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Preface

During the past five decades of my literary career which has
been mainly devoted to studies in Poetics—Indian as well as Western,
I bhave always felt that not only the Western scholars but a large
number of Indian scholars also have been deprived, unfortunately, of
its great wisdom treasured in the aesthetic speculations of Indian
‘masters. This dictionary has been designed to serve as a help-book
for such inquisitive scholars. An effort has been made to explain in
brief almost all the major concepts and technical terms of Sanskrit
Poetics and we hope that it will fulfil, at least partially, a long standing
demand.

The technical terms have been given both in Devanagari and in
the Roman scripts—and a list of contributors to the present volume
has been appended.

In the end, I would like to thank all my colleagues who have
cooperated with me in the execution of this project. I should also
take this opportunity to express my sense of appreciation for

Messers B.R. Publishing Corporation who have undertaken to publish
the volume.

—NAGENDRA
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abhavanmatasan:bandha : redundance
[sraasaaaray]

This is a poctic defect occurring where redundant words are used
(S.D. 7.7). Mammata calls it abhavanmatayoga (K.P. 7.54), i.e., ‘the
failure of an intended connection’, or lack of harmony between what
is said and the words expressing it. Examples:

(i) pallavakrti-raktosthi, i.e., (a body) with lips red like the
shape of a foliage.

Here the world ‘akrti’ (shape) is redundant and is, therefore, not
required at all.

(ii) Sadasivam naumi pinaka-panim, i.e. I bow to Sadasive who
holds a bow in one of his hands.

Here the adjective ‘pindka-pani’ is redundant as thers is no
reference to any warfare. Insiead, another epithet ‘bhakta-varsala®
‘(kind to the devotees) would be more appropriate. K.B.

abhavanmatayoga : See ABHAVANMATASAMBAND H A
Exegceing

v abhidha : denotation, denotative capacity bd sarin
[arfirar] - '

The primary capacity or function of a word, used to denote its
literal sense, which belongs to it by common convention. It covers
the kind, the characteristics, the particular thing it denotes and its
activity. In casc of homonyms, it is the context that determines their -
denotation. Kuntaka makes denotation immensely comprehensive to
include in it indication, suggestion, etc. But as a rule one capacity
ends and another beings as soon as it accomplishes its function.
Denotation cannot, therefore, extend itself to indication or suggestion.

S.K.



AM O DHWAN\
ARHIDHAMULA D abhidhamula dhwani

abhidliamiila dhwani : denotation-based suggestion or suggestion con-
[srfrargeneafy) veying the denotation extended to some other
sense. :

Also known as Vivakshitanyaparavéacya dhwani, it is the second
of the two main types of DHWANI. Here the predominant suggested
sense dces not nullify the 1enotation; it incorporates it and directs or
extends it to some wider, deeper implication. The denotation acquires
its real significance through suggesticn and is, therefore, subsidiary to
it. When a sentiment is suggested, the process ori he stages of sugges-
tion—denotation describing the situation, its ensnants and accessories
—are not perceptible. The suggestion of subject-matter or a figure of
speech is a perceptible process. Both represent the first type of
predominantly suggestive poetry. S.K.

abtidl.¢ miila vy arijana : denotation-based suggestion (direct).
[safarmar sgstar] )

Only one of the denotations of a homonym can be relevant in a
particular context, while the others are implied through suggestion.
The relevant denotation can be fixed on the basis of association (Hari
with the Disc = Visnu), dissociation (Hari without the Disc = a lion),
companionship (Hari with Arjuna = Krsna), hostility (Hari against
Vrira (a demon killed by Indra = Indra), motive (I bow to Hari =
Visnu), circemstances (Diove in a chariot with seven Haris = horses),
a characteristic quality (Narahari = Nrsimha who killed Hiranya-
kasipu), juxtaposition (Hari and Hara = Visnu), power (Hari protects
the world=Visnu), congruity (/fari rules over the forest=Lion), place
(Hari in the sky = The Sun), Time (Hari during the day = the Sun),
gender, accent, etc. But the poet’s skill brings home to the reader
the other denotations too, this capacity is the denotation-based sugges-
tion which gencrally forms the basis of some figures of speech.

S.K.

abhijéctya : grace, dignity.
[enfa=irca ]

(1) Dignity or Grace is a poetic quality. It is sweetly delightful
to the car and comforting to the heart by its soft touch and the natural
polish of its appearance. In the Delicate manner, it gives mental as
well as sensuous delight by regaling the ear and enrapturing the heart,

(2) In the Ornate or Variegated manner, dignity is a kind c?f
rich elcvation (in composition)—neither too soft nor too harsh. It is
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abhisdarika 3

charming on account of the profound skill manifest in the proper
~ balance of softness and harshness.

This term does not occur in earlier texts. S.K.
abhildsa : longing, pining. WA o
[afuene] |

The first stage in a lovelorn condition. When physical love is
aroused in a person at the very first sight or acquaintance, direct or
indirect, it creates an acute longing for quick union. R.G.

abhimana : ego
[Faare]

(i) Abhimana is more or less equivalent to the ‘Ego’—the con-
sciousness of the ‘I’ in man—the Ahamkara.* Bhoja regarded this
counsciousness as the source from which every other emotion is gene-
rated. A resultant of the experiences collected during many births, it
is the man’s love for his own self which is projected into his love for
other objects in due course. Love, therefore, is a form of Abhimana.
It enables a man to experience even pain as pleasure.

(i) Abhimana is also used in another sense, viz., identification.
Initially, the actor’s and subsequently the spectator’s identification
with the dramatic character has been referred to as Abhimana by

.

Sanskrit critics, Lollata and Jagannatha, etc. N.J.
abhinaya : acting, imitation. . s Y 2 A W cin it A
~ [stfaaa] N b

Acting is defined in Sanskrit dramaturgy as the imitation of a
situation or action. It is treated under a four-fold division, viz., argika
(physical, where the action is conveyed through movements of the
body), Vacika (vocal or expressed through the voice or language),
aharya (communicative, one which is communicated through -the
medium of clothes, ornaments, etc.) and lastly sdtrvika (emotive, one
in which the actor imitates the emotions of the hero as warranted by
the situation). Thus through these four types of acting an actor
imitates the situation or action of the hero (Rama, Yudhishthira, etc.)
and this four-fold acting constitutes a vital part of Sanskrit stage-
craft. I.N.C.

abhisarika : a variety of hefo.ne v 2 na o
[srfaaifrat]

[t is the eighth variety under Bharata’s eight-fold classification of
the heroine (NAYIKA) based on the situations she may bz placed in.
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Being infatuated with love, when the heroine either sends for her
beloved, or herself goes to meet him at an appointed place, she is
called an abhisarika: ‘“The two bracelets were raised upwards, the
girdle was fastened tight, the ringing anklets were somehow quictened:
thus I prepared myself to set out on love’s errand unnoticed; but, O
dear friend! look at this wretched moon; it has just come out at the
wrong moment removing the mantle of darkness which I needed so.
badly. (S.D. 3.76) R.G.

abhivyakti : revelation. N wa N oo
[sf=afE]

The term has been used by Abhinavagupta* to explain the pecu-
liar condition of the mind of the spectator in his experiznce of RASA.
According to him, rasa is revealed through the VYANJANA or
suggestion inherent in word and sense. Abhinava equates abhivyakti
with carvana which is the realisation of bliss freed from obstacles.
According to this theory rasa is not the creation of anything new. On
the contrary, it is the revelation of something already existing. Illus-
trating his point, Abhinava gupta cites the example of a jar and a
lamp. The existence of a jar in darkness is revealed only in the light
of a lamp. Similarly, the basic sentiment which already exists in the
spectator’s consciousness is revealed becomes a subject of relish when
he comes in contact with the objective constituents of an aesthetic

situation. ¢ - N
S wvar I L Gl Frea e BT
abhivyaktivada : theory of revelation.
[afweafawarz]
Abhinavagupta’s theory based on the revelation (ABHIVYAKT]I)
of RASA.
.adbhuta : the sentiment of astonishment. 4 A aa= j<laa
~. S [ma <«

It is one of the nine sentiments (RASA) enumerated in Sanskrit.
Poetics. Wonder or astonishment (VISMAYA) is its basic impulse.
Its colour is described as yellow and its presiding deity is Gandharva.
Anything that is wonderful, astonishing and supernatural constitutes

- its stimulating object. Stupefaction, prespiration, horripilation,
hoarseness, confusion, widened eyes, etc., represent its consequents.
and agitation, excitement, confusion, ecstasy, attempt to gucss, etc.,
are its accessories. R.G.
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akande rasa-prathana

.

adhika : exceeding. S S - TR &
[rfaF] | '

A figure of speech in which either of the two, the container and
the contained, has been narrated to be in excess: ‘What more shall
we speak of the vastness of this ocean wherein dwells Hari, the god
Visnu, unknown, after having withdrawn the worlds within his
stomach. (S.D. 10.72). Here the container, the sea, has been shown

vaster than the contained, Hari, the god Visnu. S.D.C.
adhikarika : the primary plot. - 1 % 4 in Lo Ly
[erfaswrfis] |

The subject matter is of two kinds: vastu ca dvidha (D.R., 1.17).
The main theme is known as the principal subject (adhikarika), the
subordinate is known as the incidental subject (PRASAMGIKA).
The word adhikari implies authority over the main result or fruit
(phala) and consequently adhikari or the owner is the principal
recipient of the same; and the story related to him is said to be
adhikarika (S.D., 6.43). I.N.C.

agamavirodhi : see VIDYAVIRUDDHA. / ™ =
[srrafaiyy | ‘

B
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agiidha vyangya kavya : unconcealed or explicit suggestion.
Evciieikac:d

This is the first kind of second-rate poetry having a suggestion
which is too manifest or explicit to make an appeal to imagination.
It resembles the denotation itself. Excellent suggestion has to be
veiled or concealed, like the breasts of a charming damsel. *“I am
not alive” in the mouth of a living person indicates that ‘I am as
good as dead”, which in turn suggests that “The person is suffering
from the agonies of living death™. This suggestion is too evident to

have any aesthetic appeal. ~ S.K.
" @hdrya : communicative acting. » oy AT
[sngra] )
It is one of the four major types of acting (ABHINAYA)
defined in Sanskrit Dramaturgy. ; I.N.C.

akdnde rasa-prathana : violation of sentimental propriety.
[sr1og TES4AT]
It is a poctic defect caused by an untimely insertion of another

. e

,‘] . 2 ' ] i 4
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sentiment. (K.P. 7.61; S.D. 7.14). For example, in Vanisamhara,
Duryodhana says to his queen Bhanumati:

Kuru ghanoru padani sanaih  Sancirayi vimuiica gatim parive pinim;
Sutanu bahul atopanibandlanam mama nipidaya gadhamurasthalam.
(V.S. 2.21)

(O lady with tight thighs, move on with a slow pace, and give
up the wavering gait. O slender-bodied lady, put your arms around
my neck and then forcibly press your breasts against my chest).

These words are meant to be spoken on the field of battle in
Kuruksetra when the great war was going on. On such an occasion,
people of high position are engrossed in talks about defending their
own camp or about attacking the enemy. But Bhatta-narayana, the
author of Venisamihara. has shown Duryodhana engaged in erotic
embrace with his wife, queen Bhanumati. This untimely insertion of
a love-affair in the vicinity of a hostile camp is a defect. K.B.

- .
! -
\..«\-.v"!.,, 4

akande rasa-viccheda : abrupt interruption of sentiment.
[sr103 <o-firsdm]

It is a poetic defect caused by sudden interruption of a senti-
ment (K.P. 7.61; S.D. 7.14).

Example :

devyah karnkanamocanaya milita rajanvarah presvatam.
(Mv. 2.50)

i.e., The Chamberlain—

The queens have assembled, your majesty, the groom is to be
sent.

Here the dialogue between Rima (son of Dasaratha) and
Parasurama (son of Jamadagni) was marked by heroic sentiment.
The reader’s joy is marred by the abrupt entry of the Chamberlain
who first informs king Janaka that the ladies (of the harem) have
gathered together and then requests him to send the bridegroom
(Rama) for unfastening the matrimonial bracelet, a request which
suits the description of a love scene.

The Chamberlain’s words approved by Janaka and later acted
upon by Rama have interrupted—rather abruptly—the heroic
sentiment, , K.B.
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akh yayika : narrative written in prose. ! |
N | anEmfasT]

It is a short story in prose. The word is derived from the root
“khya>, ‘to tell’. and as such story-tclling is the chief feature of this
form of composition. The Akhyayika is probably an offshoot of the
old Akhyanas or ancient annals and is romantic in its theme. It
generally deals with a historical or tradition : story describing the
life history and romances of the kings of India.

Bhamaha describes it as a prose composition, divided into
chapters called ucchvasas, the story being narrated by the hero him-
sclf, with verses forecasting future events; and intsrspersed with some
stories introduced by the poet himself. But, as Vamana later on

declared, it was not always necessary for the hero to relate his own
story. Dandin and Bhoja bave also defined Akhdyaika though, of
course, with some difference in detail, especially regarding the divi-
sions and the narrator. Dandin considers KATHA and akhyayika to
be identical (Kav. 1.28) but later rhetoricians (Vi§wanitha, etc). make
a distinction between them. They regard Bdana’s Harsacarita as an
akhyayika and Kadambari as a Katha. But all of them (including
Anadavardhana and Abhinavagupta), however, agree that it is invari-
ably written in prose. N.J.

akrama : syntactical irrcgularity. . .- s - w0
[sr67] ' '

This poetic defect is caused by syntactical irregularity or by
absence of order (K.P. 7.55; S.D. 7.7). Bhimaha (Kavyalaikara (i)

4.20), Dandin K.A. 3.144) and Vamana (K.V. IL 2.22), however,
name it is apakrama.

For example:

Samaya eva karoti balabalam pranigadantahitiva Saririnam:;
Saradi hansaravai parusikrtasvaramayiiramagii ramaniyatam.

\

“Time is the main source of strength and weakness of all living
beings. Thccries of the swans appear to be attractive in ths season

of mild winter whereas the peacock’s voice appears to b2 harsh y
(S.D., after 7.8).

Here the word ‘iti’ ought to be placed after ‘balibalam’. In the
example given above it occurs after ‘pranigadantah’, which is notlin
order syntactically.

Though there are no hard and fast rules governing word-order
in Sanskrit prose and poetry, yet sometimes putting an apt word in a
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- particular place makes the statement more distinct and persplcuous

If it is misplaced, it is considered to be a defect. . K.B.
aksepa : paralipsis. % \" -
[srreia ]

A figure of speech in which with a view to conveying some
special meaning ap apparent denial is made of what was originally
intended to be said.

Example:

‘I shall speak something in the interest of my friend, i.e. your
beloved, but what shall I say to a cruel-hearted fellow like you’ (S.D.
10.65).

Here the speaker intends to inform the lover that she would
die of his separation, but this special or important statement has
been conveyed through an apparent denial, i.e., without saying any-

. thing about it. S.D.C.

alarmkara : poetic ornament, figure of speech.
- [FEHY]

Literally it means that which beautifies an object or by which
an object is beautified. According to Candin the characteristics which
lend charm to a poem are called alarikaras or ‘figures of speech’ (K.A.
2.1). Dandin uses the word ‘alamkara’ in a wider sense and includes
in it not only Sabédalamkaras like alliteration (anuprdsa) etc., and
the arthalamkaras like simile (upama), etc., but also sentiment (rasa),
suggested sense (dhvani), etc., all these being elements which constitute
the charm of poetry. But later on Mammata and Visvandtha, who
followed Anandavardhana in this respect, modified the definition as
follows:

Such unstable qualities of words and their meanings as add to

‘their beauty and thus reinforce the scntiment are called figures of
-speech (S.D. 10.1). '

It means that the figures of speech beautify, though not always,
the body of poetry consisting of words and their imports, and by
doing so, they ultimately enrich the sentiment, i.e. the soul of poetry.

The figures of speech (alankdras) are mainly of three varieties :
(i) SABDALAMKARA, i.e, figures based on word, (ii) ARTHALA-
MKARA, i.e., figures based on meaning, and (iiij) UBHAYALA-
MKARA, i.e., figures based on both.
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alamkara-dhwani : predominant suggesuon of a figure (of speech).

[sraaTe eaf] ERE N ey
It is the second broad varlety of prcdommant denotation-based
suggestion of perceptible sequence. The denotation may represent
(1) a fact or (2) a figure. The suggestion may be through (1) an expres-
sion, (2) its sense, or (3) both. A pun (SLESA) generally suggests a
simile or metaphor. A vivid description may suggest the figure

‘Sublime’ (UDATTA) or a natural description (SVABHAVOKTI.
S.K.

alanikdra-$astra : science of poetlcs T P \_ ~
' [areiETe e | ~ |
This is one of the oldest terms used for poetics; the earlier
works in Sanskrit poetics were called Kavyalamkara, e.g., the works
of Bhimaha, Vimana and Rudrata. These works were so named
probably because Alamkaras (figures of speech) were given the most
important place in their treatises. In modern times Kavya-sastra has
replaced Alamkara Sastra as a synonym for poetics, and Alamkara-
Sastra is being used in a limited sense for a treatise dealing mainly

with rhetorics or figures of speech. N.J.
alasya : indolence, lethargy. 5 O3 e T4 \
< [eriwEa ]

It is the seventh among thirty-three transitory feehncs (VYA-
BHICARI BHAVAS), as enumerated by Bharata. Alasya is a state of
mind in which one is averse to any kind of movement or activity due
to weariness, pregnancy, and the like. Its external manifestations are
yawning, sitting at the same place for long, as if one is tied down to

it, and so on. (S.D. 11I. 155) R.G.
amarsa : indignation, impatience, wrath. ,':_ )2 DA s PR G
v[smd] ¥ @

It is the twenty-fifth among the thirty-three Vyabhiciri Bhavas*,
as enumerated by Bharata. Amarsa is the feeling ot indignation, being
a less intense degree of Krodha* or anger, excited when oneis
censured, blamed or insulted by someone. Redness in the eyes,
shaking of the head, knitting of the eyebrows, violent threatening,
etc., are its external manifestations. (S.D. [11. 156) R.G.

-amatparartha : undesirable second intention,
[srmeaia] : |
This is a poetic defect noticecable where the second meaning is



AMukHA 10

amukha

opposed to the contextual meaning. (K.P. 7.55; S.D. 7.7) According
to N.S, it is called bhinnirtha. (N.S. 17.90)

Example :

Rama-manmatha-sarena tadita duhsahena hrdaye nisdacart
Gandhavadrudhira-candanoksita jivitesavasatim jagamasa

_ (K. P. 7.255; Raghu 11.20)
ie.,

‘That female monster (named Jadaka), being hit in the heart
by an unbearable arrow of Rima's, who isas a attractive as Cupid,
and thereafter being smeared with blood—red in colour and
obnoxious in odour—repaired to the city of the god of life and death.”

This is the meaning suiting the context. The second m:aning
suggested by the words is as follows:

‘That female monster being hit by an unbearable arrow of the
Cupid’s who is none else than Rima, anointed herself with fragrant,
red sandalwood-paste, and then went to the residence of the lord of
her life.’ .

It is in the second meaning that this poetic dzfect, called Amata-
parartha or undesirable second intention is noticed, for it suggests the
erotic sentiment which is not compatible with the sentiment under

reference, i.e., the sentiment of disgust (bibhatsa). K.B.
amukha : prologue. | . DT A
v [snga]

Amukha is a passage, uttered by the STHAPAKA, that refers to
the main incident of the drama by means of a paranomasia or in a
figurative manner. Having observed the PORVARANGA, the pro-
ducer (SUTRADHARA) makes his exit and then entering immediately
after him, the sthapaka, the introducer of the subject-matter of the
drama, who is as accomplished as the stage-manazger, introduces the
dramatic theme which is known as amukha. In the later period of
the development of Sanskrit plays the sirradhara was performing the
duty of the sthdpaka also and dmukha became the part of pirvaranga.
As a matter of fact, the dmukha is PRASTAVANA. Sometimes the

damukha is introduced with the help of sufradhara, nati and the clown
(VIDUSAKA). I.N.C.

anangabhidhana : see ANANGA-KIRTANA.
[argrfaara]
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ananga-kirtana : inorganicism, description of the irrelevant.
[sgaaT]

' This defect is caused by delineating a theme whnch is not help-
ful in tle delincation of the sentiment concerned (S.D. 7.14). Mammata
refers to it as ‘anangibhidhana’ (K.P. 7.62).

The instance of this defect is found in Rajasekhara’s Karpiira-
maiijari, after the first act where the king and the queen congratulate
each other on their own verses depicting vermal charm. Thereafter,
two royal bards, Ratnacanda and Kancanda, also recite a verse each—
the theme of their poetry also being the spring. On hearing them, the
king ignores the verses indited by himself and by the queen.

In this context literary critics are of the view that the king’s
ignoring his own and his wife’s verses and praising those of the bards
does not in any way help in developing the main sentiment. K.B.

ananvaya : comparison of an object w:th itself or its own ideal form.
[ereaa ] T y .

A figure of speech in which, in one sentence, the same object
has been conceived of as both, the subject (upameya) and the standard
of comparison (upamana).

Example:

With the full advent of the autumn season the lotus became as
brilliant as the lotus (S.D. under 10. 26). Here the lotus has intention-
ally been compared to itself in order to convey the idea that nothing
else can match it. S.D.C.

anaucitya : impropriety. \ e R G < T ' Yy v A
[srAtfeca]

Although anaucitya or impropriety mars RASA in general, yet
in comic writings it is the very essence of the principal rasa humour

(HASYA). Normally, it forms the basis of RASABHASA. (see
AUCITYA). K.B.

anavikrta : wanting in novelty, monotonous repctntlon

Egcicnd 6 ax od vk A
Monotonous repetition of a word causes this defect of meaning

(@ = not; navikrta=made new). If the same word is used time and

again in a verse, one finds the monotony irksome (K.P. 7.56, S.D.
7.9).
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Example:

(1) Sada Carati khe bhanuh sada vahati marutah,
Sada dhatte bhuwain sesah sada dhiro’vikatthamah.
(S.D., after 7.11)

ile.,

‘The sun always moves in the sky, the wind always blows, Sesa
(the mythological serpent), always upholds the earth, and a man of
fortitude is always free from bragging.’

Here the word ‘sadd’ (always) used four times in the verse,
causes monotony. K.B.

avigaja alamkara - - -« Nl At o)
[srsr s . )

_ One of the three classes into which the SATTVIKA ALAM-
KARAS bave been divided. This particular category refers to the

physical gestures of the amorous heroine. R.G.
A , o

afigdtivistrti : dilation. [ oo nowd o -

[wgfafafa]

This is a poetic defect caused by excessive dllatlon upon a
subcrdinate theme (K.P. 7.61; S.D. 7.15).
An example of this is the long description of the sports of celes-

tial mymphs in 57 stanzas of the 8th Canto of Kiratarjuniyam by
Bharavi. K.B.

argika: physical (acting).
v [fE=]
One of the four major types of acting (ABHINAYA) defined
in Sarskrit dramaturgy which is performed by the movement of the

body. . I.N.C.
argyananusandhéna: see ANGYUPEKSA.
[srFamgaraiT] e

AN e BT
angyupeksa : digression. Y o ek Fa b A
[agT9=T1]

This is a poetic defect caused by the neglect of the principal
factor (S.D. 7.14). In Kavyaprakasa (7.52) it is, however, called
angyanamusandhédna.
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For example :

Udayana, the hero of Rarnavali (a drama by Sri Harsa or
Harsadeva), is depicted in Act IV as engrossed in talking to Vidisaka
about his love for Ratnavali (known as Sagarikd in the play). In the
meantime, the General’s nephew, Vijaya Varma, comes to the king
with a message that his enemy, the chief of Ko$ala, had been defeated
by their army. On hearing this about, Udayana forgets Ratnavali,
and enquires about the details of his victory.

This slighting (of the queen) on the part of the hero is a defect
in the eyes of literary critics. K.B.

“anka 1 : act. .
v =]

It is thematic division of the play, in which the character and
exploits of the hero are clearly manifested. An act visibly represents
the doings of the hero, and is based on purposes, contrivances and
sentiments of various kinds (D.R. 3.35). The incidents described in
an act do not cover a long period and here the occurrences like calling
from a distance, killing, fighting, revolution, sexual enjoyment, etc.,
are to be avoided and in which all the actors leave the stage at the
end (S.D. 6.7). This is equally applicable to the practice of the
classical French theatre. The exact division of a Sanskrit play into
acts is a feature which distinguishes it from the Greek compositions
in which division into acts was unknown. The first act is in the nature
of a keynote which foreshadows the whole story. The ensuing acts
carry on the business of the story to its final development. The piece
closes as it began with a characteristic benediction or prayer known
as BHARATA VAKYA. A regular Nitaka (play) has five acts,
one having ten acts is called Mahanataka (D.R. 3.43). I.N.C.

‘

aiika 11 : one-act play.
[er]

An Anka is a one-act play. Its plot is usually well-kknown but
it may sometimes be otherwise. The hero is a mortal or a common
man—not a god or a supernatural being. The predominant senti-
ment is pathetic exhibited in the wailing of many women. A short
play within a play is also often designated as anka (N.S. XVIIt,
138.145). It is also referred to as utsrstikanka simply to distinguish it
from the regular ankas. I.N.C,
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atikavairara : continuation scene.
[srgraany]

Ankavatdra is the continuation scene which is indicated by
dramatic persons at the end of an act and which connects the act
following, as a part of its own. The arnikd@vatdra comes between two
acts or within an act and relates the purpose of the seed (bija). In
other words it indicates the subject-matter of the act following
which thus appears as a part of the same. According to George
Hass the continuation scene is evidently a continuation of the action
by the same characters in a succeeding act, without any other inter-
ruption than the technical separation between the acts. A remark-
able instance of the application of this device on the modern stage
is to be found in a Drama by Charles Rann Kennedy, T/ie Servant
in the Howa, published in 1948, in which every act is thus continued
in the following one. , ILN C.

anubkava : physical manifestation of sentiments.
/ [srgena] Froeoa i T

The physical changes consequent on the rise of an emotion,
which in real life are regarded as the effects of an emotion, are called
Anubhavas in the technical jargon of Indian aesthetics. They are
called Anubhavas because they follow the basic emotion and com-
municate it to the characters present on the stage and to the specta-
tors as well.

These physical changes are of two kinds: (i) voluntary, such
as coquettish movements, etc., and (ii) involuntary, e.g, tremors,
choked voice, etc. The involuntary ones are called the SATTVIKA

BHAVAS. N. J.
anucitartha : improper signification. _ L
[erafaaa] W ' Pl 7173 ‘

Anucitartha is unsuitable or improper signification. What is
not appropriate to the context is to be avoided. If an expression
requiring dignified words is given an undignified colouring, it looks
inapt and indecorous (K.P. 7.50; S.D. 7.2)

Examples:
(i) Occurring in a word—

Tapasvibhirya sucirena labhyate
prayatnatah satribhirisyate ca ya;
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Prayaénti tamdasugatim yasasvino
randsvamedhe pasutamupagatah.
(K.P. 7.146)

ie.,

‘The state (of emancipation) is attained by the anchorites after
a long time, and those interested in sacrificial rituals desire to reach
it after prolonged endcavours; but the renowned people of valour
get it erelong, having accepted beasthood in an asvamedha—like
battle. ,

Here the expression ‘pasuta’ (beastiness) lacks in decency and
dignity as it is used in relation to ‘renowned people’.

(ii) Occurring in a sentence—

Kuvindastvam tavatparayasi gunagramamabhito,
Yaso gayantyete disi disi ca nagnastava vibho;
Sarajjyotsna-gaura-sphuta vikata sarvarngasubhaga
Tathapi tvatkirtirbhramati vigatacchadanamiha.

(K.P. 7.173).

i.e.,

As a ruler of the globe, you are spreading a large number of
good qualities in all directions. These bards are singing your fame on
all sides. Yet your reputation, which is as lustrous and attractive as
the moon in autumn, is moving uncovered. '

Here a king is praised but by reparsing the syntax and taking
into account the ambiguity of some words one may arrive at a differ-
ent meaning. On account of the use ‘kuvinda’=a weaver, guna=a
thread, ‘pataysi’=preparing a cloth, ‘nagna’=naked, ‘yaso,=infamy,
and ‘vigatacchddana’=destitute of clothing. The king may be meta-
morphosed into a weaver, thus, stripping him of all the dignity proper
to a royal personage.

The author of the stanza has at the surface praised the king so
that he and his favourities feel flattered; but it seems that the poet
did not hold the king in high esteem for one reason or another. He
has, therefore, composed the lines in such a way that at a deep=zr
level it might be construed altogether differently. Poetry such is this
‘is easily possible in Sanskrit on account of its richness in puns and
varieties of word-formation. The poet has, thus, advantageously
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*

resorted to this peculiar style in which he is successful by giving vent
to the feelings pent up in his subconscious mind. .

Since it has been consciously designed, the improper signilication
here is not an unconscious lapse. K.B.

anukdrya : object of imitation. |

The term is used for dramatic personae. Bhatta Lollata, one
of the earliest commentators on Bharata’s Ndtya-Sdstra, created a
confusian about the identity of the Anukdrya. He was not clear
whether the word Anukdrya meant the dramatic character or the
historical person. The later commentators in their discussions, how-
ever, made it clear that the word Anukdrya refers to the dramatic
character and not to the person in real life. N.J.

2

anukila 1 : favourable (hero). |
[sr3%w] w15, _

One of the four varieties of the erotic hero—NAYAKA, as
mentioned by Dhanaiijaya, Visvanatha and others. Anukila has been
defined as one who is devoted to a single heroine and is ever faithful

to her.

N 2 v A

Example:

“I put on only simple garments, O dear friend! my necklace too
is not shining; even my gait is just straight; 1 do not laugh excessively,
nor do I exhibit any pride. Yet they arc all heard saying that my
beloved, even though he is exceedingly handsome, never looks at
another woman. What other lady in the whole world can be as happy

as 1 am?”’ (S.D. 111.37) R.G.
anukiila 11 : favourable. L LN 1 %y N s -
[argm+] '

A figure of speech in which that which is unfavourable turns
out to be favourable. For example: ‘Oh slender lady! If you are
displeased, then firmly catch hold of the neck of your lover with
your noose-like arms.” (S.D. under 10.64). Binding a man is gener-

ally an unfavourable act, but here it has been described as favourable.
S.D.C.

b

anumdna : inference. A P T TP

[ergmm] . _ )
A figure of speech in which something to be established (sadhya)
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is realized in a poctical way through some indicator or reason
(s@dhana). ‘The lip of young ladies is sucked because nector resides in
their speech.” Here the sadhiya has been established through sddhana.

S.D.C.

anuprdsa : alliteration. . { § ® e

l/[mgsnﬂ_] 1Ay L2 :.r.:v,'; b RO <

It is a figure of speech in which there is repetition of the same
consonantal sounds even if the vowels are different.

It is of five kinds:

(1) Chhekanuprasa is a single repctition of consonants in the
same order, e.g. Ayameti mandamandam Kaverivaripavanah pavanah.
(S D. under 10.3). This breeze purified by the water of the river
Kaveri blows gently. Here in ‘Kaveri’ aund ‘vari’ the two consonants
‘v’ and ‘r’ and in ‘pavana’ and ‘pavana’® the three consonants ‘p’, ‘v’
and ‘n’ have been repeated only once. The word *‘Cheka’ means
cultured. This figure of speech is used by cultivated poets, i.e. poets
of taste.

(2) Vrittpanuprasa is the single or manifold repetition of (i) a
single consonant, (ii) of more than one consonant, exactly in the same
order or in a reverse order, e.g. kokila-kakali-kalakalaih (S.D. under
10.4). (sweet notes of the cuckoos). Here the letters 'k’ and ‘I’ have
been repecated more than once exactly in the same order.

(3) Srutyamcprdra is the repetition of letters which are pronounc-
ed from the same point of articulation: such as the palate, the teeth,
etc., e.g. Tastu mahadevaya jayinih, yah jivayanti drsaiva manasijam
(those ladies can conquer Mahadeva who can revive cupid with their
eyes). Here letters °j° and ‘y’ having the s:ame point of articulation,
i.e. the palate, have been repeated.

(4) Antyanuprasa is the repetition of a consonant along with
the preceding vowel atthe end of a word or a foot: e.g. mandam
hasantaly pulakam vahantah, etc. (S.D. under 10.6), (smiling gently
and feeling a thriil).

(5) Latdanuprasa is the repetition of a word along with its mean-
ing, though the difference in the meaning is noted after the realization
of the purport of the complete sentence, e.g. Smera-rdjiva-najane,
nayane kim nimilite, (S.D. under 10. 69).

N (O dcar, with eyes like a full-blown lotus! Why have you closed
your eyes?) Here the repetition of the word nayane constitutes the
Ldatanuprdsa: the word ‘nayane’ appears to be conveying the same
m.aming in both the positions, but while in the first position it is a
vocative case, in the second it is an accusative case. S.D.C.
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anusandhana : realization, recollecuon

[srgarea]

It is a term used in Abhmavagupta s Abhinavbharati in the con-
text of Lollata’s interpretation of Bharata’s famous dictum about
RASA, to explain the mental state of the actor while acting. Literally
it signifies recollection or recovery or recapturing. It is used to signify
the state of mind in which the actor imaginatively recaptures the

mental or physical behaviour of the original character and thus iden-
tifies himself with him. N.J.

anustup : name of metre or a class of metres consisting of four padas
[srgseq] of eight varnas each.

This is a VARNIKA metre of semi-even (ARDHASAMA) type
with eight (VARNAS) in each of its four feet (PADAS). It can also
be placed under the category of MUKTAKA type in as much as it
has no hard and fast rules either in respect of MATRAS or of
GANAS. The fifth varna is short (/irasva) and the sixth is long
(dirgha) in all the four feet; and the seventh varna is short in the
second and the fourth feet (Pingalasastra 3.23; Suvrtta-tilaka 1.14;
Sruiabodha 4; Chandalt Prabhdkara p. 126). The term anustup has
two meanings: geneic and specific. The former stands for all varieties
of metres haviog eight varnas in a foot whereas the latter indicates a
particular variety named SLOKA. It was in this metre that Valmiki

. wrote his Ramayana which is considered to be the first poetic work
in post-Vedic Sanskrit.

Example;

ma nisada pratistham tvam

agamah Sasvatih samah;

yat kraurnca-mithunadekam

avadhih kamamohitam. -. K.B.
anuvadayukta : improper in attribute. * .

_ This defect is caused by thc impropriety of an attribution or, in
other words, by the unsuitability of an adjunct (K.P. 7.57; S.D. 7.11),

Example :

“O moon, you are an ornament of the matted hair of the spouse
of Parvati (viz. Siva). You dispel the darkness of the World (after
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sunset), and you also deprive lovelorn men of their lives. Do not
torment me in vain.’ (S.D., after 7.11).

Here a lover separated from his spouse is requesting the moon
not to torture him any more. This statement is verified in the first,
second and fourth quarters of the stanza. The third quarter is a sort
of a filler with an adjunct. The adjunct killer of lovelorn men is not
justifiable in the context. If the moon kills the lovelorn, then no love-
lorn person should make a request to save him. Hence, the impro-
priety of attribution has made the verse defective. K.B.

anyonya : reciprocity

[ereara]

' A figure of speech in which two things perform the same act
towards each other. ‘The moon becomes lustrous by night and the
night by the moon.’ (rajanya Sobhate candrascandrenapi nisithint).
(S. D. 1v, 73 a, vr.). Here the night and the moon have been described

as adding to each other’s beauty. S.D.C.
apadasthapada : see ASTHANASTHAPADA.
[sragEgaz ]
apadasthasamadsa : sece ASTHANASTHASAMASA.
[srageaanra] | -
apahasita : silly or unprovoked laughter.
[srazfaa]

Bharata in Ndtya Sastra has divided mirth or humour (HASYA)
into three categories: (i) the excellent (uttama), (ii) medium
(madhyama), and (iii) base (adhama). Apahasita is the first of the two
types of the adhama hdsya, the second one being ATIHASITA which
transcends even apahdsya in its physical manifestations and crudeuness.
Indulged in by persons of low birth and culture, it shakes the whole
body and causes tears to appear in the eyes. No attempt is made to
restrain it. N.J.

\ apahnuiti : concealment. h PP um sa L . ke
[z 3fa] S .

A figure of speech in which the standard of comparison (upa-
mana) is highlighted after denying or concealing the object of com-
parison {upameya). ‘This is not the sky but the ocean. These are
not the stars, but the fragments of fresh foam’. (Nedam nabhoman-
dalamamburasirnaitasca tardah navaphenabhangah). (S.D. after 10, 39a).
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se i ;

Here after denying the objects of comparison, i.e. the ‘sky’ and
the ‘stars’, the standard of comparison, viz. the ‘ocean’ and ‘fragments

of foam® have respectively been highlighted.
' S.D.C.

Apakrama : see AKRAMA and DUSKRAMA
Exed 87 L,

aparadnga-vyailigya-kavya : poetry with subservient suggestion.
[39TF = w1

The second type of second-rate poetry wherein the suggested
emotions, subject-matter or figure is subservient to some other pre-
dominant factor. A lady lamenting for her husband remembers, the
sexual pleasure enjoyed with him, thus making eros subservient to
pathos. Most varieties of expression which are suggestive of emotion
are of this kind. S.K.

‘apasmara : epilepsy.

[sraeaie]

The twenty-second among the thirty-three VYABHICARI .
BHAVAS, as enumerated by Bharata. Apasmira or epilepsy isa
mental disease characterized by excess of suffering due to separation,
or the excess of any other kind of grief, or even the excess of the
feelings of fear or disgust, or caused by the evil influence of the planets
(R.G.L) Falling to the ground, trembling, sweating, frothing at the
mouth, etc. are the symptoms of this disease (S.D. 1II. 153). R.G.

aprameya : see BHUJANGA-PRAYATA.

[sr=war]
. aprastutaprasamsa : md:rect descrlpnon T
[erregaseiaT] “Ton & aJla T . .

A figure of speech in Wthh a reference is made to ‘aprastuta’
i.e. to an item which is not the subject-matter in order to convey the
‘prastuta’ or the subject-matter proper. It is of five kinds: (i) when a
particular is understood by a general instance, (ii) a general by a
particular, (iii) a cause by an effect, (iv) an effect by a cause, and
(v) one thing by another similar to it.

Example :

“Balarama says to Lord Krsna after being insulted by Sisupala,
“The dust, that rises over the head, when trampled under one’s feet,
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is better than the human being who rests content even when insulted.”
(Padahatam Yadutthdya mirdhanamadhirohati svasthddeva—pamanepi
dehinsstadvaram rajal). (S.D. 10, 60a vr.).
Here the word ‘human being has been used generally for all
mankind in place of ourselves’, denoting something particular.
S.D.C.

apraritartha : not clearly intelligible.
Eecicieyl

A poetic defect, which occurs when a writer uses such expres-
sions as are current in some particular branch of learning. The word
‘asaya’, for instance, generally means in Sanskrit “‘purpose or inten-
tion” (vide Amara kosa, 3.2.20) or a spot or a place as in ‘Jaldsaya’—
a reservoir of water. If somebody uses this word in the sense in
which Pdtanjali, the author of Yoga-siitra, used it, then the usage
becomes a poectic fault. * This blemish can, therefore, be termed as
‘unintelligibility’ (K.P. 7.5; S.D. 7.2). Vamana, however, terms it as
‘gidhartha’ (K.V. IIT 1. 13).

According to Rudrata, however, the term ‘apratita’ means the
use of a word which, etymologically signifies a sense but not a parti-
cular object, e.g., the word ‘himaha’ means ‘the destroyer of ice or
snow’. The word conveys a meaning, but does not indicate whether
it is the sun or the fire or something else (Kavyalankara, VI, 11-12,
vi 11-12). K.B.

aprayukta : unusual or unconventional usage.
EEpsid
Use of an unconventional word is aprayukta (K.P. 7.50; S.D.

7-2).
Example:
(i) Occurring in a word
Yathdyan: darundacdaral sarvadziva vibhavyate
tathd@ manye daivatosya pisico raksasothava.
(K.P. 7.143).
i.e.,

‘This man is always seen performing offensive acts. It seems to
me that his adorable deity is either an imp or a goblim.’
Here the centre of interest is the word ‘daivatah® which can be
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used both in masculine and neuter genders (vide Amara-kosa 1.1.9),
yet has never been used by any poet of eminence in masculine gender.
Here the use of ‘daivata’ in masculine gender is considered to be a
poetic deviation.

(ii) Occurring in a sentence

sa ratu vo duscyavano bhavukanam paramparam
anedamiik atadyaisca dyatu dosairasammaran.

(K.P. 7. 172)

‘May that Duscyavana (Indra) bestow upon you a series of
blessings and destroy your enemies by giving them ailments such as
deafness and dumbness!’

Here the words ‘Duscyavana’ for Indra, ‘Bhavika’ for blessing
and ‘Anedamuka’ for deaf and dumb are unusual.

Vimana in his Kavyalankarasutravrtti (2.2.21) has stated that
this defect is due to miya (i.e jugglery of words) and adds that the
instances of it are very scanty. K.B.

apusta : not feeding or assisting the meaning: superficial, irrelevant.
[rg=<]

‘Apusta’ is one of the defects of sense or meaning caused by
the use of irrelevant words or phrases (K P. 7.55; S.D. 79Y).

(i) ati-vitata-gagana-sarani-parimukta-visramanandah
marudullasitasaurabha-kamalakara-hasakrd ravirjayati.
(K.P. 7.256)

i.e.,

‘Victorious is the sun. He opens the lotuses whose fragrance is
wafted by the air. He has foregone all rest and repose during his
journey through the azure vault of heaven which is exceedingly

extensive.’
Here some words such as ‘ati-vitata’ are not relevant, for even
if they are not used, the idea is quite clear. K.B.

i Arabhati-vrtti : the fierce mode.
- [emeadt afa]
The fierce mode adopted by the vehement hero consists of
magic, conjuration, conflict, rage, frenzy, etc. It has four spects: (a)
withdrawal (samkshipti): withdrawal of previous hero and substitution
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of another, (b) conflict (sampliefa): encounter between angry or excit-
ed persons; (c) production of something (Vastuthdapana) through
magic, and (d) Tumultuous disturbance (avdpata) consisting of sudden
entries and exits, indicating flight out of terror.

~ The fierce mode has its origin in the Atharva Veda.

S.K.

darambha : Initial incident. RO U A
[errze]

Arambha is the first stage of action. This beginning of action
indicates mere eagerness to obtain the more important result. (DaSa
Rupaka 1.29). -

According to Viswanitha, it is the eagerness for the achievment
of the principal object of the action. The eagerness is in fact followed
by showing determination and scme sort of effort. This, in fact, consti-
tutes the beginning of the first act. Arambha pertains to that part of
the plot which is connected either with the hero or the heroine or
some other principal characters. It is analogous to the ‘initial incidznt’
of the action propounded in western Dramaturgy. I.N.C.

ardhantaraikapada : displacement.
[srataisaz]
This poetic defect is caused where the sentence of the first half

is completed by the word placed in the second half. (S.D. 7.6).
Mammata, however, terms it ardhantaraikaircaka (K.P. 7.54).

Example:

indurvibhati Karpiiragaurairdhavalayan karail,
Jaganma kuru tanvangi manam pdadadanate priye.

(S.D. 7.6)
ie.,

‘O lady of slender form, the moon is shining and whitening the
globe with her beams which are as white as camphor. Do not show
anger or annoyance towards the lover who is bowing down at your
feet.’ o

Here the word ‘jagat’ (globe) in the second quarter has its proper
place in the first one. K.B.

ardhantaraikavicaka : see ARDHANTARAIKAPADA.
[srafaisaras ]
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ardhasama : sce ANUSTUPA.
[srgaw]

arthacitra : Variegated meaning or striking import meaning.
[srafa=]

Non-suggestive poetry representing a striking idca conveyed
through denotation constitutes this variety which is generally illustrated
in single verses. These fit well into the grand pattern of a longer
narrative and lend an added charm toit. Most of the Sanskrt
aphoristic sayings (Subhdasitas) and many other figures of speech
belong to this variety. S.K.

-

arthaleri:kara : figures based on meaning. "’; g
[srais=1T]

One of the three main varicties of ALAMKARA or figure of
speech. Here the poetic charm lies in the import or the meaning of
a sentence. In an art/:alavikdara, the charm does not vanish even if a
word or a set of words is replaccd by their synonyms. Examples:
simile (zzpama), metaphor (rupaka), etc. S.D.C.

arthéntaranyésa : corroboration. o
[srataam] RV A B AT ST i

A figure of speech in which there is corroboration either through
similarity or dissiinilarity of a general statement by a particular one
and vice versa, and of the effect by the cause and vice versa. For exa-
mple—*“Hanuman crossed the ocean. What is imposible for the high-
spirited people™ (Hanumanakdpimatarad duskaram Kim mahdatmanam),
(C.A. 5.€8). Here a particular statement has becn corroborated by a
general one through similarity. S.D.C.

arthantarascritkramita-vacya-dhvani : indication based predominant,

[mf:azg‘zfq’amzqzqﬁr] - suggestion, with the denotation
transformed into a different
sense.

The first variety of indication based predominant suggestion
wherein the incompatible primary denotation is construed as indicative
of some different but related sense. The denotation is not desired
to be accepted, but is deliberately used to .indicate a secondary sense,
the purpose underlying being the predominant suggestion. In “go to
hell”’, *hell’ and the living person to whom the sentence is addressed
are incompatible. But it is construed to indicate the impicty, filth and



ARTHA VYAKT)
arthavyakti 25 '

suffering one is said to experience in hell. The intention is to suggest
that the person addressed is a filthy, impious sinner destined to suffer
in the end. Thus only one word in the whole sentence is suggestive
and the basis of suggestion is a purposeful indication. : S.K.

arthapatti : necessary conclusion. /. PETH 3 & Yo G
[srafafer] T |

A figure of speech in which one thing is concluded from another.
e.g , ‘Even iron, when strongly heated, becomes soft. How can men
be difterent? (ubhitaptamayopi marddavam bhajate kaiva katha
. Saririnam). (S.D. after 10.83), there it is concluded that men, whose

bodies are not as hard as iron, melt definitely under afflictions.
8.4

arthaprakrti : Causation
[srdazfa]

Arthaprakrti implies the cause which serves the main purpose of
the Drama. It is known as an element of the rlot. The drama is
taken to be a big trce and its purpose or end the fruit. Therelore,
Arthaprakrii is the cause, element of ingredient which helps to achieve
the end. Every plot has five causes or elements.

These five elements of the plot, are BIJA, BINDU, PATAKA,
PRAKARI and KARYA. Having them as the basis the five stages of
the plot grow one after another ultimately realizing its fruit. The job
of the samdnis is to effect synthesis among these elements and the
dramatic stages. Therefore, the plot should contain five elements
corresponding to the five Dramatic stages of the action which is again
divided into five junctures. The junctures are the structural divisions
of the drama, which correspond with the elements of the plot and

the stages in the hero’s realization of his purpose. I.N.C.
arthaslesa : sce SLESA. . f‘ - 2 ‘
[erFadra] ok bt N

arthavyakti : expressiveness, explicitness of meaning.

[srg=afzq]

' Bharata regards expressiveness as a natural realistic description
of activity in well-known predicates or the capacity to make the con-
tent intelligible simultancously with the hearing of the word. Vimana
defines (a) Verbal expressiveness as the capacity to carry home an
idea without the slightest delay; and (b) explicitness of sense : a quick
and clear manifestation of the nature of things.
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Dandin describes it as freedom from farfetchedness.
S.K.

artht vyanjana : sense-based suggestion
[arrert =@ AT ]

After the comprehension of the denotation of an expression,
the reader is incited to read between the lines, as it were, for some
different, broader or deeper implication which is conveyed to him by
way of suggestion. In this search one is guided by his knowledge of”
the speaker, the listener, the context of the sentence, proximity of’

words, purport, occasion, place, time emphasis or innotation, gesture,
etc. The sentence “The sun has set”’, for example, in the mouth of a
sage would suggest ‘the time for evening prayer’, to a cowherd
‘milking time’, in the context of a war ‘time for temporary half
cessation of hostilities’, with a bee hovering on a sun lotus, it would
suggest ‘the bee may get entrapped’, etc. S.K.

arya : a variety of metre.
[srra] )

This isa MATRIKA metre of the uneven type with twelve
MATRAS in the first and the third quarters, eighteen in the second
quarter, and fifteen in the fourth. There is no cacsura within the some
quarter. It has been termed as Gaha (Gatha) in Prakrea-paingalam,
according to which the first hemistich has thirty matras and the second
one. twenty-seven. (N.S. 16.170-171; D.S. 4.14) Prakrta-paingalam
1.57; C.P., p. 99) There are five kinds of Aryas viz., Parhya, Vipula,
Capala, mukhacapald and jaghana-capala (N.S. 16.153; V.R. 2.3-7).

Govardhana composed seven hundred verses in this metre. The:

authology is called Arya saptasati, The following is an example from.
Bhasa’s Svapnavasavadattam :

Udayanavendu-savarna-vasavadattabalaubalasya tvam,
Padmavatirna-pirnau vasantakarmrau bhujau param.  (1.1)
K.B.
asamgati : incongruity, disconnection.

[argwia] J ayi Bk J

A figure of speech in which there is an obvious violation of the:
relation between cause and effect.

Example :

‘She is after all a woman, but weak we have grown’: sd siri
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vayamn katarah (S.D., after 10.69). Generally to grow weak is the

nature of women, but here in her separation the lover (a man) has
grown weak. S.D.C.

asamlakshyakrama dhvani : The predominant denotation-based sugges-
[sraaea=n =afq] tion with imperceptible sequence.

It is the highest type of predominantly suggestive poetry. This
(second) variety of denotation-based suggestion consists essentially of
sentiment, and is also known as rasa dhivani. The reader comprehends
the suggested sehtiment almost simultaneously with the denotation,
viz., characters and circumstances (vibhavas), consequent effects
(anubhavas) and accessory sensations (vyabhicari bhavas). In the
Uttararamacaritam, for instance, Sitd and Rama, their remarks, the
background of the Pancavati forest, their gesticulations, etc., combine
to suggest the sentiment of love in separation instantaneously. Besides
pure sentiments, pseudo sentiments, mere subsidiary feelings not fully
developed into sentiments, etc., also fall under this category. None
of these can be denoted or indicated. S.K.

aslila : indecorous.
[sreenter]

Aslila is profane or indecorous. An expression which implies
or suggest an obscene object is considered as such. This poetic blemish
is three-fold: being the cause of (i) bashfulness, (ii) disgust, or (iii)
inauspicious reaction in the mind of the reader or the listener (K.P.
7.50: S.D. 7.2; K.V. II 14).

Examples:
(i) Occurring in a word¥
drptarivijaye rdajan sadhanam sumahattava.
il.e.,
‘O king, great is your organ in conquering the proud enemies.’

Here the use of the word sdadhanan: (resources) is not in good
taste on account of its phallic associations.
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(ii) Occurring in a part of a word—

atipelavamatiparimitavarnam laghutaramudaharati Sathal;
paramarthatali sa hrdayan: vahati punah kalakiitaghatitamiva.

(K P. 7.203)

ie.,

‘A villain speaks slowly, softly and briefly, though actually his
heart seems to be full of venom.’

Here the use of ‘pela’ in ‘pelava’ is vulgar as the expression is
used for a testicle in the dialect of Lita province.

(iii) Occurring in a sentence—

bhiipaterupasarpanti kampana vamalocana
tatrat praharanotsahavati mohanamadadhau.

ie.,

“The advancing army of the king with soldiers who had slanting
eves and who were infused with courage to use their missiles suppres-
sed (the forces of the enemy).’

Here the words ‘upasarpanti, praharana and ‘molana’ are not

indicative of good taste. On account of these words, the verse can be
construed by the listener like this :

A lady of beautiful eyes, shrugging and shuddering while

making advances, was bold in erotic sport. She made the king fall in
love with her,

(iv) Occurring in meaning—

hantumeva prav;ttasya stabdhasya vivaraisinal
yathasu jayate pdto na tatha punarunnatil

ie.,

‘He who is bent upon striking and is seeking for holes does not
rise up again as soon as he falls down’.

Here the second sense implies organs of sex, both male and
female, the mention of which is indecent. K.B.

asphutavyangya : obscure or not quite evident suggestion.
[z v

This is the fourth type of second-rate poetry in which one has
to exert his mind in order to comprehend the underlying suggestion.
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The effort and consequent delay mars its charm. Though necessarily
veiled, the suggestion should manifest itsclf promptly and easily as
in—*I experience intense craving during separation and fear of
separation during union: neither way do [ have any pleasure.” Here
the suggestion ‘“‘to arrange for a quick union frce from fear of separ-

ation’ is too obscure to be comprehended easily. S.K.
asru : tears, flow of tears. L7 v R »
Vv [3{31] = &

The seventh and the most universal of natural physical sensa-
tions. A sudden outburst of excessive wrath, grief or ecstasy causes
a gushing outflow of tears from the eyes. R.G.

asthanasthapada : transposition.
[sreqrasgag]

This poetic defect occurs due to transposition of a word or
words (S.D. 7.8). Mammata, however, calls it apadasthapada (K.P.
7.54).

Example:

priyena sangrathya vipaksasannidhavupahitam vaksasi,
pivarastane;
sragam na kacidvijahau jalavilam vasanti hi premni
gund na vastusu,

(K.P. 7.237)

ie.,

‘None of the ladies took off her wet garland which prepared and
placed, by the lover on her plump breasts in the presence of his co-
wives. Value lies in love, not in objects: i.e. it is the love which is

valuable and not the objects.’
Here the letters ‘na’ in the third quarter should come after

‘kacit’. In its present form, it is transposed. - K.B.

asthanastha samasa : misplaced compound.
[sreqraed qwid]

This defect arises when a writer uses a compound out of place
in his composition (S.D. 7 B). In Kavyaprakdasa (7.54) it is called
apadastha samadasa, '
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Example:

adyapi-stana-saila-durga-visame simantininam hrdi
sthaium vaiicchati mara esa dhigiti krodhédivalohitah;
prodyan duratara-prasdrita-karah karsatyasau tatksanar
phullat-kairava-kosa-nissaradalisreni  krpanam sast.
(K.P. 7.238; S.D. after 7.8)

ie.,

“Even now this pride intends to stay on in the ladies, hearts °
which are inaccessible on account of the fortification raised by their
hill-like breasts: fie upon me—*‘exclaiming thus, the rising moon, red
with wrath, as it were, instantaneously stretching forth his hand is
drawing a sword in the shape of the stteam of black bees coming out
of the blooming water-tiles’.

Here more compounds (in the first and second feet) would have
been appropriate to the occasion in the speech of the indignant moon
but they are conspicuous by their paucity.

Instead, a very long compound has been used by the poet in his
own statement, which is not wanted. It is absolutely a misplaced

compound. K.B.

asundara vyangya : charmless suggesuon
[z =] ‘ !

In eighth and last kind of second rate poetry wherein the suggest-
ed meaning has no explicit charm or appeal. Example: ‘‘there were
horripilations on her limbs to have the rustle of the leaves.”” The
expressed denotation is much more charming than the suggestion of
the lover’s entry into the creeper-grove. S.K.

. asiya : envy, jealousy.
[=rzar]

The fourth among the thirty-three VYABHICARI BHAVAS,
enumerated by Bharata. Asiiyd or envy is the state of intolerance
for another’s merits and prosperity, due to one’s arrogance. Pro-
claiming another’s faults, frowning, showing contempt, expressing
apger through wrathful gestures, etc. are the external manifestations

of this mental state. (S.D.I11. 166) R.G.

atadguna : that which does not assume the quality of another.

Eckutd
A figure of speech in which one thing does not assume the
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quality of another, though there is a reason for it. Thus, Oh beautiful
one, though you are of fair (white) complexion, yet you have smeared
my heart with red colour, i.e. attracted it towards yourself.” (dhavalosi
yadyapi sundar tathdpi tvaya mama raiijitam hrdayam.) (K.P. 10. 565).
Here the heart of the lover is represented as not assuming the quality
(i.e., whiteness) of the fair complexioned beloved; it has rather
become red. S.D.C.

-atihasita : excessive laughter.
[afazfaa]

The second of the two types of the adhama hdasya (the base or
vulgar type of laugh), the first one being APAHASITA. It is a roar-
ing laugh, the meanest type of laughter indulged in by ruffians. The
whole body is rudely shaken into distorted movements and a loud
noise accompanies the laugh. It is beyond the control of the laugh-
ing person and indicates absence of culture and decorum. R.G.

.« % ("

-

atisayokti : hyperbole. | -

/! [sfamafaa]

A figure of speech in which the identity of the object of ccm-
parison (upameya) with the standard of comparison (upamana) is taken
to be an established fact. This figure of speech has five varieties:
(i) negation of difference in the case of difference; (ii) difference in a case
where is no difference; (iii) negation of relation in the case of relation;
(iv) relation in a case there is no relation; and (v) reversed order of
cause and effect. An example of the fourth variety where relation in
case of non-relaticn is established: ‘If a pair of blue lotuses be attach-
ed to the lunar orb, then it can be compared to her face with beauti-
ful eyes.” (yadi syanmandale saktamindorindivaradvayam, 1adopamiy-
ate tasya vadanam caru-locanam) (S.D. after 10.47). Though no
relation is possible between the lunar orb and lotuses, yet here it has
been fancied by means of a supposition indicator by the word ‘if”.

5.D.C,

aryantatiraskrtavdacya dhvani : indication-based predominant sugges-
[srearafaiewaarsa sgafq] . tion utterly regardless of denotation.

The second variety of indication-based predominant suggestion
where the primary denotation has to be entirely discarded, being con-
trary or irrelevant to the context. he word is then construed as
indicative of just the opposite sense. It is a sort of ironical expres-
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sion. “‘I am thankjful to you™ when addressed to a wrong-doer is most

irrelevant and is construed as indicating hatred or hostulity. S.K.
auchitya 1 : propriety. VO TLAR. A
Vv [stfEca]

What befits a particular thing is proper, and the state of being
proper is Propriety or aucitya. It is the very life of poetry endowed
with RASA. Itis means of lending charm poetry. In fact, it can be
called the very soul of RASA. Nothing mars the aesthetic sentiment,
as Anaucitya or lmpropriety does. ALAMKARA (Embellishment;
A Figure of Speech) serves as a real embcllishment of poetry it ap-
plied at the proper place; GUNAS are qualities in the real sense when
they are not divested of propriety.

~ Auut_)a as the very life of poetry, pervades every component
of poetlc composition: the word and the meaning, parts of speech,
sentence, discourse, etc. According to Pro. S.Kuppuswami, all the
poetic elements like DHVNI (Suggestion), Rasa, Anumiti {Inference)
Guna (merit), Alainkara (figure of speech), RITI (Style or Diction)

and VAKROKT!I (Deviation) are governed by aucitya. N J.
auchitya il : propriety | 'i'_) o
[sftfarea] N

Propriety consists of an appropriateness or fitness of words and
ideas. Kuntaki accepts it as an essential quality. Anandavardhana
was the first to insist on all other factors being appropriate in rela-
tion to sentiment. Ksemendra elaborated it in all its aspects. It does
not occur among the earlier ten qualities. Kuntaka relates it to sen-
timent as its guiding factor. (1) It is the life-breath of a narrative
composition wherein the magnanimity of the nature of things is ap-
propriately manifested in a perfectly clear manner. (2) The intunded
denotation is veiled under the charm of maturity in the depiction of
an object through strikingly significant expression. N.J.

auddrya : generosity, magnammxty
[oﬂzm] } BMAAWLT O
One of the twenty SATTVIKA ALAMKARAS of the Heroine,
as enumerated by Bharata, and the last among the seven AYATNAJA
ALAMKARAS i.e. natural graces. It consists in polite and cour-
teous behaviour at all times (D.R.II. 36). 111.: *‘Even when my offence
is quite manifest, she does not utter any harsh words, nor does she
exp. ess her anger in any other way: she only looks at her female
friend with tearful eyes.” | R.G.

a4 .
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autsukya : impatience. - ‘i1 s
v [#tegaa] *

The twentieth among the thirty-three VYABHICARI BHAVAS,
as enumerated by Bharata. Autsukya is the feeling of impatience in
respect of attaining the desired gain or advantage without the slight-
est loss of time. It is occasioned by the absence of what is desired:

flurry, anxiety, etc. are its external manifestations (R.G.I) R.G.

avdcaka : imprecision.
[srara¥F]

Avdcaka is a poetic defect found where the literal sense is in-
expressive or inadequate or unidiomatic (K.P. 7.50; S.D. 7.3). It
may occur in a word, in a part of word or in a sentence.

Examples:

(i) Occurring in a word —
gitesu karnamadatte (S.D. 7, 3)

Here the sense to be conveyed is that he or she listens to the
songs. The idea could bave been well ‘expressed by saying, ‘He or
she gives ear to the songs!” But the expression has been rendered
faulty by putting the idea thus: ‘He or she takes ear to the songs’. The
root da with the prefix @ means, to take and not to give. Hence the
defect.

(ii) Occurring in a part of a word—

capacaryastripuravijayi kartikevo vijeyah
Sastravyastah sadanamudadhirbhiiriyam hantakdarah
(K.P. 7.202)
i.e., '

(Ravana says to Parasurima), ‘Lord Siva, the conqueror of the
three cities, has taught you archery. (His son) Kartikeya is to be
defeated by you)’.

Here the use of ‘Vijeya’ in place of ‘vijita’ is inexpressive.
Kartikeya has already been defeated by Para§urima. The past par-
ticiple ‘kta’ should, therefore, have been used instead of the affix ‘yat’
which indicates an act to be done in future.

(iii) Occurring in a sentence—

prabhrabhrad visnudhamapya visamasvah karotyayam;
nidram sahasraparpnananit palayana parayanam.
(K.P. 7.174).
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-

ie.,

- “The sun (whose chariot is drawn by a team of horses odd in
number) having reached the sky (known as the abode of Visnu) look-
irg beautiful with clouds is dispelling the sleep of the lotuses (which
are considered to have a thousand petals each).

Here the words ‘prabhrabhrit’, ‘visnuchama',* visamisva’,
‘ridra’ aud ‘parna’ have been used in the sense of ‘shining with clouds’,
‘sky’, ‘sun’, ‘closing’, and ‘petal’ resrectively; but they do not denote
these objects in common parlance. Hence their use is defective. I B.

* avahasitam : a broad laugh while ridiculing somcbody.
[sr=zfaan) Poowu hata L 1.1
It is indulged in by people of lesser culture and is accompanied

by louder noise and shaking of the shoulders and head. It indicated
that the queer actions, appearance or dress, etc. of a character are
ridiculous, on which account pzople are making fun of him. R.G.

avahintka : dissimulation.
[srafgear]

The twenty-sixth among the thirty-three VYABHICARI
BHAVAS. as enumerated by Bharata. Avahittha is a state of mind in
which one makes a voluntary attempt to dissemble the expression of
joy and similar other feelings, due to fear, dignity, modesty, etc. The .
state is externally manifested by engaging oneself in some other work,
or in talking about something quite different, or in looking astray, or
in engaging oneself in an activity not connected with the feeling which

is to te conceuled (S.D. 3. 153). ' R.G.

)

avantika-riti : the Avanti style or RITI. ‘ '
[aafrasr Q] A e o Tk ' _ ‘
The fifth style added by Bhoja to the traditional list, the
Avantika falls midway between the VAIDARBHI and the PANCALI.
Like the Panchali, it is sweet and delicate, but posscsses a few other

qualities in addition. S.K.

. davega: agitation, AP R S VA
/ [oman] c e
The sixteenth 2mong the thirty-three VYABHICART BHAVAS
(transient feelings), as enumerated by Bharata. A_reg? is a conftfsed
.and agitated state of mind, accompanied by some quick reflex action,
-and resulting from the sudden and unexpected appcarance of some-
thing desirable or undesirable. When such a state is caused by some
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joyful happening, it manifests itself in contraction of the body; when
it is caused by soms public calamity, it is manifested in relaxed limbs;
when the cause is fire, one is distressed because of smoke, etc.; when
the royal army has to retreat, one prepares one’s weapons and the
elephants in haste; when one has suddenly to face a wild or excited
elephant, the state is manifested in paralysis and trembling, etc.; when
there is a strong gale, one is afllicted because of dust, etc.; when the
state of Avega is occasioned by something desirable, it results in joy,
and when it is occasioned by something undazsirable, it results in dis-

tress. (S.D.111. 143-44) R.G.

avimrsta-vidheyamsa : transposed predicate.
[wfagszigaain]

It is that poetic defect which occurs when the predicable sense
(to be specially conveyed to the reader or listener) is not given due
consideration. In other words, it is non-discrimination of the predicate:
a=not, vimrsta=considered, vidheyamsa=that part of the statement
which is contained in the predicate. (K.P. 7. 51; S.D. 7.3). Mahima
Bhatta, however, calls it vidheyavimarsa (V.V. after 2.2).

Examples
(i) Occurring in a compound word—

srastan nitambédavaroparanti
punal punah kesaradamakéiicim.
nydsikrram sthanavida smarena
dvitiyamaurvimiva karmukasya.
(K.P. 7. 169)

ie.,

Pirvatl was putting on a girdle made of maulisn flowers. As
it was sliding down her waist, she repeatedly tried to fix it. It looked
like another string of the bow of Cupid who is conversant with the
correct position of objects (of ornamentation).

Here the word “dvitiya’ (another) is predicate, and hence it needs
a stress which is lost in the given verse owing to the ‘tatpurusa’ com-
pound. The correct sentence would have read:

maurvim dvitiyamiva karmuqkasya. K.B.
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ayatnaja alamkadra : natural, spontaneous, caused without effort.
[aEs sFTR ]
One of the three classes into which the SATTVIKA ALAMKA-

RAS have been divided. They, in a natural manner, enhance the
beauty and attraction of the heroine. R.G.

bhagnaprakrama : inconsistency.
[ s=ww]
This poetic defect is caused by violation of the uniformity of
expression (K.P. 7.55; S.D. 7.7).

Example:
ndthe nisayad niyaterniyogadustarigate hanta nisapi yaia.
ie.,

‘The lord of the night (moon) set, alas, the night also passed
away following the mandate of destiny.’

Here the root ‘gam’ is used for the setting of the moon and
the root ‘ya’ for the night’s end. This is violation of the uniformity
of expression. The Correct expression would be—

nathe nisaya niyaterniyogadastarigate hanta gata nisapi.

Such violation may occur not only in the expression of a verbal
root as shown above, but in the use of a prefix, a suffix, a pronoun, a
case, and a number also. K.B.

bhapa : monodrama.
/[wra]

The bhana, according to technical definition, is a monologue in
one act. In this only a single actor appears who narrates dramatically
a variety of occurrences as happening either to himself or to others.
He uses the monologue (a@kasabhasita) and pretends to see and hear
others. Love, war, fraud, intrigue are appropriate topics and the
narrator acts, speaks, asks questions and answers on bechalf of the
imaginary persons. The erotic and heroic sentiments are appropria-
tely expressed. The language must be polished, and music and sing-
ing should precede and close the performance. It is clear that the
bhana has developed from the pantomime or the musical dance, and
this explains why /dsya (a kind of dance accompanied with singing
and instrumental music) is employed in it. It is not impossible that
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_ ventriloquism was used to give effect to the imaginary dialogue, as the
art was not unknown in India. ILN.C.

bhaika : a comic one act play.
[wforst]

The bhanika is a comic piece in one act. The heroine belongs
to a higher and the hero to a lower order. According to the Avaloka

on the Dasariipaka: bhant is a kind of musical dance (Avaloka on
Dasanipaka 8.p.2). - LN.C

’.bhararavﬁkya : The benedictory verse or verses of a play said to be
V' [wraarg ] in honour of Bharata, the founder of Indian amaturgy;
the epilogue of a play.

Bharatavikya generally consisted of a benedictory verse after
the happy re-union at the end of the play. The happy end (a rule in
Sanskrit plays) brought about joy to the hero and others, and then the
most elderly person present in the last scene of the play asked the
hero in an almost routine phrase, “What further joys shall I confer
on you?” The hero having attained all that he desired had no further
personal pleasures to ask for, and so the elderly person would utter
a general benediction for peace for the king and the country and the
good of mankind and the world. This was a set epilogue for a play
which this ended on a happy note for everybody. R.D.

y bharart vrtti : the eloquent mode.
™ [wmdr gfe]

The Eloquent mode of the magnanimous hero is peculiar to a
Nataka. Mainly in Sanskrit, it is adopted by males and has four
varieties: (a): Prarocana Laudation for arousing expectancy through
praise; (b) Vithi: adopted in the Vithi type of play, it isa gay mode
indicating eros mixed with other sentiments. It begins with an abrupt
dialogue (Udghatyaka); (¢) The Prahasana: adopted in the Prahasana
or farce, it resembles the mode of a Bhdaa, consisting of song, dance,
recitation with or without dance, etc; and (d) amukha or introduction
is a device of introducing the writer, the theme, etc. at the beginning

of a drama. This eloquent mode is used by renowned actors and is
derived from the Rg Veda. S.K.

bhaval : a single undeveloped emotion o
Vwa] L gy &% A
It is suggested without percep.tible delay and is relishable. Hence
it is grouped with sentiment. But the Alankira school generally
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included it under figures of speech. It is primarily three-fold: (i) an
accessory sensation or feeling, predominantly suggested; (ii) a basic
impulse that is aroused, but not fully developed into the correspond-
ing sentiment; (iii) devotion to gods, kings, elders preceptors, sages,
etc. Later rhetoricians regard the third variety as the sentiment of
devotion, the highest of all sentiments. (¢f. Madhustdana-Sarasvati
and Ruipgosvamin). N.J. -

bhava 11 : gesture or expression of sentiment. _,
[wr=] S A N~ 2 WX UL WAL Epery gtk

One of the twenty SATTVIKA ALANIKARAS of the heroine,
as enumerated by Bharata, and the first among the threec Angaja
Alamkiras. It has been defined as ‘the first touch of erotic emoticn
in a mind which had no such experience in the past’ (S.D. IIl. 93).
111.: “It is the same spring season, the same Malaya breeze; and the
maiden is also the same; but she looks as if she is now quite different’’.
As is evident, the maiden is having her first experience of the erotic
feeling. This is bhava. R.G.

A8

bhavablasa : illusion of a emotion—pseudo-emotion.
[sramars] Y@ wgie A oA

An emotion or feeling which is inapprspriate in a particular
context. The feeling of detachment (#irveda) ari~ing in the heart of
a lover, or of fear (trasa) in the heart of a warlike hero are illustra-
tions psuedo-emotion. Visvanatha regards it as belonging to the class
of sentiments. It characterizes a particular verse or a group of verses,
but cccupies a subordinate position in the scheme of the whole com-

position. N.J.

bhavakatva : universalization.
[swaxe ]

Bhattandayaka in his exposition of Bharata'’s famous rasa-siiira
has maiatained that the poetic language has three powers: (1) abliidha,
(2) bhavakatva or bhavand, and (3) Bhoza or bhogikarad. The first is
the power of denotation and the second the power of universalization.
The core of Bhattanayaka’s doctrine is his concept of universaliza-
tion. which is his most significant contribution to Indian aesth:tics.
This power frees the aesthetic object from all its mundane concomi-
tants and thus presents it in a universalized form. Abhinavagupta
has criticized Bhattandyaka’s theory and argued that assumption of this
additional power in the poetic language is unnecessary, for its purpose
is served by the two other commonly accepted powers of language,
namely, LAKSANA and VYANJANA., N.J.
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bhavasabalata : chain of emotions, mxxture of fc»llngs
[ aramasar | L o e ba To ey e O

It occurs when dlﬁ‘crent accessory sensatlom or feelings arising
in quick succession. This cycle is highly relishable in a particular
verse or group of verses or a passage. It helps in turn to bring out
the fascinating appcal cf the sentiment concerned. N.J.

bhavasandhi : conjunction or conflict of fcclings. :
‘. V- _"\_ ot W 0 )
[werafia] Lt A W WA e e SR

A Y

It occurs when two mutually contradictory accessory feelings
are described through suggestion as being aroused and pacified by
each other. They should be predominantly appealing and quickly
grasped and should ultimately fit themselves into the desired patiern.

N.J.

blidavasanti : pacification or calming down of feeliqg.
[wramifea] P AN CA O e G e LA
It occurs when an accessory feelmg already aroused is described,

through suggestion, as calming down all by itszlf, or being ca'med
down by anotiher feeling or situation. This pacification or calming
dowa is predominantly apzaling in a particular verss, group of verses
or prose passagzs, and ultimately takes its proper place in the senti-
ment scheme of the whole composition. N.J.

bhavavaicitrya vakrata : striking deviation of roots or verbs.
[wradfa=7 a=xar]

In this variety of Vakrata or deviating sneech an act yeot to b.,
accomplished is described as already accomplished, thus bringing out

in a striking manner, the efficacy of the circumstances leading to or
responsible for that accomplishment, . S.K.

bhdvika : vision.
[7.f15]

A figure of speech in which some striking object, either of the
past or of the future, appears as one before the eyes. ‘I look at your
cyes which were once smeared with collyrium, and along with it [
perceive vour person to be adornad with the profusion of ornameats
(:n fuwure)'. (asidaiijanamatreti paspami tava locane, bhavibhiisana-
sambhdram siksit kurve tavakrein). S.D. after 10. 94-a. Here both
the collyrium (a past object), and the profusion of ornaments (the

future object), have been mentioned as if they are simultanzously pre-
sent before the cyes. S.D.C.
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bhéavodaya

bhavedaya : rise of a feceling, the suggesticn of an accessory feeling
[wratew] being predominantly aroused.’

The feeling not being an important basic impulse cannot and is
not developed into a fullfledged sentiment. Its rise is meant to deepen
the effect of another major sentiment, but it seems to characterize only

a particular verse or group of verses. N,J.
bhaya : fear, terror. NCean
[¥a]

It is one of the eight or nine basic emotions. This inborn instinct
latent in all minds, is aroused at the sight of beasts such as tigers and
lions that cause extreme disaster. It may also be aroused on noticing
a disastrous calamity of a terrific power. It is the basic instinct
in the BHAYANAKA RASA, the sentiment of terror. N.J.

bhcyénaka : the sentiment of terror, one of the enght or nine senti-
[wama] ments in poetry. ' O .

Its tasic urge fright or terror (BHAYA) and its cause or object
is anything that is terrific or fearful. Ladies and low-class male charac-
ters are proper subjects of the terrific. Its colour is dark. Palour,
hoarseness, swoon, perspiration, horripilation, trembling, glancing
away, etc., are its consequents. Disgust, agitation, unconsciousness,
piteousness, distrees, fatigue, suspicion, confusion, death, etc., are its
accessories. Generally it does not form the principal sentiment in a
Jonger composition. It serves as subservient to the sentiments of
pathos, heroism, and ferocity and is opposed to love, humour, and
quietude. N.J.

bhinnartha : see AMATAPARARTHA and GRAMYA.
[ ]

bhinnavrtta : sce HATAVRTTA.
[faeraw]

bhoga/bhukti ;: enjoyment. AR ZSr ™
[#ir/afaa]

Bhattanayaka has used this term to explain the term nisapatti
or consummation used by Bharata in his rasa-sitra. Rasa or the
aesthetic experience is not a perception, but a feeling of intense enjoy-
ment caused by the last of the three powers attributed to poetic
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language Bhattandayaka. Bhoga is the enjo&ment by the subject of the
art-object which is universalised in the creative process. Based on this
assumption, Bhattanayaka’s theory has been described as bhuktivada
or the theory of enjoyment by some later scholars. N.J.

bhojakatva : the power leading to enjoyment.
[t ]

Among the three powers of poetic language defined by
Bhattanayaka the third and the last is bliogtkarana which has been
-called Bhojakatva as well. It is, according to him, the power which
throws the two qualities inherent in the nature of the percipient,
namely, the ‘rajas’ or attachment and the ‘tamas’ or darkness of mind
‘into the backgrourd and brings sattva i.e. purety of mind to the fore-
front. It enables the subject to attain the state of perfect bliss resulting
‘from the contemplation of the aesthetic object, which is universalized
in the process.

Abhinavagupta argues that like BHAVAKATTVA, the concep-
tion of this third power on the poetic language is unnecessary. R.G.

.bhrantimdana : misconception.
[enframa]

A figure of speech seen where one thing is taken for another
owing to misconception. '

Example :

In the moonlight the cowherdesses place their pails under the
udder of the cows taking the moonlight for milk.” (candrikayam
-gopikah dugdhadhiya gavamadhah kumbhdn vidadhate. Here the error,
-obviously, is due to the similarity between the pale moonlight and
milk. S.D.C.

.bhujariga prapata : a variety of the VARNIKA metre.
[asrgama]

This is a varnika metre of the even type having twelve varnas in
each of its four feet. The arrangement of the GANAS in it is simple
inasmuch as it accommodates only a set of four ya-gana. Its symbolic
notion is ISS, ISS, ISS, ISS. The pause occurs unvariably at the end
-of each foot (Pimgala-sutra 6.37; Prakrta-paingalam 2.216; Chnnda-
nusasana 2.170; Nrtta-ratnakara 3.55; Srutabobha 22 Chandamanjart
2.118; Chandan-prabhakara p. 146). Bharata has, however, termed
this metre as Aprameya (N.S. 16.55).
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bhuktivida
Example :
na te kacidanya sama drsyate stri
guarrya dvitiya rtiyapi casmin;
mameyani matirlokamdalokya sarvam
Jagatyaprameydsi  srsi@ vidnarra. (N.S. 16.56)
K.B.
bhuiktivada : the theory of enjoyment : P
[fvra] S st el R

See under BHOGA.

bibboka : affectation of mdlﬂlrence towards a bcloved ab_;ect through
N [,a-a-]q] pride. Y AR o Ly

- > ]

One of the twenty SATTV[ <A ALAT\IKAR AS of the heroine,
as enumerated by Bharata, and the cighth among the SVABHAVAJA
ALAMKARAS: Showing indifference or disrespect towards one that
is loved or desired due to haughtiness and pride is bibboka (D.R. 2.41).
11 : “She began to converse with her sakhi (friend) standing by her
side, as if not listening to what the hero was saying’’. R.G.

bibhatsa : the sentiment of disgust or abhorrence, one of the eight or
[fiwza] nine sentiments in poetry.  “/ 2ruaa oo

Di:gust ( jugupsa) is its basic urge and its colour is su™ po:ed to
be blue. Mahakala presides over it. Stink, blood, flesh, fat, etc. con-
stitute its causes. Insects hovering over or fallen into the above repre-
sent its excitants. Its consequents are spitting or vomitting, turning
away in disgust or closing down one’s eyes, etc. Unconsciousness,
distress, sickness, fatigue, death, etc. form its accessories. It always
occupies a subordinate place, playing sccond fiddle to terror, ferocity,

pathos, or quictude. It is contrary to the sentiments of love and
heroism. N.J.

bija : embryonic cause. o -,;:.3
[Frvr) N

The bija is the first canuse or elemant from which the action
arises. It is like a seed germinating and expanding in manifold ways
as the action prozeeds (DuSarupaka 1.25). According to Sahitya
Darpana what is at first m:ntioned in brief but subsequently under-
goes various devclopments and thus constitutes the primary cause of
the ultimate object of the drama is said to be bija. Bija acts as a base
for Arambha, the first stage of the action. LN.C.



CAKITA

- cakita 43

bindu : the second of the five elemeats of plot. ... - '
[fez]

The Bindu, which literally means a drop, is the second element
in the plot. Likec a drop of oil in water, it quickly diffuses itself and
thus supplies important elements in the development of the plot.
Cantrary to BIJA (which is the source of the principal incident), itis
the unintentional development of some secondary incident, which
furnishes a clue to the main event. Bindu is that which preserves the
continuity of the main story of the Drama when it is disrupted by
incidental topics (S.D. V1). It acts like a base for Prayatna or effort,

the second stage of the action. ILN.C.
bodhaka : indication. TE
[aTa=s] .

One of the additions made by KesSava the twenty Séattvika
Alankaras* of the heroine. It has been accepted by quite a good
number of succeeding Hindi writers on classification of heroes and
heroines. (nayaka-nayika-bheda). It consists in the clear indica-
tion of time and place of assignation by the heroine to the hero, or vice
versa, through bodily movements and other signs, in a way that others
present may not know of their secret love adventures (R.P. VI. 51-56).

R.G.

bralmdésw ad.zsahcdara akm to the reahzauon of the Supreme Bein g
[FaEaE@aRT] | o e (2 e G aa At o
Bhattanayaka was perhaps the first scholar to use this term to
emphasize the unique supersensuous nature of the aesthetic experience.
The state of consciousness at the time of aesthetic experience
transcends the limited “‘I’’; the subject is completely absorbed in the
object and the whole reality surrounding him disappears from his
vision. The same thing occurs mutatis n.utandis in a mystical experi-
ence; in this sense aesthetic experience is similar to mystical experience,

yet they are not identical, and that is why former is qualified by the

term saliodara (real brother or very akin). N.J.
cakita : confused. " ‘ oy O : A
[=fea] .

One of the eight SATTVIKA ALAMKARAS added by
Vi§vanitha to the class of SVABHAVAJA. To be afraid and confused,
for one rcason or the other, in the presence of the hero is Cakita
(S.D. 3. 110). lll.: ““While she was enjoying a bath in the pool along
with the hero, a passing fish struck her thigh; the fair-limbed lady
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felt extremely agitated. The ladies feel nervous in sports even without
a cause; not to say when the cause is there”. R.G.

Campii : a mixed composition in prose and verse.
[==1]
Campit is a composition employing the mixed medium of prose

and verse. According to Bhoja, a Campit is similar to an AKHYA-
YIKA in its general form. N.J.

Cada-vrsti-prapata : see DANDAKA.,
[ar==fteyqia]

~ Capalata : fickleness of mind. ".%_ 7' .
~  [wusmar] "

The fourteenth among the thirty-three VYABHICARI
BHAVAS, as enumerated by Bharata. Capalata is an unsteady state
of mind due to envy, repugnance, passionate attachment, and the
like. In this state of mind, one would threaten others, speak harsh
words, or would behave wantonly (S.D. 3.169). R.G.

Chanda : metre.
[==]

Chanda stands for metre. To be more precise, the word Chanda
is chandas according to Sanskrit grammarians who derive it from the
root ‘cadi’ meaning ‘to please’. A Chanda pleases the person who
recites it as well as him who listens to the recitation. It is an acknow-
ledged fact that a theme presented in a metrical form is more
appealing than that presented in matter-of-fact prose. Yaska, how-
ever, is of the opinion that charda is derived from Chadi—to cover
(Nirukta 7.12). The Vedic metres are said to have protected the
deites from sins and death (A.A. 2.1.6; C.U. 1.42)

A Chanda may be either VARNIKA or MATRIKA. The
Varnika metres are called Vrtta; the matrika, measure is also known
as Jati. Composition of poetry in a varnika metre is based upon

. the calculation of GANAS (triado of symbols) and that in a matrika
metre on the calculation of MATRAS. A metre may, again, be either
of an even (sama) type, or of semi-even (ardhasama) type or an un-

_ even (visama) type.

Metre is held to be of divine origin as is evident from a Rgvedic
verse: Chandamsi jajnire tasmat (X 90.9). Moreover, the sanctity of
Vedic literature has evoked spontaneous veneration from the Indian
mind which has personified the Veda with Chandas as his feet and

.
]

|
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Siksa (orthography), Kalpa (Sacerdotal books), Vydkaraa (Grammar),
Nirukta (exegosis) and Jyotisa (Astronomy-cum-Astrology) as his
nose, hands, mouth, ears and eyes respectively. (Pdniniya Siksd 41).
The concept of metre being the feet of the Vedas establishes the basic
importance of prosody. Just as a person cannot walk without his
feet, similarly a poetic idea cannot develop without prosody. Thus, on

accout of its importance, its study is reccommended along witn other
branches of learning (M.U.L.1.5).

As regards the number of metres, Vairipa sadhri, a Rgvedic
seer, says: Kaschandsam yogam aveda dhirah (RV X.114.9) i.e., ‘who
can know the aggregate of all the metres’? The reply seems’ to be in
the negative as is corroborated by Bharata (N.S. 15.50).

Chandas are mainly divided into two groups—(a) Vedic and
(b) the Classical.

The principal metres employed in poetry of the Vedas are seven,
viz., Gayatri, Usnik, Anustupa, brhati, Pankti, Tristupa and Jagati
consisting, respectively, of six, seven, eight, nine, ten, eleven and twelve
varnas in a quarter. In classical literature the number rose up to

twenty-six types of VARNIKA metres and thirty-two types of
MATRIKA metres. K.B.

Chandah-sastra : prosody. _ ‘N b o8
[oFaame= ] ' '

There are stray references to Chandas even in the Rgevda (90.9:
X 114.9) and it is very probable that the study of metrics had its
beginnings in the hoary past. The earliest extant work on prosody is
Chandah-siitram by Acirya Pingala who cites several authors, viz.,
Kraustiki (3.29), Yaska (3.30), Tandi (3.36), Saitava (5.18; 7.10),
Kasyapa (7.9) and Mandavya (7.35) who had already worked on this
branch of learning.

Sruta-bodha, attributed to Kalidasa, Suvrttatilaka by qumendra,
Vrtta-ratnkara by Kedarabhatta and Chando-manjari by Gangadasa,
are some of the well-known books on prosody in Sanskrit. Prakrta-
paingalam deals with various metres in Prakrta and Apabramsa.

The topics discussed in books on prosody are (a) division of
metres on MATRAS andVARNAS, (b) possible number of metres
based on permutation of marrds and Varnas, (c) even (sama) semi-even
(ardhasama) and uneven (visama) kinds of metres, (d) metric nomen-
clature, and (e) illustrations of various metres in literary vogue.

K.B.
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Jeintal: the nmth among the thirty-three VYABHICARI BHAVAS
[Fafen] as enumerated by Bharata.

Cinrd is the state of painful reflection aroused by the non-attain-
nment of the desired object. Externally it is manifested in vacant looks
sighs, etc., (S D. 3.171) R.G.

1:!"
-
i

Cinta 11 :-pondering, worry or anxicty. o
[f==ar]

The second stage in lovelorn condition. The person who has
fallen in love begins to search for means of quick union and worries
about its possibilities. One also’ worries about the obstacles in the

path of union and the means to overcome them. =~ R.G.
«. -

citra : shape o F 3 S %y

[f==]

An ornament arising from the arrangement of letters which are
placed in such a way that either (i) they form an arrow, sword, lotus,
drum, wheel, disc, plough, etc., or (ii) they can be read vertically,
horizontally, crosswise, or even in reverse order giving the same or
different meaning. An example of the ‘arrow figure’: (mananaparusam
lokadevim sarasa sannama, manasa sadaram gatva sarvda dasyema-
mgaiam (Oh placid and devoted one, you always bow to the goddess-
of the (three) worlds whole-heartedly (with respect and servitude, and)
pacify her wrath (with worship and entreaty). .

Letters of the above verse can be arranged from the figure of
an arrow:

R A AT 2 S CH R A0 o
Citrakdrya : picture-poetry, variegated poetry
WalEecac
The lowest kind of poetic composition, void of the charm of
suggestion, but embellished with figures of speech. Bhimaha describes
it as a dexterous use of expression and includes in it even a natural -
description SVABHAVOKTI, void of suggestiveness but vivid, pitc-
turesque and life-like. In a longer composition, such ornate vcrses
may serve to enhance the effect of a scntiment. But in themselves,
they, being void of suggestion, strike the reader as a dry, complicated,
expression or description. They have their own strikingness and a
measure of aesthetic charm. If the word or sound is more striking,
it is Verbal Variegation. if the sense makes greater appeal, it is varieg-
ation of sense. They are not mutually exclusive. All figures of speech
beloug to these two categories. S.K.
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Cittavid-uti ; see DRUTI.
RRSIEERTY

culika : intimation scene
[Tﬁ‘am]

Ciilikad is an intimation scene. A male figure in a theatrical
company, who gives an explanation of an event stationing himself
behind the curtain, is known as Cilika (Dasariipaka, 1.119).. It con-

sists of voices behind the curtain relating various facts. I.N.C.
. dainya : miserable state —¢” .. | o, ‘
[3=x] y S

It is the eight among the thirty-three VYABHICARI BHAVAS,
as enumerated by Bharata: a disposition of the mind which makes one
speak disparagingly about one’s ownself. Such a disposition is occa-
sioned when one is in distress, or when one is subdued with the pangs
of poverty, or when, having committed a crime, one feels guilty and

repentant. (R.G. 1) R.G.
daksna courteous, lmpartlal (Iover)
[EfETW] ? 3 “f' ’

One of the four varieties of the erotic hero, as mentioned by
Dhanaiijaya, ViSvanatha and others. Daksina, according to Dhanafi-
jaya, is one who, even though now attached to another woman, con-
tinues to behave affectionately his previous love (D.R.I1.7). Visva-
nitha defines him as one who makes love to a number of women and
is devoted to all of them equally (S.D.III 35). R.G.

danavira : sentiment of charitable heroism.
[arere] v R Siy.o

It is best illustrated in Parasurama who gave away the whole
earth to Brahmins. It is developed from the basic impulse of enthusi-
asm for charity (Danotsaha). Recipients of charity are its objects.
Extreme generosity, sublimity and magnanimity are its excitants. Its
consequent is manifested in the generosity or giving away all of one’s
possessions. Ecstasy, courage, etc. are its accessories. . N.J.

dandaka : a variety of Varnika metre.
[gos=] .

Metres containing more than twenty-six syllabus in a quarter
are called DANDAKA. Pingala has defined a candapraydta Dandaka
of twenty seven varnas as consisting of two naganas followed by seven
ragancs (C.S. 7.33). Bhatta Kedara and Gangadasa term it as Canda-
vrsti-prapata (V.R. 3. 1; C.M. 2.1). Its symbolic notation is III, III,

SIS, SIS, SIS, SIS, SIS, SIS, SIS.



DHA RA\_\OAV7 PA

dharamavira 49

Example:

iha hi bhavati dandakaranyadese sthitih punyabhdjam muninam
manaharini
tridasavijayiviryadrpyaddasagrivalak smivirdinena ramena samsevite;
Janaka-yajana-bhiimisambhiita-simantini sima-sita-
padasparsapiitasrame
blmvana-namtta pada-padmablzzdlmnambtkaurllza yatra
gatanekasiddhakule.

A Dandaka cososisting of two naganas followed by eight raganas
is called arna. If two nagnas are followed by nine rdganas it becomes
arnava. 1f ten raganas are preceded by two naganas, it is vyala.
Jimita has two naganas and eleven raganas. Two naganas and twelve
raganas make it lilakara. Uddama has two naganas and thirteen
raganas. Fourteen raganas preceded by a couple of naganas give it
the name of Samkha.

The general term for all such names is pracita or pracitaka (C.
S. 7.36; V.R. 3,1, 2; C.M. 2.2.) K.B.

dayadvira : the sentiment of compassxonate hero:sm
[zaraiz] SRR & § &

The zeal to lay down one’s lee in order to relieve the suffering
of others. It is best illustrated in the words of Jimiitavihana—

Blood still oozes out of my arteries.
Flesh yet exists on my body,

1 find you are not satiated yet,
Why then, Oh Garuda, have you stopped eating? N.J.

dhairya : self-control, fortitude. SN o an e BE T F B it
[é*’j'] | S ] O 2 I % W R | i

One of the twenty SATTVIKA ALAMKARAS of the heroine,
as enumerated by Bharata, and the fifth among the seven AYATNAJA
ALANIKARAS. Self-control or a state of mind free from incons-
tancy and boastfulness is Dhairya (D.R.1I. 37). II1.: “Let the full moon
blaze in the sky with all her fury; let Cupid scorch me as he likes,
scparated as I am from my lover; the worst that thev can do is to kill
me; | am not afraid of death; I have no love for my life.”’ R.G.

dharmavira : sentiment of riteous heroism. ot

(2977 ] o Ao JUaQ

It is best illustrated in Yudhisthira who accepted the challenge
to gamble though it was forbidden, just because a king is not allowed
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to refuse it. His words define this sentiment at its best:

“Kingdom, richess, body,
brothers, sons or wife,
whatever in this world
doth belong to me
is ever ready for surrender
to a king’s duty.” R G.

N LY 4

~dhiralalita : the hero or nayaka of a poetic composition who is firm
[a"fmﬁa] and brave, but romantic in his disposition.

One of the four varieties of the NAYAKA or the principal

ch aracter of adrama. He is brave and firm, but romantic by nature.
According to Dhanafijaya, he is free from all cares, devoted to the
fine arts, gay and jolly. and gentle by temperament. King Udayana
of the play Ratnavali has been cited as an example (D.R.I1.3). R.G.

< [T s ] ooy WXl @

One of the four varieties of the NAYAKA as the principal
character of a drama. He is brave and firm, but also of cool tempera-
ment. He is supposed to possess all the general characteristics of the
hero, viz.,, generosity, contentment of having done his duty, high
descent, grace, ardour of youth and physical grace, competence,
popularity, brilliance, shrewdness and virtuous conduct. Madhava of
the play Malti Madhava has been cited as an example. (S.D. I1I. 30&
34). R.G.
. :'.;.;""s‘-.,l\" ‘
dhirodatta : the hero of a play or narrtive poem who is brave, firm

< [#Rrzra] and noble.

One of the four varieties of the NAYAKA as the prmcnpal
character of a drama. He is brave and firm, and also dignified and
generous. According to Vi$vanatha, he would never indulge in self-
praise, would forgive even his adversaries, is gifted with the quality of
deep discernment, is not carried away by emotiogs but is steady by
nature, would maintain decorum though he is full of self-esteem, and
would never give up his vow. Rama of the Ramayana has been

cited as examples (S.D. III. 32). R.G..

dhiraprasanta : the hero of a drama or eplc who is firm and calm.

L)
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dhiroddhata : a hero who is brave but haughty.

[aYa3a] .

One of the four varicties of the NAYAKA the principal chara-
cter of a drama. He is brave but haughty. According to Vi$vanitha,
he is deccitful, unsteady, full of egotism and arrogance, and addicted
to self-praise. Bhimasena of the AMahdbhdrata has been cited as an
example (S.D. I11. 33). R.G.

dhrsta : an erotic hero who is rude and insolent.
[gee] |

One of the four varicties of the erotic Ndyaka, as mentioned by
Dhanaiijaya, Vi§vanitha and others. D/irsta has been defined as one
who is not afraid even when he has done an offence, who is unasham-
ed even when he is reproached, and continucs to speak lics even
when his fault is manifest. Ill.: Such a hero narrates his own doings
to a friend, ‘“Her face was red with anger; intending to kiss her I
approached her; she hit me with her foot; but catching hold of the
foot, I only laughed; the maiden then knit her eyebrows and shed
tears in utter helplessness. It is still pleasant to remember the anger
of that beautiful damsel”, (S.D. 3.36). R.G.

dhrti : self-command, contentment. - .
[afe] .

The twelfth among the thirty-three VYABHICARI BHAVAS,

as enumerated by Bharata. D/hrti is the feeling of contentment spring-
ing from the attainment of the knowledge of Truth, or the desired
object. or power; it is attended by a feeling of complete satisfaction,
~dclightful utterances, a sweet smile, and clear understanding, - etc.
(S.D 3.168 & D.R. IV. 12) R.G.

4

dhvani : the suggested sense.
; [eafq]

The suggested sense blossoms, as it were, out of the primary
denctation or sccondary indication. The concept is based on the
Veduntic idea of splota, the manifestation of something inherent in
the eternal; it denotes a mysterious entity, a sort of hypostatization of
sound through which speech is manifested in the form of a letter, a
word or a sentence. It was accepted by Anandavardhana in the con-
text of a prominent or predominant suggestion, an aesthetically
effective implication of sentiment, subject-matter or a figure of speech
which constitute the very soul of excellent poetry. Poetry possessing
these 1s also called DHVAN1 KAVYA. S.K.

)/“, :
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dhvani-kavya : suggestive poetry or literature.

-

L)

'

" [=afx wTen] Doyl A WL N et

A composition wherein the suggested content is the most
prominent, appealing and forceful. The denotation or indication is
relegated to the background as a mere tool orembellishment of poetic
expression. It is of five types, the classification being based on the
predominant suggestion: (1) derotation or denctation-based:
(a) through perceptible stages of (i) an idea or subject-matter and
(i7) a figure cof speech; (b) instantaneously, (iii) of sentiment;
(2) indication-based suggestion: (a) inclusive of the denotation
transferred into scme better sense, (b) utterly regardless of denotation.

S.K.
dima : horror-play.
v [few]

Dima is a kind of RUPAKA, the subject of which must be will-
known. It is changed with gloom and is limited to the representation
of terrific events, such as portents, incantations, sieges and battles.
There are four acts and sixteen heroes consisting of demons, demi-
gods or Deities. It contains all the sentiments except the comic and
erotic, though the principal sentiment is Roudra.” According to the
commentary on the DaSaripaka, the name dima is equivalent to
samghara (injury), in as much the heroes always come to blows among

themselves (Dasartipaka 111. 57-60 a). . I N.C
dipaka : illuminator. T TS S W
‘«./"l [aqq;] - '

A figure of speech in which both direct and indirect objects are
related to each other through somec ommon attribute. For example:
‘A chaste wife as well as a firm disposition follows man even in his
re-birth’. (sati ca yogsita prakrtisca niscala pumamsamabhyeti bhavanan-
taresvapi) (S.D. 10, 42, vr.). Here both the unchanging nature, the
direct object, ie. the object of description, and the chaste wife, an

indirect object, have been related to each other by means of a com-
mon attribute, /.e. following man in his re-birth. S.D.C.

dipti : extreme loveliness of the heroine.
[&ifw] ) o

One of the twenty SATTVIKA ALAMEKARAS of the heroine,
as enumerated by Bharata, and the third among the seven
AYATNAJA ALAMKARAS. A higher degrec of KANTI, or the
patural loveliness of the heroine at its highest, is dipti (S.D. 1II. 96).
I1l.: “O bcautiful lady! your face is radiating lustre all around; the



DOSA
dosa 53
darkness of the night has vanished. PFay, go home. Why should you
disturb those Abhisarikas,* covered all over with dark clothes and
ornaments etc. who are going to the rendezvous to mect their lover in
the pitch-black night, by shedding light on them and thereby disclos-
ing their secret love?”’ . R.G.

doha : a variety of marrika metre
[=ar]

This is a MATRIKA metre of the semieven (ardhasama) type,
with thirteen matras’ in the first and the third quarters and eleven in
the second and the fourth. There is no pause within a quarter. The
rhyme occurs in the second and the fourth quarters (p.p. 1.78; C.P.
p. 82) Dolia has, however, been termed as ‘Dohadika’ (C.M. 5.31),

Doha has been one of the most favourite metres in Hindi poetry.
Such celebrated poets as Tulasidasa, and Bihari have employed it
copiously. It enjoys approximately the same position in Rindi as the
sloka (onustupa) in Sanskrit. K.B.

dosa : poetic defect. v L
2] (

It is derived from the root dus mecaning to sully, defile or dis-
ggure. When the principal meaning—and that is sentiment—is supres-
sed, the poem becomes defective (K.P. 7.49; S.D. 7.1).

Dosa or defect is of five kinds according as it occurs in:

C_(i) a word,
(ii) a part of a word,
(iii) a sentence,
(iv) sense or m.eaning, and

(v) sentiment.

Originally it had-a ten-fold classifications, but with the passage
of time the numbsar rose to seventy-six} The historical development
of the concept of poetic defect is summarised below :

Bharata enumerated ten defects (N.T. 17.87), and so did Dandin
(Kavyadarsa 3, 125-126). Prior to Dandin Bhamabha in his Kavyalan-
kara had catalogued these defects in this manner: six in I, 37; seven in
II. 39-64 and eleven in IV, 1,2,

Vimana enumerated twenty defects: five pertaining to words;
five with reference to the mecaning of words: three relating to senten-
ces; and seven applicable to the sense of the seatences (K.V. 2.1.4;
2.1.10; 2.2.1; and 2.2.9). .

Anandavardhana points out that fundamesatally all poetic flaws
pertain directly to rasa and hinder its recalisation.
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Bhoja divided poetic defects into three sections, of word, sent-
ence, and meaning of the sentence, cach consisting of sixteen dcfccts,
the total number being forty-eight (V. Raghavan’s thesis on S.P.
pp. 235, 236, 239).

Mahimabhatta in his Vyaktiviveka defines a poetic defect as
impropriety, which pertains to words and to their meanings. Accord-
ing to him, the defect in the use of a word is external, whereas that
in its meaning is internal. Both are said to hinder the enjoyment of
sentiments.

Mamata admitted that there were in all seventy-three defects:
sixteen pertaining to words and their parts; twenty-one with reference
to sentences, twenty-three relating to the sense or meaning and
thirteen applicable to sentiments (K.P. 7.50-52; 7.53-55, 7.55-57, and
7.60-62). - _

Visvanatha has discussed seventy-six poetic defects: sixteen
pertaining to words and their parts, twenty-three with reference to
sentences, twenty-three relating to the scnse or meaning; and fourteen
applicable to sentiments (S.D. 7.2-4; 7.5-8; 7.9.11; and 7.12-15).

According to Bhiamaha and Dandin even a slight defect should
not be allowed to go unheeded in a poem (Kavyalankdra 1. 1.12 and
Kavyadarsa 1.7); but Visvanitha, realising the difficulty of writers in
composing poetry without any blamish whatsoever, maintained that it
is exceedingly unlikely to write absolutely faultless poetry.
sarvatha nirdosasyaikantamasmbhavat (S.D. 1.2) K.B.
drstanta : exemplification. -+ .. , ..

[F2ia] 4

A figure of speech in which the reflection of the following three
requisites of a simile (upama) out of four conveyed in two different
sentences: (i) the subject of comparison (upameya), (ii) the standard
of ccmparison (¢pamar a), (iii) and the common property (samdanya
dharma).

Example:

‘When that fawn-eyed lady sees you, her affliction due to pas-
sion vanishes. Fading of water-lilies is noticed only when the moon is

beyond vision.’
Here in the second sentence the idea corresponds with the one

expressed in the first sentence. S.D.C.

drsya-kavya : see under KAVYA-BHEDA
(3% wrea]
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drutavilambita : a variety of varpika metre.
[zafserfeaal] 4

A VARNIKA metre of the even type with twelve letters in each
of its four feet. Its metrical arrangement of GANAS being nagana
bhagana, bhagana and ragana; its symbolic notation is III, SII, SIT,
SIs. There is no pause within a foot. The Natya-sSastra has, however,
called this metre harinaplutd whereas Prakrta-paingalam has termed it
as sundari (P.S 6.30; N.S. 16.51; P.P. 3139, S.B. 23; S.T. 1.27; V.R.
3.50; C.M. 2.129; C.P. p. 153, CMa I, 37).

Examples:

(i) sukha-parasya harerubhayam krtam
tridivamuddhrta-danava-kantakam;
tava sarairadhuna nata-parvabhih
purusa-kesarinasca pura nakhaiha.
(Abhijnana-sakuntalam 7.3)

[ 3 s . »

druti : dissolving, melting. s X Foe ke o
[zfa] T R |

Druti or ‘Cittavidruti’ is the melting condition of the heart when
one is overpowered by emotion. It is the inherent quality of

MADHURYA GUNA and occurs in the realization of SRNGARA
and KARUNA rasas. R.G.

durmallika : comedy of intrigue.
[zHfeersr] ,

The durmallika is a comic intrigue in four acts, in each of which
the friends of the hero and himself successively lead the action.

I.N.C.

duskrama : improper order. _ . . ', .. U e I
[z5%A] T '

This defect of meaning is caused by the impropriety of order of
objects in a statement (K.P. 7.55; S.D. 7.9). A few other rhetoricions,

however, call it a phase apakrama (Kavayl. I.4.20; Kav. 3.144; K.V,
I1. 2.22)

(i) bhiipala-ratna-nirdainya pradana-prathitosava;
viSranaya turargam me matangamn va madalasam.

i.el,

‘O jewel among kings, you are renowned for bestowing affluence
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(on the needy). Give me a horse, or an elephant intoxicated with.’
Here the order of the objects —a horse and an elephant—is not

correct. The elephant should have been mentioned prior to the
horse. K.B.

diti : a female messenger of the heroine, a go-between.
v[Ea] DGt
The messenger should be as cunning and readywitted as the
hero’s companions. She may be a female friend, a maid-servant, a
labourer, a foster-sister, a neighbour, a femal ascetic, a craft woman or
the heroine herself. _ S.K.

ekdrtha : see PUNARUKTA.
[T=ra]

ekavali : a necklace.

[a=iT ]

A figure of speech in which each succeeding thing is affirmed or
denied as an attribute of each preceding thing. Example of the first
variety: This lake is teeming with full-blown lotuses; the lotuses are
in contact with bees; the bees are humming and their humming gives
rise to passion. (saro vikasitambhojamambhojam bhrmgasamgatam,
brmgah yatra sasargitah sarigitam sasmarodayam). (S.D. after 10.78).
Here the lotuses are the attribute of the lake, the bees of the lotuses,
the humming of the bees, and the passion of the humming. S.D.C.

-/ gadya : prose. P N L Y
g [ ‘* ‘

Literature has been divided into PADYA (verse) and gadya
(prose) by Sanskrit scholars according to the form it assumes. A
work which is not composed in regulated, rhythmical units is called
gadya. Vamana, who regards prose as the touchstone of poetic skill,
has classified gadya into three styles: (a) Vrittagandhi, (b) Ciirna and
(c) Utkalikapraya. He defines these as follows:
Vritragandhi : Literally means ‘that which has the fragrance of verse.’
It is a kind of prose style which is interspersed with pieces of verse or
which is rhythmical like verse.
Cirna : A prose style which is free from long compounds and contains
beautiful phrases.

Utkalika’pra‘yd'.: A prose composition replete with compound
words and hard letters is called utkalikapraya. It isthe converse of
cirna. N.J.
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gana : a triad of symbols.

[wror]
A ‘gana’ is a triad of symbols for notation in metres. It is eight-
fold and has the following names and symbols:

1. Magana SSI 2. Nagana I1L
3. Bhagana SII ‘4, Yagana ISS
5. Lagana ISI 6. Ragana SIS
- 7. Sagana IIS 8. Tagana SSI

Here S stands for long sound and I stands for short sound (C.S.
1.1-8; N.S. 15.83-84; P.P. 1.33;).

- Bharata considered these eight triads to be of divine origin (N.
S. 15.84) and some treatries on prosody have assigned a deity to each
of them (vide sitirima’s commentary on ‘Srutabodha 3). It is main-
tained that the use of magana Yagana, bhagana and nagana presided
over by Prihvi (Earth), Varuna (Water), Candra (Moon) and Svarga
(Heaven) respectively. A poetic composition beginning with these
triads yields monetary gain, prosperity, fame and happiness. The rest
of ganas, viz., ragana, tagana, jogana and sagana have Agni (fire) Aka-
sha (sky), Surya (the Sun) and vayu (wind) as their deites and their
use is not recommended at the beginning of a poem, for they are
supposed to indicate death, disappointment or failure, apprenhesion
and change of place respectively.

(Sitarama’s commentary on Srutabodha 3).

The following statement, however, is an exception to the above
rule: .

The mention of some Divine epithet or of an auspicious object
at the very outset of a poem nullifies the malevolent effect of an
omenous triad. A jagana, for instance, is not considered auspicious
with which to start a poem, but Mdgha and Bharavi started their
works in Vamsastha metre having a jagarna for its first triad. Both
these poets of great eminence, therefore, used the word ‘Sriyal’ (Sri-

Goddess of Wealth, in genetive case) as the initial word to ward off
the evil influence of the jagana. K.B.

garbha : Development containing suspense. J ok oL A
[l

Garbha is the third juncture which is known as Development
because herein is centralised the main action of the drama or in other
words it is here that the seed (bija) attains visible development though
giving way apparently to impediments yet in reality adhering to the
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original intention of attaining the aim. According to Dasariipaka,
garbha is searching after the seed (BIJA) which is seen and lost by
turns (1.57). In it meets the third stage of action i.e. prdptyasa, the
prospect of success and PATAKA, the secondary episode in the plot,
which if extensive scmetimes extend beyond garbha up to the last
sardhi. The twelve sub-divisions of the development are: misstate-
ment, indication, supposition, exaggeration, progress, propitiation,
deduction, quarrel, out-witting, dismay, consternation and revelation.
Misstatement (abhiitGharana) is a deceptive statement. Indication
(marga) is pointing out one’s real purpose. Supposition (riipa) is a
statement involving conjecture. Exaggeration (uddaharana) is an over-
statement suggestive of excellence. Prcgress (Krama) is the realization
of what one is thinking earnestly about. Propitiation (sarigraha) is
what is effected by conciliation.

Deduction (anumana) is inference from some characteristic sign.
Quarrel (totaka) is an angry speech. Out-witting (adhibala) is a secret
intention to cheat. Dismay (udvega) is fear caused by an enemy.: Con-
sternation (sambhrama) is fear and trembling. Revelation (dksepa) is
the revelation of the secret of the central theme, i.e., it is the unfold-
ing of the seed (bija) in the Development (garbha). (See SANDHI).

I.N.C.
garbharka : a play within a play. L

[‘T‘ﬁ%] ¥ ol :' o T = '

An act that is inserted within an act is called garbharka. It con-
sists of rargadvdara (see PURVARANGA), AMUKHA and in it
abides the BIJA, i.e., the nucleus of a new drama, an act of which is
incorporated within the act of the main drama. For example, in the
Bala- Ramayana drama Kancuki says to Ravana that a drama entitled
Sitd@-Swayamvaranam, which is to be heard with many ears and to be
seen with many eyes has been composed, as it were, for you. (S.D.
6, 8). Garbhaiika is backed by some motive, i.e., it serves some impor-
tant purpose in relation to the main drama. An example of garbhaiika
can be bound in the Hamlet of Shakespeare. 1.N.C.

garbhita : parenthesis.

[afaa] o
This is a poetic defect caused by the use of a parenthesis ina

sentence. (K.P. 7.54; S.D. 7.8).

Examples: ’

(i)  parapakara-niratairdurjanaih saha sangatil:
vadami bhavatastattvam na vidheya kathancana. (K.P. 7.240).
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lel’

‘Friendship with vicious people engrossed in doing malevolent
deeds towards others—I tell you the truth—should never be entered
into.

Here the third quarter of the verse ‘vadami bhavatastattvan?’ is
parenthetically placed, which does not sound good. K.B.

/ garva : pride. € 5wy §a 0 T8 1A
[na] -

The eighteenth among the thirty-three VYABHICARI BHAVAS,
as enumerated by Bharata. Garva is the feeling of pride, which one
has for his radiant personality, riches, high attainments in the field of
knowledge, noble lineage, etc. Showing disrespect, coquettish dis-
play of one’s person, immodest behaviour, and such other acts cons-
titute its external manifestations. (S.D.111.154) R.G.

gauda mdrga : manner of the gaudas, eastern style, farceful style.

[TYe w3t ]

Rejected by Bhamaha but accepted by Dandin, the manner of
the Eastern Gaudas is distinguished by numerous compounds and
verbasity, alliteration and fieriness. It is described as a grotesque
or coarse manner—different from natural expression, and aims at
showing off versatility. S.K.

gaudi : Gauda or eastern style. . . .
[ A G TR T )

It is almost the opposne of VAIDARBHI RITI (style) except,
for three common qualities of expressiveness, sublimity, and balance.
It is compact, pedantic, uneven, harsh, complex, abounding in exag-
geration and alliteration (Dandin), yet it is desirable for some senti-
ments, e.g. valour, ferocity, etc. Vamana attributes -only force (ojas)
and brilliance (kanti) or fury to this style. To him it is not very desir-
able. The Gaudas are fond of exaggeration, verbosity and blatant
alliteration. Rudrata describes it as having compounds of any number
of words. Bina and Bhavabhuti were fond of Gaudi style. S.K.

gaunt lakshna : secondary or metaphorical indication.
Ribigsciend|

The secondary indicated sense bears the relationship of sem-
blance to the primary denotated sense. It provides scope for figures
based on resemblance or similarity. As semblance is not an innate
-or primary relationship, it is regarded as secondary indication. S.K.
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glani : excessive exhaustion, languar. ..
[7nf7] ‘

The second among the thirty-three VYABHICARI BHAVAS*,
as enumerated by Bharata. Glani is the feeling of utter exhaustion due
to coition, exertion, mental worry, pangs of hunger and thirst, or the

like. Externally it is marifested in trembling, loss of will to work,
etc. (S.D.111.170) R.G.

gosthi : a minor type of one-act play or uparipaka.
[Tt ]

It has all the characteristics of a general play (nataka) except
those specified below. This one-act play consists of nine or ten male
and five or six female characters. The expanse of action being limited,
there is no scope for GARBHA and VIMARSA types of constructions
(Sandhis). Gosthi has KAISIKI VRTTI and spigdra (erotic) as the
dominant rasa. The dialogues do not have elevated (wddarta) words.
Raivatamadanika has been cited as an example of this type of one-
act play. These liberal specifications prescribed for this type of play

leave enough margin for the imagination of the dramatists. R.D.
gramya : vulgar. s .
/ o] ‘

Gramya is a postic defect based on Vulgarism. The cultured:
people do not use indecent words which are in vogue in the parlance.
of the riff-raff (K.V. II.1.7; Kavyal (ii) 7.17; K.P. 7.51; S.D. 7.2)..
Bharata, however, calls it as b/iinnartha (N.S. 17.89).

Examples:
(i) Occurring in 2 word—

raka-vibhavari-kanti-sankranta-dvuti te mukham
tapaniya Sila-Sobha-katisca harate manah.

l.e.’

‘Your face which is radiant as a night illumined by the full:
moon and your waist whose splendour is like that of a slab of gold,
entices my mind.

Here the usuage, ‘kati’ in the sense of ‘hips’ is considered to be -
vulgar in Sanskrit.

(ii) Occurring in a sentence— ,

tambiila-bhrta-gallo-yam bhallari Jalpati manusal;
karoti khadnam panam sadaiva tu yathd tatha. (K.P. 7.180) :
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“This man always manages anyhow to eat and drink; but with
betel-leaves kept within cheeks, he speaks nicely’.

Here the words ‘galla’ and ‘bhalla’ indicate vulgarity.
(iii) Cccurring in meaning—

svapiti yavadayam mikate janah
svapimi tavadaham kimapaiti te;
radayi sampratammahara kiarparam
tvaritamiirumudancaya kunicitam.

de.,

(A lady speaks to a lover)

‘Until this man is asleep, I (also pretend to) sleep. What do you
fose (if I act like this)? Therefore, (youalso) place your elbow (beneath
your head) and spread out your contracted things (to show that you
are also sleeping).’ A

Here a lady is depicted as pretending to be aslcep and asking
her lover to do the same with a view to deluding another man (pro-
bably her husband who is awake. The expression is very vulgar. K.B.

giidhdartha : see (i) APRATITDRTHA and (ii) NEYARTHA
[T217]

guna : quality. A vy WY
[ or] ' '

¢"Gunas.are desirable characteristics or excellences in a poetic com-
position which lend it a peculiar aesthetic charm. Bharata regards
them as embellishments—the opposite of defects.) Bhamaha mentions
only three qualities without discussing their relation to RITIL or style,
for he rejects the classification of style.::\ Dandin regards them: as
embellishments, while Pratihirendurija and Vamana distinguish them
from figures of speech thus—qualities produce aesthetic chaim to
figures too; poetry can exi t without figures, but not without qua'ities.”)

Actually Vimana was the first to attach considerable impcrtance

to qualities which are the distinguishing marks of the styles that con-
stitute the soul of poetry. His list and definitions are somewhat differ-
ent from those of Bharata and he divides each of the tcn into those
(1) pertaining to word or sound and (2) pertaining to secnse. The
former refers to the quality of the combination of letters or words, the
latter to the significance underlying the comprchension of sense. Some,
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however, overlap and make it desirable to accept only three. The ten
qualities accepted by Vimana are: strength or force, clarity, smooth-
ness, evennoess, balance, sweetness, delicasy, grace or richness, explicit-
ness and delightfulness. They are defined differently with reference
to word or sound and sense.

Anandavardhana has recognized only three GUNAS, or quali-
ties. These are: sweetness (MADHURYA), force (OJAS) and clarity
(PRASADA). He rejects some of the other gunas as mere negations
of defects, and includes the remaining one’s in the above three. Instead
of relating them io style, he connects them with the mental state pro-
duced by the manifestation of a particular sentiment, viz., melting,
expansion and equilibrium. Thus they are directly connected with
sentiment which is the soul of poetry.

Kuntaka accepts only six qualities of poetic expression; sweet-
ness, perspicuity, beauty, dignity, propriety and richness. His concept
of qualities i1s gutded by his own concept of the modes or styles (marga)
of expréssion which are only two: the gentle and the variegated deter-
mined by the aptitude, genius. versatility and constant practice of a
poet. Sweetness, perspicuity, bzauty and dignity, according to him,
belong to both the modes g=ntle as well as varilgated. But these quali-
ties denote different characteristics with reference to each. Propriety
and richness are common to the two modes. A mixture of these six
leads to an intermediate kind of style. The provincial or qualitative
classification and nomenclature of styles is thus pnot acceptable to
him.

Thus poeticians differ with regard to actual number of guuas.
Bharata mentions ten, Bhimaha as well as Anandavardhana three,
Viamana twenty, Kuntaka six and Bhoja twenty-four. Some of them
are positive excellence, others are mere megations of defects. Ananda-
vardhana bases them on the mental condition of the reade rduring the
experience of a sentiment. S.K.

gunakathana : praise, talking about the virtues of the loved one.
[TmFaa]

The fourth stage in lovelorn condition. Since mere recollection
does not provide sufficient solace, one praises the beloved person to
oneself or to one’s friends and relatives. : R.G.

gunibhiita vyangya : poetry with secondary or subortlinate suggestion.
[7:Va7 sawr (w1=7) ]

It is poetry of middling qualitics which is not void of suggestion,
yet the suggested content is not predominant in the composition. It
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may be on the same level as the expressed denotation or subordinate
to it; it may be too manifest or unveiled or obscure; its predominance
may be dubious; it may be void of aesthetic charm; the suggestion
may be derived from external factors like intonation or it may be that

- of a fact or subject-matter .or figure of speech but void of sentiment.

These varieties are not mutually exclusive nor are they exclusive of
other types of meaning. A few of these may enhance the aesthetic
appeal of the predominant suggestion, e.g., the subsidiary suggestion

of secondary feelings, such as fear, valour, etc., enhances the depth
of ‘ferocity’. ‘ S.K

hallisa : one of the eighteen wpariipakas, i.e., minor dramatic com-
positions.

[geeitor]

The Hallisa is a play full of erotics of singing and dancing etc.
It has one act represented by one male and eight or ten female per-
formers. The ballets of Europe may be compared to it. INC

haripapluta : see DRUTAVILAMBITA
[gfrorear]

harsa : feeling of joy.
[ed] )

The fifteenth among the thirty-three VYABHICARI BHAVAS,
as enumerated by Bharata. Harsa is the feeling of joy resulting from
the attainment of the desired object. It is externally manifested in
tears (of joy), stammering, etc. (S.D.II1.165) R.G.

s

hasa : laughter, merriment.
[z17]

The basic urge of the sentiment of humour (Hdsya Rasa). 1t
causes the mind to expand and is the result of a distortion of speech,
face, dress, etc. The distortion may be natural or intentionally affect-
ed. Inconsistency, self-contradiction, queer behaviour, etc. are the
main excitants of laughter which is described as eight-fold, according
to the degree of freedom with which it occurs. Humour, wit, irony,

satire, ridicule, etc. are some of its varieties. R.G.
hasita | : free laugh. 35 .i “ , T
[Eﬁﬂla] )

A polished but free manner of expressing appreciation of humour,
with eyes slightly wider and teeth partly visible through the gap bet-
ween lips. It indicates the superior culture of noble characters. R.G.
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hasita 11 : spontaneous laughter. A A
Lgfaq]

One of the eight SATTVIKA ALAMKARAS added by Visva-
nitha to the category of Svabhavaja alamkiarad. A spontaneous Jaugh
springing from one’s rising youth is /Aasita (S.D.111.109). 1ll.: **Since
the beautiful slim lady has laughed without any reason, it is proved
that Cupid now reigns over her heart.” R.G.

kasya : the sentiment of humour. ;. . -\
[z ] |

Its basic instinct is to laugh and merriment. Its excitants are
distortion of speech, queer actions, dress, appearance, etc. Its stimulat-
ting object is a humorous character, clown or jester. Itis white in
colour and has Pramatha for its presiding deity. Sleep, illness, ridicule.
etc., constitute its accessories. Its consequents are: smile, winking, etc
It is of three types: (i) superior or the laugh of noble characters,
(ii) medioere or the laugh of ordinary persons, and (iii) of low quality,
i.e., the laugh of mean or vulgar characters, The first type of people
indulge in a supressed or evident smile; the second in sweet-sounding
laugh, soft or loud and the last category of people express it in the
form of guffaw or a roaring laugh. R.G.

hatavrtta : discordant unrythmical _ o
Hatavrta refers to unrythmical composition. This is of three

kinds: .

(i) Sometimes a metrical composition does not sound well, even

thcough it accords with the prescribed rules of prosody.

(ii) A verse becomes unrythmical, if an improper metre is used in the

description of a particular sentiment.

(iii) A short syllable appearing at the end of a foot of a verse renders

it flappy (K.P. 7.53; S.D. 7.5) Bharata, however, terms it Visama’

(N.S.17.92) Bhamaha, Dandin and Vimana call it bhinnavrtta.

Examples:

hanta satatametasya hrdayani bhinte manobhavah kupitah
(S.D. 7.8).

le.,
Alas! furious cupid is incessantly piercing the heart of this lady.
The reading of this line does not sound pleasing.

(t) ayi mayi manni ma kuru manam. (S.D. 7.8).
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ie.,

O lady, do not show annoyance to me. This is spoken by a male
lover to his lady-love. The metre used here is suited to express the
sentiment of mirth and laughter, and not the sentiment of love and
affection. K.B.

hdva 1 :any feminine conquettish gesture.

[gr=]
One of the twenty SATTVIKA ALAMKARAS of the heroine,

as enumerated by Bharata, and the second among the three Argaja
Alarkaras. Wheh desire for union is betrayed by the movements of
the eyebrows and the eyes, it is Hava (S.D.111.94). Ill. “The sidelong
glances of the maiden do disclose that she is no longer an innocent
child.”” Hdava being a developed stage of Bhava*, its external mani-
festations are more concrete.

hava 11 : a name for all SVABHAVAJA ALAMKARAS.
[gr=]

Itis a general name given to the ten (or more) Svabhavaja
Alamkaras by Bhanudatta, and, following him, by a host of Hindi
writers. _ R.G.

hela : amorous sport or dalliance.

[&=r]

One of the twenty SATTVIKA ALAMKARAS of the heroine,
as enumerated by Bharata, and the third among the three ANGAJA
ALAMKARAS. When the external manifestation of the inner desire
is very clear, it is Hela (S.D.II1.95). Ill. : “Quickly moving her eye-
balls she invited Krsna smilingly to come once again to play Holl with
her.” Hela is the still more developed stage of Hava*; in fact, it is
Habva itself in its developed form (D.R.11.34). B.G,

[} -

~

hetu : cause. P o S
[=] )

A figure of speech found where a cause is identified with an
effect. For example: ‘That damsel is the subjugation of the minds
of youths. (sa tu yuvajanamanso vasikarapam.) (S.D. after 3.96.).
Here the heroine, who is the cause of subjugation of the minds
of youths, has been described as the subjugation itself of the minds
of young men. S.D.C.
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hrdaya samvada : emotive correspondence
[Ea.q. W] : g 7 s, .

The term has been used by Abhmavagupta in his analysis of
the response of a cultured spectator to the aesthetic situation. Accord-
ing to him in such a situation the cultured spectator does not look
upon the dramatic characters with a feeling of indifference. On the
-other hand, there is a correspondence, i.e., a kind of identification,
with the situation. Through this emotional identification, he relishes
the objective situation on a subjective plane. N.J.

Jhamrga : a kind of drama consisting of four acts.
 [&]

Ihamrga is a kind of RUPAKA in which the subject-matter is
partly historical and partly imaginary. It is divided into four acts.
The hero and his opponent may either be human or divine. They
should be renoward men of brave but vehement nature. The oppo-
nent of the hero commits misdeeds. He is after the heroine, who is
divine, but his semblance of love ends in disappointment though not
in death. There are scenes of wzath but the characters are prevented
from dashing into battle under some pretext or the other. The name
thamrga implies that the hero hankers after the heroine whois as
difficult to be obtained as a gazelle. IN.C

indravajra : a variety of varnika metre.
[zFaasan]

A VARNIKA metre of the even type with eleven letters in each
of its feet. Its metrical arrangement of GANAS being ta-gana, ta-gana
and ja-gana followed by two long sounds. The symtbolic notation
is SS1, SS1, 1S1, SS. The calsura is at the end of each foot alone,
though the reader may find it convenient to pause at the fifth letter
within a quarter (N.S. 16.31, P.S. 6.15; P.P. 2. 114: Srurabodha 14;
S.T. 1.18; V.R.3.30; C.M. 2.7i; C.P. page 137 C.Ma. 1.29).

Example:

(i) artho hi kanya parakiya eva
tamudya sampresya pangrahztuh
jato mamayam visadal prakamam :
piatyarpitanydsa ivantaratmda.
(Abhijnana-Sakuntalam 4.22)
K.B.
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Irsyd-mana : annoyance caused by jealousy
[Zsaf-arT]

It happens in the part of the heroine alone. The jealousy aroused
in a proud heroine on coming to know that her lover has been fre-
quenting another woman enrages her to the point of keeping away
from him. The infidelity may be actually witnessed or inferred from
three typss of evidence: remarks in a dream as in Svapnavdsavadattam;
Utsvapnayita or indications of actual sexual intercourse, e g. marks
of teeth or nails, a strange but fresh aroma etc; or mixing up of names.
This jealous pride could be overcome by consolation, mediation of a
friend, disregard, change of topic or apologies. R.G.

Jadara 1 : stupor, regarded as one of the thirty-three subordinate feel-
JsIF=ar] ings (vvabhicari (bhavas).

The seventeenth among the thirty-three Vyabhicari Bhavas*, as
enumerated by Bharata. Jadata or stupor is a static state of mind,
as opposed to Capalatd, implying incapacity for action; it is caused by
seeing or hearing something agreeable or disagreeable. Gazing with
unwinking eyes, remaining silent, etc. are the external manifestations
of this state. (D.R.1V.13) R.G.

- ~

jadara 11 : swoon, uaconsciousness. * -t
[wr=ar] ,

The ninth stagz in lovelorn condition. The person falls uncon-
scious due to overwhelming passion combined with men*al agitation
caused by disappointment. R.G.

Jjati + a variety of matrika metre.
[srrfa]

A MATRIKA metre, i.e., a metre with a defined permutation
of ‘MATRAS' is called jati (kavyadersa 1.11; C.M. 1.4). It differs
from a VRTTA in that a Vrera is a varnika metre. Each jati has four
feet as has a vyua.

A ‘jati’, like a ‘vrtta’, may be either of even (sania) type or of
semi-even (ardhasama) type or of uneven (visama) type. All the four
quarters are unifdrm in an even (sama) type jati; ajati of semi-even
has two hemistichs adjusted in a dilferent scheme; and a jari of
uneven (visama) type shows variations of schemes in its four quarters
(N.S. 15.40: C.Su 5.2; V.R. 1.13-16; C.M. 1.5, 6). K.B.
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< Jugupsa . abhorrence, disgust, hatred

v

*

[aear

Jugupsa is a basic instinct underlying the BIBHATSA rasa, the
sentiment of disgust, the nauseous or hideous. It is aroused by the
nauseating sight of loathsome actions, objects or vices and results in
a queer mental repulsion. X R.G.

kaisikt vriti : the gay mode.
[=fm=t afa] |

The gay mode of the light-hearted hero is expressive of love
through song. dance, coquetry, etc. It has four aspects: pleasantries
(narma), outburst of love (narma-sphiirja), disclosure of love (narma-
sphota), and development of love (narma-Garbha) within. A pleasantry
is clever jesting through fun, love or fear, meant for conciliating
the sweet-heart. Fun may be based on words, costume or action.
Love may convey desire for enjoyment or jealousy, thus it is eighteen-
fold. Outburst of love at first sight begins happily but ends in fear.
Disclousre of love involves moderate emotion indicated through sly
expressions. Development of love is manifested in the coming up of
the hidden hero for fulfilment.

The gay mode has its origin in the Sama Veda. S.K.

kakvaksipta vyarigya : suggestion through intonation.
[rEanfaaca @]

Seventh type of second-rate poetry, such as an ironical or sar-
castic expression which is construed in a sense directly opposite to its
denotation on account of the intonation of the speaker. When Bhima
says with an angry accent, “If Idon’t drink Du$$dasana’s blood. shat-
ter Duryodhana’s thigh to pieces, may your king make truce with
them”’, it is the intonation alone that suggests his intention to fight.
The intonation is but an external means of suggestion. S.K.
Kalahdntarita : a variety of nayika who is separated from her lover
[#erzr-afwar] consequent upon a quarrel with him.

The fourth variety under Bharata’s eightfold classification of
the heroine based on the situations she may be placed in. Kalahdnta-
rita is one who, having repulsed out of indignation her guilty lover,
who had tried his best to appease her is filled with remorse after the
latter has already left, Ill.: “I paid no heed to his entreaties; I did not
even look at the necklace presented by him, I turned a deaf ear to
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the sane advice given by my dear friend who wished well of us; before -
he left, he even fell at my feet. Alas! what a fool am I that I did not

clasp him to my neck detaining him with my hands”. (S.D.I11.82) "
R.G.

Kalavaicitrya vakrata : striking variety of tense or time, deviation
[s=rafasa a=ar] based on ‘tense’.

This particular variety of poetic-deviation is of two kinds: (a)
An appropriate tense is made subservient in a particular context, (b)
skilfully used tenses indicate a strikingly delightful sequence of happe-
nings, sometimes inclusive of probable future happenings too. The
sequence or mutual order of activities so implied lends additional
charm to a poetic expression. S K.

Kamadasa : lovelorn condition.
Eaucead

It is of ten kinds or phases. It represents the pining of alove-
lorn person for union with the loved one. The ten kinds or phases
suggest the growing intensity of feeling : abhlidsa i.e. longing; cint@
i.e. worry or anxiety: smrti i.e. recollection, remembering the love
person and his virtues, pondering about him; gunakathana i.e. describ-
ing or talking of his virtues; udvega i.e. dejection, agitation lamenta-
tion, wailing or incoherent talk; wunmdada i.e. hysteria, infatuation;
vyadhi i.e. illness; jadata or unconsciosness, swoon mrti i.e. death
which is averted or which is followed by revival through supernatural
power, otherwise, it would turn into the pathetic sentiment. R.G.

Kanti 1 : brilliance, charm, grace, loveliness.
slFfa]

Bharata regards loveliness as delightful to the mind and ear
like the moon. It pertains to descriptions of graceful movements and
sport, which in turn lead to the manifestation of a sentiment. To
Vimana (a) brilliance is the fresh lustre of words, freedom from
staleness or conventional usages. (b) Brilliance of sense requires a
conspicuous manifestation of intense sentiment, an. innate charm of
simple expression free from exaggeration. Sentiment is thus included
in brilliance. Dandin defines it a delightful and loveable expression
not transgressing day-to-day usage. ‘ S.K.

Kanti II : additional charm caused by love.
[wrfa] o

One of the twenty SATTVIKA ALAMKARAS of the heroine,
as enumerated by Bharata, and the second among the seven AYA-
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NAJA ALAMKARAS. When the natural loveliness of the heroine
is further enhanced by the feeling of love, it is Kanti (D.R. I1. 35).
I11.: “She speaks as if nectar is raining from the heavens; the splen.

dour of her side-long glances is like a garland of full-blown blue lotus
flowers™. R.G.

.

Kanya

Kanya : a unmarried woman, a type of heroine.
[WT] . . .__\',A,_bn : Ay SR,

A Variety of PARAKIYA NAYIKA, Kanya is an unmarried
woman who makes love to a person to whom she has not been
married. Being still under the control of her- parents, she can do so
only stealthily. Nevertheless, she can later be married to the person
whcm she loves. Hence there is no impropriety in depicting Kanya as
the principal character of a play. Malati in the drama Mdlati-Madhava
and Sagarika in the play Ratnavali afford examples of Kanya (D.R.
II. 21). R.G.

Karaka vakrata : striking case inversions or inversion of cases.
[Fr® =]

It involves an interchange of cases. The instrumental case is
used as the nominative case with an artistic design to give a queer turn
to the expression which makes it peculiarly delightful. Freedom of
will may be superimposed upon an insentient by applying a nomina-
tive case-ending. Example: ‘My hand now moves on towards the bow
once again’. S XK.

Karanamala : garland of causes.
[ForaTaT]

A figure of speech in which each preceding object is spoken of
as the cause of each succeeding one ‘Knowledge of the scriptures
comes from the company of learned men, modesty comes from such
knowledge, and affection for mankind is generated out of modesty.’
(S.D. after 10.779). Here the company of learned people has been
spoken of as the cause of knowledge, knowledge as the cause of
modesty, and modesty as the cause of the affection for mankind.

S.D.C

\." Karuna vipralambha : a state of separation in which the loved one pas-
[#w%or fagav4] ses for the time being but is ultimately revived.

On the passing away of loved person the survivor losing hope

of reunion suffers acute distress and grief. [Tpe sentiment is a queer

mixture of eros and pathos:\’It is possible only when the person who
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has passed away is, on the assurance of some supernatural power,
expected to be revived or to return from the other world in the same
body. If, however, the person passes for good and the reunion is not
possible, it becomes pure pathos. This is the third type of separation
and is best illustrated by the plight of Mahasveta and Kadambari in
Bana’s Kadambari. R.G.

Kdarya : The final elemant of the plot.
Katy

Karya is one of the five elements AKTHAPRAKRTIS of the
plot. It is the denoucement or the final element. According to Sahitya
Darpana when the drama sets on to function with its desired end in
view, the final device adopted for this function is said to be Karya.
Karya is connected with three primary objects of human life named
virtue, wealth and pleasures (Dasariipaka 1.24). I.N.C.

Karyavastha : stages of action in a drama.
[Frataear]
Karyavasthd means stages of action. According to Dhananjaya,
* there are five stages of the action which is undertaken by those that
strive after a result : beginning (@rambha), effort (yatna), prospect of
success (praptyasa), certainty of success (niyardpti) and attainment of
the result (phalagama) (D.R. 1.28). In non-classical Western drama-
turgy too the action has five stages: initial incident, rising action or
growth or complication, climax, crisis or turning point, falling action

or resolution or denouement, and catastrophe. I.N.C.
Kastartha : obscurity. {Jd2ané o
[ml'?i] h ¢

This defect arises when the sense of a composition either in
prose or poetry is obscure (K.P. 7.55). ViSvanatha, however, terms

it as Kastata (S.D. 7.9). K.B.
Kastata : see KASTARTHA

[eear]

Katha : a short story. = 7. oL ’f‘ A

\/ [war] ‘

Kathi like AKHYAYIKA means a short story generally in
prose but sometimes also in verse., Bhamaha and Dandin have discus-
sed both akhyayika and Katha as prose compositions. According to
Bhamaha, Katha is akhydyika without verses, without divisions, and
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is written in Sanskrit or Apabhramséa. In Kathd, someone other than
the hero relates the story.

Dandin also emphasizes thata Kar/ia could be in any language
and cites Brhatkatha by way of illustration. Bhoja, however, adds
that a Karha could be in verse also. He gives two examples in support
of his statement: Kadambari and Lilavati, the former being a com-
position in prose and the latter in verse. Hemchandra and Saradita-
naya follow Bhoja in asserting that Katrha could also be in verse.

Anandvardhana has classified Karha into three types according
to their scope, namely, parikathd, khandakatha and sakalakatha.*®
Partikatha narrates many anecdotes to expound some basic objective
of life; compared to khandakatha is very much limited in scope, while
sakalkathd is larger in scope than the parikatha. Of these, only
parikatha can be either in Sanskrit or in Prikrit; the other two are
always in verse, and their medium is Prikrit. In all the three forms,
the emphasis is on the narration of a story. N.J.

Kathitapada : see PUNARUKTA.
[wfaaay]

Kavi-siksa : the poet s trammg mstructlon m the art of poetry.
[-—ﬁ-ﬁmT] . SR & 0. x $ ‘.

This is a subject which, stnctly speaking, does not directly come
under poetics. The treatises written for this purpose do not deal with
the theory and the topics usually connected with it. Their primary
object is to instruct aspiring poets in their craft. They formulate
practical rules for composing poetry, outline the subjects of poetry,
point out the pitfalls to be avoided and the excellences to be attdined,
The origin of this tradition cannot be traced, but there exists a group
of works devoted entirely to this subject, such as, Kavya-kalpalata-

vriti of Ansxmha and Amarachandra, Kavi-kalpalata of Deves$vara,
etc. N.J.

Kavya : a minor type of play or upariipaka.
[Frea]

This is a one-act play in which HASYA (humour) as the cons-
tituent rasa pervades throughout. There is no scope in this play for
the employment of drabhati VRTTI, which consists of battles,
murders, display of anger, magic, etc. The reason for exclusion of
such a treatment is perhaps that in this type of play humour is the
main constituent and the effect is likely to be nfarred by mad and
obstinate activities. Various types of songs (viz. Khandamatra, dvipa-
dika and bhagnatdla) are emyloyed to add to the appeal of the play.
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Further a variety of fine metres (viz. Varna-matri and Chaganika)
are also used for the same purpose. This suggests that the play is full
of music and naturally to heighten the effect of the rasa viz the hum-
orous. These verses and songs must also be very humorous. However,
the first and foremost rasa, viz. srrigdra, has not been completely
excluded from this type of play, and it is supposed to include ‘Srnga-
rabhasitus (lines of erotic dialogues) which is quite possible in view
of the fact that there is no mutual conflict between the humorous
{hdsya) and the erotic sentiments. Both the hero and the heroine
have to belong to the noble class. Since the action is completed only
in one act, there is no scope for the employment of all the five devices
of construction or Sandhis. Thus according to Sanskrit theorists it
contains only the first two (viz, mukha and pratimukha) and the last
(viz. nirvahanc) sandhis. Yadavodaya has been cited as an example of
this type of wparipaka or minor drama. In other respects plays of
this kind partake of other characteristics of a ndfaka or general play.

R.D.

i

Kavya-blieda : classification of poetry 1 °
Eac el _ t b ;@

In Sanskrit Poetics poetry has been classified from several points
of view. The first classification was made by Dandin who divided
Kavya (creative literature) into Gadya (prose), Padya (verse) and
Misra (mixed) on the basis of the medium of composition. He
further classified poetry into Sargabanaha (composed in cantos) which
is a synonym for Mahakavya (epic), Muktaka (stray verses), Kulaka
(a sequence of loose verses), Kosa and Sanghat (a compilation of
unconnected verses). Prose for him included Katha, Akhyayika and
Campii, the first two being forms of stories and the third a mixture of
verse and prose. Dandin has further submitted a classification on the
basis of the language employed, namely, Sanskrit, Prakrit and Apbh-
ram$a. Rudratta has expanded this list of languages to six, and added
Migadha, Pi$ica and Sirsena. Bhdmaha has also referred to more
than one classifications of poetry. He initially divides poetry into
prose and verse and also into Sanskrit, Pridkrit and Apbhramsa as
did many others. On the basis of the source material of the story, he
gives a new division of poetry into FVrittadevadicaritasansi (that which
narrates the life stories of gods, etc.), Urpdadyavastu (based on an ima-
ginary story), Kalasraya (based on fine arts) and Sastrasraya (based on
scriptures). Bhamaha has further classified poetry into (i) Sargabandha
(epic), (ii) Abhineyartha (stage-play), (iii) Katha, (iv) Akhyayika (stories)
and (v) Anibaddha (unconnected verses). Vimana has enumerated
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some more varieties of prose, i.e. Vrittagandhi (resembling verse),
Chiirna and Utkalikapraya.

Among the later writers, however, two divisions were more
popular (1) Drs$va and Sravya which were based on the sense-media
of appeal, and (II) (i) Excellent, (urtama), (ii) Medium or of second-
ary value, (maddhya:na) (iii) inferior (adhama), which were based on
suggested meaning.

1. Based on the sense media of appeal: It has two sub-divisions:

¢

v/ (@) Drsva Kdavya is aform of poetry which appeals through the
eye—viz., Drama, which is enacted and watched. The drama is
called Drsya, that which is seen, only so long as itis acted. But
when it is not acted and is capable of being enjoyed by the
reader, it is simply kdvya. Bharata uses the word kdvya often
to designate the text of the drama. That is why probably
Vamana said that among compositions, drama is at the top, for
it is variegated and attractive like a picture. (See Kavya-bheda).

(b) Sravya kavya is that form of poetry which appeals through the
ear—e.g. the narrative, independent verses, etc. It is a form of
poetry which is enjoyed through recitation or reading.

II. On the basis of the suggested meaning: On this basis Kavya
has been divided into three categories, namely. Urrama (excellent),
madhyama (of secondary value,) and adhama (inferior) by the expo-
ments of DHVANI school—Anandavardhana, Mammata, etc. Jagan-
nitha adds another category, Utrramotiama (par excellence), to these
three.

(a) Uttama: A poem is said to be excellent when the suggested
meaning is richer than the expressed one.

(b) Madhyama (of Secondary Quality): The poem, in which the
literal or expressed meaning excels the suggested one in beauty,
is of secondary value. This kind of word-meaning relationship
is called GUNTBHUTA VYANGYA in which the suggested
meaning is secondary.

(c) Adhama: The inferior or the lowest kind of poetry is that which
is devoid of all suggestion. It is merely a word-picture contain-
ing a literal meaning alone. It is called ‘CFTRA’ (picture).
Cirra is devoid of suggestion, though it may possess figures of
speech. : N.J.
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Kavyahetu : motivations of poctry, equipment of the poct
[Eﬁrdx §] ‘ ? SR T : "o A CLAL .

The tradmon of Sanskrit poctics generally regards three qualities
as essential to the making of a poet. Mammatta in his usual compact
style has summarized them as (i) creative faculty (sakti), (ii) profici-
ency (nipunata), resulting from knowledge of the ways of the world,
and a study of sciences and arts, and (iii) constant practice (ab/iydsa)
under the guidance of masters. Anandavardhana, Rajasekhara and
Panditaraja Jagannitha have used the term Pratibha for Sakti and
Vutparti (poetic culture) for nipupara.

According to Bhimaha, Dandin and Vamana, pratibha is a sort
of inborn creative talent or imaginative power. According to Bhatta
Tota, the distinguished teacher of Abhinava, this is a sort of intuitive
power, (prajiid), which is the fountainhead of new forms of artistic
creation.

Most of the theorists have defined this creative talent as natura
or inborn; but according to some, it can also be cultivated.

As for literary culture and practice, Rudrata, Hemachandra,
and others have said that they sharpen and brighten the creative
faculty. If a poet is endowed with creative talent, he can well-nigh
conceal the defects arising from lack of literary culture and practice,
but the converse is not true.

Broadly speaking, the term pratibha bears close resemblance to
Croce’s ‘Intuition’. .

Although the relative importance of the creative faculty has
generally been accepted in Sanskrit poetics, all the three cumulatively,
and not severally, constitute the creative equipment of the poet.

Rajasekhara extends the use of Pratibhda to the critic also.
According to him, it is twofold: (i) Karayitr? or creative faculty which
resides in the poet, and (ii) bhavayitri or aesthetic sensibility which is
the basic quality of the critic. N.J.

Kavya ki atma : the soul or essence of poetry. . -
[@1=m &Y sriewt] Qi MG

The question of determining the soul or the essential element of
poetry has not been debated by Sanskrit scholars as such, though in
their works, they have undoubtedly indicated their preference by
underlining one element or the other. On the basis of the relative
importance which they have given to a particular element in literature,
they have been grouped under different schools.

Broadly speaking, there are two major groups. The first consists
of theorists who regard the inner context—emotive and imaginative—
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as the soul of poetry, and the second includes those who look upon
form, i.e. diction, figurers of speech, etc., as its essential element. The
RASA & the DHVANI schools belong to the first category, while
ALAMKARA RITI and VAKROKTI schools belong to the second.

Among these, the theory of rasa is the oldest. Bharata, who
inherited the doctrine from his predecessors and built up a new
system of dramaturgy, does not in specific terms raise the question of
the importance of Rasa as such. But it is more than obvious that he
makes all other elements of poetry, i.e. laksana, guna, dosa and alam-
kdra, subservient to rasa. It appears that before Bharata, the supre-
macy of rasa was naively understood but not theoretically established.

After Bharata, however, the relative importance of rasa in poe-
try came to be recognized and stated more specifically. The author
of Agnipurana said that ‘‘though the charm of speech is a domipant
factor, Rasa is the spirit of poetry.”” Rajasekhara corroborated this
view with a slight difference, for, according to him, “word and mean-
ing are the body of poetry and Rasa its soul.”” Vi§vanitha went a step
further and defined poetry as ““an expression pregnant wicth rasa.”

The position of rasa in poetry became controversial with the
exposition of riti and alamkara doctrines by Bhamaha and Dandin.
Both of them allowed a subsidiary place to rasa in their scheme by
including it as a kind of alamkara, namely the RASAVAT. Bhimaha
compared poetry to the face of a woman which does not shine forth
in full splendour without ornaments in spite of its natural beauty.
Dandin also defines the figures of speech as so many sources of poetic
beauty. Among others who supported this view, the names of
Udbhata, Rudrata, Ruyyaka and Jayadeva can be mentioned.

Vamana was probably the first scholar to have used the word
drma (Soul) while determining the distinguishing attributes of paetry.
He declared that rivj, i.e., poetic diction, is the soul of poetry. He
defined riti as aspecial arrangement or combination of words and -
added that this speciality lies in the use of GUNAS or poetic excel-
lences. For him the rasa too was but one of the several kinds of
poetic excellences, and he gave a new meaning to the word ALAM-
KARA. In the wider sense he used it as a synonym for poetic beauty
in general but in the limited context he gave a subsidiary position to
the figures of speech, calling them secondary attributes of poetry. On
a similar pattern, Kuntaka established VAKROKTI as the soul of
poetry. Like the protagonists of the alamkara and riti docirines, he
also incorporated all other elements in the framework of Vakrokti.
He defined Vakrokti as expression which on the one hand is different
from the matter-of- fact technical statements of §dstra and on the other
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from the ordinary language of command parlance. It is a unique poe-
tic expression resulting from a deviation in speech—or an oblique use
of language. Broadly speaking, Kuntaka regards vakrokti as a
synonym for pocstic art in general which extends from the intricate
use of letters to the structural beauty of long narratives.

The most important of these was the doctrine of ‘dhawni conno-
tation’ (suggestion). The propounder of this theory Anandawardbana
defined dliawni as a form of expression in which the suggestion is
invariably more beautiful than the denotation.

According to Anandavardhana, the beauty of a poem is always
suggested rather than stated. Among the various forms of dhwani he
has included all the elements of poetry in a proper system. But he
regards RASA-DHVANI as the highest form of poetic composition.
Thus rasa and dhwani gradually became inter-dependent and were for
all practical purposes submerged into one.

We could also add another doctrine to the list, namely that of
AUCITYA or propriety propounded by Ksemendra. But this does
not really enjoy an independent status because, in the words of
Ksemendra himself, propriety is the very essence of poetry which is
based on rasa.

These are the five schools of poetics which struggled for centuries
for the supremacy of content or form in poetry. But in reality there
is more of interdependence than rivalry among these doctrines, for
neither the content nor the form can stand by itself. This basic point
was more than realized by the masters in the field. Their approach

"was more inclusive than exclusive, and their objective was more to
emphasize than to deny anyone the basic elements of poetry. In the
final analysis, however, Rasa or more appropriately RASA DHVANI
‘won the palm & the other elements, i.e., diction & figures of speech,
etc, served as effective media N.J.

Kavya-kriya-kalpa : poetic skill. = v~
[®137 fFarFeq] |

Vatsdyana in his Kamasiitra has enumerated sixty four arts.
One such art is ‘Kavya-kriyd-kalpa’. On this authority, Dr.
V', Raghavan has suggested in his Some Concepts of Alawikdra Sastra
that before Dandin and Bhimaha ‘Kavya-knya-kalpa’ was the name
of Sanskrit Poetics. P.V. Kane, however, has refuted this view and
propounded that ‘Kriya-kalpa means just the procedure by which a
poem is to be composed, and not the whole theory of poetics.

v

N.J.
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Kavya laksana @ definition of poetry. _
[W—W&VT] \ % LR TaGP. P . W o oo

Numerous definitions of poetry have been attempted from time
to time by Sanskrit Theorists. These definitions have generally been
influenced by the author’s conception of the essence of poetry. In
some cases, however, the definitions are attempts on the part of their
authors to describe rather than to define. In earlier definitions, the
emphasis lies on the unique relationship between the word and the
meaning. Bhimaha’s is one of the earliest definitions of poetry. He
defines poetry as a form of composition in which word and meaning
co-exist. According to Kuntaka, poetry is a unique—charming—
relationship between words and meanings set in a proper order by the
imagination of the poet. Mammatta defines it as a composition con-
sisting of words and meanings which are flawless, possessed of excel-
lences and may be sometimes without (explicit) figures. Some other
writers like Vamana, Hemachandra and Vagbhatta, etc. have enu-
merated more or less the same qualities of poetry. Their demand for
flawlessness, however, has been subjected to considerable criticism by
later scholars on the plea that it can not be a pre-requisite for any
great work of art and no work can be condemned on account of a few
palpable flaws. The assessment of a postical work should be made as
a whole.

There have also been scholars who lay greater emphasis on the
word. The author of Agnipurina and Dandin may be cited in this
context. Some critics have included Jagannitha’s definition of poetry
under the same category (¢f. P.V. Kane, History of Sanskrit Poetics.
p- 353). But Jagannidtha lays at least equal, if not greater, emphasis
on the meaning, when he defines poetry as words that express a beau-
tiful meaning, and a beautiful meaning is that which appeals to the
reader’s imagination.

Viswanatha’s definition is based on what he thinks to be the
essencz of poetry. According to him poetry is an expression (sentence)
infused with rasa.

Among these definitions, the one most widely accepted is Jagan-
patha’s—probably because of his balanced emphasis on both the
word and the meaning or on the expression and the essence. Other
definitions either lack this balancz or tend to become vague or des-
criptive. One aspect of poetry has been emphasized by ncarly all the
scholars in their definitions: they all agree that though poetry employs
the standard language as its medium, it differs from the cveryday

spoken language qualitatively. N.J.
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Kavyalinmiga . poetical cause.
[F1eafa® ]

A figure of speech in which a reason is implied in a s2ntence or
in a word. Example:—*‘Ch stupid cupid! You have been conquered
by me, as the three-eyed Rudra resides in my heart’ (C.A.5, 38). Here
the reason for the defeat of Cupid has been ascribed to the fact that
the threc-eyed Rudra who burnt him to ashes resides in the heart of
Parvati. : S.D.C.

Kavya-prayojana : the objectives of poetry.
[Fr=a-sur=ra| {

It has been a convention with the ancient Sanskrit writers to
discuss the objectives of poetry at the beginning of their works im-
mediately after the benedictory invocation. The convention has gener-
ally been followed both by creative writers as well as by theorists and
rhetoricians.

According to Bharata, who touches upon the subject in the context
of drama, creative literature is a means of achieving virtue, fame and
long life. It shows benediction, enriches the intellect, and imparts ins-
truction in the ways of life. ‘

Bhamaha describes good poetry as instrumental in the realiza-
tion of the four aims of human life: diarma (virtue) artha (wealth),
kama (desire) and mcksa (salvation).. It also enables one to master all
arts and leads to pleasure and fame.

Just as Bhamaha was influenced by Bharata in spelling out the
objcctives of poetry, so also the scholars after Bhimaha seem to have
accepted his version almost as it is. Rudrata, Kuntaka and Visva-
nitha more or less accepted the objectives enumerated by Bhamaha.
The author of Agnipurdiia refers only to the realization of the first
three aims of life and leaves out salvation (A7oks¢). Vamana and
Bhoja laid stress on pleasure and fame as thhe dual purpose of poetry,
but Kuntaka and Rudrata added a few more. Rudrata proposed
elimination of suffering, averting of trouble, deliverance from disease
and achievement of the desired object, besides others, as the true ob-
jectives of poetry, while Kuntaka added the knowledge of the code of
conduct, mental exhilaration and spiritual illumination to the list.

By the time Mammata appeared on the scene, considerable
groundwork had been done and he had betore him a rather exhaustive
list of the objectives of poetry. He studied the available material and
discreetly classified the objectives under six heads:

Poctry is for achieving tame, wealth and knowledge of the code
of conduct—for the removal of evil, for the attainment of instan-
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taneous bliss and for imparting instruction, sugar-coating it in the
detectable manner of the beloved wite.

There has been some discussion among commentators and
scholars of Sanskrit, as to who is the real beneficiary, the poet or the
reader. Obviously some of the achievements of poetry appear to bene-
fit the poet directly, e.g. achievement of fame, wealth, etc. while others
seem to refer to the spectator or the reader—such as knowledge of
the code of conduct, attainment of instantaneous bliss, and instruc-
tion, etc. On a closer analysis, however, it is revealed that all these
objectives relate to both the poet and the reader directly or indirectly.

N.J.

-

Kavya sampradaya : schools of poetics
[®157 FvwETT ]

The principal schools in Sanskrit poctics are five. In chrono-
logical order they are RASA, ALAMKARA, RITI, DHVANI and
VAKROKTI, although some scholars strongly feel that there was no-
thing like the so-called schools or sampraddyas in Sanskrit Poetics, as
none of the works is exclusive and no author has claimed to belong to
any particular school. A brief account of these schools and their basic
doctrines is given below: '

The Rasa School: The earliest exposition of the rasa theory is
available in the Natyasdstra of Bharata. The work, however, pro-
vides ample evidence to show that there was a tradition of rasa even
before the Ndatyasastra. According to Kavya-mimamsa, the Natyasas-
tra dealt with drama (ripaka) and NandikeSvara’s work with rasas.
But no work of Nandikesvara has come down to us, and Natyasastra
in its prefent form deals with the rasas as well. In fact, Bharat treats
rasa not as an independent subject but as a part of dramaturgy. Never-
theless, Bharat has asserted in unequivocal terms that without rasa no
performance can succeed and that the ultimate aim of a drama is to
evoke rasa in the minds of the audience.

Writers on Poetics did not in the beginning include the treat-
ment of rasas in their works. Rudrata is possibly the first writer to
have taken up the subject in his Kavyalamkara. The relation of rasas
to poetry was formally established by the author of Dhvanydloka, an_d
it was discussed at a great length by Abhinavagupta in Abhinavbhdrati
(a c ‘mmentary on the Ndtyasasira) and also in loeana (a commentary
on Dhv :nydloka). It is not that the other writers of Poetics were not
cognzant of the importance of rasa; the exponents of the Alamkara
School for instance, dealt with it as a figure of speech named rasavat,
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Bharata did not define rasa in detail. He only indicated the
process by which it came into being: ‘‘Out of the combination (sam-
Yoga) of the terminants (vibliava), the consequents (anubhdva) and the
transistory mental states (vyabhicarin), rasa is brought into being ™
There is a whole tradition of scholars who have tried to interpret this
statement in their own ways. (see RASA NISPATTI).

The number of Rasas was originally eight corresponding to the
number of permanent or dominant impulses of the human psyche:
Srngara, hasya, karuna, raudra, vira, bhayanaka, bibhatsa, and adbhuta.
Later on a ninth, i.e. the sarta, rasa was added to this list. Attempts

-were made to include bhakti and vatsalya as well. '

Besides Bharata, the major exponents of the theory are Abhina-
vagupta. Dhananjaya, Bhoja, Siraditanaya, and Vi§wanitha, etc.

The Alamkdara School: Th: writers who attached supreme
importance to alamkdra in the poectic pattern belong to this school,
the foremost among them being Bhamaha, Dandin, Udbhata, Rudrata,
Pratihidrendurdja, etc. Bhamaha went to the extent of saying that a
kdvya does not look beautiful without alamkdra in the sarne way as
the face of a damsel, howsoever beautitul, does not look attractive
without ornaments. Jayadeva remarked that to think of poetry with-
out alamkara is to think of fire without heat. ~

The classification of alamkaras has varied from age to age. The
total number of alamkaras enumerated by different writers in some
form or the other exceeds a century. They have been divided mainly
into alamkaras of word and adlamkdras of meaning. Some of them
however. belong to both. According to many scholars, Upama (simile)
is the very life and breath of the alamkaras.

These writers did not also ignore such elements of poetry as

rasa, dhwani etc., but they included them in the framework of the
alamkara which to them is the essence of poetry. Rasa to them is a
constituent of the alamkara ‘rasavat, and dhwani is woven into the tex-
ture of quite a few figures.
The Riti School : Vamana is the founder of this school, although the
concept was not unknown to the earlier writers who had indirectly
given it a place in their scheme. Dandin calls it mdrga and deals with
it at considerable length. The later writers on dhwani and alamkara
also have given duc rccognition to it. It was Vamana, however, who
laid down in positive terms that riti is the soul of poetry. He dcfined
riti as a special (ar(istic) arrangement of significant words. This speci-
ality is based on gunas or ‘poctic excellences’.

Vimana has classified ritis into three : Vaidarbhi, gaudiya and
pancali. The number has, however, varied with the writers. Dandin,
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Vigbhatta and Rajsekhara, like Vaman, speak of three ritis. Rudrata
and the author of Agnipurana have added a fourth to the list, while
Bhoja enumerates six. All the names have been derived from the re-
gions wherein they were supposed to be prominently used.

The Riti school can be said to have improved upon the ala-
mkara school in the sense that instead of the alamkaras, it emphasis
the poetic texture. The school, however, did not have any significant
followers. _

_ The Dhvani School : Anandvardhana, recognized generally as the
author of Dhvanyaloka, is the founder of the d/iivani theory. When he
declared that dhvani is the soul of poetry, he used the term in an all-
pervading sense. The theory was evolved mainly in relation to Kavya
or Poetry. The theory of rasa which was basically relevant to drama,
did not appear to do justice to stray verses. Bharata talked of rasa as
evolving out of the combination of certain components—which was
possible only in a developed situation. Therefore,  Anandavardhana
and his followers rightly argued that in an unconnected solitary verse of
poetic merit, where there is scope neither for stage-presentation nor
for narration, beauty really lies in suggestion rather than expression.
Rasa also is not directly expressed but suggested. In a beautiful verse,
some or most of the constituents of rasa are only suggested and not
presented.

Two of the most outstanding exponents of this theory were
Mammata and Panditrija Jaganndtha. Abhinavagupta also wrote a
commentary on Dlivanyaloka under the title Locana, but he was basi-

~ cally a votary of the rasa theory which he had identified with rasa-
dhvani. Before the theory of dhvani came to be generally accepted,
it was subjected to severe criticism by Bhattanayaka, Mahimabhatta
and Pratiharéndurija, etc.

" The Vakrokti School : Kuntaka is the founder of the Vakrokii
School. The word Vakrokti etymologically means a striking or devi-
ating expression different qualitatively from the plain, matter-of-fact
expression. In alamkar-sastra, it is generally the name of a verbal orna-
ment, of a figure of speech consisting in an oblique or distorted use of
words. Kuntaka has, however, used the word in a comprehensive
sepse. According to him, the use of words in poetry is essentially
.different qualitatively from that in ordinary speech., The range of
Kuntaka’s Vakrokri extends from the use of prefixes and suffixes to the
whole structure of a plot or a narrative. As such, it becomes a synonym
more or less for all forms of poetic art which is born of the poet’s
creative imagination. It is in this sense that Kuntaka declared Vakrokiti

to be the soul of poetry.
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Some modern writers have compared Kuntaka’s theory to
Expressionism as propounded by Croce. The theory, however, failed
to draw any followers after Kuntaka, and it was summarily dismissed
as another dimension of the Alamkara, KsSemendra propounded the
theory of aucitya (propriety or decorum), but it was not taken very
seriously, primarily because it was considered to be a mere synthesis
of the other theories rather than an independent doctrine.
These in brief are the major schools which contested for the
supremacy of one or the other constituent of poetic art. Gradually
the differences were reconciled in the broader outlook adopted by
some of the more balanced and catholic art-philosophers, and instead
©of contesting as rivals they joined in collaboration to evolve a cosmo-
politan view of poetry. Just as the soul and the body combine to
build up a living personality, so the emotive and imaginative content
and the material form or the verbal texture join together to build up
the Poetic Personality—the Kdvya PurusSa. Rasa is the soul of this
Kavya-Purusa, speech or language is his body, figures of speech are his \ {
ornaments and the riti or style is his physical constitution or bearing. - -‘\
; N.J.

Kavya-sarira : the body of a poem. B . : -
[Freg-arix] T T A

_ Kavya-sarira signifies the body of the poem, the body-poetic,
to use a modern expression. In Sanskrit poetics, kavya has often
been compared to a human personality having a body and a soul.
This analogy came into prominence when the question of the
essence or soul of poetry was debated. The outer form of poetry
consisting of words and their meaning was described as the body of
poetry and rasa was regarded as its soil. While Rasa was, therefore,
given the primary place, language (word and meaning) became subor-
dinate, serving as medium. N.J.

L
)

Kavyasastra : poetics
[Fremmme= ]

The term was not used by the earlier theorists who preferred to
call their works Kavyalamkara. The works of Bhimaha, Vimana
and Rudrata are entitled Kavyalamkara. Another term used for
Poetics was Sahirya. Rijéekhara has used the word Sdhitya:vidya in
the sense of the science or theory of (creative) literature. Thus the
term Kavyasastra as a Sanskrit equivalent of poetics appears to have
been coined later. Kavyasastra in the modern times is an expres-
sion popularly employed for the theory of poetry as different-
* from Natyasastra, i.e. Dramatics or Dramaturgy. It grapples -
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mainly with problems general and particular pertaining to poetry or
creative literature. Among the problems of a general nature, it deals
with questions like the objectives of poetry, the causes of poetry, the
definition of poetry, the soul or the essence of poetry, the nature of
poetic experience, etc.. On the technical side it deals with the prob-
lems pertaining to the relationship of word and meaning, nature of
poetic language, classification of poetry from different standpoints,
etc.

It is, not necessary, however, that all the works on poetics
should dwell on all these topics. A few works deal with most of these
subjects comprehensively, e.g. Sahityadarpana which covers drama-
turgy also. But in most of them, dramaturgy is excluded. Kavyadarsa,
Kavyalamkarsiitra, Kavyaprakasa and Rasgangadhara, etc. may be
cited as examples. In certain works there is an exposition of some
special theory of poetry, e.g. Dhvawyaloka, Vakroktijivitam etc. There
is another class which deals mainly with dramaturgy, such as Narya-
satra and Dasariipaka.

Broadly speaking, the term Kavyasastra is comprehensive

enough to include all the aspects of literary theory. N.J.
keli : amorous sport. a5
[F=] |

The last of the eight SATTVIKA ALAMKARAS added by
Visvapatha to the class of SVABHAVAJA. Amorous sports of the
heroine with the hero is ‘keli’ (S.D. IIIL. 110). 1ll.: “When the hero
failed in removing the pollen of the flower from her eye by a blast of
his breath, the thick-breasted damsel dashed him away with a knock
of her bosom”. R.G.

. khanda-kavya : a short nparrative in verse. ,
S [EEwre] . £ e o KT O
It is a verse-narrative of some length. In Sanskrit poetics, no
detailed definition of a Khandakiavya has been attempted. Viswanitha
defines it as a verse-composition which narrates not a complete story
but only a part of it. He mentions Kilidasa’s Meghdiita as an example

of this type of composition. N.J.

khandita : one of the eight principal NAYIKAS in Sanskrit, a betra-
[@fear] yed woman whose husband or lover has been guilty of
' infidelity and who is, therefore, angry with him.
The fifth variety of the NAYIKA under Bharata’s eightfold
classification of the heroine based on the situations she may be placed
in. Khanditd is one who is filled with jealousy seeing that her beloved,

*
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who has just approached her, bears on his person the marks of his
union with another lady (S.D. IIl. 75). Ill.: The heroine says to the.
treacherous hero sarcastically, ‘‘your eyelids are stained with the red
saliva of the chewed betel (as they have been kissed by some one),
your lips are stained with the black collyrium (as you have kissed
somebody’s eyes), and your forehead kas been decorated with the red
dye meant for the feet (since you have placed your forehead on the
feet of some lady). What a beautiful adornment! It is really so nice
of you to have met me to-day like this”’. R.G.

Khyativiruddha : see PRASIDDHITYAGA
[emfafasg]

Kilakincita : amorous emotions of a mixed type in the company of a
[feafzfaa] lover.

One of the twently SATTVIKA ALAMKARAS of the heroine,
as enumerated by Bharata, and the fifth among the ten SVABHA-
VAJA ALAMKARAS. A mingling of varied emotions and actions,
such as a smile, feigned-weeping without tears, laughter, show of fear -
or anger or fatigue, all res'ﬁQing from the delight which one experiences,
or meeting the loved one, is ‘\hsat we may call Kilakificita (S.D. 3.101).
Ill : ““The beautiful lady makes a show of repulsing the hand of her
lover, ensuring that he does not actually withdraw his hand, chides
him with a sweet smile, and weeps, with dry eyes, even though she is
quite happy’’. R.G.

Klista : obscure, complicated.
[frerez ]
This poetic flow occurs when an idea is expressed in an obscure

or roundabout manner (i.e the use of many words where as few
would suffice) (K.P. 7.51; S.D. 7.3).

. .

Examples:
(i) Occurring in a compound word—

atri-locana-sambhiita-jyotirudgama-bhasibhih;
sadrsam sobhatetyartham bhiipala tava cestitam.

o 2
ie.,

‘O king, your activity looks beautiful like water lilies.’
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Here a long compound word meaning lilies is used thus:
(flowers) which blossom at the rise of that luminary which was born
of the eye of sage Atri.

Mythologically, the moon appeared from Atri’s eye and when
she rises, the water—Ililies unfold their petals.

(ii) Occurring in a sentence—

dhammillasya na Kasya preksya nikaman
kurangasavaksyal.
rajyatyapiirvabandhavyutpattermanasam sobham.
(K.P. 7.182).

ie,

‘Whose heart is not emamoured of looking at the prettiness of
the well-trimmed hair of that damsel whose eyes are as beautiful as
that of a young deer?

Here the words are so placed. that the sense becomes obscure.
The proper syntactical connection should be—dhammillasya sSobham
preksya kasya manasam na rajyati, but in the verse under study
‘dhammillasya’ occurs as the first word, while ‘Sobhim’ appears in
the end. Similarly ‘Kasya’ is placed in the first quarter, and ‘mina-
sam’ in the fourth. Hencet he entire sentence has become obscure.
Traditionally, this defect is known as diiranvaya-dosa. . K.B.

Kridita : amorous sport of a general type.
[#fea] Ay ¢ TYIRE

It is an additions made by Bho_la to the twcnty SATTVIKA
ALAMEKARAS of the heroine. It has been defined as a general sport
common to childhood, adolescence, and youth. R.G.

ey,

Kriya varkrata : stnkmgness of verb or action.
[T a=at] Varvarn oot b

This last variety of a striking substantxve, is fivefold: i) The
verb is made utterly subordinate to the subject; ii) An additional
superior subject is supplied for a verb, thus bringing out the efficacy
of the subject under description. ““The submarine fire drinks the
oceans over year; Agastya did it in a single sip’’; iii) A Suitable
adverb or adverbial compound is used to lend additional significance
to the verb; iv) A verb is used metaphorically ,through semblance-
based indication, implying a fantastic action; v) The grammatical
accusitives and other cares are concealed by using words like ‘“‘some-
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thing, somehow, somewhere, etc’, in their place. This lends unique
charm to the whole activity. S.K.
¥ e
Krodha : wrath, ange; earagement. oy 8
\/ [#4]

Krodha is the basic instinct underlying the RAUDRA RASA, the
sentiment of furiousness or the ferocious. It is aroused by unfavoura-
ble actions or wrongs done by others and results in harshness towards
the wrong-doer or the enemy. It is predominant in the Venisariha-
ram, R.G.

Ksobha : see PRAKSOBHA.
[&w]

Kulata : an adultress, an unchaste woman.
[gaer] ~
An adultress in regarded as undesirable in the main plot.
Though she is the law-fully married wife of one person, she makes
love to another man. Naturally she is regarded as a fallen woman,

slur on the family and is never to be associated with the main
sentiment. S.K.

Kuttamita : the affected rejection of a lover’s endearments or
[gzfwa] caresses by the heroineit is one of the graces of the heroine.
One of the twenty SATTVIKA ALAMKARAS of the Heroine,

as enumerated by Bharata, and the seventh among the ten SVABHA- ,
VAJA ALAMKARAS. When a heroine, though inwardly filled with
joy at the seizure of her hair, breast or lip, etc. by her lover, preten-
dingly tries to ward him off by hand or head, she manifests the
Kuttamita Alarhkara (S.D. I1L. 103). Ill.. “When the hero lays his
. hands on her breast, she tries to repulse him verbally, but at the
same time clings to him closer and closer”. R.G.

Kutiihala : eagerness, curiosity. 5 = 'u
(T3] b pamt L

One of the eight Sattvnka Alamkaras added by Visvanatha to
the SVABHAVAIJA category. To be impatient to see a thing of
beauty is Kutihala (S.D. IIL 109). Ill.: “Hearing that the wedding
procession of Prince Aja was passing by, that bsautful lady suddenly
withdrew her foot from the hands of the female decorator and ran

to the window forthwith to have a look at the procession, thereby
dripping the lac-dye all the way”’. R.G.
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laksand : indication, indicative capacity of the word.
v [HWT] b, & N T A

The secondary or figurative capauty or function of a word to
indicate a sense diflerent from, vet related to, its literal sense is called
laksana. 1t operates when (i) the denotation is incompatible in a
particular context, (ii) when the sense to be indicated is related to
the denotation, and (iii) when such an indication is (a) sanctioned by
continuous tradition, or (b) purposefully intended by the poet.
While (iii a) is called Traditional Indication, (3 b) is called purposeful
Indication. Indication based on the relationship of some semblance is
called Metaphor, while on the basis of any other relationship, it
becomes pure-Indication. When the name of a province is used to
indicate the residents therein, it is 7raditional Pure Indication. The
phrase ‘A cowherd colony on the Ganges’ is used intentionally to
convey the sacred and cool environments ot the colony, the ‘Ganges’
implying not che strcam but the bank of the river. It is purposeful
pure indication. S.K.
laksana laksana : exclusive pure indication.

[Freror Syt ]

This is the second type of Pure Indication wherein the secon-
dary indicated sense is narrower than the primarily denoted sense
and hence exclusive of the same. ‘A bull’ denotes the genus ‘bull’;
but in the sacrificial bull’, ‘bull’ indicates the animal particularly chosen
for a specific purpose. Thus, instead of the genus that is denoted, the
indication refers to one individual only. S.K.

laksandmiiia dhvani : indication-based suggestion; predominant sugges-
[eraaomgar =afa] tion devoid of an intention to convey the
primary denotation.

This is the second type of predomirantly suggestive poetry. The
denotation being incompatible is given up to indicate an indicated,
secondary sense, and the purpose udderlying such usage is suggested
through this procedure. This suggestion is of two types: (i) where the
denotation is transtormed into some different sense; (ii) the denotation
is utterly disregarded. S K.

lakSanamiila Vyanj.ma indication-based suggestion.
[@zrmg T sFsar]

In a purposeful indication, the denotation does ot hold good
in the context and another sense related to it is conveyed through
indication. A poet, however, uses indicative expression with a definite
purpose, which is conveyed through suggestion. ‘A hermitage on the
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Ganges’ cannot, for instance, be accepted in the literal sense of the
‘Ganges viz. the stream. So itis construed as ‘a hermitage on the
banks of the Ganges.” When onc searches for this underlying purpose,
he apprechends that the sanctity, holiness and coolness of the river
are through suggestion attributed to the bank and the hermitage
situated on it. This suggestion of the purpose may be (i) evident, or
(ii) concealed. Traditional indication has no suggestion underlying it.
. S.K.

laksanika Sabda : an indicative expression:
[arerfors weg]

This is a word which, being incompatible in a particular context,
is interpreted as indicating a sense different from, yet connected with,
its primary denotation. 1t may either be (i) traditional or (ii) purpose--
ful. In the latter case, it becomes suggestive too. S.K.
laksyartha : indicated sense. .

[@amd ] | ¥

The secondary meaning purposefully or traditionally attributed
to a word which is incompatible in a particular context. This sense
has to be related to the denoted sense. It is suggestive also of when-
ever there is a purpose behind it. S.K.

lalita : graceful amorous gestures of a woman. . N
[G’ﬂ‘*ra] e N LN e o B e YRR r 3

One of the twenty QATTVIKA ALAMKARAS of the herome,
as enumerated by Bharata, and the ninth among the ten SVABHA-
VAJA ALAMKARAS. A graceful pose or a delicate movement of
limbs is lalira (S.D.I11. 103), 1il.: **She walked, as if she was dancing,
even without the accompaniment of music; every movement of her
limbs was so lovely as if it were a particular pose in dancing.” R.G.

'

lagi riti ; the lata style of composition.
[ fa] "

Not mentioned by Dandin and Vdmana, the Jayi style is referred
to in the puranas and accepted by Udbhata, Rudrata and Bhoja.
Rudrata describes it as having compounds of five to seven words. The

Puranas, however, maintain that it is easy-flowing and clear but void
of brilliance. S.K.

lavepya @ charm, W oo A o ¢ XA
[Figoa] o

It means in the delicate style, a charm resulting from a suitable arr-
angement of letters and words an inherent charm of verbal arrangement.

b}
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(2) In the variegated style, it arises out of a skilful, and pro-
portionate combination of long and short, soft and harsh syllables.
Short syllables are preceded by conjuncts and Visargas are retained.
It results in enriching of the verbal arrangement in a pithy expression.

S.K.
laya : thythm.

[w]

' Laya is a rhythmic modulation. In other words, it is a vocal
modulation which adds to the effect of the flow in a poem. It differs
from yati which is just a pause (caesura) within a quarter of a stanza.

It is correct to read a verse with a pause (caesura) prescribed
for it, but it is more impressive and sonorous if recited with rhythmic

e

modulations. K.B.
lila : amorous, sport. ' 4 .fw‘ N an
[sitem]

One of the twenty SATTVIKA ALAMKARAS of the heroine,.
as enumerated by Bharata, and the first among the ten SVABHA-
VAJA ALAMKARAS. Imitation of the hero in manners, dress,
ornaments and spcech by the heroine out of sheer love is Lila (S.D.-
111.99). 1ll.: “Radha adorned herself in Krsna’s make-up, and sat
by his side; the friends could not tell who was Radhd and who was
Krsna.” R.G.

lingavaicitrya vakrata : striking use of genders.
[frgafeaea a=ar] |

In this variety of a deviating expression, several methods are
adopted to make the use of gender more poetic (a) different genders.
of homonyms are used in the same context; (b) a word that could be
used in various genders is used in the feminine gender to convey the
delicacy of an object (e.g. nata, natam, nafi); (c) multi-gender word is
used in the gender thatis appropriate in a particular context, thus
bringing out the finer shade’s implicit in that gender (e.g. feminine
gender implies soft virtues like compassion, sympathy, etc., while the
femipine ‘lata’ is associated with tenderness, the masculine Vrksa
suggests strength and the neuter Vetas’ ridiculous timidness. S.K.

lokavirodhi : see PRASIDDHITYAGA.
[@iwfaer]

Jokaviruddha : see PRASIDDHITYAGA.
[@wfaezg]
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lokottara : transcendental or super-mundane

[@=raz] .

The scholars of Sanskrit poetics have defined the nature of
RASA as extra-ordinary or unique. While enumerating the attributes
of rasa Viswanitha has used the term Jokottara to indicate the super-
mundane nature of rasa. The term does not, however, suggest that
rasa is a transcendental or mystic experience; it only emphasizes the
unique nature of this experience and distinguishes it from the ordinary
muandane expzriences of every-day life. That is precisely why Viswa-
nitha and others chose to call it ‘Brahmaswada sahodara’—akin to the
realization of the Supreme Self, i.e., mystic-like but not exactly mysti-

cal. ‘ R.G.

mada I : feeling of pride. T B P Jau FAR
[7=] ) i

One of the eight SATTVIKA ALAMKARAS added by Visva-
nitha to the SVABHAVAIJA category. It is a feeling of pride due to
one’s youth, good fortune and the like (S.D.II[.105). Ill.: “My
husband lacks imagination; he compares my face with the moon,
which has three demerits: it wanes; it is stained with dark spots; and
it has poison for its brother.” (Note: Since both moon and poison

were born as a result of churning the ocean, they are said to be
brothers. . R.G.

mada Il : intoxication. L
V [7=]

The fifth among the thirty-three VYABHICARI BHAVAS, as
enumerated by Bharata. Mada or intoxication is a mixed state of
confusion and delight due to drinking. When in such a state, a person
of refined make-up would go to sleep, a man of average culture would

laugh and sing, and a ill-bred person would hurl abuses and weep.
(S.D. 3. 146-147) R.G.

madana : see RUPAMALA.
- [==T]

madhumadhavi : see VASANTATILAKA . «
[wgwieaEt] A ‘

\/-"'m'cfdlmrya I: sweetness, one of the three chief GUNAS or poetic
[mgﬁ] qualities.

Bharata says that sweetness should never arouse disgust even on

repetition. Abhinave insists on freedom from ambiguity or contra-
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diction. Pratihdrendurija describes it as pleasantness. Vimana
defines (a) Verbal sweetness as absence of compounds or composition
with single separate words, that secems to ooze out honey, and (b) .
Sweetness of sense as implying variety in the expression of the same
idea. Dandin expects sweetness to manifest sentiment through words
and sense. It should be free from vulgar expression and the arrange-
ment of sounds should be elegant and in good taste.

Anandavardhana has, however, completely changed the concept
of mdadhurya. According to him, it is a quality that melts the heart
and exists in rising proportions in the uvion of lovers, in love in sepa-
ration and in pathos. In the union of lovers it pleases the heart in
other contexts too it causes the heart to melt in hlgher degrees. S.K.

mddhurya II : exquisite beauty, attractlveness
[ ] '
One of the twenty SATTVIKA ALAMKARAS ‘of the heroine,
as enumerated by Bharata, and the fourth among the scven
AYATNAJA ALAMKARAS. The attractiveness which is sustained
under all conditions is Madhurya (S.D. 1I1. 97). IlL.: ““The dark spots
on the moon only add to her beauty; the delicate Sakuntald though
clad in bark, looks all the more charming. Anything would embellish
those on whom Nature has bestowed loveliness.” R.G.

madhurya I1I : sweetness (of expression). .
[=rg] b

(1) In the delicate manner it 1mpl|es a total absence or an extre-
mely sparing use of compounds. It is a proper disposition of charm-
ing significant expression and an arrangement delightful to the ear.
(ii) In the variegated manner it denotes the aesthetic charm that
results from the compactness of an artistic structure. It is free from
vulgar laxity or looseness. This compactness of diction is strikingly
delightful. S.K.
madhya : a variety of the amorous heroine.

; [wEa]

The second variety of the NAYIKA (heroine) under the classifi-
cation based on the degree of her modesty. Madhya is one who exhibits
some novelty at the time of coition, whose interest in the pleasures
of youth has fully developed, who is in the prime of her youth, whose
specech is tinged with a little audacity, and who has overcome the
initial stage of bashfulness (S.D. 3.59). 1Ill.: “Cupid and modesty
equally sway the eyes of that damsel, which are integesting to Jook
at; they (the eyes of the lady) are being drawn to opposite sides like a
husband with two wives! (J.V. 44) - R.G.
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maddhiyama madrga : midway or mixed manner.
["saw =13 ] .

In this style delicacy and variety are mixed in suitable propor-
tions resulting in an peculiar charm lent by natural and artistic use of
word and meaning. The riches of the two modes of expression, as it
were vie, with each other. S K.

Mdagadhi riti : the magadha style.
[wrmdY <fa)

The sixth form of style added to the tradmonal four by B}ga
the Miagadhi style (RITI) is described by him as an undesrrabrtv
broken and defective style which should be avoided except i eV

~—

speeches of lunatics or drunkards. N

mahandtaka : a play with ten acts.

[FarTiEs]
When a NATAKA (Play) contains ten acts. it is known as
Mahandtaka. Dasariipaka gives the following definition: a regular

Nataka has five acts; the one with ten acts is called a mahanaiaka
(D.R. 3.43). LN.C.,

 mahakavya : an epic
[wgrwiea]

Mahakavya : is a poetical work of sizeable length written mainly
in narrative style. Bhamaha was the first Sanskrit scholar who
enunciated the main attributes of the epic as follows: it is a long
narrative poem divided into cantos. The diction is ornate and urbane.
It depicts various aspects of human life. The plot is dramatically
structured. It is devoid of unnecessary details, is well-knit and impres-
sive. Dandin elaborated Bhimaha’s definition by adding a list of
details in respect of its theme, characters and style.

Dandin was followed by Rudrata who made a few singificant
changes in respect of the epic theme, etc.

The last and the most important in the series was Viswanitha's
definition which is partly a modification and partly an elaboration of
Dandin’s definition. Itis a comprehensive description in the sense
that Viswandtha has tried to incorporate all the important features
stated by his predecessors and offer a definition complete in itself.
According to Viswanitha, the main features of the Epic are as follows:

Plot ; The story of an Epic is based either on history or on a
‘well-known legend. It abounds in descriptions of nature, such as
evening and morning, night and day, seasons, mountains, forests, sea,
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etc. It also depicts various aspects of social life, such as marriage,
child-birth, separation, sacrifice, travel, etc. along with political events
like battle, campaigns, meetings of ministers, victory, strategy, etc.
In brief, the epic theme covers all the aspects of human life.

The fable of the Epic is complex in its composition comprising
a number of episodes. It develops like a dramatic plot. It is divided
into more than eight cantos which are neither too long nor too short.

The epic hero is either a god or a prince gifted with a noble and
magnanimous character.

The basic sentiment of the Epic is either srngdra (love), vira
(beroism), karuna (Pathos) and Santa (quietitude or sereuity). The
epic aims at the attainment of the four objectives of life, namely,
dharma (virtue), artha (Wealth), Kama (desire) and moksa (salvation).

As for the style of the Epic, only some very formal details have
been given by the Sanskrit authors. These have been summarized by
Viswanatha as follows : .

1. The Epic should begin with blessings or benediction or with a
meation of the theme.

2. It should commend virtue and condemn vice.

3. Every canto should be composed in one metre which should
normally be changed at the end. There could, however, be an excep-
tion to this rule and more than one metre could be used in the same
canto. .
" 4. There should be an indication of the events to follow at the
end of every canto. ,

5. The Epic should be named after the poet or the hero or an
important character. The title of every canto should be consistent
with its theme.

Although Viswanitha’s definition of the epic gained wide
currency, the contribution of Kuntaka in this regard deserves special
mention. He has concentrated mainly on the structure of the plot.
The relationship between the main theme and the subsidiary episodes
according to him ought to be organic as between the limbs and the
body. The various parts of the plot should be connected in a proper
sequence. It can be clearly deduced from Kuntaka’s analysis that the
epic was a work of art with vast dimensions and a complex plot-
structure. He also emphasized the desirability of incorporating the
various elements of drama in the developmet of the plgt.

The concept of the epic in Sanskrit poetics can be summarized
as follows : . '

An epic is a long narrative poem with a panoramic vision and
vast dimensions. The plot is complex and has a dramatic structure;
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the characters are noble and dignified. It has a noble purpose,
advocates moral values in life, and is written in a style that is ornate

and grand. N J.

maladipaka : serial illuminator.
[wrenigias] R
In this figure of speech several objects are, in succession, con-
nected with the same attribute. e.g., *‘When (O, King) you go to the
battle the bows get arrows (fitted to them), the arrows get (hit) the
heads of the enemies, they (the heads) then get down to the earth,
which (the earth) achieves you, (your patronage) and you achieve
fame’. (tvayi samgara-samprapte dhanusaditah, sarah, ‘sarairarisiras-
tenabhiistaya tvam tvay a yasah.) (S.D. atter 10,77). Here several ob-
jects like bows, arrows, heads, the earth, the king and f:
nected with one another in quick succession.

malini : a variety of varnika metre.
[mfert]

(1) This is a VARINKA metre of the
varnds in each of its four feet. The metrical arFfangement of GAN
is nagana nagana, magana, yagaia and yagana, the symbolic notation
being IIi, 111, SSS, ISS, 1SS. The pause is at the end of the eighth
letter and then at the seventh. (P.S. 7.14 S.B. 3i; P.P. 2.164; S.T.

1.30: V.R./3.83;,C.M22|20; C.P. page 178). Bharata has termod this
metre as nfiudipfigdeni (Y. 73). .
Example ,.'\\

0 Sarasija-manuvidham Saivalenapi ramyam
malinamapi himansorlaksma lak smim tanoti;
ivamadhika manojna valkalenapi rtanvi
kimiva hi madhuran@m mandanamnakrtinam

(1I) The Natya-sadra of Bharata has recorded another varnika-
malini of the even type, with six varnas in each quarter. Its charac- _
teristic feature is that only the second varna in each quarter is short 3
the rest being long: (

snana-gandha-sragbhir-vastra-bhitsayogaih
vyaktamevais@ tram matini prakhyata (N.S. 16.6)
K.B.
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malopama : garland of similes.
[Fr=taaT]

A figure of speech in which one subject of comparison (upameya)
has got a chain of standards of comparison (upamiinas).

Example :

‘The royal fortune shines out through sound policy as a lake
does with lotus flowers, the night with the moon, and a woman with
her youth.’

Here the royal fortune is campared to many standards of com-
parison viz. lake, night, and woman. S.D.C.

mana vipralambha : eros in separation caused by pride and anger.

[77a fawerew ] S BN T

Ego or pride leads to anger which becomes an obstacle in
union, even after the first fulfilment of love is experienced. Pride is
hurt by jealousy, or often by love itself. These situations are possible
only when both the persons reciprocate each other’s feelings—other-
wise, it is mere illusion or semblance of love. - R.G,

mandakrantd : a variety of Varnika metre.
[F===wrearT]

This is a VARNIKA metre of the even (sama) type consisting
of seventeen varnas in each of its four feet. The metrical arrancement
of the GANAS in it is magana. bhagana, nagana, tagana, tagana and
then two long sounds, symbolised as SSS, SlI, lli, SSI, SSI, SS. The
caesura comes at the fourth, sixth and the seventh ‘varna’ (P.S. 7.19
S.T. 1.35; S.B. 10; V.R. 3.95; C.M. 2.271; C.P. page 179). Bharata
has, however, termed it as sridhara. (N.S. 16.83).

This metre is quite appropriate for the composition of lyrics in
as much as the poem thus composed can be sung. Kalidisa chose
this metre for his Meghadiitam or ‘The Croud messenger; Sanskrit
poets generally change metres in their works, especially towards the
close of a canto; but Kailidasa seems to be so enamoured of this
lyrical metre that he did not employ any other metre in Meghaditam.
The entire work, divided into two parts, is written in Mandakran:a.

Exam;le :
énanaiscirnaih sukhasurabhirgandalepaisca dhiipaily
puspaiscanyail Sirasi racitairvastrayogaisca taistaih;
nand ratnaih kanaka-khacitairaigasambhoga samsthail
vyaktam kante kamala-nilaya Sridhavevati bhast. (N.S. l6l.<8(l)3)
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mdrga : manner, style.
[t '

The word ‘marga’ as used by Dandin and others is a synonym
of style. Kuntaka disagrees with them in regard to their nomencla-
ture and classification. Bhamaha before him rejected the regional
basis of the classification of Vaidarbha and gauda as absurd. Such
provincial distinctions are indefinite and no characteristic can be
attributed exclusively to the style of a particular region.- Qualitative
classification into excellent, msdiocre and bad too is untenable for
excellent style alone appeals to the reader. The style according to
Kuntaka is governed by the creative imagination, versatile genius and
constant practice of the poet. Some prefer a delicate manner, others
a colourfully variegated or picturesque manner while there are others

_ who adopt a mixture of both as a golden mean. Although all the

N

three are essentially suggestive, the variegated style is more impres-
sive.
According to Kuntaka, all these three styles possess six essential

qualities in some form or the other. S.K.
marana . death R
/ [A7er] .

The thirty-first among the thirty-three VYABHICARI BHAVAS
as enumerated by Bharata. According to Bharata and Visvanatha,
marana denotes death; it may be caused either by sickness or by an
attack made by an enemy (N.S. VII. 85 & S.D. III. 155). According
to Dhanaifijaya, when marana has a reference to the erotic sentiment,
only (the resolution) to die should be indicated, and not death itself
(D.R. IV. 21). Jagannatha has defincd marana as the state of swoon-
ing preceding death—sickness, etc. being the cause of this state
(R.G.I). R.G.

L 3 '
* W UP. SRR ER
]

mati : a state of mind characterized by self-confidence and determina-

[qfa] tion.

lhe twenty-eighth among the thiry-three VYABHICARI
BHAVAS, as enumerated by Bharata. Mati is the state of mind in
which one arrives at a firm decision in conformity with the rules of
moral conduct. Smiling, feeling confident and satisfied, and holding
one’s ownself in high esteem are the external manifestations of this
state of mind. (S.D. III. 163) - R.G.



XPA TR, 08 —

marra : a unit of prosodial measurement.
[mva]

Matra is a unit of prosodial measurement. For the purpose of
composing MATRIKA metres, a short sound, viz., a,i,u,r, or a con-
sonant with any of these vowels has one mdrra, whereas a long sound,
viz., 4,i,0.r.e,ai,0,au, or a consonant with any of these vowels has
two matras. A short sound with an anusvdara (the nasal dot) or with
a visarga (two following dots) is regarded as having two matras. A
joint letter—even if it be a short one—turns the preceding short
sound into a long one, and as such two matras are to be allotted to it
(the preceding one). An individual consonant (i.e., a consonant with-

out any vowel) has no matra.

Examples :

(i) ‘Kamala® has three vowels, each with a short sound. It has,
therefore, three matras.

(ii) ‘Devi’ has two vowels, each with a long sound. It has,
therefore. four matras.

(iii) ‘Rima has two vowels—one with a long sound and the
other with a short one. Therefore, it has three matrras.

(iv) ‘Amsa, has two vowels, wherein the first has an anusvira
(the nasal dot). ‘Am’, therefore, has two matrds and ‘sa’,
one.

(v) ‘Sivah’ has two vowels, where ‘$i" has one mdrra® but ‘vah’
has two, because of a following ‘visarga’ (two following
dots).

‘Matsya’ has two vowels. Individually, both are short ‘a’. The
first short vowel, however, will be allotted two ‘matras’, because it is
preceded by a combination of ‘t’, ‘s’ and ‘y’. K.B.

madtrika : one of the two major categories of metre, the other one
[mrfa®] being VARNIKA. i

Matrika is that metre in which the MATRAS are measured.
A short sound has one mdtra and a long one has two. It differs from
a varnika metre in that it has no uniformity in the position of short
and long sounds indicated by different GANAS. The Matrika category
rang¢s from a metre with only one matra to those which have thirty-
two in a quarter. They are grouped as follows:

(i) Candra (ii) Paksika (iii) Rama (iv) Vaidika (v) Y.ﬁjnika (vi)
Ragi (vii) Laukika (viii) Visava (ix) Anka (x) Daisika (xi) Raudra
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(xii) Aditya (xiii) Bhagavata (xiv) Manava (xv) Taithika (xvi) Sarhs-
kiri (xvii) Mahasamskari (xviii) Paurdnika (xix) mahapauranika (xx)
Mahade$ika (xxi) Trailoka (xxii) Mahdraudra (xviii) Raudraka (xviv)
Avatari (xxv) Mahavatari (xxvi) Mahdabhagawata (xvvii) Naksatrika
(xxviii) Yaugika (xxix) Mahadyauagika (xxx) Mahataithika (xxxi)
Asvavatirl (xxxii) Laksanika.

Each group or class has—its own varietes.

Meters with one to six mdtras are not in vogue. Those consis-
ting of more than thirty-two mdtras in a quarter are termed dandaka.

A madtrika metre can be either of an even (sama) type where all
the quarters have equal matras or of semi-even (ardhasama) type
where only two quartersare uniform, or of uneven (visama) type
where there is no uniformity of marrds in the quarters. K.B.

maugdhya : amorous sport indicating innocence
[Ahza] ' -

One of the eight SATTVIKA ALAMKARAS added by Vi§va-
nitha to the class of SVABHAVAJA ALAMKARAS. To enquire
about a known phenomenon in the presence of the hero, pretending
ignorance thercof, is Maugdhya (S.D.11[.107). Ill.: **O Krspa >’ says
Ridha to Krsna, who has asked her for Surata (sexual union), “I
don’t have Surata with me; I do not know what it is: I shall search it
out; I shall ask my friend to get it for you.” R.G.

milita : lost, suppressed.
[Hfa]

A figure of speech, in which some object is suppressed by means
of another having the same characteristics. ‘Bharati could not notice
the musk-stigma on the chest of Visnu, which he got from the (musk-
smeared) breasts of Laksmi (while embracing her), as it was conceal-
ed by his lustre resembling a blue lotus’. (S.D. after 10,89) Here the
musk-stigma of dark colour is described as being suppressed by the
lustre of the body of lord Visnu, which is darker than the stigma
itself. 3 S.D.C.

« "

\//moha : distraction of mind. Ty i o
- =]

The tenth among the thirty-three VYABHICARI BHAVAS, as
enumerated by Bharata. AMoha is a distracted state ot mind arising
from fear. gricf, excitement, or paintul recollection; its external mani-
festations being fainting, or short ol it a state of mind in which one
is not abl!e to grasp things in their proper perspective, staggering, gid-
diness, a temporary tailure of the sigit, etc. (S.0D. 1I1.159) R.G.



MOT 77\7 17A 100 moltayita

moftayita : silent, involuntary expression of affection towards an
["zrfag] absent lover.

One of the twenty SATTVIKA ALAMKARAS of the heroine,
as enumerated by Bharata, and the sixth among the ten SVABHA-
VAJA ALAMKARAS. It is manifested when a heroine though absor-
bed in the thought of her lover, poses indifference by such actions as
itching her ears when there is a reference to him. (S D. 11I. 102). Ill.:
‘“When you are mentioned, she begins to itch her ear, yawns, and
stretches her limbs”’. R.G.

mrti : death. ; 3
[fa]

The tenth and the last stage in lovelorn condition. Unbearable
physical and mental agony naturally leads to death. This death too is
however, temporary and a revival through some miracle is expected,
e.g. the case of Chandrapida in Bina's Kadambari. R.G.

. mugdha : a variety of heroine (ndyika) in poetic compositions.
~ [gm]

The first variety of the NAYIKA in the second classification on
the degree of her modesty. Mugdha is one who has just stepped into
the domain of youth and love, who shrinks from sexual union, who is
gentle in her indignation, and who is extremely bashful (S.D. 3. 58).
Ill.: “The youthful new bride tries to conceal herself as the
groom, approaching nearer and lays his hands on her person and, out

of fear and bashfulness, her face becomes as crimson red”’. (R.R.26)
R.G.

Mukham : the first juncture in a play.
[7e]

The first juncture wherein originates the seed (bija) of the plot
of the drama, giving rise to various intentions and sentiments and it
is here that the first stage of the action (prarambha) develops.

The twelve sub-divisions of the opening (mukham) are—sugges-
tion. enlargement, establishment, allurement, resolve, success, settling,
conflict of feelings, surprise, disclosure, incitement and activity (see
SAMDHI). Suggestion (upaksepa) is the sowing of the seed. Enlarge-
ment (parikara) is the growth of the seed. Establishment (parinyasa)
lodges it. Allurement (vilobhana) is the capturing of others by describ-
ing the excellence. Resolve (yukti) is the connection’ of purpose and
result. Success (prapti) implies acquisition of happmess Settling (sama-
dhana) is the re-affirmation of the very seed of the drama. Conflict of
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feelings (vidhana) is that which causes both joy & sorrow. Surprise
(paribhidva) causes curiosity. Disclosure (udbheda) is the germination
of the seed of the drama. Incitement (bheda) is disclosing something
previously hidden. Activity (Karana) is starting of the real under-
taking. IN.C

muktaka : a stray or independent verse. - . el &
[gew] PRI

It is a verse which is not dependent for its meaning on what
precedes or follows it and is, as such, complete in itself. Abhinava
Gupta has defined Muktaka as a composition which is capable of pro-

viding aesthetic pleasure to its reader independently of the verses that
- precede and follow it. N.J.

nandr : benedictory verse or verses recited as a sort of prologue at the
[:rr:a"r] beginning of a drama.

Almost all Sanskrit plays begin with the nandi. The word ‘nandr’
is derived from ‘nanda’ i.e. to please. It invokes the blessings of gods
(N.S., V. 50), welcomes the audience and suggests the theme of the
play (D.R. IlI1 4a). It honours gods, Brihmanas, kings (A.P. ccc
xxxviii, 8-9), the chief guest, the audience and the actors (A.B. 1.219).
In Abhivnava Bharari Abhinava Gupta points out that it should be
recited everyday the play is performed and that it can have from six
to twentytwo pddas. The stage Manager (sitradhara) recites the
ndndi in a tone neither high nor low (B.P. vii, LL. 19-22). It is ac-
companied by offerings of flowers. LLN.C.

nandimukhi ; see MALINI.
[ardrgat]

natika : a minor type of play.
[Frfesr]

According to Sanskrit dramaturgy, a ndafika centres round a
plot completely conceived and woven by the poet’s imagination. This
is a four-act play. The dramatis personae predominantly include
women actors. The hero is a king of DHIRALALITA type (a man of
digrified nature with artistic propensities). The heroine is a lady born
in a royal family who should have access to the harem of the king
where she could be seen by the hero as a matter of chance. She
should be adept:.in music, an attainment which has been suggested as
another (alternative) course to attract the heroand bring him into
contact with her This goes quite well with the hero conceived with
an artistic temperament. The theorists further pre-suppose that the
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bero (king) should already be married. He falls in love with the
heroine, but the process is conditioned by a sense of fear of the first
wife—the queen. This play has KAISIKT VRTTI and, the VIMARSA

type of sandhi is either conspicuous by its absence or is used only
sparingly.

Ratanavali is a typical example :

Natika is essentially a shorter play than the perfect play viz.
Nataka. Women in sanskrit plays have to be considered in the light of
the social customs obtainable in India in that age. Bigamy, or even
polygamy was a normal feature, particularly in the upper strata of
society in those days. The idea of a heroine as the beloved of a married
man will strike as strange to a Western observer and even to an
Indian critic today, but this has to be accepted as a fact of life in the
context of Sanskrit drama.

A Natika has to confirm to shorter action and gloat over cer-
tain steps of construction (sandhis), R.D.

ndatya rasaka : a minor type of play or upariipaka.
[area vaT]

It is a one-act play full of music and fun. While the hero is
DHIRODATTA (It is a designed and noble; the pithamarda (a witty
guy who assists the hero in his undertakings) is second in importance
among the dramatic personae. The heroine in this play is of VASA-
KASAJJA type (cne who prepares herself fully and waits to meet her
lover). Hasya i.e. mirth or humour, and Srrigdra (eros) are the consti-
tuent sentiments. The theme being limited to one act, there is no
scope for the employment of all the devices of construction (sandhis).
Vilasavati is an example of this minor kind of play. R.D.

‘ndyaka : the hero or the principal male character. =% (1 11
-/ [max]

The term has been dealt with in two different connotations. In
works on deamaturgy the term ndyaka stands for ‘the principle charac-
ter of a drama’, while in works on erotics it stands for the lover. He
is the object of love of the heroine, the NAYIKA, who in turn is the
object of love of the hero or the ndyaka. Bharata has mentioned
four varieties as the ndyaka as the principal character of a drama:
DHIRODATTA, DHIRALALITA, DHIRAPRASANTA and
DHIRODDHATA (N.S. XXXIV.17). Bhanudatta has divided the
erotic Nayaka into three categories; PATI (husband), upapati (the
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lover with whom the heroine has extra marital relation) and VaiSika
(prostitutioner—one who makes love to harlots) DHRSTA (R.M.
100-107). Some of the authors, who have dealt with dramaturgy and
erotics both, have tried to synthesize the two classifications.

ndayaka according to Visvanitha is one who is gifted with the
following qualities: genecrosity, contentment of having done one’s duty,
high descent, grace, ardour of youth and handsome personality, com-
petence, popularity, brilliance, intelligence and virtuous conduct (S.D.
I1I 30). R.G.

nayika : the heroine. . ey Rt
\ [rfasr]

The nayika stands for ‘the principel female character of a
drama, or of an epic’. In erotics, however, the nayikd is an amorous
young lady well-versed in the art of love. The following classifications
have been widely accepted:

(1) Nayika (on the basis of her social relationship with the
hero): SVAKIYA, PARAKIYA, SAMANYA (or vesya). Parakiya
is either KANYA or UDHA.

(2) Nayika (on the basis of her age, rather on the basis of the
degree of her modesty or bashfulness): MUGDHA, MADHYA,
PRAGALBHA. This classification has been generally attributed to
the SVAKIYA alone in the first classification.

(3) Nayika (on the basis of the situations in which she may be
placed in relation to the hero): (i) Vasakasajja , (ii) VIRAHOTKA-
NTHITA (iii) SVADHINAPATIKA (iv) KALAHANTARITA (v)
KHANDITA, (vi) VIPRALABDHA, (vii PROSITABHARTRKA
(viii) ABHISARIKA. This is the oldest and the most widely accep-
ted classification; the eight varieties of the heroine are popularly
known as Asta-Nayikdas (N.S.XXIV. 203-204). The later authors have
termed these varieties as eighit conditions of the heroine (D.R.11.23).

The classifications of the heroine are governed by certain con-
ventional limitatioas: (1) Only the natural and normal forms of love
are dealt with; the various forms of perverted sexual impulse, homo.
sexuality and auto-eroticism, for example, have no place in the scheme.
(2) The scheme deals with the love of only youthful and attractive
persons. (3) While depicting the love of even grown up men and women
care has to be taken to avoid infringement of the laws of social pro-
priety; no love can be made to the wife of a relation, or of a friend, or
of a learned Brihniana, or of a king. (4) While a man may be shown to
love a number of women, no woman can be shown to love more than
one man or to change her love from one man to another; even the
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UDHA parakiya (married woman having extra-marital relations) loves
only one person, who is someone other than her husband. (5) The
depiction of anything non-erotic is forbidden; a pregnant woman no
longer remains a ndyika, no children may be brought in (S.NNB., pp.
319-321).

According to Visvanitha, the nayika is gifted with the same
qualmes as the nayaka* (S.D.111.56) I1ll.: ““Her complexion is so bright
that even the colour of pure gold fades out in comparison; her eyes
are indolent; her looks are graceful and charming; who would not sell
himself for her sweet smile? As you look at her eves from a shorter
and yet shorter distance, the more and more is the hidden beauty of
her eyes revealed.”” (R.R.6),

N.B. The various types given above are defined under proper
heads. - R.G.

neyartha : mixed metaphor, conceit.
[Faiq]

Neyartha is that poetic defect which occurs when the actual
meaning of a particular expression is arrived at in a stretched and far-
fetched way (K.V. 11.1.12; K.P. 7.51; S.D. 7.2), Inthe Natya-sdastra
(17.88), however, it is called giidhdrtha,

Example:
(i) Occurring in a word—
saratk ala-samullasi-piirnima-sarvari-priyam
karoti te mukham tanvi capetaparanatithim
ie.,
‘O slender lady, your face gives a slap to the moon which is full
on a Purnima zight.’
Here the writer wants to say that the lady’s face is lovelier than

the moon. But the face is said to give a slap which is by itself a .
chumsy expression not very easy to understand.

(i) Occurring in a sentence—
vastra-vaidiry a-caranaihi-k sarasatva-rajah-para,
niskampa racit@ netra-yuddham vedaya sampratam.

i.e.,

‘The sun has by its rays dispelled the darkness on the earth,
Now open your eyes.’
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The idea has only to be guessed in four stages by an intelligent
reader or listener:

(a) One has to visualise the synonyms of ‘vastra-vaidirya-
-caranaih’ ‘which may be ‘ambara-mani kiranaih’® meaning ‘by the
rays of the sun.’

(b) ‘niskampa’ is to be guessed as ‘acald, which is a synonym
‘for the earth.

(c) The third in the series of sattva, rajas and tamas is ‘tamas’
-and, therefore, ksata-satva-rajah par@ would require to be explained
.as ‘ksatatamaska@ meaning ‘one whose darkness has been dispelled’.

(d) ‘Yuddha’® has ‘dvandva’ as its synonym. So ‘netravuddham’
is to be guessed as ‘netradvandvam’ meaning ‘both the eyes’. Without
-all this intellectual exercise, the verse will remain absolutely unintelli-
gible. ’K.B.

1

-nidarsana : illustration.
[frzarar]

A figure of speech in which the connection of things implies a
relation of type and prototype (bimba and pratibimba) and that con-
nection may either be possible or impossible. For instance: Kalidasa,
-at the very outset of his book Raghuvamsa before beginning to des-
-cribe the Raghu dynasty, says, ‘““Where is the solar race, and where is
my meagre intellect?. Thus, out of ignorance | have been desirous of
«crossing the impassable ocean in a raft.” (S.D. after 10,52 a). Here
‘the description of the solar race by one possessing a poor intellect and
the reference to the crossing of the ocean in a raft are unconnected

but they have been brought together. S.D.C..
’.nia'rd: state of drowsiness. My e Ve
v [famT] .

The twenty-first among the thirty-three VYABHICARI BHA-
‘VAS, as enumerated by Bharata. Nidra is the state of drowsiness in
‘which the mind is shut out from external experiences. It is occasioned
'by fatigue, exhaustion, intoxication, etc. Yawning, closing of the eyes,
‘breathing out, stretching and relaxing of the limbs, etc. are its exter-
:nal manifestations. (S.D.111.157) R.G.

.nihatartha : deviant usage.
[frgai=].
Nihatartha, yet another poetic defect, occurs when a word hav-

ing two meanings is used in its obscure sense or suppressed meaning -
{K.P. 7.5¢; S.D. 7.2).
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Examples:

(i) Occurring in a word—

Yamuna sambaram vyatanit.
(S.D., after 7.4)

ie.,

The Yamuna spread out its water. ,

Here the word ‘sambara’ is used in the sense of water. The dic-
tionery gives ‘sambara’ as a synonym for water (vide Amara-Kosa
1.10.4), but, generally speaking, this is an obscure meaning, the well-
known meaning of ‘sambara’ being a demon of this name.

(ii) Occurring in a sentence:—

sayaka-sahdaya-bahormakaradhwajaniyamitaksamddhipateh
abjarucibhdsvaraste bhatitaramavanipa slokal.

le.,

‘O protector of the earth, you hold a sword in your hand: it
serves you as a companion. You are the master of the world gridled
by the ocean. Your fame, which is as resplendent as the moon, is
shining brightly. ¥

Here the words ‘siiyaka’, ‘makaradhvaja, ‘ksama’, ‘abja’ and
‘Sloka’ have been used in the sense of sword, ocean, earth, moon, and
fame respectively; but they are generally known to signify an arrow,
cupid, forgiveness, a lotus and a verse.

Hence the meaning which the writer wants to convey remains
concealed. K.B.

nirhetu : lack of motive or justification. i\
[Frgg]

This defect of meaning is caused by a statement which lacks
justification. (K.P. 7.56; S.D. 7.11). Bhamaha terms it as ‘pratijna-
hetu-drstanta-hina’ (Kaval. 4.2). It may remotely be traced to a
phase of ‘nydyadapeta’ of Bharata (Nafyasastra 17.92).

Example:

grhitam venasih paribhawabhayannocitampapi
prabhavadyasydbhinna khalu tava kascinna visayal;
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parityaktam tena tvamasi sutasokanna tu bhayad
vimoksye Sastra tvamahamapi yaralh svasti bhavate.
(K.P. 7.264, S.D. after 7.11)

ie',

‘(Asvatthama is addressing his weapon) O weapon, my father
Dronicirya was a Bhrihmana, and a Brahmana, does not usually
wield a weapon, but he took it lest he should be overcome by oppo-
nents. There was none in the opposite camp at whom you could not
be hurled. Even then he gave you up, not for any fear, but on
account of his grief for me, his son. I shall also abandon you. Go,
I bid you good-bye. Fare you well.’

Here a mention is made as to why Drondcidrya gave up his
weapon: he felt much too depressed to continue to fight after hearing
the tragic news of his son’s demise. But the writer of the verse has
not given any reason for which Asvatthima abandoned his weapon.
Hence the poetic defect is obvious. K.B.

nirvahana : the catastrophe, the final juncture or the last stage in
[fAagor[ which the action of a play is brought to a head.

Nirvahana is the fifth juncture, the conclusion, wherein the seed
(BIJA) which is being developed stage by stage matures into a fruit.
In other words, it is the fifth and final stage of action where the ob-
ject is achieved. As a matter of fact in nirvahana the harmonious
combination of all parts, is attained. Dasariipaka says that nirvaliana
or the conclusion is that juncture wherein the events which occurred
in the opening and other junctures, which contained the seed (bija)
and were distributed in one order, are brought together to one end.

-mirveda : disgust, loathing indifference, a feeling that gives rlse to the
[frg] sentiment of quietude (SANTA). i~ .. 4 % v
The first among the thirty-three VYABHICARi BHAVAS as
enumerated by Bharata. Nirveda is a feeling of self-abasement blended
with complete indifference towards worldly objects. The cause of such
a feeling is either knowledge of the Truth, or a calamity, or jealousy.

Anxiety, tears, paleness of the face, deep sighs and low-spirits are its

external manifestations. (D.R.1V. 9) R.G.
niScaya : certainty. t ol a1t
[fre=a ] . S

A figure of speech in which the subject of comparison (upameya)
is established by rejecting the standard of comparison (upamana). ‘It
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is a face, not a lotus; these two are eyes, not blue lotuses.” (S.D. 10,
39, v.r.). Here on account of the extreme similarity between the face
and the lotus (the subject of comparison and the standard of compari-
son respectively), it is possible that the one may be looked upon as the
other. It has, therefore, been emphatically asserted that the face is the
face, and not the lotus, etc. S.D.C.

A

nivatdapti : assurance. “ Fu% ) S e
[fraaifa] - '

Niyarapti is the fourth stage of action which means certainty of
success. It is the assurance of success arising from the absence of
risk.(Dasariipaka 1.32).

In other words, it is the sure achievement of the result through
the removal of obstacles. This stage cannot be compared with the
denouement, the fourth stage of the action in western classical plays
because denouement indicates a somewhat peaceful situation before
the final catastrophe. After the crisis the spectators are given some
respite in the form of denouement. It is a comedy then the denoue-
ment is not very different from niyatapti. I.N.C.

nyadapeta : see NIRHETU
[Farar=aa ]

nyiinapada : ellipsis. ' )
[FaA9e] |

Nyiinapada is a poetic defect occurring on account of some defi-
ciency in a word (K.P. 7.53; S.D. 7.5).

Example :

Yadi mayyarpita drstih kimm mamendrataya tada.
(S.D. after 7.8)

iLe.,

‘If a glance is cast on me, then the status of Indra, the Chief of
deites, has no significance for me.’

Here the first foot of the hemistich is deficient in ‘tvaya’ (by
you), without which the significance of the lovers’ narration is
obscured. K.B.

" /'Ojasa : force, compactness.
[3rr7]
Bharata defined Ojas or force as use of (1) many compounds
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with suitable concatenations of letters, and (2) colourful words satura-
ted with emotion and splendour, thus including the peculiarities of
both sound and sense. Vamana defines (a) verbal force as ‘compact-
ness of construction’ resulting from conjuncts, particularly with ‘r’ and
‘short compounds’ while (b) force of sense consists in boldness, sophis-
stication or dignity of content arising from the use of a phrase for a
whole sentence or vice-versa.

Examples :

(i) ‘The luminary produced from the eye of Atri’ for ‘the moon’
(i1) ‘She winks’ for ‘she is human and not divine’. Dandin-bases it on
long and numerous compounds and describes it as the life-breath of
prose and of the Gaudi style.

According to Anandavardhana force inheres in such sound and
sense (both) as manifest sentiments of valour and fury. They ignite, as
it were, the reader’s mind into a furious fieriness. Compounds may or
may not be used. What is essential is the capacity to excite the reader
into furiousness. S.K.

pada : foot, one of the four quarters.
[1=]

Pdda is derived from the root ‘pad’ meaning to go (N.S. 15.90).
The word was first used in the sense of a quarter, in the Rgveda (x.90)
with reference to God’s immanence indicated by ‘pddosya visva bhii-
tani’ i.e., all beings are His one foot; and padosyehabhavat punal’ i.e.
a foot of His was here—the other three being there, immortal in
Heaven. A foot of the four-phased God, thus, meant a fourth part.
And in this sense, viz., ‘a foutth part’ the word pdda is used in sans-
krit prosody. Pada, thus, stands for any one of the four quarters of a
verse. (C.S. 4.10; V.R. 1.12). Carana, too, is in vogue as its synonym:
All the four quarters or feet are of equal dimension in metres of even
type. In the semi-even type metres, two similar feet differ from the
other two which by themselves form a similar group. As for the unp-
even metres, at least three metres differ from one another with regard
to the number of MATRAS or the position of ganas. K.B.

pada-vakrata : (artistic) deviation based on conjugational group.
[a=-a=ar] ,

(1) Upagrahavakrata : An Ubhayapada root is used in the more
appropriate pada so that it may add to the charm of expression.

(2) Pratyayavakrgta : An additional suffix denotative of ‘degree’
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is applied for suggesting a striking superiority of action (e.g. Vande-
taram).

(3) Upasargavakrata : Prefixes and exclamations are used for the
deepening the effect of a sentiment.

Examples :

Prefixes : Viyagah su-dussaho me

Here extra prefix ‘su’adds to the effect.
exclamations : hd, ha devi dhira bhava
Here the use of ‘ha, ha’ hightens the effect.

More than one of these used together embellish one another,
producing the variegated effect of a pen picture.
S.K.
paddhari : see PAJJHATIKA

Resul

padapardrdha varkrata : deviation based on terminations.
[ezaTrg a=ar1]

This third variety of ‘deviating speech’ consists of striking
suffixes. It covers all terminal parts of a word, viz case endings,
endings denoting tense, number, person, voice, etc., particles, prefixes,
indeclinables, prepositions or postpositions, etc. Thus it has a number
of sub-varieties. S.K.

padapiirvardha vakrata : (artistic) deviation based on the substantive—
[’ﬁ'ﬁ% FHaT | the original root word.

This second variety includes a peculiarly significant use of
synonyms or homonyms, denotation, metaphorical or semblance-based
indication, adjectives or adverbs, compounds or derivaties, verbs and
pouns, number or gender, covert or veiled expressions, etc. Thus this
broad varicty consists of many sub-varieties. Not the suflix or the
terminations, but the word itself to which they are applied is aestheti-
cally significant. S K.

pajjhatikd : a variety of matrika metre.
[T==fz¥r]

This is a MATRIKA metre of the even type, having sixteen
MATRAS wherein the letter after the first cight mitrds as well as the
ast letter in a quarter should have long sound. The use of ja-gana is
prohibited in this metre, (C.M. 5.28; C.P. page 45%).
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Example :

tarala-vatansa-slistaskandha, scalutara-pajjhatika-
katibandhah;

maulicapala-sikhicandraka-vrndah kaliyaSirasi

nanarta mukundah.
(Chando-manjari 5.29).

In Prakrta-pangalam (91,125) however, it is called pajjhadia

‘which has sixteen matrds with a jagana at the end of each quarter.
K.B.

pancali : The style in vogue in Panchala.

v [at=edt]
: The Panchali, not mentioned by Dandin, is, according to
Vimana, a second-rate style characterized by innate sweetness and
delicacy. It is the counterpart of GAUDI which is forceful and bril-
liant. Rudrata admits compounds of maximum three words. The
Puranas describe it as soft and sparingly metaphorical with short com-
pounds. It is prominently clear and understandable. Vamana regards
the style of the Puranas as Panchali. , S.K.

parakiyd : a woman having an extra-marital love-affair. One of the
[a3@Yar] three main kinds of heroines. _ '

The second variety of the NAYIKA under the first classification
on the basis of her social relationship with the hero. Parakiya, as the
terin implies, loves a person to whom she has not been married. If
she is an unmarried girl, she is KANYA, but if having been married
she makes love to a person other than her husband, she is UDHA

(D.R. II. 20). ' _ ' ‘ R.G.
paranistha : pertaining to another, somebody else’s.
[=fass]

A basic instinct (STHAYI BHAVA) aroused in somebody else,
the character or the actor playing his role, cannot be relished by the
appreciative reader or spectator, for it is not his own experience and
again, arouse the will to react to the emotion aroused in others. Poe-
tic sentiment (RASA) is relishable to everybody and is not accompanied
by any will to act or react. One does not feel like responding or reac-
ting to the sentiment of the actor when he gesticulates to express
‘terror’. Evidently the basic impulse underlying a poetic sentiment is
not aroused in the character or the actor. It is a skilfully universalized
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bhuman impulse, which, being a matter of common experience, can be:
relished when developed into the corresponding poetic sentiment, with-
out any personal associations or reactions. R.G.

parikara : insinuator, the significant
[afew1]

A figure of speech in which a statement is expressed with a num-
ber of significant epithets. ‘Now save Dusiasana from Bhima, Oh
Karna! the king of Arhga! Commander-in-chief! Slighter of IDronal,
(S.D. after 10, 57). Here all the three epithets applied to Karna are -
significant. S.D.C.

parindma : commutation.
[ o]

A figure of speech in which what is superimposed (upamana or
daropya) serves the purpose of the object of superimposition («pameya
or dropita). For example, The made a present of a smile to me, who
bad come from afar.” (smitenopayanam diradagatasya krtam mana)
(S.D. after 1C, 35). In other places, garment, ornament, etc., serve the
purpose of a present or a gift, but here ‘smile’ has been described as
such. S.D.C.

parisamkhya : special kind of assertion:
[afEsar]

A figure of speech in which owing to the very mention of a
thing. something else similar to it is excluded. It is of four kinds: in
(i, ii) the exclusion is expressed explicitly in words either with a query
or without a query; in (iii and iv) the exclusion is implied either with
a query or without a query. An example of the first variety: ‘What is
said to be the permanent ornament here? Fame and not gems.” (K.P.
10.704; S D. after 10, §2). Here the special mention of fame has been
made with a query and the gem, which is rejected, is expressed in
words. - An example of the second variety: ‘Devotion should be paid
unto lord Siva and not unto prosperity.” Here special mention of lord,
Siva has been made without any query and prosperity, which is rejec-
ted, is expressed in words. S.D.C.

parivreti ;: barter, exchange,
[arfrafa] -

A figure of speech in which an exchange of things that are (i)
equal. (i) lesser or (iii) greater is described. “The fawn-eyed damsel
cast upon me her arched look and thereby captured my heart. I, on
my part, offered her my heart and what I got in return is but the fever
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of love.” (S.D. 10,81, vr.). Here there is an exchange of two equal
things in the first half of the verse and in the second, there is an
exchange of a superior thing with an inferior one. S.D.C.

paryaya : sequence

[qata]

A figure of speech which is of two kinds: (i) when the same
object pervades or is made to pervade many items in succession, and
(ii) when many objects pervade or are made to pervade the same item
in succession. Example of the first variety: ‘(When the goddess Parvati
practising penance to get Mahiadeva as her lord was sitting erect, it
began to drizzle and the first drops of rain remained awhile on her
eye-lashes, then they passed over to her lips and then on to her eleva-
ted busts, whence they dropped down to folds of her belly and after a
long while reached the navel. (S.D. after 10,80, vr.) Here the drops of
rain (one and the same thing) have been described as pervading many

places in succession. S D.C.
parydya vakrata : skilful use of synonyms.
[card a=rar]

In this second variety of a striking substantive, out of many
synoyms, the most significant synonym issued. S.K.

paryayokti : circumlocution, periphrasis.
[vafaife]

A figure of speech in which the implied object is expressed in an
indirect manner. ‘O king, you have grown up grass in the houses of

your enemies.” (C.A. 5.70). Here the implied meaning is that the king
has conquered his enemies. S.D.C

pataka ; banner indicating an episode, an episodical incident.
[aan=r] ‘

Pataka, which literally means a banner, is on episode in the plot
of concerning someone other than the hero. Though it is dependent
on the story of the hero yet at the same time it extends beyond that.
Sahitya Darpana quotes the story of Sugriva and others in the' drama
as illustrative of Patdka in the story of Rama. The Patdka serves the

purpose of the hero and as such it is sometimes extended to the last
SANDHLI. . I.N.C.

pataka-sthanaka : intimation of an episodical incident.
[T eqtas |

Patikasthanaka is an episode indication within the plot. By the
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mention of somecthing extraneous a hint is given of a matter that has
begun or is about to begin (Dasaripaka 1.22). Itis of four types. In
the first, while a different topic is under consideration, some thing else
of like nature is presented without any proper thinking, wherein a
better achievement, by nature more delightful, occurs all of a sudden.
According to Vishwanitha there is a second type where the statement
consists of words with double meanings couched up in adjectives. The
third type has got a reference to the main current of the drama and it
anticipates in a way the principal incident of the drama.

Sahitya Darpana mentions the fourth Patakasthanaka as the best
of all. In this episode-indication an extraneous statement with a dou-
ble meaning is made which refers to the main current of the drama.
These patakdsthanakas may be used in all the Sandhis (See SANDHI),
They at times indicate something good to happen in future and por-
tend evil on other occasion. In the dramatic matter parakasthanakas
should be inserted carefully. I.N.C.

A )

Patatprakarsa is a poetic def‘ect which arises from the falling off
in excellence of some poetic beauty. (k.p. 7.53; S.D. 7.6).

patatprakarsa progresswe deter!oratlon in cxcellence

Example:

projjvala-jvalana:jvala-vikatoru-satacchatah
svasa ksipta-kulaksmabhrt pawu vo nara-kesari
(S.D., after 7.8)

1.8,

‘May God in the form of a man-lion protect you! Charming are
His long and uprising manes which look hke flames of the freely burn-
ing fire.’

Here the alliteration in ‘jvila’, ‘jvalana’ and ‘jvala’ is conspicu-
ous in the first quarter; that in ‘kato’, ‘sata’, and ‘chatah’ in the
second quarter is less obvious; that in ‘ksipta’ and ‘ksmabhrt’ in the
third quarter is a very ordinary one; and that in nara and ‘kesari’ in
the fourth quarter dces not evoke any appreciation.” It is correct to
observe, therefore, that the embellishment of alliteration is falling off

gradually in this verse. K.B.

/
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pati : husband, a variety of erotic hero. Talea

* [afa]

s Py
B

One of the three varietics of the erotic NAYAKA, as given by
Bhinudatta. It corresponds to the SVAKIYA, variety of the
NAYIKA. Parti or husband has been defined as one who has obtain-
ed the hand of his beloved after the performance of due religious and
social ceremonies (R.M.100). R.G.

Phaldagama: attainment of the result in a drama, reahzanon of the

[wTH]  objective. FEs b '

The fifth and final stage of the actlon is phalagama which xs the
attainment of the result.

It is the accomplishment of the main objective of the hero. The
Nayaka in fact means, a person who leads the action to its desired
end. The conclusion of the Western comedies and Phaldgama are the
same. I.N.C

Pingala : prosody—a treatise on prosody—named after the first and

[faeg<r] the greatest authority on prosody: ', vl w e

Pingala was the name of the author of Chandah sastram, the
earliest extant treatise on prosody. The work divided into seven chap-
ters is in sutra style and deals with both the Vedic and the classical
metres. The full name of this pioneer writer as mentioned by
Kedira-Bhatta in his Vrtta Ratnakara (2.4) seems to be pingalanaga.
As Pingala was the first authority on prosody, the branch of learning
dealing with metres came to be known as Pingala. Consequently,
Pinigala and Chandah-sSastra are now used as synonyms.

There is a tradition—seemingly an amusing one—about Pingala.
His full name being Pingalanidga, he might have belonged to the cele-
brated Niga clan, but some people conceived him to be an incarnation
of Sesandga (the serpent god) who is known to be Lord Visnu’s
couch. According to Indian Mythology, there has been a permanent
animosity between Garuda and Nagas. Once it so happened that
Garuda came across Pingalandaga. The latter was afraid of the former
and to appease the Lord of the Birds, Pingala diverted his attention
by explaining to him the various intricacies of prosody on which he
(Pingalandga) was an authority. Garuda was fascinated at the dex-
terity of Pingala, who finally gave an demonstration of bhujangapra-
yara crawling like a snake and disappeared in the nearby sea. K.B.

-

piyusavarsa . a variety of mdtrika metre.
[dguad]
This is a MATRIKA metre of the even type, with nineteen
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MATRAS in each quarter of which the ultimate varna should be a
long vowel and the penultimate a short one. The pause is after the
tenth matrd and then at the end. (C.P., p.52).

Example:

disi nidhi piyisa-varsata jhari laga
rama taji nahin ana hai koi saga.
yaha sakalu saiisara sapane tiila hai
saricha nahin mita bhari bhiila hai.

When the medial peuse or caesura is not considered, this metre
is called Anandavardhaka also.

Example:

paya ke nara-janma kyon cete nahin
dhyana haripada-padma men dete nahin.
ghora kaliyuga men nahin kucha sara hai
rama ka hi nama ka adhara hai.

(C.P., page 53).
K.B.

prabandha : a long poetic narrative -A *
v/ [=a]

The earlier name given to a sustained or continuous poetic com-
position as distinguished from stray verses was nibaddha, meaning
‘strung together’ Bhimaha classified verse compositions into anibad-
dha and nibaddha. Vimana followed Bhamaha and compared the stray
verses (anibaddha) to loose flowers and the sustained narrative (nibad-
dha) to a crown made of flower garlands. These two types were later
called muktaka and prabandha respectively. Prabandha was further
classified into MAHAKAVYA KHANDA-KAVYA and EKARTHA-
KAVYA. Anandvardhana discussed some more form like Paryiya-
bandh, a long narrative poem. The word prabandha was largely used
for various types of compositions in verse including drama, but not
for prose-works as a matter of convention. N.J.

~ prabandha-vakrata : artistic device used for plot-coastruction of a long
[ga=a-a=ar] poem as a whole :

This device can be effected in several ways: (a) A new sentiment

is introduced suddenly into a historical or romantic narrative, regard-
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less of the richness of the one in the original. This lends a fresh charm
to the main sentiment flowering through the source-work in Venisam-
haram or Uttararamacaritam wherein the basic sentiment is different
from that in the Mahabharata and the Ramayana respectively. (b)
The narrative is brought to an end with an impressive event which
shows the magnanimity of the hero at its best and the consequent
drab events are dropped altogether (e.g., in the Kiratarjuniyam). (c)
A fresh sentiment is introduced, when an episode seems likely to
break the thread and spoil the emotive appeal of the main narrative
(e.g., in the Shisupala-vadha). (d) A hero, in accomplishing his chief
objective, is crowned simultaneously with many other achievements of
equal significance (e.g., in Ndganandam). (e) An additional charm is
lent to the narrative by giving a striking turn to the whole narrative,
its episodes or subplot, (e.g. Abhijnanasiakuntalam,mudrardksasam,
pratima, etc). (f) Narratives based on one and the same theme are
presented in strikingly different manners by different poets (e.g. the
various poetic works relating to the story of Rama). '

In short, great poets enhance the artistic merit of their composi-
tions by adopting fresh devices or combining old and new techniques.

S.K.

»

prabodha : awakening. W B
Vakcicl e

The twenty-fourth among the thirty-three VYABHICARI

BHAVAS enumerated by Bharata. Prabodha or awakening is the

state of regaining normal consciousness after sleep. It is accompanied

by yawning, stretching and relaxing of the limbs, closing of the eyes,

and looking at one’s own limbs etc. (S.D. 3.151). R.G.

pragalbhd : a variety of heroine—bold, mature, and well-versed in the
¥ [;ma'm] art of love.

The third variety of the NAYIKA under the second classifica-
tion on the basis of the degree of her modesty. Pragalbha is one who
gets completely absorbed in the act of copulation, whose youth is at
its zenith, who is perfectly conversant with all forms of love-making
who is clever in making such coquettish gestures as would excite
amorous sensations, who has but little bashfulness left in her. The
Heroine tells her friend. “You are blessed, O my dear friend! that you
are able to speak to your beloved with confidence all kinds of sweet
words at the time of union. As for me, I swear that, as soon as my
beloved puts his hand on the knot of my waist-band, I forget every-
thing that happens to me thereafter’’. (S.D. 3.60). R.G.
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pragalbhata : boldness—Ilack of fear and shyness.
[ssrevan]

One of the twenty SATTVIKA ALAMKARAS of the heroine,
as enumerated by Bharata, and the sixth among the seven AYATNAJA
ALAMKARAS. It conpsists in being bold and fearless, or in not be-
coming agitated (S.D. 3.97). Ill.: “The lovely damsel embraces her
lover when she is embraced by him, kisses him in return when kissed,

and even bites him when she is bitten. Thus she has made him her
slave.” . R.G.

prahasana : A one-act farce.
[swa]

The prahasana is a farcical or comic satire. The poet takes the
plot from every-day life and surrounds it with all kinds of illusions,
verbal disputes and dissensions between knaves and low-bred persons.
It is a drama in one act intended to excite laughter. The story should
be fictitious and the hero may be an ascetic, a Braihmana a king or a
rogue. The dramatis personae consist of courtiers, menials, mendi-
cants, knaves and harlots. (D.R. 3.58). Prahasanas are of three types,
the pure (Suddha) where Brahmanas or religious persons appear along
with one impertinent fellow who plays the part of the hero. Besides,
there are mixed (sasikirana) and the distorted type (vikrta) of Praha-
sana where courtesons, slaves, etc., appear. Prahasana is characterized
by exuberent gaiety and brilliant imagination, causticity and humour
and the objects of satire are sensuality and hypocrisy. Unlike the
Aristophanic comedy, however, it is not levelled at the many-headed
mob, but in general at the sanctified and privileged orders of the com-
munity such as ascetics, Braihmanas, man of rank and princes.

I.N.C.

~ prakarana : a species of drama with invented plot.
</ [ser] |

It is the second species of RUPAKA, which agrees in all respects
with the ndraka, except that its general plane is not so elevated. The
subject-matter is imaginary although drawn from real life of a reputa-
ble class in society. The predominant sentiment should be erotic. The
hero is either a Brahmana or a merchant or a minister—self controlled
and calm by nature. (Dasa-ripaka 3.44). He undergoes misfortunes
but does not give up pious deeds. Pleasure and wealth are his chief
objects in life. The heroine may be a maiden of a-respectable family
or a courtesan. In some plays both types of heroines are found.
Because of these varieties of the heroine, the prakarana is of three
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kinds: Suddha, with the wife as heroine; Vikrta, with the courtesan
and sankirpa with both. The mixed variety abounds in rogues. By the
courtesan, however, we are not to understand a female who has dis-
regarded the precepts of virtue. She is like the Helera of the Greeks.

I.N.C
prakaranika : a variety of NATIKA.

[srwzforsT]

The prakaranika is classed as a distinct species but it is usually
considered only a variety of Natikda. Ia it the heroine belongs to the
same caste as the hero S.D. 6.297). I.N.C.

prakarana-vakratd : striking manipulation of an episode or incident.
[se=or-a=ar ]

An episode or incident becomes strikingly charming through a
skilful use of artistic devices.

(a) A brilliant innovation of an event with a spontaneous emotive ap-
peal (e.g., the Kautsa episode in the Raghuvarnisa. (b) a feat of creative
imagination—e.g. the conception of Duravasi’s curse in the Abhijnana
Sakuntalam. (c) The mutual effect and inter-relation of subsidiary
incidents in a plot (e.g.) the Jrmbhakastra scene in the Uttararamac-
aritam). (d) detailed poetic descriptions of interesting incidents (e.g.
description of the hunting sports of Dasratha in the Raghuvamsa (e)
A new channel, explored before, is introduced unexpectedly fora more
effective flow of the main sentiment (e.g. The immattarika in the
Vikramorvasiya). An interesting variety of additional themes is introdu-
ced for a more appealing manifestation of the main theme. (f) In a
drama some actors temporarily identify themselves with the audience
or with another character thus add to the effect of the play (as in the
Bialaramayana Act IV). (g) A uniquely striking inversion or inconsis-
tency is suddenly introduced into the otherwise orderly development
of the plot. S.X.

prakari : an interlude or episode inserted in a drama to explain what
[sﬁ;i’r] is to follow.

An episodic incident of short duration is prakari (Dasaripaka
21). It is of secondary importance in which the principal characters
-take no part. I.N.C.

prakasita-viruddha : implied opposition.
[s=ifora-fasg] »

This defect of meaning is caused by a detestable implication
suggested by a statement. (K.P. 7.57; S.D. 7.9).
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Example :

kumaraste naradhisa sriyam samadhigacchatu.
(S.D., after 7.11)

ie.

‘O king, may your son attain regal splendour!” Here the state-
ment implies the king’s demise, for a prince cannot obtain royalty as
long as the king is alive. The implied meaning is thus evidently oppo-
sed to the spirit of the statement.

A blessing is manifest in the above quotation, but a curse oppo-
sed to blessing is implied therein—hence the defect. K.B.

praksobha : rebuke, ridicule, insult, sarcasm. It is also known as
[Sreqta] ksobha.

An embellishment in a drama, it denotes an effective expression
or a remark of rebuke, insult or ridicule. It is often ironical satirical
or sarcastic, e.g. Valin (to Rama who shot him from a hidden place):—

““Wretched ascetic, having killed from your hiding place, you
have failed, not only Valin, but yourself too from the other
world.” R.G.

pralaya : death or unconsciousness, a swoon or fainting.
v [FET] YO AT 4 |

The last extreme physical reaction caused by a sudden outburst
of overwhelming emotion. It is the result of unbearable grief, pain,

ecstasy or wrath. R.G.

pramatd : a person of aesthetic sersibility an enlightened spectator or

[g#rar] reader :

Pramatad is an expression used in Nyaya system of philosophy
for the knower, the subject. This subject according to Nydya, is one
of thes four conditions of knowledge. The term was later on introdu-
ced into Poetics and became denotative of the enlightened spectator or
the reader, for the aesthetic experience also implies some form of
knowledge. (See SAHRDAYA) N.J.

pranayan-dna : proud anger of love. B2y

[aor-a1]
The loving ones are aware that union has brought them limitless
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-ecstasy. Yet their proud love is hurt at the slightest provocation, and
-consequent anger keeps them away from each other. R.G. )
praptyasa : expectation. LR

[searaT] |

Praptyasa is the prospect of success. This is the third stage of
action. As the Sanskrit drama ends in harmony, it differs in its nature
from the crisis, which is the third stage of action in Western drama-
turgy. But here also some sort of a crisis, the fear of failure, lurks in
the mind of the hero. According to ViSwanatha, by praptydsa is meant

the expectation of the achievement of the desired result. &
I.N.

prasdda : perspicuity, Pucidity.
W [sarz]

‘ 'C,(I) In the delicate style perspicuity implies the capacity to make
the content—sentiment or idea—manifest in a split of second and
without effort. It is characterized by a paucity of compounds, use of
‘well-known epithets, a direct association of word and sense and clear
syntax. '

(2) In the ornate style it denotes lucidity resulting from the use
of significant words in an easy syntax. [t must have a slight touch of
force too. Compounds, sparingly used, should lend compactness to the
-diction. The sentences should be close-knit so as to facilitate compre-
hension. |

Bharata de=fined clarity as a happy association of word and sense
.80 as to enable an expert to grasp the implied content which is not
expressed through denotation. (a) Verbal clarity according to Vamana
is looseness of construction. It may become a defect, if not mixed in
proper proportion with force. (b) Explicitness of sense is brevity of
expression effected by using only the absolutely essential words.

According to Anandavardhana it is a quality common to all
sentiments, clarity or perspicuity effects a sort of expansion or equilli-
brium in the mind of the reader. Pratihdrendurdja defines it as an un-

‘hampered manifestation of the desired sentiment. S.K.
Prasangika : the secondary plot. e et WO L M
[safaw]

Prasangika is the subox:_dinate Plot. It contributes to the proper
-development of the ADHIKARIKA or the main plot. The characters
‘who are attached to the subordinate plot are also known as Prasaii-
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gika, and their job is to lend full support to the characters working
for the achievement of the main objective (Dasariipaka 1.20).

I.N.C.

prasiddhavirodhi : sse PRASIDDHI VIRUDDHA.
[sFagfay]

prasiddhi-virudiha : technical mconnectness
[sfafefasg] % &

This defect of meaning is caused where a statement is opposed
to the facts generally known (K.P. 7.56). Dandin calls it, lokavirodht

(Kavyadarsa 3.126, 172), Vamana Lokaviruddha (K.V. 2.2.23) and
Visvanatha Khyariviruddha (S.D. after 7.11)

Example :

tatascacara samare sita-sttla-dharo haril
(S.D. after 7.11)

i.e.,

‘Then Visnu (Hari) bearing a sharp trident, traversed the battle-
field.”

Here Visnu is represented as bearing a trident. But it is Siva
who bears a trident, and not Visnu. Therefore, the statement is faulty
as it contains a deviation from a well-known fact.

K.B.

- prasiddhihata : see PRASIDDHITYAGA.
[sfafaza]

prasiddhityaga : violation of accepted usage.
[sfafeen]
Prasiddhityaga is a poetic defect which occurs when an expres-

sion is opposed to accepted usage (S.D. 7.8). In Kavyaprakasa, how-
ever, it is called prasiddhihata (K.P. 7.54).

Example: .

ghoro varimucdm ravah.
. (S.D. after 7.8).
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ie.,

“The thunder of the clouds is violent.” Here the word ravah is
used to indicate clouds’ thunder, whereas according to accepted usage
it should be garjanam. ' K.B.

prastara : permutation.
[srean]

Prastira is a method of calculation to find out the possible patterns
of a particular type of metre. There are twenty-six types of VARNIKA
metres ranging from that having one VARNA (in a quarter) to the
one which has twenty-six varnas in a quarter.

To know the possible patterns of any of these types one has to
apply the method of permutation. To cite: an example : Pratistha is a
type of metre consisting of four varnas in a quarter. Here arises a
query: how many patterns can be there in this type? To find out the

correct number the (method of) prastdra is to be applied, which is as
follows :

(a) Put down four symbol for a long sound ...SSSS

(b) Write a symbol for a short sound under the first long
sound, bringing down the rest of them unchanged. ...ISSS

(c) Again, the first long sound is to be converted into a
short one, the rest (on the right side) to be brought
down unchanged. All the signs towards the left (either

one or more), however, are to be converted into long
ones. «..SISS

(d) The above process is to continue till all the  signs
become short, as is shown in the table:

1ISS

. SSIS

ISIS

SIIS

IS

SSS1

ISS1

SISl

11S1

SSi1

1S11

St

1111
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This table of prastdra shows that a pratisthd type of metre can
have sixteen patterns consisting of varying positions of short and long
varnas (V.R. 6.2,3).

Innumerable are the metrical patterns according to the system
of permutation-combination. Bharata has mentioned possible patterns
of metres ranging from those containing six varpas (in each foot) to
those having twenty-six varnas in each foot. For instance, a gayatri
type of metre (having six varnas in each quarter) has sixty-four metri-
cal patterns (N.S. 15.52) and, an urkrii type of metre (with twenty-six
varnas in a quarter) has sixty-seven million one hundred and eighty
thousand, eight hundred and sixty-four (N.S. 15.74,75). Adding
together all these numbers of different metrical patterns, we find that
they total one hundred thirty four million, two hundred seventy
thousand, seven hundred and twenty-six (134270726) (N.S. 15.77,78).

The varnika metres are divided into three sections: (a) the even
(sama) metres such as Candrika and Praharsini (V.R.3.74; 3.70); (b)
the semieven (ardhasama) type metres such as Puspitdgra and sun-
dari (V.R. 4.10; 4.13); and the uneven (visama) type metres such as
Pada-catvrirdhva and apida (V.R. 5.1; 5.2). K.B.

. prastavana : preludz, an introductory dialogue at the beginning of a

[g¥a199T] drama between the manager and one of the actors.

That portion of the PURVARANGA is known as prastdvana or
AMUKHA in which the SOTRADHARA holds a conversation with
the nati (the main actress consort of the stage manager) or the vidi-
saka (the jester) hinting at the episode in progress. This conversation
is couched in amazing words and is developed in such a way that it
ultimately points to the theme of the play. Itis a type of amukha
which introduces the play.

Prastavand is of five varieties. First is udghatyaka in which
words implying one thing are taken by the character who immediately
enters the stage, in quite a different sense. Second is kathodghata in
which tke entry of the dramatic figure takes place with the repetition
of the statcment or with a remark about the meaning of the utterance
of the sitradhara. The third variety of prastavana is prayogdtisaya in
which a character enters in accordance with a reference to him by the
stage-manager. The fourth is pravartaka in which the entrance of a
character is hinted at by the similarity of the nature of the season des-
cribed by the sitradhara. The last is avalagita in which through the
setting of one thing, some other thing is executed. I.N.C.
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prasthanaka : a kind of minor play or uparupaka.
[segra]

It is a play consisting of only two acts and is quite important at
least in one respect that here the hero, contrary to all the established
tenets of other types of plays, is a menial servant, the heroine is a
maid-servant and deputy hero (one who is second among the drama-
tis personae) has a status even lower than that of the hero. Like ndatya-
rasaka, such plays are also full of fun and frolic and the action is
accompanied by various kinds of music. The desired effect and the
denoucement are achieved after a drinking bout on the stage. In other
respects this play has the characteristics of a ndfaka. Srngaratilaka
has been cited as an example of this type of play. There are only two
or three types of minor plays in Sanskrit, which have menials as their
heroes, and this occupies an important place among them. R.D.

pratijnahetudrstinta : see NIRHETU.
[afasrdggser]

pratikiila-varna : dysophoay
[sfasmer aur]

Pratikila-varna is a poetic defect which pertains to sentences
and consists in the discord of letters. In other words, whenever a
writer uses harsh syllables, there occurs this blemish. For instance, the

sentiment of love expressed in harsh syllables such as ‘ta’ ‘tha’ ‘da’
‘dha’ mar its beauty. (K.P. 7.53, S.D. 7.5).

Example:

(Prakrta) Avattai ullattai saane
kahimpi mottaai no parihattai;
hiaena phittai lajjai
khutrai dihie sa.
(S.D. after 7.8)

She (a lady experiencing the pangs of separation from her lover)
is changing her sides on the bed; bangs her hands and feet (on the
bed); indulges in superfluous actions; does not engage herself in any
useful activity; her heart is breaking with bashfulness; and she is un-
able to control herself.

Here, harsh sounding letters spoil the beauty of the verse which
otherwise depicts a pleasurable sentiment—Ilove. K.B.
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pratikitla-vibhavadi-grahana : heterogeneity. -
[sfasafamafeagor]

It is a defect caused by iatroducing heterogeneous excitants, etc.
(K.P. 7.61; S.D. 7.13).

Example:

manam ma kuru tanvangrt jnatva yauvanamasthiram
(after 7.15)

i.e.,

‘O lady of slender form, knowing that youth is transitory, do not
be angry.

Transitoriness of youth is an excitant (vib/iGva) of the sentiment
of quictistic (§anta rasa). Its mention in a statement pertaining to the
erotic sentiment (srrigara rasa) is a defect. K.B.

pratimukha : second juncture, progression.

[afage]
This is the second juncture which marks the progress of the
action towards the main objective. I.N.C.

pratipa : the converse.
[w<ita ]

A figure of speech in which some well-known standards of com-
parison (upamana) are either (i) converted into the objects of compari-
son, (upameya) or (ii) declared to be useless. Examples: (i) That blue
lotus resembles the complexion of your eye. (S.D. after 10,88.) (ii)
When there appears that face, all talk about the moon is stopped (8.
D. after 10,88 a). S.D.C.

prativastipama : typical comparison.
[afaa=taar]

A figure of speech noticed where the one and the same common
property is expressed in different words in two sentences having an
implied and not expressed, resemblance.

Example:

‘Bright is the sun, brilliant is the moon; and the mirror is very
clear by nature.’ (S.D. after 10,50). Here one and the same idea has
been expressed in different words, like bright, brilliant and clear, in
more than one sentence in order to avoid repetition. S.D.C.
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pratyanika : rivalry.

[szasYe]

' This figure of speech occurs when someone unable to retaliate
against his enemy does harm to somebody connected with the
enemy—which ultimately contributes to the superiority of the enemy
himself. For example: ‘Thinking that this damsel of slender waist has
thrown my waist into the background, the lion pierces the elephants’
temples which resemble her pitcher-like breasts.” (S.D. after 10,87 a).
The waist of the lion is considered to be very slender and the waist of
beautiful lady is compared with it. Being beaten in this respect, the
lion, not being able to cause any harm to his rival, i.e. the lady, has
avenged himself by piercing the templzs of the elephant which are
compared to the breasts of the lady. But, ultimately by doing so, the
superiority of the lady herself, the rival of the lion, has been esta-
blished. - S.D.C.

pratyaya-vakrata : striking use of prepositions, etc.
[seam a=ar]

A significant or appropriate preposition, post-position, etc. en-
hances the aesthetic charm to a noun or a verb to denote gender, case,
tense, mood. person, voice, number, etc. - It may even be an insertion
of a syllable (@gama), e g. ‘m’ in subhagam-manya or panditam-manya,
which adds a new dimension to the expressmn The striking use of a
substantive also falls withia this category. S.K.

pravdsa-vipralambha : eros-in-separation resultmg from the lover s go-
[wa & fagasr] ing out of station., v 24 0

Either the lover or the beloved is forced to undertake a journey
on account of some work, harassment to which he or she is subjected
by the king or a curse. The person left behind pines for reunion and
does not care to wash one’s body or clothes. A separated lady braids
her hair into a single plait and heaves long sighs. The departure of
the loving or beloved person may have taken place in the past or just
recently or may be imminent in the near future. This is the second
type of eros-in-separation. R.G.

pravesaka : ‘The introducer’ an interlude acted by inferior characters.
[samF]

Pravesaka is an inter act. A member of the theatrical company
who apparently does not participate in the acting explains to the audi-
ence between two acts the change of scene and approach of a certain
character. This indication of a change of scene does not mean that it
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introduces the play. Its purpose "is to acquaint the audience with
events not represented on the stage, but their knowledge is essential
for a proper understanding of what follows. As it is done between two
acts, the use of pravesaka is prohibited at the beginning of the first or
at the end of the last act. 1t isin colloquial language by persons of
inferior order. I.N.C

prayatna : rising action,
[sa=]

Prayatna is the second stage of action which is accompanied by
great exertion for attaining the object (D.R. 1.30). Viswanitha says
that the effort made with eagerness for the achievement of the princi-
pal object is called prayatna. In Western dramaturgy it is the rising

.

action. IN.C.
preksaka : spectator. LETRr EE
Eied! vl

Bharata has defined a Preksaka in his Narya-Sdstra as one who is
capable of quick emotional response, i.e. of identifying himself with
the emotional situations presented through a play. He is also called
a darsaka or a Samdjika. It is synonymous with the ‘Enlightened
Spectator’ of Western Dramatics. N.J.

prenkhana : a minor type of play or upariipaka (which are eighteen in
[f=@™] npumber).

This is a oncz-act play and the principal sentiment of this type of
play has not been specifically prescribed, but from other specifications
it appears that Vira (or heroic) is one of the main rasas of this type of
play. As stated above, this is a one-act play and the scope is further
limited by the exclusion of the sitradhdra (stage manager) who, by
implication, can appear in star types of one-act plays. Further, the
act cannot have even a prologue of PRVESAKA or VISKAMBHAKA
type. This suggests that the action in this play has to be straight and
concentrated and that there is no scope for diversion whatsoever. In
the circumstances it is quite natural that all the junctures (SANDHIS)
carnot be employed in this play and the dramaturgists have clearly
laid down that the third and the fourth Sandhis viz. garbha and ava-
marsa or Vimarsa are absent in this type of play. The action has,
therefore, to be developed along the times of the first two and the Jast

Sandhi. R.D.
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preyasvad : subordination.
[staea=]

This figure of speech occurs when a bhava (an undeveloped sen-
timent) becomes subordinate to a rasa (sentiment). ‘My heart finds
no rest on account of the constant remembrance of her, whose creeper-
like arms get slightly loosened in encircling my neck.” (S.D. after 10,
96). Here, the bhava, i.e. ‘remembrance’ is subsidiary or subordinate
to the vipralambha srngdra, i.e. called love-in-separation. S.D.C.

prositabhartrka : a variety of heroine, a woman whose husband has
[sfgaswa ®1] gone out of station.

The seventh variety of the NAYIKA under Bharata’s eightfold
classification of the heroine based on the situations she may be placed
in. Prostabhartrka is one whose love has gone away to a distant land
 due to his multifarious assignments, and who, therefore, feels affilicted

" in separation (S.D. 3.84). | R.G.

punal punah rasa dipti : helghtenmw of a sentiment repeatedly
[q7: g7 zadifa] '

Thls poetic defect is caused by the ‘repeated and monotonous
heightening” of a sentiment. (K.P. 7.61; S.D. 7.14). Examples are
found in the mourning of Rati in Kalidasa’s Kumara-sambhavam. K.B.

punarukta : tautology, tautophony , A T

-~

[ge=a] - T

Punarukta is that poetic blemlsh which is due to tautophony,
i.e., repetition of the same word in a sentence (S.D. 7.5). Bharata (N.
S. 17.91) Bhamaha (Kavyalarkara 1.4. 12) and, Dandin (Kavyadarsa
3.135), however, call it ekartha, whereas Mammata (K.P. 7.53) calls it
kathitapada.

Example:

rati-lita-sramam bhinte salilamanilo vahan.
ie.,

‘The breeze blowing sportively is dispelling the langour causesd
by erotic sports.’

Here the word ‘lila’ is used twice. The flaw could have been
avoided by the use of a synonym in either place.

The following are instances of Tautophony or repetition of a
statement:
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sahasa vidadhita r.a kryamavivekah paramapadan padam;
vrnate hi vimypsyakdarinam gunalubadal svayameva sampadah.
(Kiratarjuniyam 2.30; S.D. after 7.11)

i.e.,

‘One should not do an act abruptly. Lack of discretion is the
height of evil, fortune which is attracted by merit, itself courts a per-
son who acts with prudence.’

Here the second hemistich is a repetition of the fact contained in
the second quarter of the verse. The second quarter states: lack of
discretion is the height of evil; and the second hemistich of the verse is
like a negative echo of the same. As such, it is a repetition and as
such a poetic defect, according to literary critics. K.B.

punaruktavadabhasa : sseming tautology, appearance of repetition.
[T=saaeTaTa]

A figure of spech in which through synonyms an apparent repe-
tition of the meaning is contrived, e.g. ‘May lord Siva who has the
snake coiling round him protect the worlds from evil.” (blujarmgakun-
d:li Sivah jaganti sadapayadvyat.) (S.D. after 10.2). Here the words
‘bhujamga’ and ‘kundalin’ meaning snake, involve repetition. But this
repctition is only apparent, as here the word kundalin denotes the
sense of ‘coiling’. Thus ‘bhujamgakundalin® means one who has a

snake coiling round him, and not one who is a snake or a snake.
S.D.C.

purusa-vakrata : a striking inversion of grammatical person.
[grrrr] :

In this variety of inversion (vakrata) a seemingly inappropriate
casz and corresponding verb is used instead of the right one. Instead
of addressing, ‘“‘Please understand, your Highness,’” one says, ‘‘May
Her Highness please understand,” indicating the powerlessness of the
helpless speaker who has, therefore, become indifferent to the listener.
This inversion lends an additional significance besides effecting a vari-

ety of expression. : S.K.

piirvaraga : love before meeting: pre-union love,
[g3T]

Pirvardga is love between two persons which®results (from some
previous cause) before their meeting. It is love at the first sight or on
first hearing about the valour or virtues of a person. The lovers may
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see each other in person, in a picture, dream, etc. They may hear each
other’s praise sung by a friend, bard or messenger. Pirvaraga is the
peculiar mental condition of mutual longing aroused at first acquain-
tance, direct or indirect. A maiden alone can be its subject or object.
It develops through ten different stages of longing (KAMADASAS)
R.G.

prirvarariga : preliminaries of a drama.
[39%F]

Piiravaranga consists of certain preliminaries for the presentation
of the play. Bharata devotes one entire chapter of the Natyasastra to
describing the preliminaries of a play. According to him, pitrvarariga
bears this name because ceremonies connected with it are performed
at the beginning of the presentation of a play on the stage Ndatyasastra
v. 7) Viswanatha in his Sahitya Darpna says that whatever is observed
by actors just before the actual commencement of the performance in
order to counteract any probable impediment as known by the name
purvaranga (S.D. 6.10). According to Bharata, the Pirvaranga has
twenty different constituent parts. Out of these the first nine are to be
performed behind the curtain like bringing in of the musical instru-
ments, tuning of instruments, placing of singers, beginning of the re-
hearsal song of the chorus, etc. and the rest eleven on the stage by the
stitradhdara (stagi-manager) like nandi (see NANDI) reciting of a
praise or benediction, rarigadvara i.e. when the play begins. The
stitradhdara recites a new verse and bows before India’s banner, praro-
cana, i.e. announcement of the contents and like-wise other things.
Formerely the Piirvaranga was not a part of the drama proper, and it
was quite elaborate.

Even Bharata strikes a note of warning that there should be
some limit to the dance, song and instrumental music introduced, so
that the audience may not lose patience (Natyasastra V. 146-148). In
later Sanskrit dramas the piirvaraiga was considerably shortened and
the nandri and the prastavana (prarocana or amukha) were incorpora-
ted in the drama. 1.N.C.

L 4
rasa : the aesthetic experience.

[x=]

P

Bharata in his famous rasasiitra on the subject has defined the
process of consunimation rather than the nature of rasa. For the
earlier writers from Bharata to Bhamaha, rasa was an aesthetic situa-
tion or an aesthetic fact, Later, under the influence of Advaita philoso-
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phy of the Saivite school, Abhinavagupta imparted a subjective chara-
cter to the concept and defined rasa as an aesthetic experience or the
experience of an aesthetic situation. Before Abhinavagupta, Bhattani-
yaka had also explained the nature of rasa in his own way: a state of
composure (resting in ons’s owa consciousness), which is pervaded by
beatitude (ananda) and light (prakasa) and is similar to the realization
(@svada) of the Supreme Brahman.

Abhinavagupta has described this state of realization of rasa by
the sahrdaya (the ideal reader) in detail. According to him, the sa/ir-
daya through a complete imaginative identification with the situation
enjoys his own emotion which has been evoked and developed to a
climax and baving been liberated from the limitations of time and
space. This realization is of the nature of pure bliss, is transcendental,
and lasting only during the time of realization and is different from
the basic emotions. He observes in Abhinavabharati: ‘““Aesthetic ex-
perience consists in the realization of one’s own self which is essen-
tially blissful. It differs both from the psycho-physical experience as
also from the spiritual experience of the yogins.”’

Many a later scholar reproduced Abhinavagupta’s view on the
subject with a difference in emphasis here and there, until Viswanitha
(14th century) summed up the (concept aphoristically as follows:

“Rasa is tasted by the select (qualified) persons in a form which
is not different from its own experience. It energes in a state of sartva,
when the consciousness is purged of its baser impulses, is indivisible
and accompanied by self-luminous beatitude. It is a state of intelligence
and is free from any other form of perception or knowledge. It is
akin to the blissful realization of the Supreme Self and is animated by
a kind of transcendental or super-mundane imaginative pleasure.”’” N.J.

rasabhasa : illusion of sent:ment
[z ] » WL
It is the development of a senument with reference to an inap-
propriate subject or object In the absence of propriety, it can never
be as pleasurable as a genuine sentiment. For example love for the
second hero or villain, for the preceptor’s or a sage’s wife, for many
men or women, for another’s lawful wife, or one-sided love, love for
a prostitute or a low-born person or the love between animals, repre-
sents a mere illusion of eros. Wrath for elders, sages or preceptors is
an illusion of the ferocious and ridicule of the same constltutcs an illu-
sion of humour. Valour or heroism demonstrated in killing women,
low-born persons, Brahmans and elders is also an illusion of the heroic
sentiment. The feeling of fear in the context of noble characters is an

-~
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illusion of the “Terrible’. - The illusion of an emotion consists in the
impropriety of a particular basic impulse or accessory sensation with.
reference to its subject or object, e.g. shyness in a prostitute. R.G

rasa-dhvani : see ASAMLAKSYAKRAMA DHVANI
[wa@eafa]

rasaka : a kind of minor drama.
[xr=w]

The rasaka is a comic play in one act with five characters. The
hero and heroine are of elevated rank but the heroine is intelligent
whereas the hero is dull fellow. The Avaloka an the Dasaripaka says

that it is a kind of ballet consisting of singing and dancing (A4valoka
on Dasariipaka 8, p. 2). I.N.C.

rasa nispatti : the consummatlon of rasa.
[z= facafe] Eooa F L e :

To explain the re]atxonshlp of various elements to rasa and also
the process by which it comes into being. Bharata has put forth his
famous sutra as follows : ““‘Out of the union/correlation of the
determinants, the consequents and the transitory mental states, the
rasa comes into being.”” This formula, in spite of Bharata’s own
explanation, is obviously so ambiguous in respect of the exact mean-
ing of the terms ‘samyoga’ (correlation) and ‘nispatti’ (consummation)
that it gave rise to a heated controversy among scholars for several
centuries. Bharata’s own explanation is that just as a beverage is
prepared with various seasoned articles and herbs, so also the per-
manent/basic sentiment reinforced by various constituents attains the
state of rasa. It is so called because its essence consists in its taste
or relish, which is the etymological meaning of the word ‘rasa.” He
further explained that STI—IAYI BHAVA or the principal sentiment
is the basis of rasa.

The earliest scholar who interpreted Bharata’s formula was
Bhatta Lollata, according to whom rasa is generated in the conscio-
usness of the original character wherein the permanent mental state
(anger, fear, etc.) is raised to the highest pitch by the combined
effect of the determinants, consequents and transitory mental states.
Bhatta Lollata maintains that rasa resides primarily in the mind of
the original chardcter (whom the actor imitates on the stage) and
secondarily in the actor. For him, ‘nispatti’ means ‘generation’ as a
result of the combined operation of the various components of an
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aesthetic situation. Apparently, Bhatta IL:ollata’s theory does not
directly tackle the problem as to how the spectator enjoys rasa.
Sankuka, who wrote his treatise a little later than Lollata,
disagrees with this view. According to him, rasa is an imitated
mental state. In his opinion, even the most successful imitation by
the actor of the characters and their experiences is no doubt artificial
and unreal, but is not realized to be so by the spectators, who forget
the difference between the actors and the characters, and inferentially

experience the mental states of the characters themselves. This ex-
perience, which is actually a peculiar form of inference, is, to Sankuka,

different from any other kind of knowledge. A horse, imitated by a
painter, Hemacadra otserves, hinting at Sankuka’s theory, seems to
onlookers neither real nor false, and is nothing but an image which
precedes any judgement of reality or unreality. In Sankuka’s view,
‘nispatti’ is an equivalent of ‘anukriti’ or ‘imitation’ in the context of
the actor and of ‘anumiti’ or ‘inference’ in the context of the specta-
tor. The imitation theory of Sankuka was assailed by Abhinavagupta.
According to him, the weak point of Sankuka’s theory is his premise
that the aesthetic consciousness or rasa is nothing but the perception
of an imitated mental state. The imitation theory is also clearly
refuted by certain arts—dancing, for example—which obviously do
not imitate anything in real life.

The third theorist who is very important in the history of the
doctrine of Rasa is Bhatta Nayaka (fiast half of t he 10th century).
According to him, rasa is not perception, it is neither creation nor
manifestation.

The enjoyment of Rasa is made possible by three functions
inherent in poetic expression, namely, (1) ABHIDHA or denotative
power, (2) BHAVAKATVA or universalizing power, and (3) BHOJA-
KATVA or BHOGA, the power which leads to enjoyment. All linguis-
tic expressions possess the first power. It is by virtue of the second
power, however, that language is elevated from ordinary speech to
‘poetic expression. ‘This power, called bhdvakatva, is attained in poetry
by the inclusion of Gunas and alarmkaras, etc., and in drama through
the four kinds of acting. There are two hurdles in the realisation of
rasa: (1) the individualistic consciousness of the spectator, and (2) the
effect of painful emotions which must necessarily be painful. When
the second power of poetry, i.e. bhdvakatva, operates, these two
obstacles are removed. Under the spell of the vivid representation,
aided by poetry, music, etc., the spectator identifies himself with the
characters and the events and loses his sense of individuality. This
process of transpersonalization is called SADHARANIKARANA.
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After this, the third power, viz., bliojakatva, operates. This enables
the SAHRDAYA to call forth the corresponding instinct implan-
ted in his conscious or sub-conscious sclf and to develop ittoa
climax, when it is realized in the form of a kind of self-luminous
bliss. Thus Bhatta Nayaka equates nispatti with the process of imagi-

native universalization or transpersonalization of the basic sentiment
and its determinants, etc.

The main objection against Bhattanayakas, theory is that it
attributes to poetic expression two additional functions, namely,
bhavakatva and bhoga, which are not accepted by any school of
grammarians or philosophers. According to the later critics, these

two functions are easily covered by VYANJANA, i.e., the power of
suggestion.

Abhinavagupta rejected the two functions attributed by Bhatta-
nayaka to poetic expression and formulated the theory of revelation
or manifestation on the basis of Vyarnjand. According to Abhinava-
gupta, the Soul is immortal, and all souls, particularly the souls of
the sahrdayas or the responsive critics, have implanted in them
certain basic impulses which, in the jargon of Poetics, are called
sthayibhavas. When there is a vivid representation of the determi-
nants, the consequents and the transitory mental states, the corres-
ponding impulse in us is evoked, and it develops to a pitch where it
is realized in the form of an overwhelming joy. Thus rasa s the
revelation or manifestation of the inherent basic impulse, which is
freed from all limitations of time and space by the magic of the poetic
grt. :

Nispatti, for Abhinavagupta, means abhivyakti or revelation

and sanyoga is the relation between the suggestive or evocative power
of poetry and the evoked experience. N.J.

rasanopama : chain of similes.

[Tertgar]

A figure of speech in which a subject of comparison (upamaya)
becomes the standard of comparison (upamana) for another. For
example: ‘The swan resembles the moon on account of its white
colour, the beautiful damsel resembles the swan, on account of her
charming gait. (8.D. 10.25). Here the swan is at first the subject of

comparison, then it becomes the standard of comparison vis-a-vis the
damsel. - S.D.C.
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rasavad : A figure of speech containing some sentiment
[xea=]

It is figure of speech, in which one sentiment (rasa) is subsidiary
to some other sentiment or subordinate to the principal one. “The
Wife of Bhiri$ravd, a king, who fell in the battle-field, on the sight

- of his mutilated hand, says: ‘This is the hand which used to untie my
girdle, knead my plump breasts, rub gently my navel, thighs, and
hips, and loosen the knot of my underwear.” (S.D. after 10.96). Here
the erotic sentiment is subsidiary to the pathetic sentiment, i.e , the
description of the amorous actions of the hand heightens the main

(pathetic) sentiment. ‘ S.D.C.
rasika : a cultivated reader, a man of taste one who can appreciate a
work of art. ; ; '

[xfa=]

The term rasika has been used by Abhinavagupta almost asa
synonym for SAHRDAYA. But Bhoja defines it with some modifi-
cation. To him the word ‘rasika’ did not simply mean a man capable
of enjoying poetry. Rasika is a man of culture par excellence, a man
who possesses the refinement of spirit. Bhoja regards the mind of a
rasika as the primary seat of rasa. He applies the term to all cultured
votaries of art ; the poet, the dramatic characters, the actors as well
as the spectators. He maintains that a rasika is as rare a phenomenon
as a creative genius. Not all men bave the rasa or ahamkdra or
srngdra in their mental make-up. A rasika is presumed to have
done numerous good deeds in his past lives to attain this inherent

= quality. . R.G.
rati : attachment, love, physical love; The basic instinct of the erotic
/ sentiment. WL,

J [a] -

In the broadest sense, it is a longing or desire for an object
which attracts the mind. In poetics, however, it is restricted to
sexual passion that forms the basic instinct (STHAYI BHAVA) of
eros or the erotic sentiment (SRNGARA RASA). Reverential love
for Gods and elders was regarded at the beginning as a bbava—or an
undeveloped sentiment. In its sublimated form it became the basic
impulse of the sentiment of devotion—bhakti. Physical love can be
aroused in each other’s company or in separation too. Hence it forms
the basis of the two types of eros: eros—in Union ared eros in—separa=-
tion (SAMBHOGA and the famous VIPRALAMBHA Srngira). The
former predominates eight comedies of Sanskrit like the Mdalavikag-
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nimitra while serious dramas like the uftararamacaritam are appro-
priate illustrations of the latter R.G.

.
¥ "
- ¥ & WY 75
1 N

/raudra : the furious, the sentiment of ferocity. ‘J_7as O choa ¥
[¥=]
' It is developed from the basic instinct of wrath (KRODHA), is
red in colour and has Rudra as its presiding deity. Its' stimulating
objects are the enemy and his activities, fight, blows, etc., are the
excitants. Knitting of the eye-brows, biting the lower lip, raising up
arms, shaking the fists, brandishing of weapons, ferocious looks, etc.,
are its manifestations. Grimness, agitation, infatuation, unconscio-
usness, etc., constitute its accessories. It is distinguished from the
sentiment of martial heroism by blood-shot eyes and face. Sentiments
-of humour eros, terror, etc., are opposed to it. R.G,

v

riti : method, style, mode of expression. - s
v [Qf] '

Style, diction or mode of composition, regarded by Vamana as
the soul of poetry is defined as ‘‘a distinguished arrangement of
words’’, the distinction consisting of certain poetic qualities. Dandin
accepted two broad types, VAIDARBHI or Southern mode of poetic
expression and Gaudi or the Eastern mode. This nomenclature and
classification was not acceptable to Bhamaha. Vamana and Rudrata
added Panchali to the list; Agnipurana mentioned four and Bhoja
six—adding Laiiya (See LATI), AVANTIKA and MAGADHI as
well. The basis of classification differs with each: (1) proportion of
compounds, metaphorical expression and softness of diction (The
Agnipurana); (2) use of compounds (Rudrata); (3) Diction, compounds
qualities and figures (Bhoja); (3) Qualities (Dandin and Viamana). In
'short, the concept of the mode of expression incorporates, both—
diction and style, Kuntaka’s ‘modes’ (mmdargas) are more comprehen-
sive, their distinction is neither quality-based nor provincial; he
_classifies them according to the genius, nature and practice of the
poet. S.K.

i — $
-~ 3 1 L 4

'rom&.:ica : horripilation. ., . ,_{,; Al 2o g
JmiE] . .
The third+natural sensation in deep emotion. It is generally

simultaneous with stupefaction. It is caused by ecstasy, surprise, fear
or disgust aroused suddenly to its climax. R.G.
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rudha sabda : a traditional denotation.

It is a word accepted as denotative of a definite sens2 or senses
by force of long tradition of continuous usage. The denotation is
purely arbitrary, and the word cannot be traced to any known original

root. ‘Gam, for example, means ‘to g>’ and has been so used since
time immemorial. S.R.

riadhi-vaicitrya-vakrata : striking departare from denotation.
[ sfeafa=a a=ar] :

In this first variety of a striking substantive (a) an attribute
which seems impossible with reference to the conventionally accepted
denotation is indirectly conveyed; or (b) an existing attribute is inter-
preted as an unusual excellence. The expression may be put in the
mouth of the character referring to (i) himself or herself or to (ii)
somebody else. The motive is either unique vilification or excessive
praise. The variety is essentially suggestive and includes indication-

based or transformed-denotation-based suggestion. S.K.
riipaka I : metaphor. ¥ ey & %
[w7=]

A figure of speech in which the subject of comparison (upameya)
is identified with the standard of comparison (upamdna). Example:
Is there any pair of bee-like eyes of the people which has not drunk
her charming face, full of honey-like grace?” The identity between
the ‘upameya’ and the ‘upamana’ is presented as follows: As the bees
drink the honey of flowers in their full bloom so do the eyes of people
drink the beauty of her charming face.

Riipaka is of three kinds: (i) paramparita, whercin the ascription
of some quality to one object serves as the cause of ascription of
another quality to another object: (i;) samga ripaka, wherein the
standard of comparison is identified with the object as a whole
together with its constituent parts, (iii) ek-desa-vivartin, wherein identi-
fication is only partial. S.D.C.

ripaka : drama.
S/

[®7%]

In Sanskrit poetics KAVYA (poetry) is classified broadly as
drsya (representational) and sravya (oral). Amongst these the drasya
is presented on the stage and is, therefore, synonymous with drama.
In Sanskrit, drama is the imitation of situations. It is called a show

{ WA we e
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(riipa) because of the fact that it is seen. Drama is called representa-
tion (riipaka) because of the assumption of various personae (rupa)
by the actors: riipakam tat samaropdd (Dasriipaka 1.9). Thus the
Drama’ in Sanskrit passes by the general denomination °‘rupaka’. In
the Rasdrnavasudhakara the term ‘ripaka’ is applied to a play on the
analogy of riipaka or metaphor, because in a play we assume an
identity between characters and the actors representing them (R.S.
IIT, 1.5) Riupakas have ten varicties: Ndataka, Prakarana, Samava-
kara, Ihamrga, Dima, Vydyoga, Arka, Phrahasana, Bhana, vithi.
Besides these ten varicties of the riipaka, there are eighteen kinds of”

upariiparkas, the minor plays. The chief point of distinction between
riipaka and wpariipaka is that upariipaka relies mainly on bodily ges-

tures and music, which occupy a secondary position in ripaka,
whercas riipaka requires superior and subtler kinds of acting and
representation (sece ABHINAYA). I N.C.

rilpamala : a variety of matrika metre.
[ &s7amaT] _

(I) This isa MATRIKA metre of the even (sama) type, with
twenty-four matras in each quarter which should end in a short
VARNA (or a short sound) preceded by a long one (S1). The caesura

is at the fourteenth marrd and then at the end. This metre is also
called madana (C.P. page 62).

Example:

Jatu hau vana vadihi gala, bandhike bahu tantra;
dhamahin kina japata kamada, rama nama sumantra.
(Chandah-prabhakara, page 62)

(I1) There is another metre of this name, which is ‘Varnika’ of
even (sama) type. lts arrangement of Ganas is ragana, sagana, jagana,
Jagana, bhagana followed by a long and a short (Varna), the symbolic
notation being SIS, 1IS, 1S1, 1S, S, SI (Chandamala 1.57).

(IT1) There is still a third variety of this metre which is a marrika
one of the even type. Its name is ritamala (or rispamala) and the special
feature thereof is eighteen matras, where all the nine syllables have
long vowels. (P.P. 2.88).

Example :

Jani nacce vijjit mehandhara pamphulla nipa sadde mora;

vaant® manda sia vaa, kampamta gaa kanta na a.

- (Prakrta-pamgala 2.89).
K.B.
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$abda-citra : verbal variegation.
v [w=faT]

Generally illustrated in single verses, it constitutes a sophistica-
ted expression for description. Many figures of speech, particularly
syllabic arrangements like alliteration, rhyme and other sound patterns
fall under this category. Their charm lies mainly in the repetition of
certain sound at definite or indefinite intervals. Mammata includes
vivid and colourful pen-pictures in this variety. Words and arrange-
ments of syllables are irreplaceble in this type of composition. Puns
and figures based on the use of homonyms also belong to this group.

S.K.

Sabdalamkara : figures based on words. .~ . .
i) =

One of the three main varicties of ALAMKARA or figure of
speech. It is based on the word and owes its origin to the brilliance
of a collocation of letters or to the striking use of a word or words.
The following four figures of speech are called sabalamkaras: allitera-
tion ANUPRASA, replication (YAMAKA), evasive speech
(VAKROKTI) and pun SLESA. The poetic beauty in these figures
of spesech is based solely on the word to the extent that if the parti-
cular word is replaced by its synonym, the charm vanishes. S.D.C.
Sabda sakti : capacity of a word. & oy —

[wex ufa] TS .

The capacity of a word to convey the sense is threefold—deno-
tative, indicative and suggestive. A fourth capacity—to convey the
purport of a sentence—was also suggested by certain theorists, but it
was not finally acceptable to rhetoricians is general. They believe
that words convey their sense not in isolation, but in a mutually
connected manner and that cne capacity cannot accomplish more
than one function. S.K.

$abda-slesa : see SLESA. P
Ri gkﬁ'q’] - N

sabdi vyanjana : word-based:/suggestion:
[mr=gt =@ ]

The suggestion is derived directly from the word, its denotative
or indicative capacity. The denotation indication does not play a
significant role in conveying the suggested sense. It is two fold :

(1) Denotation-based : When a homonym in a particular context
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denotes only one of its literal meanings and the others are only implied
by suggestion.

(2) Indication-based : When a word incompatible in a particular
context is purposefully used to convey a secondary sense; the purpose

underlying this usage is conveyed through suggestion. S.K.
sadhdranikarana : the theory of umversahzatton. J— +
[ararzoftszor] T S WA LT,

The theory of sadharanikarana was first propounded by Bhatta-
nayaka about the 9th century A.D. According to him ‘...the basic
sentiment which is converted into rasa or aesthetic experience as a
result of the process of universalization affected by BHAVAKATVA
is made extremely enjoyable to the reader by the third function (of
the poetic language)—namely BHOJAKATVA. Bhavakatva is the
second function of poetic language characterized by the absence of
flaws and presence of poetic qualities as well as figures of speech and
is endowed with a capacity for turning the particulars of poetry into
universal forms and of purging the reader or spectator of his personal
idiosyncracies.”’

Abhinavagupta re-stated the thesis with a few modifications:
““During the process of poetic experience, wherin the object ceases to
be an individual and the subject does not appear to be real, the
sentiment itself is freed from the limitations of time and space, i.e. as
a result of the universalization of the subject and the object, the
sentiment itself becomes impersonal and universal.”

This process of universalization is not limited to individuasl; all
the spectators in the case of a play and the entire class of readers in
the case of a poem, who are endowed by nature with similar sensi-
bilities to a certain extent, join in that collective or
experience.

In the light of this modification, a later theorist Govinda.
Thakkur (I15th century A.D.), one of the commentators of Kavya-
prakasa, has summarized the process in the following terms: '

“Bhavakatva means universalisation. This process imparts a
universal form to the particular subject and object as also to the
sentiment. In the case of the former, universalization means the
portrayal of individuals like Sita etc. in universal forms—as beautiful
damsels, whereas in the latter, i.e. in the case of the sentiments and
their external manifestations; it means freedom from particular
relationships.”

According to this interpretation, all the components of rasa viz.,
the object, the subject, the stimulus and the external manifestations

universal
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as also the basic sentiment along with its necessary transient feelings,
undergo the process of universalization.

This theory was accepted in general by most of the critics except
two—namely Visvanatha (14th century) and Jagannitha (17th
century) whose interpretations are slightly different. Normally
Visvanatha also believes in the universalization of all the components,
but he has laid greater emphasis on the identification of the reader
with the subject :

“There is a special function of poetry which effects the universa-
lization of the subject and the object, etc. Under its spell the reader
is able to identify himself for the time being with characters like
Hanumana who are capable of crossing the oceans. This identification
with superhuman characters makes it possible for (ordinary) men
also to share (imaginatively) their sentiments of valour and courage
for crossing the ocean.”” This question was raised by Bhattanayaka
also, but Visvandtha has presented it in a more pointed manner.

In a different way Panditraja Jagannitha also laid considerahle
emphasis on the reader’s identification with the subject. In the light
of his own philosophical conviction, he rejected the theory of uni-
versalization, explaining the process as an “‘error of feeling.”” Accord-
ing to him, “In the first instance we acquire a primary knowledge of
the subject and object etc. depicted or presented in a work of art.
Then by means of the suggestive power of the poetic language we feel
that Dusyanta is in love with Sakuntald. Thereafter, our own imagi-
native and emotional faculties are activised and we start reflecting on
the theme again and again. This is a false experience which results in
a feeling of imaginative identification with DuSyanta and a couse-
quential experience of ‘feigned love’ towards Sakuntala.”

This argument is not essentially different from Viswanatha’s
thesis except that it is clothed in the technical jargon of philosophy.
In Jagannatha’s favourite system of philosophy (i.e. the Vedanta
interpreted through the Navya Nyaya), there is no place for a process
of universalization : the theory of illusion explains the aesthetic
phenomenon. But if we ignore the philosophical jargon, it would be
obvious that there also the emphasis is laid on our feeling of empathy
with the subject.

This theory was revived after a gap of some three centuries by
the celebrated Hindi critic, Acirya Riamcandra Sukla. His treatment
of this problem, however, is more of a re-inte.rpreta.tion than a
sustained academic analysis. His relevant observations are that though
“the poetic object is always particular and not typical” ‘yet ““unless
the object of an emotion is depicted in such a way that it becomes a
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common object of the same emotion for every sensitive reader, it
fails ‘to acquire in full the capacity to evoke a proper aesthetic
response. This is described as the process of universalization in Indian
Poetics.”

He further observes that “the effect of universalization is that
the image of the object created in the subject’s mind evokes in every
sensitive person the same emotional responses as in the subject.”” “The
image is always particular, but it is so conceived that it evokes the
same emotion in the reader as is expressed by the subject or the poet
in the poem. This proves that universalization takes place in the
character or in the qualities of the object.”

By saving that ‘‘the subject and the object appear to be univer-
sal,”” he probably wants to emphasize that for some time the conscious-
ness of the inspired reader merges with the universel consciousness.

Among the later Hindi scholars after Acirya Riam Candra
Shukla, Dr. Nagendra, another renowned Hindi critic, has made an
effort quite successfully to grapple with his problem. After discussing
all the protlems arising out of this theory, he arrives at the following
conclusion: .

““The poetical situations are mere vehicles of the poet’s artistic
experience, which he wants to communicate.” “The poetical situa-
tion”’, according to him, is “just a poetic symbol--an objective correla-
tive of the poet’s aesthetic experience in this behalf. The poet is able
to communicate his experience in such a way as to evoke a similar
experience in everybody. He is gifted with the capacity for universali-
zation, hence it is the poet’s experience which is universalized.”

To the question as to how the poet uaniversalizes his experience,
he gives the following answers derived from the theories of Indian
and Western thinkers : (i) Universalization is the function of Poetic
language, and (ii) the ultimate basis of universalization is the all-
pervading human empathy.

He sums up his arguments as follows : ““Universalization is
effected through emotive language; language acquires this power from
the emotional content of the author’s experience and the source of the
affective qualities of the author’s experience lies in the human empathy
which is a universal phenomenon.” N.J.

sadyaliparanirvyti : immediate joy. TE. P \

- [ama<fadfa] T
While enumerating the purposes of poetry Mammata in his

Kavyaprakash, has mentioned sadyalparanirvrti as one of them. The

terra is expressive of immediate (imaginative) pleasure as distinguished
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from other forms of resultant or secondary attainments. N.J.

sadhyavasana laksana : introsusceptive indication.
[wreagaiaT waqorT ] .

The second type of indication wherein both the objects bearing
some relationship are not mentioned directly in words, as in ‘Here is
an ass’ (When pointing at a fool). The foolish fellow is not mentioned
directly by a word. So the indication of his foolishness resembling
that of an ass is introsusceptive. S.K.

shacara-bhinna : contrariety.
[ag=x fea]

Dissimilarity of the associated or association in a statement
produces this defect of meaning (K.P. 7.57; S.D. 7.10).

Example :

sujjano durgatau magnal kamini galitastant,
khalah pujyah samajyayam rapaya mama cetasah
(S.D., after 7.11)

ie.,

‘A gentleman reduced to straitened circumstances, a sweetheart
with breasts fallen, and a rascal honoured in an assemblage deeply
afflict my heart.’

Here a gentleman and a sweetheart are agreeable object but not
so the rascal : he is disagreeable; hence the statement in the verse is
defective. : K.B.

sahitya : creative literature.
/ [Fifga] .
4 Sahitya in Sanskrit means literature, or creative literature to be
more precise. It is used as a synonym for the Sanskrit term KAVYA—
poetry in general. The word Sahitya is derived from ‘‘sahita’® mean-
'ing ‘united together’. As early as the 7th century A.D. Bhamaha
defined poetry or creative literature as ‘“‘the union of the word and
meaning” (Sabdarthau sahitau kavyam),) It was this phrase of
Bhiamaha which later became the basis of all the discussions on the .
word-and-meaning relationship in poetry. It is not quite known as to
when exactly the word Sahitya came into existence, but by the time
of Rijasekhara it had definitely become synonymous with poetry or

Poeties.
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Since all creative literature is expression through language, word
and meaning were regarded as the two basic components of poetry.
This etymological concept, meaning simple co-existence of word and
meaning, continued for a long time. But in the tenth and eleventh
centuries, Kuntaka and Bhoja made efforts in their own ways to define
this relationship specifically in the context of poetry. Bhoja dealt with
both, i.e. the grammatical and logical relations on the one hand and
the poetic relations on the other. According to him, this relation
between word and meaning is of twelve kinds. The first eight he
regards as the general relations and the last four as special poetic
relations. According to Bhoja, poetic relations are fourfold.

Kuntaka’s approach is more aesthetic. According to him, there
is a unique relationship between the word and its meaning which is
established by the creative genius of the poet. In poetry under the
spell of the poetic genius the word and its meaning vie with each
other in the creation of beauty to the extent that they are identified.
The relationship between word and meaning, thus, verges on identifi-

cation which marks out poetry from other forms of expression. 4
N.J.

sahztya-v:dya poetics, literary cntlcnsm . R
It is a term used in the sense of Poetics by Rajsekhara in his

Kavya-Mimamsa. He explains Sah:tya as the know]edge of word and
meaning used in consonance with each other. ‘t v N.J.

- /

sahokti : connected description.

[waifea]

A figure of speech in which one thing is related to another by
the force of the term ‘saha’ along with denoting the sense of accom-
paniment, provided a hyperbole be at the basis of it. Example; “Right
from the beginning of the youth of this damsel both her lower lip
and her lover have simultaneously attained rdga (redness and love
respectively).”” (S.D. after 10.55). Here the word rdga is paronoma-
stic, meaning ‘redness’ and ‘love’, and with the use of the word ‘saha’
a hyperbole has been denoted by expressing the simultaneous attain-
ment of both redness and love. _ S.D.C.

¢ sahrdaya : a receptive or enhghtened reader or Spectator
V4 i
[W] > : A A L
(Abhmavagupta defines sahrdaya as one whose heart has been
made transparent (receptive) like a mirror by constant contemplation
~of poetry and who is therefore able to respond spontaneously to the
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emotion portrayed in a work, of art. Abhinavagupta considers
the sahirdva’s mind as the primary seat of aesthetic bliss or rasa.
Bhoja uses the term RASIKA in this context. According to h|m, a
rasika is as rare a being as a creative genius. He applies the term
rather comprehensively to all the cultured votaries of art, such as the
poet, the actor, and the spectator. '

The word rasika is no doubt found in Abhinavagupta as well,
but sakrdaya is his favourite expression. The word rasika is explained
as one who has the innate capacity to enjoy rasa, But rasa is not
defined by Abhinavagupta as it is done by Bhoja, namely, as ahamkara
(ego) which enables one to enjoy life, but as a blissful state of mind
that has been attained by him on reading a poem or seeing a drama.
In other words, it is the enjoyment of poetry and drama through
empathy. This emotional state of identification with the poet or the
characters on the stage is called Girtasamvdda or rasa, and a rasika or
sahrdaya is the person who is competent for it. - N.J.

]
sakanksa : Wanting a complement or correlative.
[arwis] '
This defect of meaning is caused by the omission of an important
word. While reading a verse suffering from this defect, one feels that
a particular word is wanted to complete the sense. The reader has to
supply that missing word before he grasps the 1dea contamed m tbe
verse (K.P. 7.57; S.D. 710) :

Example : '

arthitye prakatihkrtepi na phalapraptih prabho pratyvuta
druhyandasarathirviruddhacarito yuktastaya kanyaya. '
utkarsaw1 ca parasy a manayasaorvisrainsanam catmanah
striratnam ca jagatpatirdasamukho devah katham mrsyate
(Mahaviracaritam 2.9; K.P. 7.278)

ile.,

(Mailyavin is addressing Ravana:) Lord, you once showed your
- desire (to king Janaka) fot Sita, in vain, but he gave her in marrlage
‘to Rama whose behaviour is opposed to yours. You have ten faces
and you rule over the entire earth. How, then, can you bear your
enemy’s superiority and the loss of your own dignity and renown as
also that gem among women.

Here the word ‘upeksitum’ is missing after ‘striratnam’, hence
the statement is mcomplctc. The complete sentence would rcad ‘dasSa-
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i  mukho devah striratnam upeksitum katharh mrsyate’, meaqing how

; can you bear the idea of giving up the gem among women?
{ K.B.

\/éama Iz tranqmlhty, quietude mental equillibrium.
[zr] S
The basic instinct underlying the scntiment of quietude (Santa).
It is stimulated by a sense of the trausitoriness of the world, a sense of
its futility. It is the prelxmmary condition of the mind of one who
attams salvation. R.G.

sama ]I : equal. v 8
[&=] _
A figure of speech in which a worthy object coming in contact
! ' with another equally worthy object is commended. Example : Princess
Indumati has resorted to the king Aja as ‘the moon-light resorts to the
moon freed from the cloud’. (S.D. after 10.71). Here the commenda-
' tion of the union of moon-light with the moon with reference to that
of Indumati with Aja has been communicated. S.D.C.

e . v

sama III : see ANUSTUPA.

[&a]

. - samadhi : balance; special kind of significane.
o [amfu]
f To Bharata it requires superimposition of a specially striking
f sense. Vamana defines (a) Verbal balance as a symmetrical rhythem,
balanced ascent and descent. The rhythm in the forceful style seems
to ascend whereas in lucid style it seems to descend and both are
intermingled skilfully in balance or samdaahi. The mingling of force
and lucidity at a special pitch produces a charming balance. (b)
: balance of sense consists in comprehension of delicate shades of sense
."  wider and dceper than the primary denotation. Dandin takes it as a
¢ kind of metaphorical expression relieving vulgar words of their vulga-
rity, a transferred epithet, a superimposition of action, transference of
sense or a Simultaneous superimposition of various qualities. To
Vamana the wider or deeper sense may be absolutely original or even
borrowed from some other source, but it must result in the concentra-
tion of reader’s or listener’s mmd e S.K.
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samadhi II : facilitation.
[ewfir]

A figure of speech in which an effect is mentioned as being
easily brought about through the accidental operation of another thing.
Ebample: ‘When I was about to fling myself at her feet in order to re-
move her wounded sense of honour (mana), fortunately this rumbling
of the cloud came to my aid by frightening my beloved and making
her cling to me (S.D. after 10.86a). Here an effect, i.e., the meeting
of two lovers, is mentioned as being easily brought about through an

accidental operation, i.e., the sudden thundering of clouds.
S.D.C.

samahita : suppression

[ewfea]

A figure of speech which occurs when the quelling of one senti-
ment (rasa) or incomplete sentiment (b/iava) serves to advance another
sentiment.

N TN

Example :

‘A bard eulogizing the king says: “The pride of your enemies
which was repeatedly demonstrated the brandishing of swords, knitting
of eye-brows and by their roars and threats has instantly disappeared
on seeing you.” (S.D. after 10.96). Here the quelling of the sentiment
of pride in the enemies is subordinate to the feeling of attachment
(rati) (for the king) which is the principle emotion here. S.D.C.

samanya : sameness.
[arra]

A figure of speech in which something is spoken of as having
become undistinguishable from something else for possessing similar
qualities. Example: Women going out to meet their loversat an appoin-
ted place, i.e. covered with dazzling sandal pastes, and their hair-
knots set with jasmine flowers, proceed easily in the moon-light with-
out being detected.’ (S.D. after 10.90a). Here women are represen-
ted as being undistinguishable from moon-light, as both possess a
common property, namely, whiteness. S.D.C.

s@manya : courtesan, prostitute. >\ - 4 -

The third variety of the NAYIKA under the first classification
on the basis of her social relationship with the hero. Samanya, mean-

-~
L
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ing a courtesan, has been described as one who possesses self-control,
who is skilled in the sixty-four arts, who is not hostile towards men
devoid of all good qualities and is not enamoured of those who are
endowed with virtues, who pretends to love only with a view to
acquiring wealth, and who would turn out through her mother even a
person otherwise quite acceptable when the latter loses his fortune
(she would not turn him out herself as she hopes to get reconciled to
him in case he regains his wealth). (S.D. 3. 67-69) R.G.

samdptapunaratta : resumption of the concluded.
[emagaTrFa]

Samaptapunaratta is a poetic defect arising from the resumption
of the concluded (K.P. 7.53; S.D. 7.6).

Example :

nasayanto ghanadhvantam tapayanto viyoginah;
patanti sasinah pada bhasayantah ksamatalam.

ie.,

‘Dispelling the dense darkness, and causing agony to those in
separation, the rays of the moon are falling and illuminating the
- surface of the earth.’

Here the second sentence resumes the qualities of the moon’s

rays which are concluded with the close of the first sentence.
K-B.

samasokti : speech of brevity.
[Fwmaifaa]
A figure of speech in which the behaviour of a thing not in

reference is ascribed to the subject under reference through similarity
or sameness of action, gender or attribute.

Example :

How can the highly ambitious man think of (winning) the
woman when he has not yet fulfilled his desire of conquering the
world? The sun does not meet the dusk before traversnng the entire
world.” (S.D. after 10.57).

Here the behaviour of the lover and beloved is ascribed to the
sun and the dusk on the ground that siirya (sun) and sandhya (dusk)
are masculine and feminine respectively. S.D.C.
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samatd : evenness or harmony.
, [|war] ‘

Bharata defines evenness as ease of comprehension, moderate
compounds, freedom from expressions which are redundant or obscure.
Viamana defines (a) Verbal evenness as harmony and consistency in
sentence-structure—a proper sequence of tenses, moods, voices, etc.
and (b) Evenness of sense as (i) freedom from incompatibility or
incogruity, e.g. the Malaya breeze should not be associated with

winter; (ii) or ease and lucidity of description as in decription of the

Himalayas in the Kumarsambhavam. Dandin regards it as absence of
unevenness of syllabic structure. To Vamana it indicates homogeneity .
of diction and a proper sequence of ideas. S. K,

-

samavakara : a kind of drama.
v [gwaEEiY] i
Samavakara is the dramatic representation of some well-known
legends of gods and demons in taree acts. The three acts are to
present three kinds of deception, three kinds of excitements or three '
kinds of love. There is no individual hero; the heroes may be as many |
as twelve. (They can be god & demons known of the exalted type.)
It contains all the sentiments with special emphasis. The first act
should last for 12 nadikas; the second for four and the third for two,
a nadika being equivalent to 24 minutes. This kind of drama is called

samavakara because various themes are scattered about in it.
- I‘NIC.

%

sambhoga srrigara : eros-in-union. 7 '
‘/-[anﬁtrvgm'«:' ] ' it ;
It has innumerable possibilities in the form of kisses, embrace,
caresses, etc. It is, therefore, mentioned as a single sentiment. Its
excitants are: the six seasons, the Sun and the Moon, their rising and |
setting, water-sport, drinking musical concerts, unguents, ornaments,
dress, etc. in fact everything that is p ure and sacred. R.G.

Samka : apprehension.
' [ET]

The third among the thirty-three VYABHICARI BHAVAS as
enumerated by Bharata. Sarkd is the feeling of apprehension called
forth by the anticipation of a great misfortune. This anticipation is
due to either another’s cruelty or one’s own misconduct. The external
manifestations of this feeling comprise change of colour of the face,
trembling, sinking of voice, side-looks, parching of the mouth, and
the like. (S.D. I11. 161). R.G.

. -
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- sanikara ;: admixture,
(5%l |

A figure of speech in which a variety of figures of speech are put
together in such a way that each exists interdependently of the other.
This mixture is like that of milk and water. Sarikara is of three
kinds: (i) when two or more figures of speech stand in the relation of
principal figure and a subordinate one, (ii) when they reside together,
and (iii) when there is a doubt about them. An example of the second
variety: ‘The Evening (sarndhyad) glows with redness (anuraga) and the
day (divasa) is ever present before him. But still they are never
united. Oh! mysterious are the ways of destiny. (S.D. after 10, 99).

Here the words sand/iya (evening) and divasa (day) on account
of. their genders—feminine and masculine respectively —suggest the
behaviour of a beloved and a lover, especially by the skilful use of
the paranomastic words ‘anurdge’ and ‘tatpurahsaral : anuraga mean-
ing redness and tatpurahsara/i meaning before her and ever ready to act
at her bidding. The meaning of the above in the second case will be
the beloved is full of affection and the lover is ever ready to do her
bidding; but still they are never united. (This is due to the fact that
they are prevented by the circumstances from meeting each other). A
figurature expression of this kind is named SAMASOKTI. But the
above stanza is primarily an example of VISESOKTI and SAMA-
SOKTI is subordinate to it. Visesokti occurs where in the presence of
cause, the effect is wanting. Here the causes of their union (viz; effec-
tion’ and ever-ready to do her bidding’) are present, yet the effect
(fruit) does not follow. Thus it is an example of the second variety of
sanikara, as one figure of speech (i.e. samasokti) is subordinate to.
another (i.e. Visesokti). S.D.C.

samkhya vakrata : striking use of number; inversion of number.
[a=ar a=ar]

(a) The number proper in the context is substituted by another
e.g., singular for dual or plural: ““Cursed are we in (our) search for
the real cause.” Here the plural ‘we’ for the singular ‘I’ implies
- freedom from intimacy or feeling of diffidence. (b) Contradictory
numbers are used in apposition to one another; e.g. “‘sciences are a
unique eye’’ presents a singular noun as a complement to a plural
subject, suggesting thereby that this single eye is more than sufficient
in .this world. This inversion of number effects a delightfully striking
variety in the expression. S.K.
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samkirpa : confused, jumbled. T o St R
This blemish arises when words from one sentence are inserted
into another and thus confuse the meaning. As it creates perplexity in

the mind of the reader, it may be called ‘confusion’ (Kavyalamkara of
Rudrata VI. 41; K.P. 7.54; S.D. 7.8).

Examples:

(1) kimiti na paSyasi kopam padagatam bahugunam
grhanemams;
nanu murica hrdaya-natham kanthe manasastamordpam.

Here the reader would find it difficult to get the correct mean-
ing, because of the wrong insertion of ‘kopam’, ‘hrdayanatham’ and
‘kanthe. The intended meaning is, however, as follows:

‘Why do you not see that the lord of your heart has fallen upon
your feet? He is a person of many merits. Give up your anger which
is a darkness of the mind, and put your arms around his neck (in an
embrace). K.B.

samlaksyakrama-vyangya-dhvani : suggestion of perceptible sequence.
[ge=a=a=a safq)

The first type of denotation based predominant suggestion where
the suggestive process is perceptible in its different stages. The suggess
tion is comprehended as an after thought, after grasping the primary
denotation. It is comparable to a reverberant note arising from the
capacity of sound (word), sense, or both. The suggestion may be a
figure of speech or subject-matter. Again, the primary denotation
may represent either a figure or subject-matter. ““The ocean resembles
the ocean” is denotative of ananvya figure; it suggests the figure asama
and also the fact that the ocean is unique in its depth and expanse.
Denotation is suggestive by itself, through the sophistication of expre-
ssion or even a character in the narrative. S.K.

samlapaka : a kind of minor drama.
k:gaked

The sarildpaka is a drama in one, three or four acts. The hero
is a heretic and the subject are controversy, deceit, violence and war.
It may have any sentiment except the erotic and the pathetic. I.N.C,
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sampraldpa : lamentation, waxhng, incoherent talk.
[@esema] - ok, &0

The lovelorn person, unable to bear the pangs of agitation,
begins to wail aloud. In the absence of mental peace, his or her

remarks often become incoherent. It is the sixth stage in the lovelorn
condition. R.G.

samsaya : see SANDIGDHA.
[wwa]

samsrstih : combination, union.
[wafe=]
A figure of speech in which a variety of figures of speech are put
together in such a way that each exists independently of the other.
‘Such a combination is like that of sesame and rice. Example: ‘May
the Lord (Krsna), who is the slayer of Kamsa, protect us from evil.
The sun is doing away with the gloom of the world with his eyes
which resemble a blossomed blue lotus. (devah payadapaydnnah
Smerendivaralocanalh, samsaradhvantavidhvamsahamsah  kamsanisii-
danah). (S.D. after 10, 98). Here there is ‘Yamaka’ in ‘pdyadapayat’,
:and Anuprasa (alliteration) in ‘samsdara’, and both these figures of
speech have their separate identity. S.D.C.

Samuccaya : conjunction, simultaneous use.
[wg==m]

A figure of speech in which two attributes, or two actions or
-one attribute and one action exist simultaneously. Example: “Oh
young lady, raddish are your eyes and dark is the face of your beloved
one.” (S.D. after 10,85). Here the simultaneity of two attributes (i.e.

reddishness and darkness) has been mentioned.
. SID.C.

samvidvisranti : a state of repose in one’s own consciousness.
Tafafesnfa]

It is a term used by Abhinavagupta to denote a state of repose
(visranti) of one’s own consciousness (samvit). In aesthetic language,
visranti denotes the fact of being absorbed in the aesthetic object and
the feeling of joy sui generis which accompanies that state of conscious-
ness. : N.J.
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samvrti-vakratd : a striking usage based on concealment.
[gafaa=sar]

This type of a striking use of a substantive is fivefold: (a@) A
pronoun, etc. is used in place of a noun. Thus lending a striking
significance to the whole expression; (b) a point concealed under the
excuse that it cannot be adequately described is ultimately highlighted
by mentioning its activity or excellence; (c) a delightful or graceful
item is rendered more effective by veiling it under general expressions,
e.g. ““‘whar after all did she not do?’’ Such words touch off some tunes
in the listener’s heart; (d) an idea is concealed, suggesting that it could
be experienced by anyone except the speaker, e.g., “Cupid deliberated
something in his heart!”’ (e) an object is concealed because it would be
a sin to mention it by name. : S.K.

sandeka : a figure of speech based on doubt or uncertamty regarding

the standard of comparison. =+ * | -, o -

[a+3€] ,
A figure of speech in which an uncertainty about the standard

of comparison (upamana) is expressed in respect of the object of
comparison (upameya). Here is an example: ‘Is this (lady) a fresh
blossom, issued forth with juice from the tree of youth; or, is the
sweeping wave of the ocean of grace that bas swollen on the coast?’

- (S.D. after 10.36 a). Here no conclusion is arrived at with regard to
the standards of comparison used for the fair lady. S.D.C.

sandhi : juncture, a divisionor joint in a drama.
[afa] -

Sandhi means a juncture of connection. It connects the five
KARYAVASTHAS or stages in the five ARTHAPRAKRTIS i.c. the
elements. The combination of one stage with one element gives rise
to one sandhi or juncture. Thus the plot of drama has fivefold divi-
sions due to there sanidhis. The junctures are the structural divisions
of the drama, which correspond with the element (Arthaprakritis) of
the plot and the stages (karyavasthas) in the hero’s realization of his
purpose. They are five in number: the opening (mukha), the progres-
sion (pratimukha), the development (garbha), the pause (avamarsa)}
and the conclusion (nervahana). The plot should contain five elements
of action corresponding to the five dramatic stages and should be
divided into five junctures. As a matter of fact, junctures do the job of
harmoniously blending the elements and dramatic stages together to
give the subject-matter of action a compact form for reaching its goal.
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All the five sandhis have sub-divisions totalling sixty-four. They are
the various dramatic incidents which are employed in the presentation
of the dominant rasa. According to ViSvanatha there are six objects.
of .the asigas. These arc—composition of a desired object, astonishing
the audience, expanding the plot, keeping the audience attached to
the plot, suppression of what needs to be suppressed and manifesta-
tion of what deserves to be manifested. ILN.C

sandhikasta : harshness of euphonic combination.
[aframsz]

In Sanskrit every sentence is regarded as a euphonic chain or
euphonic coalition of words. Sandhi-kasta is a poetic defect which
arises when severais words are rendered diflicult to pronounce or are

harsh to hear, thus disturbing the euphonic coalition of the sentence
(S.v.I1I 2.8, S.D. 7.6).

Example :

urvyasavatra tarvali marvante carvavasthitih .
(S.D. after 7.8; K.P. 7.214)

ie.,

‘Thus is a land where stands a long and beautiful row of trees
at the end of desert.’

Here four words have combinations which appear grotesque
from the point of vicw of sound as well as sense urvi+asauw
‘taru+alr’, maru+ ante® and ‘caru-avasthitil’. K.B.

sandhi-vislesa : disjunction.
[afa-frear ]

Sandhi-vislesa is that poetic blemish which is felt in the conti-
nuous use of words where euphonic combination is not permitted by
the rules of grammar (S.D. 7.6). Bharata (N.S. 17.93), Bhamaha
(Kavyalarikara 4.28), Dandin (Kav. 3.159), Vimana (K.S.V. II 2.7-8)
and Rudrata (Kavyalamkara 6.14), however, call it visandhi’.

Example:

delite utpale etc aksipnt amalangi te.
(S.D. after 7.8).
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..- e.,

‘O lady of pure form, these two eyes of yours are two blosso-
ming lotuses.’

Here four places are without euphonic combination. Although
the composition is grammatically correct, yet it is jarring to the ears,
and as such it should be avoided.

Again, if a writer composes a verse without introducing the
proper combination, even once, for the fear of violating the propriety
of the metre, then also he is committing a poetic error.

Example:

vasavasamukhe bhati induscandanabinduwat.
(S.D. after 7.8)

ie.,

‘On the face of the (personified) East the (full) moon is shining
like a dot of sandalwood paste.’

Here a euphonic combination is to be introduced between
‘bhati’ and ‘indul’. That is not done, as it would spoil the metre. As
an atternative to this, the following has been suggested :

vasavasamukhe bhati candrascandanabinduvat. K.B.

sandigdha-pradhanya-vyangya : suggestion of dubious predominance.
[afr=mg srara =]

Another kind of second-rate poetry in which one is not sure
whether the suggestion predominates over indication or denotation or
vice versa. In *‘*Hara cast his glance on the lower lip of Uma,’ one is
not sure whether the description is important or the suggestion of the

longing for a kiss. This makes the predominance of suggestion highly
dubious. S.K.

sandhyaslila : indecorous euphonic combination (sandhi).

[areamafa) : _
Sandhyaslila is that poetic defect which is felt when the intro-

duction of a euphonic combination in a couple of words renders a

part of the combined form indecorous (K.S.V. II 2.8; S.D. 7.6).

Example :

calandamaracestitah (S.D. after 7.8)



SAA DO DHA
sandigdha 157

ie.,

‘While walking he appears to be running away out of fear.’

Here the words ‘calan’ and ‘damara’ combined together, give
the sound for ‘landid’ which in Apabhramsa stands for excrement;
hence its inclusion in a composition is not in good taste. S.K.

sandigdha : dubious, an ambiguous or doubtful meaning. \
[wf=a] ; A o,

This deviation occurs when an expression suggests two different
senses. (K.S.V. II 2.20; K.P. 7.51; S.D. 7.2). Bhamaha mentions it
as sasamsaya (Kavyalamkara 4.17-1%) and Dandin as sarmisaya
(Kaavyadarsa, 3.139).

Example:—
(i) Occurring in a word—

alingitastatrabhavan samparaye jayasriya,
asih-paramparam vandyan karne krtva krparm kuru,
(K.P. 7.154)

ie.,

‘You have been victorious (literally, embraced by the diety of
victory) on the battlefield. Having given ear to an adorable series of
blessings, be merciful.’

Here the word ‘vandyam’ is faulty inasmuch as it arouses a
- doubt in the mind of the reader or listener. It can be construed to
mean to the lady who is made capture (vadi+in--va-ninp) in loca-
tive case or adorable, (vadi4yat-+tap) in accusative case. In the
former case, the sentence will read, “‘be merciful to the lady captive’,
and in the latter, as is translated above.

(ii) Occurring in a part of a word—

kasmin karmani samarthyamasya nottapatetaram

ayam sadhucarastasmadamjalirbadhyatamiha.
(K.P. 7.205)

ie.,

‘In what deed does his capability not excel? He moves among
the virtuous. Therefore, pay your homage to him.’
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Here the particle ‘cara’ is ambiguous. By ifs association the
word ‘sddhucara’ can be said to refer to

(a) One who moves among the virtuous, and
(b) One who led a virtuous life in the past.

Thus the particle ‘cara’ is rather ambiguous in the context.

(iii) occurring in a sentence—

suralayollasaparah prapta-paryapta kampanah;
margana-pravano bhasvad-bhiitiresa vilokyatam.
(K.P. 7.178)

Here the word ‘surdlaya,, ‘Kampana’, ‘margana’ and ‘bhiiti’ can
be explained respectively as abode of the gods or a wine shop, army
or trembling, arrow or begging and glory or destruction. K.B.

.....

Santa : spiritual quletntude, sercmtchalm. -
[srral AN "

Bharata mentions renunc1at:on or detatchment (Nirveda) as its
baswj V1§vanatha regards Saima or freedom from passions as the
basic urge. 'Magnanimous and righteous persons are its rightful
subjects, and the futility of transitory world is the object that stimula-
tes it. ’ It is like the Moon or the jasmine flower in colour, " Its pre-
siding diety is Niriyana. )l Tts excitants are sacred hermitages, holy
places and rivers, attractive forests, etc.) Hompxlat:on is its main
-consequent, while its accessories are detatchment, ecstasy, meditation,

intuitive experiences, compassion, etc(_It represents the mental atti- §
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tude of one who is practicing meditation, restraint, etc. before attain- |

ing actual salvation. Hence sensations, accessories and consequents

“etc. are not inconsistent with it. It forms the predominant sentiment

in the Mahabharata.”) Unlike compassionate heroism, it is free from
any trace of egotism. All types of heroism, save the marital, can fall
when its range they are free from ego. The same can be saxd about
the emotion of love of God, which is free from egotnsm Marual
heroism, eros, ferocity and humour are contrary to it. ; The ~eternal
bliss of quietitude in salvation, cannot, however, be developed into a
sentiment, for it is void of all sensations and feelings. . R.G.

sdra : climax
[m7]

e

A figure of speech in which the things to be described gracjual!y _.
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rise in order of excellence. e.g., ‘The land is the very essence of the
state; the city of the state, the mansion of the city, the bed of the
mansion & fair lady who is the be-all and end-all of cupid, is the essence
~of the bed (kavyalamkara of Rudrata 7.97; K.P. 10, 532; S.D. after
10.79 a). Here each succeeding thing has been described as being
“better than the preceding cne. ' S.D.C.

'
IS
i By GOl B g .

sardila-vikridita : a variety of varnika metre

RUEGIEEAECH!

This is a VARNIKA metre of the even type consisting of nine-
teen varnas in each of its four feet. The metrical arrangement of the
GANAS in it is ma-gana, sa-gana, ja-gana, sa-gana, ta-gana, ta-gana
and one long sound at the end. Its notation is SSS, 11S, ISI, IIS, SSI,
~ S8SI,S. The Caesura in reciting this metre falls at the twelfth letter
' and then at the nineteenth (N.S. 16.91-92; P.S. 7.22; Srutabodha 35;
V.R. 3.99; C.M. 2.319; C.P., page 189). |

Examples :

(7) yam brahma var.mendra-rudra -ma rutah stunvamu
divyaih stavaih
vedaih samga-pada-kramopanisadair-gayamti yarm samagah
dhyanavasthita-tadgatena manasa pasyamti yam yogino
yasyamtam na wduh surasuragana devaya tasmai namah
(S‘rtmadbhagava!am X1, 13.1)
- K.B.

"sdropad laksand : supenmponent mdlcatlon
[arar sreqorT]

G The first type of indication where both the objects bearing
mutual relationship are mentioned (in words) directly. “The fellow is
. an ass”’ indicates the fellow is as lousy and foolish as an ass,” and
 both the similar objects are directly mentioned here. In the same
‘context, ‘“Here is an ass’’ does not mention the fellow directly. In
the first illustration, the nature of an ass is superimposed upon the
fellow. It is parallel to the ‘metaphor’ or RUPAKA. : S.K.

sasamsaya : see SANDIGDHA
[ﬂam] e
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Satha : crafty, deceitful (lover), a variety of amorous hero.

Ope of the four varieties of the erotic hero, as mentioned by
Dhananjaya, Vi§vanitha and others. Satha, according to Vi§vani-
tha, is one who, though now attached to another woman, shows
only outward affection to his previous love by speaking deceitful sweet
words to her. 1lll.: The friend of the heroine complains to the bhero,
“O deceitful one! Whom shall I tell that while embracing my Lady
you hastily relaxed your arms on hearing the tinkle of the girdle-gems
of your another beloved. My Lady, who has been infatuated with
your sweet but poisonous words, as is the mixture of honey and
butter, is quite unable to understand the truth.” (S.D. I11.37). R.G.

sattaka : a minor type of play or wpariipaka.
[a=es]

The most striking characteristic of Saffaka is that it is entirely
composed in the Prakrta Language and sanskrit is not used atall. It
may be remembered here that in an ordinary Sanskrit play Prakrta is
used only for the dialogues spoken by female characters and by the
inferior or lowly male characters e.g. servant and illiterate men. The
acts of this play are called Javanika (curtain), and VISKAMBHAKA
and PRAVESAKA type of act prologues are completely absent.
Sattaka has the adbhuta (miraculous) as its principal sentiment. In
all other respects there is no difference between a Saffaka and a
NATIKA. karpiaramarijari has also been cited as an example of this

type of play. R.D.
\/,sdttvika : acting of mental eonditions or emotions.
[afas]
One of the four major types of acting defined in Sanskrit
dramaturgy. (see ABHINAYA). _ ‘ R.D.

.

sattvika alamkara : natural graces of the heroine.

The term has been defined as ‘Natural graces of the heroine in
the prime of her youth’ (D.R. 2.30), or as ‘Amorous graceful move-
ments of beautiful ladies’ (S.K.). Bharata has enumerated twenty
Sattvika Alarmkaras, dividing them into three categQriecs—ANGAJA
(physical), SVABHAVAJA (arising from ones disposition), and
AYATNAJA (coming of their own accord). BHAVA, HAVA and
HELA are Argaja, LILA, VILASA, VICCHITI, YIBHRAMA,
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KILAKINCITA, MOTTAYITA, KUTTAMITA, BIVVOKA,
LALITA and VIHRTA Svabhivaja; SOBHA, KANTI, DIPTI,
MADHURYA, DHAIRYA, PRAGALBHATA (or Prigalbhya) and
AUDARYA are ayatnagja (N.S. XXIV. 4-29). Visvaniatha has added
eight more to the list of svabhavaja, MADA, TAPANA, MAUG-
DHYA, VIKSEPA, KUTUOHALA HASITA, CAKITA and KELI
(S.D. 3.91-92).

The sattvika alamkaras have been generally attributed to women,

but some of the writers have associated them with men also. Accord-

\‘/‘

ing to Bhoja, /ela and hava are common to men and women (S.K.);
Bhanudatta has maintained that bivvoka, Vilasa, vicchitti and vibhrama
are possible in men also (R.T. VI. 5-6); according to Viévanitha, the
three alrigaja and the seven ayatnaja are common to both the sexes
(S.D. III. 93); according to Hemacandra, all the twenty alarikdras
mentioned by Bharata can be attributed to men (K.S. VII);

The sdttvika alamkaras have been very often discussed topically
under the ANUBHAVAS (or the external expressions accompanying
the emotions). When these alarhkaras express the inner feelings of the
heroine, they can indeed be called anubhavas, but when they make -
the heroine more attractive for the hero, they should be treated as
UDDIPANA VIBHAVAS (or the excitant cause) (S. NNB., p. 380).

R.G.

sattvika bhava : physical sensations; natural reactions of overwhelming
emotion; external indications of depth of feeling.
[aifeas wrr] it o L b R
Unlike other sensations, sattvika bhavas arise out of only sattva
guna (quality of goodness and purity) which brings peace and enlighten-
ment to the soul. Sentiment, at its best, results in the excitement of
Sattvs Guna, and its consequent reactions appear on the body in the
form of these sensations. These are eight in number and are common to
all emotions. They are described, not singly, but in groups of three or
more. They are—stufication (Srambha), perspiration (Sueda) horripila-
tion (romaiic’a). choked voice (Suarabhanga), tremour (Vepathu)
palour, (vatarya), tears (Asru), unconsciousness (Pralaya) and death
(mrti). Unlike other consequents ANUBHAVAS. They arise in a state
of purity of mind and hence are called Sartvika, R.G.

sattvativrtti : the dignified mode.

[aread gfa] *
The dignified mode of a serene hero is free from lamentations
and characterized by virtue, courage, self-sacrifice, compassion along

SATTVATIVRTTS
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with uprightness. It has four aspects: (a) Discourse (Samlapalaka) or
serious conversation expressive of feelings; (b) challenge (utthapaka)
for combat at the outset; (c) Breach of alliance due to advice, gain,
fate, etc. (samghatya); and (d) change of action parivartaka) giving up
something already begun. The Dignified mode bad its origin in the
Yajurveda. ' S.K.

sattvodreka : emergence of sattva (the quality of purity). -

The term has been used by Bhattandyaka (as quoted by Abhina-
vagupta) in his analysis of the aesthetic experience. It is a state in
which conciousness is purged of all lower instincts. Aside from other
factors, such as the universalized presentation of the aesthetic object,
etc., the emergence of sattva guna in the consciousness of the specta-

tor is a pre-requisite to enable him to relish an aesthetic situation.
N.Jl

saubhagya : richness of style or composition.
[atsra]

Not included in ecarclier lists, saubhdgya means an excellence
arising out of a rich and harmonious combination of all the resources
available to poetic genius. It is delightful due to the full play of the

poet’s skill aided by his knowledge of the resources and factors
contributing to an excellent composition. The poet selects carefully

from among the available words and ideas and uses skilfully all the
effective ingredients. Hence richness represents the life-breath of

poetry, for it arouses thrilling ecstasy in appreciative hearts.
pratyanika : rivalry. : S.K.

Sikharini : a variety of varnika metre.
[frafaot] )

This is a VARNIKA metre in which each foot has seventeen
VARNAS. The arrangement of the GANAS in it is ya-gana, ma-
gana, na-gana, sa-gana, bha-gana and one short sound followed by a
long one. The notation is : ISS, SSS, 111, IIS, SII, I, S. The caesura
in reciting a line of a poem composed in this metre is at the 6th and
the 17th varpas (N.S. 16.79: V.R. 3.91; C.M. 2.264. The me-
lody of this metre attracted many poets. For instance, Panditardja
Jagannatha wrote his Gasigd-lahari in Sikharini metre.

Example § *

(i) Samrddham saubhdgyam sakala-vasudhayah kimapitan
mahaisvaryam lila-janita-jagatah khanda-parasoh
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Sriitinam sarvasvam sukrtamatha miirtam sumanasam
sudha-saundaryam te salilamasivam nah Samayatu. :
(Ganga-lahari 1)
K.B.

Silpaka : a kind of drama exhibiting magical and mystical rites.
[farers]

The Silpaka is in four acts. The scene is laid in a place where
dead bodies are burnt. The hero is a Brahmana and the confidant,
pratinayaka, is an outcast. The comic sentiment is excluded.

L.N.C,

Slesa I : smoothness, polish.
[w]

Bharata describes smoothness as a well-knit construction of
mutually related words so as to convey the desired meaning without
effort. - Keith thinks That it possibly meant suggestivity. Vamana
defines (a) verbal smoothness as a perfect coalescence of close-knit
words appearing like a single phrase. For example, ‘“There lies in the
north a king among mountains, the abode of Gods, Himalaya by
name’’, (b) smooth sense implies a proper combination of actions
falling into a perfect pattern of rising sequence along with sophisti-
cation in the description and logical presentation of famous activities.
This is possible only in longer compositions, not in short seatences. In
short, it is an artistic wet of congruons actions or even ideas. Dandin
finds smoothness in looseness due to unaspirated letters. S.K.
slesa II : pun. "
[ia] .
Slesa is a figure of speech in which different meanings are con-
veyed by the same words having more than one denotation.

L

Example :

‘All the ways and means prove to be futile if the moon or the
providence is unfavourable. (Prarikiila tamupagate hi vidhau viphala-
tvameti bahusadhantd). (S.D. after 1U.12 a). Here the word ‘Vidhau’
means in the case of the moon the stars or fate and ‘in the case of the
providence’ (vidhi). 1t is also known as ‘Sabda-§lesa’. S.D.C.

Slesa III : paronomasia, double entendre.
[wia]
A figure of speech in which more than one meaning is expressed
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smarana

through words naturally bearing a single meaning. Examplc : ‘Both
the sun as well as the king named Vibhikara are brilliant, possessed
as they are of excessive glory.” (mahasa bhityasa dipto virdjati divaka-
"rah.) Here the statement about the sun and the king both has been
" made through words having one meaning only, and not having more
than one meaning as in the case of the figure called Pun (Sabda Siesa).
It is also known a artha-slesa. S.D.C.

smarana : recollection.
[ewrr]

4 A figure of speech consisting in the recollection of an object on
perceiving a similar object. ‘On perceiving this lotus I recall her face’
(S.D. after 10.27). Here the rememberance of the face on perceiving

the lotus indicates a similarity between the two. ‘ S.D.C.
smita : noiseless smile. T, on
" [fea]

The most polished form of laughter with slightly widened eyes
and a throbbing lower lip. It is the gentlest expression of appreciation
of humour and is practised by highly cultured persons of high rank in
society (see HASA). R.G.

. smrti : meditation or recollection. , L, e
The eleventh among the thirty-three VYABHICARI BHAVAS,
as enumerated by Bharata. Smyti is the recollection of a past experie-
nce called forth by the perception or the idea of an associated or
similar phenomenon; it is manifested in the raising of the eyebrows,
and the like. (S.D.II1.162) It is the third stage in love-lorn condition.
) R.G.

Sobha : grace, loveliness. o~ Aair A0
[7rar] )

One of the twenty SATTVIKA ALAMKARAS of the heroine,
as enumerated by Bharata, and the first among the seven AYATNAJA
ALAMKARAS. It consists in the natural adornment of the limbs of
the heroine due to exquisite figure, enjoyment or and youth
(D.R.I1.35). Ill.: “The female friends, who wanted to decorate
Parvati, were stunned for a moment, for, having seen her exquisite
natural beauty, they did not know how it could be further embellished

with the help of toilet.” : R.G.
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Soka : sorrow, grief. b a0 g O
(%] N
Soka is the basic instinet of pathos (Karuna Rasa). It is arouscd .
by the loss of a desired person or thing and results in a mental dejec-
tion or depression. Grief caused by temporary separation of lovers
is excluded from this category, for it constitutes the basis of eros in

separation (Vipralambha srrngdra). It is the predominant sentiment in
the Ramayana. R.G.

sragdhara : a variety of varrika metre.
[zru]

This is a VARNIKA metre of the even type consisting of
twentyone VARNAS in each of its feet. The metrical arrangement
of the GANAS in it is: ma-gana, ra-gana, bha-gana, na-gana, ya-
gana, ya-gana, ya-gana symbolised by the notation:—SSS, SIS, SII,
IlI, 1SS, ISS, ISS. The pause (caesura) in reading a line in this
metre is at each seventh varna (P.C. 7.25; N.S. 16.97/98; Srutabodhe
36; Suvrttatilaka i.37; V.R. 3.103: C.M. 2.340).

To compose a theme of grand dimension in this metre requires
considerable practice and patience, but there have been persons of
great technical dexterity and erudition who have chosen it for their

. composition. Such an instance is §ri Vinka-tanatha Desika who, being
-both a poet and philosopher par excellence, wrote his magnum apus,
Tattvamuktakalipa, in 499 verses using no other metre than sragd-
hard@. The opening stanza of this great work containing an obeisance
to the Lord is offered here as an example of this meter:

Laksmi-netrotpala-Sri-satataparicayadesa samvardhamano
nabhi-nalika-rinkhan-madhukara-patali-datta-hastavalambah

asmaham sampadoghanavirala-tulasi-dama-saitjata-bhiima
kalindi-kanti-hari kalayatu vapusal kalima kaitabhareh

(Tattvamuktakalapa 1)
K.B.

Srama : fatigue. A L
[=]

It is the sixth among the thirty-three VYABHICARI BHAVAS,
as enumerated by Bharata. Srama is the feeling of fatigue caused by
coition, or even by exertion due to travelling, etc., and it is manifested -
in gasping and drowsiness. (S.D.I11.146) R.G.
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Srigadita : a kind of minor drama.

[*Afa) ’
Srigadita is minor type of play in one act. The name Srigaditd is

assigned to it because $ri, the goddess of prosperity or fortune is intro-

duced or is imitated by the heroine. It is partly recited and partly sung.

The Avaloka on the Dasarupaka says that srigadita is a kind of mimic

dance (Avaloka on Dasariipaka 8. p.2.). LN.C.

Srrigdra : eros, the erotic sentiment.
v TR

Srriga—peak—indicates the peak of love. Spigdra is developed
with high-born characters as its subjects. The love of low-born
characters is regarded as begetting an illusion of eros—Srrigarabhasa.
It is tops the list of sentiments, for it is most relishable and universal.
It is described as the king of sentiments. A courteous and magnani-
mous youth and high-born young maiden are its objects. Another
person’s lawful wife or a prostitute should not be the subject of love
in the main plot. Its excitants are the moon, sandal-paste, humming
of bees, spring, song of the cuckoo, etc. Its consequents include knit-

ting of eye-brows, side-glances, etc. All accessories, except _disaster,
death, idleness and disgust, go with it. Its basic urge is physical love.

(Rati) Its colour is dark and its presiding deity is Vispu. It is of two
kinds: eros in union and in separation. It is the main sentiment in
light comedies like kilidasa’s Malavikagnimitram. The sentiments of

Pathos, abhorrence, ferocity, heroism and terror are opposed to it.
R.G.

Srutikasto : see SRUTIKATU.
[afars=]

Srutikafu : discordant, unpleasant to the ear. -~ 4 7 '
[Afasz] )
Sruti-ka{u means unpleasant or jarring to the ears. Any syllable
producing a harsh sound renders the entire word disagreeable, not to
speak of more than one syllable therein. Junctured letters—especially
those which are a bit uneasy to pronounce—are to be avoided in order
to give comfort to the ears of listner. (K.P. 7.50. S.D. 7.2). Bhamaha
(Kavyalathkara 1.53) and Vimana (K.S.V. II 1.6), however, describe
it as “Sruti-kasta’,
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(i) Occurring in a word—

anariga-mangala-graha-panga bhangitarargitaih
alingitah sa tanvargya kartarthyam labhate kada.
(K.P. 7.141).

Here the word ‘kartarthya’ which occurs in the fourth quarter,
is descordant, for it is not in harmony with the rest of the verse which
describes the sentiment of love in soft-sounding words;—

(ii) Occurring in a part of a word:

tad gaccha siddhyai kuru devakaryamarthoyamarthantar-
alabhya
apeksate pratyayamaiiga labdhyai bijarikurah pragudaya-
divambhah, ;

(K.P. 7.198).

Here ‘dhyai’ and ‘bdhyai’ are unpleasant sounds.

(iii) Occurring in a compound word—

sd diire ca sudha sandra-tarangita-vilocana
barhi-nirhddanarhoyam kdlasca samupagatah.

i.e.’ s

‘At a long distance is she whose eyes are replete, as it were, with
crystallised ripples of nector; and the season has come when the peea-

cocks pour forth their cheerful notes.’
Here the compound word ‘barhi-nirhadanirha’ is not pleasant

to hear.
(iv) Occurring in a sentence: —

sodhyaista vedamstridrsanayasta
pitrnatarpsit samamamsta bandhiin.

vyajesta sadvargamaramsta nitau
samitlaghatam nyavadhidarinsca.
(K.P. 7.170)

The whole verse is full of difficult sounds Which are jarring to
the ears. . K.B.
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_/ stambha : stupor, stupefaction. ~ ;. °
[we] ’ '
_Stambha is the condition of being stunned by an overpowering
emotion. It is caused by illness or a sudden outburst of emotion,
and the body seems to lose its capacity for action or movement. The
first natural sensation consequent upon to deep emotion. R.G.

N
P 5

\/" sthayt bhava : a basic instinct, a lasting or permanent emotion.
[tardt s
The everlasting and universal basic instincts or emotions which
- are ax:oused in a person with reference to stimulating object (alambana
Vibhava) in particular circumstances which serve as excitants (uddipana
Vibhava) and are developed into sentiments (varsas), when manifested
through their consequents ANUBHAVAS and SATTVIKA BHAVAS
and supported by accessory feelings (VYABHICARI BHAVAS).
They are latent in the hearts of the characters, actors, readers and
audiences and are developed into sentiments (rasas) through the
poet’s suggestive composition. Bharata has mentioned eight of
them: physical love or attachment in sex (rati), lJaughter or merri-
ment (HASA), grief or sorrow (SOKA) wrath or anger (KRODHA),
zest, zeal or enthusiasm (UTSAHA), fear or terror (BHAYA), abhor-
rence or disgust (JUGUPSA), wonder (VISMAYA). These basic
instincts are said to give rise to different RASAS or sentiments in
poetry, each rasa having its own sthdyi bhava. Like the thread in a
garland the basic instinct weaves together and runs through its stimula-
ting objects and excitants, consequents and accessories along with
phbysical sensations, and reaches its consummation as a relishable

sentiment.
It is never eclipsed by ‘any of its constituents. Some latent

urges are inborn, while others sprout up at a mature age. All of them
are pleasurable, when manifested through suggestive expression, in
the form of poetic sentiments. Only one basic instinct is developed
as the predominant sentiment in a gingle poetic composition while
others are depicted as subordinates or subservients for promoting the
principal emotion or bringing out its effect by contrast. Udbhatta,
most probably, was the first poetician who underlined the indepen-
dent status of Santa Rasa and added its basic instinci nirveda also to
the list of the permanent instincts. Later rhetoricians added paternal
love (Vatsalya) and devotion (Bhakti) to the list. R.G,
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Suddha laksana : pure indication.
[xgar werom]

This variety of indication is not based on semblance; it is a non-
metaphorical indication. The relationship between the denotated and
the indicated sense is anything, but other semblance, e.g. that between
a whole and its part, container and the contained, cause and effect,
etc. It is two-fold—inclusive and exclusive of the denotated or pri-
mary literary sense. It does not provide scope for any figure of

specch based on semblance, it is non-metaphorical. S.K.
sttksma : subtle. g Blia ve Qo 2
[aew] : B

A figure of speech in which some hidden or rather subtle thing,
either (i) gathered from some feature of the limbs, or (ii) from ges-
ture, is indicated by meansof a clever hint. Example : ‘Perceiving
that Vita, i.e. the confidant of her lover, is eager to know the time
of their secret meeting, the clever damsel, closed the lotus, with which
she was playing, expressing her desire through her smiling eyes. (S.D.
after 10.92a). Here the young lady has indicated the meeting time, the
twilight, when the petals of the lotus flower are closed. S.D.C.

sukumdra marga : delicate, tender or gentle manner or style of
[gF@iT An] composition. ™Y € WY VD QLY
Naturally gentle and simple, the delicate mananer is free from
artificial ornatcness. It is a spontaneous expression illuminated by a
charming sense. It consists of ever-new expressions and ideas sprou-
ting from fertile imagination, effortlessly arousing similar experience in
appreciative minds. Embellishment too endowed with delicacy and
implicit aesthetic charm. It is adopted by the best of poets. It is like

the earlier Vaidarbha style of the south. (see RITI) S.K.
sukwmdratd : gentleness, delicacy, tenderness t” € v\ iy 3
v [agaraan)

Bharata regards gentleness as smoothness through pleasant
metres and conjuncts. Vamana defines (a) Verbal delicacy as freedom
from harshness, and (b) tenderness of sense as freedom from disagree-
able or inauspicious words. Thus both seem to be the reverse
of defects. Daildin treats it as a combination of harmonious sounds,
free from harshness and leading to gentleness. In the choice of diction,
soft syllables should predominate. S.K.
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sundari : see DRUTAVILAMBITA.
[g7=]

supta or svapna : dreaming IR LT R B .
.. [g=1 or T@=]

It is the twenty-third among the thirty-three VYABHICARI.
BHAVAS as enumerated by Bharata. Supta or dreaming is a state:
of mind in which ideal images appear as percepts, and the person,.
who is asleep, feels that he is experiencing the realities of life and that.
he is actively reacting to those happenings. In this state, one is liable-
to experience all the emotions of real life including anger, agitation,
fear, debility, pleasure and pain (S.D.III.152). Incoherent muttering:
has been mentioned as the only external manifestation of this state:
(R.G.]). R ., R.G.

-
-

sutradhara : the thread-holder, stage manager, the principal character
.~ [g=arx] who arranges the cast of characters and instructs them and
takes a prominent part in the prastavana or prelude.
Siitradhara is the stage manager and can be compared with the
Brechtian narrator. At the end of the n@ndi (see NANDI) or a short
prayer enters siitradhara but according to Bharata the stage-manager
himself recites the Nandi in a tone neither high nor low. Then
sitradhara introduces the play. According to Dasriipaka (3.27) the
stage-mapager after hinting at the theme and a character goes out at
the end of the induction and then begins the detailed presentation of
the theme. The sitradhara is expected to be a man of no inferior
qualifications and according to the works on Indian dramaturgy he is
to be well-versed in literature, as narratives, plays and poetry : he
should be familiar with various dialects; acquainted with the customs
of different classes and the manners of various people, experienced in
dramatic details, and conversant with different mechanical arts.

I.N.C.
svabhavaja alamkara :a category of ALAMKARAS.
[caaras da+17]
One of the three classes into which the SATTVIKA ALAM-
K ARAS have been divided. R.G.
svabhdvokti : natural description. - ° Y . SRR & B S

./ [wwmaifsa] )
A figure of speech in which such actions and characteristics of
an object are described as are not easily perceived by all. ‘Oh wavy-
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eyed lady, you are looked at by the deer with their ears standing
erect.” (Candraloka 5.112). This verse describes the inborn nature
of the deer which look at every new thing with curiosity with their
ears standing erect. S.D.C.

svadhinapatikd : a woman who has- full control over her husband, a
variety of hercine (ndyika).
[Ereitaafasr ]

The third variety of the NAYIKA under Bharata’s eightfold
classification of the heroine based on the situations she may be placed
in. Svadhinapatikd@ is one who feels happy because her beloved
always stays by her side and is under her sole control (D.R.I1.24).1l1.:
“I put on only simple garments, O dear friend! my necklace too is
not shining; even my gait is just straight; I do not Jaugh _excessively,
nor do I exhibit any pride. Yet they are all heard saying that my
beloved, even though he is exceedingly handsome, never looks at
another woman. What other lady in the whole world can be as happy
as 1 am? (S.D.I11.37). R.G.

svanistha : pertaining to oneself; personal.
[e=facs] 2 W IR ,,. '

L3 L)

Any basic urge or emotion pertaining to oneself is accompanied
by pain or pleasure, as the case may be and when aroused it stimula-
tes the will to act. The relish of poetic sentiment, is pure ecstasy,
devoid of any pain and free from the will to act. It is not a condition
of mental agitation, but one of the complete mental equilibrium.
Attainment of such a mental condition would have been impossible
if a sentiment in poetry were to arouse personal emotions or reactions
in the reader or spectator. Evidently the experience of poetic senti-
ment (rasa) is not personal. R.G.

svakiya : a married woman devoted to her husband.
[zafwar]
The first variety of the NAYIKA under the first classification

on the basis of her social relationship with the hero. Svakiyad is a
married woman who is devoted to her husband; she is by nature

virtuous, bashful, straightforward and sincere (D.R.IL.15). Ill.:
“Whose only ornament is modesty, who are devoid of any longing
for a man other than the husband, who never know how to behave

discourteously,—blessed are those who have such wives in their
homes.” (S.D.111.57) R.G.
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svarabhanga : choking or cracking of the voice.
 [Fers] aart ok AR L A
Outburst of deep emotxon seems to choke one’s throat with
tears and the voice becomes hoarse. It is the fourth patural sensation
in deep sentiment. R.G. .

E

svasabdavacya : verbal signification of sentiment.
[cawszar=a]

This is a defect caused by the mention by name either of a
seatiment (rasa) or of a permanent emotion or instinct or of a con-
comitant feeling (K.P. 7.60; S.D. 7.12).

Example :

(i) tamudviksya kurrigasim raso nah kopyajdyata.

ie.,

‘Having seen that deer-eyed lady, we experienced an inexpres-
sible joy.’

Here the use of the word ‘rasa’ is considered to be a defect. It
-could have been replaced by any of its synonyms such as ‘mut’,
‘moda’, ‘pramoda’ and ‘priti’. K.B.

Sveda : perspiration. “Jowa o ot
~/ [&=7] i
This is the second sensation or physical manifestation after an
-outburst of emotion, sexual enjoyment or fatigue. The person feels:
stunned for a moment and then begins to perspire profusely.
tadatmya : identification. Y vy LA L it
[arzie=] | ’

The term denotes a state of xdennﬁcatlon between the spectator
and the dramatis personae. This process of identification implies
that the psyche of the spectator is freed from all the vestiges of
individuality. He is free from all his personal psyche-physical attribu-
tes and responds readily to the psycho-physical conditions of the hero
till a state of complete identifiation is attained.

Such identification also takes place between the actor and the
poetic or dramatic character. N.J.

tadguna : borrower. .

[azg7]

A figure of speech in which an object is represented as giving up
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its own quality and assuming the quality of another excellent thing.
Example: ‘Balarima spoke. after whitening the bees, which were
hovering round the corners of his lotus-like face, with the (radiating)
lustre of his own large teeth.” (S.D. after 10.90). Here, the bees,
which are black, are represented as giving up their colour and assum-

ing the whiteness of the shining teeth of Baladeva. S.D.C.
tapana : agony. t  § el - ¥
[aaa] .

One of the eight SATTVIKA ALAMKARAS added by
Visvaniatha to the class of SVABHAVAJA ALAMKARAS. The
behaviour of the separated heroine pining to meet the hero constitu-
tes Tapana (S.D. 3.106). Ill.: “She heaves long sighs; she flutters on
the ground; she gazes at the road by which you are expected to arrive;
she weeps for long; she flings her tender, creeper-like arms hither and
thither; and with the intention of meeting you even in a dream she
craves for sleep; but, as ill luck would have it, she does not get it.”

R.G.
tatparya vriti : purportive function.
[arad gfa]

This function or capacity of words refers to a sentence which
expresses a broader sense than the mere sum-total of the constituent
words. It is not accepted by the rhetoricians of the Dhvani school
(see DHVANI) who argue that the words express their denotion along
with their interrelation in a sentence. So this purportive activity is
redundant. Nor can suggestion or indication be included under it, for
it is but an extended denotation which rests after conveying the literal
sense of the whole sentence. This activity or process depends on
mutual expectancy, proximity and compatibility of constituent wgrcf\s.
trasa : fear. fx = ¢

o] _

The penultimate among the thirty-three VYABHICARI
BHAVAS, as enumerated by Bharata. Trdsa is a disturbed state of
mind occasioned by thunder, lightning, meteors, etc; it is externally
manifested in trembling, etc. (S.D.III.164 & D.R.IV.16). It is a
transient feeling of terror (BHAYA). R.G.

trofaka : a species of drama.

Kicsdl *

Trotaka is a type of minor play or upariipaka in which the
theme centred round a divine or human story. According to Sanskrit
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dramaturgists, it should consist of five, seven, eight or nine acts. The
Vidiasaka or jester should appear in every Act of this Play. From the
appearance of the gester in such plays, it is inferred that the dominant
rasa in them could only be srmgara or erotic. Vikramorvasiya of
Kalidasa has been cited as an example of this type of minor play
which has five Acts. Another play of seven Acts, stambhita rambham,
has been cited in the Sahitya Darpana as an example of this type of
play. Thus oaly few characteristics have been illustrated which are
peculiar to this type of play, and even among them some are common
to other varieties of plays also. In other respects a trotaka happens
to be like any other full play. The limitation that it must deal with a
divine or human story, or that it must have five, seven, eight or nine
acts allows a lot of flexibility and is virtually no limitation at all. Thus
in practice, a trotaka is not quite different from a general play. Even
according to the theorists, these minor plays consist of all the charac-
teristics of a nataka except those specially provided for separate types
of minor plays. - R.G.

tulya-pradhanya-vyangya : suggestion of equal predominance.
[geastara @@ ] |

This is the sixth variety of second-rate poetry in which the
suggested sense is on the same level of dominance as denotation or
indication. In “It is in your own interest to avoid insult to a Brahman;
otherwise, Parasurama, your friend, will be in a nasty mood,” the
denotation is as appealiny and important as the suggestion, viz ‘“‘He
will help (you, O Rama) in killing the demons!”’ S.K.

tulyayogita : equal pairing.
[geaaifar]

It is a figure of speech where either the object direct or indirect
are associated with the one and the same attribute. Example : ‘“Every-
one, after perceiving the softness of your body feels the hardness of
the jasmine, moonlight and the banana leaf.” Here all the three
indirect objects jasmine, etc., are connected with a single attribute. i.e.,

hardness. S.D.C.
ubhayalamkara : one of the three varieties of ALAMKARA (figure
. of speech).
/ [samaER] .

As distinguished from the other two varicties, SABDALAM-
KARA and ARTHALAMKARA this is based on the beauty of both
the word and its import. Only one figure of speech, viz.,
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PUNARUKTAVADA BHASA comes within this category. S.D.C.

.uddrata : sublimity, elevation, richness— : : ., ,

W/ [sartar] oS

Bharata defines it as an elevation of subject and sentiment.
Divine feelings in various shades are used to express the sentiment of
Eros or Wonder. Viamana defines (a) verbal richness as a dancing
picturesqueness of style and (b) sublimity of sense as freedom from
vulgarity wherein even an unavoidable vulgar coucept is conveyed
through a sophisticated expression. Dandin regards it as a distin-
guished excellence of style through ornamental epithets like ‘play-
. lotus’, ‘sport-lake’ ‘Golden bracelet’, etc. S.K.

udarta : exaltation; superiority
[s=w]

This figure of speech is of two varieties: (i) where the description
is made of extraordinary prosperity, (ii) when the actions of the
great are represented as subordinate to the subject under reference.
An example of the second variety: ‘Laksmana says to Arhgada: ““This
1is the forest where the lord Rama, obeying the orders of his father,

~ stayed and killed all the demons all alone.” * (K.P. 10, £07). Here
Rima has been represented as subordinate to the forest named
Dandaka, the subject in hand, i.e. the importance of the forest has
been highlighted by the mention of Rama who is said to have stayed
there. A third view is also prevalent that wuditta occurs when senti-
ments or figures of speech based on emotion occupy a secondary
position in a composition or verse. S.D.C.

uddharsini : see VASANTATILAKA.
[sefteit]

didha : a type of heroine under PARAKIYA.
. [==1]

Udhia is a married woman who makes love to a man other
than her husband. As by her behaviour she infringes the laws of
social propriety, an Udha should not figure as the principal character
in any drama or epic (D.R.I1.20). This rule has been meticulously
adhcred to in the whole range of Samskrt epic and drama. An
exception is met with in the Ujjvalanilamani of Ripa Gosvimi, who
imported the traditional Poetics into the sphere of Bhakti or devotion
to Krsna. There Krsna, the Supreme Being, is the only Nayaka or
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Hero, and His beloveds, the Gopis, are Nayikdas of different types.
Medieval Hindi poetry has been immensely influenced by Ripa
Gosvamli, and the depiction of the Udha Parakiya therein is on the
same lines. R.G.

udvega : agitation caused by separation.
[sar] i; REIER

Udvega is the feeling of agitation or distress ¢xperienced in the
fifth stage of lovelorn condition. Longing becomes acute and painful
when no means to effect a union succeeds and when recollection of
the virtues of the loved one and dwelling upon his or her achieve-
ments and merits also do not bring much solace. R.G.

ugrata : violence, passion, anger.

[Swar] :

The twenty-seventh among the thirty-three VYABHICARI
BHAVAS, as enumerated by Bharata. Ugrat@ denotes a state of
mind which is brought forth by the infliction of some abuse or insult,
and in which one becomes violent and cruel, desiring to punish the
offender most severely, even with death. R.G.

ullapya : a kind of minor play or upariipaka.
[See=]

Ullapya is a one-act play which has a serious and noble-minded
(DHIRODATTA)h ero and its theme centres round a deity. It con-
sists of four heroines and has three acts according to some drama-
turgists. It has HASYA SRNGARA and KARUNA as its principal
rasas. The action is replete with a number of battles. This play par-
takes of the twenty-seven constitutents described in connection with
Silpaka type of minor play. In this play, a song is sung from behind
the curtain which gradually reveals the story. Devimaha-devam has
been cited as an example of this type of play. In other respects
it has the characteristics of a general play. R.G.

ullekha : presentation of the same object in different ways.
[seera]

A figure of speech in which one and the same thing is mention-
ed in more than one way. For example: Lord Krsna was adored as
a beloved by the milkmaids, as a child by the elders, as Nairdyana by
the devotees.” Here the Lord (who is one) is looked upon by different
persons in different ways for different reasons.” S.D.C.
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unmdda : hysteria.
[s7a]

The thirtieth among the thirty-three VYABHICARI BHAVAS,
as enumerated by Bharata. Unmadada or hysteria is an abnormal state
of mind arising from ungratified passions, or grief, or fear, or the
like, and manifested in inopportuae laughter, or weeping, or singing,
in incoherent talking, or in similar other actions. (S.D.III.160)

R.G.

upacara vakraa : striking metaphorical or secondary expression.
[Sa=nT a=ar]

This third variety of striking substantive rooted in semblance-
based indication includes, according to Ruyyaka, all types of
DHVANI. Kuntaka defines it as a striking use of metaphorical
expressions. This variety represents a supposed or fancied identi-
fication of two distinct objects on the basis of even the slightest resem-
blance. It is the common foundation of figures like metaphor,
denial, identity, hyperbole, etc. ViSvandatha defines Upacara as the
failure to apprehend the difference between two absolutely distinct
objects, by exaggerating the greatness of their mutual semblance.
Through a metaphorical indicative expression, a common charac-
teristic is superimposed upon a dissimilar, object under description.
It comprises personification too. S.K.

upadana laksna : inclusive pure indication.
[SarzTa @erorT]

In the first type of pure indication the primarily denoted sense is
incorporated in the secondary or indicated sense which is wider in its
scope, e.g. the sentence ‘Lances (march in indicates ‘‘Lancers) bearing
their lances march in.”” ‘Lancers’ are inclusive of the ‘lances’ with
which they are armed. SXK.

upajati : a variety of varnika metre.

[Sasnfa]

This is a VARNIKA metre with eleven letters in each of its
feet. It has a variety of arrangements of GANAS inasmuch as it is a
mixture of both UPENDRAVAJRA and INDRANAJRA (P.C.S.
6.17; P.P. 2.118; S.T. 1.20; Srurabodha 16; V.R. 3.32; C.M. 2.75).

[ ]
Example:
astuttarasyam disi devataima
himalayo nama nagadhirajah;
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purvaparau toyanidhi vagahya
sthitah prehivyaiva manadandah.
(Kumara-Sambhavam 1.1)
K.B.

upapati : paramour,
[suafa]
One of the three varieties of the erotic NAYAKA, as given by
Bhinudatta. It corresponds to the PARAKIYA, a variety of
i NAYIKA. Upapati or paramour has been defined as one who, having
abandoned all sense of social propriety, makes love to a woman not

duly married to him (R.M. 105). ) R.G.
_ upama : simile. N i o B o
\‘--" [m] > 4 Lol

A figure of speech in which two dissimilar objects are com-
pared without any reference to their difference. It is of two
varieties: complete simile (pirnopama) and incomplete simile
(lupropama). (i) Parnopamd, where all the following requisites of the
simile are given: (i) common property (samanya dharma), (ii) indica-
tive word (vdeaka sabda), (iii) the subject of comparison (upameya),
and (iv) the standard of comparison (vpamana). Her Example lower
lip is sweet like nectar. (S.D. 10, 179, vr.) In this sentence all the four
requisites of the simile are given. (2) Luptopama (incomplete simile),
where only one, two or three of the four requisites of the simile are
mentioned—and not all: e.g. The face is just like the moon. Here
the common property (i.e. beauty) has not been mentioned. S.D.C.

upameyopamad : reciprocal comparison..
[SaRatasT]

A figure of speech in which the positions of the standard of
comparison (upamana) and the subject of comparison (upameva) are
changed one after the other. Example: The intellect of this king
shines like his royal fortune, and the royal fortune like his intellect.
(K.P. 10, 416, S.D. after 10.27 a). Here “intellect’’ and “fortune”
are alternatzly compared to each other. S.D.C.

upariipaka : see NATIKA.
[3759F]

upendravajrd : a variety of varnika metre.

[St=a=11]
This is a VARNIK A metre with eleven letters in each of its
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quarters. The arrangement of GANAS being jagana, tagana, and

Jagana followed by two long sounds, the symbolic notation is ISl, SSI,

Isl, SS. The caesura invariably occurs of the end of each foot (N.S.

16.33; P.S. 6.16; P.P. 2.116; Srutabodha 15; S.T, 1.19; V.R. 3.31. C.M..
LT3

Examples :

(i) jito jagatyesa bhava-bhramaistairguriditam
: ye girisani smaranti
updsyamanam kamaldsanadyairupendra-
vajrayudhavari nathaih
(Surtta-tilakam, page 17).
K.B.

arjasvi : spirited expression.
[&eat] |
A figure of speech which occurs when either RASABHASA or
BHAVABHASA, i.e. the semblance or impropriety of one sentiment
or incomplete sentiment, serves to advance another sentiment. The
. word ‘semblance (dbhdsa) here means improper procedure, ‘A bard
. eulogizing the king says: These men of a barbarous tribe cohabit
with the wives of your foes, to the exclusion of their own wives who
are well-versed in so many fine arts.” (vanekhilakalasaktah parihrtya
nijasriyah, tvadvairivanitavrnde pulindah kurvate ratim). (S.D. after
10.96). Such a description of the love of the savages for the royal
ladies in the opposite camp is technically called the semblance of
erotic sentiment, which is subordinate or subsidiary to the attachment

(rati) to the king who is the poet’s patron. S.D.C
utpatti : generation. © A ot
[safe]

The term has been used by Bhatta Lollata in his exposition of
the nature of RASA. As quoted in Ablhinava Bharati, of Abhinava-
gupta, Bhatta Lollata defines the term ‘aispatti’ as ‘utpatii’, ie.
generation, and maintains that in an aesthetic presentation rasa is
generated out of the basic instinct when it is supported by various
constituents—such as stimulating objects, consequents, accessories,
etc. This theory has been described as utapattivada or the theory of
generation, * N.J.
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utpreksa : poetical fancy.
[SeteT]
A figure of speech in which the object of comparison (vpame)a)
is imagined as if it were the standard of comparison. Example: *“The
~‘face of this lady shines asif it were a second moon.”” Another example:
‘The darkness is besmearing our limbs, as it were; the sky is raining
collyrium, as it were. (S.D. after 10.45 a). Here the object of com-
parison is the pervasion of darkness throughout the world and its
falling everywhere. The pervasion of darkness is figured as the
besmearing of the body and its falling is represented as a shower of
collyrium. The use of fancy in this figure of speech, as in the cases
of both the examples quoted above, is supported by the use of such
words as ‘iva’ (as if, as it were), manye (I feel), ‘samke’ (I apprehend),
dhruvam (certainly), prayah (generally). etc. S.D.C.

utsaha : fortitude, zest.
. ASEE]
i The basic instinct underlying the four types of the heroic
sentiment vira rasa. It is a steady, but powerful instinct which is
aroused by the immediate necessity for accomplishing a task or
performing a duty. It results in great enthusiasm and effort for
accomplishing the desired end. It is the predominant sentiment in
the canto on were (Yuddhakdnda) of the Ramayana. R.G.

utsrstikanka : see ANKA 1I.
[scafesis] .

uttara : reply. ‘ ' AT ' sV a
[3e<] ¢ v

A figure of speech in which (i) a question is known by guess
from a statement embodying an answer, (ii) incomprehensible (not
ordinarily occurring to everyone) answers are given to many que-
stions. An example of the first variety: ‘My mother-in-law is not
able to see; my husband has gone away. I am young and alone, hence
how can there be any shelter for you here? (S.D. 10, 83 a, vr.). From
the words of the young damsel we guess at the question of the tra-
veller, “Will you please give me a shelter for the night?”” An example
of the second variety: ‘What is difficult to conjecture? The ways of
providence. What is to be sought for? A man who appreciates merit.
What is happiness? A good wife. What is difficult to control? A
wicked fellow. (S.D. after 10.83 a). Here there are a number of
questions and a number of respective answers which are all incom-
prehensible, i.e. not occurring ot everyone. S.D.C
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vacaka Sabda : denotative expression.
[ar=® we=]
A word used to convey its primary denotation relevant in a

particular context. It becomes so denotative on account of tradition-
ally accepted usage. S.K.

" vacika : vocal acting.
[arfas]
One of the four major types of acting (ABHINAYA) defined in

Sanskrit dramaturgy. It is acting through speech or imitation of the
original characters dialogues etc. A R.D.

vacyanabhidhana : ellipses.
[ar=sarafaarT]

Vacyanabhidhana is that poetic defect which occurs when there
is an omission of a necessary statement (S.D. 7.7).

Example :

tvayi nibaddharateh priyavadinah
pranaya-bhanga-paran-mukhacetasah;
kamaparadhalavarn mama pasyasi
tyajasi manini dasajanam yatah.

(K.P. 7.236).

ivel’

‘O annoyed lady, I love you and speak to you affectionately.
I am afraid of any breach of love (between you and me). What little
fault do you find in me? Why do you forsake me.’

Here ‘aparadhalavam’ should have been replaced by “aparad-
hasya lavamapi.” The word ‘api’ i.e. even which is essential here, has
been omitted; thus the defect is obvious. K.B.

vacyartha : denotation or primary or literal meaning of an ex-
pression. .
- [ar=ard] .

(1) The dictionary meaning of word; (2) The denotation of a
homonym which is relevant to the context. (3) The meaning attached
to the word either (a) by tradition or convention, or (b) by its deriva-
tion, or (c) through a combination of both. . S.K. -
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vacya-sidhyariga-vyargya : suggestion subservient to denotation.
[a=afaesT =am]

In yet another kind of second-rate poetry suggestion helps
like an instrument for bringing out the deeper and fuller significance
of the denotation. The simile suggested by homonymous adjectives
used in a ‘SAMASOKTTI’ (compact expression) lends perfection to the
latter. It may also bring out the full significance of the expressed
subject matter S.K.

vaidarbha marga : manner of Vidarbha, southern manner or style.
[q=7 =mt] O

The Vidarbha manner, rejected by Bhamaha was recommended
by Dandin as the best for according to him it possessed all the ten
qualities. It is delicate, lucid and natural. It makes a very moderate
use of compounds and is sweet, smooth, and even. It corresponds to .
the delicate manner accepted by Kuntaka. S.K.

vaidarbhi riti : a kind of style.

. [d=st Gfa] g T i
Vaidarbhi, the style peculiar to the state of Vidarbha, possesses
all the ten qualities (GUNAS) which from its very life-breath. It
may differ with the writer and theme and may possess a lesser
number to qualities, but all the ten are suitable for it. It is free
from blemishes and is sweet like the notes on a lute (Vimana). Itis
pure when free from compounds and mixed when just a few compo-
unds are used. The Purana describes it as void of compounds,
moderately soft, with a suitably sparing use of metaphorical expres-
sions. It consists of a sweet and tasteful arrangement of sounds free
from valgarity. Kalidasa was a past master in the use of this variety .
of style. S.K.

vaisika : a variety of erotic hero.
[4firs] ) |
One of the three varieties of the erotic NAYAKA, as given by
Bhinudatta. It corresponds to the SAMANYA (or Ve$ya), a variety
of NAYIKA. Vaisika has been defined as one who goes to one or
more courtesans for enjoyment (R.M.106). R.G.

>

- vaivarpya : palour, loss of colour. \ i ]
d [m] roox KA v O A :
The sixth physical sensation, consequent upon sudden out-

burst of deep emotion. The person, particularly his face, loses all
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Brightness and vitality and appears ghastly pale or yellowish. It may
be due to extreme dejection, intoxication, agitation, warth, or illness. .
R.G.

vakrokti I : indirect mode of expressnon, evasive speech or reply,
obliquity. \~ G
v [aHife] .

A figure of speech in which the statement of one person pur- .
porting one thing is cleverly distorted by another to mean otherwise,
either through pun or through intonation, e.g. 1. ‘Who are you;:)
‘We are at present on the earth.” (‘ke ytyam’, ‘sthala eva samprati .
vayam’.) (S.D. after 10.9)., Here in the querry the word ‘ke’, mean-
ing ‘who’, has been distorted to convey a different meaning—i e. “in_
the water’—deliberately by the other party (Ke, the singular form of -
the word ‘ka’ (S.D. after 10.9) meaning water in the locative case).2.
Her mind is not purturbed by the repudiation of her lover. (Krtagasah .
paritydgattas yasceto .na dityate.)- This statement, in the sense of
negation made by some friend of the lady, has been converted by
another friend into an affirmation, by a change of tone, conveying
‘Certainly, it is perturbed’ (diyate eva.) S.D.C.

Bhamaha regards vakrokti as essential to all types of poetry. He
seems to identify it with exaggeration and does not accept such
figures as HETU, SOKSMA and SVABHAVOKTI as they are void .
of obliquity of expression. _

Dandin includes all figures, except svabhavokti under vakrokii. -
Its charm is enhanced by SLESA, (pun). .

Vamana treats it as a figure of speech with predominant meta- -
phorical indication. It is identical with suggestion regardless of °
denotation and based on indication. Rudrata’s concept resembles
the figure Chekapanhuti (see APANHUTI) where an expression is, on
the basis of intonation or pun, construed by the listener as indicat
ing a sense quite different from the denotation, so that a suitable
sarcastic retort can be made against the speaker. Abhinava describes-
it as a heightened form of expression different from matter—of—
fact speech, Kuntaka treated it in great detail. It is a surprisingly
striking expression, ﬁrangc and unique in itself. It is a form of deno-
tation different from the one useful in the sciences.

“A mode of expression with a strange turn. Its delightis
beyond that of ,the mere exccllence of word, sense, embellishment,
etc. The pecuhar turn assumes remarkable aesthetic mecrit by the
poet’s skill and imagination. It is essentially a deviation from cur-
rent usage and extends from the smallest particles of expression, e.g.

« "\ '-‘ '_' X i G



VA KYA- VARRATA 184 vakya-vakrata

suffix, gender, number, root, etc, to the construction of plot and the
complete structure of a narrative or dramatic poem. It has, thus,
innumerable varieties and even Dhvani is included in it. S.K.

vakya-vakrata : striking use of a sentence.
[ar33 a=5a1] s ol
This fourth variety of VAKROKTI, as elucidated by Kuntaka,
has innumerable possibilities depending upon the endless flashes of
poetic imagination. All the poetic figures of sense, delineations of
sentiment and emotion fall within its range. It serves to manifest
the nature or the internal qualities of the object and requires a special
aptitude and skill on the part of the poet. It helps in the elucidation
of a theme or description of a thing with its innate excellences brought
out through striking expressions. Mere direct denotation cannot
make manifest the naturally subtle charm lying hidden in an object. In
fact, this is parallel to the figure SVABHAVOKTI which Kuntaka -
does not accept. This variety may be (¢) natural manifestation or (b)
an ornate depiction of innate charm. S.K.

vamsastha : a variety of varnika metre.
[Ferea]

This is a VARNIKA metre with twelve VARNAS in each of
its four quarters. The arrangement of its GANAS is ja-gana, ta-gana,
Jja-gana and ra-gana, the symbolic notation being IS1, SSI, IS], SIS. The
pause (caesura) comes at the end of each foot. (N.S. 16.49; Pingala-
chandah-’sdastra 6.28; suvrttatitaka 1.26; Srutabodha 26; V.R. 3.47)

This has been one of the favourite metres in classical Sanskrit
poetry as is clear from the fact that Magha, Bharavi and Sriharsa
started their famous works (respectively, Sisupala-vadham, Kiratar-
Jjuniyam and Naisadhiyacaritam) in Vams$astha. The following is an
instance:

Sriyah patih $rimati Sasitum jagaj
jagannivaso vasudeva- sadmani
 vasandavdarsavatarantam ambarad
hiranyagarbhanga bhuvam munim harih ,
(Sisupalavadham, 1.1).
K.B.

vamsasthavila : see VAMSASTHA

[aereafae] | ’
varhsastanita : see VAMSASTHA

[ao=afaa]
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‘varimaya : literature in general.
[a1g7a]

Etymologically it is a term which stands for an expression con-
sisting of words. Réjasekhara in his Kavya-mimanisa has divided
vanmaya into two clsses : sastra and kavya, i.e. literature of know-
ledge and literature of power. In modern terminology, vanmaya
continues to be used as a term broadly applicable to literature in
general which comprises both literature of knowledge and literature
of power—or creative literature.

N.J.

varna : a vowel or a consonant with a vowel.
[avi] |
' The term varna in prosody stands for either a vowel or a con-
sonant with a vowel. A vowel, viz., a,i,u,r or a consonant with any of
these vowels is regarded as short (/aghu), whereas a,i,a,r e,ai, o, au or
a consonant with any of these vowels is reckoned as long (dirgha). A
short sound with an anusvara (the nasal dot) or with a visarga (two
following dots as in colon) is considered to be a long one. A joint
letter—even if it be short-sounded—renders the preceding short
shound long. An individual consonant, i.e., a consonant without any
vowel is neither short nor long.

Examples :

(i) Rama : The first varna (ra) is long, and the second varna
(ma) is short.

(ii) Rama : Here the first varna (ra) is short, and the second
one (ma) is a long one.

(iii). Samsaya : This is a word of three varpas. The first varna
(sam) is long, because it has an anusvara (the nasal dot).

(iv) Kavih : This word has two varnas. The second varna (vih) is
long on account of its being followed by a visarga (two following
dots:),

(v) Atra: This is also a two-varna word. The first varna in it
is initself a short one, but is rendered long by the following joint
varna (tra). .

(vi) Kamalam : 1t has three varnas, the final nasal sound (m) is a
pure consonant; hence it is neither short nor long.

K.B.
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varna-vinydsa-vakratd : striking use of syllabic structure or diction. .
[avi-fararg-a=sat ] T

It consists in a striking arrangement of letters which should be- .
pleasurable and appropriate to the context. It includes alliteration .
end rhyme, rhyme patterns, etc. It is three-fold : repetition of (I) (a) -
a single consonants (alliteration) (b) two consonants (wavy allitera-
tion) (c) three or more consonants. II, repetition of conjuncts (a) with
the nasals of the some group : e.g. o, fagw, ITosT, F=, etc; (b)
reduplicated conjuncts e.g- ¥, ™, &, etc. (c) conjuncts of §, &, &, &

*

with X e.g. é, F,d,d

III. repetition of consonants without interval but with different
vowels: (a) single consonant (b) two consonants, (¢c) longer groups of
consonants. Kuntaka has imposed the following restrictions on their .
use: (1) There should be no insistence on them, (2) There should be
no letters void of tenderness, (3) nor repetition of the same cycle (i.e.
the cycle should be different in each line or coupler), (4) the repeti-
tion should not be inconsident with the general qualities of the

style. S.K

varnika : (metres) based on specific combination of varuas.
[=ataw] , : |

A varnika metre is that in which a specific permutation of
varnas controls the rythm. Technically, it is called vr¢ta (INS. 15.39),
and has a variety ranging from metres which have only one varna to
those which have twenty-six varnas in a quarter. They are classed as

follows :
1. Ukta 2. Atyukta 3. Madhya
4. Pratistha 5. Supratistha 6. Gayatril
7. Usnik 8. Anustup 9. Brhati
10. Pankti 11. Tristup 12. Jagati
13. Atijagati 14. Sakvari 15. AtiSakvari
16. Asti 17. Atyasti 18. Dhrti
19. Atidhrti 20. Krti 21. Prakrti
22. Akrti 23. Vikrti 24. Sankrti
25. Atikrti 26. Utkrti )

N.S. 15.43-49; V.R. 1.19-21); Metres consisting of more than twenty-
six varnas in a quarter are termed as DANDAKA. K.B.
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vasakasajja : a woman who dresses herself in a befitting manner and
keeps herself (and her house) ready to receive her lover,
one of the several classes of heroine.

[arasassr]

The first variety of the NAYIKA under Bharata’s eightfold
classification of the heroine based on the situations she may be placed
in. Vasakasajja is one who is being adorned by her friend in her well-
decorated house, and who is expecting the arrival of her beloved with
confidence. Ill.: The heroine says to her friend, “Remove my armlets;
of what use are these bracelets embedded with jewels? The necklace
is too heavy for my neck. Pray, get for my neck a single string of
pearls. Too many ornaments are redundant when one has to celebrate
the festival of love™. (S.D. 1I1.85). R.G.

vasand : latent impressions, particularly impressions unconsciously

- =~

left on the mind by past deeds and experiences. - /I = ,

[aramr]

According to Natya-§istra, eight basic instincts—emotions or
mental states, called STHAYI BHAVAS, exist in the human psyche.
They are inborn in a man and exist permanently in the form of
latent impressions (vdsand) derived from actual experiences of the
present life or from the instincts inherited from the past lives. Under
- appropriate stimuli they emerge into man’s consciousness and are
experiencedi n the form of emotions. N.J.

vasantatilakd : a variety of varnika metre.
[aaafae=sT]

This is a VARNIKA metre of the even (sama) kind with four-
" teen VARNAS in each of its four feet. Its metrical arrangement of
GANAS, is tagana, bhagana, jagana, jagana, and two long (dirgha)
sounds, the symbolic notation being SSI, SlI, 1S], IS], SS. There is no
pause (caesurea) within a foot. [Pirngala chandahsastra 7.8; P.P. 2.150;
N.S. 16.67; Srutabodha 30;surttatilaka 1.29; V.R. 3.78; Chandomaiijart
2.189; Chandamala 1.48). vasantatilaka is also called vasantatilaka by
Gangadasa (Chandomaiijart 2.189), Simhomata by Kisyapa, Uddhar-
sint by Saitava and Madhumidhavi by Rima according to Kedara-
bhattas V.R. 3.79.

Examples :

(i) prsta janena sama-dulkha-sukhena bala
neyam na vaksyati manogatamadhihetum
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drsto vivrtya bahusopyanaya satrsnam
atrantare sravana-katarartam gatosmi.
(Abhijiiana Sakuntalam 3.8)
K.B.

vastu : fable, plot.

[F3]

The word vastu stands for the story or the plot of the drama.
In the drama the vastu is as important as the hero or the primary
sentiment. Aristotle also considers plot to be the most important
element of the drama: ‘“We maintain, therefore, the first essential,
the life and soul so to say of tragedy is the plot...”’(Poetics). It is
two-fold, the main theme (adhikdarika) and the incidental theme
(prasangika). It can be mythical or legendary where the subject-
matter is derived from history, myths or legends of the past, it may
be entirely an invention of the poet, or it may be a combination of
both (Dasariipaka 1.23). The theme is further declared to be of
three kinds with regard to the dramatic rules: (i) prakasa, i.e. what
is to be heard alooud; (ii) svagata (aside), i.e., what is not to be heard;
and (iii) janantika i.e. personal address. There are two other varieties:
e.g. (i) apavartaka, i.e., confiidential remarks, (ii) gkasubhdsita or
conversation with imaginary persons. As a matter of back these are
parts or media used in a plot like Prologue, Episode, Exode and
Chorus of Greek drama. In Greek drama plot has a beginning, a
middle and an end and it, then, can be simple or complex. Where
there is no obstruction in the story the plot is simple but where there
are devices like the peripetia and the discovery, it is a complex plot.
Providence plays a great role in Sanskrit as well as Greek plays. But
whereas in Sanskrit dramaturgy nothing specifically is said in regard
to the role of providence in plot, Aristotle has offered a strong stric-
ture against it. It is, therefore, evident that the unravelling of the plot,
no len than its complication, must arise out of the plot itself; it must
not be brought about by the deus ex machina. Within the action
there must be nothing irrational. I.N.C.

v‘. \"\ S §

.

vastu-dhvani : predominant suggestion of subject-matter.
[a¥g =af] -
The first broad variety of denotation-based predominant sugges-
tion of perceptible sequence, the suggestion being that of a bare (a)
fact or (b) idea related to the subject under treatment. The means of
suggestion may be a (a) word, (b) its primary sense or (c) both. These
in turn suggest a fact or idea. Feigned praise (Vyajastuti) may, for
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instance, suggest the fact that the object is praiseworthy or otherwise.
A bare description or report of some great event may suggest the
magnanimity of the hero. S.K.

vatsala : parental affection. }J <t &t G o i
[acae] o
It is not mentioned in Bharata’s list, yet ViSvanatha attributes
it to the ‘Muni’ i.e. Bharata. Natural affection for children is its basic
impulse. Children, sons—daughters, etc are its stimulating objects.
Their activities, learning, valour, etc. excite it further. Embracing,
fondling, caressing or kissing on the head, etc, constirute its conse-
quents, while ecstasy, pride, fear of possible evil represent its acces-
sories. Its colour is like the interior of a red lotus and its presiding
deities are the Mothers of the Worlds. Rudrata calls it preyan.
R.G.

vepathu : trembling of the body. Yo e E o
o [M] ’

The fifth physical sensation consequent upon sudden outburst
of deep emotion. Overwhelming emotion (e.g., love, hatred, wrath,
fear) causes the whole body to shake violently from top to bottom.

R.G.

vesya : see SAMANYA. { ' . . -«
[ ,?

-
g s
P

.~ vibhava : cause of poetic emotion, one of the three main divisions
of BHAVA, the other two being ANUBHAVA and VYA-
BHICARI BHAVA.
- Lfawma] |
_ The word ‘Vibhava’ means the cause of Bhiva or the artistic
““emotion. Broadly it stands for the conditions which evoke an emotion
in the subject. The vibhavas act in a manner quite different from
the ‘causes’ in actual life. They are of two kinds :

(i) Alambana, and (ii) Uddipana,

(i) Alambana is the causal object, which is primarily responsible
for arousing a particular emotion; it is the object on which the
emotion depends for its very being.

(ii) Uddipana : is the stimulating cause of an emotion. It may
be the physical characteristics of the causal object or the surroundings
which enhance the emotive effects. )

A scene from Kalidds’ 4bhijyana Sakuntalam is often quoted as
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an example to distinguish between the two forms of vibhava mentioned
above. Dusyanta sees Sakuntald watering plants and talking to her
friends in the hermitage of Kanva. Sakuntali who becomes the
object of Dusyanta’s love is the alambana vibhava and the entire
sylvan atmosphere with beautiful forest retreats gentle breeze, soft
sunshine which excite the feeling of love in DuSyanta’s heart, is the
uddipan vibhava. N.J.

vibhdvana : peculiar consation.

[faara=r

A figure of speech in which an effect is indicated without cause.
Example : ‘In her youth the constitution of this lady is charming even
without ornaments’ (S.D. after 10.67 a). Here the cause of the lady’s
charm i.e. decoration with ornaments has been denied, and yet the
effect, i.e., the charm of the lady has been mentioned. S.D.C.

vibhrama : to be confused or disordered; especially the flur of mind
caused by love. o ETST I

[Fra] N R
One of the twenty SATTVIKA ALAMKARAS of the heroine, as
enumerated by Bharata, and the fourth among the ten SVABHA-
VAJA ALAMKARAS. Putting on ornaments at the wrong place
through flurry is vibhrama (D.R. II. 39). Ill.: “Learning that the
hero had already arrived at the other gate of her residence, the
heroine, who had not yet finished her make-up, applied to her fore-
head the collyrium, which was meant for the eyes, and to her eyes

" the lac-dye, which was meant for the feet’’. R.G.

1)

vicchirti =

[fafsafa] s

One of the twenty SATTVIKA ALAMKARAS of the heroine,
as enumerated by Bharata, and the third among the ten SVABHA-
VAJA ALAMKARAS. A slight adornment, which adds to loveliness,
is vicchitti (D.R. 11, 38). Iil.: “Even a small round mark of vermilion
on her forehead has added so much to her lustre that the faces of all

her rivals (co-wives) have turned pale.” R.G.

vicitya : strange.
[faf=a=] e '
A figure of speech in which for the attainment of the dcsared
object something contrary to it is done. Example : ‘Who else is a
greater fool than a servant who in order to get promoted bows down,
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to earn his living parts with it altogether, to get happiness toils hard’
{S.D. 107vr.). Here the servant is described as performing mutu-
ally contradictory deeds in order to attain the desired goal.

S.D.C.

vicitra mdrga : variegated, ornate, figurative or colourful manner.

[faferr writ] f

The variegated manner is appealing on account of the sophisti-
. cated, figurative expression which characterises it. Embellishment
helps in manifesting the sentiment. Bright and rich figures are
skilfully knit together adding a new dimensions to old themes and
stale expressions. Variety of indirect expression, throbbing with
excellence, is its very life breath. The nature of things is depicted in
a variously appealing and colourful manner. Though difficult to
practise, it is often adopted by great poets. S.K.

- vidheyavimarsa : see AVIMRSTAVIDHEYAMSA.
[fagafans]

vidhyayakta : improper predication.
[fasagaa]
This defect of meaning is felt by a reader when the writer
employs an improper predication. (K.P. 7.57; S.D. 7.11).
Example:
anandita-sva-paksosau para-paksan hanisyati.

(S.D. after 7.11).
ie.

‘Having gladdened the people of his party, that person will put
an end to the opposite camp.’
Here the predication is rather improper. A person first Kkills
- his enemies and thereafter felicitates his own people. In the above
quotation, however, the predicate is inserted in a compound word
which is qualifying the nominative.
The proper predication would be asau parapaksan hatva sva-
paksan anandayisyati, i.e., having destroyed his opponents, he will

Please his own people. ‘ K.B.

/ vidusaka : clowny jester, fool. * ,:.“' \ A : e Loa v

[frgaw] ‘

A companion of the hero, the jester is a handy man in all sorts
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of situations. He is a foolish glutton, uneducated, timid, ugly, and
often old. This Brahman friend of the hero plays an important part
- in his love affairs. He is described as the erosminister or pseudo-
- minister of a king. S.K.

vidya-viruddha : contrary to the sastras.
[Frenfiree] |

This defect of meaning is felt when a writer makes a statement
opposed to erudite usage (K.S.V. 2.2.24; K.P. 7.56; S.D. 17.10;
Bhamaha (in his Kavyalankdra 4.2) and Dandin (Kavyadarsa 3.176-
178), however, terms it as "dgamavirodhi,.

Examples :

(i) sada snatva nisithinyam sakalam vasaram budhah;
nanavidhani sastrani vydacaste ca Srnoti ca.
(K.P. 7.267)

ie., ,

‘The learned man always takes bath, bath midnight and then
expounds and listens to the various scriptures the whole day.’

Here the statement about a man’s bathing at midnight is oppos-
ed to Dharma $astra which enjoins that unless there is an eclipse of
the sun or the moon, one should not take a bath at night.

(1) adhare karaja-ksatam mrgaksyah.

ie.,

‘On the lower lip of the fawn-eyed lady there is a scar produced
by the lover’s nail.’

Here the mention of a mark produced by a nail is defective,
for according to the science of Erotics, the scar on a lady’s lower lip
is to be caused by the lover’s teeth, and not by his nails. K.B.

vihrta : one of the ten modes of indicating love by women.
[faza] ,

. One of the SATTVIKA ALAMKARAS of the heroine, as
enumerated by Bharata, and the last among the ten SVABHAVAJA
ALAMKARAS. If the damsal does not speak because of modesty,
even when there is an occasion to speak. the vihrta «alamkara is mani-
fested (S.D. III. 106). Iil.: ““Having returned from a far off land, I
enquired of her about her welfare. She did not speak a word; but
her two eyes, full of tears, told me all that she could say,” R.G.
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vihasita : a gentle laugh in appreciation or mockery.

[agfaa]

Unlike the first two silent types, this type of laugh (see under
HASA) is accompanied by a sweet and soft noise. It is the first type
in which middle-class perons indulge for expressing appreciation of
humour. R.G.

vikalpa : alternative. . SRR SR
[fawea] '

A figure of speech in which a striking opposition is indicated
between two equally strong forces (objects). Example : The conqueror
ordered his enemy, ‘“Bend down either your head or your bow.”
(namyantu® siramsi dhaniimsi va) (S.D. after 10.84 a). The bending of
the head and that of the bow are stated to be marks of peace and war
respectively. Here, according to the speaker, they are of equal force,
and as both cannot be taken recourse to at one and the same time, an
opposition between them has bezn indicated. S.D.C.

viksepa : distraction, confusion.
[faeta]

One of the eight SATTVIKA ALAMKARAS added by Visva-
nitha to the SVABHANAJA category. Appearing only half-adorned
before the hero looking astray in his presence without any reason
‘whatever, and murmuring to him as if a secret is being discolsed, all
these actions of the heroine'constitute viksepa (S.D. 1II. 108). 1l :
““She leaves her hair half-loose and half-tied; the round mark of
vermilion is put on the forehead only partly; some sort of a secret she
diuvlges, that beautiful slim lady who looks astray with awe I’ R.G.

: ‘ v

vilasa : graceful manners of the heroine indicative of amorous senti-
-ment. Nt
[ﬁ il’ H] ",’ Nl RS o
One of the twenty SATTVIKA ALAMKARAS of the heroine,
as enumerated by Bharata, and the second among the ten SVABHA-
VAJA ALAMKARAS. The graceful changes in the manner of
sitting, in appearance, or in actions of the heroine at the sight of the
beloved constitute Vilasa (S.D.IIL. 99-100). IlL : “The grace of your
gait, the beauty of your look, and the sweetness of your smile, all
“manifested at the sight of Krsna, are simply unforgettable.” R.G.

vilasikd : a dramh in one act replete with love incidents, interlude.

[faarfasr]

The Vildsika is a play in one act. The herois one of lower
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order. The story is short and has a rather gargeous setting. The
general strain is comic or farcical. I.N.C.

" vimarsa or avamarsa : the fourth juncture containing an obstruction.
[ fawst /sramer ]

Vimars¢a is the fourth juncture which means a pause. Here the
seed (BIJA) that unfolds itself in the development (garbha) progresses
further, but is confronted with difficulties. It is like the Aristotelian
peripatia, in which an opposite effect is produced or a change is
shown in the course of action by which expectation is bafiled and
reversal of fortune ensues. But this juncture which indicates the

" fourth stage of action (NIYATAPTI) which denotes the certainty of
success. Therefore, by the end of this juncture the hope of achieving
the aim (fruit) is fully established. This juncture can be described as
the stage where the seed has fully developed and the fruit is obout to
take into shape. An episodic incident of short duration (PRAKARTI)
is also attached with it. Vimarsa has thirteen subdivision namely
cendure, altercation, tumult, contempt, placation, rebuke, reverence,
humiliation, assertion, opposition, foresight, boastfulness and resume.
These are in perfect keeping with prakari and niytapti. Censure
(apavada) is the declaration of some one’s fault. Altercation (sampheta)
is a statement made in anger. Tumult (Vidrava) is slaying or taking
prisoner and the like. Contempt (drava) is disrespect to one’s elders
on account of intensity of grief. Placation (Sakti) is the removal of
conflict. Rebuke (dyuri) is reprimanding and hurting someone’s
feelings. Reverence (prasaiiga) is some important declaration or
utterance of the names of superiors. Humiliation (chdlana) is putting
up with an insult in order to serve one’s own end. Assertion
(vyavasdya) is mention of one’s own power. Opposition (virodhana)
is the appearance of obstacle in the fulfilment of the desired object.
Foresight (Parocana) is foreseeing what is to come because of an
assurance of success. Boastfulness (vicalana) is bragging, and summary
(@ddna) is the coordination of the objects of the drama or rather it is
a resume of the action (sce SANDHI). I.N.C.

vinckti ; negative statement, an expression made striking by an
effective use of the preposition ‘without’ (vina),
[Frifir]

A figure of speech in which something is said to be not dis-
agreeable, or disagreeable in the absence of some otHer thing. ‘What
kind of beauty is there in the day without the sun, and what is the
night without the moon?’ (S.D. after 10,56 a). Here the beauty of

-
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the day and the night have been stated to be disagreeable without the
existence of the sun and the moon respectively. S.D.C.

vipralabdha : a heroine disappointed on account of her lover’s failure
[Faqaam] to keep his appointment. ~
The sixth variety of the NAYIKA under Bharata’s eight fold
classification of the heroine based on the situations she may be placed
in. Vipralabdha is one who feels neglected and insulted, because her
beloved has failed to reach the rendezvous at the appointed time. 1II.:
The heroine tells the female messenger, ““Get up, let us now go. We
have already waited for three hours in vain; he has not come. He can
be the beloved of a lady who would live even after this disappoint-
ment.”” (D.R.11.26) R.G.

" vipralambha srrigara : eros in separation. B
[fagares sgmiz] 1 st 1M A XL
It is so called because Cupld is said to deceive young lovers
who are intensely in love. It differs from pathos in the sense that
separation here is not eternal, i.e. caused by death. There is always
a chance of reunion. Primarily it is four fold, with many subdivisions
of each type: purvaraga or love before actual union; manavipralambha
or separation due to pride. Pravdsa-vipralambha or separation due
to the departure of one of the lovers to a distant place; and lastly
karunavipralambha or pathetic separation on account of kidnapping
or death, which is, however, averted or the dead partner is brought
back to life by some supernatural power. R.G:
[in the absence of these relieving features the separation caused

by death in commerted into pathos.]

W)

vira : the sentiment of heroism.
[arT]

Its basic instinct (zest, zeal or enthusiasm) is aroused in a
magnanimous heart. It is golden in colour and presided over by the
god Mahendra. Its stimulating object is the adversary, a hostile
person or situation. The activity of this adversary serves as its exci-
tant. Its consequent appears in the form of a search for allies or
means of success. Courage, pride, thoughtfulness, recollection, deduc-
tion, horripilation, etc, represent its accessories. It is four fold:
yuddhavira or marital heroism; dinavira or charitable heroism;
dharmavira or righteous heroism, and dayavira or compassionate
-heroism. The sentim:nts of fear it and quietude are opposed to it.
R.G.
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virahtokanthita : a woman distressed due to the absence of her lover

or husband.

* [fagrsfsar]

- The second variety of the NAYIKA under Bharata’s eigh-fold
classification of the heroine based on the situations she may be placed
in. Virahotkanthita is one who is distressed due to the absence of
her beloved, who has failed to arrive on account of some unknown
mishap. III.; “Has he been detained by some other mistress? Or has
my own friend annoyed him? Or has some urgent work come in his
way?”’ Conjecturing thus the fawn-eyed damsel leaned her lotus-face
on her hand, heaved a deep sigh, continued to weep for long, and
threw away her garlands. (S.D.III.86) R.G.

‘virodha or virodhabhdasa : apparent contradlctlon.
[frdra/frdrearar] S s

A figure of speech in which there is an apparent but not real con-
tradiction or incongruity is in appearance. It is of ten kinds: (i) Incon-
gruity between genus (jati) and genus. (ii) between genus and attribute
(guna), (iii) between genus and action (kriya) and (iv) between genus
and substance (dravya) (v) between attribute and attribute, (vi) bet-
ween attribute and action, and (vii) between attribute and substance.
(viii) between action and action, (ix) between action and substance,
(x) between substance and substance. e g. In your absence the Malaya-
breeze appears to her to be wild fire and the moonlight scorching.
(S.D. after 10.699). Here the Malaya-breeze has been described to
appear as wild fire, which apparently seems to be contradictory; but
due to the separation of lovers it is possible, and thus the contradic-
tion is negated. Both the Malaya-breeze and wild fire are genus.
Thus it is the first kind of virodha, i.e., that of a genus with genus.
Similarly in the case of the moonlight’ (jat7) and ‘searching’ (gana),
there is a virodha of genus with attribute. S.D.C.

viruddhamatikari : repugnant implication.

[Fregnfimrd] |
viruddhamatikari is a poetic defect arising out of a hateful impli-

cation, i.e., an idea repugnant to the original concept (K.P. 7.51

S.D. 7.3).

Examples:

(i) Occurring in a word: ’

cira-kala-pariprapta-locanananda-dayinah
kanta kantasya sahasa vidadhati galagraham.
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i.e.,

‘A wife instantaneously throws her arm around the neck of her
husband who, having returned home after a long time, gives delight
to her eyes.’

Here the word ‘gala-graha’ implies repugnance in as much as
‘galagraha’ can stifle the throat. It should be replaced by ‘kantha-
graha’ which implies love and affection.

(if) Occurring in a sentence—

Sritaksama raktabhuvah si ;;aliligitamz‘irtavab
vigrahaksapaninadya Serate te gatasukhah
(K.P. 7. 196)

i.e., .

‘Today, through the removal of all enmity, they are lying
down. All their troubles are now over. (Previosly) they used to
forgive (the offenders). The (people of the) world were attached to
them, and all that is good used to embrace their bodies.’

Here the poet wants to convey the idea that persons who pos-
sess noble qualities remain happy, but the words chosen by him
signify contrary too. The second sense of the verse is as follows:

They are lying down on the ground. The earth has become red
with their blood. Jackals are touching their bodies. They are lying
down, as their life and organs of sense are defunct. _

Thus the implied sense is rather distateful. K.B.

visada : helplessness and despair. Pl VIT
[faur=] | )

The nineteenth among the thirty-three VYABHICARI BHAVAS,
as enumerated by Bharata. Visada is the feeling of helplessness and
despair occasioned by lack of means to attain the desired end. Sigh-

ing, breathing out, mental distress, seeking for aid, etc. are its
external manifestations. (S.D. 3.167) R.G.

visama - incongruity.

[faan]

Visama is a figure of speech in which some unlikely or incom-
patible relation hetween cause and effect is described. It is said to be
of four kinds: (1—2) when (a) the attributes (guna) or (b) actions
(kriyd) of the cause and the effect stand in mutual contradiction; (3)
when the task undertaken fails and some evil result follows: and (4)

\/)_SA MA
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association between two incongruous things. An example of the
fourth kind: ‘The body of this lady with large eyes is more delicate
even thaa the sirisa flower and this fire of love is terrible like the
chalf fire. (K.P. after 10.127). Here two incongruous things have
been placed together. S.D.C.

visama [l : sece HATAVRTTA.
[fae=]

visandhi : see SANDHIVISLESA.
[faafa]

visesa : extraordinary. T - S
[FE(?[ET] §{ 7wt o

This, figure of speech is of three kinds: (i) contained
(@dheya) is described to be without the container (ddhdra), (ii) one
and the same thing is said to be contained by many (iii) while per-
forming some thing, a providential (unexpected) accomplishment of
something else, which is difficult otherwise, is described. An example
of the first variety: ‘How are the poets not adorable, whose speech
pleases the people, even though they themselves have departed for
beaven.’ (K.P.10,560; S.D. 10,74, vr.). Here speech, the contained,
has been described in the absence of its container, the man—in this
context the poet who is no more in the world. S.D.C.

viSfesana-vakrata : striking adjectives or adverbs.
[Fa@raor a=mar]

Adjectives or adverbs are so selected as to lend an additional
charm to the noun or predicate as in the figure ‘parikara—significant
adjectives. They serve to highlight delicate shades in the nature of
things or actions (e.g. ‘How could there be pity in you O, my hand
expert as you were in sending sita into exile?’) . S.K.

visesokti : negation of effect inspite of the cause.
[faaaife] ‘

A figure of speech in which the effect is negated, in spite of the
existence of a cause. e.g., Truly great persons are free from haughti- .
ness; though rich, they are not fickle; though young, they are not
careless; though possessed of power, they are not reckless. (S.D. 10,
67, vr.). Here though the three respective causes (i.e., being rich,
etc.,) of the three respective effects (being haughty, etc.,) have been
stated, yet all the effects have been negated. S.D.C.
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viskambhaka : An interlude between the acts of a drama with one or
more.

- [faemeaw]

~/

" [fa=] - AN

viskambhaka is an explanatory scene which may occur anywhere
during the intermediate stages of the play. (Dasriipak 1.116) Thus
it is a connecting link between the past and the future incidents that
constitute the body of the whole story of the drama. When it is per-
formed by persons of middle class it is known as pure (Suddha) and
when by inferior characters it is called mixed (samkirna). The
Viskambhaka may appear at the beginning in the middle or at the
end of an act. Generally it is at the beginning but when a longer
interval has elasped between two acts or important events have
happened, the new act is introduced through a Viskambhaka. 1t is
sometimes interwoven with the play as in the Venisarhdara. The
character in the Viskambhaka has a more diversified duty and besides
filling up all the blanks in the story, he is expected to divert the
audience by his wit and repartee like the clowns of the Elizabathan
theatre. I.N.C.

»

vismaya : wonder, astonishment. o ks TG !
[faeqa] ' %

It is the basic instinct. underlying the ADBHUTA RASA, the
sentiment of wonder. It is aroused by a variety of things, super-
natural beings or persons that appear to transgress the natural limits
of this mortal world. It results in an expansion of the mind. Jugglery,
magic, conjuration are some of its excitants. : R.G.

vifa : the companion of a prince or dissolute young man or of a
courtesan. . B

A ]

vita helps the hero in accomplishing his object and wriggling
out of difficult situations. Presented as well-versed in the arts of
singing, music and poetry, he is described as a parasite clinging to his

. companion and almost serves the purpose ofa VIDUSAKA or clown.

He is witty though apparently talks nonsense. Sekharaka in Naga-
nanda is an example of Vita. . S K.

vitarka : an indicisive state of mind.
[forast] .

The last among the thirty-three VYABHICARI BHAVAS as
enumerated by Bharata. Vitarka is an indicisive state of mind, which
has the feeling of uncertainty or hesitaion as its immediate cause, and

» ;’ 3 e A L S "~ . A
d ~
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in which one oscillates from one alternative to another. Gesticula-

tions of the eyebrows, the head, and the fingers are its external
manifestations. (S.D. III. 171). R.G.

\/vithi : One-act comedy of love.
[fiet] |
Vithi is a one-act RUPAKA. It may be performed by one
actor though the Dasariipaka admits of two and Vi§wandtha permits
even three. It is a love-story carried on in comic diologue consisting
of evasion, joke ‘repartee, wilful misconstruction and misapplication,
ironical praise, extravagant endearment and jocular abuse.
I.N.C.

vivaksitanyaparavacya-dhvani : see ABHIDHAMULA DHVANI.
[faafaarragarsasafq]

vrida : bashbulness or shame which is taken to be a sign of modesty.
’ [a,ﬁgr] S LA ’

The thirteenth among the thirty-three VYABHICARI
BHAVAS, as enumerated by Bharata. Vrida is the feeling of bash-
fulness or shame; in women it is called forth at the sight of men,
and in men when they have met with defeat, or when they have
broken their vow, or when they have said or done what does not
behove them. Change of colour of the face, hanging down of the

head, etc. are the external manifestations of Vrida. (R.G.I)
R.G.

vrita : a variety of varnika metre.

[a=] .
Vrtta is VARNIKA metre having four quarters (N.S. 15.39).

Each verse or stanza has four feet. .

A vrita may be either of the even (sama) type or of the semi-
even (ardhasama) type or of the uneven (visama) type. All the four
quarters are uniform in an even type of vrtsa; a vrtta of the semi-even
(ardhasama) type has two hemistiches adjusted in a different scheme;
and a vrtta of the uneven (visama) type shows variations of schemes
in its four quarters (Chandah-siatram 5.2; N.S.15.40; V.R. 1.13-16;

C.M. 1.5,6).

Examples-
(a) Sama (bhujangaprayata):
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na te kacidanya sama drsyate stri
gunairyd dvitiya tritlydpi casmin;
mameyam matirlokamalokya sarvam
Jjagatyaprameyasi srsta yidhatra
(Natya-Sastra, 16-56)

(b) Ardhasama (puspitigra):
tava sucaritamariguliya niinarm
pratanu mameva vibhavyate phalena;
aruna-nakha-manoharasu tasya
Scyutamasi labdhapadam yadangulisu.
(Abhijnana-Sakuntalam, VI. 11)

(c) Visama :
atha vasavasya vacanena ruciravadanastrilocanam;
klanti-rahitamabhiradhayitum vidhivattapamsi
vidadhe dhanarjayah.
(Kiratarjuniyam, XIIL.I)
K.B.

vrtti : tendency, manner or mode; a style in a composition. .
[af] . W Ty o 2o
The mode or style in a drama is based more or less on the
hero’s conduct. Naturally it is four-fold corresponding to the four
types of heroes. It represents the outward expression of the hero’s
mood and covers song, dance, flirtations, gesticulation, etc. (1) The
gay mode of the light-hearted (kaisiki), (2) The dignified mode of
the serene (sdrtvati), (3) The eloquent mode of the magnanimous
(Bharati), and (4) The fierce mode of the vehement hero (Arabhati).
They have their origins in the four Vedas. Udbhata accepts quite a
different classification and nomenclature: Elegant (upandgarika),
ordinary or commonplace (gramya) and harsh (parusa). Rudrata
accepts five syllabic modes: sweet (madhura) Harsh (parusd), Dainty

(lalita), Pompous (arabhati) and excellent (bhadra) based on sound
effects. S.K.

vriti-vakrata : striking use of compounds or derivatives.
{afeasar]

(A) Adverbial, adjectival and other compounds, when skilfully
used, help in brmgmg out the minutest shades of meaning. Clear
even in separate words, the idea acquires additional significance by
compounding them, for compounds convey much more than their
components. ’
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(B) Various homonymous derivatives can be formed from a

single word. The most appropriate one is, however, selected for
bringing out finer shades of distinction. ; S.K.

vyabhicari bhava : transitory feelings.
[ W] _

One of the three constituents of RASA, the other two being
VIBHAVAS and ANUBHAVAS. Vyabhicari Bhdvas have been
defined as transitory states of mind being fleeting in character they
appear and disappear during the experience of a STHAYI BHAVA or
a permanent state, and thereby help the Sthayi Bhava to develop into
rasa* (S.D.II1.140). Bharata has enumerated thirty-three Vyabhicari
Bhabvas, and his list has not been meddled with by any of the succeed-
ing writers on poetics.

Examples: detachment, apprehension, curiosity etc. etc. [They

have been defined—each at its appropriate place] R.G.
vyadhi I : ailment. P o
[=nfa]

Vyadhi is the eighth stage in lovelorn. condition. The acute
mental and physical agitation caused by unfulfilled passion or love
gives rise to illness, e.g. fever or bodyaches, etc. Generally a sort of”
unbearable burning pain is described in this stage, as in the third act

of Kalidasa’s —Sakuntalam, R.G.
vyadhi II : illness. ¥ ;""'i; 2
- [emfa]

The twenty-ninth among the thirty-three VYABHICARIT
BHAVAS, as enumerated by Bharata. Vyadhi is a state of illness due
to the derangement of one or more of the three humours of the
body—, as held by the Indian medical science (N.S.VIL.82). A desire

to lie on the ground, trembling, etc. are its external manifestations
(S.D.IIL,164). R.G.

vydghata : frustration.
[arema] _

A figure of speech having two forms : (i) in which a certdin
thing which is done by someone by certain means is undone by the
same means. Example: ‘We adore these beautiful-eyed women who
beat lord ‘Siva by reviving with their eyes the god of Love (Cupid)
who was reduced to ashes by His (third) eye.’ (S.D. after 10.75).

Here Love (Cupid), burnt by the fire of the third eye of the
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lord Siva, has been described as being revived by the eyes of the
charming ladies. (ii) In which opposite of a certain act is justified by
the same reason. Example: ‘My darling, said the husband, ‘“‘you
better stay here. I shall quickly return within a few days. Delicate
as you are, the fatigue would be too much for you.” “My beloved,”
replied the wife, “‘my delicate constitution supplies a better cause for
accompanying you because, delicate as I am, 1 am unable to stand the
pangs of your separation.”” Here the husband mentions the delicate
state of the wife as a reason against her accompanying him on a

journey, but the wife justifies the act on the same ground. S.D.C.
.v'yajasluti : artful praise. Fox & w b o . T
[marsregfa] | |

A figure of speech in which blame and praise are in reality
meant to suggest praise and blame respectively. Examples: ‘What sort
of judgement you have my Lord! You help sinful persons also to
reach heaven? Though seemingly censured, God has here been
indirectly praised. It resembles the English figure ‘irony’ whersin

censure is implied by apparent praise or praise by apparent censure.
S.D.C.

vyajokti : dessembling expression.
[=arsiifaa]

A figure of speech in which a thing, though clearly known, is
concealed artfully. In other words in this figure what is apparently
the effect of one cause is intentiouslly ascribed to another. Example:
“During the performance of the ceremony, Lord ‘Siva, being pertur-
bed due to the thrilling touch of parvati’s hand given to him in marri-
age by her father Himalaya, exclaimed immediately to conceal his
obvious excitement, ‘Ah! how ocold are the palms of Himalaya™
(S.D. 10, 92 vr.). Here Lord Siva artfully conceals his excitement.

S.D.C.

vyangyartha ; suggested sense.
[ ] .

vyangyartha has three significations: (1) the denotation of a
homonym irrelevant to its particular context; (2) the purpose under-
lying the indicative use of a word; (3) the meaning suggested by a
word, its denotation or both. It is more significant and wider in -
scope than VACYA (the primary or expressed meaning) and
LAKSYA (the secondary or indicative meaning), and may even be
different from or contrary to the denotation. S.K.



NYVAR SAKA § ARBDA
204 vyanjaka Sabda

vyaiijaka sabda : suggestive word.
[=s= w=x]

(1) A word, its denotation or both together, suggesting a sense
different from, disconnected with, or even contrary to the primary
denotation; (2) a homonym suggesting denotations which are irrele-
vant in a particular context; (3) a purposefully indicative word,

suggesting the purpose underlying that indicative use. S.K.
vyarnjana : suggestion.
=] ,

v The suggestive function or capacity of a word, to convey a sense

other than its primary denotation and secondary indication. The
indicative function may or may not intervene between denotation and
suggestion. The suggested sense need not necessarily be related to or
be compatible with or inclusive of the primary denotation. Having
innumerable possibilities and unlimited scope, it is governed by the
circumstances and the context in which an expression is used. It
does not need any justification of convention or tradition. Accord-
ing to the Dhvani school, it is the most important function or capa-
city of a poetic expression. Mahimbhatta regards it as mere ‘infer-
ence’ while Kuntaka includes it as a variety of ‘“indirect experssion.”
Basically it is of two kinds: (1) arising directly from a word or
phrase, and (2) arising from the ssnse of an expression, viz. (1)
word-based (2) sense based. S.K.

vyatireka : dissimilitude.

[=afais]

A figure of speech in which the subject of comparison (upameya)
excels the standard of comparison (upamana). ‘Her face is spotless
or flawless; it is not like the moon with a stigma.’ (akalmkam mukham
tasya na kalamki vidhuryatha). (S.D. 10,54, vr.). Here the face
(upameya) having no spot has been described as excelling the moon
(vpamana) having a permanent stigma attached to it. S.D.C.

/-vydyoga : A one act play consisting of militant action.
7 [=aram]

The vyayoga is adramatic rep}esentation of some war-like spec-
tacle. It consists of one act, the plot does not last for more than one
day and contains many male characters of the vehement type. It
derives its name from the fact that in it men disagree with one
another. The six rasas, except erotic, comic and quietitude are
predominant here. Females do not play any role in this drama. I.N.C,
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yamaka : replication. 7y o~
[a7%] .

A verbal figure of speech in which a group of vowels or con-
sonants is repeated exactly in the same order—denoting different
meanings—even though in some cases this particular group of letters.
may not convey any meaning at 'all, Example: He saw the spring-
season teeming with the groves of Palasas in new leaves. (asau nava
pald@’sa-pald’savanam vasantam purah.). Here the word Paldsa has

been repeated twice, conveying two different meanings. S.D.C.
yathasanikhya : relative order. § 20 1 R
[aardeaT] .

In this figure of speech reference is made to objects in the same
order in which they have been already mentioned. Example: ‘Here
lies the wonder, O Lord, that though single, you live trebly in the
hearts of the enemies, the learned and the fawneyed women, nourish-
: ing (in them) distress, joyous feeling and love by your valour, by
modesty and by grace (K.P. after 10.108). . S.D.C.

yati: pause, caesure.
[afa]

Yati is derived from the root yam==to stop or to punctuate; and
thus it denotes a short pause (Caesura) in reading or reciting the line
of a verse (Chandahsastram 6.1; Kavyadarsa 3.152; V.R. 1.12).
According to Gangadasa Viccheda, Virama are its synonyms (Chando-
manjari 1.12).

, Yati is obligatory at the end of each quarter of a verse. A .
VARNA such as ‘M’ occurring at the end of a quarter, may prefer-

ably be pronounced with the first vowel occurring in the beginning of
the second quarter.

Example:

indivaradalasyama-mindiranandakandalam
vandarujanamandaram vandeharm yadunandanam
Mallinatha (Raghuvanisa V)

Here ‘m’ of the first quarter is pronounced in the second quar-
ter. Such mingling of a consonant and a vowel is not permitted with-
in the second ana the third quarters. In other words the first himi-
stich is to be read separately from the second one.

Metres of short dimension require no pause within a quarter.
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Example:
sanivaktavibhusa
bhrastanjananetra
hastarpitaganda
kim tvam tanumadhya -
(Natya-Sastra 16.2)

But a line of verse composed in a long metre requires a pause.
Sometimes when a single pause is not considered to be enough, more
pauses are suggested. For instance, the SIKHARINT metre has a
pause at the sixth and the cleventh varna whereas a SRAGDHARA
has three pauses after each seventh varna.

There were however, some scholars who did not like the
restrictions on yati in their compositions. But the poetic tradition
has never favoured this view. The majority of writers on prosody
have been in favour of yati because it generates grace and beauty in
poetic lays. K.B.

yogariidha : restrictive derivation.
[aTrET]

A derivative which on account of its derivation can denote vari-
ous senses, is restricted by traditionally accepted convention to only
one of them. Thus it has a derived meaning restricted by tradition.
It is partly traditional and partly derivative for example, etymologi-
cally ‘dgama’ (a4 Fgama) means ‘to come,” ‘to arrive’, ‘to acquire
and dgamal derived from it could mean arrival, acquirement, etc.
-But tradition has restricted it to the sense of knowledge assimilated
in the Vedas). S.K.

yd:gika Sabda : a derivative and its denotation.
[atfr® @=2]

A word whose derivation can be traced to a definite root and
which acquires its denotation through that derivation. The original
root may be traditionally accepted as having a particular denotation,
but the derivative acquires the sense of the root from which it is
derived on the basis of the sufix applied to it, Example: Gamanam
means the act of going on account of its suffix. S.K.

e
-

yuddhavira : militant or marital heroism. o *? 2
kcEind Voo o
It is one of the four varieties of the heroic senfiment. Rima is

its best illustration. .
His warning to Rivana reverberates with martial heroism:
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Do’t return Sita
and my arrow which bathes in blood
wherewith [ cut off
the heads of Khara, Diisana and TriSiras
will not spare you either,
R.G.

vyugmaka : a couple of verses.
[3m==]

Yugma or Yugmaka means a couple of verses forming one dis-
tinct unit which convey a complete statement (S.D. 6.314). Sanskrit
poets generally use one verse (stanza) for an idea, but sometimes they
do require more than one. At times it so happens that even two
verses are not found sufficient for this purpose. In that case, even
three, four and five verses are knitted in single units. A unit of three
verses is termed sandanitaka or Visesaka; that of four, kalpa, or kala-
paka; and of five or even more, kulaka. An instance of a yugmaka is
given below:

-~ R

kim karosi karopante kante gandasthalimimam,
pranaya pravane kante naikantenocitah krudhah.
iti vavat kurangaksim vaktumihamahe vayam,
tavadavirabhiidamre madhuro madhupaddhvanih
(S,D. III 314)
K.B.
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