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Abhiramamani, a play on Ramayana— theme, is one of the lost treasures of Sanskrit literature. The author of this play, Sundaramisra, flourished in
sixteenth-seventeenth century. Besides the Abhiramamani, he had also written Natyapradipa, a text on dramaturgy. Sundarami$ra must have
composed his play before he started writing his dramaturgical work, as he profusely refers to the play in it. Dr. V. Raghavan in his "Some Lost Rama

Plays" does not refer to this lost Rama-play.
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Natyapradipa [1] is the only available work of
Sundaramisra. No other information is available about him.
Raghvabhatta, a well-known commentator, cites the view of
Sundaramisra on Nandi in his Arthadyotanika - a master piece
work as a commentary of the Abhijianasakuntalam of Kalidasa.
On the other hand, Sundaramisra refers to Raghavabhayfa and
severely criticizes him for his analysis of the plot of Kalidadsa’s
play. He must have been therefore a senior contemporary to
Raghavabhatra.

DATE

From one of the last stanzas of Natyapradipa as given in
both the manuscripts, it is learnt that the work was completed in
Saka year 1535 (1613 AD).

9ITeh SRATHE G (1535)
T FRETET: TEE
ESEEINIE IR CE-4
HAT FA AT FAHE|
The Catalogus Catalogorum (1.285) refers to Natyapradipa

and confirms this date of its composition. The play
Abhiramamani therefore was composed before 1613 AD.

ABHIRAMAMANI AND NATYAPRADIPA

Sundaramisra composed this text to simplify and present the
principles of dramaturgy in nutshell, so that those who are not
adept in the theory and practice of Sanskrit Drama can grasp the
basic tenets of the Sastra. But he covered those several topics
also which were omitted by his predecessors like Dhanafijaya
and Vi$vanatha.

But Natyapradipa is a unique text offering practical criticism
of about a dozen Sanskrit plays on the basis of various
categories and precepts of dramaturgy. It simultaneously
analyses the structure of the classics like Mudraraksasa,

Sakuntala, Vikramorvasiyam, Malavikagnimitram,
Venisamharam and Ratnavali. Many other plays like
Svapnavasavadattam, Malatimadhavam, Kundamala,

Udattaraghavam and Pandavanandam are also taken up for
reference and confirmation of definitions and theories. Of these,
the last two are not available. Natyapradipa is thus one of the
richest store-houses of references to several Sanskrit plays
amongst the texts on Sanskrit dramaturgy. It not only brings out
the erudition of Sundaramisra, but also establishes the fact that
the study and performances of these plays were in vogue during
the Sixteenth and the seventeenth century AD. Sundaramisra has
however kept the focus on his own play Abhiramamani and
Natyapradipa can be said to be the only source for the
reconstruction of this play, which has otherwise been lost. A
master of theories of dramaturgy, Sundaramisra offers novel
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interpretations or his own views on performance traditions and
various dramatic concepts.

Sundaramisra profusely draws examples and citations from
his own play Abhiramamani, so much so that the play, otherwise
lost, can be reconstructed on the basis of the references to it in
Natyapradipa. It seems that Sundarmisra wrote his treatise on
dramaturgy for presenting his own play as an illustration of all
the canons. Each and every category has been exemplified
through Abhiramamani, the five junctures (sand his) with their
64 constituents (sandhyangas), five avasthas (states) five
Arthaprakrtis  (nature  of  plot), Natyalankaras, 36
Kavyalaksanas, 21  anusandhis,  Patakdasthanakas  etc.
Abhiramamani is an answer for all these. In fact, in the whole
tradition of Sanskrit literature on theory, this is the only example
of its kind, where an author cites from his own works as
attestations to the concepts and categories.

AN OVERVIEW OF ABHIRAMAMANI

Abhiramamani is a play in seven acts with prakhyata
(historical) type of plot as it is based of Ramdayana theme.
Unlike Mahaviracarita of Bhavabhuti, which set a model for
several Sanskrit plays based on Ramayana including this play,
Sundaramisra did not conceive Abhiramamani as a play
dominated by heroic sentiment. Love between Rama and Sita
remains the major theme here. It is a play of Syrgararasa. But
the Virarasa goes hand in hand together with the Srngara here.
The story of marriage and love between Rama and Sita- their
separation and reunion is the main theme (adhikarika vrtta). The
battle with Ravana does form a major episode, and because of
that the play abounds in Virarasa also. However, Sundaramisra
regards the Rama’s re-union with Sita as the fruition — the
pradhanaphala - of his play, the victory over Ravana and
regaining the kingdom of Ayodhya are anubandhas only —

(e TE AAHSTH
ST R e AT ARSI A aig:|).

But then, he does not consider the Virarasa (the heroic sentient)
just as subsidiary in his play. He therefore makes another
analysis of the whole scheme of the plot showing how all the
Sandhis, Sandhyangas, Avasthas etc. function for the realization
of Virarasa also.

THE RECONSTRUCTION

subsidiary gains

Rama and Sita see each other in a garden of Mithila before
marriage, on the eve of the event of Sita’s svayarivara. Sita’s
friends, Buddhisena, Stinrta and MaitreyT serve as helpers in the
consummation of the feeling of love. Sita suffers from the pangs
of separation. She sees Rama in her dreams, tries to seek
consolation through his portrait and in conversing about it with
her friends. On the other hand, there is a vidisaka named
Gomukha, and some boys (vatus) to help Rama in this love
affair. The imaginations soar high. Rama feels the touch of
Sita’s tender palms in his hands -

RIEER IR EE-C e i S L I R L B O E i A
T AT FAT TAATHAATHIT
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There are references to their meeting in the house of
Yajfiyavalkya, close to the royal palace of King Janaka.

The lamentations of Rama after Sita’s abduction by Ravana
are expressive of Karunarasa. There are beautiful stanzas full of
pathos describing the sadness after the demise of Dasaratha, i.e.-

ATAT AT {3 T FISAT FEOTECR A THA: etc.
Likewise, there are vigorous moments of exaltation in

the descriptions of the heroic deeds of Rama. Only starting
words of such stanzas are cited by Sundaramnisra, viz. —

There are also fascinating usages of alliterations and puns
like HH ISTATHAA & T,

The subsidiary plot (pataka) is related to Sugriva and
Vibhisana and occurs in garbhasandhi. There is a minor episode
(prakart) comprised of the meeting of Rama with the chief of
Nisada community.

The play starts with a verse in the prologue hinting upon the
theme of the play. There is a dialogue between the Sutradhara
and his consort, the nati. They talk about the spring season, as
the entry of Rama occurs during this season [3].

In the prologue of the play, there is a reference to an old bow
in a stanza. Satananda, the priest of Janaka stages his entry
repeating this stanza. Thus, the author has adopted kathodghata
(unearthing the story) type of the variety of prologue. The
Pratimukha sandhi begins from the second act. Rama is being
married to Sita. There are descriptions of their joy at seeing and
touching each other. However, the moments of happiness are
overruled with the arrival of Parasurama and tussle with him
continues up to the fourth act forming the garbha sandhi
(embryo juncture) which continues up to the intermediary scene
(viskambhaka) of the V act.

With the soliloquy of Satananda, the seed (bija) of the story
is sown. He describes King Janaka’s anxiety for the marriage of
his daughter, the condition of putting the string on Siva’s bow
being too difficult. It also forms the stage of beginning
(arambha) out of the five stages of the plot. After the breaking
of bow by Rama, the episode of an encounter with Parasurama
continues till the end of the fourth act. Siirpanakha manages to
work as an evil spirit, and Rama is banished for fourteen years.
According to the author of Natyapradipa, this banishment is an
apaya (an obstacle) but the limit of fourteen years is an updya
(the way) for the fructification. Marica manages to deceive
Rama by his disguise as golden deer (svarnamrga) and Ravana
enters Rama’s hermitage disguised as a monk to abduct Stta. In
the sixth act fierce battle with Ravana is described. In the last
act, Vibhisana provides the Puspakavimana for Rama’s return to
Ayodhya. The play ends with prasasti or good wishes for all.

I AT ST T ae e o @1 ATHT LA 98
FEFTIHAY AT [AZeTserT|
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TAT Tl STHLTHHI- STAqreraT stofarmheartaT
EIERGEIERE M ER IR LT

TETAT a1 TAT THASTHHAU-  q927 |7 A
Feftagaradd arel

Viskambhaka or intermediary scene has been used in first,
second, fourth and sixth acts.

It seems that Sundarmisra has largely borrowed from
Bhavabhiiti’s Mahaviracarita in conceptualizing characters like
Malyavan, Ravana’s minister. It is Malyavan who incites Valin
to kill Rama and Valin approaches Rama with an intention to
kill the latter. In this way, Sundaramisra has justified the killing
of Valin by Rama. Following Bhavabhiiti again. he has also
removed the stigma from Kaikeyi’s character, by introducing
Stirpanakha. Stirpanakhd cooks up a plot out of her evil design
and a fake KaikeyT seeks the two boons from King Dasaratha.
One more change that Sundaramisra made in the original story
of Rama related to the way Vibhisana approached Rama for
refuge. Vibhisana first makes and an appointment with Sugriva,
and it is through the recommendation of Sugriva that he is able
to win Rama’s favor. This change has been made with a view to
exalt the dignity of the hero.

TeTea: IASETH| TAT TFd SOd TR0 T e r -
grAsEARATET 90 Aty g@d aursaEEaae T Aatatd
EEEIRIGUGICRIE

Sundaramisra takes pride in describing the innovations and

novel designs introduced by him. He particularly dotes upon the
use of bindu and its expansions in the conception of the plot.

THEd  AIEEAT e AT  ATtoadl  WTeddcaorar
FYTAAWET ATl gd TAFAT
FRATEATG AT EANTITAT A ATETEAqT Faraea=aT Fad
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FeastyEE e THEH IR TRET T
Farsfroor: gefrae=amTT =T Faq|

The dialogues in Abhiramamani are simple and expressive of
the. Unfortunately, Sundaramisra cites only a few full sentences,
and mostly gives two or three words that occur in the beginning
of a dialogue to as an illustration. Here are some examples of his
diction -

A< - fsamRregEEE difeit fafddaaw
TNTIGR §1E HRIFIATera¥g A1 Hafd,

RIEGREEE| EZ T<E;, GRIIN -
AaraarmaAHaEaasT  TeRooHGATY 7Y
RIS A Aferdq|

T H: - WARIAA< FgHUSd TEdSaTaRIuRTgY:
HISTU = FTed |

The flow of language and charm of alliterations makes the
citations good reading -

PC @%Iqaglﬂﬂ;@ : @egad W RIEE A REARGE :
USRI YNUTHTRY

Sundaramisra has exhibited his proficiency in the appropriate
use of meters. The rhythmic patterns of long meters like
Sardilavikridita and Sragdhara in this play enhance the
experience of heroic sentiments. He also aptly uses small meters
like Anustup to indicate swiftness and quick action.
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