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                                CHAPTER - V 

     ALAMKARAS AND METRES IN SAUNDARANANDA 

INTRODUCTION :-   As without ornaments, ladies beauty cannot be 

increased, like that, without poetical ornaments or alamkaras, which is 

mixed with the words of an epic, cannot increase the beauty of that epic. 

Actually, an epic never be considered as an excellent one without its 

linguistically essential decoration. We can say that, any female being 

however, beautiful in reality, without jewellery she cannot consider 

herself perfect beautiful one. If she wears all those necessary ornaments 

will not decrease her beauties’ rather it increase her glamour. On the 

contrary, if she removes all those jewelleries from her body then off 

course there will be some incongruity of her grace. And she obviously 

looks like a bit less beauty. So there is the essentiality of ornaments or 

jewelleries which really increase the bodily loveliness of a lady. 

 Therefore, the presence of poetical ornaments and the poetical 

metres is well-united in epic which makes it excellent, So that the epic 

became genuine. If a poet who wants to get the title of a great poet then he 

must be use all the poetical proximate cause like words, meaning, mode, 

flavour, musical harmony, metre, musical measure inadequate manner. In 

subsequent part of the presence of poetical ornaments (alaṃkāras) and 

poetical metres will be discuss briefly. 
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                           ALAṂKĀRAS USED IN SAUNDARĀNANDA 

 COMPRESSED DESCRIPTION OF ALAṂKĀRAS 

 The famous ‘अलंकार शÊधोः Alamkāra sabdha’ which is most popular 

among all the common people i.e. ‘लोकोÿिसĦ’ has mentioned as:- 

                              “अलͧम×युपपदपूवा[त ्कृधातोः घञĤ×ययेन ǓनçपÛन भबǓत 1 

                अलंकारͪवषयकं शाèğं Ǔनगɮयते अलंकारशाèğͧमǓत 11” 

Āachārya Bāmana said about alamkāra as, “‘Saundaryamolonkāra’, 

सौÆदयªमलंकारः”. The contemporary of Bāmono, rhetoricians like 

Viṣvanātha, Vāmaha ect, were considered as adorns or decorator who had 

ornamentation of epics (kāvya’s) had viewed about alamkāras are 

specially based on ‘word’ and ‘meaning’ i.e.’sabdha,शÞद’ and ‘artha,अथ[’. 

They mentioned together that, alamkāras are two types of viz. one are 

‘sabdhalamkāra,’ and other taken   ‘arthalamkāra’. But, later on, this 

traditional view of those famous ancient rhetoricians became change and 

added other logical views about the alaṃkāra by the modern rhetoricians, 

which are of four type’s i.e. 

(1) Sabdālaṃkāra, (2) Arthālaṃkāra, (3) Sabdarthobhoyolaṃkāra, 

       and (4) Rosālaṃkāra. 
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(1) Sabdālaṃkāra:- 

“यğ सàपाɮयते ĮुǓतमाधुयɍ शåदानामेव सिÛनवेशͪवशेषेण तğ èवीͩĐयते 

शåदालंकारता:- It means where words are used for increasing the 

melodiousness of listeners has considered as sabdhalamkara.40 

(2) Arthālaṃkāra:- 

 “अथ[चम×कृǓतमवलàåय च èवीͩĐयते अथा[लंकारता”:- It means supporting to 

the valuable meaning where literature has ornate is considered as 

arthalaṃkara. 

(3)Shabdārthobhoyolaṃkāra:-  

“Èवͬचत ् पुनः Ǻæयते चम×कृǓतः शÞदाथ[योǽभयोरेव सिÛनवेशͪवशेषवैͬचğेण 1 

ताǺशèथलेष ु शÞदाथ[योǽभयोरेव चम×कृǓतͪवधायक×वात ् शåदाथ[भयालंकारता एव 

उरȣͩĐयते 11”:- It means that sometime both sabdha and artha jointly 

increase a special beauty or sweetness of literature (kavya).In this 

particular case, both the alamkara has being used at the same time for 

increase literal melodiousness and understanding its meaning has consider 

as sabdharthobhayalaṃkāra. 

(4) Rosālaṃkāra.: - 
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“मुÉयरसèय गुणीभूत×वेन उपकारका रसवदादयो भजÛते रसालंकारताͧमǓत” :- it 

means where rasa become primary  and beneficial, which turned in to a 

virtue, for it ‘rasabhava’ and ‘tadabhasa’ means  ‘rasa-bhava-aabhasa’ has 

considered as rasālaṃkāra. 

SHOBDĀLAṂKĀRA:- 

 According to the Sāhittyadarpana, shobdalaṃkāras are: -                                                              

(1) Anuprāsah, (अनुÿासः) (2) Yamaka, (यमकः) (3) Slesha, (Ĵेषः). 

According to Visvanatha, Anuprasah are of five types, viz.  

Chekānuprāsah (छेकानुÿासः), Brittyānuprāsah (व°ृानुÿासः), Sruttyānuprāsah 

(®ुÂयानुÿासः), Antyanuprāsah (अÆÂयानुÿासः), Lātānuprāsah (लाटानुÿासः). 

Again, Slesha are of three types, viz. Sabhangaslesha, (सभंगĴेषः) and 

Abhangaslesha, (अभंगĴेषः), and lastly, in the sabhanga (सभंगĴेषः) slesha; 

where sabhanga (सभंग) is based on words or शåदः and in the abhanga 

(अभंगĴेषः) slesha; is based on meanings or अथªः. Therefore, slesha may be 

considered as shobdālaṃkāra and arthālaṃkāra both.41 

ARTHĀLAṂKĀRA:- 

 Upamā has it four parts, viz. purnopomā, malopomā, rasanopomā, 

anbyoyaṃ. Rupakaṃ, Porināmah, Sondeshoṃ, Atiśayokti, Tullyayogitā, 

Deepakaṃ, Drishtānthyo, Protibośtupomā, Nidarshanā,  Byatirek, 
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Samāsokti,  Bibhābonā,  Aprostutoprosaṃsha, Biśheshokti, Byajokti, 

Byājostuti, Arthāntoronyāsah,  Kāvyalingaṃ,  Karanomālā, Ekabolī, 

Vṝantimān, Ullekhaḥ, Apāhnuti, Niśhchaya, Utprekshā, Swobhābokti, 

Ākshepo, Birudhah or Birodhābhāso, Biṣhomoṃ, Pori-saṃkhā, Slesha.  

 SHABDĀRTHOBHOYALṂAKĀRA:- 

Punoruktobodābhāśah:-  

“आपततोयदथªÖयपौनŁ³Âयवभासनम्l                                                                                                                             

पुनŁĉवदाभासः स िभÆनाकारशÊदगःll” 

 For example:- 

“भुजंगकंुडलȣ åयÈत-शͧश-शुħांश-ुशीतगु ः1 

जग×यͪप सदापायादåयाÍचेतोहर ͧशवः ll” 

RASĀLAṂKĀRA:- 

“रसभावौ तदभासौ भावÖय ÿशमÖतथा l 

 गुणीभुतÂवमायािÆत यदालंकृतयÖतदा ll” 

            Rasālaṃkāras are of four types, viz. (i) Rasabat, रसवत् (ii) Preyoh, 

ÿेयः (iii) Urdhyoswi, ऊÅवªिÖव and (iv) Samahito, समािहतम्. Among these four 

Rasabat (रसवत्) and Prayoh (ÿेयः) are prominent. 
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          ÿधानेSÆयý वा³याथ¥ यýांगं तु रसादयोः 1 काÓये तिÖमÆनलंकारो रसािदåरित मे मितः 11 

           ALAṂKĀRAS USED IN SAUNDARĀNANDA 

 Though Aśvaghoṣa was appeared long days back of Bhāmoho. So 

the people were of that time not acquainted with poetical ornaments or 

Kāvyalaṃkāras.42 But we can find out a lot of alamkaras used by 

Asvaghosain his creations. From the Famous epic Saundarananda, a few 

fit and famous Alamkaras are mentioned here below:- 

Upama (उपमा):-“साÌयं वा¸यमवधैªÌयं वा³य³ैय उपमा Ĭयोःl”  

Saun : “तिÖमन ्िगरौ चारणिसĦजुĶे िशवे हिवधूªमकृत°ैरीये 1 

               अगÌयपारÖय िनरा®यÖय तौ तÖथतुĦêप इवाÌबरÖय 11”  

                         (Chap=10; verse=6) 

In the last part of this above verse, heaving a comparison between 

Himalayas with Sky. So, UpamaAlamkara is received here. 

Rupaka (łपकः): - “łपकं łिपतारोपो िवषये िनरपĹवे l” 

Saun: “नÆदः स च ÿÂययनेयचेता यं िशि®ये तÆमयतामवाप 1  

               यÖमािदमं तý चकार यÂनं तं सनेहपङ्काÆमुिनŁिºजहीषनृ ्11” 

                           (Chap=5; verse=18) 
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 In the last part of this above verse, heaving the word ‘Öनेह-पङ्कात्’ 

which means that ‘lovely-mud’. Here, upamana ‘love’ is compared with 

upameyo ‘mire’ or ‘slime’. So, Rupaka Alamkara is received here. 

Deepoka (दीपकः):-“अÿÖतुतÿÖतुतयोदêपकंतुिनगīते1  

                  अथ कारकमेकं Öयादनेकासु िøयासु चेत ्11” 

Saun:   “अवेदीद् बुिĦशाľाËयािमह चामुý च ±मम्1  

          अर±ीĦयैªवीयाªËयािमिÆþयाÁयिप च ÿजाः 11” (Chap=2;verse=15) 

             In this above verse, the two verb i.e. ‘to know’ and ‘to check’ 

related with karaka ‘beneficial’, ‘favourable’, ‘strength’, ‘patience’, etc. 

so that, this alamkara is consider as Deepakalamkara. 

Atisayoktih (अितशयोिĉः):- “ͧसƨ×वेSÚयवसायèयाǓतशयोिÈतǓन[गɮयते l” 

Saun:  “बĽायते तý िसते िह श ृंगे सङि±Įबहªः शियत मयरूः1 

               भुजे बलÖयायत पीनबाहोव̈डूयंकेयरू इवाबभासे 11”      (Chap=10; verse=8)              

In this above verse, the knowledge about absence of difference or 

distinction of upomana with upomeyo is considered as atisayokti 

alamkara, which reflected on upomana ‘lying peacock’ with upomeyo 

‘Bolorama’s arm’. 
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Byatirek (Óयितरेकः):-   “आिध³यमुपमेयÖयोपमानाÆÆयनूताSथवा, Óयितरेकः 1” 

Saun:  “ऋतुÓयªतीतः पåरवतªते पुनः ±यं ÿयातः पुनरेित चÆþमाः 1  

              गतं गतं नवै सिÆनवतªते जलं नदीनां च नणृां च यौवनम् 11”   

                               (Chap=9; verse=28) 

 In this above verse of epic Saundarananda, here upomana-upomeyo 

i.e. moon and youth related to each other. Moon increased after decay or 

loss of a certain period, but youth never return after old age. Here, 

upomana comparatively having superiority over upomeyo, so that, this 

verse come under byatirekalamkar (Óयितरेकालंकारः). 

Utpreksha (उÂÿे±ा):- “भवेत् सÌभावनोÂÿे±ा ÿकृतÖय पराÂमना 1 

                                                वा¸या ÿतीयमाना सा ÿथमंिĬिवधामता 11” 

अý वा¸योÂÿे±ा यथा ---------- 

“²ाने मौनं ±मा शĉौ Âयागे Ĵाघािवपययः 1 

 गुणा गुणावुविÆधतात् तÖय स ÿसवा इव 11” 

एवं ÿतीयमानोÂÿे±ा यथा------------- 

                        “तÆवङ्µयाः Öतनयुµमेन मुखं न ÿकटीकृतम्1 

                          हाराय गुिणने Öथानं न द°िमित लºजया 11” 
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Saun:-  “मदुृिभः सकैतःै िÖनµधःै केसराÖतरपाÁडुिभ 1 

            भिूमभागरैसङ्कìण̈ः साङ्गरागा इवाभवत् 11”  (Chap=1;verse=7) 

 In this above verse, upomana land-part (Bhumi-bhago) is related 

with upomeyo yellow koopor flower which is smooth, pleasing, purified, 

etc. considered as bachotpreksha or utpreksha alamkara, because, here is 

prokrita and poratman relation heaving.43  

     Samāsokti,(समासोिĉः):-“समासोिÈतःसमैय[ğकाय[ͧ लɨगͪवशेषणैः1                                                                                      

                           åयवहारसमारोपः ĤèतुतेSÛयèय वèतुनः11” 

Saun:- “पुÕयिÆत केिचत् सुरभीŁदारा मालाः ąजĲ úिथता िविचýाः1                                              

                              कणाªनुकूलानवतंसकांĲ   ÿÂयिथªभूतािनव   कुÁडलानाम् 11”  

                                           (Chap=10; verse=20) 

 In this above verse, promptmatter used as ascribed manner with 

disconcerted matter are considered as samasoktialamkara. Here prompt 

matter tree related with disconcerted matter fragrance, beauty with 

colourful flower garland, ear-ring with resembling other ear ornaments. 

All are the instance of samasoktialamkara. 

METRE USED IN SAUNDARANANDA 

COMPRESSED DESCRIPTION OF METRES 
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 Actually, Metres are directly related with verse or sentence which 

directly fastened with poem. It has first ‘sentence’ then ‘poem’ and lastly 

‘metre’ comes to exists i.e.”Chondhobodhoopadangpadyam”. We know 

that, Ifthere is no sentence or verse then there will be no poem and if there 

is no poem then from where ‘छÆद:’ or metre will exist. In fact, for a poem 

some total of four paces or metrical foot is required. A poem is of two 

types, viz. (i) (ब°ृ) ‘Britta’ and (ii) (जाित) ‘Jati’. The poems, those follow 

the rules of ‘Syllables’ are called circular poem ‘Brittiya-padya’ (ब°ृीय-

पद). And those poems follows the rules of ‘Mora’ are called generic poem 

‘Jatiya-padya’ (जातीय-पद).Generic Jati (जाित) poems are metrical measure 

of prosody ‘Matra-chondo’ (माýा-छÆद:). Only ‘Arya-chondo’(आयª-छÆद:) is 

the example of (जाित) ‘Jati’, which is ‘Matra-nirdeshaka’,whose first and 

third ‘pada’ or pace heaving twelve (metrical) measure or limit , where its 

second and fourth metrical foot are eighteenth and fifteenth measure or 

limit respectively.44 

              Circular (Bṛittya ‘व°ृीय’) poems are of three types, viz. (I) समव°ृीय 

‘Samabrittya’ (ii) अध[समव×ृतीय ‘Ardhasamabrittya’ and (iii) ͪवषमव×ृतीय 

Bishamobrittya’. All the metres give one to understand by only ten letters 

or alphabet. For example, म य र स त ज भ न ग ल (mo, yo, ro, so, to, 

Jo, bho, no, go, lo). 
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Three letters or alphabets combine together makes a (गण)् ‘gon’. Like the 

same, eight number of three letters (गण)् ‘gon’ heaving, namely, म-गण,् य-

गण,् र-गण,् स-गण,् त-गण,् ज-गण,् भ-गण,् न-गण ् ( mo-gon, yo-gon, ro-gon, so-

gon, to-gon, jo-gon, bho-gon, & no-gon).                                           

  The above are of three syllables, but, go-gon and lo-gon have only 

single syllable. Long syllables have mentioned by “---" symbol, & for 

short syllables have indicating by “  ͝    ”. For example, 

(1) म-गण ् (mo-gon) have all three long (--- --- ---)                                                                 

(2) न-गण ् (no-gon) have all three short ( ͜  ͜  ͜ )                                                                             

(3)   भ-गण ्(bho-gon) have first long remaining two short (---   ͜     ͜͜   )                    

(4) य-गण ् (yo-gon) have first short remaining two long (͜   --- ---)                                                                                                           

(5) ज-गण ् (jo-gon) have first and last short remaining one long                

(͜    --- ͜   ) 

(6) र-गण ्(ro-gon) has first and last long remaining one short  

(--- ͜   ---)    
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(7) स-गण ् (so-gon) have first two short and last one long (͜     ͜    ---)                                                       

(8) त-गण ्(to-gon) have first two long and last one short (---   --- ͜     )        

 (9) ग-गण ्(go-gon has only one long (----)                                                    

(10) ल-गण ्(lo-gon) has only one short (  ͜   )  

 Now, it is very essential to mention ‘Joti’ here because, ‘joti’ is an 

essential part of recitation of poem i.e. ‘Kavya’. Where tongue desires to 

take rest, that moment is considered as ‘joti’. For example, Malini have 

fifteen syllables as, “no-no-mo-yo-yo-yutetongmalinibhogilookoi”. Here 

‘bhogilookoi’ pace indicating ‘joti’.  

SAMABRITTYAM 

Samabrittyam metre has its two sects, (i) Vedic Metre (Vaidic Chondoh) 

and (ii) Formal Metre (Loukic Chondoh). These two types of metres, i.e. 

Vedic and formal are described below: --- 

Name of Metres                  Vedic Metre            Formal Metre 

EKASHORA                                UKTHA                     SHREE 

DWYAKSHORA                         OTTUKTHA             STREE 

TRYOKSHORA                           MODHYA                NARI 

CHOTUROKKSHORA                PROTISHTHA        KONYA 
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SHOROKSHORA                         GAYATRI              TANUMODHYA 

ASTHAKSHORA                        ANUSHTHUB       BIDYUNMALA 

DASHAKSHORA                       PONKTI                  MOTTA 

EKADASAKSHORA                   TRISHTHUB          INDRABOJRA,  

EKADASAKSHORA                   TRISHTHUB           UPENDRABOJRA, 

EKADASAKSHORA                   TRISHTHUB           UPOJATI, 

EKADASAKSHORA                  TRISHTHUB            ROTHODHORA, 

EKADASAKSHORA                  TRISHTHUB            SHALINI, 

DWADOSHOKSHORA              JOGOTI        BONSHOSTHOBILOM, 

DWADOSHOKSHORA              JOGOTI            DRUTOBILOMBITOM, 

TRYADOSHOKSHORA            ATIJOGOTI             PROHORSHINI,    

TRYADOSHOKSHORA            ATIJOGOTI             RUCHIRA,                                                                    

CHOTURDOSHOKSARA        SHARKARA    BOSHONTOTILOKAM 

PONCHODASHOKSARA          ATISHARKARA        MALINI 

SHUROSHAKSHORA               ASHTHI                       BALA 

SHAPTADOSHOKSHORA        ATYASHTHI           MONDAKRANTA,  

SHAPTADOSHOKSHORA       ATYASHTHI           SHIKHORINI,  

SHAPTADOSHOKSHORA        ATYASHTHI          PRITHBI,  

SHAPTADOSHOKSHORA        ATYASHTHI          HORINI, 
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ASTHADASAKSHORA            DHRITI                    NARACH,  

UNOBINSHOTYOKSHOR      ATIDHRITI           SHARDULABIKRIDIT 

EKOBINSHOTOKSHORA        PROKRITI              SHROGDHORA,                          

ARDHASAMOBRITTYA AND BISHAMABRITTYAM 

Ardhasamobrittya (अधªसमव°ृ:) has two metres, viz. (i) Pushpitagra 

(पुिÕपताúा) and (ii) Sundari(सुÆदरी). Another name of Sundari (सुÆदरी)is 

Biyogini(िवयोिगनी). Bishamabrittya (िवषमव°ृ) has Anushthub (अनुĶò प) 

which have eighteen syllables. Anushthub (अनुĶò प) also considered as 

verse-metre or slookha-chandah. 

METRES USED IN SAUNDARANANDA 

       The famous epic Saundarananda, the creation of Asvaghosa is 

well known for various metres. The uses of different types of metres are 

discussed as under:- 

 अनुķò भ :-“प¼चमंग ल घु सवªý सĮमं िĬचतुथªयोः l 

                        गुŁ षķ्¼च पादानां शेषेÖविनयमो मतः ll” 

 अनुķò भ :-“प ¼च मं ग ल घु स वª //ý  स Į मं िĬ च तु थª योः l 

                        गु Ł ष ķ ¼च पा दा नां// शे षे Öव िन य मो म तः ll” 

(अĶा±रा बिृ°ः) 
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               Chap=1 (v=1--58), Chap=2 (v=1--62), Chap=11 (v=1--58), 

              Chap=12 (v=1--42), Chap=13 (v=1--54), Chap=14 (v=145), 

            Chap=15 (v=1--65), etc. 

Saun :-   “गौतम: कͪपलो नाम  मुǓनध[म[भतृा ंवर: l 

              बभूव तपͧस ĮाÛत: का¢ीवाǓनव गौतम: ll”   (sau; chap=1 and ver=1)   

       “गौ त म: क िप लो ना मः //मु िन धª मª भ ृतां व र: l 

          ब भ ूव त प िस ®ा Æत://का ±ी वा िन व गौ त म:ll”                                     

In each and every pace or metrical foot, sixth syllable will be long and the 

fifth syllable is short but in second and forth pace, only seventh syllable 

will be short.43 

 उपजाित :- “ÖयािदÆþवûा यिद तौ जगौ ग:, उपेÆþवûा जतजाÖततो गौ l 

                          अनÆतरोदीåरत लàमभाजौ, पादौ यदीयावुपजातयÖथा: ll” 

                                                (एकादशा±रा बिृ°ः) 

Saun: - “मुनौ āुवानेSिप तु तý धम« धम« ÿित ²ाितषु चाŀतेषु1 

             ÿासादसंÖथो मदनकैकायªः िÿयासहायो िबजहार नÆद11” 

                                              (Chap-4; verse-1) 

  (एकादशा±रा बिृ°ः) 
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            “मु नौ āु वा ने Sिप तु त ý ध म« //ध म« ÿ ित ²ा ित षु चा ŀ ते षु 1 

             ÿा सा द सं Öथो म द न ैक का यªः// िÿ या स हा यो िब ज हा र न Æद11” 

Chap=1 (v=59--60), Chap=2 (v=63), Chap=4 (v=1--44), Chap=5 (v=1--

52),Chap=6 (v=1--46), Chap=7    (v=1--47),  Chap=10 (v=1--53), 

Chap=11 (v=59), Chap=14 (v=46--49), Chap=16 (v=1--64), Chap=17 

(v=1--70),Chap=18 (v=1--43),etc.  

Saun :-“आपु: पुरं तÂपुŁहó तकÐपाÖते तेजसाय¥ण न िवÖमयेन l  

            आपुयªशोगÆधमतĲ शĵÂसुता ययातेåरव कìितªमÆत: ll” 

                                                            (C=1; V=59) 

    “आ पु: पु रं त Âपु Ł हó  त क Ðपा // Öते ते ज सा य¥ ण न िव Öम ये न l  

                 आ पु यª शो ग Æध म त Ĳ श ĵ //Âसु ता य या ते åर व कì ितª  म Æत: ll” 

                                                            (C=1; V=59) 

          CombinelyIndrabojrah and Upendrabojrah lift up Upojati metre. 

 Pushpitagra :-“अयुिज नयुगरेफतो यकारो य िज तु नजौ जरगाĲ पुिÕपताúा1” 

Chap=3 (v=42), Chap=4 (v=46), Chap=6 (v=49), Chap=9 (v=50), 

Chap=18 (v=60), etc. 

Saun :- “इित मुिदतमनामयं िनरापÂकुŁरघुपŁूपुरोपमÌपुरं तत् 1 
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                     अभवदभयदिैशके महषŐ िवहरित तý िशवा. बीतरागे 11” 

                 (chap-3; verse-42) 

   “इ ित मु िद त म ना म यं िन रा प Âकु //Ł र घ ुप ूŁ पु रो प म Ìपु रं त त् 1 

          अ भ व द भ य द ैिश के म ह षŐ  िव ह र ित त ý िश वा बी त रा गे 11” 

            In the above verse, first and third metrical foot, heaving four 

goni.e.’no no royo’ and in second and forth metrical foot, there must be 

five gon i.e. ‘no jojoro go ‘for particular Puspitagra metre.44 

 वंशÖथिवलं:- “जतौ तु वंशÖथमुदीåरतं जरौ l” 

                Chap=4 (v=45), Chap=9 (v=1--49), Chap=10 (v=54--63),  

                Chap=15 (v=66--67), Chap=18 (v=44--49)etc. 

 अपरब³ý :-“अयुिज ननरला गुŁः समे l तदपरव³ýिमदं नजौ जरौ ll” 

                                                                  (Chap=8; verse =57) 

 उपिÖथत ÿचुिपत:- “उपिÖथतÿचुिपतं पथृगाĦ मसौ जभौ गौ l 

                           सनौ जरौ ग, नौ स, नौ न जयी ll”    (Chap=2; verse=64&65) 
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CONCLUSION:-  

At last, it is very essential to mention here that before the era of Bamano, 

Vhamoho, Dandin, Visvanatha, Asvaghosa created his holistic creation 

like, BuddhaCharita, Saundarananda, SariputraProkorono,etc. with his 

great poetic expertness. Actually, an epic is consider only when if there is 

presence of Alamkaras and Metres. Though Asvaghosa was an ancient 

poet but in his composition, we can find out very easily that there were no 

crisis of use poetical ornaments and poetical prosody. In fact, the learners 

and scholars attracted on his composition, only for the vast and 

appropriate use of Alamkaras and Metres.    

         Notes and Refferences:-            
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         42) “Alamkara-Mimansha”, by Dr. Dwibedi, P-33, 41, 48. 

         43) “Chandamanjuri” Page no. 20, 24, 34—70. 
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