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CHAPTER SEVYEN
"TEE"FGRM '

=

Dhanapala ealls his work a “Kathﬁ"} We would,
here,like to dive deep into the essentials of this form
of literature in Sanskrit and try to analyse the forces
which contributed to its development. |

The Sanskrit literary tradition has, from early
times,'dis%inguished'between the poetic tissue (kavya~
-5arira) and the poetic essence (kivyasyitm3). The
péetic essence consists in the péwer of meaning§u1 words
t0 arouse the emotion of joy in the mind of the aesthe-
tically receptive reader or listener? while the poetic
tissue is made up of the words set in musically charming
and meaningfully harmonious manner? Poetic essence can
manifest itself in various forms which are all regarded
as mére 80 many means of manifestation. Metrical form
has, thus, never been the essential ingredient of poetry
in Sanskrlt literature.

Sanskrit critics have granted that poetry manifests
in three general forms : prose, verse and prose—gixed-

wwith-verse% This necessarily implies that the basic
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ingredlents in all the three will be common and they
will differ only in view of the exigences of a particu-
lar form. According to Indian rhetoricians, metre does
not ponsti%pte an essential component of poetry; rather
a 'kavya' can be composed equally well in either verse

eriin.prése or in an admixture of prose and verse? The

The forms of poetry is not rigidly fixed. Most of the
Western literary crities take for granted the invariable
conconittance of verse and poetry? No Sanskrit critic
could ever imagine that versification might become poetry
too. Grammars, dietionaries, astronomical or medical
works written in verse are not poetry, but mere manuals
written in verse, able to impress memory more easily
than if written in prose. On the contrary when a prose

" novel is endowed with all the possible literary embeli-
shments in accordance with the rules, it belongs to
tkavya' as a class and, in fact, is as good poetry as an
epie? )

Prose isg said to differ from verse only in so far

as the latter consists of words set in groups of quarters
of measured rhythmic mnulds,g while the former is not

oHIL(W):Pt IIIop0388-
6."1.consider and call poetry every speech in metre."
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regulfted by such measured moulds.g“But, as has been
remarked by T.M.Greene, literary proée and metrical
poetry are both expressively rhythmic and differ only
in the type of rhythm employed{"lﬁnue to their eye on
the meaning the Sanskrit rhetericiéps teke the sentence
structure — syntax — as the basis, be it set in free
rhythm or in the measured one of verse. But rhythm is
the intrinsic feature of expression & in both.lld he
distinctive characteristic of the prose of the Sanskrit
prose-romances is the supremacy of rhythm, which is
really the undulation of poetic feel@ng as it flows
into the linguistic tissue and moulds it. And the pulse
of feeling cannot be expected to be precisely and mecha-
nically repetitive or regular.la

The earliest Sanskrit poetician to mention the
two suﬁavarieties of‘prose composition, viz., Katha and
AkhyZyik3, is Bhamaha, though the earliest Sanskrit
writer. to mention &the compositions known as 'Akhyayika:
is the celebrated author of the vyékaraga-mahéﬁhi§ya, “

viz., Patanjali, who names Visavadattd, Sumanottard and

Bhaimarathi, Agnipur@na notices five varieties of
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prose-romances, viz., KkhyZyikZ, Kath&, Khandakathd,

13

Parikathf and Kath3lika. ~According to Agnipurfina, the

distinguishing‘marks of a 'Kathd' in contrast to an

'Exhyayika' are %4 B )

’ (i) In & 'Katha' the poet gives in brief his auto-
biographlcal account in the 1ntro§uctory verses; in an
'Rkhyayika' the autobiographical account is in prose and
it is given in details. _ »

(i1) In a 'Kathd' the main plot is introduced by
means of a by-plot; in an 'Akhyayika'the motifs are
kidnapping an unmarried girl, battles, separation and
mishaps described in spdendid style, diction and signi-
fication.,

(iii) & 'Katha', if in prose, is not. divided into
chapters (ucchvisa), though it is so divided, in some
cases, into '1ambaﬁas', if it be composed in verse; the
"Ekhyﬁylka', on the other hand, is divided into 'ucchvasa'
‘and in that case it is qualified as 'curnlka' - )

Bhamaha has also noticed these two forms of prose=-

-romances and tried to distinguish between them on the
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strength of the compositions known to4h;m by these nome-
nclatures, Hié definitionslsof an *'Akhyayika'and a 'Kathi'
respectively do not differ substantially from those givan
by the Agnipurﬁga,'except in the following three addi-
tional important characteristics, viz.s

(i) In a 'Katha' the story is told by somebody other
than the hero, while in an 'Akhyayika' it is narrated by
the hero himself; i

(ii) A *Katha‘'may not be marked by certain catchwords
which are ingeniously put by the poet in an 'Ekhyayika'.

(iii) A 'Kath3' may be in Sanskrit or in Apabhrahfa

while an ;E§h§§y1k5? may not be so. -
“ﬁagqin, in Y his Kavy§da%%a}6does not approve

of these péints and criticizes them as being insufficient

to warrant a distinction between the sub-types. He also

notices that a 'Katﬂa' is found to be composed in Sanskrit

as well as in ofher 1énguages such as the Prakrits.
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Rudrata notices a few more peculiarities of a
'Kathaf"in that the poet begins with a salutation to the
ééds and preceptors before he proceeds to give, in brief,
autobioéraphical details.l7 ‘

Bhoja, in his %gﬁggraprgkaéa,lguts forth the madha-
vika and the Hargacarita as the specimens of an ' Axhya-
yikd' while the Kadambari and the 1Ilavatl are named as
those of a fKathg'. In his opiﬁion"an *Ekhyéyikafis com~
posed invariébly in.éagskrit prose, while in thehcase of
a 'Kathd' there is no such definite rule. Bhoja kBESm
teéfifieé, in his Sarasvati—kagfhébharaga,“to the absgnce
of definite rules fegarding the external form (gati) and
the language (j&ti) ~ both these terms being coined by
Bhoja anewllgBut he notes that a '‘Katha' has qblet based

on divine characters or human ones or both.
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‘Amara, the lexicographer, hits very near the bull’s
eye_whén.he remarks that while an 'Ekhy3yikds has histo-
rical plot, the 'Katha' has one solely conceived by the
poet.zo o -

Thus inspite of searching efforts of the Sanskrit
rhetoriéians,.the form of a 'kKatha' seems to have eluded
them all @ Nevertheless their endeavours have brought to
prominehpé the following distinguishing points a Sanskrit
prose 'Katha': »

¢i) A brief autobiographical account of the poet

o after the salutations to gods and preceptors;

(1i) a main plot as well as a by-plot;

(iii) lack of division into chapters;

{iv))narrativn by somebody other than the hero;

(v) lack of catchwords;

(vi) lack of any ruleam about the language;

(vii) the plot can be divine or human or an admix-

“ " ture of both,.

It is rather a pity that, inspite of such a commen-

dable effort of the Sanskrit rhetoricians to catch at
the distinguishing traits of this form of the Sanskrit

novel, Dr. Keith has conveniently prefered to line up
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with Daggin and“remark that "the distinction between
AkhySyik3 and Kath§ .... is presented to us in a puzzling
confusion in the writers on poeties, explaining and
justifying in large measure the refusal of Dandln in
his Kavyadarsa to have anything to do ‘with the distinctio%%

' 1t is thus clear that the Sanskrit rhetoricians
constantly modified their definifions in the light of
more and more & specimens of Sanskrit novel to incorpo-
rate its later developments. ?rof& Peterson opined that
the characterist@cs of a 'Katﬁﬁ' as"geseribed by Bﬁgmaha
were wholly inapplicable to ¥ the KSdambarI but %hey
exactly fitted with the Ya%aétilakaﬁampﬁ, and in the
opimion of Dr. Krishnamachariar, Dandin, an admirer of
Bé@at’repudiate& the‘distincfions*and probably offered
an é apology for Bagé's indifference to the accepted
canons of classification. Rudrata submitted himself to
things as they were and adapted his definition to suit
the Harsacarita as an 'AkhySyik&'and the EKadambari as a
'Katha'zz ) ”
' Dr. De has rightly remarked that "the whole con-
troversy shows that the two kinds of prose narrative
were differentiated at least in one important characteri-

stic. Apart from merely formal requirements, the EkhyZyika

-s-------———~—~———--—-——~-——--—- - o o= G T " W Y - -

21.C8L.pe T2+ .
22 OHCSLOPO4‘39’




254

was conceived, more or less, as a serious composition
dealing generally with facts of experience and having‘
an autebiographical, iraditional or semi-historical
interest; while the Katha was essentially a fictitious
narrative which may sometimes (2s Dandin contends) be
recounted in the first person,*but“whose chief interest
resides in invention. These older types appear to have
been modified in course of time; and the modification
was chiefly on ‘the lines of the model popularised by
Bapa in his two prose K5Vyas."2

Shri Krishna Chaitanya lays his finger in the
proper place when he notices that "the novels ... reject
racy colloquial prose and take over completely the
Kavya idiom. Théy may draw freely upon the narrative mma
material of the folk-lore, rehandle some of its natural
and supernatural incidents and motifs and adopt its
emboxing arrangements of tales. But the form and diction
are ‘taken over from the metrical~K5vya.... It pays
conscious attention to rhythm and musical cadence and
embellishes itself with a heavy overlay of ornaments

like any ornate Xavya."

) - 2
Prof. V.S.Agravala 5has tried to discover the
23,HSL(D) +VOoleI+pp+203~204,
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frame of the Sanskrit prose romance (katha) with refer-
ence to Indian architecture at the time when the authors
of the Sanskrit prose romances flourished., In hié_opinion
this form has developed as a literary paEes parallel
of the contémporary building construction, especially
the royal palaces. There is a grain of truth in this
in that the artistic trends of a particular time in-
fluence all the types of art, be it literature, scul-
pture, architecture, painting, ornamentations and etec..
We can, for example, see in our own times that the
impact of modern trends like realism, surrealism, exi-
stentialism, materialism etc. have been having a profo-
und influence on our modern literature, sculpture,
architecture and paii?ng as well as fashions in personal
attire and ornamentations.

This brings us to the consideration of the vital
relation of the form to the contentgs The form of a
thing is made up of a proper arrangemeﬁt of the parts;
it is the form which makes a thing a unity or a whole,
But true unity comes from ke an inner vital principle
which makes the parts co-operate with one another and
merge themselves in the whole. Rhythm and harmony, which
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are vital to poetry, are formal qualities and depend on
the relations of parts of a work to one another and of
the parts to the whole. In purely formal aspects poetry
is allied to music%7mhe true content of a work of art
consists of the artist's feelings and ideas, his emoti-
onal and intellectual Qeactions to life, and these regu-
late the activities of the formative imagination which
breathes life into them?BForm is directed by the content
which it endows with life. The artist finds his idea
embod;ed in the story which thus becomes a part of the
form of his work, and he interprets, or recreates, the
theme in his own fashionggmt‘ is built on the artist's
experiences, the emotions or ideas to which his shaping
imagination‘gives & living form. The experiences and
emotions and ideas are the content of a work of art and
the emergent shape is the form. The two together make a
wotrk of art what it is. Contenxténd form are sometimes
said to be as indissoluble as the body and the mind.
BEven then it is possible and useful to estimate their
contributions éeparately end also their reactions on

each other., The artistic imagination has its own laws

27.7TI. p.220.
28.ibid.p.221.
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to a content, it also transfers the latter, which has
ro value in art independent of such transi‘orma‘tionﬁm
From the purely structural pakids point of view, the
érincipal characteristic of form is unity in variety,
that quality which finds order in 2 mzhemm chaos of
details. Every individual work of art creates its own
individual fofm, and the really. important question i1s
not whether it obeys the preseribed rules of any cate-

3lYet

gory but whether the form is adequate and vital.
a reference to known categories, pseudo-aesthetic though
they may be, will help us to realize the peculiarities of
#he an individual work of art. What matters in art is
the total impression in which form and content, fused
into a unity, are equally important. Great art is great
not only in its ideas but also in its form.

This brings us to the next guestion here as %o
why the poet chooses a particular medium and form for
the expression of his poetic muse. Je. Middleton Murry32
thinks that "whether the expression'of"the,compréhensive
and self-consistent mode of experience is achieved in

the form of prose or verse will depend upon circumstances

which are in the main accidental", and that “the fashion
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of the age is perhaps the most important factor «... .
At 2 ceftain level of general culture, with certain
combinations of economie and social conditions seeee.
certain artistic and literary forms impose themselves.
These forms the writer is almost compelled to accep¥,
éither because he relies on his writing for his living,
or beaause he feels instin&tively tﬁat he must embrace
the means necessary to reaching the largest possible
audience. When the fates are peculiarly kind, the writer
will find himself naturally attracted to the predominant
form of the age esese « For if the writer cannot accept
the form that is vital in his ownm time, he is confronted
by the Herculean task of making a form vital by imposing
it uponAthe contemporary taste.* This, though meant for
English novel, nonetheless applies, to some extent, to
the Sanskrip?prose-romance as well. The forms of litera-
ture chanfe, but not the form of creative literary genius.
But it must be remembered that the type of fiction
thet has developed in- Europe during the last few centu~
ries, is essentially mégnt to be read rather than liste-
ned to. This essential difference makes all the differe-
nce in the norms of the form and its appreciation. In

the case of the European novel " there is nothing more
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dangerous to the formation of a prose style than the
endeavour to méke it poetic. The habit of plastering
a plain exposition or a simple’narration with empty
poetical beauties is very easy to acquire and very hard
to unlearn.... .EBThe matter is quite different in the
cagse of the Sansirit fietion which is definitely meant
to be 1ist9néd t0, rather than to be read in an easy
chair, It is for this reason that it is classed as a
-'éravya;kévya'. The peculiar social and cultural situva-
%iog contribu%ed'towards the development of this form of
Senskrit Kavya. The paucity of the Mss. amd the special
zekad method and‘style of close wri%ing in the Mss. pre-
cluded anybody but only a few very patient, eager and
learned scholars to decipher a Ms.. And that is why all
the‘types of éravya»kévyas ranging from the epic to the
Subh§§itas were supposed to be loudly recited in the
packed royal assemblies or in an assemblage of laity in
a village temple or an open public place in the case of
the epic~histories and the Puragas. The Sanskrit word
fpétha' derived from the root jpayh"priﬁarily means
?to reéite'Bgnd not merely'to feadf; Not only that,these
iecitationé of the 'kivya',or the itihésas and the pura-

nas were often interspersed with occasional comments or
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explanatory digressions. There are ample proofs to testi-
fy to this state of affairs. Thus:
(1) The tradition about Gunadhya' s Brhatkatha as
preserved in the Kathasari‘bsagara clearly records that

it was listened %o stealthily by a ‘'gana‘' named Pugpa-

danta when it was being related by Iord $iva to Parvati.
Pugpadanta in his turn récited it to his wife Ja&E.BS
later on Katyayana passed these stories on to Ké’.:}abhﬁti%
who, again, told them to Guﬁc}hya?@he latter in his
turn is said to have read them aloud to his two disciples

38
and the assembled flocks of birds and beasts that list-

ened to him with eyes full of tears.39

(ii) The Jain authors, like Jinasena in his Meha-
puré:gé and Haribhadrasfiri in his éamaréiccakahé, have

elaborately.'given a list of the requisite qualities of

a ggood audience, of course from their point of view.40

Not only that, the former has alseo elaborated on the
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qualifications essential for a good narratér of such a
'Kafhéf.4lﬁnd it should be noted particularly that they
call their works a 'Kathd' and, of cousse, it cannot be
other than a 'Dharma-katha'.

(iii) Theié are ample &zaaﬂn references.%o the fact
that the T™M was thus recited by the poet himself in the
royal schélarly assembly of Bhoja. Both the PRC and the
PC record this important factte o

(iv) The Upamiti~bhavaprapaﬁcé-katha, an allegoriecal
Sanskrit geliéious prose-romance by siddhafsi, is addre-
ssed to "audience" rather than to the "readersv.

It is only with reference to this nature of its
being a 'éravya—kavyat that the nature of its form and
its devei&pment can be properly grasped. This circumsta-'
nce was responsible for shaping the sanskfit poetry as
it has evolved through its various pﬁases._The division
of Sanskrit Kavya into Acts, Cantos and ete. were nece-
ssiated by wéy of,suitaﬁle units for recitation, the
change in the metre at the end was meant to mark the end
of that unit and to serve as a happy change. As regards
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the prose-romances, the Rkhy8yik&, being partly auto-
biographical‘and partly of the nature of a chronicle
and hence without any complexity of the plot, necessa-
rily required divisions into units for recitation, and
the poet provided for them at the end of a particular
topic of the narrative. The Sanskrit fiction - Kath& -,
on the other hand, was a'comﬁlex affair and the"plot
was laid in such a way as to sustain the suspeﬁse of the
audience by unexpected tirns of events in the narrative,
which did not necessiate such formal divisions, though
in actual practice the poet or the reciter must be reci-
ting aloud only a portion of it in a day. And there was
no harm in putting these units up as respites (ucchvasas)!
But the fashion of the day compelled +them to kéep the .
ﬁnits_undecided and informal and left the reciters and
the audience to stop where and when they were tired or
continue when they were interested too much to halt
abruptly.

The peculiar form of Sanskrit fictiog was thus
Partlﬁ aceidental, partly a matter of fashion and wholly
a logical consequence of its being a piege t0 be listened
to. We know nothing of‘the Carumatl of vararucil nor of
the Sudraka-kathd of Kélidééa's predecessors Ramila and

Somila, mor of the prose composition of Bhattdra
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Haricanéra: But all these must have been,extapt ;n the
days of Dhanépéla. But it is clear from the Vasavadatta
of Subandhm that " the emphasis on .... form at the cost
of matter was a cénspicueus characteristic of ganskrit
literature of the Gupta and the post-Gupta age“%4 As
has been rightly pointed out by Dr.J.M.Shukla, a Sanskrit
poet always composed with one eyé\oﬁ‘%he king or his »
patron and the other on the elite, and that, while the
patron made the poef free from economie worries, the
real judge of the poet was the scholar, the master in_
* different arts and sciences, and he had to be pleasedf'5
Bﬁga's KEdamhari-gnd Hargacarita left a deep impression
on the mind of Dhanapila both by their unfathomeble
Jjungle of compoﬁnds and the complexity of the narrative
as well as the variety of the motifs. But the general
audience of his day was not so well-eqﬁipped in scholar-
ship as to patiently enjoy such a prose abounding in too
many lomg-drawn compounds and too much paronomasia%6ﬂor
was the audience satisfied with the Campi form which’
bored the people by its abundance of verses which |
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unnecessarily hindered the progress of the narrative.47
Prose was,thus, the fasﬁion of the day right from the %
days of Bh&mgha%sln Subandhu's days paronomasia ruled
the roast. Bana emphasized on the sprightly and musical
gaity of the language coupled with incessant denseness
of double-meaning compounds. The technique of emboxing
tales within tales, developed very early since Gugé@hya's
B;hatkathé as a means of suspense and cleverness of ’
ﬁresentation,_was, of course, adopted with due modifica-
tions to bring the”narrative back to the point where it
started. But Bak Bégafs versification was not regarded

equally.pbwerful(és his prose by Bhoja%9

phanapala, there=-
fore, aimed at striking = balance -between the fashion of
times and the demands of his days for exhibiting one's
scholarship by t;ying one's hand at the difficult task

of composing a Sanskrit piose fiction. The form was ready
in its highly déveloped stage in the Kadambari of Bana.
He had simply to adept the framework %o‘his story with
hecessary modifications, such as : (1) beginning the
ATVTH(N) . Tntro.ve.17 ods <R WHNGA, 4REN AUREE |
48.KVI(B).I.1i1.21 £f.: o7& $ad Topd auiew |
49.SKB(RJ).Intro.p.d: FsUTAEH ofIf: T < 327 |

(It-is.strange that jﬁé~reading in the text proper at
I1.20 is o q—qﬁﬁﬁ"ﬁh ® etc,.)
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since the story of the TM.dealt‘wiﬁh only two births

rather than the three as in Kadambari; (2) inceeasing
‘ the proportion of the verses with a view to provide a
relieving feature to the audience tired of incessant

proée, while affording himself an opportunity to show
off in better colours in cpmparision to Baga; and

(3) ﬁodelling his structure on the pattefn of a Jain

%eﬁple rather than that of a royal palace. ‘

The Tl opens with the description of the city of
Ayodhya and ends with the incident of the coronation of
Prince Hariv@hana as the heir-apparent at the hands of
King Meghav@hana. To get a clear picture of the form in
the ™, it will be?interesting to analysé here the stru-
cture of the narrative. |

I (a):- The introduetory prelude, so to saysthe
Kathamukha, comprises the descriptions of the city of
Ayodhyd, of King Meghavahana, his queen Madirdvati, the
iove—8p§tts of the king, his lack of progeny, his meeting
with the Vidyddhara Muni, worship of goddess Sri, meeting
with Vaim@nika Jvalanaprabha, the incident of the vetala,
_ the dialogue of the king with the goddess Srl, the birth

of Prince Hariv@hana, his childhood and education,
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This partscserves as ‘the necessary introductory

backgrouhd, on the same lines as does the Xathamukha
portion of Bina's Kadambarl, with the difference that
Dhanapala commences his narrative at a point where Béga
starts his description of UjjayinI. aAs the KadambarI
deals with three births of the heroes (Puggérika -
Vaisampiyana — the parrot ; the Noon ~"éandr5piga -
King Sudraka ), the Kath@mukha portion lays the founda~
tion of the s%ory on the present and naturally intro-
duces the characters, in their third and final birth,
in the forms of King éudraka and the parrot. Dhanapala
treats of only two births of his herdes (Jvalénéprahha
- HarivZhana ; Sum@li — Samaraketu) and therefore he
dsem has no use for the Kathimukha part of the structure
of Bapa's KadambarI. Even then it is interssting that
he has iickgd up the useful incidents of the parrot
and Jabali to transform them so as to suit his own storj?x

| I (B):~ This part51begins with the description of
the seize of K&fiel and the night attack and ends with
the incident of a love-letter found by Mafijiraka and
consequent miserable condition of Samaraketu. It consists
of the descriptions of the seize of KafieI by Véjréyudha,
the supernatural power of the Baléruéa ring, Samaraketu's

= M an w v b 0w o —— - - TR S A e NS TS S W S S W S -

500TM(N)0P907'80.
51.ibid.pp.80-114.
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friendship with Harivahana, the appreciation of the
love-letter and the consequent misery of Samaraketu.

This portion brings about_the turning point by
uniting the hero of the principal nariatine with that
of the secondary one. ]

Upto this point it & is the poet DhanapZla, the
author himself, who narrates the story which runs along
8 strgight line, though the main narrative gets inter-
twined with the sub-narrative. In the Kadambari, how-
ever, the poét hands over the narrator's role to Jﬁbéli
very quickly.

II (a) :~ This portion?zgomprises the deseriptions
of a brief family history of Samaraketu, the march of
the army through thick forests, pitching of camps,early
morning, the sailor youth and hisvlove affair with pri-
yadarsanZ, the naval expedition, the divine music, the
outiné in a boat in search of the source of the musiec,
a graup of the vidyadhara's, a divine temple on an
iéland,an& a young girl. -

- 4for a while,

The role of the narrator here passes/on to Sama-

raketu,‘the hero of tﬁe sub-narrative.,

II (b) :=- This part53eonsists of the description

of Gandhaivéka, a brief account of Tilakamanjari's

LT Ty - - = —— . -~ o - - - - - = -
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childhood, descriptions of the residence of Hariv@hana,
his love-sick condition, the rainy season, the sight-
seeing tour of Harivahana and his attitude“towards
hunting, a mad elephant, taming of it by HarivZhana's
nusic, the pursuit of the elephant by the soldiers and
the flight of the elephant, forests, the Adygyapara
lake, the Vidyadhara garden, a thicket of Xalpataru
trees, the Sudar$ana temple, the image of fprd gsabha,
a hermitage,-2& Béwer of plaintains, Eariyéhgna,”the
forests on the slopes of Ekaérnga and the Vaitéghya
mountains. - ‘

~ Here again the aufhor peeps in and takes over the
thread in his g own hands in order to bring the narra-
tive upto-date in line with the parallel love-affair of
Harivahana, the hero of the main narrative, with Tila-
kémaﬁjari, the herokne. The narrative proceeds agéin
along a straight line £i11 the meeting of Harivahana
with Samaraketu, who followed the former tb the dey§~
dhara region of Mount Ekadrfiga along the Vaitéghya
range of mountains., » -

III (a) :~ Now begins the process of emboxing the

story within a story in order to cover the incidents
that took place after the elephant kidnapped Harivahana

and before the arrival of Samaraketu to the Ekaégﬁga

Feginnxwherex hexmsetsx Horivahana: aeala.
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region where he meets Harivahana again.

Here, again, the\peet gives over the cherge of
the narrator to Harivahana, who, like Béga's Jabali,
keeps it to himself till the mystery of their births
is resolved.

In this part54 the structure is somewhat complex.
Harivihana's narrative includes the narration of the
ascetic gi§l Malayasundarisghiqh covers almost half of
the narrative length of HarivBhana's account, while
the remaining account emboxes the narration by Gandha-
rvaka?Gcovering the incidents following his departure
after showing to Hariyéhana the portrait of Tilakaman-
jarl and his meeting him ggain on Hount Ekaé%ﬁga.

TnThe narrative of Gandharvaka, as iep;rted'by
Harivahana, in its turn, emboxes within it another |

o7

brief narration” by the Mahargi gathering the threads

of the story and filling the gaps of identifications
held back so far and, thus, hastening the story to its
conclusion. ,
IV :- During this portian?aagain, the paeﬁ steps
in to take over the reins of the narration to sum up
the story which, again, runs a stratght smooth course
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course so that the heroes and the heroines of the main
plot and the sub-plot are both hapﬁily uﬁited for ever.
Narratime in this part runs at high speed apd the poet
dashes forth to the finis gathering all the stray threads
of his story. )

The structure of this novel, the TH, thus resem-
bles, in part, that of Bana's Kﬁdambari;”But‘the latter
work achieves the emboxing Eomﬁletely in that the account
of the love of candrgpiéa apﬂ Kadambari on the one hand,
and that of Pundarika and Mahﬁ%vetg on the other hand,
is emboxed within the account of Jabali, which in its
turn is emboxed completely within the account of the
parrot. While Baga hands over his charge of narrator to
the parrot and does not peep in excépt towards the end
of the stqry,,DhanapEla does not leave his mnarrative to
itself and thén peeps in to fill up thé gaps.‘

The struefural pattern of the T may be illustrated
by means of a diadram as shown on the next page (271).

If amz the structure of Bﬁna's K&dambar?, as Dr.

59resmbles the archite-

Vasudeva sarana Agravala opines
cture of a royal palace of his times, the structure of
Dhanapéia's TM may be likened to the architecture of a
Jain temple with all its encompassing fencing wall and
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The structural diagram of the TM

(Referred to on)
( 1p.270. )
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Symbols :- A: Dhanapadla‘'s account. B: Samaraketu's
account. C:Taraka's account. D: Harivdha-'
na's narration. E: Malayasundééi}s account.
gz P:Gandharvaka's Narration. G:‘Mahargifs

narration.
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(Contd. from p.270)
containing within it at first the outer dome passing
under which one comes across temples within the temple in
the middle of which is set the central image of the Lord.
The open space before one reaches thé domed porch, and .
fepresented in the story by the'injrqductory part as
narrated by the poet, covers almost one-fourth of the
whole length of the story. Then comes the account of
Samaraketu who is the hero of the sub=-plot. This is a
sort of the outer temple — the domed porch within which
is set on one of the sides the image of the guardian
Yakga, here the account of Taraka. The main narrative
of Harivéhana, like the maiﬁ part of the temple proper
is reached only after one treads almost half the gee
ground of the narrative, Then comes the account of
Malayasundarl which is the outer part under the main
inner dome. The account of Gandharvaka, a divine chara-
cter forming the inner part of the main temple, within
which is set the account of Mahargi, who is far superior
to divine beings, and that represents the central image
proper in the temple and the central pith of the story
intimately connected with the life and happiness of
Tilakamahjari, the heroine of the TM.



273

The poet certainly has in his mind the structure
of Banats Kadambari ; but in view of his religious
motive he has modified the structure to suit the theme
and his innate religious urge. N

Now, as regards the formal content. The length of,
and the double~meaning appreciative references in, the
intréductory verses owe their inspiration to the tradi-
tional precedence set by Subandhu, Bﬁga and Somadeva-
siri all of whom Dhanap@la has natuially”triéd to sur-
pass. Almost the whole expanse of this Sanskrit novel
comprises a series of descriptions which get dense only
on the occasions of depicting the cities, the heroes
or the heroines, a deity, an idol, a night attack or
a military march through the rural area and forests.

The dialogues are few and far between. And the narrative,
though not divided into chapters in defernce to the rules
laid down by the rhetoricians, is intersprsed with some
signicant and many descriptive verses, about forty-nine
in nnmbér, over and above the fifty-three introductory
verses at the commencement of the work. Everywhere the
poet is anxious to give more prominence to the narrative
proper and sustain the interest as well as the suspence

in it. While avoiding the scholarly pitfalls of Bana,
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he strikes a middle path between the taste of his audi-
ence and the personal poetic-ambition-based necessity
exhibiting his poetic and scholarly equipment in con-
sonance with the demands of his times. As is pbinted
out by Prof. Hazariprasad Dvivediﬁothe.ége was one of
EX% alround 1ﬁxury in Indié, when the audience was more
egugpsd equipped and hence highly sensitive & in poetic
appreciation. And the very nature of its being necessa-
rily an audible poetry — a Sravya-kKivya - it was the
ear which was to be appealeé %o and through it latter
on the heart and head of the poetically receptive
audience. The sound appeal was bound to enjoy prece-
dence and brominehce in these circumstancés. The dialo-
gues, the poetic descriptions and the incidenks in them-
selves appealed to the heart while the scholarly ima-
geries, the skill in antethesis and personifications,
the occasional pithy sayings, the artfully decorated
dense series of long compounds in a few lengthy gorge-
ous word-pictures, the artistic dexterity of setting
paronomasia in the vérses and ete., catered to the
demands of the head.

The emphasis on the form or the content depended

on whether the audience demanded an appeal to the head
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or to the heart. It was, thus, the poett's endeavour
t0 respond adequafely to thgse factors that contribu-
ted to the development of Sanskrit prose-romance —
novel — in the form known as the 'Kathd‘', a fine

specimen of which we have in the Tﬁ;

ocagooo hd 00 5;; GO - 0.-300.



