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“Imagery of Sarala Dasa’

Before entering into the actua subject matter of
our discussonitiswiseto add afew introductory
lineson eternd poetry, poetic pictureand Sarda's
concept of poetry.

Firgly eterna poetry aways illuminates
magnanimous perceptionstowardslife-time-race
and truth. The suggestion by the imagination, of
noble grounds for the noble emotions is the
essentia quality of excellent poetry. The content
of true poetry is imaginative and emotional
interpretation of life-relevant. This creative
interpretation of truth must be clothed in a
systematicdly rhythmica language and figurative
diction. Figures of speech and metricd dictionare
essentia to the emotiona and evocative apped
of poetry. This type of pictorid sgnificance of
expresson is known as imegery of poetry.

It is needless to say that the image is an
impression of the object in the mind of viewer. It
IS a poetic device, which conggis in the use of
pictorial words and phrases in such an objective
manner as to make the meaning more pointed,
clear, impressive, absolute, emphastic and the
language more graphic and vivid. Imagery is an
illugtrative process of poetry by which poeticidea
ascends from externa world to internal world.
Smply Imagery turnsevery thing toloveinessand
givestenderness and propriety to apoetic vison.

Dr. Santosh Tripathy

Now, we can arbitrate the Sarala’'s
concept of poetry. The western analysts of
Imagery trends, even our Ritiyangika stawarts
believethat thetwo typesof poet can play pictorid
game in the poetry-field. The first category is
products of an age. Such poet may aggresble as
secand grade poet or Sebita Kabi. The cregtive
fancy of the second grade poet is to pursuit the
trendsand factors of age. But the second category
poet is acceptable as creator of an age. He is
honoured first grade poet and well known as
Chinta-mani K abi. Hiseasemplastic power can
changethetraditiond discourseand establish new
justice with innovetive shapein flow of literature.

Our national-epic-creator Sarala
Chandi Dasa has been accepted as Chinta-
mani kabi inthebrilliant gdaxy of the Par+Indian
poets. He is a prominent figure and our
Sahrudayasconsder himasabest talent and Adi-
resource of the post-Sanskrit-Indian literary
higory. His poetic Imagination has inter-twined
pastord figures of speech and poetic diction with
new-judgment and challenged the traditional
classca Byasaic vison and discourse.

In Sarda simagination there is no room
for the ditist Sanskrit literature conddering the
contemporary history and socio-cultura redlity.
So, his imagery, syle and diction were highly
conditioned by vernacular rather than by classicd
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languege and Sylizetion. He preferred thefamiliar,
colloquid and day to day content words to the
unfamiliar one. Later on his contemporary
mythologica poets as wel as the poets of the
following generations of the eastern India were
greatly inspired by his poetic diction and
phraseology as far as the imagery is concerned.

Inresponseto higtorical viewpoint Sarda
Dasa, apoet of thefifteen century (contemporary
of Suryavamd king KapilendraDev, the great) is
universally regarded as the ‘Adi Kabi’ or
originator of the Odia literature. His immortal
works (M ahabharat, Bilanka Ramayana, Chandi
Purana, etc) are remarkable for development of
common socid sentiments, culturd rituas, socio
ethicd life gyle ddineation of earthly character,
synthesisof Dravidian—Aryan— Audric cultures
and religious picturesque descriptions and
excdlent use of various poetic figures and metre
of folk style. One peculiarity of his magnum
Mahabharataand Chandi Puranaisthat both liner
of averse do not comprise an equa number of
letters, but the last rhythmic letters of the lines
produce and multiply the monotonous sound. By
the fifteenth century the Odia language and its
poetic quality had asserted almost its new
powerful novel form and had become ripe for
poetic congtructions. The composing cultivator
Sarolautilized thislanguage asaliterary exigence.

Postic creativeness was in the blood of
SardaDasaand it flowed from his shackle stylus
as words flowed from his soily experienced
mouth. His epical-verses are lucid, untracesble,
simple, folky, captivating, credible, forceful,
musica and able to beget apsychic imagein the
reader’s mind. His solo-ornatic posetic style and
diction is generdly stated in common base and
place. The cregtiveness of saralawas no chooser
of wordsasbad or goods. All type of wordsbeing
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equaly worthful for him to creste a new mythic
image and posticd illugtration. The predominant
sentiment in Sarala s poetic power isto originate
new images, the imageries are of love, devation,
ritud, idiomatic faith, war and common life.

Sardld's imaginary creations formed a
perpetua source of ingpiration to the succeeding
generations of Odia and its neighbour language
writers. It is true to spesk that till the perennia
stream of Sarala s imagery-taent has no bresk.
The image pattern and formation technique of
imagery of SardaDasaisbased ontwodistinctive
manner. One is words gppearance as agroup to
suggest the theme as a picture and other oneis
episodic eucidative image. In this manner an
incidental narrative episode dso ableto act asan
eluciddtive picture by story playing imagination
of poet. The scope of our subject “ Imagery of
Sarala Dasa” isvad. The subject isbeing only
a study of the salient features of the image-
component in the Sarada s Mahabharat.

Though our Adikabi was hardly vigilant
of experimental imagism or even the great
rhetorical tradition of the middle age, or the
romanticimages of modern trends, still his poetry
is a perfect replica of dl the said qudities. His
“Adoshou Sagunou - Bibhabana Kabi
Byapara” glorified and dignified the Odia
language and literature and founded a new
figurative style in the genre. His thought —
provoking, transformative sensuous images are
chosenand originated fromvisud reditiesand are
ultimately perceived by his readers as
psychologica redlities. Clarifying own poetic
concept as an “AJONI-KABYA-PRATIVA or
TULYA-DEHI TULYA-PRATIVA”, Sarda
clams strongly that- “Adrustiki drusti muhin
karaeli ani”, it means hisimagery cregtive mind
has been able to make invigble visble and the
abstract concreteness.
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Before Sarala Dasa in the Sanskrit
Puranas and court epics, narratives were told in
transcendental diction, but Saralahasbroken this
punditocratic processand entered into adiscourse
of interpretations . He hasregected thelexicd and
classca-rigorous styles and highlighted a new
design of spontaneousfiguraiveinterpretation. His
aesthetic creativeness and imagery expression
was based on six factors. These are-

1. Fictorid qudity of the words.

2. Discovering the higher truth, even
Absoluteinthe materia world through an aogtract
vison.

3. Blending of behaviourd words with the
standard dictions.

4. Composed on ironic, dramatic,
onomatopoei ¢ presentation and approaches.

5. Unique-expresson of ornamentd images
with an objectified-process.
6. Synthesis of elegance, suggestiveness,
comparison and Smilarity.
Part - 11
Ellipsis, metaphoric comparison,
motivated act, conferring of meaning, afferent-
performance, empirical photography of object,
de-persondization principles, de-text of factsand
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verbosity are the magical characteristics of
Sarold simagery, which havedrawvninauniversa
in hisever-readable works— M ahabharat, Chandi
Puran, Bilanka Ramayana and Ma ashrees.

It is true that Sarola has no chance to
acquire the applied knowledge about using of
Concrete/Broken/Coupling/Col ored/Sensitive/
Allegorica/Content oriented/ and living images
like using of simile, epic simile, metaphor,
hyperbole, personification, pathetic fallacy,
antithesis, equivocate, exaggeration fantasy,
amplification fancy, dissmilitude contrast, paradox
and metonymy. It is surprise, the ancient-Sarola
has believed (like amodernist) that better poetry
can compose and perceive through imagination
and passon. His penetration has understood a so,
poetry relates to whatever gives immediate
pleasure to the mind and evocates the emotions
of dl time through the figurative and hyperbole
(Atisyoki) manner. It was happened only for his
“Prarabdha Basana’ (Anti-innate purified
tendency) and inborn talent. The pre-timeimages
such as smile, metaphor, metaphor, atisayokti,
utpreksha, brakroti, ullekha and other similar
aesthetic projections play prominent role for
trandferring the artistic experience of poets mind
to the heart of arefined reader. The boldness of
hisimagery method is objectified and personified.
Here are some illustrated examples:-

Odiaverseof Sarala

Trandated meaning

Imagery speciality

* Sutra chhinda kendra ki

* What tune akendra ( a

* |t isarecregtive image. Here,

abasuraviaebaAmladia sangle stringed musica poeticd fancy iswel-lad and dleg
dugdha ki swadaku pagba."  instrument aslyre used orized through a synthes's process
by Nath-jog or mendicants  of Sanskrit, indigenous and Sanskrit

of Odisha) will throw : if
string is torned. How can
tamarind (sour) mixed milk
will measure up to the taste

of red milk.

originated words. Here, metaphor
and hyperbole are well-settled
jointly and able to draw the menta
picture of grief-minded Draupadi.
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* "Manaba hebayatharu badi * Just asaflowering treeis
far better than barren one
/being a proper man much
in this same way/which is
far greater than claming a

samsare kichhi nahin/phuta
nta bruksha tharu aphutanta
brukshaki priti karahoe."

maen.

* "Apurana asaye Parama
dukkha samaste bichari."
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* Itisagpecimen of Sardasliving -
image and universa epic feding. Its
speciality is based on paradoxical
fancy. The productive imagination
of poet'smindisableto givea
figurative meaning of complete and
proper man through positive image-
flowering tree and negetive image
barren tree with a paradoxical
manner. On the other hand intellec-
tua image- "barren and flowering
tree" and emotiona image - "being
aproper man", both arelaid to
give avitdity to figurative meaning.
Here, arefined reader can co-
relae himsdf with the Ezra pound's
definition - Animage isthet which
presents an intellectud and emotio-
na complex in an indant time.

* ltisacommon bdlief that * It isamentd dlegorica-picture of
unfulfilled desires are cause
of supreme distress.

Kunti aswell as poet Sarola.
Through this psychic-figuretive
speech Sarolawould like to inform
his readers thet the unfulfilled
desires of Pandavas Kauravas/
KarnalArjunal and mainly
Draupadi are root cause of
extreme - digtress, that is
Mahabharata - Mahasamar. It was
well-known to Kunti as an image
of archetypica mother.

Personificationisrealy agpecia kind of metaphor
for Sudramuni in which inanimate objects and
abgtract ideas or other kind of livings spoken of,
asif they arehuman beings. Inthissensehiswhole
poetic world is an illusory world in which
abstractions become concreteness and endowed
with life-colour and form. A flower, atree, ariver
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aforest, abird, a dog, a snake, a mountain, an
emotion, a mood, an idea; whatever else al
participate as aliving being in the life game of the
characters. Human persondity and itsinner beauty
are depicted in terms of naturd things of beauty
for example-
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Vabilaki dware subidhaye khadakhadakade
(He/Sakuni thought that opportunity knocked
at hisdoor).

“Bikasita kusuma praye alap karuachhi
(talking just like blooming flower).

Here opportunity and talking — blooming
flower, both are personified by the poetic- fancy-
game of Sarda.
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Theimagery of Sardaisoftenvisud. This
visua has based on soil- colour, but may apped
to any of our senses and able to create a
photographic circle in the psychic landscape of
thereader. Here, there are some remarkable and
smple examples of sengtive imagery:-

Odiaverseof Sarala

Types of sensitiveimage

Trandated meaning

* "Chahante bakra nayene
hruda jiba phuti/Janahite
prithibire rakhiachhi drugti/
Kinchita méatre ye jebe

chainba savakw/Aneka
purusa hatya lagiba
yehaku!"
* "Kunchita kesayehara * Synthess of gudtatory,
kede manohara/ tactile and factory images

Biharanti puspa gandha
paekari madhukara."

* "Yehadekhi Bhimasen
taratina chahin”

* "Kunti boyee vikshas
atanti mo poye/ to karme
yehanku tuhi pailu go
maye / Jahatu argiiachhu
taha bhoga karal sampada
bipada ye goo samsara
bevara"

* Thewords

* Sghting image

* Auditory image.

of thisverse givealucd
feding of consolation and
advice and objectified the
total factor of meaning.

* Draupadi looks baghfully at the
ground, for she would be certainly
cause of many desths, in this groom
assembly, if shelooked inasddong
glance a us.

* How lovely are her curly locks,
attract bees by their sweet
flowery fragrance.

* Observing Draupadi's hesitation to
deep in soft bed of ashes, Bhima
dared ruddly a her.

* Kunti said to newly married
Draupadi, it isthe principle of
kKarma and fate. Good or evil
fortune is the order of thisworld.

Sardaisone of the geniusin the ancient-
regiond-literature of India, to whom poetry was
life and soil picture, neither philosophy nor ethic
or religion. His poetic personality has no
deceptionto any sort of idedligtic proclaming. He
likes to present only stories about common man

through charming figure of speech or living image.
In Sarada's works while a reader loses many
excdlent rdlevant of theorigina Sanskrit crestions,
ontheother sdehedso getsinteresting, indication
and meaningful new images through fresh sories,
Stuaions and characters. While making living
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imagesthe great pastord taent Saralahas played
damageable game with the very order of the
tradition. For his “Nabasrusthi vihana’ (fancy of
new-creativeness) the imagery also acts as
benefactor. Thiscan beillustrated now with some
examples-

Stories transformed to imagery:- The Story
of true mango, Nabagunjar, Varada, fear of
Kokua, Radhachakra, Un-burnt body of
Srikrishna, Sahada bruksha brutanta, Simili
bruksha brutanta, etc.

Episode transferred to imagery:- The
episode of Jhimini/Ha-do-do game, mesting
of Karna-Kunti, holding of donkey’ sfeet by
Srikrishna, descent of Kali, episode of
Bhurisraba and Bisikesan, etc.

Characters transferred to imagery-
Babanabhuta, Bruhannala, Sakuni,
Srikhandi, Khayakara, Beldasena, Sisupda,
truthful Sahadev, etc.

Object/events/situations/statement
transferred to imagery-matidosa (Fault of
soil), raktanadi (river of blood), saptama
Prithivi (seventh world), KarnaSiddhi Bhumi
(suggestion and advice giving country),
Asahanabhumi (acountry which cannot bear
neighbour's happiness), Chiti judhya
(Shadow war of enemies), etc.

Contained matters turned to Idiomatic —
Imagery-Jhimiti khelaru mahabharata,
Karnamae panch, Arjunamae panch, Tula
muhan Kanka, Akoira bala Bisikesan,
Bhrurisrabara pagadi, Asarane Gadhapada
Dhariba, Phaji mara bhima, Golaka Putra,
Astukara purusha, Akhada Chandi, Gagan
chari, Tulasbana Bagha, Chaluni bichar,
Asgha Batarani, Ganga kahile thibi — Gangi
kahilejibi etc.
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The above-mentioned stories, episodes,
characters, idioms, linesprovethat Sardahasan
innovetive talent and these innovative relevant
have gone deep into the nationd life of Odias. If
a happening becomes spectacular, growing out
of aworthlessaffar, an Odiaspesker illudratively
says this is indeed a terrific war ‘Mahabharat’
growing out of a childish game of Jimiti ha—do-
do(origina verse of Sarola isyeka Bhimasen
made himiti khede/dhimiti viadekutuhdejhagada
samphode) like this any pious hypocrite even in
current Odisha is described as “the tiger in holy
basi|-forest”, or “the stroke with the cotton wool
initsbeak”, or “Heron-sage’.

Therefore Sarola's neologiam is based
on idiomatic imagery along with their
epigrammatic, rugic amile, folk metgphor and
onomatopoa aqudities. Hisepic and Puranasare
a picture gallery of idioms and photographic
words are Odias native life. Some examples-

OdiaWords Imagery / suggestive meanings

BaithaRga Opportunity advisor in Politics

Chaluni bichar thickheaded thinker

Gaamuguria knavery quality or deceitful
fellow

Golakaputra illegitimate child/son of double
father

Akasa kusuma castlesintheair

Daun mariba to make abargain

Danta kada kada to grash/grind the teeth

kariba

Dau sadhibarabhuin to putinahole

Budhi disunahin be out of wits

Bhima parakrama herculean might

Sori sori budhi flowering knowledge

Babana bhuta khaeba wasted due to the lack of
ownership

Matiya akasha (Brownish sky) unpleasant

situation
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Tapa tapa dropping sound again and
again

Taatula Pretext priciple

Daga daga hastily walk

Ahuri Ahuri more and more

Daka daki inviting each other

Thela theli/ pushing mutual /

Kata mata rudeness vision

"Nare bagunjara man or elephant, named

Aswasthamahata  Aswasthamahasdied in
hoye" the battle (diplomatic way

of false telling)
"Kalasainyara eyes of death Hawk (these are
drusti folk-oriented images al so)

Above dlipss-oriented imagery proves
that Saralad s enriched the Odiapoetic language
as wdl as behaviourd language with illugtrative
idiomsat par with the great western poetsnamely
Homer, Dante, Chaser and Shakespeare to their
respectivelanguage. The aesathetic qudity of this
kind of imagery ismusicd in language, figurdtive
in diction, and suggestive as well as prosaic in
approach.

As an opposite literature the Odia
Mahabharat is very much a reaction against
feuddism and aristocracy. According to poet’s
inner vision the term “Mahagola’ itself is a
symbolicimagery as* mahasamar or greet bettle’
which was occurred to give atragic finish to the
feudalist and aristocratic attitudes of society.
Duryodhana, the anti-hero of Sarala
(representative of prince pride) is delineated as
the greatest feudal, who crossestheriver of blood
of Kurukshetragtting on the corpse of hisbeloved
son Lakshman Kumar. But his feuddigtic and
aristocratic proudness underwent a
metamorphosisin the hand of Sudra-Kahi into a
tragic-father. For example::

“Moharaparaye pitatoraau nohu, tohar
paraye putrajanme janme heu” (may you not get

afather likeme/but may | bedwaysblessed asa
son like you).

Thisis an excdlent example of pethetic
fdlacy as well as successful imagery of pathos.
The greatest mystery of Sarda simagery hereis
its power to invest the saddest thing with beauty
andtruth. Thelast consequenceof jedlousy, unfair
and arrogance nothing but to cross the river of
blood with own tears.

Part - 111

According to Indian approach towards
concept of poetry, the centre of gravity inan epic
may lie in its emotional moods or Rasas
(particularly srungar, karun, bira, santa,
bibhasta, adbahuta as Angirasa of epic). For a
great poet is an emotiona pursuit and not an
intellectud exercise. But Bilakshyana-Kalpa
Byapar a of Sardahas changed this concept and
proved that living poetry is a wel synthess of
emotive mood and intellectud exercise of “vag-
vikapa' or magicd phrase. Sardd simagery plays
connotative and denotative games in reader's
mind. Hisepic and Puranasisapicture galery of
Odian socid life that is true even today. His
cregtive imagination (Nabashrusthi Viana) co-
relates the geographica, higtorica, mythica and
social-anthropological aesthetics in a new
approach using of imagery. Daring Sarda gives
out a deeper and profound truth using of
Atisayokti, Utprekhya, Rupaka and
Mahakabyika upama and well-grounded the
Odialanguage in poetic sense.

The sightable imagery competence of
Sadais usng of affectivefdlacy and epicamile.
Description of war (Karnaand Arjun, Bhimaand
Dhusa, Bhima and Jarasandha), battle field
(Kurukshetra, battlefield of MatsyaDesa), forest
(NandanaBana, SudhaBana, Khandaba), river,
mountain, ocean scene, narration of ascent to the
heaven, beauty of women (Draupadi, Tripura
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Mohini Surekha) through long drawvn smile by
Sarala has enriched ornamental and Puranic
literary heritage of eastern Indiain medievd time.
Stylizing the long drawn image he has teken a
central pictorid smile. This centra smile has
crested numerous sub-images (tenor and vehicle).
These secondary images are successful sub-
services to transplant the poet’s feeling and
conferring the actua meaning of the primary
image. For example- Theimage of river of blood
contains number of other images like whirlpool
as broken chariot, waves as eephant, blood as
water, raftsasarmours, corpsesas crocodile, etc.
All these are evocated the image river of blood
through the opulence of long drawvn smile and
metaphor. This type of perfect image stands on
four pillars i.eintdlectud, emotiond, imaginive
and technicd eements which is very close to
Anandavardhan’ s* sabda-drysya-byuhasarjana’.

The gpped of the Sardian imagery may
be remarked by the following illudrations.-

(A)- Dramatic — representation of metaphor:-
Holy heron — which is the water of
Baitarani ?

Y udhigtira— desire isthe Batarani.
Holy heron —which Kamadhenu milks day
and night, who drinksit ?

Y udhidgria — vidya kamadhenu that milks
forever and good-evil drink the milk

gtting together.

(B)- Comparative response of amile-
On seeing the furious eye of Kichaka,
Sairendhri wasfrightened likeapathmissng
deer at the Sght of hunter’ s archer.

Y udhidira saw the river Baitarani as afar
flowing lady.
Waves are hands of sea.

Peasures of revenge celebrated function in
brown sky like suckling child.
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FtamahaVishmadeegpsin arrow bed inthe
battlefield, with blood dripping out of his
injured body, mangled al over asit was by
Arjun’s arrows, whole are appeared “like
the old Dhak tree in full flower, or as red
dtars gathered near setting-moon.

In the above mentioned examples the
images have been carried effectivdy by Sarda
The prevailing moods desre — Baitarani, path
missing deer far flowering lady, brownish sky,
suckling child, flowering old Dhak tree have been
brought to the forefront as if nourished by the
metaphor, Smile served the more charming and
aesthetic reactionsin reader'smind. Theaesthetic
activitiesof metgphor, smile, dlegory, areto cregte
harmony between concreteness and abgtract as
well asexclusonwithincluson. Here, thereaders
must agree that the eevated land or canvas of
Sardian imagery ishased on three horizons—that
istelescopic canvas, pastoral canvas and natura
canvas. The uniqueness of his imagery is that a
indigenoustermiscontrolling thewholefigurative
diction, verse meaning as content or central world.
For this reason his style can be identified as
practicable as ‘Baidarvi Panchali” and the
controlling authority of imagery expresson is
Swabhabokti and “ Samashokti” .

Sarala has used the above-discussed
examples as benefactor for generalization of
poetic ideas. The appealing characteristics of
Sarda simagery here are-

Concrete objects compared with abstract
things.

Abdtract things compared with concrete
objects.

Various objects used as standard of
comparison.

Instead of theseanumber of ritua-beliefs
of the contemporary normal life have used
metgphoricaly asimagery inhisepicin apostive
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manner. Some of these are “Udhakumbha,
Mangalakumbha, Nabagunjara, Jugala
Haadibasanta, Chaka Boethi, Purba Muhain
Nahula, Dhala Dhana, Sankha Child’. After dl
theliving and coupling-imeageliesinthevery nature
of his poetry which is regarded as objective in
character intended, chiefly to present the action
and passion of the outer world. The image of
Saptama Prithivi, Nabagunjara, K okua, may
be taken as example. Saptama Prithivi (seventh
world) isimaginary one of Sarda s inner-vison,
which means a desirable positive world, where
one can fed and face the order in disorder, good
inevil, ganinloss successinfalureand cregtion
in destruction. So far these fragrances of
opportunity must be divided to al without any
difference between subjects and objects. Here
imagery has been presented likeaseries of magic
mirrors according to an oxymoron pattern
(oxymoron bringing together of two or more
words or phrases having opposite meaning but
evocdting jointly).

On the other hand the image
“Nabagunjara”’, (bashed on audtric faith and
painting) which Sarala has depicted in
Mahabharata is nothing but a symbolica fancy
act of Lord Jagannath/Srikrishna. This idea has
been originated from the uncommon imagination
of Sarda. Thismystic-imagery set forth an apped
of anew ideaof aesthetic beauty. The suggestive
meaning of thisimageisto consolethefailures, to
develop affection for the Sins, to grasp the evils,
to pardon animdiam, etc. Nabagunjar a assumed
the organs of dl living crestures in one body,
evocate an eternd truth before the reader that
aesthetic circle of the Universe is synthess of
induding al.

Part - IV

Within whole lifetime Sarala has
imaginated near about 2 |akh five thousand poetic
verses and used 12,30,000 terms, which is

identification of hisgreet postic tent. In spite of
producing above number of words and lines, if
Sarala would have created only some living,
archetypical and evocative imagery like
Nabagunjara, Asa Baitarini, Chetasa Purusa,
Divya Suta, Agni Kanya, Prarabdha Purusa,
TrikdaMana, Satyamba, RaktaNadi, Mahamani,
Mahabedi, Tulas banaBagha, Mahagola, then he
would have been honoured as a universal poet
by thereadersof dl time. In responseto boldness
and vividness of imagery of our readers would
place Sarda one degree up immediately next to
Vamiki, Vyasa, Kdidas, Hdaand Sriharsa

The period of Sardla Dasa is a golden
and glorious chapter of Odian history. During this
period Odisha has reached the highest pinnacle
of glory in different spheres like art and
architecture, literature, culture, warfare,
administration, agriculture, and trade and
commerce. A splendid period providesto apoet
freemind and amazing poetic thought. Amidgt this
circumstance a poet turned into privies great
magnus poet. From this point of view, asagreat
epic-creator Sarala has manifested grand
photographic thrillsof empirica fedingsof human
race in hisworks.

Above dl the round shaped — holy eyes
of Lord Jagannath, the beauty of the wheds of
the chariot shaped Konarkatemple, architecture
of Rgarani temple and Sarda s imagigtic genius
are full proud privileges of Odisha that proves-
“Jahanahin Bharate tahanahin Bharate’ - it means
which are not available as imagery in Sardd's
national epic “Mahabharat”, any Sahurdaya
cannot meet anywhere in Indian context as well
as earth context.

Dr. Santosh Tripathy, P.G. Department of Odia, Utkal
University, Bhubaneswar.
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