीयोऽङ् 
 

(ततः प्र�वश�त �वषण्णो �वदू) 

�वदषूकः - (�नःश्वस) आ...शादूर्... । तुरगानुधावनकिण्डतसनधे रात्र �नकामं श�यतव्यं नािस्त भो �दष्टम  ! 

एतस्य मृगयाशीलस्य रा�ो वयस्यभा �न�वरण्णोऽिस्म ए...नद�...ए...नद�...अयं मृगोऽयं वराहोऽयं शादूर्ल इ�त

मध्याहणेऽ ग्रीष्म�वरलपादपच्छायासु वनरािजष्वा�हण्ड्यते अटव ! पत्रसङ्करषाया�ण कटुका�ग�रनद� जला�न 

पीयन्ते ।अ�नयतवेलं शूल्यमांसभू�यष्ठ आहारो भुजय्ते । ततः महत्येव प्रत्यूषे पुत्रै

शकु�नलुब्धकैवर्नग्रहणकोलाहलेन प्र�तबो�ध तोऽिस्म । इयतेदानीम�प पीडा न �नष ततो गण्डस्योप�र �पण्ड

संवृत्तः  ह्यः �कलास्मासु अवह�ने तत्रभवतमृगानुसारेणाश्रमं प्र�वष्टस्य तापसकन्यका   ममाधन्यतया

द�शर्ता । साम्प्रतं नगरगमनाय मनः�प च करो�त ! अद्या�प तस्य तामेव �चन्तयतोऽ�णोः प्रभातमास  का 

ग�तः ! यावत्तं कृताचारप�रक्रमं पश्या� (इ�त प�रक्रम्यावलोक), एष एव आगच्छ�त �प्रयवयस्यः । भवत

अङ्गभङ्ग�वकल इव भूत स्थास्या�म । यद्येवम�प नाम �वश्रमं !                                                                                     

(इ�त दण्डकाष्ठमवलम्ब्य िस्)  (ततः प्र�वश�त यथा�न�दर्ष्टप�रवारो ) 

राजा - काम ं�प्रया न सुलभा मनस्तु तद्भावदशर्नाश 

अकृत ाथ�ऽ�प मन�सजे र�तमुभयप्राथर्ना कुरु १॥ 

(िस्मतं कृत् ) एवमात्मा�भप्रायसंभा�वतेष्टवन�चत्तवृित्तः प्राथर्�यता � 

िस्नग्धं वी��तमन्यतोऽ�प नयने यत्प्रेरयन् 

यातं यच्च �नतम्बयोगुर्रुतया मन्दं �वलासा 

मा गा इत्युपरुध्दया यद�प सा सासूयमुक्ता 

सव� तित्कल मत्परायणमहो कामी स्वतां पश्य२॥ 

�वदषूकः- (तथािस्थत ए) भो वयस्, न मे हस्तपादं प्रसर�त । तद्वाङ्म  जाप्यसे  

राजा - (सिस्मत) कृतोऽ यं गात्रोपघा ? 

�वदषूकः- कुत ः �कल स्वयम�याकृल�कुत्याश्  रुकारणं पृ ? 

राजा - न खल्वगच्छा�म 

�वदषूकः- भो वयस्, यद्वेतसः कुब्ज ल�लां �वडम्बय�त  तत्मात्मन प्रभाव, ननु नद�वेगस् ? 

राजा - नद�वेगस्तत्र कारणम  

�वदषूकः- ममा�प भवान् । 

राजा - कथ�मव ? 

�वदषूकः – एवं राजकायार्ण्युिज्झत्वैतादृश आकुलप ्रदेशे वनचरवृित् भ�वतव्यम् । यत्सत्यं प्र

श्वापदसमुत्सारणैः सं�ो�भतसिन्धबन्धानां मम गामनीशोऽिस्म संवृत्तः । तत्प्रसाद�य �वस्रष्टुं मामेकाहम

तावद्�वश्र�म तुम 

राजा - (स्वगतम ) अयं चैवमाह ! ममा�प काश्यपसुताम् अनुस्मृ  मृगया�वक्लवं चेत ! कुत ः, - 
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न नम�यतुम�धज्यमिस्म शक्तो धनु�रदमा�हतसायकं मृगेष  

सहवस�तमुपेत्य यैः �प्रयायाः कृत  मुग्ध �वलो�कतोपदेशः ३॥ 

 
�वदषूकः - (रा�ो मुखं �वलोक्) अत्रभव ान् �कम�प हृदये कृ त्वा मन 

अरण्ये मया रु�दतमासी  ! 

राजा - (सिस्मतम ) �कमन्यम  ? अन�तक्रमणीयं मे सुहृद्वाक्यम  िस्थतोऽिस्म 

�वदषूकः -�चरं जीव । (इ�त गन्तु�मच्छ) 

राजा - वयस्, �तष् । सावशेषं मे वचः । 

�वदषूकः - आ�ापयतु भवान् । 

राजा - �वश्रान्तेन भवता ममाप्येकिस्मन्ननायासे कमर्�ण भ�वतव्यम्   

�वदषूकः - �कं मोदकखा�दकायाम ्? तेन ह्ययं सुगृह�तः �णः  

राजा - यत्र व�या�म । कः कोऽत्र ? 

(प्र�व) दौवा�रकः-(प्रण)आ�ापयतु भतार्  

राजा - रैवतक, सेनाप�तस्तावदाहूयताम्   

दौवा�रकः – तथा (इ�त �नष्क्रमय सेनाप�तना सह पुनः प्) एष आ�ावचनोत्कण्ठो भत�तो दत्तदृिष्टरेव �त

। उपसपर्त्वायर् 

सेनाप�तः- (राजानमवलोक्) दृष्टदोषा�प स्वा�म�न मृगया केवलं गुणा  

 
संवृत्ता । तथ �ह देवः,- 

अनवरतधनुज्यार्स्फालनक्रू  र�व�करणस�हष्णु खेदलेशैर�भन्नम्  

उप�चतम�प गात्रं व्यापतत्वाद �ग�रजर इव नागः प्राणसारं �बभ�तर४॥ 

(उपेत्) जयतु जयतु स्वामी । गृह�तश्वापदमरण्यम् । �कमन्यत्र अव  ? 

राजा - मन्दोत्साहः कृतोऽिस्म मृगय ा�दना माधव्येन  

सेनाप�तः- (जनािन्तक ) सखे िस्थरप्र�तबन्धो भव । अहं तावत्स्वा�मवृित्तमनुव�तर्ष्य( प्रकाश ) प्रलपत्व

वैधेयः । ननु प्रभुर �नदशर्नम  ! 

मेदश छ्ेदकृश ोदरं लघु भवत्युत्थानयोग्यं  

सत्वानाम�प ल�यते �वकृ�तमिच्चत्तं भयक्रोध  

उत्कषर्ः स च धिन्वनां य�दषवः �सध्यिन्त ल�य 

�मथ्यैव व्यसनं वदिन्त मृगयामीदृिग्वनोद ः क५॥ 

�वदषूकः - अपे�ह, रे उत्साहहेतुक । अत्रभवान्प्रकृ�तमापन ्न तावदटवीतोऽटवीमा�हण्डमानो नरना�सकालोलुपस्

जीणर्�स कस्या�प मुखे प�तष्य�स 

राजा - भद्र नापते, आश्रमसिन्नकृष्टे िस्थता स्मः । अतस  ना�भनन्दा�म । अद्य ताव  ; 
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गाहन्तां म�हषा �नपानस�ललं श्रृङ्गैमुर्हुस् 

छायाबध्दकदम्बकं मृगकुलं रोमन्थमभ्यस्   

�वश्रब्ध �क्रयतां वराहत�त�भमुर्स्ता��त 

�वश्रामं लभता�मदं च �श�थलज्याबन्धमनुः ॥६॥ 

 
सेनाप�तः- यत्प्रभ�वष्णवे रोच 

राजा - तेन �ह �नवतर्य पूवर्गतान्वनग्रा�हणः । यथा सै�नकास्तपोवनमुपरुन्धिन्त तथा �नषेध्दव्याः; 

शमप्रधानेषु तपोवनेषु गूढं �ह दाहात्मकमिसत् ते 

स्पशार्नुकूला इव सूयर्क ान्तास्तदन्यतेजो�भभवाद्७॥ 

सेनाप�तः- यदा�ापय�त स्वामी  

�वदषूकः - ध्वंसतां त उत्साहवृत्तान्त(�नष्क्रान्तः सेना) 

राजा - (प�रजनं �वलोक्) अपनयन्तु भवत्यो मृगयावेषम् । रैव , त्वम�प स्वं �नयोगमशून्यं कु  

प�रजनः - यद्देव आ�ापय�त (इ�त �नष्क्रा) 

�वदषूकः - कृत  भवता �नमर��कम ् । साम्प्रतमेतिस्मन् पादपच �वर�चत�वतानसनाथे �शलातले �नषीदतु 

भवान्यावदहम� सुखासीना भवा�म । 

राजा - गच्छाग्रत 

�वदषूकः - एतु भवान् (इत्युभौ प�रक्रम्योप�) 

राजा - माधव्, अनवाप्तच�ुः फलोऽ�स । येन त्वया दशर्नीयं न दृ  

�वदषूकः - ननु भवानग्रतो मे वतर ! 

राजा - सवर्ः कान्तमात्मीयं पश्य�त । अहं तु तामेवाश्रमलला शकुन्तलाम�धकृत्य ब्रवी   

�वदषूकः - (स्वगतम ) भवतु । अस्यावसरं न दासये (प्रकाश ) भो वयस्, ते तापसकन्यकाभ्यथर्नीया दृश् 

राजा - सखे, न प�रहाय� वस्तु�न पौरवाणां मन प्रवतर्त 

सुरयुव�तसभंवं �कल मुनेरपत्यं तदुिज्झता�धगतम्  

अकर ्स्योप�र �श�थलं च्युत�मव नवमा�लकाकुसुमम  ८॥ 

�वदषूकः – (�वहस्) यथा कस्या�प �पण्डखजूर्रैरुद्वेिजतस्य �तिन्त्रण भवेत्तथा स्त्रीरत्नप�रभा�वनो

इयमभ्यथर्ना 

राजा - न तावदेनां पश्य�सयेनैवमवाद�ः । 

�वदषूकः - तत्खलु रमणीयं यद्भवतोऽ�प �वस्मयमुत्पाद 

राजा - वयस्, �कं बहुना ? 

�चत्रे�नवेष्य प�रकिल्पततत्त रुपोच्चयेन मनस �व�धना कृ ता नु 

स्त्रीरत्नसृिष्टरपरा प्र�तभा� धातु�वभुत्वमनु�चन्त्य वपुश्च तस्९॥ 

�वदषूकः - यद्येवं त्यादेश इदानीं रुपवतीनाम्  

राजा - इदं च मे मन�स वतर्ते  
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अनाघ्रातं पुष्पं �कसलयमलूनं करर 

अना�वध्दं रत्नं मधुनवमनास्वा�दतर  

अखण्डं पुण्यानां फल�मव च तद्रूप 

न जाने भोक्तारं �क�मह समुपस्थास्य�त �व�ध१०॥ 

�वदषूकः- तेन �ह लघु प�रत्रायतामेनां भव ा । मा कस्या�प तपिस् इङ्गुद�तैल�चक्कणशीषर्स्य हस्ते प�तष 

 
राजा - परवती खलु तत्र भव�त । न च सिन्न�हतोऽत्र गुर 

�वदषूकः - अथ भवन्तमन्तरेण क�दृशस्तस्याः दृि ? 

राजा - �नसगार्देवाप्रगल्भस्तपिस्वकन्याजनः । तथ– 

अ�भमुखे म�य सहंृतमी�ण ह�सतमन्य�न�मत्तकृतोद  यम् 

�वनयवा�रतवृित्तरतस्त न �ववृतो मदनो न च सवंृतः ॥११॥ 

�वदषूकः – न खलु दृष्टमात्रस्य तवाङ्गं समार 

राजा - �मथः प्रस्थाने पुनः शाल�नतया�प काममा�वष्  भावस्तत्रभवत्या । तथा  

दभार्ङ्कुरेण चरणः �त इत्यका  तन्वी िस्थता क�चदेव पदा�न गत्वा  

आसीद्�ववृत्तवदना च �वमोचयन शाखासु वल्कलमसक्तम�प द्रुम ाणा१२॥ 

�वदषूकः- तेन �ह गृह�तपाथेयो भव । कृत  त्वयोपवनं तपोवन�म�त पश्या�म 

राजा -सखे, तपिस्व�भः कै िश्चत्प�र�ातोऽिस्म । �चन्तय   केन ापदेशेन पुनराश्रमपदं गच्छाम 

�वदषूकः - कोऽपरोऽपदेशो युष्माकं रा�ाम   ? नीवारषष्ठ भागमस्माकमुरिन्त्व�त 

राजा - मूखर, अन्यमेव भागधेयमेते तपिस्वनो �नवर्पिन्त यो रत्नरा �वहाया�भनन्द्यते । पश,- 

यदुित्तष्ठ�त वण�भ्यो नृपाणां ��य तत्फल  

तपः षडभागम�य्यं ददत्यारण्यका �ह न१३॥ 

(नेपथ्य) हन् ! �सध्दाथ� स्वः 

राजा - (कण� दत्व) अये धीरप्रशान्तस्वरैस्तपिस्व�भभर्�व  

(प्र�व) दौवा�रकः – जयतु जयतु भतार ! एतौ द्वौ ऋ�षकुमार  प्रतीहारभू�ममुपिस्थत 

राजा - तेन ह्य�वलम्बं प्रवेशय  

दौवा�रकः - एष प्रवेशया�म (इ�त �नष्क् ऋ�षकुमाराभ्यां सह प्र�) इत इतो भवन्तौ                             (उभौ 

राजानं �वलोकयतः) 

प्रथम- अहो द�िप्तमतोऽ�प �वश्वसनीयतास्य वपुषः । अउपपन्नमेतदिस्मन् ऋ�षभ्यो ना�त�भन्ने राज�न । क 

– 
अध्याक्रान्ता वस�तरमुनापयाश्रमे स र�ायोगादयम�प तपः प्रत्यहं सिञ्चनो 

अस्या�प द्यां स्पृश�त व�शनश्चारणद्वन् पुण्यः शब्दो मु�न�र�त मुहुः केवलं राजपूवर्ः १४॥ 

द्�वतीयः- गौतम, अयं स बल�भत्सखो दुष्यन ? 

प्रथम- अथ �कम ् । 
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द्�वतीयः- तेन �ह,- 

नैतिच्चत्रं यदयमुद�धश्यामसीमां ध�र  एकः कृत्स्न नगरप�रघप्रांशुबाहुभुर्निक 

आशंसन्ते स�म�तषु सुरा बध्दवैरा �ह दैत् अस्या�धजये धनु�ष �वजयं पौरुहूते च वज्१५॥ 

 
उभौ - (उपगम्) �वजयस्व राजन  ! 

राजा - (आसनादुत्था) अ�भवादये भवन्तौ  

उभौ - स्विस्त भवते (इ�त फलान्युपहरत) 

राजा - (सप्रणामं पगृह्) आ�ाप�यतु�मच्छा�म  

उभौ - �व�दतो भवानाश्रमसदा�महस्थः । तेन भवन्तं प्राथर 

राजा - �कमा�ापयिन् ? 

उभौ -“तत्रभवतः कण्वस्य महष�रसािन्नध्याद्र�ां�स न इि  उत्पादयिन्त । तत्क�तपयरात्रं सार�थद�व

भवता सनाथी�क्रयताम् आश ” इ�त । 

राजा - अनुगृह�तोऽिस्म  

�वदषूकः - (अपवायर् ) एषेदानीमनुकूला तेऽभ्यथर्ना 

राजा - (िस्मतं कृत् ) रैवतक, मद्वचनादुच्यतां सार�थ-“सबाणासनं रथमुपस्थाप” इ�त । 

दौवा�रकः- यद्देव आ�ापय�त (इ�त �नष्क्रा) उभौ –(सहष�) 

अनुका�र�ण पूव�षा ंयुक्तरुप�मदं �य । 

आपन्नाभयसत्रेषु द���ताः खलु पौरवाः१६॥ 

राजा - (सप्रणाम )गच्छतां पुरो भवन्तौ । अहमप्यनुपदम् आगत ए  

उभौ - �वजयस्व(इ�त �नष्क्रा) 

राजा - माधव्, अप्यिस्त शकुन्तलादशर्ने कुतू    ? 

�वदषूकः- प्रथमं सप�रवाहमासी त् । इदानीं रा�सवृत्तान्तेन �र�प नावशे�षतः । 

राजा -मा भैषीः । ननु मत्समीपे व�तर्ष 

�वदषूकः - एष रा�साद्र��तोऽिस् (प्र�व) 

दौवा�रकः - सज्जो रथो भतुर्�वर्जनप्रसथानमपे�ते । एष पुननर्गराद्देवीना करभक आगतः । 

राजा - (सादरम)् �कमम्बा�भः प्रे� ? 

दौवा�रकः- अथ �कम ्? 

राजा - ननु प्रवेश्यताम  

दौवा�रकः- तथा । (इ�त �नष्क्, करभकेण सह प्र�व) एष भतार्  उपसपर 

करभकः - जयतु जयतु भतार ! देव्या�ापय�त“ आगा�म�न चतुथर्�दवस प्रवृत्तपारणो मम उपवासो भ�वष्य�त ।

द�घार्युषावश् सिन्न�हतेन भ�वतव् य” इ�त । 

राजा - इ�तस्तपिस्वकायर्म् । इतो गुरुजना�ा । यद् द  अन�नक्रमणी यम् । �कमत्र प्र�त�  ? 

�वदषूकः - �त्रशङ्कु�रवान्तराले �त  
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राजा - सत्यमाकुल�भ ूतोऽिस्म 

कृत्ययौ�भर्ननदेशत्वाद् द्वैधीभव�त मे 

पुरः प्र�तहतं शैले स्त्रोतः स्त्रोतो॥१७॥ 

(�व�चन्त) सखे, त्वमम्बया पुत्र इ�त प्र�तगृह�तः । यतो भवा�नतः प्र तपिस्वकायर्व्यग्रमानसं मामा

तत्रभवतीनां पुत्र  मनुष्ठातुमहर्�त 

�वदषूकः - न खलु मां र�ोभीरुकं गणय�  ! 

राजा - (सिस्मत) कथमेतद्भव�त संभाव ्? 

�वदषूकः - यथा राजानुजेन गन्तव्यतथा गच्छा�म  

राजा - ननु तपोवनो�वरोधः प�रहरणीय इ�त सवार्ननुया�त्रकास्त्वय प्रस्थापया� 

�वदषूकः - (स्वगतम ) तेन �ह युवराजोस्मीदानीं संवृत्तः 

राजा - (स्वगतम ) चपलोऽयं वटु ः । कदा�चदस्मत्प्राथर्नाम् अन्तः प  कथयेत्  । भवतु । एनमेवं व�ये । (�वदषूकं 

हस्तेगृह�त्) वयस्, ऋ�षगौरवादाश्रमं गच्छा�म । न खलु सत्यमेव तापसकन्य ममा�भलाषः । पश्, 

क्व वयं क्व परो�मन्मथो मृगशावैः सममे�धतो जन 

प�रहास�वजिल्पतं सखे परमाथ�न न गृह्यतां वचः१८॥ 

�वदषूकः - अथ �कम ् । 

(इ�त �नष्क्रान्तास) 

तृतीयोऽङ्क 
 

(ततः प्र�वश�त कुश ानादाय यजमान�शष) 
�शष्य- अहो महानुभावः पा�थर् वो दुष्यन्तः । यत्प्र�वष्टमात्र  भव�त �नरुपद्रवा�ण नः कमार्�ण संवृत्त 
का कथा बाणसन्धाने ज्याशब्देन दूरत 
हंुकारेणेव धनुषः स �ह �वघ्नानपोह�त १॥ 

याव�दमान्वे�दसंस्तरणा दभार्नृित्वग्भ्य उपहरा (प�रक्रम्यावलोक, आकाशे ) �प्रयंव, कस्येदमु�शरानुलेपन 
मणृालविन्त च न�लनीपत्रा�ण नीय ? (श्रु�तम�भन) �कं व्रवी ? “आतपलङ्घनात् बलवदस्वस्था शकुन्तल 
तस्या शर�र�नवार्पणा” इ�त ? त�हर् यत्ना त् उपचयर्ताम् । सा   भगवतः कण्वस्य कुलपते रुच्छ्वा�स तम् । अ
तावद्वैता�नक  शान्त्युदकमस्यै गोतमीहस्ते �वसजर्�यष् (इ�त �नष्क्रा) 
�वष्कम्भ 
(ततः प्र�वश�त कामयमानावस्थो र) 
राजा- (स�चन्तं �नःश्व) 
जाने तपसो वीय� सा बाला परवती�त मे �व�दतम ् । 
अलमिस्म ततो हृदयं तथा�नेद �नवतर्�यतुम्  २॥ 

(मदनबाधां �नरुप) भगवन्  कुसुमायुध, त्वया चन्द्रम �वश्वसनीयाभ्याम�तसन्धीयते का�मजनसाथर्ः । क – 

तव कुसुमशरत्वं शीतरिश्मत्व�मन 
द्वय�मदमयथाथ� दृशय्ते मद�वधे 
�वसजृ�त �हमगभ�रिग्न�मन्दुमर्यू 



 
CHAPTER: 5  Page 407 of 458 
 

त्वम�प कुसुमबाणान्वज्र करो�ष ॥३॥ अथवा 
अ�नशम�प मकरकेतु मर्नसो रुजमावहन्न�भमतो म 
य�द म�दरायतनयना ंताम�धकृत्य प्रहरती�४॥ 

(सखेद प�रक्र) क्व नु खलु संिस्थते कमर्�ण सदस्यैरनु श्रमक्लान्तमात्मानं �वनो ? (�नः श्वस) �कं नु 
खलु मे �प्रयादशर्नादृते शरणम  ? यावदेनामिन्वष्या�म (शूयर्मवलोक) इमाम ् उग्रतपवेलां परायेण लतावलयव
मा�लनीतीरेषु ससखीजना शकुन्तला गमय� त । तत्रैव तावद्गच्छा(प�रक्रम्य संस रुप�यत्) अहो, 
प्रवातसुभगोऽयमुद्दे 
शक्यमर�वन्दसुर�भः कणवाह� मा�लनीतरङ्गाणाम  
अङ्गैरनङ्गतप्तैर�वरलमङ्�गतुं पवनः ५॥ 

(प�रक्रम्यावलोक्) अिस्मन्वेतसप�र��प्ते लतामण सिन्न�हतया शकुन्तलया भ�वतव्यम् ।   तथा � 
अभ्युन्नता पुरस्तादवगाढा जघनगौरवात्पश्च  
द्वारेऽस्य पाण्डु�सक ्ते पदपङ्िक्तदृर्श्यत६॥ 

यावद्�वटपान्तरेणावलोकया�म(प�रक्रम्य तथा त्व, सहषर्म )  

अये, लब्धं नेत्र�नवार्णम एषा मे मनोरथ�प्रयतमा सकुसुमास्त  �शलापट्टम�धशयाना सखीभ्यामन्वास् भवतु । 
श्रोष्याम्य �वश्रम्भक�थता�न(इ�त �वलोकयन् िस्थत) (ततः प्र�वश�त यथोक्तव्यापारा सह सखीभ्यां शक ) 
सख्यौ- (उपवीज्य ससने) हला शकुन्तल , अ�प सुखाय ते न�लनीपत्रवा ? 

शकुन्तल - �कं मां वीजयतः सख्य ? (सख्यौ �वषादं नाट�यत्वा परस्परमवलोक) 
राजा- बलवदस्वस्थशर�रा खलु शकुन् तला दृश् (स�वतकर ्म ) तित्कमयमातपदोषः स्या , उत यथा मे मन�स वतर्त ? 

(सा�भलाषं �नवर्ण्) अथवा कृत  सन्दहेन । 
स्तनन्यस्तोशीरं प्र�श�थ�लतमृणालै 
�प्रयायाः साबाधं �कम�प कमनीयं वपु�रदम्  
समस्तापः कामं मन�सज�नदाघप्रसर– 

नर् तु ग्रीष्मस्यैवं सुभगमपराध्दं युव७॥ 
 
�प्रयंव- (जनािन्तकम ) अनसूये, तस्य राजष�ः प्रथमदशर्नात्   पयुर्त्सुकेव शकुन्  त। �कं नु 
खल्वस्यास्तिन्न�मत्तोऽयम भवेत्  ? 

अनसूया –स�ख, ममापीदृश्याशङ्का हृदयस्य । भवतु प्र�या�म तावद  (प्रकाश ) स�ख, प्रष्टव्या�स �कम 
बलवान् खलु ते सन्तापः  
शकुन्तला – (पूवार्ध�न शयनादुत्थ) हला, �कं वक्तुकामा� ? 

अनसूया – हला, शकुन् ले, अनभ्यन्तरे खल्वावां मदनगतस्य वृत्तान �कं तु यादृशी�तहास�नबनधेष
कामयमानानामवस्था श्रू, तादृश तव पश्या�म  कथय, �कं�न�मत्तं ते संताप ? �वकारं खलु 
परमाथर्तोऽ�ात्वांनारम्भः प्रती ! 

राजा- अनसूयामप्यनुगतॆ मद�यस्तकर्  
शकुन्तला – (आत्गतम)् बलवान् खलु मेऽ�भ�नवेशः ! इदानीम�प सहसैतयोनर शक्नो�म �नवेद�यतुम्   
 
�प्रयंव- स�ख, शकुन्तल , सुष्ठु एषा भण� त  �कमात्मन आतङ्कमुपे� ? अनु�दवसं खलु प�रह�यसेऽङ्गै ! केव लं 
लावण्यमयी छाया त्वां न मुञ्च� 
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राजा- अ�वतथमाह �प्रयंव ! तथा �ह, -                                                                                       

�ाम�ामकपोलमाननमुरः का�ठन्यमुक्तस् 
मध्यः क्लान्ततरः प्रकाम�वनतावंसौ छ�वः पाण् 
शोच्या च �प्रयदशर्ना च मदनिक्लष्टेयम 
पत्राणा�मव शोषणेन मरुता स्पृष्टा लधवी ॥८॥ 
 
शकुन्तल - स�ख, कस्य वान्यस्य कथ�यष् ? �कंत्वायास�यत्रीदानीं  भ�वष्या�म  
उभे- अत एव खलु �नबर्न्धः । िस्नग्धजन सं�वभक्तं �ह दुःखं सह् भव�त ! 

राजा- पृष्टा जनेन समदुःखसुखेन बाल नेयं न व�य�त मनोगतमा�धहेतुम ् । 
       दृष्टो �ववृत्य शोऽप्यनया सतृष्णमत्रान्तरे श्रवणकातरतां गत९॥ 

शकुन्तल - स�ख, यतः प्रभृ�त मम दशर्नपथमागतः स तपोवनर��ता राज�---------------(इत्यध�कत्े लज्जां नाटय) 
उभे- कथयतु �प्रयसखी 
शकुन्तल - तत आरभ्य तद्गतेना�भलाषेणैतदवस्थािस्म संवृत 
राजा- (सहषरम)् श्रुतं श्रोत  ! 
स्मर एव तापहेतु�नर्वार्प�यता स एव मे जात 
�दवस इवाभ्रश्यामस्तपात्यये जीवलो१०॥ 
 
शकुन्तला – यद्य�प वामनुमत,तदा तथा वत�थां यथा तस्य राजष�ः अनुकम्पनी भवा�म । अन्यथावश्यं �सिञ्चतं 
�तलोदकम ् । 
राजा- संशयच छ्े�द वचनम   ! 
�पयंवदा- (जनािन्तकम ) अनसूये, दरूगतमन्मथाऽ�मेयं कालहरणस यिस्मन् बध्दभावै , स ललामभूतः पौरवाणाम ् । 
तद्युक्तमस अ�भलाषोऽ�भनिन्दतुम्   
अनसूया – तथा यथा भण�स । 
�प्रयवं- (प्रकाश ) स�ख, �दष्ट्यानुरुपस्तेऽ�भ�नवेषः । सागरमुिज कुत्र वा महानद्यवत  ?क इदानीं 
सहकारमन्तरे अ�तमुक्तलतां पल्ल�वतां सह ? 

राजा- �कमत्र �चत , य�द �वशाखे शशाङ्कलेखामनुवत�त ! 
अनसूया- कः पुनरुपायो भवेदयेना�वलिम्बतं �नभृतं च सख्या मन सम्पादयाव ? 

�प्रयंव- �नभृत�म�त �चन्तनीयं भवेत् । शीघ्र�म�त सुकरम   
अनसूया – कथ�मव ? 

�प्रयंव- ननु स राज�षर्रस्यां िस्नग्धदृष्ट्या सू�चता�भलाष एतान्    प्रजागारकृशो ल�य ते 
राजा सत्य�मत्थंभूत एवािस्म । तथा, - 

 
इदम�श�शरैरन्तस्तापाद्�ववणर्मणी  
�न�श �न�श भुजान्यस्तापाङ्गप्रस�र�भरश् 
अन�तलु�लतज्याघाताङ्कं मुहुमर्�णबन त्  
कनकवलयं स्रस्तं स्रस्तं मया प्र�त११॥ 

�प्रयंव- (�व�चन्त) हला, मदनलेखोऽस्य �क्रयताम् । तं सुमनोगो�  कृत्वा देवप्रसादस्यापदेशेन तस्य 
प्राप�यष्या� 
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अनसूया- रोचते मे सुकुमारः प्रयोगः । �कं वा शकुन्  तला भ ? 

शकुन्तल - को �नयोगो वा �वकल्प्य ? 

 
�प्रयंव- तेन �ह आत्मन उपन्यासपूव� �चन्तय तावत्  �कम�प ल�लतपदबन्ध |। 
शकुन्तल - हला, �चन्तयाम्यहम् । अवधीरणाभीरुकं पुनव�पते मे हृदय    
राजा- (सहषर्म ) अयं स ते �तष्ठ�त सङ्गमोत्स �वशङ्कसे भीरु यतोऽवधीरणा  
             लभते वा प्राथरता न वा �श्र �श्रया दुरापः कथमीिप्सतो भवेत १२॥ 

सख्य- अ�य आत्मगुणावमा�न�, क इदानी ंशर�र�नवार्प�यत्रीं शार ज्योत्स्नां पटान्तेन वा ? 

शकुन्तल - (सिस्मत)�नयोिजतेदानीमिस्म ।(इत्युप�वष्टा �चन्त) 
राजा- स्थाने खलु �वस्मृत�नमेषेण च�ुषा �प्रयाकया�म । 
उन्न�मतैकभ्रूलतमाननमस्याः पदा�न रचयत्न 
कण्ट�कतेन प्रथय�त मय्यनुरागं कपोल१३॥ 

शकुन्तल - हला, �चिन्ततं मया गीतवस्तु । असिन्न�हता�न पुनल�खनसाधन ! 

�प्रयंव- एतिस्मञ्शुकोदरसुकुमारे न�लनीप त्रे नखै�नर्��प्तवण�  
शकुन्तल - (यथोक्त रुप�यत्) हला, शृणुत�मदानी ंसङ्गताथ� न वे�त  
उभे- अव�हते स्वः  
 
शकुन्तल - (वाचय�त) तव न जाने हृदयं मम पुनः कामो �दवा�प रा�त्रम� 
                  �नघृर्ण तप�त बल�यस्त्व�य वृत्तमनोरथान्यङ्१४॥ 

राजा- (सहसोपसतृ्) तप�त तनुगा�त्र मदनस्त्वाम�नश ंपुनदर्हतयेव 
                 ग्लपय�त यथा शशाङ्कं न तथा �ह कुमुद्व  तीं �दवस१५॥ 

सख्य- (�वलोक्य सहषर्मुत्) स्वागतम�वलिम्बनो मनोरथस् (शकुन्तलाभ्युत्थातु�मच ) 
राजा- अलमलमायासेन । 
सन्दष्टकुसुमशयनान्या  शुक्लान्त�बसभङ्गसुर 
गुरुप�रतापा�न न त गात्राण्युपचारमहर्ि१६॥ 
 
अनसूया- इतः �शलातलैकदेशमलङ्करोतु वयस्यः (राजोप�वश�त शकुन्तला सल ज्जा �तष्ठ) 
 
�प्रयंव- द्वयोर�प युवयोरन्योन्यानुरागः प्रत्सखीस्नेहः पुनमा पुनरुक्तवा�दनीं करो�त 
राजा- भद, नैतत्प�रहायर्म् । �वव�� तं ह्यनमनुतापं जनय�त । 
�प्रयंव- आपन्नस्य �वषय�नवा�सनो जनस्या�तर्हरेण रा�ा भ�वतव्य� युष्माकं धमर्ः  
राजा- नास्मात्परम्  
�प्रयंव- तेन ह�यमावयोः �प्रयसखी त्वामु�द्दश्येदमवस्थान्त मदनेनारो�पता । 
राजा- भदरे साधारणोऽयं प्रणयः । सवर्थानुगृह�त 

शकुन्तल - (�प्रयंवदामवलो) हला, �कमन्तः पुर�वरहपयुर्त्सु राजष�रुपरोधे ? 

राजा- सुन्दर, 
इदमनन्यपरायणमन्य हृदयसिन्न�हते हृदयं म 
य�द समथर्यसे म�दरे�ण मदनबाणहतोऽिस्म हतः पुनः १७॥ 

अनसूया- वयस्, बहुवल्लभा राजानः श्रूयन्ते । यथा नौ �प बन्धुजनशोचनीया न भव�त तथा �नवार्ह 
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राजा- भद, �कं बहुना- 
प�रग्रहबहुत्वेऽ�प द्वे पर�तष्ठे कुल  
समुद्ररसना चोव� सखी च युवयो�र यम्१८॥ 

उभे- �नवृर्ते स्वः 
�प्रयंव- (सदृिष्ट�ेप ) अनसयेू, एष इतोदत्तदृिष्टरुत्सुको मृग मातरमिन्वष्य�त ।�ह संयोजयाव एनम ् । ए�ह 
संयोजयाव एनम ् । (इत्युभे प्रिस) 
शकुन्तल - हला, अशरणािस्म । अन्यतरा युवयोरागच्छत 
उभौ- पृ�थव्या यः शरणं स तव स�मपे वतरत्े (इ�त �नष्क्रा) 
शकुन्तल - कथं गते एव ? 

राजा- अलमावेगेन । नन्वयमाराध�यता जनस्तवसमीपे वतर ? 

�कं शीतलैः क्लम�वनो�द�भराद्रर्व ा सञ्चारया�म न�लनीदलतालवृन्तैः 
अङ्के �नधाय करभोरु यथासुखं   संवाहया�म चरणावुत पद्मताम्१९॥ 

शकुन्तल - न माननीयेष्वात्मानमपराध�यष्य (इत्युत्थाय गन्तु�मच) 
राजा- सुन्द�, अप�र�नवार्णो �दवस, इयं च ते शर�रावस्था  
उत्सृज कुसुमशयनं न�लनीदलकिल्पतस्तनावरणम्  
कथमातपे ग�मष्य�स प�रबाधापेलवैरङ्गैः२०॥ (इ�त बलादेना ं�नवतर्य�) 
शकुन्तल - पौरव, र� �वनयम ् । मदनसन्तप्ता�प न खल्वात्मनः प्रभ 
 
राजा- भीर, अल ंगुरुजनभयेन । दृष्टा ते �व�दतधमार् तत्रभवान्न ग्रह�ष्य�त लप�तः । पश्, 

गान्धव� (८) �ववाहेन (२) गान्धव�ण �ववाहे (२) बह्वयो राज�षर्कन्य (८) । 
श्रूयन्ते प�रणीतास (४) �पतृ�भश्चा�भनिन्दत (४) ॥२१॥ 
 
शकुन्तल - मुञ्च तावन्म ाम् । भूयोऽ�प सखीजनमनुमान�यष्य 
राजा- भवतु मो�या�म । 
शकुन्तल - कदा ? 

राजा- अप�र�तकोमलस्य तावत  कुसुमस्येव नवस्य षटप 

     अधरस्य �पपासता मया त सदयं सुन्द�र गृह्यते रसोऽस्२२॥                                                               

(इ�त मुखमस्याः समुन्नम�यतु�मच्छ�त । शकुन्तला प �रहर�त नाट) 
(नेपथ्य) चक्रवाकवधु , आमन्यस्व सहचरम् । उपिस्थ ता रज ! 
शकुन्तला – (कण� दत्व, ससभं्रम ) पौरव, असंशयं मम शर�रवृत्तान्पलम्भायायार् गौतमीत एवागच्छ�त
तद्�वटपान्त�र भव ? 

 

मृगया�वहार� पा�थर् वो दुष्यन ! ( ४ ) 
 
राजा- तथा । (इत्यात्मानमावृत्य �तष्) (ततः प्र�वश�त पात्र गौतमी सख्यौ च) 
सख्य- इत इत आयार् गौतमी  
गौतमी- (शकुन्तलामुपेत् )जाने, अ�प लघुसन्तापा�न तेऽङ्गा ? 

शकुन्तल -आय�, अिस्त मे �वशेषः  
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गौतमी- अनेन दभ�दकेन �नराबाधमेव ते शर�रं भ�वष्य�त ।(अभ्यु�) 
वत्स, प�रणतो �दवसः । ए�ह । उटजमेव गच्छामः ।(पिस्थता) 
शकुन्तल - (आत्मगतम ) हृद, प्रथममेव सुखोपनते मनोरथे कातरभावं मुञ्च�स । सानुशय�वघ�टतस्य कथं त
सम्प्रतं सन् ? (पदान्तर िस्थत्, प्रकाश ) लतावलय, सन्तापहार, आमन्तरये त भूयोऽ�प प�रभोगाय । 
(इ�त दुःखेन �नष्क्रान्ता शकुन्तला सहेत ) 
राजा- (पूवर्स्थानमुपे, स�नः श्वासम ) �वघ्नवत्यः प्रा�थर्ताथर्�स मया �ह, - 

मुहुरङ्गु�लसंवृताधरोष्  प्र�तषेधा�र�वक्लवा�भरामम  

मुखमंस�वव�तर् प�मला�या कथमप्युन्न�मतं न चुिम्बतं त२३॥ 

क्व नु खलु सम्प्र�त गच ? अथवा, इहैव �प्रयाप�रभुमुक्त लतावलये मुहूत� स्थापया�म ।(सवर्तोऽवलोक) 
तस्याः पुष्पमयी शर�रलु�लता शय्या �शलाया� 
क्लान्तो मन्मथलेख एष न�लनीपत्रे नखैर�प 
हस्ताद्भ्रष्ट�मदं �बसाभरण�मत्यासज्य 
�नगर्न्तुं सहसा न वेतसगृहाच्छक्नो�म शून्या२४॥ (आकाशे) राजन्  ! 
सायंतने सवनकमर्�ण संप्रवृ वेद�ं हुताशनवती ंप�रतः प्रयस्ता 
छायाश्चरिन्त बहुधा भयमादधान सन्ध्यापयोदक�पशाः �प�शताशनानाम् २५॥ (इ�त �नष्क्रा) 
राजा- अयमहमागच्छा�म  
 

चतुथ�ऽङ्क 
 

(ततः प्र�वशतः कुसुमावचयं नाटयन् त्यौ ) 
अनसूया- �प्रयंव, यद्य�प गन्धव�ण �व�धना �नवृर्त्तकल् शकुन्तलाऽनुरुपभतृर्गा�मनी संवृत् ते�त �ववृरतं मे, 
तथाप्येतावत  �चन्तनीयम्   
�प्रयंव- कथ�मव ? 

अनसूया- अद्य स राज�षर्�रिष्टं प�रसमाप्य�षर्�भ�वर्सिजर्त आत् प्र�वश्यान्तः पुरसमागत इतोगतं वृत्त
स्मर�त वा न व�त । 
�प्रयंव- �वस्रब्धा भव । न तादृशा  आकृ�त�वशेषा गुण�वरो�धनो भवि तात इदानी�मम ंवृत्तान्तं श्रुत्वा न 
�कं प्र�तपत्स्यत इ 
अनसूया- यथाहं पश्या�म तथा तस्यानुमतं भवे त् 
�प्रयंव- कथ�मव ? 

अनसूया- गुणवते कन्यका प्र�तपादनीयेत्ययं तावत् प् ङ्कल्पः ।  य�द दैवमेव सम्पादय�, नन्वप्रयास
कृत ाथ� गुरुजनः  
�प्रयंव- (पुष्पभाजनं �वलोक) स�ख, अव�चता�न ब�लकमर् पयार्प्त कुसुमा�न । 
अनसूया- ननु सख्याः शकुन्तल ायाः सौभागयदेवताचर्नी 
�प्रयंव- युज्यते(इ�त तदेव कमार्�भनयत) 
(नेपथ्य) अयमहं भोः । 
अनसूया- (कण� दत्व) अ�तथीना�मव �नवे�दतम ् । 
�प्रयंव- ननटजसिन्न�हता शकुन्त  ? 

अनसूया- अद्य पुनहृरदयेनासिन्न ! अलमेताव�द्मः कुसुमैः  
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(नेपथ्य) आः अ�त�थप�रभा�व�न ! 

�व�चन्तयन्ती यमनन्यमा तपोधनं वेित्स न मामुपिस्थतम्  
स्म�रष्य�त त्वां न स�धतोऽ�प सन्  कथा ंप्रमत्तः प्रथमं कृ ता१॥ 

�प्रयंव- हा �धक् ! हा �धक् ! अ�प्रयमेव संवृत् तम् । किस्म पूजाह�ऽपराध्दा शून्यहृदया शकुन्त  
(पुरोऽवलोक्) न खलु यिस्मन् किस्मन ्न�प । एष दूवार सुलभकोपो मह�षर्ः । तथा शप्त्वा वेगबलोत्फुल्लया दु  
गत्या प्र�त�नवृत् 
अनसूया- कोऽन्यो हुतवहाद्दग्धुं प ? गच्, पादयोः प्रणम्य �नवतर्, यावदहमघ�दकमुपकल्पया�म  
(इ�त �नष्क्रा) 
�प्रयंव- तथा 
अनसूया- (पदान्तरे स्ख�लतं �नर) अहो,आवेगस्ख�लतया गत्यप्रभ्रष्टं ममाग्रहस्तात् पु   !                  
(इ�त पुष्पोच्चयं रुपय) 
(प्र�व) �प्रयंव- स�ख, प्रकृ�तवक्रः स कस् यानुनयं प्र�त ? �कम�प पुनः सानुक्रोशः कृ तः 
अनसूया- (सिस्मतम ) तिस्मन् बह ्वेतद�प । कथय 
�प्रयंव- यदा �नव�तर्तुं नेच्छ, तदा �व�ा�पतो मया “ भगवन् , प्र इ�त प्रे�या�व�ानतपः प्रभावस्य दु�हतृ
भगवतैकोऽपराधो मषर्�यतव” इ�त । 
अनसूया- ततस्ततः  
�प्रयंव- ततो, “न मे वचनमन्यथाभ�वतुमहर्�त । �कं  तु अ�भ�ानाभदशर्नेन शापो �नव�तर्ष्” इ�त मन्त्रयम
एवान्त�हर्तः 
अनसूया- शक्य�मदानीमाश्व�सतुम् । अिस्त  तराज�षर्णा संप्रिस् स्वनामधेयाङ्�कतमङ्गुल�यकं स्मरणीय�
स्वयं �पनध्दम् । तिस्   स्वाधीनोपाया शकुन्तला भ�वष्य�  
�प्रयंव- स�ख, ए�ह । देवकाय� तावदस्या �नवतर्यावः (प�रक्राम) 
�प्रयंवद–(�वलोक्) अनसूये, पश्य तावत् । वामहस्तोप�  वदनाऽ�ल�खतेव �पयसखी । भतृर्गतया �चन्तयात्मानम
नैषा �वभावय�त । �कं पुनरागन्तुकम्   
अनसूया- �प्रयंवदा द्वयोर(नौ मुखे) एष वृत्तान्तिस्तष्ठतु । र��तव्य प्रकृ�तपेलवा �प्र  ! 
�प्रयंव- को नामोष्णोदकेन नवमा�लकां �सञ्च  ? 

�वष्कम् 
(ततः प्र�वश�त सुप्तोित्थतष्य) 
�शष्य- वेलोपल�णाथर्मा�दष्टोऽिस्म तत्र भवता प्रवासादुप काश्यपेन । प्रकाशं �नगर्तस्तावदवलोक
�कयदव�शष ट्ं रजन् इ�त (प�रक्रम्यावलोक्) हन्त प्रभा  ! तथा �ह, - 

यात्येकतोऽस्त�शखरं प�ररोषधीनामा�वष्कृतारुणपु रः सर एकतोऽक  
तेजोद्वयस युगपद्वयसनोदयाभ्य लोको �नयम्यत इवात्मदशानतरेष२॥ अ�प च , 

अन्त�हरत्े श�श�न सैव कुमुद्वती  दृिष्टं न नन्दय�त संस्मरणीय  
इष्टप्रवासज�नतान्यबला दुःखा�न ननम�तमात्र सुदुःसहा�न३॥ 

अनसूया- यद्य�प नाम �वषयपराङ्मुखस्य जनस्यैतन्न �व�दतं तथा� रा�ा शकुन्तलायामनायर् माच�रतम्  
�शष्य- यावदुपिस्थतां होमवेलां गुरवे �नवेदया�म  (�नष्क्रा) 
अनसूया- प्र�तबुध्दा�प � कं क�रष्? न म उ�चतेष्व�प �नजकरणीयेष हस्तपादं प्रस ! काम इदानी ंसकामो भवतु, 
येनासत्यसन जने शुध्दहृदया सखी पदं का�रता । अथवा वार्सः शाप ए �वकारय�त । अन्यथ, कथं स 
राज�षर्स्तादृशा�न मन्त्र�यत् कालस्य लेखमात्रम�प न �वसृ ? त�दतोऽ�भ�ानमङ्गुल�यक  तस्य �वसृजावः ।



 
CHAPTER: 5  Page 413 of 458 
 

दुःखशीले तपिस्वजने कोऽभ्यथ्यर्  ? ननु सखीगामी दोष इ�त व्यव�सता�प न पारया�म प्रवासप्र�त�नव 

तातकाश्यपस दुष्यन्तप�रणीतामापन्नसत्वां शकुन  �नवेद�यतुम ् । इत्थंगतेऽस्मा�भः �कं करणी  य ? 

(प्र�व) �प्रयंव- (सहषर्म ) स�ख, त्वरस्व त्वरस्व शकुन्त  प्रस्थानकौतुकं �नवर्तर्�यत   
अनसूया- स�ख, कथमेतत्  ? 

�प्रयंव- श्रृणु । इदानीं सुखशा�यतपृिच्छका शक लासकाशं गतािस्म  
अनसूया – ततस्तत ? 

�प्रयंव- तावदेना ंलज्जावनतमुखीं प�रष्वज्य तातकाश्यपेन  अ�भनिन्दतम् । �दष्ट्या धूमाकु�लतदृष  ्ट
यजमानस्य पाव एवाहु�तः प�तता ।वत्स, सु�शष्यप�रदत्ता �वद्येवाशोचनीय संवृत्ता । अद्यैव ऋ�षर��तां त्व
भतुर्ः समपं �वसजर्यामी�त 
अनसूया- अथ केन सू�चतस्तातकाश्यपस्य वृत्त ? 

�प्रयंव- अिग्नशरणं प्र�वष्टस्य शर�रं �वना छन्दोमय्या  
अनसूया- (स�वस्मय) कथ�मव ? 

�प्रयंव- (संस्कृतमा�श् ) 
दुष्यन्तेना�हतं तेजो दधानां भूतये भुवः 
अवे�ह तनयां ब्रह्मन्निग् शमी�मव ॥४॥ 

अनसूया- (�प्रयंवदामािश्) स�ख, �प्रयं मे । �कं  त्वद्यैव शकु  नीयत इत्युत्कण्ठासाधारणं प�रतोषमनुभवा� 
�प्रयंव- स�ख, आवा ंतावदुत्कण्ठां �वनोद�यष्यावः । सा तपिस्वनी �नवृ भवतु । 
अनसूया- तेन ह्येतिस्मंश्चूतशाखावलिम्बते ना�लकेरस क, त�दमां हस्तसिन्न�हतां कुरु । यावदहम�प तस
मृगरोचनां तीथर्मृित्तक दवूार्�कसलयानी�त मङ्गलसमालम्भना�न �वरचया� 
�प्रयंव- तथा �क्रयताम्  (अनसूया �नष्क्रा, �प्रयंवदा नाट्येन सुम गृहणा�त) 
(नेपथ्य) गौत�म, आ�दश्यन्तां शाङ्र्गरव�मश्राः श नयनाय । 
�प्रयंव- (कण�दत्व) अनसूये त्वरस्व । एते खलु हिस्तनापुरगा� ऋषयः शब्दाय्यन्त 
(प्र�वश्य समालम्भन) अनसूया – स�ख, ए�ह । गच्छावः ।(इ�त प�रक्राम) 
�प्रयंव- (�वलोक्) एषा सूय�दय एव �शखामिज्जता प्र�तिष्ठतनीवारहस् 
स्विस्तवाच�नका�भसपसी�भर�भनन्द्यमाना शकुन् तला �तष्ठ उपसपार्व एनाम् । (इत्युपसपर्) (ततः प्र�वश�
यथो�द्दष्टव्या आसनस्था शकुन्तल ) 
तापसीनामन्यतम- (शकुन्तलां प् ) जाते, भतुर्बर्हुमानसूचकं महादेवीशब  लभस्व  
द्�वतीय- वत्स, वीरप्रस�वनी भव 
तृतीया- वत्स, भतुरबर्हुमता भव  (इत्या�शषो दत्त्वा गौतमीवज� �नष्क्) 
सख्य- (उपसतृ्) स�ख, सुखमज्जनं ते भवतु  
शकुन्तला - स्वागतं मे सख्योः । इतो �नषीदतम्  
उभे- (मङ्कलपात्राण्य, उप�वश्) हला, सज्जाभ, यावत्त मङ्गलसमालम्भनं प�रचयावः 
शकुन्तल - इदम�प बहु मन्व्यम् ।दुलर्भ�मदानीं सखीमण्डनं भ�वष्य ती 
उभे- स�ख, उ�चत न ते मङ्गलकाले रो�दतुम् । (इत्यश्रू�ण प् नाट्येन प्रसाधय) 
�प्रयंव- आभरणो�चत रुपमाश्रमसुलभैः प्रसाधनै�वर्प्र (प्र�वश्योपायनहस्तावृ�षकुम ) 
उभे- इदमलङ्करणम् । अलं�क्रयता वती । (सवार् �वलोक्य �विस्म) 
गौतमी- वत्स नार, कुत एतत्   ? 

प्रथ- तातकाश्यपप्रभावात  
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गौतमी- �कं मानसी �सध्द�? 

द्�वतीय- न खलु । श्रूयताम् ।  तत्र भवता वयमा�ाप्ताः शक हेतोवर्नस्प�तभ्यः कुसुम ान्याहरते�त ।
इदानीं�ौम ंकेन �च�दन्दुपाडु तरुणा ङ्गल्यमा�वष्क  �नष्ठ्यूतश्चरणोपभोगसुलभो ला�ारसः केन �चत   
अन्येभ्यो वनदेवताकरतलेरापवर्भागोित- 
दर्त्तान्याभरणा�न तित्कसलयोद्भेदप्र�तद्५॥ 

�प्रयंव- (शकुन्तलां �वलोक ) हला, अनयाभ्युपपत्या सू�चता  भतुर्गेहेऽनुभ�वतव्या राजल�मीः ।      (शकुन्तला
व्रीडां �नरुप) 
प्रथ-गौतम, एह्ये�ह । अ�भषेकावतीणार्य काश्यपाय वनस्प�तस �नवेदयावः । 
द्�वतीय- तथा । (इ�त �नष्क्रा) 
सख्य- अये, अनुपयुक्तभूषणोऽयं जनः । �चत्रकमर्प�रचयेन अङ्गे आभरण�व�नयोगं कुव र्ः  
शकुन्तल - जाने वा ंनैपुण्यं।(उभे नाट्येनालंकुरु ) (ततः प्र�वश�त स्नानोलेपाः काश) 
काश्यप- यास्यत्यद्य शकुन्तले�त हृद यं संस्पृष्टम 
        कण्ठः स्तिम्बतबाष्पवृित्तकलुषिश्चन्ताजडं द  
        वैक्लव्यं मम तावद�दृश�मदं स्नेहादरण् 
        पीड्यनत्े गृ�हणः कथं नु या�वश्लेषदुःखैनर्वैः६॥ (इ�त प�रक्राम) 
सख्यौ– हला शकुन्तल , अव�सतमण्डना�स । प�रधत्स्व साम �ौमयुगलम ् । 
गौतमी – जाते, एष त आनन्दप�रवा�हना च�ुषा प�रष्वजमान  गुरुरुपिस्थतः । आचारं तावत्प्र�तप 
शकुन्तल - (सव्रीड ) तात, वन्दे  
काश्यपः– वत्स, 
ययाते�रव श�मर्ष्ठा भतुर्बर्हुमता  
सुत त्वम�प सम्राजं सेव पूरुमवाप्न७॥ 

गौतमी- भगवन् , वरः खल्वेषः । नाशीः  
काश्यप- वत्से । इतस्सद्यो हुताग्नीं प्रद��णीक  (सव� प�रक्रामिन) 

काश्यपः– (ऋक्छन्दसाऽऽशास) 
अमी वे�द ंप�रतः क्लृप्तष्ण्य (२) स�मद्वन्तः प्रान्तसंस्तीण (२) । 
अपघ्नन्तो दु�रतं हव्यग (२) व�तानास्त्वां वह्नयः पावय (२) ॥८॥ 
 
प्र�तष्ठस्वेदान - (सदृिष्ठ�ेप ) क्व ते शङ्र्गरव�म ? 

(प्र�व) �शष्याः– भगवन् , इमे स्मः  
काश्यपः– भ�गन्यासत्े मागरदेशय । 
शाड्र्गरव– इत इतो भवती । (सव� प�रक्रामि) 
काश्यप- भो भोः । सिन्न�हतास्तपोवनतर ! 
पातुं न प्रथमं व्यवस्य�त जलं युष्मास्वपीत 
नादत्ते �प्रयमण्डना�प भवतां स्नेहेन या पल्  
अद्ये वः कुसुम प्रसू�तसम ये यस्या भवत्य 
सेयं या�त शकुन्तल  प�तगृहं सव�रनु�ायताम ् ॥९॥ (को�कलरवं सूच�यत्व) 
अनुमतगमना शकुन्तला तरु�भ�रयं वनवासबन्धु�भ  
परभृत�वरुतं कलं यथा प्र�तवचनीकृतमे �भर�दृश १०॥ (आकाशे) 
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रम्यान्तरः कम�लनीह�रतैः सरो�भश्छायाद्रुमै�नर्य�मताकर ्मयू 
भूयात्कुशेशयरजोमृदुरेणुरस्य  शान्तानकूलपवनश्च �शवश्च पन्था११॥ (सव� स�वस्मयमाकणर्यि) 
गौतमी- जाते, �ा�तजनिस्नग्धा�भरनु�ातगमना�स तपोवनं देवता�भः । प भगवतीः । 
शकुन्तल - (सप्रणामं प�रक, जनािन्तकम ) हला �प्रयंव ! आयर् पुदशर्नोत्सुकाया अप्याश्रमपदं प�रत्यजन्तया
मे चरणौ पुरतः प्रवत�ते 
�प्रयंव- न केव ल ंतपोवन�वरहकातरा सख्येव । त्वयोपिस्थत�वयो तपोवनस्या�प तावत्समवस्था दृ ! 
उद्ग�लतदभर्कबला मृग्यः प�रत्यक्तनतर्ना मय 
अपसृतपाण्डुपत्रा मुञ्चन्त्यश्रूणी१२॥ 

शकुन्तल - (स्मृत्) तात, लताभ�गनी ंवनज्यत्स्नां ताव त् आमन्त्र�य 
काश्यप- अवै�म तेऽस्यां सोदयार्स्नेहम् । इयं तावद द�� 
शकुन्तला –( उपेत्य लतामा�लङ्) वनज्योत्स; चूतसङ्गता�प मा प्रत्या�लङ्गेतोगता�भः शाखाबहा�भः । अद्यप
दरूप�रव�तर्नी ते खल भ�वष्या�म  
काश्यप- सङ्किल्पतंथममेव मया तवाथ� भतार्रमात्मसदृशं सुकृतैगर्ता   त् 
        चूतेन सं�श्रतवती नवमा�लके  य अस्यामहं त्व�य च संप्र�त वीत�चन१३॥ 

इतः पन्थानं प्र�तपद्य 
शकुन्तला – (सख्यौ प्) हला, एषा द्वयोयुर्वयोहरस््ते �न�े 
सख्यौ- अयं जनः कस्य हस्ते सम�तः ? 

काश्यप- अनसूये, अल ंरु�दत्वा । ननु भवतीभ्यामेव िस्थर�कत 
शकुन्तल  ! (सव� प�रष्क्राम) 
शकुन्तल - तात, एषोटजपयर्न्तचा�रणी गभर्मन्थरा मृगवधूयर्दाऽन भव�त, तदा मह्यं कम�प �प्रय�नवेद�यतृ
�वसजर्�यष्यथ 
काश्यप- नेद �वस्म�रष्यामः 
शकुन्तल-( ग�तभङ्गं रुप�यत) को नु खल्वेष �नवसने मे सज्ज ? 

काश्यप- वत्स,! यस् 

 त्वया व्रण�वरोपणा�मङ्गुद तैल ंन्य�षच्यत मुखे कुशसू �च�वध्द 
श्यामाकमुिष्टप�रव�धर्तको जह सोऽयं न पुत्रकृतकः पदवीं मृगस्त १४॥ 

शकुन्तला – वत् ! �कं सहवासप�रत्या�गनी मामनुसर�स ? अ�चरप्रसूत जनन्या �वना व�धर्त एव । इदानीम�प मय
�वर�हतं त्वा तातिश्चन्त�यष्य�त । �नवतर्स्व ता 
काश्यप- उत्प�मणोनर्यनयोरुपरुध्दव बाष्पं कुरु िस्थर तया �वहतानुबन्ध  
       अिस्मन्नल��तनतोन्नतभू�मभ माग� पदा�न खलु ते �वषमीभविन्त १५॥ 

शाङ्र्गरव– भगवन्  । ओदकान्तात् िस्नग्धो जनोऽनुगन्तव्य इ�त श्र ूयते  सरस्तीरम् । अ त्र सिन्
प्र�तगन्तुमहर् 
काश्यप- तेन ह�मा ं�ीरवृ�ाच्छायामाश्रयाम (सव� प�रष्क्रम्य िस) 
काश्यप- (आत्मगतम ) �कं नु खलु तत्र भवतो दुष्स्य युक्तरुपमस्म 
सन्देष्टव्  ? (इ�त �चन्तय�) 
शकुन्तल - (जनािन्तक ) हला, पश्य ।न�लनीपत्रान्त�रतम ् सहचरमपश्यन्त्यातुरा चक्रवाक्यारट�त दुष
करोमी�त । 
अनसूया- स�ख, मैवं मन्त्रयस 



 
CHAPTER: 5  Page 416 of 458 
 

एषा�प �प्रयेण �वना गमय�त रजनीं �वषादद�घर्तर  
गुवर्�प �वरहदुखमाशाबन्धः साहय�त १६॥ 

काश्यप- शाङ्र्ग, इ�त त्वया मद्वचना त् स राजा शकुन्तलां पुरस्   वक्तव्यः 
शाङ्र्गर- आ�ापयतु भगवान् । 
काश्यप- अस्मान्साधु �व�चन्त्य संयमधनानुच्चै कुलं  - 
        स्त्वय्यस्याः कथमप्यबा न्धवकृतां स्नेहप्रवृित् । 
        सामान्यप्र�तपित्तपूवर्क�मयं दारेषु दृश् 
        भाग्यायत्तमतः परं न खलु तद्वाच्यं वधूबन्धु१७॥ 

शाङ्र्गरव– गृह�तः सन्देशः  
काश्यप- वत्स, त्व�मदानीमनुशासनीया�स ।वनौकसोऽ�प सन्तो लौ�कक� वयम ् । 
शाङ्र्गरव– न खलु धीमतां किश्चद�वषय नाम ! 

काश्यप- सा त्व�मतः प�तकुलं प्र , 

शुश्रूषस्व कुरुन्कुरु �प्रयसखीवृित्तं   
भतुर्�वर्प्रकृ ता�प रोषणतया मा स्म प्रतीप 
भू�यष्ठं भव द��णा प�रजने भागयेष्वनुत्से 
यान्तयेवं गृ�हणीपदं युवतयो वामाः कुलस् याधय१८॥ 
 
कथं वा गौतमी मन्ते ? 

गौतमी – एतावान् व धूजनस्योपदेशः । जात, एतत्खलु सव� अवधारय  
काश्यप- वत्स, प�रष्वजस्व मां सखीजनं च 
शकुन्तल - तात, इत एव �कं �प्रयंवदानसूये सख्यौ �नव�तर्ष ? 

काश्यप- वत्स, इमे अ�प प्रदेये । न युक्तमनयोः तत्र गन्तुमु । त गौतमी यास्य�त। 
शकुन्तल - (�पतरमिश्लष्) कथ�मदानीं तातस्याङ्कात्प�रभ मलयतटोन्मू�लता चन्दनलतेव देशानतरे जी�व
धार�यष्या� ? । 
काश्यप- वत्स, ! �कमेवं कातरा�स ? 

अ�भजनवतो भतुर्ः श्लाघ्ये िस्थता गृ�हण 
�वभवगुरु�भः कृत् यैस्तस्य प्र�त�णमा  
तनयम�चरात्प्रनाक� प्रसूय च पाव 
मम �वरहजां न त्वं वतसे शुचं गण�यष्य�१९॥ (शकुन्तला �पतुः पादयोः पत� ) 
काश्यप- य�दच्छा�म ते तदस्तु 
शकुन्तला – (सख्यावुपेत) हला, द्वे अ�प मां सममेव प�रष्वजेथाम्  
सख्यौ- (तथा कृत्व) स�ख, ! य�द नाम स राजा प्रत्य�भ�ानमन 
भवेत्ततस्तस्मा�यदमात्मनामधेयाङ्�कतमङ्गुल�यकं   
शकुन्तला – अनेन सन्देहेन वामाकिम्पताि ! 

सख्यौ- मा भैषीः अ�तस्नेहः पापशङ् ! 
शाङ्र्गरव– युगान्तरमारुढः स�वता । त्वरतामत्रभ 
शकुन्तला – (आश्रमा�भमुखी िस्थत) तात, कदा नु भूयः तपोवन प्रे��ष ? 

काश्यप- श्रूयताम्  
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भूत्वा �चराय चतुरन्तमह�सपत दौष्यिन्तमप्र�तरथं तनयं �नवे 
भतार् तद�पर्तकुटुम्बभरेण स   शान्ते क�रष्य�स पदं पुनराश्रमेऽिस् २०॥ 

गौतमी-जाते ! प�रह�यते गमनवेला ! �नवतर्य �पतरम् । अथवा �चरेणा�  पुनः पुनरेषैवं मन्त्र�यष्। �नवतर्तां भवान्   
काश्यप- वत्स, उपरुध्यते तपोऽनुष्ठानम  
शकुन्तला – (भूयः �पतरमिश्लष) तपश्चरणपी�डतं तातशर�रम् । तन्मा�तमा  मम कृत उत्कण्ठस 
काश्यपः– (स�नःश्वासम ) 
शममेष्य�त मम शोकः कथं नु वत ! त्वया र�चतपूवर्  ? । 
उटजद्वार�वरुढं नीवारब�ल�वलोकयतः ॥ २१ ॥ 

गच्छ । �शवासत्े पन्थानः सन् (�नष्क्रान्ता शकुन्तल ा सहया) 
सख्य- (शकुन्तलां �वलोक ) हा �धक् ! हा �धक् ! अन्त�हर्ता शकुन्  वनराज्या  
काश्यपः– (स�नः श्वासम ) अनसूये, ! गतवती वा सहचा�रणी । �नगृह् शोकमनुगच्छत मां प्रिस्थत  
उभे- तात । शकुन्तला�वर�हतं शून्य�मव तपोवनं कथं प्र�व  ? 

काश्यपः–स्नेहप्रवृरेवंद�शर्नी(स�वमश� प�रक्र) हन्त भोः । शकुन्तल  प�तकुल ं�वसजृ्य लब्ध�मदानीं स्वास्थ
।  

अथ� �ह कन्या परक�य ए तामद्य समप्रेष्य प�रग्र 
जानो ममायं �वशदः प्रका प्रत्य�पर्तन्यास इवान्तर२२॥ (इ�त �नष्क्रान्ताः) 
 

पञ्चमोऽङ् 
 

 (ततः प्र�वशत्यासनस्थो राजा �वदू) 
�वदषूकः – (कण� दत्व) भो वयस्, सङ्गीतशालान्तरेऽवधानं दे�ह कल�वशुध्दाया गीतेः स्वरसंयोगः श्रूयते । ज
तत्रभव हंसप�दका वणर् प�रचयं करोत�त । 
राजा- तूष्णीं भव । यावदाकणर्या�म (आकाशे गीयते) 
अ�भनवमधुलोलुपस्त्वं तथा प�रचुम्ब्य चूतमञ्जर  
कमलवस�तमात्र�नवृतो मधुकर �वस्मृतोऽस्येनां कथ १॥ 

राजा- अहो ! रागप�रवा�हणी गी�तः । 
�वदषूकः- �कं तावद्गीत्या अवगतोऽ�राथ ? 

राजा- (िस्मतं कृत् ) सकृत्कृतप्रणयोयं जनः । तदस्या द  वसुमतीमन्तरेण मदुपालम्भभगवतोऽिस्म । सखे मा, 

मद्वचनादुच्यतां हंसप�दका । �नपुणमुपालब्धोऽस्मी 
�वदषूकः – यद्भवना�ापय�(उत्था) भो वयस्, गृह�तस्य तय परक�यैहर्स्तैः �शखणडके ताडयमानस्याप्
वीतरागस्येव नािस इदानीं मे मो�ः ! 
राजा - गच्छ । नाग�रकवृत्या सं�ापयैनाम्  
�वदषूकः- का ग�तः (इ�त �नष्क्रा) 
 
राजा- (उपगम्) जयतु जयतु देवः । एते खलु �हम�गरेरुपत्यकारण्यवा� काश्यपसनदेशमादाय सस्त्रीकास्तप
सम्प्राप्ताश्रुत्वा द प्रमाणम्  (आत्मगतम ) �कं नु खलु गीतमेवं�वधाथर्माकण्य�ष्�वरहादृतेऽ� 
बलवदुत्किण्ठतोऽि ! बलवदुत्किण्ठतोऽि ! बलवदुत्किण्ठतोऽि ! अथवा; 
रम्या�ण वी�य मधुरांश्च �नशम्य शब्  पयुर्त्सुको भव�त यत्सु�खतोऽ�प जन्त 
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तच्चेतसा स्मर�त नूनमबोधपू भाविस्थरा�ण जननान्तर सौहृद ॥२॥ (इ�त पयार्कुलिस्तष् ) 
(प्र�व) कञ्चुक�– अहो न खल्वीदृशीमवस्थां प्र�तपन्नो 
आचार इत्यव�हतेन मया गृह�त या वेत्रयिष्टरवरोधगृहेषु रा� 
काले गते बहु�तथे मम सैव जाता प्रस्थान�वक्लवगतेरवलम्बनाथ ३॥ 

भो ! काम ंधमर्कायर्मन�तपात्यं देवस्यथापीदानीमेव धमार्सनात् उित्थत  पुनरुपरोधका�र कण्व�शष्यागमनमस
नोत्सहे �नवेद�यतुम्   अथवा �वश्रमोऽयं लोकतन्त्रा�धकारः ।  – 

भानुः सकृद्युक्ततुरङ्ग एव रा�त  ्रं�दवं गन्धवहः प 
शेषः सदैवा�हतभू�मभारः षष्ठांशवृतत्ेर�प धमर् एष४॥ 

याविन्नयोगमनु�तष्�म । (प�रक्रम्यावलोक) एष देवः – 

प्रजाः प्रजाः स्व इव तन्त्र�यत्वा �नषेवतेऽशान्तम ना  
यूथा�न सञ्चायर् र�वप्रतप्तः शीतं �दवा स्थान�मवद्�व५॥ 
 
राजा- (सादरम)् �कं काश्यपसनदेशहा�र ? 

कञ्चुक�– अथ �कम ्? 

राजा- तेन �ह मद्वचनात् �व�ाप्य मुपाध्यायः सोमरातः  अमूनाश्रमवा�सनः श्रौतेन �व�धना सत्कृत्य   

प्रवेश�यतुमहर्�त । अहमप्यत्र तपिस्वदशर्नो�चते प्र प्र�तपालया�म 
कञ्चुक�– यदा�ापय�त देवः । (इ�त �नष्क्रा) 
राजा - (उत्था) वेत्रव, अिग्नशरणमागर्मादेशय 
प्रतीहा- इत इतो देवः । 
राजा- प�रक्राम�(अ�धकारखेद �नरुप्) सवर्ः प्रा�थर्तमथर्म् अ  सुखी सपंद्यते जन्तुः । रा�ा तु च�रताथर्
दुःखोत्तरैव  
औत्सुक्यमात्रमवसाद्यय�त प िक्लश्ना�त लब्धप�रपालन वृित्तर 
ना�तश्रमापनयनाय यथा श् राज्यं स्वहस्तधृतदणवातपत्रम् ६॥ 

(प्र�व) वैता�लकौ – �वजयतां देवः । 
प्रथ-  स्वसुख�नर�भलाषः �खद्यसे लोकहेत प्र�त�दनमथवा ते वृिततरेवं�वधै 
       अनुभव�त �ह मूध्नार् पादपस्तीव्र शमय�त प�रतापं छायया सं�श्रतानाम् ७॥ 

द्�वतीय- �नयमय�स �वमागर्प्रिस्थतानात् पशमय�स �ववादं कल्पसे र�णाय  
        अतनुषु �वभवेषु �ातयः सन्तु ना त्व�य तु प�रसमाप्तं बन्दुकृ त्यं प्रजा ८॥ 

राजा - एते क्लान्तमनसः पुननर्वीकृ ताः स्(इ�त प�रक्राम) 
प्रतीहार– एष अ�भनवसंमाजर्नसश्रीकः सिन्न�हतहोमधेनुः अिग्नशरणा�ल आरोहतु देवः । 
राजा - (आरुह्य प�रजनांसावलम्बी �तष) वेत्रव, �कमु�द्दश्य भग काश्यपेन मत्सकाशमृषयः प्रे�षताः  ? 

�कं तावद्व्र�तनामुपोढतपसां �वघ्नैस्तपो द 
धमार्रण्यचरेषु केन�चदुत प्रा�णष व्सच्चेिष  
आहोिस्वत्प्रसवो ममापच�रतै�वर्ष्टिम्भतो   
इत्यारुढबहुप्रतक्रमप�रच्छेदाकुलं म ९॥ 

प्रतीहा- सुच�रतनिन्दन ऋध्षयो देवं सभाज�यतुमागता इ�त तकर्या�  (ततः प्र�वशिन्त गौतमी स�हताः शकुन् त
पुरस्कृत्य मुनयः  पुरश्चैषां कञ्चुक� पुरो�हतश्) 
कञ्चुक- इत इतो भवन्तः  
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शाङ्र्गर- शारद्व, 

महाभागः काम ंनरप�तर�भन्निस्थ�तर 
न किश्चद्वणार्नामपथमपकृष्टोऽ�प भज  
तथापीदं शश्वत्प�र�चत�व�वक्तेन म 
जनाक�ण� मन्ये हुतवहपर�तं गृह�मव १०॥ 

शारद्वत- स्थाने भवान्पुरप्रवेशा�दत्थं भूतः संवृत्तः ।, 

अभ्यक्त�मव स्नातः शु�चरशु�च�मव प्रबुध्द इव सु  
बध्�मव स्वैरग�तजर्न�मह सुखसङ्�गनमवै�११॥ 

 
शकुन्तल - (�न�मत्तं सूच�यत्) अहो �कं मे वामेतरं नयनं �वस्फुर�  ? (३) 

गौतमी- जाते प्र�तहतममङ्गलम् । शुभा�न ते भतृर्कुलदेवता �वतरन   (इ�त प�रक्राम) 
 
पुरो�हतः- (राजानं �न�दर्श) भो भोस्तपिस्व, असावत्रभव ान्णार्श्रमा र��ता प्रागेव मुक्तासनो वः प्र�तपालय
पश्यतैनम्   
शाङ्र्गर- भो महाब्राह, काममेतद�भनन्दनीयं तथा�प वयमत्र मध्यस् कुत ः,- 
भविन्त नम्रास्तरवः फला नवाम्बु�भदूर्र�वलिम्बनो घना 
अनुध्दताः सत्पुरुषाः समृिध् स्वभाव एवैष परोपका�णाम ् ॥१२॥ 

प्रतीहा- देव, प्रसन्नमुखवणार् दृश्यन्ते ।जाना�म �वश्रब्धका 
राजा- (शकुन्तलां द ृष्) अथात्रभव, 

का िस्वदवगुण्ठनवती ना�तप�रस ्फुटशर�रलावण् 
मध्ये तपोधनानां �कसलय�मवं पाण्डुपात्राणा १३॥ 

प्रतीहा- देव, कुत हलगभर्ः प्र�हतो न मकर ्ः प्रसर�त । ननु दशर् पुनरस्या आकृ�तलर्�य ते 
राजा- भवतु अ�नवणर्नीयं परकलत्  ! 
शकुन्तल - (हस्तमुर�सकृत् , आत्मगतम ) हृद, �कमेवं वेपसे ? आयर् पुत् भावमवधाय धीरं तावद्भव 
पुरो�हतः (पुरो गत्व) एते �व�धवद�चर्तास्तपिस्वनः । किश  एषामुपाध्ययसन्देशः । तं देवः श्रोतुमहर् 
राजा- अव�हतोऽिस्म 
 
ऋषयः- (हस्तानुद्य) �वजयस्व राजन्   
राजा- सवार्न�भवादय । 
 
ऋषयः -इष ट्ेन युज्यस् 
राजा- अ�प �न�वर्घ्नतपसो मुन ? 

ऋषयः- कुतो धमर्�क्रया�वघ्नः सतां र��त�र  

      तमस्तप�त धमार्शौ कथमा�वभर्��त ॥१४॥ 
 
राजा- अथर् वान् खलु मे राजशब्दः  अथ भगवाँल्लोकानुग्रहाय कु  काश्यप ? 

ऋषयः- स्वाधीनकुशलाः �सिध्दमन  ! स भवन्तमनामयप्रश्नप�मदमाह । 
राजा- �कमा�ापय�त भगवान्  ? 

शाङ्र्गर- “यिन्मथः समया�दमां मद�यां दु�हतरं भवानुपायंस्त तन् प्री�तमता युवरनु�ातम ् । कुत ः- 
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त्वमहर्तां प्राग्रसरः स्मृत शकुन्तला मू�तर्म ती च सित्क् 
समानयंस्तुल्यगुणं वधूव �चरस्य वाच्यं न गतः प्रजाप�१५॥ 

त�ददानीमापन्नसत्वेयं प्र�तगृह्यतां सहधमर” । इ�त । 
गौतमी- आयर, �कम�प वक्तुकामािस्म । स मे वचनावसरोऽिस । कथ�म�त,- 

नापे��तो गुरुजनोऽनया त्वया पृष्टो न बन्धुज 
एकैकमेव च�रते भणा�म �कमेकमेकस्मै १६॥ 

शकुन्तल - (आत्मगतम ) �कं नु खल्वायर्पुत्रो  ? 

राजा- �क�मदमुपन्यस्त  ? 

शकुन्तल - (आत्मगतम ) पावकः खलु वचनोपन्यास ? 

शाङ्र्गरव– कथ�मदं नाम ? भवन्तः ए सुतरा ंलोकवृत्तान्त�नष्णाता 
सतीम�प �ा�तकुलैकसशं्रय जनोऽन्यथा भतुर्मतीं �वशङकते 
अतः समीपे प�रणेतु�रष्यत �प्रया�प्रया वा प्रमदा स्वबन१७॥ 

राजा- �कमत्रभवती मया प�रणीतपूव ? 

शकुन्तल - (स�ववादम,् आत्मगतम ) हृद, साम्प्रतं त आश । 
शाङ्र्वः- �कं कृत कायर्द्वेषा त् धम� प्र�त �वमुखतो�चता  ?  

राजा- कुतोऽ यमसत्कल्पनाप् ? 

शाङ्र्गर- मूच छ्र्न्त्यमी �वकाराः प्रायेणैशव्यर्१८॥ 

राजा- �वशेषेणा�ध��प्तोऽिस्म 
गौतमी- जाते, मुहुत� मा लज्जस्व । अपनेष्या�म तावत्ते अवगुण्  ततस्त्व भतार्�भ�ास्य�त(यथोक्तं करो�) 
 

राजा-(शकुन्तलां �नवर्ण , आत्मगतम ) 
इदमुपनतमेवं रुपमिक्लष्टका प्रथमप�रगृह�तं स्यान्न वेत्यव ्यव 
भ्रमर इव �वभाते कुन्तमन्तस्त  न च खलु प�रभोक्तुं ना�प शक्नो�म हातुम् १९॥ (इ�त �वचारयन् िस्थत) 
प्रतीहा- (स्वगतम ) अहो धमार प्े��ता भतुर्ः । ईदृशं नाम सुखोप रुपं दृष्ट्वा कोऽन्यो �वच ? 

 
शाङ्र्गर- भो राजन् , �क�म�त जोषमास्यत ? 

राजा- भोस्तपोधना, �चन्तयन्न�प न खलु स्वीकरणमत्रभवत्याः स् तत्कथ�ममाम�भव्यक्त सत्वल�
प्रत्यात्मानं �माशङ्कमान प्र�तपत ? 

शकुन्तल - (अपवायर) आयर्स्य प�रणय एव सन्द ! कुत इदानीं मे दरूा�धरो�हण्याश ? 

शाङ्र्गर- भो राजन् मा तावत्  । भो राजन् मा तावत्  । 
कृत ा�भमशार्मनुमन्यमानः सुतां त्वया नाम मु�न�वर्मान 
मुष ट्ं प्र�तग्राहयता स्वमथ� पा त्रीकृतो दस्यु�रव२०॥ 

शारद्वत- शाङ्र्ग, �वरम त्व�मदानीम् । शकुन्त  , वक्तव् यम् उमस्मा�भः । सोऽयमत्रभवानेवमाह । द�यतामस
प्रत्ययप्र�तवच  
 
शकुन्तल - (अपवायर) इदमवस्थान्तरं गते तादृशेनुरागे �कं वा स्मा�  ? आत्मेदानीं मे शोचनीय इ�त  व्यव�सतमेत त
। (प्रकाश ) आयर् पु--- (इत्यध�क)् संश�यत इदानी ंप�रणये नैष समुदाचारः । पौरव पौरव, युक्तं नाम ते तथा
पुराश्रमपदे स्वभावोत्तानहृद जनं समयपूव� प्रतायर् सांप्रतमीदृशैर�रैः प्रत्  ? 



 
CHAPTER: 5  Page 421 of 458 
 

राजा- (कण� �पधाय) शान्तं पापम  ? 

व्यपदेशमा�वल�यतुं �कमीहसे जन�ममं च पात�यतुम्   
कूलङ्कषेव �सन्धुः प्रसन्नमम्भस् तट२१॥ 

शकुन्तल - भवतु । य�द परमाथर्तः परप�रग्रहशङ्�कना त्वयैवं प तद�भ�ानेनानेन तवाशङ्कामपनेष्या�म 
राजा- उदारः कल्पः  
शकुन्तला – (मुद्स्थानं परामृश) हा �धक् ! हा �धक् ! अङ्गुल�यकशून् मेऽङ्गु�ल ! (इ�त स�वषादं गौतमीमवे�ते) 
गौतमी- नूनं ते शक्रावतारभ्यन्तरे शचीतीथर्स�ललं वन्दम प्रभ्रष्टमङ्गु  प्रभ्रष्टमङ्गु  ! 
राजा- (सिस्मतम ) इदं तत्प्रत्युत्पन्नम�त स्त्रैण�ते । 
शकुन्तल - अत्र तावद्�व�धना द�शर्तं प्रभु  अपरं ते कथ�यष्या� 

राजा- श्रौतव्य�मदानीं संवृत्त  
शकुन्तला – ननु एकिस्मन् �दवसे नवमा�लकामण  ड्पे न�लनीपत्रभाजनगतम  तव हस्ते सिन्न�हतमिस्मन  
राजा- श्रुणुमस्तावत  
शकुन्तल - तत्�णं स मे पुत्र कृ द�घार्पाङ्गो नाम मृगपोतकमुपिस्थत त्वयायं तावत्प्र
�पबित्वत्यनुकिम्पनोपच्छिन्दत उदके  पुनस्तेऽप�रचयाध्दस्ताभ्यासमुपगतः । पश्चात्तिस्मन्नेव मय 
स�ललेऽनेन कृत ः प्रणयः । तदा त्व�मत्थं प्रह�सतोऽ�स  सगन्धेषु �वश्व�स�त । द्वावप्यत्र�व�त । 
राजा- एवमा�द�भः आत्मकायर्�नवर्�तर्नीनामनृतमयवाङ्मधु�भः आकृ  �वष�यणः । 
गौतमी- महाभाग, नाहर्सयेवं मन्त्र�यतुम ् । तपोवनसंव�धर्तो अन� जनः कैतवस्य  
राजा- तापसवृध्द, 
स्त्रीणाम�श��तपटुत् वममानु सदंृश्यते �कमुत याः प्र�तबोधवत 
प्गन्त�र�गमनात्स्वमपत् मन्यैद्र्�वजैः परभृताः खलु पोषय ॥२२॥ 

शकुन्तल - (सरोषम)् अनायर, आत्मनो हृदयानुमानेन प्रे�से । क इदानी धमर्कञ्चुकप्रवे�शनस्तृणच ्छन्नकू
तवानुकृ�त ंप्र�तपत्स ? 

राजा- (आत्मगतम ) सिन्दग्धबुिध्दं मां कु वर्न ् इवास्याः कोप ल�यते । तथा ह्यनय- 
मय्येव �वस्मरणदारुण�चत्तव वृत्तं रहः प्रणयमप्र�तपद 
भेदादभ्रुवो कु�टतयोर�तलो�हता�  भग्नं शरासन�मवा�तरुषा स्मरस२३॥ 

(प्रकाश ) भद, प्र�थतं दुष्यन्तस्य च�रतं । तथापीदं न ल 
 
शकुन्तल - सुष्ठु ता दत्र स्वच्छन्दचा�रणी कृ , याहमस्य पुरुवंशप्रत मुखमधोह्रृदय�वषस्य हस्ताभ्यासम ! 
(पटान्तेन मुखमावृत रो�द�त) 
शाङ्र्गर- इत्थमात्मकृतम् अप्र�  तहतं चापलं दह 
अतः पीर�य कतर्व्यं �वशेषात्सगतं रह 
अ�ातहृदयेष्वेवं वैर�भव�त सौहृदम २४॥ 

राजा- अ�य भोः �कमत्रभवतीप्रतययादेव ास्मान् संयुतदोषा�रैः ? 

शाङ्र्गर- (सासूयम)् श्रुतं भव�द्भरधरोत्त  
आ जन्मनः शाठ्यम�श��तो यत्स्तस्याप्रमाणं वचनं 
परा�तसन्धानमधीयते यै�वर्द्ये�त ते सन्तु �कलाप्तव२५॥ 

राजा- भोः सत्यवा�दन , अभ्युगत तावदस्मा�भरेवम् । �क   पुन�रमाम�तसन्धाय लभ्य ? 

शाङ्र्गर- �व�नपातः । 
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राजा- �व�नपातः, पौरवैः पाथ्यर्त इ�त न शरधदे यमे 
शारद्वत- शाङ्र्ग, �कमुत्तरे? अनुिष्ठते गुरोः सनदेशः प्र�त�नवता वयम ् । (राजानं प्र) 
तदेषा भवतः कान्ता त्यज वैनां गृण वा । 
उपपन्ना �ह दारेषु प्रभुता सवर्तोमु२६॥ 

गौतमी, गच्छाग्र(प्रिस्थ) 
 
शकुन्तला – कथमनेन �वप्रलब्धा, यूयम�प मां प�रत्यज ? (इत्यनुप्र�तष) 
गौतमी- (िस्थत्) वत्, शाङ्र्ग, अनुगच्छतीयं खलु न करुणप�रदे�वनी शकुन्त  ! प्रत्यादेशपुरुषे�र �कं वा मे 

पु�त्रका करो ? 

शाङ्र्गर- (सरोषं �नवृत्त) �कं पुरोभागे स्वातन्�यमवलम ? (शकुन्तला भीता वेपत ) 
 
शाङ्र्गर- शकुन्तल , 
य�द यथा वद�त ���तपस्तथ त्वम�स �कं �पतुरुत्कुलया त्व   
अथ तु वेित्स शु�च व्रतमात प�तकुले तव दास्यम�प �म म ॥२७॥ 

�तष्ठ । साधयामो वयम्   
राजा- भोस्तपिस्व , �कमत्रभवतीं �वप्र ? 

कुमुदान्येव शशाङ्कः स�वता बोधय�त पङ्कजान्य 
व�शनां �ह परप�रग्रहसं श्लेषपराङ्मुखी वृित२८॥ 

शाङ्र्गर- यदा तु पूवर् वृत्तमन्यसङ्गद्�वस्मृतो भवांस्तदा कथम् अ  ? 

राजा- भवन्मेवात्र गुरुलाघवं पृच्छा 
मूढः स्यामहमेषा वा वदेिन्मथ्ये�त संशय 
दारत्यागी भवाम्याहो परस्त्रीस्पशर्पा२९॥ 

पुरो�हतः- (�वचायर) य�द तावदेवं �क्रयताम्  
राजा- अनुशास्तु मां भवान्   
पुरो�हतः- अत्र भवती तावदाप्रसवादस्मद्गृहे �तष्ठतु । कुत इ चेत् ; त्वं साधु�भरा�दष्टपूवर्ः परथममेव चक्र
पुत्रं जन�यष्यसी� स चेन्मु�नदौ�हत्रस्तल्ल�णोपपन्नो भ, अ�भनन्द शुध्दान्तमेनां प्रवेश�यष्य�स । �वप
तु �पतुरस्या समीपनयनमविस्थतमेव  
राजा- यथा गुरुभ्यो रोचते 
पुरो�हतः- वत्स, अनुगच्छ मम ् । 
 
शकुन्तल - भगव�त वसुधे भगव�त वसुधे, दे�ह मे �ववरम ्! 

(इ�त रुदती प्रिस्थता । �नष्क्रान्ता सह पुरोधसा तपिस्व शापव्यव�हतस्मृ�तः शकुन्तलागतमेव �चन् तय) 
(नेपथ्य) आश्चयर्माश्च यर् 
 
राजा- (आकण्य) �कं नु खलु स्यात  ? 

(प्र�व) पुरो�हतः- (स�वस्मयम ) देव, अद्भुतं खलु संवृत्  ! 
राजा- �क�मव ? 

पुरो�हतः- देव, परावृत्तेषु कण्व�शष्य सा �नन्दती स्वा�न भाग्या�न ब बाहूत्�ेपं क्रिन्दतुं च प्रव 
राजा- �कं च । 
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पुरो�हतः- स्त्रीसंस्थानं चाप्सरस्ती- 
दुित्�प्यैनं ज्यो�तरेकं जगा ३०॥ (सव� �वस्मयं रुपयि) 
राजा- भगवन् , प्राग�प सोऽस्मा�भरथर्ः प्रत्या�दष्ट एव ।   तक� णािन्वष्य ? �वश्राम्यतु भवान  
पुरो�हतः- (�वलोक्) �वजयस्व(�नष्क्रा) 
राजा- वेत्रव, पयार्कुलोऽिस्म । श यनभू�ममागर्मादेश 
प्रतीहा- इत इतो देवः (इ�त पिस्थत) 
राजा- कामं प्रत्या�दष्टां स्मरा�म न प�रग्रहं मुनेस्  
बलवन्तु दूयमानं प्रत्याययतीव मां हृद ३१॥ 

(इ�त �नष्क्रान्ताः) 
 

षष्ठोऽङ् 
 

(ततः प्र�वश�त नाग�रकः श्य, पश्चाद्बध्दं पुरुषमादायर�) 
 
र��णौ-(पुरुषं ताड�यत्)अरे कुम्भीर, कथय कुत्र त्  एतन्म�णबन्धनोत्क�णर्नामधेयं राजक�यमङ्गुल
समासा�दतम ् । 
पुरुष- (भी�तना�टतकेन ) प्रसीदन्तु भाव�मश्राः । नाहमीदृशकमर 
प्रथ- �कं शोभनो ब्राह्मण इ�त कृ त्वा रा�ा प्र�तग् ? 

पुरुष- श्रृणुतेदानीम्  श्रृणुतेदानीम् । अहं शक ताराभ्यन्तरवासी धीवरः 
द्�वतीयः- पाटच्च, �कमस्मा�भजार्�तः पृष ? 

श्याल- सूचक, कथयतु सवर्मनुकरमेण । मौनमन्तरा प्र�तबध्  
उभौ- यदावुत्त आ�ापय�त कथय  
पुरुष- अहं जालोङ्गाला�द�भमर्त्स्यबन्धनोपायैः कुटुम्बभरणं क   
पुरुष- एकिस्मिन्दवसे खण् रो�हतमत्स्यो मया किल्पत यावत्तस्योदराभ्यन्तरे प्रे�े ता
रत्नभासुरमङ्गुल�यकं दृष्ट   पश्चात् अहमस्य �वक्रयाय दशर्यन् गृह�तो भाव�मश्रैः    वा मुञ्चत वा ।
अयमस्यागमवृत्तान्त 
श्याल- अङ्गुल�यकदशर्नमस्य �वमशर्�यतव्यम् । राजकुलमेव गच्   याव�ददम ् अङ्गुल�यक  यथागमनं भत� 
�नवेद्य ततः शासनं प्रती�य �न�कामा� 
प्रथ- जानुक, स्फुरतो  मम हस्तावस्य वधस्य सुमनसः �पनध्द  (इ�त पुरुषं �न�दर्श) 
पुरुष- नाहर्�त भावोऽकारणमारणो भ�वतुम्   
(प्र�व) श्याल- मुच्यतामेव जलोपजीवी । उपपन्नः खस्याङ्गुयस्यागमः  
पुरुष- भट्टा, इतोऽध� युष्माकं सुमनोमूल्यं भव तु 
श्याल- धीवर, महत्तरस्त्वं �प्रयवयस्यक इदानीं मे संवृत्तः । सा��कमस्माकं प्रथमसोहृदम् इष्य 
तच्छौिण्डकापणम गच्छामः । तच्छौिण्डकापण गच्छामः ।(इ�त �नष्क्रान्ता) 
राजा- सखे, सवर्�मदानीं स्मरा�म शकुन्तलायाः प्रथमवृत्   । 

�वदषूकः- भोः �कमेतत्  ? अनुपपन्नं खल्वीदृशं त्व�य । कदा�प सत्प शोकावास्तव्या न भविन्त । ननु पर्वात
�नष्कम्पा �गरयः 
राजा- वयस्, �नराकरण �वक्लवायाः �प्रयायाः समवस्थामनुस बलवदशरणोऽिस्म �वदषूकः – (प्रकाश ) भोः । 
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अपरं �कमत्र �ल�खतव्  ? 

राजा- शाखालिम्बतवल्कलस्य च तरो�नमार्तु�मच्छ 
     श्रृङ्गे कृष्णमृगस्य  वामनयनं कण्डूयमानां मृ १७॥ 

 

सप्तमोऽङ् 
 

राजा - �प्र, - 
स्मृ�त�भन्नमोहतमसो �दष् प्रमुखे िस्थता�स मे सुमु। 
उपरागान्ते श�शनः समुपगत रो�हणी योगम ् ॥२२॥ 

शकुन्तला – जयतु जयत्वायर- - - (इत्यध�कत्े बाष्पकण्ठ� �व) 
 

(भरतवाक्यम ) 
 

प्रवतर्तां प्रकृ�त  पजा�हताय पा�थर् व सरस्वती श्रुतमहतां मह�यत  
ममा�प च �पयतु नीललो�हतः पुनभर् वं प�रगतशिक्तरात्मभू३५॥ 

 

(इ�त �नष्क्रान्ताः) 

 
 

 

 

 SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY: 

 
• Mahakavi Kalidasa’s great play ‘Shakuntalam’ noted for it’s highly poetic quality and 

allegoric brilliance with sweet sentiments and charming melodies becomes relevant for, 

any time. 

• A classic like ‘Shakuntalam’ gives  us sufficient scope to reconceive, reinterpreat and 

reconstruct it in the ‘Modern Indian Theatre’; inferet such great works gain the status of 

classic, perhaps mainly due to their viability for such reconstruction for all times. 

Panikkar re-interpreat ‘Shakuntalam’ inspired on two key passages in the play which he 

wanted to interrupt in the “Contemporary Social Context”: 
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 FIRST PASSAGE – INTERPRETATION: 

 

→ The first passage which speaks about the royal hunt of Dushyanta in Act I -    

“मृगया�वहार� पा�थर् व दुष्यन्! Mrgaya Vihari Parthivo Dushyantah” 

→ Which is clearly indicates the king’s disposition and the reaction of his subjects on his 

hunt at different stages. 

 

 SECOND PASSAGE – INTERPRETATION: 

 

→ The second passage appearing at the end of the text “Bharat Vakya” - 

“प्रकृ�त�हत  पा�थर् व Prakrti hitaya pathiva” 

→ This is also coupled with this to bring out an interpretative meaning for the production. 

“प्रकृ�त�हत  Prakrti Hitay” is “प्रजा�हत Praja Hitay” 

→ To which the king is abounding by duty. 

 

• This experimentation and utilization of the “Basic Text” in creating the “Sub Text” for 

“Non Textual Acting” involves both “Content Wise and Technique Wise” creation. 

• But this has to be done without taking the textual motifs too far from the goal intended by 

the author or atleast adduced from the script while reading through the lines. It is not easy 

to pinpoint such intention with exactitude in the case of a work which unveils many 

dimensions due to its poetic impact. Although such works are conceived far back from 

our time, they are amenable at all times to re-thinking and re-interpretation. 

• Panikkar’s own interest in doing the play came from the above mentioned passages, 

which suggested that the play could be treated with an effective stress on 

contemporaneity, without making and change in the text; but by editing it thoroughly so 

as to suit the interpretation. 
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• The adaptability of the text and the flexibility of its concept hold enough scope for 

renewed improvisation which, Panikkar felt would reinforce its classical grandeur. The 

theme is focused on a conflict between the self – indulgence of the ruler and the social 

insistence on bringing him back to duty and righteousness. 

• The individual Vs society is an eternally baffling problem which should inevitably 

culminate in the subjugation of the individual’s interests by those of the totality. 

 

 FIRST PASSAGE – INTERPRETATION: 

मृगया�वहार� पा�थर् व दुष्यन्! 

“MRGAYA VIHARI PARTHIVO DUSHYANTAH” 

⊗ ENTRY OF DUSHYANTA: (Illustration: 137 To 139) 

→ Dushyanta enters the forest for the hunt of the animals. Nevertheless it finds no reason 

why it should not interfere with the king’s temptation to cross the legitimate domain of 

the royal hunt and hence accuses him “ततः प्र�वश मृगानुसार� सशरचापहस्त राजा रथेन 

सूतश्। O King Dushayanta is in his hunt”. 

→ The word ‘Hunt’ acquires a different dimension by virtue of the added connotation 

ascribed to it, even while the king follows the “मृगा - Innocent Antelope” in the 

beginning of the play. 

⊗ TRANSFORMATION OF MRGA - ANTELOPE INTO SHAKUNTALA: 

→ Panikkar has tried to project this aspect in his production by which the whole concept to 

‘Shakuntalam’ was put in a nutshell by showing the ‘King’s Chase’, at a point at which it 

appears to him that “the antelope has culminated into the hunt of the poor damsel – 

‘Shakuntala’.” He rubs his eyes and looks to find that it is only the antelope. 

(Illustration: 140 To 144) 

→ The visual manifestation of this idea is further corroborated in the text when Vaikhanasa 

speaks to the king thus: 

भो भो राजन् , आश्रममृगोऽ न हन्तव् न हन्तव् । 
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⊗ TEXTUAL WORDSCONTEXTUAL ACTINGVISUAL INTERPRETATION:  

→ From the words of Vaikhanasa, it is clear that Shakuntala is the “Ashram Mrga - The 

Deer of the Hermitage”. Word “Hanu” in “Hantavyo” means “To Kills” and apart from 

killing, also signifies “To Follows”. 

→ So Vaikhanasa might have been cautioning the king against chasing the “Mrga”, meaning 

also “Shakuntala”. The word “Mrga” means not only the “antelope”, but also “that which 

is sought for”. Means to say “Don’t follow”, while what is evidently stated is “Don’t kill 

the animal”. It is evident from the text “मृगया” connotes “The Hunt for a Prey” as well as 

“The Quest of a Desirous Mind”. 

→ The textual words lead you to the contextual acting by which the antelope turn out to be 

Shakuntala herself for a moment. From this aspect, the visual interpretation in the 

beginning of Panikkar’s production was conceived as follows. 

 

⊗ ENTRY OF SHAKUNTALA: 

(Illustration: 145 To 154) 

→ The displacement of an image form the original text for the sub textual application was 

felt in introducing ‘Shakuntala’, ‘Nayika’ through the flora and fauna of the hermitage 

which she adorns. Dushyanta while entering the precincts of Kanva’s ‘Ashram’ beholds 

‘Sakuntala’ form behind a tree and perceives her as a flower, an image of innocence and 

beauty. In a different context ‘Sakuntala’ is described as – 

“Anaghratam Pushpam…..Kisalayam Anunam” 

→ Here what is portrayed is the depersonalized and conceptual figure of ‘Shakuntala’ which 

may be termed as ‘Shakuntalatva” as quality beyond time and space, the qualitative 

quintessence of a state of being or “Avastha”. This is much beyond the worldly persona 

that is ‘Shakuntala’. 

→ There are two distinct ways of “Encoding and Decoding” depicted here. The main one is 

encoded figure of ‘Shakuntala’ as a flower, an image of innocence and beauty. 

‘Shakuntala’ is disturbed by the cruel lust of the King who looks at her from behind the 

tree. The King’s sensuous desire gets encoded into the bees hovering around the flower. 
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→ It is introduced as a “Sub – Textual” interpretation to justify the disturbance which 

‘Shakuntala’ experiences later and the sudden appearance of the King with a sword as if 

to kill the bees in a vain glorious heroism. 

 

 SECOND PASSAGE – INTERPRETATION: 

 

 “प्रकृ�त�हत  पा�थर् व PRAKRTI HITAY PARTHIVH” 

 “प्रकृ�त�हत  PRAKRTI HITAY” IS “प्रजा�हत PRAJA HITAY” 

PRAKRTI Vs PURUSH-PRAJA: GROUP Vs INDIVIDUAL 

 

→ “Prakrti Vs Purush – Praja”, “Group Vs Individual”; both moving in a causal chain, both 

coming at cross and both compromising each other. The group’s reactions as an essential 

background against the individual’s experience is further felt and maintained throughout 

the scheme of the production. (Illustration: 155 To 158) 

 

⊗ CASE – 1: 

⊗ DUSHYANTA’S “मगृया – HUNT” IN THE FOREST: 

→ Dushyanta while entering the forest for “मृगया – Hunt” never realized that the word 

“मृगया” had wider connotation. The antelope which he chases foreshadows in him faint 

musings of a romantic thought, which normally one should cast off while one enters the 

precincts of a hermitage. When the hunt kindles in him feelings of amour and he initiates 

a step further from his expected limit, the interference of the group manifests itself in the 

form of disapproval but never the less this proves to be futile. He feels that he has no 

bounds while he dabbles it his own fancies. Slowly by the end of the third act he responds 

to the sentiments of the group; but by then he is head and soul deep in his commitment. 
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→ Dushyanta assumes a level of “Social Consciousness”, reacting to the “Attitude of 

Multitude” but he hides behind blissful forgetfulness, ascribed to providence, a 

dimension contrived by the great author to make his portages far above any possible 

blemish in his character, which might cast shadows on the “Traditional Nayak Concept”. 

In the case of Dushyanta, “मृगया” indicates his individual pursuit which takes him away 

from the group. 

→ Here the group always shares common sentiments and feelings. When the “Nayak – 

Dushyanta” is not trank in his approach to problems, the group strongly resents to his 

actions with one voice. In the beginning we find them to be completely in harmony with 

their kings’ ways. They stir the forest for the hunt and transform themselves into pairs of 

antelopes and tigers and run amok. From among the group one stray antelope is chased 

by the king. At one point while he approaches the deer, it suddenly turns cut to be a 

beautiful damsel – “Shakuntala”. He rubs his eyes and eagerly looks again to find that it 

is the same old animal. Dushyanta, taken aback by this strange experience; while he is 

again on the hunt Vaikhanasa cautions him – 

भो भो राजन् , आश्रममृगोऽ न हन्तव् न हन्तव् । 

⊗ CASE – 2: 

⊗ KANVA’S KANVATVA: (Illustration: 161 To 163) 

→ All the Individual characters in the play except the — Vaikhanasa, Sharngaravah, 

Sharadvatha, Kanva and Durvasa etc. all belong to the group representing the people at 

large. Kanvas love for Shakuntala, the message which he sends to the king and similar 

human sentiments are reacted as the group feelings Kanva not even appears an ascetic in 

his outfits. His ‘Kanvatva’ (the state of being Kanva) emerges from the group against an 

act which possibly hurts the lofty image of a ruler. 
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⊗ CASE – 3: 

⊗ CURSE OF DURVASA: (Illustration: 159 and 160) 

→ It is only from the group consciousness that the character Durvasa emerges at the end of 

the third act after Dushyanta is show to have realized his duty as a king and left the 

forest. 

→ The curse of Durvasa, although not meant in the text to be enacted, is made relevant to 

the context when it manifests itself into the wrath of propel against the unrighteous act of 

their king, who has done injustice to an innocent girl – ‘Shakuntala’ and stealthly kept 

away his treacherous designs from them. 

→ The society’s wrath leads to the loss of memory of the king of his commitment to 

Shakuntala. When the king repudiates shankuntala in Act V and thus errs again, the 

society comes for her rescue and succour and takes charge of her in the place of Menaka 

her mother as in the text. (Illustration: 164 T0 166) 

→ Here, the loss of memory of the ruler, although desired by the group, cannot be made to 

last for long, because that would entail serious damage to the observance of righteousness 

of their king, and hence the acceptance of Shakuntala by the group instead of by Menaka 

as it is depicted in the text. This may be treated as a major deviation from the original; 

but to make the interpretation more effective and meaningful in the context the 

supernatural element is taken away and the interference of the group is introduced as a 

logical conclusion. 

→ Later the “Marital Ring”, “Abhijnanabharana” recovered from the belly of the fish 

becomes symbol of legitimacy of the conjugal relationship of the king with Shakuntala, 

readily accepted by the people. “Abhijnana” which is indicative of oblivion and 

remembrance, two psychogenic functions of the mind experienced by Dushyanta. This 

takes us to the denonment where the lovers and reunited and merge in the crowd singing 

the Bharatavakya and Shakuntalam ends with a note of optimism. 

(Illustration: 167 To 169) 

 

प्रकृ�त�हत  पा�थर् व। 
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 CONCLUDING OBSERVATION: 

 

→ Accordingly Panikkar, “That means nothing other than the imperative need for diligent 

observance of duty and responsibility on the part of every one, not to speak of the ruler 

alone. The limit of one’s own rights irrespective of whether one is the ruler or the ruled 

has to be prescribed by some superimposed sanction, lest the social equilibrium would be 

disturbed. Whichever age we belong to the problem repeats in different contemporary 

dimensions”. 

→ Panikkar has used the great text with a view to project this thought for which the later 

portion of the story was not essential. The incidents happening in the play after the sixth 

act were out of the purview of Panikkar’s scheme of interpretation and hence deleted. 

Taking only the reunion of the lovers as the denonment, taking shape as a natural and 

logical evolution of the thought process. 
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 VIKRAMORVASHIYAM 4th ACT: 

 

 PERFORMANCE TEXT: 

 

⇒ DRAMATIS PERSONAE (IN ORDER OF APPEARANCE): 
 

• Chorus 

• Pururavas 

• Urvashi 

 

⇒ SYNOPSIS OF THE PLAY: 
 

• The play is considered a ‘Trotaka’ as it depicts the love between Pururavas – A mortal 

king and Urvashi – A semi divine nymph of exquisite beauty who. 

• The king accompanies Urvashi on the high reaches of ‘Mount Kailasa’. While dallying 

with the king, on the banks of the ‘Mandakini River’ the king happens to see Udayavati, a 

Vidyadhara girl engaged in bulding sand – castle for fun. Thinking that Pururavas is 

gazing at the girl, Urvashi gets enraged. 

• Angry at her husband for this trivial cause, Urvashi leaves her mortal lover in a spasm of 

jealousy and enters the grove of Kumara, the divine war lord which is forbidden to 

women. Once Kumara took a vow of eternal celibacy and went to ‘Gandha – Madana 

Hill’ for meditation and a rule that any female who entered his finest would be 

metamorphosed into a creeper. So, Urvashi is cursed to be transformed into a Jasmin 

creeper. Now begins the pathetic pursuit of the king after his invisible beloved. He enters 

in a mad fenzy with eyes fixed on the sky. 

• He keeps asking birds (Chakors), the swans, the tusker, the fragrant cave (The favouriate 

haunt of the celestial nymphs) and the deer about his sweet heart. But all his efforts go 

futile until he notices some bright red thing that shines from the crevice between the 

rocks. 
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• The gems fall into Pururavas hands at the instance of a divine sage, who from behind the 

stage asks him to take it, as it is through the power of this gem called ‘Sangamaniyam’ 

meaning ‘Reunion’ created from the red of mother Gauri’s feet that he would regain his 

lady – love. The king looks round in all directions and sees the sage in deerskin. 

Pururavas takes the advice as blessings and accordingly picks up the gem. Shortly he 

comes near slender creeper and embraces it. 

• Under the influences of the gem, Urvashi is at once brought back to herself. Seeing her 

king swoons and falls. When he regains his consciousness Urvashi informs him that it 

was due to the curse of Kumara that she became a creeper and regained her own form due 

to magic stone. 

• Pururavas shows her the gem and places it on her forehead. Happily they enter the city of 

‘Pratishthana’ to enjoy each other’s company. 

 

 
⇒ INTERPRETATION WITH DIRECTOR’S NOTE: 

 
• The theme of the play “VIKRAMORVASIYAM” is can conceived in this production as 

the growth of a man from his physical might to spiritual glory. 

• Pururavas is already like a full grown Aswatha (bannyan tree) reminding us of the verse 

in Bhagvat Geetha – 

ऊध्वर्मूधः शाखम�वत्थ प्राहुरव् य । 

छन्दां� यस् पणार्� यस्त वेद स वेद�वत्  ।। 

• Pururavas is climbing the height to heaven and reaching there, the helps Indra the 

supreme lord of the Devas. In his might he excels even the heavenly beings. Kalidasa 

refers to be ‘Swethaswathra Upanishad’ in the ‘Mangalacharana’ where Lord Shiva is 

viewed as the cosmic ‘Purusha’. This suggests the whole theme of the mortal Pururavas’s 

growth as a Superman. The motif of the banyan tree is to be understood in this context. 

• In the Vedic original (Mandalam 10 Sukta 95) of the story of Pururavas and Urvasi the 

image of lightning followed by thunder is used. Here Urvasi is the lightning and 
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Pururavas the thunder that follows. She is like the breeze that can never by possessed by 

the mortal. That means that she is the essential quality that makes nature inaccessible to 

man (Duraapanaavaata Ivaahamasmi). Still Urvasi, as the name suggests, is attractive to 

many (Urun Vasikaroti) the enchantress who has sensual pleasure as her direct quality. 

That is the reason why Pururavas is attracted by her beauty, especially when he was 

himself feeling elevated in his physical powers which could even render service to the 

celestial beings. After having saved Urvasi from Kesi the demon, and the first love 

sprouted and developed in Urvasi towards him, Pururavas remains human with his 

periodical visits to the land of the immortals. 

• When Urvasi commits a mistake in rendering the name of Pururavas instead of 

‘Purushathama’ as in the text of the play ‘Lakshmi Vijayam’, Sage Bharata the director 

of the play curses her to go as a mortal compainion of Pururavas to the earth.  

• Pururavas loves Urvasi under the full belief that she is the gift of Gods and as such 

should even remain immortal. But being turned into a mortal she seems to pass through 

the process of ageing. This fact disturbs Pururavas who goes away from her enticed by 

the gandharava girl which ultimately proves to be a futile exercise. By the time Pururavas 

realises that he was running after a mirage, Urvasi has turned out to be a twig by entering 

the Kumara Vana which is a prohibitted area for women. 

• Whey is Udhyavati conceived by Kalidasa as a girl who plays on the bank of ‘Mandakini 

River’ making heaps of sand? He is infatuated by the girl when Urvasi who is agening 

becomes an obsession for him. This subtle reference in the play clearly establishes his 

momentary shifting of interest. This infatuation and running in search of the mirage is a 

really contemporary problem not only in love but in all matters in which the youth is 

enamored of. 

• The birth of the son Ayushya also is symbolic of the realization of Pururavas his own 

rebirth by which his approach to Urvasi totally changes. 

• He treats Urvashi as his mother-being the mother of his child - which is again his own 

rebirth or experience reborn into a spiritual context. 

• The stone, ‘Sangammariya’ was the reason for his self realisation. The very same stone 

which made Pururavas realise his identity and helped him to join Urvasi was taken away 

by a vulture. 
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 SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY: 

 

• For the production of ‘Vikramorvashiyam’, Panikkar inspires mainly from the 

“Performance Structure of the Kutiyattam” and “Kalaripayattu”. The presentation of an 

excerpt or a single act of a Sanskrit play suits quite well with the “Kerala (Sanskrit) 

Theatrical Tradition – Kutiyattam”. In fact the Chakyars never do the full text of a play in 

their repertoire of Kutiyattam. Usually it seems the Ankas (Acts) had been named as 

“Jatayuvadhankam”, “Parnasalankam” and “Toranayuddhankam” etc. for the purpose of 

production. 

• In Kutiyattam each act can constitute a complete thematic structure, with enough textual 

material for a full length treatment, extending to several nights. The earlier part of the 

performance would consist of very elaborate story telling to the audience – “Purappadu 

and Nirvahanam”, as prelude to the specific content at which the play proper commences. 

• In the acting of the play the tendency is to limit the extent of the text and given it the 

maximum visual elaboration. For this purpose there are elaborate theatre manuals called 

“Kramadipika and Attaprakaram”, running parallel to the text and consisting of not only 

directions for acting and instructions to the followed in the make up, costume etc. but 

also the non textural passages for ‘Vachikabhinaya’ to embellish the textual situations. 

• Panikkar was asked in 1981 by the Kalidasa Akademi, Ujjain to do the IV Act of 

‘Vikramorvasiyam’. The same work was assigned to two other directors as well, Kamlesh 

Dutt Tripathi and Ratan Thiyam. Here was a situation were you are asked to do 

something, which you yourself wouldn’t have preferred to do as part of your creative 

work in the normal course. But the idea of the Kalidasa Akademi behind this scheme was 

two – folds: 

 

I. To give an opportunity to probe into the possibilities in Sanskrit theatre and face the 

practical problems involved in doing a play. 

 

II. To see the three different ways in which the same text would be interpreted by three 

directors. 
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 CREATIVE PROCESS: 

 

• The text seemed to be a hard nut to crack because it posed very subtle problems of 

creating visual pottery. How to cope up with the plan and make it a creative process? 

Failure in this would render the whole Endeavour meaningless. 

• The great problems to be faced at the outset itself have been to identify in the test a self 

contained emotional buildup and to construct content – wise structure for the fourth act 

alone, at the same time creating an appropriate outer form consisting of choreographic 

pictures, mostly through a single actor who does the role of Pururavas. 

• This mythological hero is endowed with very high qualities of wisdom and prowess. He 

is held in high esteem for his indomitable courage and strength. His abilities are 

acknowledge even by gods, in the approval of which, he gets a long lease of 

companionship with the heavenly damsel Urvasi. A man who nurtures his inherent 

virtues and practices them in life becomes himself the embodiment of virtue. The path of 

virtue is however, strewn with thorns. Eternal Vigil is the price for the upkeep of the 

glory one attains painstakingly. Even a moment’s lapse would push him down from the 

pinnacle of happiness into the abyss of agony. It was such a fall that happened in the life 

of Pururavas, as it can be found in the fourth act of the play. 

• King Pururavas, a here of the “Dhiralalita” disposition, was in a position to woo several 

wives simultaneously. But justice demands that a person with several wives has to remain 

faithful to them all. Pururavas has for once failed this norm. He becomes unmindful of 

Urvasi, who has till then adorned his thoughts and whom he had scored as an intimate 

part of his own soul. The moment of his unmindfulness heralds his precipitous fall from 

glory and happiness. The lapse from his righteous path is occasioned by Udayavati, a 

bewitching damsel whom he espied on the banks of river Mandakini. He gets infatuated 

at her enticing charm, an act unworthy of a great hero. He thus loses his integrity and also 

his own beloved Urvasi, that is his own identify. 

• The sense of lose soon awakens him from the sham world of infatuation. Where did she 

Urvashi, disappear? Or to be more truthful, where did he lose his own soul? Thence 

commences the long search, search of a man who has lost his very elements. This search 

forms the current in which the theme flows apace to its consummation. 



 
CHAPTER: 5  Page 437 of 458 
 

 NON-TEXTUAL PART: 

 

• Apart from Kalidasa’s text Panikkar using the “Rigveda Pathya” also in which the 

dialogue between Pururava and Urvasi gives useful material for “Recreation of The 

Myth”. 

 

 URVASHI TURNES INTO A CREEPER: 

 CHITRA YAVANIKA - CREEPER DANCE: (Illustration: 170 To 179) 

 

• Urvasi has entered “Kumaravana’, a place forbidden for women and turned into a 

creeper. The creative use of the curtain in the “Indian Theatre Tradition” is an important 

device with which many a dramatic situation could be embellished. 

• After the introductory sequence from the Pravesaka, as a link of the theme, it is shown in 

the production how Urvasi turns herself into a creeper on entering the forbidden forest. 

The functional use of the curtain is established by Chitralekha and Sahajanya, the curtain 

beige used as a creeper by rolling it around Urvasi and, unrolling it and thereby creating a 

curtain (creeper) dance. 

 

 PURURAVAS EKAHARYA ABHINAYA (SOLO ACTING) / PAKARNNATTAM: 

 STHAYI BHAVAS  SANCHARI BHAVAS  STHAYI BHAVAS: 

 

• Pururavas, in his confusion, seeks her presence in all that meet his eyes. His senses run 

amock. Looking up to the skies, he sees for a moment a demon flying past with Urvasi in 

his hands. But oh! No it is not a demon, but only the dark blue rain cloud; and it is not 

Urvasi struggling for freedom from the demon’s steely clutches, but the flashing lighting. 

(Illustration: 180 To 183) 

• Pururavas then conjures up the image of a he – elephant that has lost its mate. How heart 

rending is the agony of separation for the elephant? 

• On the stage at this point, before the intent gaze of the audience, transformations of roles 

take place. In the place of the pining king, there now emerges the pining elephant. 
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• The link of impersonation that extends from the actor to the character, to another 

character, to still other characters and back to the original character, creates several layers 

of illusion in the minds of the audience, this technique known as the 

“PAKARNNATTAM”, which is “EKAHARYA ABHINAYA (Solo Acting)”. 

In such evolution when the mood changes according to the change of character, the 

“Sanchari Bhavas (Transitory Moods)” that intervene create a panoramic change of 

sequences, reporting back to the “Sthayi Bhava (Permanent Mood)” of the main 

character, thus strengthening and aggregating them into a comprehensive thought 

process. (Illustration: 184 To 186) 

 

⊗ TRANSFORMATION OF PURURAVAS INTO ELEPHANT: 

 

• This transformation is achieved by the actor’s taking a few rhythmic steps around and 

turning to the audience taking the ‘Pose (Vadivu)’ and ‘Gesture (Mudras)’ of the 

elephant, inspires from the “Kalaripayattu”. 

• Then proceedes the elaborate acting of the role of the elephant writhing in “Mental 

Agony”. The roles of the king and the elephant intertwine from the king to the elephant 

and the elephant to the king. This technique which is intended to show that the turmoil of 

the elephant is the same as the king’s own, offers rich drama and abundant scope to feast 

the eyes and the imagination of the audience. 

 

⊗ TRANSFORMATION OF PURURAVAS INTO PEACOCK: 

 

• The imageries change in quick succession. After the elephant it is the peacock. Pururavas 

now espies, a peacock dancing in ecastacy. He wonders why it is so happy. Must be, he 

figures, the peacock has now become very proud of the beauty of its plumage since its 

better rival, the long and curly tresses of his beloved Urvashi are there no more. 

• The point to be stressed here is that it can be inferred from the text that in the acting 

technique, the changeover of the character of Pururavas into that of the peacock, showing 

its mirth is essentially involved, although a different method of presentation also can be 
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adopted by introducing the peacock onto stage by a different actor and the whole 

sequence can made visually rich by the use of chorus also. 

 

• Each or any one of one of these variations is appropriate to the context and there are 

further possibilities also worth attempting. Panikkar’s method was more risky in so far as 

it offered definite challenge to single actor to keep the tempo undiminished during almost 

the entire duration of the play by creating the illusions through the impersonation of 

several characters and changing moods involved therein. 

• Now, to revert to the development of the plot; at the end of his search, Pururavas comes 

across the precious gem ‘Sangamaniya’ which comes to him only as a result of penance. 

With this gem adorned on his head he embraces the benevolent nature which turns out to 

be none other than his lost beloved Urvasi. 

(Illustration: 187 To 191) 

 

 

 

 

 

 

 

 

 

 

 



 
CHAPTER: 5  Page 440 of 458 
 

 KALIVESHAM: 

 

 PERFORMANCE TEXT: 

 

⇒ DRAMATIS PERSONAE (IN ORDER OF APPEARANCE): 
 

• Nata 

• Pati-Dhari Nata 

• Kali 

• Nala 

• Damayanti 

• Nata’s Wife 

• Karkotaka 

 

⇒ SYNOPSIS OF THE PLAY: 
 

 SCENE 1: 

• The Kathakali actors, a pious Brahmin, known for his role Kali in the famous Kathakali 

play “Nala Charitam”. Kali is an immoral character, invisible to all; but visible to the 

actor and of course to the audience too. The actor is cautious to keep the character 

without being possesses of it. Slowly the character takes the upper hand in the process of 

interaction; but badly hit by the reality that it can manifest only through the actor. 

• It tutors the actor all its immoral attributes and the poor Brahmin actor turns out to be 

ferocious. King Nala having lost his royal sway wanders through the forest with his 

consort Damayanti. Kali through the actor creates a sense of fear in Damayanti in the 

guise of a serpent. Actor and Kali were two entities; now they become one, then there is a 

“Threeness”, Nata, Kali and Nala made into one entity. 
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 SCENE 2: 

• The night performance is over, the actor returns home in the morning; still at his wits end 

in the obsession of Kali. His wife tries her best to keep him normal. But he finds Kali 

everywhere, in every one including his wife. In a reflective mood he entreats his fans to 

cast him on any role other than Kali; preferably that of noble characters like 

Dharmaputra; but this is rejected. 

 

 SCENE 3: 

• Kali instigates Nala to abandon his consort in the forest. When Nala is away Kali makes a 

futile attempt to molest Damayanti. Her chastity transforms into a forest fire which 

threatens to annihilate Kali. Serpent Karkotaka who falls in the fire seeks Nala’s help for 

rescue. When saved, the serpent shows its real nature and bites Nala. The venom within 

Nala drives out Kali from his within. Nala graciously allows Kali to be off on a condition 

that he will never disturb the virtuous. 

 

⇒ INTERPRETATION WITH DIRECTOR’S NOTE: 

 

• A play based on the famous Kathakali story “Nalacharitham” – an interpretative 

extension of the puranic theme, which focuses on the life experience of an actor who is 

known for his role of Kali. In the epic theme, King Nala is the protagonist who gets 

possessed of Kali, the evil character. 

• The text of this play provides a context in which Nata (Actor) instead of Nala is the 

protagonist. There is an interaction of three characters Nata, Kali and Nala. Kali has no 

physical existence. His presence can be manifested only through Nata (actor). When the 

Kathakali theme makes its renewed passage to the contemporary theatre it presents to us 

a thought process, which forms the very basis of the art of transformation in theatre. 

• Is it incumbent on the part of the actor to be subservient to the role, which he enacts? Is it 

not the basic tenet of the art of acting that it should not be like that? The Nata (actor) in 
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this play is a Brahmin who follows his cast prescriptions for a strictly religious life, 

whereas he is destined to do the role of a wicked character. When the actor encounters a 

situation that his fans always prefer to see him in Kali’s role, he is caught up in a 

predicament and he is denied of any role than that of Kali. 

• This experience of the actor can be extended beyond the individual level, so as to reach 

out to the realm of life of those who are hit by the evil designs of Kali and who meet with 

their tragedy. The purpose here is not to probe into the erosion of values in man. The play 

envisages the crisis, which human life encounters and the idea, which lies integrated with 

the theme, highlights how such dilemma could be overcome. 

 

 SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY: 

 

 SCENE 1: 

→ Benediction - The theme is on Natya. 

 

 SCENE 2: 

 

⊗ SEQUENCE 1: 

→ (Illustration: 192) The Nata enters and introduces himself as a pious Brahmin, a 

Kathakali actor who is destined to take the role of Kali, the evil character in the play 

Nalacharitham. (Illustration: 193) Kali is a concept of all vices (addiction for gold, wine, 

women, gambling and murder) put together. Depicted as black colour in the beginning 

and then turning out to be a spirit, Kali tries to get into the psyche of the actor. The actor 

resists stating that Kali will not be allowed to enter into him without his consent and that 

he can never function without him. (Illustration: 194 To 196) 

 

⊗ SEQUENCE 2: 

→ (Illustration: 197 and 198) In the process of getting ready for the performance, 

(Illustration: 199 To 201) Nata learns from Kali the details of how he should enact 
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Kali’s role. (Illustration: 202) The entry of Nala and Damayanti. Nala is in exile after his 

wedding with Damayanti, losing his kingdom as a result of internal conspiracy. They are 

in a joyous mood. (Illustration: 203) Kali creates serpent phobia in Damayanti and the 

actor is taught by Kali to assume the form of a serpent. Damayanti gets frightened at its 

sight. Nala says that the serpent is one among many who attended their wedding with a 

desire to marry her. Since Damayanti remains scared, Nala drives it away. 

 

⊗ SEQUENCE 3: 

→ Kali enjoys the beauty of Damayanti and tries to embrace her; but realizes that it cannot 

be done without physical existence. (Illustration: 204) 

 

⊗ SEQUENCE 4: 

→ Kali demands that he should get into Nata’s psyche. Since he is a Brahmin, the actor 

expresses that he is unfit to contain Kali. (Illustration: 205) Nala and Damayanthi enter a 

bower and enjoy the romantic spring season. Kali gets furious when he fails in his 

attempts to embrace Damayanti since it is only a spirit devoid of body. Kali instigates the 

actor to follow him in full concentration and dictates to practice Kali’s five vices. 

 

⊗ SEQUENCE 5: 

→ The actor enters into a pact with Kali that he would always follow his dictates as against 

his earlier stand and allows himself to get possessed of Kali. The three entities Kali-Nata-

Nala all fuse into one. 

 

 SCENE 3: 

 

⊗ SEQUENCE 1: 

→ (Illustration: 206) Nata reaches home in the morning after a night of performance. Nata’s 

wife receives him. He starts to get engaged in the daily ablutions. When his wife looks at 

him, Nata feels something strange in his own behavior, and wonders whether he has to 

enact even in the role of a husband. He takes pity on his wife for her lonesome waiting 
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for him through the night. She looks more tired than him who actually spent a sleepless 

night of performance. He expresses his appreciation for his beloved wife. 

 

⊗ SEQUENCE 2: 

→ Nata’s wife recollects her dream of the previous night when she witnessed a frightening 

figure, black as the clouds instilling a sense of deep fear in her. She relates this figure to 

her husband. Nata for a while transforms himself to be Kali and assumes the cruel 

behavior of the character when his wife looks at him and falls unconscious. Nata regains 

normalcy, wakes her up and seeks pardon. 

 

⊗ SEQUENCE 3: 

→ (Illustration: 207) Nata’s wife instigates him to do ‘Sandhya Vandanam’, the morning 

oblation, and pours water to his palm. (Illustration: 208) Kali then enters and disrupts 

this act. Seeing Kali, Nata scolds Kali for interfering even in his personal life. To Nata’s 

wife, Kali is invisible. 

 

⊗ SEQUENCE 4: 

→ Nata is in a protesting mood. He witnesses the presence of Kali even in his wife and 

drives her away. 

 

⊗ SEQUENCE 5: 

→ Nata makes his long felt complaint that he is always selected for the devilish role of Kali. 

(Illustration: 209) Instead he begs for a pious role like that of Yuddhistira and enjoys 

enacting that role. But this privilege is refused to him, and he sarcastically agrees to be 

satisfied with Kali’s role. 

 

 

 

 

 

 



 
CHAPTER: 5  Page 445 of 458 
 

 SCENE 4: 

 

⊗ SEQUENCE 1: 

→ (Illustration: 210) Nala and Damayanti roam around in the forest. They are extremely 

tired, thirsty and hungry. They see birds flying around and plan to catch and have one 

bird as food. 

 

⊗ SEQUENCE 2: 

→ (Illustration: 211) Nata and Kali together transform into a bird and defeat the couple’s 

attempt to catch the bird. (Illustration: 212 and 213)  In the process Nata as Kali takes 

away Nala’s dhoti and Nala become naked. (Illustration: 214) 

 

⊗ SEQUENCE 3: 

→ Under Kali’s spell, Nala believes that Damayanti has brought in all bad fortunes for him 

and tries to abandon her. 

 

⊗ SEQUENCE 4: 

→ Damayanti is shocked at the change of behaviour of Nala, and weeps in despair. Nala 

then feigns pity on her and makes her sleep on his lap. While she is asleep, he stealthily 

escapes leaving her alone in the forest. (Illustration: 215) 

 

⊗ SEQUENCE 5: 

→ (Illustration: 216) Kali finds it as the best opportunity to molest her and instigated by 

Kali, Nata amorously approaches to embrace her. In a helpless mood, her protest finds 

expression in a forest fire. 

 

⊗ SEQUENCE 6: 

→ Karkodaka, the serpent gets trapped in the fire. Nala passes through to whom Karkodaka 

implores to be saved. (Illustration: 217) When he is saved, he bites Nala and claims that 

he is actually helping him by doing so as his colour got changed with the bite which 

enables him to move incognito until his problems are settled. 
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⊗ SEQUENCE 7: 

→ (Illustration: 218) In the end, Nala spells out Kalisantarana mantra and defeats Kali and 

holds him at the tip of his sword, warns him and lets him free on the condition that he 

will never get into good people. Kali’s spirit leaves Nata and goes to the audience in 

search of an abode to dwell. (Illustration: 219) 

 

 SCENE 5: 

⊗ EPILOGUE: 
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 THEYYA THEYYAM: 

 

 PERFORMANCE TEXT: 

 

⇒ DRAMATIS PERSONAE (IN ORDER OF APPEARANCE): 
 

• Chorus 

• Daivathar - Devta / Rama 

• Angakkaran - Angakar / Lakshamana 

• Poonkanni - Balkali / Sita 

• Ramunni - Ramanna / Paranki – Phirangi / Ravana 

• Yatri 

• Police 

• Jagirdara 

• Salguni - Satguni 

• Old Lady (Budhiya) 

• Beppuran 

 

⇒ SYNOPSIS OF THE PLAY: 
 

• ‘Theyyam’ can be roughly translated as the re-incarnation of a dead soul. Sometimes 

dead war heroes are raised to the status of ‘Theyyam’. ‘Theyya Theyyam’ is thus a 

double re-incarnation of a dead man’s soul and a dead hero. ‘Theyyam’, a ritualistic art 

performed in North Malabar on festive occasions, usually represents the dead hero, who 

is raised to the sublime level of God in the minds of village folk. 

• The play ‘Theyya Theyyam’ being performed here is the story of a villager ‘Ramunni’ 

who regularly used to cast himself as Theyyam in the village festival, as it was his family 

right. He appeared as “Paranki Chamundi” every year without fail, for which the folk 

admired him profusely. 
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• The performance here begins with a flashback which presents the story behind “Paranki 

Chamundi”. The villagers have a version of Ramayana for themselves – in which Rama 

is Daivathar, Sita, is Poonkanni, Lakshamana is Angakkaran, Hanuman is Beppuran and 

Ravana is the pirate Paranki. 

• The people of the village are terribly afraid of Paranki who arrives on a sailship. In their 

version of Ramayana Paranki is attracted by the beauty of Poonkanni, wife of Daivathar 

and abducts her. Realizing that his strength is in the magic belt tied around his hip, 

Beppuran snatches the belt and kills Paranki when he is asleep. Thus put to death, 

Paranki is raised as the Theyyam ‘Paranki Chamundi’ by the people. 

• Ramunni, who used to perform the Theyyam in the village, also has a past similar to the 

story of Ramayana. He is the subject of a landlord named Mekkamthala. When 

Mekkamthala is about to molest Kannipoo, the daughter of a respectable man named 

Salguni, Ramunni foils the attempt and kills Mekkamthala. 

• That night, Ramunni flees the village with Kannipoo. This sets the police after Ramunni, 

who is missing, but his mother is confident that he would return to the village on the day 

of Theyyam, wherever he is. As anticipated, Ramunni returns on the day and performs 

the Theyyam, as his vow is. Salguni and his people recognize him and beat him to death 

when he performs the Theyyam. This makes Ramunni the Theyyam of a Theyyam – 

“THEYYA THEYYAM”. 

 

 INTERPRETATION WITH DIRECTOR’S NOTE: 

 

• The re-creation and re-enactment of the epic theme of Ramayana in the creative mind of 

the rustic provide one stream of the plot. 

• Ramunni usually performs the main role in the ritualistic village version of Ramayana, - 

that of Paranki (Ravana). Paranki means the outsider. Parallel to the epic stream there is 

another flow of the plot – the story of the human beings who transform into the characters 

in the play. There are instances when the two distinct streams join and then again flow 

apart. 
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• The process of transformation and the reversal are significant dynamics lying latent in the 

play and this is justified in the play by using the acting area with the territorial division as 

imagined in the Natyasastra concept of ‘Mattavarini’. 

• ‘Mattavarini is the geographical area where the process of transformation takes place. 

Probably the wings of the stage may be the extreme point where the actor transforms into 

character as it is the area where he encounters the audience. 

• But the transformation mechanism happens and should happen in the mind of the actor 

and that should have happened much earlier than his appearance in the visual range of the 

audience. 

• The mental process of the actor evolves into the realm of the character at several stages 

and the transformation is not limited to any specific spot; or rather it can happen 

anywhere in the acting area during the interaction with the audience. 

• Sometimes it is contemplated through a series of acting techniques. Sometimes it 

suddenly sprouts when an actor gets enthused by certain specific motivation. In the 

production the exact interaction between the reality in an actor and his otherness are 

worked out to interpret the structural specialties of the play. 

 

 

 SCENE WISE ANALYTICAL AND PERFORMATIVE STUDY: 

 
 THEORY OF TRANSFORMATION IN THEYYAM: 

 

→ “Theyyam - A Ritualistic Art”, performed in North Malabar, Kerala on festive occasions, 

usually represents the dead hero, who is raised to the sublime level of God in the minds 

of village folk. 

→ Means ‘Theyyam’ can be roughly translated as the “Re-Incarnation of a Dead Soul”. 

Sometimes dead war heroes are raised to the status of ‘Theyyam’. 
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→ In ‘Theyyam’ there are two types of “Transformation”. 

 

⊗ FIRST TYPE OF TRANSFORMATION: 

 

• First, every human being is transformed in to ‘Theyyam’ after death. ‘Theyyam’ means 

the deification of the spiritual and word ‘Theyyam’ derives from ‘Deivam’ or ‘God’. 

• This type of transformation is a metaphysical one: 

 

∗ From Death to Deification 

∗ From Human to the Divine. 

 

• The social rationale behind the transformation after death is that persons who suffered 

untimely deaths or who suffered injustice in an unequal society, as well as those whose 

earthly life needs to be rewarded also achieve deification. 

• The ‘Theyyam’ deities were propitiated for the welfare of the community, village or 

individual and they in turn appeared before the devotees through the medium who may be 

a priest or chosen person and granted their wishes. The Theyyam then can also be a 

functional tool for a society to assuage its guilt and the dancing, an act of contrition as 

well as an attempt at appeasement. 

 

⊗ SECOND TYPE OF TRANSFORMATION: 

 

• The second type of ‘Theyyam’ is of gods whose different reincarnations are enacted as 

‘Theyyams’. These gods are Dravidian the protectors of humanity from natural disasters. 

They do not sit in judgment over humanity in a shroud of morality, but actively 

participate in the day to day life of humankind. 

• Demon gods such as Ravana are included in this list. The rationale is that there is no 

distinction between hero and demon gods. On the human side, too, it is not just the 

“Heroes and Protagonists” who are made ‘Theyyams’; it is also the “Antiheroes and 

Antagonists”. The result is a flattening out of a hierarchical value system in the human 

and godhead, which leads to the humanization of gods and the deification of humans. 
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 NOTION / PROCESS OF THE TRANSFORMATION: 

 

→ Lying at the root of all the “Folk Traditions of Performance in India” is a great 

significance ascribed to the “Notion / Process of the Transformation” of “Villager to 

Character”. Here two level of “Transformation”: 

 

∗ First Level: “Villager to Performer” 

∗ Second Level: “Performer to Character” 

 

• The identification of villager for the role also on two level: 

 

∗ First Level – Physical Sense: 

→ Villager learns the codes of gesture, mime, facial and body language, the language of 

theatre etc. 

∗ Second Level – Metaphorical Sense: 

→ The performer identifies with the role in a metaphorical sense, that he, villager, is being 

transformed into the role he is representing. 

→ This process of transformation takes place in the mind of the, other villagers / spectators. 

The spectator sees at once the villager / actor and actor / character and, since surface 

realism is impossible to achieve in a village context the spectator is being asked to make 

an even greater suspension of disbelief. 

→ It could be said, in fact, that the actor only plays a minor role in the process of 

transformation, in that his primary function is to act as facilitator of the spectator’s 

mental transformation. 

 

 AESTHTICS OF RITUALISTIC PERFORMATIVE ART FORM OF THEYYAM: 

 

→ ‘Theyyam’ performed in the courtyards of Hindu temples, the demarcations between life 

and performance are not fixed. Times are announced for the beginning of the 

performance but these are never adhered to, as the enactment of the ritual is driven by 

social factors, and is not considered an exhibition of “Fabricated Aesthetics”. 
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→ The action emerges from the villagers’ preparations without any significant ritual marker. 

The performance emerges from a shared knowledge of the ritual between groups of core 

performers. The emphasis is on the accomplishment of the ritual, rather than the 

completion of a performance. With such life and performance markers being so fluid, it is 

up to the spectator to transform the performer into a trance-possessed spirit. It is also the 

spectator who transforms the hyperventilating, writhing performer into the living 

embodiment of the god represented. 

 

• Such a value system is evident in everyday life, is what Kavalam Narayana Panikkar 

discovered, and his particular version of the ‘Theyyam’ ritual is based on a real-life 

incident. Here was a case of a traditional performer also being involved in a real-life 

drama similar to the drama he was preparing to enact, and the duality of the situation was 

the inspiration for a play based on an ancient myth, and set in a modern context. This 

duality leads inevitably to two parallel plots which eventually merge. 

 

 SCENE 1: 

 

⊗ SEQUENCE 1: 

→ (Illustration: 220 To 222) Entry of actors and musicians. (Illustration: 223) They are 

preparing to enact a village version of Ramayana, and actors for different roles are 

selected. Theyyam artiste Ramunni is selected to enact the role of Paranki (The Outsider/ 

Ravana) and he is assigned to dress up and get ready. Kannippoo is chosen as Poomkanni 

(Sita) along with two actors in the role of Daivathar (Rama) and Angakkaran 

(Lakshmana). 

 

⊗ SEQUENCE 2: 

→ Daivathar, Angakkaran and Poomkanni pass through the forest while the group watches. 

(Illustration: 224) 
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⊗ SEQUENCE 3: 

→ (Illustration: 225) Ramunni assumes the role of Paranki by looking into the mirror and 

makes sure that he is the character Paranki. (Illustration: 226 and 227) The leader of the 

Group ties an amulet around Paranki’s waist which represents his strength. (Illustration: 

228) They sing in his glory. (Illustration: 229 and 230) 

 

⊗ SEQUENCE 4: 

→ (Illustration: 231) A wayfarer is seen with a bundle on his shoulder by Paranki who 

follows him and corners to loot his belongings to which the group protests and Paranki 

drives all of them away. (Illustration: 232 To 234) Paranki then notices the trio - 

Daivathar (Rama), Angakkaran (Lakshmana) and Poomkanni (Sita) and enjoys the 

beauty of Poomkanni. The group interferes and warns Paranki to be weary of Daivathar 

and do away with his amorous advances to Poomkanni. 

 

 SCENE 2: 

 

⊗ SEQUENCE 1: 

→ (Illustration: 235) A member of the group in the role of a police man enters and he asks 

the group whether they are aware of the incidents happened during Ramunni's penance (a 

religious obligation practiced prior to the impersonation ceremony of Theyyam). He 

informs the group that Ramunni has murdered Mekkanthala, a notorious landlord. From 

among the group an actor is selected to do the role of Mekkanthala. 

 

⊗ SEQUENCE 2: 

→ (Illustration: 236 and 237) The group including Ramunni, Kannipoo is agricultural 

workers in Mekkanthala’s farm. While they are engaged in harvest Mekkanthala 

lasciviously approaches Kannippoo (Illustration: 238) and Ramunni who is her beloved 

witnesses the landlord’s misbehavior and the whole group is in protest against the 

landlord. (Illustration: 239) The clash between the landlord and the group reaches a 

climax; the strength of the group becomes indomitable and they exit giving a warning to 

the landlord to trust the soil and to have love for fellow beings. 
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⊗ SEQUENCE 3: 

→ As Kannipoo returns home after her work, the landlord once again makes advances to 

her, which was watched over by Ramunni in hiding and when he is at the point of 

molesting her, Ramunni jumps into the fray in which the landlord gets murdered. 

(Illustration: 240 and 241) Ramunni and Kannipoo hand-in-hand elope. (Illustration: 

242 To 244) He realizes for a moment that he has to come back for the ritual of 

Theyyam. But Poomkanni insists on going ahead with their escape. 

 

 SCENE 3: 

 

⊗ SEQUENCE 1: 

→ (Illustration: 245) Group introduces Salguni, who is the father of Kannipoo. He is in 

total agony at the loss of his daughter. With the help of the police man Salguni takes a 

vow to wreak vengeance on Ramunni. A lady from the Group introduces herself as 

Ramunni's mother, argues to Salguni in favour of her son. (Illustration: 246) She 

expresses confidence in her son that he would return, wherever he is, to impersonate as 

‘Paranki Chamundi’, which is an inherited family rite. The Group pacifies Ramunni’s 

mother that they would venture to search out for the missing couple. 

 

⊗ SEQUENCE 2: 

→ The Group on search comes across a river and discovers its origin to be the eyes of 

Daivathar (Rama) who is pining over the separation from Poomkanni (Sita). The two 

themes - the epic story Ramayana and the other the story of Ramunni and the concerned 

actors merge into one. Salguni claims that the loss of his daughter is as serious and 

sorrowful as Rama’s suffering. (Illustration: 247) The Group convinces him that 

Daivathar’s agony is a shared one unlike any personal and ordinary sorrow like his. 

 

 SCENE 4: 

 

⊗ SEQUENCE 1: 
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→ The Group selects one of the actors as Beppuran (Hanuman) to redeem Poomkanni     

(Sita). (Illustration: 248) 

 

⊗ SEQUENCE 2: 

→ Beppuran takes the message to be delivered to Poomkanni (Sita) from Daivathar (Rama) 

and sets on his journey in search of Poomkanni (Sita). He flies over the sky and alights on 

Paranki’s ship where he has kept Poomkanni (Sita) a captive. (Illustration: 249) 

 

⊗ SEQUENCE 3: 

→ The leader of the Group advises Beppuran to grab the amulet from Paranki's waist in 

which all his powers are hidden. (Illustration: 250) 

 

⊗ SEQUENCE 4: 

→ Paranki (Ravana) approaches Poomkanni (Sita) to grab her and the group sets ablaze as 

fire. (Illustration: 251) 

 

⊗ SEQUENCE 5: 

→ (Illustration: 252) The furious Paranki goes to deep meditation to muster all his strength 

to win over Poomkanni (Sita) and falls asleep in the course of it. Beppuran takes 

advantage of this and grabs the amulet and kills him. (Illustration: 253 and 254) 

 

 SCENE 5: 

→ (Illustration: 255) The penultimate day of the Theyyam ritual arrives. There is a tense 

atmosphere; the policeman ready to arrest Ramunni if he happens to arrive, Salguni 

geared up to barge upon Ramunni if and when he appears, and the confident mother 

excitedly awaits Ramunni (Illustration: 256) - when Ramunni makes his appearance in 

full outfits of Theyyam. (Illustration: 257 To 259) During the Theyyam show, Ramunni 

is beaten down to death by Salguni and friends. He dies in the guise of Theyyam and 

hence “Theyya Theyyam - The Theyyam of a Theyyam”. (Illustration: 260 and 261) 

→ The irony, of course, is not lost that the character Paranki is deified after having 

committed an unjust act. He had stolen another man’s wife, and therefore his killing 
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could be seen to be just. But on the village level of the story, Ramunni is killed for 

avenging an act of injustice, an attempted rape and he thus appears to be an innocent 

victim. Given the nature of the value system however, it must be remembered that 

Ramunni abducted, rather than eloped with, another man’s daughter. Both Ramunni and 

Paranki are deified and it is at the point of the ‘Theyya Theyyam’ that the audience is 

confronted with the irony that surrounds the act of deification. This cultural processing of 

a noble religious ideal is based on shaky social and moral foundations even; the spirits 

are attributed with godliness. 

 

 PRODUCTION NOTE ON “THEYYA THEYYAM”: 

 

→ The chorus not only narrates but chants and sings, and is accompanied by percussion 

instruments in measured rhythm. The members of the chorus also punctuate the action in 

their self introductions directly to the audience. The inference is of the multiple identities 

we all assume in everyday life. Everyday life and the tools associated with it take on 

added significance in this production. The sickles used by the villagers at harvest time are 

threatening instruments of death. Costumes are minimal, parts represent whole costumes 

and the result is that we are always aware of the duality of the performer’s function. 

→ When Paranki puts on his belt, he is possessed by superhuman strength. Performers 

become characters by looking into mirrors and seeing themselves reflected back as 

characters, not as performers. The performer playing Bepporan - Hanuman builds up an 

increasingly large vocabulary of monkey - like gestures, in south Kerala Ottanthulal / 

Kutiyattam style – “Vanara Stobham”, in order to become the character. There is no 

pretence at realism. All action is stylized and the dualities between the two storylines are 

maintained only by minimum use of gesture and costume. The spectators are always 

made to feel that the difference between past and present, and between the two fictional 

realities of the drama, is minimal. The stage is a constant among these acts of 

transformation and the chorus represents society as a perennial narrator of the stories, as a 

witness to the drama of events. The dramaturgical and theatrical continuum is an index to 

a belief system based on deification. 
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→ The plot involves all the vestiges of the rites, passions and concerns of an agricultural 

community and the transformability of the actor / villager as sign, is as intact as in the 

original Theyyam dance. 

 

 NOTION/PROCESS OF THE TRANSFORMATION IN “THEYYA THEYYAM”: 

 

→ The play does not unfold chronologically. The villagers’ story and the Ramayana story 

are woven together textually, achieved in performance through the use of chorus. No 

character exists discretely. They all, both are antagonists and protagonists, emerge from 

and return to the chorus. Simple acts such as putting on a head-dress, an item of costume, 

picking up a sickle, or staring in a hand mirror, all achieve the transformation from the 

choral text to character. Character identities are transient and fleeting, for as the narrative 

moves on, the performers must move from one plot to the next and also take part in the 

chorus. 

 

 THE PHILOSOPHY OF TRANSFORMATION IN “THEYYA THEYYAM”: 

 

→ Accordingly “Brian Singleton”, Irony is dramatized by the transforming ability of 

performer to the role and this forms the very crux of the play. The villager first 

transforms by acts of penance into performer, and then from performer, by learning the 

dance tradition, transforms into character A “Ramunni”. The performer next transforms 

into character B “Paranki Chamundi” (The Deified Paranki) and still furthers into 

character A (The Deification of Ramunni). And so the author, Panikkar, takes the 

mirroring of the two roles and reflects them into infinity. The essence of this modern 

theatre is the dramatization of the impossibility of totally the separating performer from 

the role. 

→ This is also taken one step further by highlighting the lack of boundaries between 

spectator and performer. Although spectators are not invited to perform, the performance 

of “Theyya Theyyam” can take place even if the divisions between spectators and 

performers are all their loosest. In an open space, with the performers on the same level 
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as the audience. The actors can emerge from anywhere to perform. As well as breaking 

down barriers it does much to suggest that theatre takes place in life. 

→ The stage has an important role to play in the act of transformation. This vital act of 

transformation in the modern theatre is an allegory of the regional and religious value 

system. The religious belief represented through theatrical allegory not only resists 

urbanizing and westernizing rationality, but also any met theatrical self-consciousness on 

the part of the spectator. Resistance, therefore, becomes theatrical as well as social, 

religious, and non-rational. 

 

• Panikkar’s “Notion of Interculturalism” and his “Interculturalist Approach to Modern 

Indian Theatre” is a defiant attempt to legitimize his performance heritage by resisting 

the dominant ideology through ritual practice. 

 

 

------------------------------ 

 

• Close studies of the ‘Dramatic Text Vs Performance Text’ of the Plays are unfolding the 

myrid forms of an ‘Imaginative Theatre’. 

• Panikkar’s vision set the Classical Sanskrit Theatre on a strong foundation in his life – 

time; it continues to inspire the Contemporary Theatre to find out a new idiom to 

interpret ancient texts to meet the challenges of present – day life. 



1, 2 & 3. Group is offering obeisance to the Narasimha.

4. Entry of two Sutradharas.

5 & 6. Design Work: Karna's Kavacha, Kundala and Costume.
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KARNABHARAM



7. Entry of Karna.

8 to 11.  The Group is describing Karna's prowess as well as his present dejected mood.

12. Shalya's Costume Design.
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13. Karna's failure begins when he is thinking 14 & 15. Entry of Kunti.

14 & 15. Entry of Kunti.

16 & 17. First Avastha: VEERA – UTSAH.
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18-19. Second Avastha: KARUNA – SHOKA.

20. Third Avastha: RAUDRA – KRODHA.

21-22 Transformation of Shalya into Parasurama.

462



23 To 26 The whole sequence of teaching archery by Parasurama to Karna.

27-28 Entry of Surya.

31 Design Work: Surya - Head Gear.
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29-30 Entry of Indra.

32-33 Design Work: Indra - Head Gear, Chitra Yavanika, Property.

34 To 36 Fight between Indra and Surya.
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36 Fight between Indra and Surya.

37-38 Design Work: Mask and Costume 

 Vajra Mukha

39-40 Entry of Vajra Mukha.
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41-42 After a long training Parasurama is giving “Brahmashtra” to Karna.

43 Parasurama is sleeping 

on the lap of his disciple Karna.

44 Vajra Mukha
 is biting both the thighs of Karna

45 Parasurama is cursing Karna. 46 To 48 Transformation of 

Indra into Brahmana.
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46 To 48 Transformation of Indra into Brahmana.

49-50 Indra as Brahmana is asking for “Bhiksha” to Karna.

51 Karna is offering 

Cows to Indra as Brahmana.

52 Karna is offering 

Horses to Indra as Brahmana.
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53 Karna is offering 

Elephants to Indra as Brahmana.

54 Indra as Brahmana is rejecting 

“Bhiksha” as Elephants.

55 Karna is offering Gold to Indra as Brahmana. 56 Karna is offering 'Agnishtoma-Phalam'.

57 Karna is offering Indra as Brahmana 

“Kavach and Kundal - Armour and Ear Rings”.

58-59 Karna is becoming possessed 

and giving “Kavach and Kundal” to Brahmana.
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58-59 Karna is becoming possessed 

and giving “Kavach and Kundal” to Brahmana.

60 After becoming possessed

 Karna falls down.

61 Karna is again ready 

with all the remaining strength.
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MADHYAMA VYAYOG

62-63 Entry of Sutradhara.

64-65 Entry of the Brahmana and his Family.

 

69-70 Entry of Ghatotkacha.
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66 To 68 Design Work: Aharya – Costume and Makeup of Ghatotkacha.

68 Makeup of Ghatotkacha.

71-72 The Brahmana and 

his Family encounters with Ghatotkacha.
73 To 75 Demands of Ghatotkacha.

71
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73 To 75 Demands of Ghatotkacha.

76-77 Last wish of Madhyama.

78-79 Design Work: Aharya – Costume of Bhima.
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80-81 Entry of Bhima.

82 Bhima encounters with Ghatotkacha. 83-84 Bhima blocks Ghatotkacha.

85-86 The old Brahmana 

predicaments to Bhima.
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86 The old Brahmana 

predicaments to Bhima.

87-88 Bhima is ordering 

to Ghatotkacha to free the Brahmana boy.

89-90 The fight between Bhima and 

Ghatotkacha: Fight with Mountain.

91 The fight between 

Bhima and Ghatotkacha: Fight with Duel.
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92-93 The fight between Bhima and Ghatotkacha: Maya Pasam.

94-95 Design Work: Aharya – Costume of Hidimba.

96 Entry of Hidimba. 97-Hidimba 

 Ghatotkacha meet each other.
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98 Hidimba  

Bhima meet each other.

99-100 Happy Re-Union of the Family.
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URUBHANGAM

101 -107  Warriors in varying combinations 
mime battle scenes with real swords, 

shields, and spears, warriors on 
horseback and elephants on the battlefield.

102

103 104

105 106
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107

108-110 Two outer warriors assume the roles of Bhimasena and 

Suyodhana and fight with their maces taking the conflict to its crescendo.

108

111 Design Work: Aharya 

Costume of Baladeva.

112 Entry of Baladeva.

478



113-114 Design Work: Aharya – Costume and Head-gear of Real-One Suyodhana.

115 & 116 Design Work: Aharya – Costume and Head-gear of Theyyam Suyodhana.
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117 Head-gear of Theyyam Suyodhana.

118 Design Work: Chitra Yavanika.

119-120 Entry of Real-One Suyodhana.

121 Entry of Theyyam Suyodhana. 122 Conflict between Real-One

 Suyodhana and Theyyam Suyodhana.
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123 Conflict between Real-One 

Suyodhana and Theyyam Suyodhana.

124-125 Conversation between 

Baladeva and Real-One Suyodhana.

126 Design Work: Aharya

Costume of Dhritrashtra and Gandhari.

127 Design Work: Aharya

Costume of Durjaya and Pauravi / Malavi.

128 Entry of Suyodhana's Family.

481



129 Relationship / Conversation 
between Suyodhana and Dhritarashtra – Gandhari.

130 Relationship / Conversation between 
Suyodhana and Pauravi – Malavi.

131-132 Relationship / Conversation between Suyodhana and Durjaya.
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133 The chorus of warriors & Ashwathama.

134 To 136 Suyodhana's “Swargarohanam”: The ultimate union of the mortal 'Suyodhana' and his 'Theyyam'.

483



ABHIJNANA SHAKUNTALAM

137 Design Work: Aharya

 Costume of Dushyanta.

138 Design Work: Aharya

Head-Gear and Ornaments of Dushyanta.

139 Design Work: Aharya

Costume of 'Suta'.

140 Shakuntala as Antelope.
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141 Entry of Dushyanta and Suta.
 142 The antelope has culminated into the hunt 

of the poor damsel – 'Shakuntala'.

143 Dushyanta is enacting the Shloka: 

“ग्रीवाभङ्गाभिरामं...”

144 When Dushyanta is again on the hunt 

Vaikhanasa is cautioning him

भो भो राजन,् आश्रममृगोऽय ं न हन्तव्यो न हन्तव्यः ।

145 Design Work: Aharya
Costume and Ornaments of Shakuntala.

146 Design Work: Aharya
  of Priyamvada and Anasuya.
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147 Design Work: Aharya
  of Priyamvada and Anasuya.

148-149 Shakuntala described as

“Anaghratam Pushpam…”

150 Entry of Shakuntala.
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151 Entry of Shakuntala, 

Priyamvada and Anasuya.

152 To 154 Meeting / Conversation between Shakuntala and Dushyanta.

155 Entry of Vidushaka 

Madhavyah: King's Jester.

156 Shakuntala in grief.
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157 Meeting / Conversation between 

Shakuntala and Dushyanta.

158 Shakuntala and Dushyanta 

expressing their eternal love for each other.

159 Design Work: Aharya

 Costume and Makeup of Durvasa.

160 Shakuntala 

is day dreaming about Dushyanta.
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161 Design Work: Aharya 

Costume and Ornaments of Gautami.

162 Design Work: 

Aharya of Vaikhanasa, 

Sharngaravah, Sharadvatha.

163 Shakuntala is happily sent to Dushaynta's palace.

 

489



164-165 Shakuntala, Gautami and Vaikhanasa 

present themselves in Dushyanta's court.

166 The society comes for Shakuntala's rescue. 

164

167 Matali being trapped.
168-169 Happy Re-Union of Shakuntala and Dushyanta.
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th
VIKRAMORVASHIYAM 4  ACT

170 to 179
CREEPER DANCE: 

Urvashi turns into a Creeper
 with the help of Chitra Yavanika.

171

172 173

174 175
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176 178

177 179

180 to 183  Pururavas in his confusion seeks Urvashi's presence in all that meet his eyes.
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182 183

184-185 Pururavas is conversing with Peacock.

186 Pururavas is conversing with Cuckoo. 187 Pururavas comes across

 the precious gem 'Sangamaniya'.
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188 To 191 Happy Re-Union of Pururavas and Urvashi with the help of Chitra Yavanika.
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KALIVESHAM

192 Nata enters and introduces himself. 193 Nata is destined to take the role of Kali.

194 To 196 Kali is trying to 
get into the psyche of the Nata.

197 In the process of getting 
ready for the performance.
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198 In the process of getting 
ready for the performance.

199 To 201 Nata learns from Kali the details of how he should enact Kali's role.

202 The entry of Nala and Damayanti.
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203 Kali creates serpent phobia in Damayanti. 204 Kali enjoys the beauty of 

Damayanti and tries to embrace her.

205 Nala and Damayanti enter a 

bower and enjoy the romantic spring season.

206 Nata reaches home in the 

morning after a night of performance.

207 Nata's wife is instigating him to do 

'Sandhya Vandanam'.

208 Kali enters and disrupts to 

Nata for 'Sandhya Vandanam'.
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209 Nata begs for a pious 

role like that of Yuddhistira.

210 Nala and Damayanti 

roam around in the forest.

211 Nata and Kali 

together transform into a bird.

212-213 Nata and Kali together defeat 

the couple's attempt to catch the bird.

214 Nata as Kali takes away 

Nala's dhoti and Nala becomes naked.
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215 Nala feigns pity on Damayanti and 
makes her sleep on his lap.

216 Kali molests Damayanti and instigates, 

Nata amorously approaches to embrace her.

217 Karkodaka implores to be saved by Nala.

218 Nala defeats Kali. 219 Kali's spirit leaves Nata.
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THEYYA THEYYAM

220 Design Work: Set. 221-222 Design Work: 

Aharya – Costume of Chorus.

222

226-227 Design Work: Aharya 

Costume and 

Head-Gear of Paranki.
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223 Entry of Actors and Musicians.

224 Daivathar, Angakkaran and Poomkanni 

are passing through the forest.

225 Ramunni assumes the role of Paranki.

228 The leader of the Group is tying an amulet 

around Paranki's waist.

229-230 The Group sings in Paranki's glory.

501



230 The Group sings in Paranki's glory.

231 A wayfarer is seen with a 

bundle on his shoulder.

232 To 234 The Group warns Paranki to be weary of Daivathar 

and do away with his amorous advances to Poomkanni.
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235 A member of the group 

in the role of a police man 

is entering and instigating the Group.

236-237 The group including Ramunni, 

Kannipoo is agricultural 

workers in Mekkanthala's farm.

238 Mekkanthala lasciviously 

approaches Kannippoo.

239 Whole group is in protest against the landlord.
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240-241 Ramunni jumps into the fray 

in which the landlord gets murdered.

242 To 244 Ramunni and Kannipoo hand-in-hand elope.

245 Salguni is the father of Kannipoo, 

who is in total agony at the loss of his daughter.

246 A lady from the Group introduces herself 

as Ramunni's mother. 
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247 Salguni claims that the loss of his daughter 

is as serious and sorrowful as Rama's suffering.

248 The Group selects one of the actors as 

Beppuran (Hanuman) to redeem Poomkanni (Sita).

249 Beppuran takes the message to be delivered 

to Poomkanni and flies over the sky.

250 The leader of the Group advises Beppuran

 to grab the amulet from Paranki's waist.

251 Paranki approaches Poomkanni to 

grab her and the group sets ablaze as fire.

252 The furious Paranki goes to deep meditation.

253-254 Beppuran grabs the amulet and kills him.
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255 Design Work: Aharya 

Head-Gear of Theyyam.

256 Mother excitedly awaits Ramunni.

257 To 259 Ramunni makes his appearance in full outfits of Theyyam.

260-261 Ramunni is beaten down to death by Salguni and friends.
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