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2. LITERARY RESEARCH ON CHANDAS 

2.1 REVIEW OF ANCIENT LITERATURE 

2.1.1 Chandas according to Ancient Sanskrit texts 

Since ancient times in India, our sadhus and poets have been consciously using language 

with words, sounds and rhythms in a way that it can express the higher truth making 

Sanskrit such a profound language that it is. One of the most crucial tools for perfection 

in language and poetry is chandas or metre, derived from the word ‘chad’ which literally 

means delight. There is no poetry without chandas in Sanskrit language. Hence, thorough 

knowledge of chandas is necessary to understand and appreciate any poetic composition 

in Sanskrit. 

The study of Chandas (metres) has a long tradition as an important branch of Vedic 

learning. Pingala, believed to have lived in the 2nd century BC, is credited with the 

authorship of Chandaçästra– a treatise on the systematic study of the metre in Sanskrit 

language, and this is probably the first work written on prosody. The Chandaçästrais 

considered as one of the six Vedänga’s or limbs of the Vedäs.  In the later centuries came 

the commentaries of his work by scholars such as Kedärbhatta (8th century) and 

Halayudha (13th century). Acharya Hemacandra in the 12th century contributed to the 

study of metres as well, though his classification criteria differed from that of Pingala’s 

work. Some of the other major Sanskrit texts dealing with prosody or metrics passed 

down over the centuries ågveda’s - pratiçakhyä, Kätyayanä’s – anukramäni (which are 

related to the Sämavedä.), Bharatä’s - Nätyaçästra, Kälidäsa’s - Srutabodha (2nd 
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century), Kçemendra’s – Suvrttatilaka (11th century), Chandomanjari of Gangädäsa 

(12th century) (Mishra, 2011). 

Acharya Durga writes in his commentary on Nirukta (7.2) of yakçacaryä: “nä chändosi 

vagucariti”, meaning No speech takes place without Chanda. The same point is further 

elaborated by Acharya Bharata who says in his Nätyaçästra (14.15): “chandohino nä 

çabdosti nä Chandah çabdo varjitam”, which means No speech is possible without 

Chanda and a Chanda without speech is also equally impossible. Thus, we understand 

that Chanda is as important as speech. But what exactly is Chanda? Rigveda (1.164.24) 

says- “akçarena mimate saptavanih”, meaning, all the seven Chandas are measured by 

syllables. Kätyayanä defines Chanda in his Rksarvänukramäni as- “yad akçara 

parimänäm tat Chandah” which means, Chandas are measurement of syllables. Sri 

Aurobindo adds more clarity to the above statement of Kätyayanä by saying that 

Chandas are “a fixed and balanced system of measures of sound, mantra…” it is the 

“ordered measures of the poetic spirit” and it is the “right physical basis for the poetic 

movement”. 

Poet Dandi, in his kävyädarça says that “the lore of chandas is the boat for those who 

desire to cross the deep ocean of poetry” 

sa iv*a naEiSttI;uR[a< gMÉIr< kaVysagrm!, 

sä vidyä naustitérñuëäà gambhéraà kävyasägaram| 

- Agnipuräna, Ch 337, verse 23 
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To express any emotion, feeling, desire or event, a chandah must be chosen very 

carefully as each metre has its own mood and rhythm.  

Kçemendra, in his suvrattatilaka, says that, while choosing a metre, one has to 

carefully observe the rasa, the mood, the nature of description and the content. 

kaVye rsanusare[ v[Rnanugu[en c, 

k…vIRt svRv&tana< ivinyaeg< ivÉagivt!. 

kävye rasänusäreëa varëanänuguëena ca| 

kurvéta sarvavåtänäà viniyogaà vibhägavit|| 

- Suvrattatilaka by Khemendra 

In all Indian languages, especially in Sanskrit, the metre is determined by arrangement 

of long and short syllables. Thus, a large number of possible combinations have given 

rise to huge variety of chandas. Quite often the name of a chandah describes its 

nature or movement like ‘mandakränta’ which means ‘slow moving’. Most of its 

syllables are long and heavy and is hence used to express sadness. Kälidäsa has used 

this chandas very beautifully in his composition ‘meghadütam’ where the lovelorn 

yaksha asks the cloud to be his messenger to his beloved. 

ZyamaSva¼< cikthir[Iàe][e †iòpat 

v±CDaya< zizin iziona< bhRÉare;u kezan!, 

%TpZyaim àtnu;u ndIvIic;u æuivlasan 
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! hNtEkiSmn! Kvicdip n te ci{f sa†ZymiSt. 

çyämäsväìgaà cakitahariëéprekñaëe dåñöipätaà 

vaktracchäyäà çaçini çikhinäà barhabhäreñu keçän| 

utpaçyämi pratanuñu nadévéciñu 

bhruviläsän hantaékasmin kvacidapi na te caëòi sädåçyamasti || 

- Meghadutam, verse 105 

I fancy to see your body in the priyangü creepers, your glances in the eyes of the 

bewildered female deer, the beauty of your face in the moon, your hair in the 

plumages of the peacocks and the sportive movements of your eyebrows in the river. 

But, O misfortune! Nowhere is a single thing. O passionate one, does your likeness 

exist.  

Similarly, ‘tvaritagaté’ means ‘fast gait’ and contains many short syllables. Here is a 

description of gopi’s meeting with Krishna. This verse is from gangädäsa’s 

Chandomanjari. 

TvirTgitìRjyuvitStri[suta ivipngta, 

murirpu[a ritgué[a shimilta àmdimta. 

tvaritgatirvrajayuvatistaraëisutä vipinagatä| 

muraripuëä ratiguruëä sahamilitä pramadamitä|| 

- Chandomanjari, Ch. 2, verse 32 
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The maiden of vajrapurä, while wandering in the forest near the fast-flowing river 

Yamuna, become happy meeting Krishna, the master of the art of love. 

Druta vilambita means ‘fast and slow’. This metre begins with short syllables at a 

fast pace and then adopts a slow and tardy rhythm involving long syllables. 

Bhartihari has used this metre in the following verse of his ‘Nétéçatakam’. 

ivpid xEyRmt_yudye ]ma 

sdis vaKpquta yuix iv³m>, 

yzis caiÉéicVyRsn< ïutaE 

ài³itisXdimd< ih mhaTmnam!. 

vipadi dhaéryamatabhyudaye kñamä 

sadasi väkpaöutä yudhi vikramaù| 

yaçasi cäbhirucirvyasanaà çrutau 

prakritisidhdamidaà hi mahätmanäm|| 

- Nitishatakam, verse 63 

Eloquence in the assembly, in the field 

The puissant arm, the lion’s heart the proud look 

Unshaken in defeat; but modest-kind 

Mercy when victory crowns; passionate for books 
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High love of learning; thoughts of fame inclined: - 

These things are natural to the noble mind. 

At times the names of the chandas are derived from the nature. For example-

‘bhujangaprayatä’ is named after the serpent which has a zig-zag movement. 

Shankaracharya has written his Bhavanyaçatakam in this metre. 

n tatae n mata n bNxunR data 

n puÇae n puÇI n É&Tyae n ÉtaR, 

n jaya n iv*a n v&itmRmEv 

gitSTvm! gitSTvm! Tvmeka Évain. 

na täto na mätä na bandhurna dätä 

na putro na putré na bhåtyoo na bhartä| 

na jäyä na vidyä na våtirmamaiva 

gatistvam gatistvam tvamekä bhaväni|| 

- Bhavanyashtakam, verse 1 

Neither father, nor mother, nor friend nor giver, nor son, nor daughter, nor servant nor 

master, nor wife, nor learning nor occupation have I. You alone, O Bhaväni, are my 

refuge. 
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Çardulavriditä means ‘the play of the tiger’ and is a typical representation of the 

leap of a tiger. There is first a long leap followed by a break, provided by the caesura 

after the 12th syllable and then a short leap. 

re re catk savxanmnsa imÇ ][< ïUytaM 

AMÉaeda bhvae ih siNt ggne sveR tu nEta†za>, 

keicdœ v&iòiÉraÔRyiNt vsuxam! gjRiNt keicdœ v&wa 

y< y< pZyis tSy tSy purtae ma äUih dIn< vc>. 

re re cätaka sävadhänamanasä mitra kñaëaà çrüyatäm 

ambhodä bahavo hi santi gagane sarve tu naitädåçäù| 

kecid våñöibhirärdrayanti vasudhäm garjanti kecid våthä 

yaà yaà paçyasi tasya tasya puratoo mä brühi dénaà vacaù|| 

- Nitishatakam, verse 51 

O rain lark, rain lark, flitting near the cloud, 

Attentive hear, winged friend, a friendly word 

All vapours are not like, the heavens that surround darkening; 

Some drench the earth for noble fruits, 

Some are vain thunderers, wandering by with bruit: 

Sue not to each thou seest then; O bird; 

If humbly entreat thou must, let few have heard. 
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Though these are some interesting insights into Sanskrit metres, there is no hard and 

fast rule. The same chandah is often used to depict different moods and different 

chandas can express the same mood. It all depends on the inspiration and the mastery 

of the poet.  

Here are some more Grantha on Chandaçastra from the Vedicperiod 

Chandasütram – Acärya Pingalä 

Chandonukramaëi – Venkat Mädhavä 

Chandonuçäsanam– Hemacandrä 

Chandah koça – Ratna Çekhara 

Chandaçekharah – Räjaçekharacärya 

Chandomanjaré – Çré Gangädäsa 

Chandah kaustubham – Rädhä Dämodara 

Chandahassandohah – Dineçcandra Dutt 

A metre is generally regulated by several elements such as, the number of metrical 

lines, number of syllables and their arrangement or the number of syllabic instants, 

the arrangement of pauses etc. In the case of Sanskrit chandas or metres, it is seen that 

the main principle governing the metres of the Vedas is instrument by number of 

syllables. This was also extended to the classical Sanskrit metres. However, they 

differ in many cases from those of Vedic metres where it is the number of syllables 

that matters. But in classical Sanskrit metres, the arrangement of syllables by short 

and long, plays an important role. In Vedic Sanskrit it is not necessary that all gayatri 
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chandas should have the same arrangement of syllables, but the number of syllables 

should be same in all quarters. 

2.1.2. Classification of Chandas according to various ancient texts: 

In classical Sanskrit the metres regulated by number of syllables (akçaravrattas) are 

divided into three categories such as samavratta or meters having same number of 

syllables in each line with same arrangement; ardhasamavratta or meters where 

each alternative line has same arrangement of sounds; visamavratta or metres having 

uneven stanzas with different arrangements. Based on arrangement of syllables, one 

particular metre differs from another. Thus, we have a large variety of metres. In case 

of the above metres, if any quarter of a metre has one or two syllables less or more 

than the prescribed number then the metre is considered to be defective. This is called 

chandobhangä (break the rule of the metre) which is not permitted by prosodions. 

But in the case of Vedic metres, absence or excess of one or two syllables in a quarter 

of any chandah is neither considered to be a defect nor by that, does a chandas 

change into another. So, the Aitareyabrähmana (1.6) says nä vä ekäkçarena 

chandämsi viyanti nä dvabhyam kausitakibrähmana (27.1) adds, nä 

hyekakçarena anyacahhando bhavati na dvabhyäm. But to recognise the place 

where more or less, chandas occur, the Vedic prosodions used some terms before the 

name of the chanda. For example: in gayatri metre, if one syllable is less in a quarter 

then it is called nicrd gäyatri metre, if two syllables are less, then it is called virät 

gäyatri; if one syllable is more, then it is called bhurikgayatri, if two syllables are 

more, then it is called syäratgayatri. So is the case with other metres aswell. The 
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Vedic prosodions have also prescribed how to fill the metres by means of vyüha 

(which ordinarily means breaking sandhi in case of yä and vä). For example: the first 

line of famous gayatri mantra – ‘tat savitur varenyam’ has one syllable less. So, to 

fill it, one can break ya in varenyam into I and a or I and ya and instead of 

varenyam, one can chant vareni-amor vareni-yam. These are some cases where 

Vedic metres are more flexible than those of classical ones.  

Apart from the akçaravratta, the classical Sanskrit has also another metre called 

jätivratta or matravrattawhich is absent in Vedic literature. Here the metre is 

regulated not by the number of syllables but by the syllabic instants or mantra. Arya 

and vaitaliyäare considered to be the two main varieties of matravrattas. This in 

short is a brief outline of the Sanskrit metres, both Vedic and classical. 

Now one might have questions like – why do we need metres? Are they natural or 

artificial? Other than physical composition, do they have a great significance? What 

to different chandas stand for? Sri Aurobindo has provided deep insights into the 

significance of chandas, covering all the above questions.  

2.1.3 Texts on chandas 

The system of metrics has a long tradition as an important branch of Vedic learning. 

The text that deals with the rules of metrics is calledChandaçästra and is one of the 

six Vedängas or limbs of the Vedäs. Päniné, an eminent grammarian and rishi, 

mentioned Chanda as the two legs of the Vedas. 

The Chandaçästra is said to be the first systematic treatise on Chandas. It was written 

in about 150 B.C. by Pingaläcärya. According to the ‘History of Indian Literature’ 
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the sänkhyayana çrautasutra contains several chapters on prosody, Other Sanskrit 

texts dealing with prosody or metrics are ågveda’s - pratiçakhyä, Kätyayanä’s - 

anukramäniand Nidänasuträ related to Sämavedä. Apart from these, chapter 14,15 

and 32 of Bharata’s Nätyaçästra and chapters 328-335 of Agnipuräna also deal with 

the metrics. Some later works on metrics are quite prominent are- Srutabodha of 

Kälidasa (2nd cent. A.D.), Suvrttatilaka of Kçemendra (11th cent. A.D.), 

Chandomanjari of Gangädäsa (12th cent, A.D.) and Vrttaratnakära of Kedärabhattä 

(15th cent. A.D.). 

Some minor work on metric system or Chandas are as follows: Chandakaustuba of 

Rädhädämodara and Baladeva vidyäbhüçana (19th cent. A.D.), Chandonuçana of 

Jayäkrité (10th cent. A.D.), Chandaçekharaof Räjaçekhara (11th cent. B.C.), 

Chandonuçasanaof Hemacandra (12th Cent. A.D.), Chandovicati of Janäçrayé (9th 

cent. A.D.), Svayambhucandah of Svayambhu (9th cent. A.D.), Vänibhüçana of 

Dämodara Miçra (15th cent. A.D.), Vrttaratnävaliof Venkateça (16th cent. A.D.), 

Vrttajätisucayaof Virahanka (10th cent. A.D.), Vrttamauktika of Candraçekhara 

(17th cent. A.D.). 

 

2.1.4 Use of Chandas in our ancient texts: 

Gäyatriuçniganuçtubruhatipankhtitriçtubjagatyäi atharvaveda (19.21.1) 

Rigveda says that there are seven major Chandas used in Vedas by the Rishis. They 

are: Gayatri (24 syllables), Uçnik (28 syllables), Anuçthup (32 syllables), Bruhati (36 

syllables), Pankhti (40 syllables), Triçthup(44 syllables), Jagati (48 syllables) 
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Apart from these we have seven more Chandas used in the Vedas. They are: Atijagati 

(52 syllables), Sakväri(56 syllables), Atisakväri(60 syllables), Açtih (64 syllables), 

Atyaçtih(68 syllables), Dhritih(72 syllables), Atidhritih (76 syllables). 

Maharshi Valmiki has used 16 different Chandas in the Ramayana. They are: 

Anuçthup, Indravajra, Upendravajra, Vamçastäh, Indravamsa, Vaiçvadevi, 

Praharçini, Rucira, Vasantatilakam, Puçpitagra, Apäravaktram, Sundari, 

Aupacandasikam, Bhujangaprayatam, Upajäti and Mälini. 

Maharshi Vyasa in his Mahabharata has used 18 types of Chandas. They are: 

Anuçthup, Indravajra, Upendravajra, ratoddhäta, Shalini, Vamçasthah, Indravamsa, 

Dhrutavilambitam, Praharçini, Rucira, Vasantatilakam, Mälini, pancacämaram, 

Çärdulavikriditam, Puçpitagra, Apäravaktram, Pramäëika. 

2.1.5 Popular Sanskrit Chandas 

Chandah with 8 syllables- 

Anuçthup: Also called the shloka, this is the most widely used metre in 

Sanskrit language. The greater part of the Mahabharata, Ramayana and 

Puranas are written in this metre. It allows great freedom in the use of long and 

short syllables. However, in its usual form, the fifth syllable of each pada 

should be short, the sixth long and the alternatively long and short. 

Definition: 

pNcm< l"u svRÇ sÝ< iÖctuwRyae>, 

gué ;ó< c jainyat!  ze;e:vinymaemt>. 
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Pancamaà laghu sarvatra saptaà dvicaturthayoù| 

guru ñañöhaà ca jäniyät  çeñeñvaniyamomataù|| 

       Chandomanjari, Ch 4, verse 258 

Example: 

1.laekana< Tv< prae xmR> pué;> pué;aeÄm>, 

zr{ym! zr[m! c Tvam! Aa÷idRVya mhzRy>. 

Lokänäà tvaà paro dharmaù puruñaù puruñottamaù| 

çaraëyam çaraëam ca tväm ähurdivyä maharçayaù|| 

- Ramayana of Valmiki, V, CXIC,14 

2.yÇ yaegeñr> k«:[> yÇ pawaeR xnuxRr>, 

tÇ ïIivRjyae ÉUit> Øuva nIitmRitmRm!. 

yatra yogeçvaraù kåñëaù yatra pärtho dhanurdharaù| 

tatra çrérvijayo bhütiù dhruvä nétirmatirmam|| 

- Shrimad Bhagavad Gita, Ch 18, verse 78 

Chandas with 11 syllables- 

(Indravajra, Upendravajra, upajätih çäliné ratoddhatä) 

Indravajra: Each pada of this metre contains eleven syllables. Here the 1st, 2nd, 4th, 5th 

,8th, 10th and 11th syllables of each pada are long and the others short. There should be 

a pause after the 5th and last syllable of each pada.  
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Definition: 

SyaidNÔv¿a yid taE jgaE g> 

syädindravajrä yadi tau jagau gaù 

- Chandomanjari, Ch 2, verse 41. 

Example: 

1.illakr¢e ØutpvRteNÔimNm! #NÔ< mhav&òœmd< jyNtm!, 

gaepIÉujElaRiltpadpd< balm! muk…Ndm! mnsa Smraim. 

Liläkaragre dhrutaparvatendraminm indraà mahävåñömadaà jayantam| 

gopébhujairlälitapädapadaà bälam mukundam manasä smarämi|| 

- Bälamukundäçtakam, 8 

2.Tvm! vE:[vI zi´rntvIyaR ivñSy vIj< prma=is maya, 

sMmaeiht< deiv smStmett! Tvm! vE àsÚa Éuiv mui´hetu>. 

Tvam vaiñëavé çaktiranatavéryä viçvasya véjaà paramä'si mäyä| 

sammohitaà devi samastametat tvam vaé prasannä bhuvi muktihetuù|| 

-Devimahätmyam, Ch 11, verse 4 

Chandas with 12 syllables: 

(Totakam, Vamsathavilam, Bhujangaprayatam) 
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Totakam: This metre contains 12 syllables in each pada. The 1st, 2nd, 4th, 5th, 7th, 8th, 

10th and 11th syllables of each pada of this metre are short and the others long. There 

should be a pause after the 4th, 8th and last syllable of each pada.  

Definition: 

vd taetkiMBxskaryutm ! 

vada totakambdhisakärayutam 

- Chandomanjari, Ch 2, verse 79 

Example:  

1. Axr< mxur< vdn< mxur<nyn< mxur< hist<< mxur<, 

ÿdym! mxur< mxuraixpteriol< mxur. 

adharaà madhuraà vadanaà madhuraà  

nayanaà madhuraàhasitaà madhuraà| 

hradayam madhuraà gamanaà madhuraà  

madhuradhipaterakhilaà madhuram|| 

-Madhuräçtakam of Vallabhäcärya, 1 

2.à[maim nmaim Évm!ÉvjNmk«itài[;Udnkm!, 

gunuhInmnNtimt< zr[<jntar[ tary taiptkm!. 

praëamämi namämi bhavambhavajanmakåtipraëiñüdanakam| 
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gunuhénamanantamitaà çaraëaàjanatäraëa täraya täpitakam|| 

-Parameçvara-stuti, Stotraratanavali. P.20 

Chandah with 13 syllables 

Praharçini: There are thirteen syllables in each pada of this metre. The 1st, 2nd, 3rd, 8th, 

10th, 12th and 13th syllables of each pada of this metre are long and others short. There 

should be a pause after the 3rd and last syllables of each pada.  

Definition: 

ÈyazaiÉmRnjrga àhi;R[Iym! 

Tryäçäbhirmanajaragä praharñiëéyam 

- Chandomanjari, Ch 2, verse95 

Example: 

1.AïaNtiSmtmé[aé[axraeó<h;aRÔRiÖRgu[mnae}ve[ugItm!, 

ivæaMyiÖpulivlaecnaxRmuGx<vIi]:ye tv vdnaMbuj< kda nu. 

Açräntasmitamaruëäruëädharoñöhaàharñärdrardviguëamanojïaveëu

géätam | 

vibhrämyadvipulavilocanärdhamugdhaà 

vékñiñye tava vadanämbujaà kadä nu|| 

                                                                   -Krçnakarnamrtam of Liläsuka, Ch 1, verse 44 
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2.SvDNd< dldrivNd te mrMd<ivNdtae ivdxtu gu|ijt< imilNda>, 

Aamaedanw hirdNtrai[ netu<nEvaNyae jgit smI[aRTàvI[>. 

Svachandaà daladaravinda te maramdaàvindato vidadhatu guïajitaà 

milindäù| 

ämodänatha haridantaräëi netuànaévänyo jagati samérëätpravéëaù|| 

- Bhäminiviläsä of Jagannätha, Ch 1, verse 14 

Chandah with fourteen syllables 

Vasantatilakam: This metre contains fourteen syllables in each pada. Here the 1st, 2nd, 

4th, 8th, 11th, 13th and 14th syllables are long and others are short. There should be a 

pause after the 8th and last syllable of each pada. 

Definition: 

}ey< vsNtitlk< tÉja jgaE g> 

jïeyaà vasantatilakaà tabhajä jagau gaù 

      - Chandomanjari, Ch 2, verse 112 

1.yae=Nt> àivZy mm vacimma< àsuÝa<s|jIvyTyiolzi´xr> SvxaNma, 

ANya<í hStcr[ïv[Tvgaidn!àa[aÚmae Égvte pué;ay tu_ym!. 

yo'ntaù praviçya mama väcamimäà prasuptäàsaïajévayatyakhilaçaktidharaù 

svadhänmä| 
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anyäàçca hastacaraëaçravaëatvagädin 

präëännamo bhagavate puruñäya tubhyam|| 

                                                              - Çrimadbhägvatam, skanda4, adhyaya9, shkola6 

2.g¼atrgrm[Iyjqaklap<gaEirinrNtrivÉUi;tvamÉag< 

naray[iàymn¼mdapar<vara[sIpurpit< Éj ivúvnaw< . 

gaìgätaragaramaëéyajaöäkaläpaàgaurinirantaravibhüñitavämabhägaà 

näräyaëapriyamanaìgamadäpäraà 

väräëasépurapatià bhaja vikñvanäthaà 

-Viçvanathaçatakam of Vyäsadeva, 1 

Chandah with 15 Syllables 

(Mälini & Tunakam) 

Malini: This metre has fifteen syllables in each pada. The 1st, 2nd, 3rd, 4th, 5th, 6th, 10th 

and 13th syllables of each pada of this metre are short and the others long. There 

should be a pause after the 8th and last syllables of each pada.  

Definition: 

nnmyyyutey< milnI ÉaeiglaekE> 

nanamayayayuteyaà maliné bhogilokaiù 

- Chandomanjari, Ch2, Verse 134 
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Example:  

1.vqivqipsmIpe ÉUimÉage in;{[<sklmuinjnana< }andatarmaraT 

iÇÉuvnmuémIz< di]namUitRdev<jnnmr[Êo½edd]< nmaim . 

vaöaviöapisamépe bhümibhäge niñaëëaà 

sakalamunijanänäà jïänadätäramärät 

tribhuvanamuruméçaà dakñinämürtidevaà 

jananamaraëadukhaccedadakñaà namämi 

-Dakçinamurtistotram of Çankaräcärya, 2 

2.jytu jytu devae deviknNdnaey<jytu jytu ³œ:[ iì!:[v<zàidp< 

jytu jytu me"Zyaml> kaemlaNgaejytujytu à!WvIÉarnazae muk…Nd> . 

jayatu jayatu devo devakinandanoyaà 

jayatu jayatu krñëa vrñëivaàçapradipaà 

jayatu jayatu meghaçyämalaù komalängo 

jayatujayatu prthvébhäranäço mukundaù 

- Rämcaritmänasa of Tulsédäsa, 5th Canto 

Chandah with 16 syllables 
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Pancacämaram: Two padas of pramaëika metre put together would form one pada 

of this metre. So, this metre contains sixteen syllables in each pada and the 

arrangement of syllabic groups in each pada and the arrangement of syllabic groups in 

each pada of this metre is: jara la ga jara la ga. Here the 1st, 3rd, 5th, 7th, 9th, 11th, 13th 

and 15th syllables of each pada are short and the others long. There should be a pause 

after the 4th, 8th, 12th and the last syllables of each pada. 

Definition:  

àmai[kapdÖy< vdiNt pNcamrm! 

pramäëikäpadadvayaà vadanti pancämaram 

- Chandomanjari, Ch 2, Verse 151 

Examples: 

1.nmaim É´vTslm! ³œpaluzIlkaeml<Éjaim te pdaMbujm! ýkaimnam! Svxamd< 

tdekmÑ‚tm! àÉum! inhRMvrm! ivÉu<jgÌ‚é< c zñt< turIymekkevl< 

Namämi bhaktavatsalam krpäluçélakomalaà 

bhajämi te padämbujam hyakäminäm svadhämadaà 

tadekamadbhutam prabhum nirhamvaram vibhuà 

jagadguruà ca çaçvataà turéyamekakevalaà 

-Rämcaritmänasa of Tulsédäsa, Ch 3, Verse 1 

2. kda inilMpinHRinRk…Njkaeqre vsnivmu´ÊmRit> sda iSwr>SwmÃil< vhn 
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ivlaellaellaecnae llamÉall¶k>zIveit mÙmu½rn! kda suoI ÉvaMyh< . 

kadä nilimpanirjharnikunjakoöare vasana 

vimuktadurmatiù sadä sthiraùsthamaïjalià vahana 

vilolalolalocano lalämabhälalagnakaù 

çéveti mantramuccaran kadä sukhé bhavämyahaà 

-Çivatändavastotram of Rävana, verse13 

Chandah with seventeen syllables 

(Çikharini, Pruthvi ,Mandakränta) 

Çikharini: This metre contains seventeen syllables in each pada. The 1st, 7th, 8th, 8th, 

9th, 11th, 14th, 15th and 16th syllables of each pada of this metre are short and the others 

long. There should be a pause after the 6th and last syllables of each pada. 

Definition: 

rsE éÔEiú½Úa ymnsÉla g> izoir[I 

rasai rudraikñccinnä yamanasabhalä gaù çikhariëé 

- Chandomanjari, Ch 2, Verse 161 

Example 

1. hr Tv< s<sar< Ô‚ttrmsr< surptehr Tv< papana< ivtitmpr< yadvpte 

Ahae dInenawe inihtmcl< iniúctpd<jgÛwiSVm nynpwiGm Évtu me . 
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hara tvaà saàsäraà drutataramasaraà surapate 

hara tvaà päpänäà vitatimaparaà yädavapate 

aho dénenäthe nihitamacalaà nikñcitapadaà 

jagannthasvmi nayanapathagmi bhavatu me 

- Jagannathäçtakam of çankaräcärya, 8 

2.kda va kailNdIk…vlydlZyamltra> 

kta]a lúyNte ikmip ké[avIicinict> 

kda va kNdpRàitÉqjqacNÔizizra> 

kmPyNtStae;< ddit murlIkeilinnda> 

kadä vä kälindékuvalayadalaçyämalataräù 

katäkñä lakñyante kimapi karuëävécinicitaù 

kadä vä kandarpapratibhaöajaöäcandraçiçiräù 

kamapyantastoñaà dadati muralékelininadäù 

- Krçnakaranämrutam of liläsukä, Ch 1, Verse 26 

Chandah with nineteen syllables 

Çärdulvikréditam: This metre contains 19 syllables in each pada. The 1st, 2nd, 3rd, 6th, 

8th, 12th, 13th, 14th, 16th, 17th and 19th syllables of each pada of this metre are long and 

the others short. There should be a pause after the 12th and last syllable of each pada. 
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Definition: 

sUyaRñEmRsjStta> sgurv> zaËRliv³Iiftm! 

süryäçvairmasajastatäù saguravaù çärdülavikréòitam 

- Chandomanjari, Ch 2, Verse 196 

Example:  

1.he gaepalk he ³œpajlinxe he isNxukNyapte 

he k<saNtk he gjeNÔké[aparI[ he maxv 

he ramanuj he jgTÇygurae he puNdkaR]a ma< 

he gaepIjnnaw paly pr< janaim n Tv< ivna 

He gopälaka he krpäjalanidhe he sindhukanyäpate 

he kaàsäntaka he gajendrakaruëäpäréëa he mädhava 

he rämänuja he jagattrayaguro he pundarkäkñä mäà 

he gopéjananätha pälaya paraà jänämi na tvaà vinä 

      - Mukundamälä of Kulaçekhara, 22 

2.kStUrIitlk< llaqpqle v]>Swle kaEStuÉm! 

nasa¢e vrmaEi´k< krtle ve[u< kre k»[< 
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svaR'ge hircNdn< c klyn! k{Qe c mu´avlI 

gaepôIpirveiòtae ivjyte gaepalcUfami[> 

kastürétilakaà laläöapaöale vakñaùsthale kaustubham 

näsägre varamauktikaà karatale veëuà kare kaìkaëaà 

sarväìage haricandanaà ca kalayan kaëöhe ca muktävalé 

gopastrépariveñöito vijayate gopälacüòämaëiù 

- Krçnakaranamrutam of Liläsukä, Ch 2, Verse 108 

Chandah with twenty-one syllables 

Çragdhärä: This metre contains twenty-one syllables in each pada. The 1st, 2nd, 3rd, 

4th, 6th, 7th, 14th, 15th, 17th, 18th, 20th and 21st syllables of each pada of this metre are 

long and others short. There should be a pause after the 7th, 14th and 21st syllables of 

each pada. 

Definition:  

èåEyaRna< Çye[ iÇmuinyityuta ôGxra kIitteym! 

Mrabhnairyänäà trayeëa trimuniyatiyutä stragdharä kétiteyam 

- Chandomanjari, Ch 2, Verse 210 

Examples 

1. ram< kamairseVy ÉvÉyhr[< kalmÄeÉis<h 
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yaeigNÔ< JnangMy< gu[inixmijt< inguR[¡ inivRkarm! 

mayatIt< surez< olvxinrt< äüì!NdEkdev< 

vNde kNdavdat< srisjnyn< devmuvIRzêp< 

rämaà kämärisevya bhavabhayaharaëaà kälamattebhasiàha 

yogindraà jnänagamyaà guëanidhimajitaà nirgurëaà nirvikäram 

mäyätétaà sureçaà khalavadhanirataà brahmavrndaikadevaà 

vande kandävadätaà sarasijanayanaà devamurvéçarüpaà 

    - Rämcaritamänasa of Tulsidäsa, Ch 6, Verse 1 

2. sanNd< niNdhSthtmurjrv÷tkaEmrbihR 

ÇasaÚs¢rNØ< ivzit )i[ptaE Éaegs»aecÉij gNfaefœfInailmalamuoirtkk…ÉSt{fve 

zUlpa[e 

rœvEnyKyiúcr< vae vdnivxuty> paNtu cITkarvTy> 

Sänandaà nandihastahatamurajaravahutakaumarabarhi 

träsännasagrarandhraà viçati phaëipatau bhogasaìkocabhaji 

ganòoòòénälimälämukharitakakubhastaëòave çülapäëe 

rvainayakyakñciraà vo vadanavidhutayaù päntu cétkäravatyaù 

     - Mälatimädhavam of Bhävabhüti, Ch 1, Verse 1 
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Chandah considered for intervention  

Totakam: 

The totakam metre has four saganä (||S, ||S, ||S, ||S) in each of its four quarters. It 

occupies 1756th place in the list of 4096 metres. 

Example: 

|   |   S   |   |   S   |   |   S   |   |   S   |   |   S 

tya ja to ta ka ma rth ni yo ga ka ram 

- Pingaläcärya, Ch 6, Verse 6 

2.2 Summary 

Sri Aurobindo on Chandas and its significance 

Sri Aurobindo observes that there is “a greater natural power” and “intenser value of 

sound” inherent within the metrical forms. He says: Metres are the most natural mould of 

expression for certain states of creative emotions and vision, it is much more natural and 

spontaneous than a non-metrical form. Emotions expresses itself best and most powerfully 

in a balanced rather than in a loose and shapeless rhythm. This is why ancient Indians 

expressed everything including science, philosophy, law etc., in metric forms.  

Another quality of metric forms is that they are quite helpful for the memory because of 

the easy durability inherent in them. Thus, people were able to memorise huge passages 

and prose from Brahmana texts as accurately as the metrical hymns in the Vedas and 

Upanishads. Sri Aurobindo makes it very clear when he says: “the tradition of metre is not 

a vain and foolish convention followed by the great poets of the past in primitive 
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ignorance unconscious of their own bondage, it is inspite of its appearance of human 

convention a law of Nature, an innermost mind-nature, a highest speech-nature. 

Sri Aurobindo further explains that the quantitative and accentual arrangement forms the 

body of a metre. Within this body lies the sensational element which deals with the 

arrangement of pauses and sound, such as assonance, alliteration, composition of related 

and varying letters etc. With this there is the pure emotional movement of the verse. 

Within these three elements (the body, the sensational element and the emotional 

movement of the verse), there is the intellectual element which brings the element of 

restraint, management and subordination of the law of harmony. This element is the driver 

of the chariot of sound. Without this the harmony is not possible in a verse. Again, there is 

the poetic delight and within this delight there is the spirit. This spirit is an unanalysable 

reality behind metre, style and diction, and this is the element which distinguishes one 

poet from another.  

Sri Aurobindo also observes that different arrangements of sounds have different spiritual 

values. He says that these arrangements “tend to produce by virtue of the fixed succession 

of sound a fixed spiritual atmosphere. The mere creative power of sound is very great on 

the material but ascending in force through the moral and intellectual, it culminates on the 

emotional plane. It is a factor of first importance in music and poetry. Hence, he says that 

when we speak of a particular metre “we are speaking of a particular spiritual force 

working through emotion into the material shape of a fixed mould of rhythmical sound 

which obeys both in his limiting sameness and in its variations the law of the spirit 

within”. 

According to Sri Aurobindo, for a poet, “management of metre is the gate of his 

inspiration and law of his success”. If a poet doesn’t have a right metrical mood, the ideas 

and feeling “will not run into the right form, the words will not take their right places, the 
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syllables will not fall into a natural harmony”. It is only when a poet finds a right metre 

suitable to the spirit and emotion of the poetry he is creating, that everything fits in place. 

Sri Aurobindo add by saying “Ideas and words come rapidly and almost as rapidly take 

their places, as in a well -ordered assembly where everyone knows its seat”. There 

shouldn’t be any sort of effort to create the metre and it should be a spontaneous 

movement. He further says that “when the metre has to be created with effort, everything 

else has to be done with effort, and the result has to be worked on over and over again 

before it satisfies”. 

According to the author of Chandovallari, Dr. Sampadananda Mishra, Sri Aurobindo’s 

understanding of chandas not only provides new guidelines to the study but also reveals 

the secret truth of chandas and throws a new light, a new vision on the world of poets and 

poetry.  

 

 

 

 

 

 

 

 

 

 


