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FOREWORD

It 1s known to students of Sanskrit Laiterature that works
on Sanskrit Poetics, written 1n different periods of Indian
History, furmish evidence to indicate 1ts growth and develop-
ment But the paucity of literature on Sanskrit dramaturgy
1s a stupendous stumbhing block to a critical study of 1ts
development through the centuries Though the Natyasastra
of Bharata 1s looked upon as the fountam source of matters
relating to hiterature, both poetic and dramatic, yet 1t 1s unfor-
tunate that an elaborate and adequate study and evaluation
of topics on dramaturgy and 1ts various problems 1s not
available 1n subsequent works which are more or less anything
but collections of matters of dramatic mnterest It 1s, therefore
that the present work of Dr Siddheswar Chattopadhyaya
will be read by scholars who have a genume nterest mm Sanskrit
drama and various problems concerned with 1t ,—its source,
analysis, divisions of the plot and the ke Dr Chatto-
padhyaya 1s well acquamted with dramatic technique m 1ts
various forms, being himself a finished actor of Sanskrnt
dramas With his rich personal experience 1 the domain of
histrionic art he has been able to throw light on many difficult
issues Dr Chattopadhyaya has utilised the woik of Sagara-
nandin to hus advantage

I recommend the present book to all lovers of Sansknit
dramas

Calcutta GAURINATH SASTRI
.fsugust 1, 1973
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INTRODUCTION

From my college days, I have all along been an ardent
admuer of Sanskrit drama and an active participant in the
production of and acting in Sanskrnt plays Asastudent and
then as a teacher in the Under Graduate and Post Gracuate
classes, very often I came to be confronted with difficult
problems concerming varfous topics of Sanskrit dramaard
dramaturgy  These problems could not be satsfactonly
solved with the help of either the standard text books like
the Dasa ripaka and Sahitya-darpana, or the available commen
taries of dramas Though of much help in some cases, the
commentaries do not mostly follow a defimite school of
thought but unhesitatingly quote divergent opmions frcm
different sources and thus help lttle to form a definite con-
cept Their value as treasure house of quotations from lost
works, however, cannot be ignored My confusion became
worse confounded when I made an attempt to compare the
views of these works with those found 1n the Natya-sdstra and
Abhinava-bhirati It 13 a common experience to every student
of Sansknt drama and dramaturgy that the commentators
and later theorists profess an almost religious allegience to the
Ndtya-sastra while giving divergent and sometimes self-
contradictory views on any topic To name only a few, the
theory of correlation of the three pentads (Avasthi, Sandh
and Aithaprakrti) the nature of the five Arthopaksepakas
and therr 1elation with the Anka, the significance of Vrtts,
the prolibitive injunctions against the representation on the
stage of such incidents like death, marriage etc, are some such
topics The standard work of Dr A B Keith 1s inadequate
to explain these problems like many others

It 1s not our business to find out here the shortcomirg: of
my fore runners in the field With due respect to those
scholais, 1t may be stated that none of the recent publications?
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could answer fully the problems raised in my mind or by my
students There had been no comprehensive and historical
study of all the topics, related to the souice, ana’lysm and
dwvision of the plot of Sanskrit drama from different gtand
pomts and according to divergent views The technique,
mnvolved 1 the division of the play for representation and
other allied topics have been discussed so long very casually
That the theory of Arthopaksepaka had a history of develop-
ment from a very simple state toa complex one, remained
overlooked so long For the first time, an attempt has been
made here to have a comprehensive and critical study of all
these topics

So far as the available texts on dramaturgy are concerned
there 18 a long gap of more than seven centuries between the
Natya-sastra (C 300 BC to 300 AD) and the AbMunava-
bharatn (A D 980 1030) But that this long period was not
completely barren 1s brought home to us by the views dis
cussed i the Ablnava-bhiratl, Naiaka laksana ratna kosa,
érngdra-pmkdsa and the Bhdva pirakisana smamly For a
proper comprehension of the theories of the Natya-sés‘ra, 1t 18
imperative that all these works should be studied Abhinava-
gupta followed a particular school ot thought 1n interpreting
the Nitya sistra and almost at every step he referred to and
criticised other views Many of these views are found to be
followed by Sagara and 1t appears that he followed an earlier
school of thought Nowheie 1n the topics studied in the
following chapters, Sdgara betrays any lnowledge of the
opimons of Abhinava gupta specifically, excepting in cases
where both agree

In the following chapters the Niiaka laksana~1atna kasa
has been taken up as the starting point for a comp:ehensive
study of the theories of the Nafya-sastra and thewr later
developments The work 1s neither a full commentary of the
Nitya $dstra like the Abhinava bhiratr nor an 1independent
treatise ke the Dasg-riipakae, Ndiya darpana etc, nor 1tisa
collection of all the current views wih occacional attempts
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of bringing about a synthesis among them, as the Singdra
prakdsa and Bhava-prakisana The portion of the Nataka-
lak sqpa-ratna kosa with which we are concerned in the present
stydy, 1s based on omnly a few chapters of the Natya-Sdstia
It has been shown in the following chapters that almost n
each case Sigara quotes from the Ngiya-sastra and adds his
comment, or describes a topic and then quotes from the
Ndtya-sastra 1n his support It has also been shwon that
wherever Sagara’s regding of the Natya éasha differs from
Abhinava gupta’s, the former finds support in one or other
of the manuscript readings

Sigara refers to and comments on many views not found
in the Natya-sistra, but those of Matrgupta receive his
special attention, where the latter differs from the most
commonly accepted opinions, Sigara sides with him and this
has been shown in several cases in the following chapters
Following Matrgupta, Sigara admits only Sanskrit speaking
characters as Vita, Tipasa, Vipra etc, mm a Praveiaka
Matrgupta’s novel theory of Sandhi.s, as found 1n the Najaka
lak sana-ratna-kosa has been fully explamed and it has been
shown that Matrgupta’s shorter method 1s but an alternative
one and not a substitute of the elaborate method of Bharata
and that the Sidhyadi paficaka theory is most probably older
than Mitrgupta to whom 1t 1s attributed by some scholars,
other than Sigara Matrgupta’s opmion about the San-
dhyantaras has also been fully discussed

Nétaka-laksana-ratna-kosa ‘“The gem treasury of the views
of dramaturgic text”’, makes us acquainted with some princi-
ples which are found to be generally followed by ancrent
dramatists Some later theorists and commentators ascribes
them to Bharata, but the principles are not found in the
present versions of the Nafya sistra? An attempt has been
made for the first time, to trace the roots of these principles
and thewr implications

In the following chapters, each topic as describedn the
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Nétya-sistra has been studied independently and in the hight
of Sigara’s exposition The view of Sagara has been com
pared with that of Abhinava In doing so, all the different
views on any particular top ¢, as referred to by these t!\o
authorities have been discussed To make the study thorough
and comparative, the standponts of the Srngdra-piakasa,
Dasa ripaka, Natya-darpana, Bhava prakasana, Rasdrnava-sudha-
hara and the Nataka-candrikd have been discussed In some
cases the Prataparudra yasobhiisana and the Alamkdra-samgiaha
have also been consulted In every case, however, attempt
has been made to present a comparative study of the theories
and their application in ancient dramas In this conrection
the views of the commentators of dramas have been discussed
Attempts, wherever possible, have also been made to show
chronological development of theories from the Niiya Sdstra
to later commentators In short, in the following pages the
development of the theories concerning maimnly with the plot
of Sanskrit drama through ages has been studied 1n relation
to the dramatic literature

Most modestly ths thesis can claim to have treated for
the first time in the above method, some views of Matrgupta,
the problem relating 'to the source of the plot of Nitaka and
featuring of a contemporary hero therein the actual implica-
tion of each member of the three pentads and the.r mutual
relation and the evolution of the Sandhyantara-s The nature
of the individual Arthopaksepaka s has been explained fully
(Chap IX) and 1t has been shown that the original concep-
tion of this pentad was thoroughly misunderstood later and
that the Anka itself was recognised by early theorists asan
Arthopaksepaka Fresh light has been thrown on the topic
of Sandhyanga s, Patikasthinaka s the naming of plays and
the Vrtt1s The history of the Sandhyantara-s, specially of
of thewrr definitions has been traced Under the topic “What
1s and what 15 not permissible to be visibly represented 1 an
Act” the prohibitive injunctions of the: Naiya-fdstra have
been thoraughly discussed and 1t has been chown that the
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spirit behind these injunctions has been overlocked in later
texts and the variety of actsand incidents perm ssible to be
visibly represented came to be curtailed more and mere
Most of these topics had hitherto been discus:ed erther very
casually or giving more importance to later text books The
fact that there were different schools of thought, followed by
dramatists and theorists had been overlooked The Ndtya-
sdstta treats the science of dramaturgy in extenso and .s
undoubtedly based on a tradition which developed through
centuries 1n ancient Ind.m It acquired a sanctily, almost
religious 1n character, in the dim past The sitra-Iike verces
of the monumental treatise are amenable to different inter
pretations So, the propounders of later school found ro
difficulty in maimtaining divergent views and at the same
time professing allegience to the Natya-sastra We have
tried here to trace the origin of these schools as far as possible
and to clarify their standpoints
The Nataka lakgana-ratna kosa of Sagara nandin and 1ts age
The text of the Nataka laksana ratna kosa used here 1s the
<olitary one that was edited by Professor Myles Dillon in
1937, from a single manuscript which was discovered by
Professor Sylvain Lev: from the collection cfthe R3jaguru
Hemrzja $arman of Nepal Professor Lev: published a report
on the work 1n the Journal Astatique (Vol XCmi, October-
December 1923) Several papers on the work were published
by eminent scholars hke P K Gode M R Kaviand Dr V
Raghavan Then in Novemnber, 1960 a translation of the
text by Professor M Dillon, revised by Dr Murray Fowler
and Dr V Raghavan with intreduction, notes and amenda-
tions by the latter was pnblished as a volume of Transactions
ot the American Philosophical Society, Philadelphia Dr
V Raghavan bas identified most of the 1illustrations quoted
by Sagara from a member of plays His notes, amendations
and 1identifications have proved to be very useful for our
purpose of exposition and comparative study There are,
however, cases where we have failed to share the opinions of
Dr Ragha.an for which reasons have been given along with
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our suggestions Most gladly and frankly do I acknowledge
my indebtedness to the above scholars In a few cases, sources
of 1llustrations from anonymous works have also been traced

Besides many anonymous sources (referred to with such
remarks as fathihi, anyeca, dcarya aha etc ), Sagara refers to
a host of authorities on ancient Indian dramaturgy The
name of Bharata, however, tops the list ¥ But it 1s sigmficant
that the name of Kohala 1s conspicuous by 1ts absence  While
describing the distribution of the®Rasa s among the four
Vrtt1 s, Sagara quotes a verse* the third foot of which 1s
ascribed to Kohala by Abhinava gupta® The entire verse
may thus be ascribed to Kohala The editor of the Natya
sastra (GOS) informs us that one matrkd support the reading
of Kohala instead of that accepted by Abhinava and gives
the whole verse§ which again tallies with the reading of
Sagara It 1s to be noted here that there 1s no mention of
Santa rasa 1 the verse and Sigara also does not count that
Rasa But Sigara ascribes the verse to Acarya In ten
_occasions Sagara refers to his source as the saying of Acarya,
eight of which have been traced in the Natyq $astra’ Another
verse, attributed to Acirya, describes the three ways of sow-
ing the germ and seems to be taken from some lost version
of the dastra® In the present case also 1t may be presumed
that Sagara believed that the above verse distributing the
Rasas among the Vrttis was Bharata’> Mm P V Kane
opines, “It appears that Kohala’s work influenced the redac
tors of the Natya-sostra” It 1s possible that the above verse
was inclyded 1n some version of the Natyg-{astra long before
Sagara-nandin who had an access to that version and found
no reason to suspect its authenticity In our discussion on
Bindu 1t has been shown that Sigara seems to follow
the view of Kohala, of course without mentioning his name
Besides these two cases any direct influence of Kohala 1s not
found in the Nataka-lakgana ratna-kosa  There are many
references to the name of Kohala in the Abhinava bhdrats
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and Bhdva Prakdsan, Sagara-pandin’s silence i the matter
1s 1nexplicable

It has been stated above that Sigara gives more impor
tance t8 the views of Mitrgupta His work has not come
down® to us and 1t 1s a serious loss to any student of Indian
dramaturgy The Rdjatarangimi gives an account of one
Mitrgupta who ruled for some years i Kashmir in the
7th cen A D, and was a celebrated literary figure and patron
It 1s generally believed that he wrote an independent treatise
on dramaturgy in anust?bh veises Several verses from his
work with his name are found to be quoted in the Tiké-
sarvasva of Sarvinanda and the Arthadyotanika of Raghava
bhatta Ranganitha and Visudeva give the defimtion of
Siitradhara from the work of Matrgupta Saradatanaya also
refers to his views with and without mentioning his name 11
But 1t 1s the Natakaq laksana ratna kosa from which we can
have a real ins ght into Matrguptas originality and under-
standing of the art of dramaturgy Special attention has
been given herc in dealing with the views of Matrgupta
and it has been shown that Sagara also seems to have quoted
some verses from the work of Maitrgupta without mentioning
his name 12 It may be pointed out in this connection that
Abhinava who refers to the views of a host of ancient Indian
theorists, quotes Matrgupta only once and that isalso on
Puspa, a technical term for a particular way of the playing
of the bina !1* Abhinava’s comparative silerce about the views
of Matrgupta 1s also nexplicable Subhankara i his sangita
dimodara quotes Matrguptas view on Sandhi but does not
mention his name It appears that he had no diuzect access
to the work of Matrgupta and took those verses from some
other woik, most probably the Nataka-laksana'* In any case,
Matrgupta’s ““work must have been available until recent
times!5” as can be surmised from the quotations found in the
late commentaries pointed out above It 1s interesting to
note that Righava-bhatta quotes verses of the Naia-sstra
but attributes them to Matrgupta!® Either Raghavabhatta
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1s wrong or 1t may be presumed that some verses of the
Natya sistra were taken by Mitrgupta verbatim

Prof Sylvain Levi observes that Vi§vanitha seems to have
drawn extensively upon the Nataka-laksana without acknow-
ledgement 7 Dr V Raghavan substantiates this observa
tion and pomn's out that regarding the Nityilatkiras the
Sédhitya darpana be indebted to the Ndtaka laksana, but so
far as the examples of the Upa.riipakas and some other
llustrations are concerned, Vivanitha’s indebtedness to
Sigaraiscertain Healso gives a’concordance of passages
¢ mmon to the Nataka-laksana and the Bhdva prakdsana and
observes that a close relation between these two worksis
undeniable and further shows that Bahuriipa mifra knew the
Nitrka laksana-ratna kosa '® It has been shown in the present
discourse that all the names of Acts referred to 1n the Bhdva
prakisana and in the sixth chapter of the Sahitya-darpana
are found in the Nitaka-laksana®® Not only the names of
Acts but the citations therefrom in the Bhdva prakdsana
(written between 1175 1250 A D ) and 1n the Sdhtya darpana
occur in the Ndtaka-laksana in similar contexts in almost all”
cases, whereas all the names of Acts found in the Ndigka
lak sa1a do not occur in the above two works So, the indeb
tedness of Siraditanaya and Visvanitha to Sigara nandin
scems to be undeniable None of them, however, mentions
the name of erther the work or 1ts author

Subhankara, a Bengal: theorist of the 15th century, names
& Ratnakosain his Sangita-dimodara as one of his sources2t
and this Ramakosa 1s undoubtedly the Naraka laksana-ratna-
kosa Most of the cases where Subhankara appears to be
indebted to the Ndtaka laksana come under our discussmion
and have been noted in respective places A concordance
of passages common to the Nataka laksana ratna kosq and the
Sangtta ddmedara is given here 21
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Sangita domodara Nataka lak sana-ratna-hosa

(1) P 16,11 18-19 1 17-18, rgbhyak pathyam abhid
gitam  sdmabhyah  samapadyata|
yayurbhyo' bhinaya jata rasascdthar
vanah smrtah/| The verse contains
what 1s said in the Natya-sdstra
(GOS) I 17, but the reading s
quute differznt

(2) P71,116 1 2167, haritdlad: samagr, mas. sana
tu varmha |

(3 P 72 Kutop:

svecchayd ete 11 3565 366, infia pp 171)
(4) P 72 asiicitasya
patrasya etc 1 331, (infra pp 163)
(5) P 73,11 45 1l 1045-1046, (infra p 228)
(6) P 81 devard
dar Sandntum etc, 1 389, (infra p 82)

7y P 97 11 460-469, (infra View of Mitigupta
on Sandhis)

(8) PP 98-99 11 925 929, 994-995, (infia
Sandhyantaras)

Mr M R Kawv has pointed out that Saivinanda, Subhiits,
Jataveda, Kumbhakarna, Rayamuakuta and Jagaddhara have
mentioned or quoted from the Nataka-laksana-ratna kosa 22
Dr V Raghavan, however, notices that Sarvanarda practt
cally refers to Ratnakosa the lexicon?? which has been referred
to by many ncluding Sankara and Narahar from Mithila
Mr M R Kawi of Jataveda’s borrowing cities, srngara-vira
etc i1 ratnakose cakdrdt santo pi grhitah  But Sagara nandin
enumerates the Rasas in a verse (11 1861-1862) where there
18 no cakdra My esteemed friend Dr K K Datta Shastr
informs me that Rayamukuta actually quotes from the Naraka
laksana ratna kofa * Among commentators of dramas Jagad
dhara, Ranganitha and Rucipat: are stated to have drawn
upon this work 2> Rangandtha cites Sigara regularly by
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name 2% Rasa-candriké and Tippam, two commentaries on the
Abhy#dna sakuntala by Sankara and Narahar respectively,?’
give clear evidences of their indebtedness to Sigara-nandin
Both explicitly state the name Ratnakosa?® Most of their
citations come under our discussion which have been pomnted
out 1n respective places Thus, 1t appears that the Nalaka-
laksana ratna kosa came to be recogmised as a standard work
fit to be drawn upon by the writers and commentators beginn
ing from the 13th century A D

In our discussion it has been shown in many places that
Sigara betrays no knowledge of the Abkinave-bhdrat: and the
Dasa-riipaka, whereas 1n several occasions Abhinava criticises
the views held by Sigara who seems to follow an older school
Mr M R Kavi opmnes that the style of Sigara 1s older than
that of Abhinava The Viddhasala-bhafinkd of Rajasekhara
(10th cen AD) has been cited in the Nataka laksana (1 3071)
and this provides the upper limit of Sagara’s date MrM R
Kavi and P K Gode?® assert that Subhiiticandra borrowed
from the Nataka-laksana T R Cintamam, P K Gode and
M R Kavi, all aie of opmon that Subhiiticandra was alive
between 1062-1172 A D 30 Sarvinanda wrote his commentary
mAD 11581159 The vahdity of the suggestion that he
quotes from the Ndtaka-lakgana has been challenged by Dr
V Raghavan, as stated above He, however, admits that the
two passages where Sarvananda and Sagara illustrate the
three types of Singira are very close to each other, though
the contexts are different3! The closeness 1s so intimate that
it suggests the borrowing of one from the other Sarvinanda
refers to the name Ratnakosa So, the suggestion that he quotes
from the WNdfaka-laksana-ratna-kosa cannot be ruled out
altogether though no conclusive evidence is available From
all these 1t appears that S&@gara nandin cannot be placed below
the !1th century AD



NOTES

1 Most important recent publications are — The Lawas
and practice of Sanskrit Drama (1961) by Dr S N Shastri,
The Theory of the Sandhis and Sandhyangas (1960) by Dr
T G Mamkar The Conception of Sandhis 1n the Sanskrit
Drama by Dr V M Kulkarn: (JOI Vol V) s a brilhant
paper So far as the method of treatment 1s concerned, Iam
glad to confess my indebtedness to Dr Kalikumar Dutta
Sastr1  His two highly learned papers, Prologues and Epilo
Bues 1n Sanskrit Drama and Parvaranga, (OH Vol V,Pt I,
Vol IX , Pt I) give a comprehensive and historical study of
the topics In this respect Dr V Raghavan (then a resear-
cholar) showed the way in his illuminating discourse on
Vrthiin J] O R, Madras, 1932 33

2  Cf infra, the different ways of btja-nydsa (chap Bya) ,
the prohibition regarding the entrance of a character without
being previously indicated (Chap on Pravesaka), the disting-
uishing mark between the Pravesaka and Viskambhaka

3 For the list of names of authorities cited or used in
the NLRK see the NLRK Eng Tra p 71

4 NLRK 1f 1059 1062 This one has been
taken mto account i our discourse on Vrtt,, Chap
X1X

5 N$ GOS Vol II p 452

6 NS GOS Vol III p 105, the matrka bha

7 Cf the text of the NLRK below 11 183, 333, 355,
535, 905, 912, 1394 2778, NS (GOS) respectively X1X
20-21, XVIII 34-35, XVIII 37, XIX 39, XIX 104106,
XVIIT 42 XXIT 33, XVIII 45

8 NLRK below 1 348 For elaborate discussion see
infra chap III, Bya Itmay be noted here that at least 1n
one case Sgn attributes a verse (NLRK below 12409) to the
sage Bharata which 1s not found in the present NS,
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9 Mm P V Kane, HSP p 24 The pomnt has been
discussed in Chap VIII B, particularly below “A general
review of the Arthapaksepakas’ .

10 Vik-u, p 6, Karpiiramafjari, p 5 KoneSvar: k& on
Vik-u (ABORI Vol 38, Pts III-IV edited by H D Velan
kar) also quotes a verse of Mg on tena git: p 286

11 Bhapra p 234, 1 22 mentions the name of Mg,
butin p 216,11 9-10, Sdt refers to the view of Mg without
mentianing his name

12 Infrafn 40, below the Sandhyanga Karana

13 Mm P V Kane, HSP, p 54

14 Infra, Chap IV, below Nirvahana-sandh: of Maitr
gupta

15 Dr Raghavan, NLRK Eng Tra p 7

16 Infra Chap VII,fn 16 below fourth Patiki-sthinaka

17, Journal Asiatique, Octobre—December, 1923, p 211

18 Journal of the University of Gauhati, Vol III, 1952,
pp 29-33

19 Infra chap X, Title of the Anka For date of $dt
see the Introduction of the Bha pra pp 73-77, Mm P V
Kane, HSP p 439

20 San-did p 1

21 In “Sources and References” (San da pp 125-136)
the learned editors have pointed out (1) (6) (7) and (8) of the
above agreements, and the (1) 1s said (Sanda p 127) to be
quoted n the Bhaktiratnikara

22 A Volume of Indian and Iramian Studies presented
to Sir E Denison Ross, 1939, Date of Sdgaranandin, pp
198-205

23 NLRK Eng Tra p 6

24 Calcutt Sanskrit College Research Series, Commen
tary of Rayamukuta, i Press

. 25 Cf papers of Prof Leviand Mr M R Kawi, referred
to above and also the Introduction of the NLRK by Prof
M Dullon In our discussions some other cases of agreement
have been noted 1n proper places
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26 Cf Vikeu,Ed K P Parab, Second edition 1897,
pp 4,7, 14, 16, 17, 21, 23, 26, 55, 65, 126

27« The two commentaries, edited by Ramnath Jha, have
been published 1n a single volume by the Mithila Institute,
Darbhanga

28 See nfra Chap I,f n 19

29 M R Kawr’s paper referred to abave fn 22, Kuppu
swami Sastr1 commemoration valume Subhiiticandra, p 4°

30 (1) ABORI, Vol XVI pts 3-4, pp 313 314 Subhitis
camentary on the dmarkose—P K Gode

' i) Kuppuswam: Sastr1 commemoration volume, pp
47 51, Subhiiticandra,—P K Gode

m) JOR, Madras, Vol VIII 1934, Pt IV, pp 372

380, Subhiiticandra’s Commentary on Amaralosa,—T R
Chintamani

31 NLRK Eng Tra p 6



CHAPTER 1
Plot of the Sanskrit Drama

Qualitative analysis

Sanskrit rhetorecians use the term Kavya to denote all
sorts of the poetical compositions Kavya may either be
ablwngya (drsya) or srawya the former comprises all types
of dramatic compositions which are primarily meant to
be enacted and are appropriately designated as rapa, ripakal or
ndtya while the latter includes all other varieties of Kavya
which are meant to be read, recited and heard 2

“Ndatpa 1s 1mitation,” says Sagara nandin3 and 1n support
of his view quotes

avastha ya tu lokasya sukhaduhkha-samudbhava |
tasyastvabhinayah Prajiiair-natyamityabhidhiyate* |/

Here Natya has been used in the semse of dramatic
represtntation It 1s the abhinaya (1mitation on the stage, 1€,
dramatic represéntation) of states or situations of human life
arising out of joy and sorrow * Through fourfold abhinaya
(dngska, vicika, sattmka and dhdrya) the characters portrayed
1n drama are represented on the stage The term abhingya,
accordiug to Sagara owes its origin to the fact that 1t brings
the events, depicted 1n the drama, before the eyes of the
audience and makes out the meaning of the composition 8

Nitya has been highly eulogised by Bharata and later
authorities alike It 1s as sacred as the fifth Veda? and its
different elements are said to be taken from different Vedas 8
It 1s also the highest of all arts to comprise 1n 1tself all sorts
of knowledge and learning® and gives pleasure to all without
any distinction of caste and creed In praise of Nitaka
Sagara quotes the following verse from an anonymous source

apt Sakyeta vidvadbhir-muktir-abhyasa-kausalat |
na tu nataka-vidyeyam sarvalokanu-ravjanil® [/
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It 1s imteresting to note that the verse, attributed by
Sankara to no less an authority than Prajapati himself, places
natokandys even above pard mdyd in India where moksa has
been umversally proclaimed as the highest end of human
Ife This single verse amply demonstrates the reverence With
which ancient Indian critics took up drama and dramaturgy

The richness of Sanskrit drama can be comprehended from
the list of names of the types of ripakas The Natya-sasira
though 1t speaks of ten ripakas describes eleven types of
ripakas mcluding the Natika The Nataka-laksana and some
other works deal with the upa rapakas also

Of these ripakas Nataka and Prakarana are recogmsed
as full fledged drama with all the five Sandhis and four
Vritis Between these two, Indian dramaturgy accepts
Naitaka as the main type Sagara like all other authorities on
Nataka first for the treatment of his subject and institutes
interesting discussions on the qualitative analysis of the plot
of drama, for the proper comprehension of which some
preliminary observations are necessary

In Sanskrit dramaturgy the plot of a play 1s variously
called as vastu, akhyana, sortta, bhasa, kathd and samwndha-
naka 11 1In the Ndtya-Sdsira the theme of a drama has been
described as 1ts body T2 Now, from the standpoint of
qualitative analysis, later authornities beginning from
Dhanafijaya are of opinion that plots are of three kinds the
renowned, invented and muxed When the plot 1s derived
from the mythological or historical (wshdsa-purdana) sources
It 1s renowned (prakhyaia) The ploti1s said to be mvented
(uipadya or kalpya) 1f 1t 1s a creation of the poet’s own
imagmation The mixed type of plot (méra) 1s partly invented
and partly denived from historical or mythological source !3
This type 1s derived but refashioned or remodelled by the
poet to suit his purpose As a general rule, the invented
story cannot form the subject matter of a Nataka The
Naiaka-candrika 1s most vocal on this pomnt and says, kipta-
varjyam tu natake 14 Plays of Prakarana, Prakaranika, Praha.
sana and Vithi types have their plots mnvented by the poet
The plot of a Nataka should always be renowned (khydtets«
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uritd) Abhinava gupta informs us that according to his
preceptor, the quality of being prakhyata for a story depends
upon threefold renownedness The hero of the story himself,
his activities and the country he lives in,—all are required to
be famous 15 ,

The above threefold division of the plot 1s undoubtedly
of later origin The Natya-sistra nowhere has explicitly
divided the plot as renowned invented and mixed From
description of the different types of dramas, it appears
that the Natya sastra recognises only two kinds of plot
prakhyate and wuipadya, to be taken up for different types
of drama Both 1n theory and practice all sorts of stories
found a place in the rich dramatic literature in India
But the best or the highest type of drama 1e, the Nataka
has been restricted to deal with the stories found 1n the
two Great Epics, the Puranas afid the Brhatkathi, and these
wor ks have all along been accepted as the perennial source of
the themes of Natakas in India

Sagara quotes from the Naiya-sisira the description of
Nataka which says that the theme of a Nataka should be
famous , 1t should be related to the renowned activities of
famous and noble heroes belonging to the families of royal
sages and having divine supports or having divine sources 16
By families of royal sages Sagara means Lunar and Solar
dynasties!” and adds that the renowned activities are those
that are lokanam-anurafjanam karma Riama’s determination
1 carrying out father’s command, his heroic discharge of
duty mn slaying Ravana to avenge the wrongs done by the
latter through the abduction of Sita and also difficult tasks
like the offering of own body by Jimtitavahana have been
cited as 1llustrations of renowned activities of the heroes 18

Regarding the quality of the plot of a Nataka Sagara
remerks

naigkasyetwrttam  bhavati  updttam prati-samskrtam caf
Upattam  purana-siddham  ramady-vettantah | Pratisamskriam
upattdm kevalam kavini kimcid-utpidya-vastvity muni-vacanit
prapanicitam [1®
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Thus, according to Sagara the plot of a Nataka, though taken
from any traditional source, can be refashioned by the poet
and this 1s explained by the observations of the Muns But
who 1s this Muns according to whose view the plot of a Nataka
can be reshaped from 1its original form® The Naiya-sasira
1s quite silent regarding the matter Bharata categorically
neither gives nor denies the liberty of the poets 1n refashioning
the plots of Natakas

In actual practice, however, it 1s found that all our
renowned ,Natakas are based upon stories the frameworks of
which are borrowed from traditional sources, but nowhere the
story 1s represented as it 1s found 1n its origmal fource In
every case 1t 1s Praiv-samskrta, refashioned

Historically speaking, Nataka had its beginning in some
crude and simple form of ripaka like Dima and Samavakira
but gradually developed through ages into Pirna-sandhs and
Pirna vrth Nataka proper 2¢ At the primary stage, 1t can be
presumed that simple and short stories 1n their original form
from the epics and Puranas were sufficient to meet the demands
of drama But 1n a full-fledged drama like Nataka those stories
were required to be elaborated and refashioned The poets
took the liberty of remodelling the plots to give them proper
shape of Nitaka and to make them more appealing to the
audience Thus, in every extant Nataka we find that the plot
as a whole 1s pratisamskrta

Among the texts on dramaturgy, the Bhdva-prakisa only
informs us that 1t 1s Matrguptacarya who enjoins that the plot
of a Nitaka, though taken from a traditional source can be
refashioned by the poet 2! This statement of Saradatanaya 15
attested by a quotation from the text of Mitrgupta found 1n
Arthadyotamikd, a commentary on Abkyfidna-sakuniala by
Riaghava bhatta Dr Raghavan points out that Ségara
directly borrows here the view of Matrgupta 22 It thus
appears that Sagara here refers to Matrgupta by the word
muns, Who keepmg an eye on the actual practice of the day,
enjoms the right of the poet 1n reshaping the plot of Nataka
the framework of which 1s to be borrowed from the traditional
source.
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For various reasons Matrgupta’s description of Nataka as
quoted by Raghava-bhatta 1s interesting It says —
1 Prakhyata-vastu-visayam dhirodaitad, nayakam|
2 . rajarsi-vamsa-caniam tathd dwya Srayanvitaml |

yuktam Vrddhi-vilasadyarr-gunasr nangnbhatibhoh/

srngara~virg-nyatara-pradhana-rasasmsrayam||

prakriyavasthd-sandhyanga sandhyantara-vibhisanash|

patika-sthanakawr-orttam patongarsca (tadangarsca ?)

pravrizsbhahf]

natyd lankaranavr-nand bhisa yuk-patra-sameayarh|

arka-pravesakrr-ddhyam rasa-bhava samujjvalam||

sukha-duhkhotpatts kréam Caritam yastu bhabhridm|

srorttam  kathod bhitam kvmesd-utpadya-vastu caf/

natakam nama tay jiieyam rapakam natya-vedsbhih/?3
It 1s evident that Sagara directly borrows the expression
kyme d utpadya-vastu from the tenth line of the above quotation
Taking mnto consideration the actual practice, as discussed
above, the texts of Matrgupta and Sigara may be interpreted
to mean that the plot of a Nataka 1s to be borrowed and at
the sametime may be refashioned, upaita and pratsamskria, 1n
this sense indicate two characteristics of the plot and imply
that though the framework of the plot of a Nataka should
always be related to the achievements of the epic or puragic
heroes yet the poet 1s free to handle 1t 1n a manner suitable to
his own purpose Singabhtipala accepts this principle and
says that the theme of a Nataka should be khyatetr ortta-
sambaddha®* (connected with some renowned story), allowmg
thereby the scope of refashionmg The Dasa rdpaka allows
this scope of the poet n clever terms and shows the reason
It says that the poet 15 free to discard or change the incidents
1n the life of the hero, as depiced in the source, which are
not in conformity with the desired Rasa, or go agamst the
merits of hero The Bhiva prakdsana and the Szhstya-darpana
reiterate the same The ¥aiya darpana also mamtains the
same Several instances from existing Natakas have also been
cited by Dhanika to show how poets very often take the
Iiberty of changing and rejecting mncidents of the lives of
heroes as described 1n original sources 25 The Na ja derpena
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seems to be more practical 1n stating that the poets, while
depicting traditional stories, freely innovate new situations
and reject old ones for the sake of making the Nataks more
attractive to the andience 26 .

It may be added here that all the works on Indian
dramaturgy pay unconditional respect to Bharata and profess
to follow him The present Natya-sasira also acquired a
sanctity, almost religious in character, centuries before the
days of Abhinava-gupta It may be presumed that had there
been no support of the Natya-sdstra, at least an implicit one,
no theorist could have stated so explicitly that the epic and
puranpuc stories could be refashioned by the poets Abhinava-
gupta’s silence also on the matter cannot be explained
otherwise Similar was the position of the playwrights
Without the sanction of a4 s, possibly none could have
remodelled an grsa-story for fear of hurting the feelings of at
least the orthodox section of audience On the otherhand,
remodelling of traditional stories was a practical necessity for
the avoidance of boring repetitions Thus both theorists and
playwrights sought for an arsa sanction which they certainly
derived from the Natya-sastra It will not be out of place to
point out here that a stmple epic story, depicted 1n 1ts original
form 1n a Nataka, cannot be expected to portray diversities of
prosperity, amorous pastimes and so forth, as demanded by
the Natya-sastra 1tself 27 Thus, 1t will not be unjustified te
conclude that the Natya-i@stra 1mplicitly sapports the general
practice of remodelling traditional stories in Natakas

Dr Raghavan says, ‘“Themes are of three kinds, Renowned,
Invented and Mixed , Prakhyata, Utpadye and Musra” and
about upaita and pratisamskrta of the Nataka laksana, he
remarks ‘““These are two subdivisions of the first type of the
plot, the Prakhyata 28" But Sagara does not divide the plot
into prakhyate, wutpadye and musra kinds Moreover, this
division refers to the theme of drama in general and not of
Niataka only Like all other authorities Sdgara maintains
that the invented story forms the theme of Prakarana etc
It appears then that according to Sagara also, plots of dramas
are of three kinds, updlia, pratrsamskria and wipidya corres-



ANCIENT INDIAN DRAMA & DRAMATURGY 7

ponding respectively with prakhydta, nmusra and utpddya of
others Thus updita and pratisamskria cannot be taken as two
subdivisions of prakhydia

Sagara further maintains that even the lives of historical
or contemporary kings may form the subject matter of Nataka
This view deserves special treatment, as 1t 1s opposed to that
commonly held and finds support from no other authority
excepting Saradatanaya who declares

prayojana-vasat-tat-tu vartamanam apt kvacit |*°

This 1s the gist of Sagara’s statement

vartaméanam-api-nrpater-mahabhitasya kavi buddhi-piakaisad
asaditabya-bindvadil am yadi bhavati bhavatyeva nataka visayam>°

At the outset, 1t should be pointed out that any 1nsignifi-
cant contemporary king cannot be featured i a Nataka
according to the Nataka laksana The contemporary king
should be an exceptionally endowed individual (makabhita),
so that the Poet may find scope to develop his hfe-history into
the theme of a Nataka The events of his life, selected for
the treatment in a Nataka, should be suitable to be mnvested
with the Arthaprakriss and also to be divided into Karyatasthas
Sandhis etc Sagara seems to mean that 1f such an endowed
contemporary king isfound, the playwright 1s free to delineate
the events of his life n a Nataka What, however, 1s exactly
meant by the word zarttamana 1s not clear It may indicate
historical as opposed to epic and Puranic or simply contem-
porary, belonging to the age to which the poet himself belongs

The traditional story of the composition of Nafya out of
the elements of all four Vedas by Pitamaha himself, the use
of the term s#1hdsa to denote dramatic plot,3! and the subject
matter of the first dramatic performance 1e, the defeat of
the demons at the hands of gods, as recorded 1n the Natya-
$astra’s 32 all tend to suggest that in its origin drama certainly
utiised current old stortes But the Natye-Sastra nowhere
explicitly prohibits the lives of contemporary kings from
being depicted 1n Nitaka

It 1s Abhnavagupta who most emphatically opposes the
above view championed by Sigara The great commentator
of the Natya-fastra maintamns that hves of contemporary and
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historical kings should not be depicted 1n any form of drama
(Natya) not to speak of the Nataka, the highest form of
drama But that there were earlier adherents of the view
which was 1n favour of portraymng the activities of coptem-
porary kings 1n dramas, 1s borne out by the statements foynd
in the Abhinava-bharati itself In the first chapter of the
Natya sastra, Abhinava-gupta refers to a view said to be held
by some , according to which a poet may places his master
by depicting the latter’s life in Natya Abhinava-gupta
opposes the view on the gtound that some of the rapakas are
to deal with invented stories and some with renowned stories
according to the Natya sastra So, there 1s no scope of prabhu-
carita 1n Natya Here Abhinava remarks nace vartiamdna-
carstd-nuldro yukiah, and adduces arguments in his favour

He maintains that the disinterestedness necessary for aesthetic
response or moral edification may be hampered by the
spectator s personal reactions to the proximate events of the
Ife of a contemporary king depicted 1n a Nataka as hero 32
Later 1n the chapter XVIII of the Natya $astra, Abhinava
further remarks that if the life of the hero of a Nataka s
picked up from contemporary history, his high achievements
described 1n the drama may fail to convince the audience and
1t 1s for this reason that Bharata speaks of Prakhyata again
and again ¢¢ Even a god should not be featured asa main
hero 1 a Nataka according to Abhinava who, however,
maintams that divine heroines and gods as secondary charac-
ters may be introduced in Natakas A heroin a Nitaka says
Abhinava 1s generally portrayed as subject to separation and
pathos etc , and a god cannot be so represented without bemng
dragged down to the level of ordinary human beings 25 Thus,
according to Abhinavagupta neither a contemporary king nor
even a god could be featured 1n a Niztaka as hero The hero
of a Nataka should always be one who 18 1djarse-vamsap: abhaosa

The Natya-darpana simply repeats what has been said by
Abhinava-gupta in this matter in different words 86 The view
of the Dasa rapaka and 1ts followers has already been discussed

Thus, with the solitary exception of $arad5tanaya all other
authorities on dramaturgy beginnming from Abhinava.gupta
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opine agamnst the mclusion of contemporary kings as heroes
1n Natakas

An enquiry 1nto the actual practice regarding the delinea-
tionof the lives of contemporary and historical kings in
dremas by ancient Indian play wrights cannot but be 1nterest-
mng here The enquiry may be started with Kalidasa though
there has been a great controversy regarding his date Dr SN
Dasgupta places him in the 2nd century B C,1 e,1n the
Sunga period 87 Accepting this view 1t can be pointed out
that the character of a contemporary and historical king has
been depicted in a Nataka by the Prince of Indian poets
himself 1 his Malavikzammitra 3° On the other hand, a
drama, consisting of nire Acts and with a famous theme
describing the activities of historical Personages like Buddha,
éauputra and Maudgalydyana, has been designated Sarputra-
prakarana by 1ts author A§vaghosa According to Natya
sasira, as 1nterpreted by Abhinavagupta, the plot of a
Prakarana may be invented or taken from anarsa-kavya like
Brhatkaihd etc , or stmilar works of other poets 3% The story
of the drama Sa@riputra-pt akarana 1s neither mnvented nor taken
from any andrsa source known to us That the story was not
taken ,from any drsa source like the Epics and Puranas, that
sénputra, the hero, was neither a king nor did belong to the
family of any r#@jarss and that Aévaghosa perhaps utilised
some old amarsa source for the story might have been the
reasons behind calling the drama a prakarana It can also be
surmised that Advaghosa took the events described in the
drama, as contemporary even after four long centuries It
1s also interesting to note that the Svapna-Visavadatia has
all along been regarded as a Nitaka though 1ts story is not
taken from any dgrsa source Candragupta certainly did not
belong to any family of royal sages, but Mudrd rdksasa 1s a
Nataka and Abhinavagupta takes it to be so 4 Moreover,
the storv as depicted in the drama 1s not taken from any
known drsa source #T Later allegorical dramas like Prabodha-
candrodaya, Mohardja-pargyaya and Sankalpa-siryodaya are all
styled as Nataka The drama Mohardja-pardjaya of Ya$ah-
pala, describing the conversion of Kumarapala, the Caulukya
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Kmng of Guyrat to Jamusm may be said to have featured a
contemporary king as hero The drama, of course, writien
after the death of Kumarapala But within a few years events
cannot shake off varitaminatva and assume prakhydtaiva
Moreover, the drama may be supposed to have written Prablu-
parviosiya, as the author himself served under Cakravartin
Abhayadeva who reigned after Kumarapila 42

From the above, 1t may be concluded that the school of
thought to which Abhinavagupta appears to belong has not
been followed by some dramatists of even later ages On the
other hand, Bhasa, Kalidasa and Viikhadatta appear to
have given little importance to the theory that Nataka should
depict the lives of those royal heroes of Epics and Purdnas
who led exemplary lives and that 1ts theme should always be
taken from some arsa source as maintained by Abhimnavagupta
But the theory itself 1s old enough and this can reasonably
be surmised from the adherence of Advaghosa to1t, other-
wise $5rxputra prakarana could not have been so designated
Among ancient theorists also, there was a powerful school
of thought the adherents of which had no objection to the
featuring of historical and contemporary kings as heroes m
Natakas, as an erudite like Abhimavagupta, as shown above,
cannot be supposed to have fought against non-existent views
or those advocated by neghgible persons Abhinavagupta
further refers to a view as championed by Ghantaka and
others which maintains that a king, whether he 1s renowned
or not, 1s fit to be featured as a hero 1n a drama 1ncluding
Nataka 43 Sagara also seems to maintain that 1t 1s the story
that counts and that the story should satisfy all the technical
exigencles of Nitaka as discussed above , the hero may or may
not be a rdjarsi-vamsa~prabhava one Sagara distinctly says that
the vartamana king can be featured in a Nataka, 1f he 1s an
exceptionally endowed (mahabhita) one #* A drama properly
depicting the life of an exceptionally endowed historical or
contemporary king can reasonably be expected to achieve its
ultimate object which 1s moral edification through aesthetic
pleasure of all sorts of spectators, as stated by the Natya-
Sastra 48
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Thus, 1t appears that Sigara here simply supports an earlier
view and 1t cannot be said that he 1s the earliest authority to
forraulate the theory, as supposed by Prof Biswanath
Bhattacharyya ¢¢ The Natya-sisira nowhere explicitlv
prohibits the historical and contemporary Kings from being
featured 1n Nataka On the otherhand, it seems to have lent
its implicit support to the view when 1t enjoins that the
characters of kings and their activities, arising out of thetr
Joys and sorrows may be depicted 1n a Nataka ¢7 Matrgupta
also says the samething in the ninth line as quoted above
So, neither Sagara himself nor the authority or authorities he
follows, can be said to have violated any principle of the
Natya-$astra 1n this vital matter

It should also be remembered 1n this connection that
according to Indian dramaturgy, the plot of a drama 1s only
1ts body48® and 1t 1s the Rasa that infuses life in it Without
Rasa the composition fails to carry out any sense 4° The
success Or otherwise of a drama depends upon whether 1t can
or fails to evoke the Rasa (sentiment) in the minds of the
spectators It matters little whether the hero 1s a rdjarsi-
vamsa-prabhava one or a historical or contemporary king
This seems to be the view of catholic theorists hike Sagara and
others whom he follows Abhinavagupta’s objection 1s based
on the assumption that historical and contemporary heroes
are incompetent to arouse aesthetic pleasure, the ultimate end
of every literary activity Those who favour the incorporation
of historical and contemporary events in the domain of drama,
certainly believe 1n their competency in evoking the same
aesthetic pleasure, 1f only properly handled

Moreover, drama 1s an art for the people Inits early
days the people could be satisfied with the stories of legendary
kings but which grew hackneyed in course of time, and there
was certainly a demand for new elements The first step
adopted by the playwrights to meet this popular demand was
presumably innovations 1n the framework of traditional stories
In due course this process brought about a complete change
1n the details of those stories leaving only their bare outlines
with the names of heroes and heroines to survive, and this 1s
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evident in extant dramas For the same reason some play-
wrights ventured to introduce historical and contemporiry
stortes 1n the field Puritans naturally, opposed the idea and
Abhinava seems to hava voiced their view 1n his Abkunavas
bharatr This tussel between the catnolic and puritan groups
of critics 1s a natural feature 1n tne history of every literature
Indian theorists have all along sought the sanction of
the Natyo sastra for their views and as a result serious
dwergences have crept 1n so far as the interpretation of this
ancient text 1s concerned Sagara scems to have gone a step
further and declares that it 1s not the profession of the
Sastrakdra to punish the learned who deviate a bit from the
chalked-out path 0 Sistra 1s not to obstruct the progress of
literature and this seems to be the view of a true critic 1n the
modern sense of the term
Sdgara seems to have had no objection against the portra-
yal of gods as heroes in Natakas He himself states that
Nitaka 1s the imitation of past activities of gods etc , and
in his support quotes the following verse from the Natya-
sasira
devatanam manusyanim 1 gjnam lokamahatmanam |
pirvavritanucaritam natakam nama tad bhavet/[
The GOS edition of the Natya-sastra reads the first half of
the verse as
devatanam rsinam ca rajidm cotkrsta-medhasam|
A manuscript reads ndtya i place of ndiaka There are
several other variants also 57 The reading naiya indicates
that the verse refers to the contents of drama n general and
not of Nataka only The word ndicka may also be used 1n 1ts
generic sense to mean ripake In any case, the verse sanc-
tions the representation of gods as main characters 1o dramas
mcluding Nataka
From the above discussions it follows that 1t 1s the quality
of the hero that determines the suitability or otherwise of
the plot to be aepicted 1n a Nataka The Natya-Sastra 1n this
matter, simply states that the hero of a Nataka should be
renowned and exalted or magnammous (prakhyziodatia-
nayakam) 3% The word udatia 1s very important here Diver-
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gent views on 1t’s interpretation have given rise to different
opinions regarding the type of the hero of a Nataka

The word udatta has not been explained in the Nataka

laksana-ratna kosa  Abhwnava bharati refers to the view of
Sankuka who 1s said to have maintamed that the word wdatia
implies that renowned characters only are to be selected from
the epies  But according to the teacher of Abhinavagupta,
the word refers to the third type of renownedness as two others
have been included by prakhyaiavasty % Abhmmavagupta him-
self states, udatta +ts vira rasayogya ukiah, and adds that all the
four types of Dhira-lalita, Dhira-pradanta, Dhiroddhata and
Dbirodatta have been included by 1t  Thus, according to
Abhinavagupta, the hero of a Nataka may belong to any one
of these four types 54

Dr S N Shastr1 maintains that Sagara seems to adhere
to the school of thought according to which the hero of a
Nataka should belong to the Dhira lalita class only and goes
on to prove the untenability of the view by citing instances
of Natakas having Dhiroddhata heroes He also declares
that Sagara has misunderstood the real implication of
Bharata’s instructions contained in the following lines 35

deva dlroddhata jhieyah syur dhra lahita nrpah |
senapatwr-amatyasca dhirodattau prakirttitau |/
dhira-prasanta vyfieya brahmana vanyastatha |36

Dr S N Shastr1 appears to have overlooked the full
relevant text cf the Nataka laksana ratna kosa which distinctly
says

sarvatha yema sarvam samapyate sa khalu nayakas catuh-
prakrtikah|dhiroddhatar|dhira lalitah/dhirodattah |dhira-prasantas-
cals"

It 1s apparent that hke Abhinavagupta, Sagara also main
tains that the hero of a Nataka may belong to any one of the
above four types Following the above general instruction of
the Natya sastra Sagara states that the gods are Dhiroddhatas
(vehements), a king 1s Dhira lalita (gay), the general and
minister are Dhirodattas (gallants, and a learned ($rotryya)
Brahmin and merchant are Dhira-pradantas (quiet) Besides
these, mixed types of heroes have also been recognised in the
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Nataka-laksana-ratna-kosa which adds that these types are
determined by their mode of conduct 1n love matters 58 The
Natya sastra reads the verses, quoted above, in connection with
the description of upaczra Sagara 1s fully conscious thaf the
above division of heroes in the Natya-sastra 1sa general
instruction, mainly related to the behaviour of the herces in
their love affairs Natya-sasira as it appears, here points out
the most dominating quality of main characters 1o a drama
and thus lays down some general principles regarding the
delineation of characters

That there was a school of thought of which Sigara
has wrongly been supposed to be a supporter by DrS N
Shastri, as stated above, has been borne out by a reference
in the Abhnava-bharatr It informs us that some opine
that the hero of a Nataka should be of a Dhira-lalita type
And this follows from the instructions contained 1n deva
dhiroddhata etc , of the Natya-sastra (quoted above), because
a king only should be featured as heroin a Nitaka and
according to the Natya sastra he belongs to the Dhira-
lalita type Abhinavagupta opposes the view and points
out that Janaka, Rama etc, depicted as herces in Natakas
do not belong to Dhira-lalita group 5° His conclusion 18
that the hero of a Nitaka may belong to any one of
those four types ¢¢ The Natya-darpana follows this inter
pretation of Abhinavagupta and goes a step further to
declare that kings may belong to any one of the four types
rajanastu caturnndhah 81

Thus, there has been a controversy, among even earlier
authorities, regardmg the interpretation of the description
of four types of heroes in the Na:ya-sastra and also regard-
ing the admissibility of those types in Natakas Sigara
clearly states that all the four types are suitable to Nitakas
Abhinavagupta followed by the authors of the Natya-darpana
admits the same 1n a clever way Ithas been shown that
there were other views also

The Dasa-rapake seems to have bypassed the contro-
versy It_mamtams that the hero of a Nataka should always
be a Dhirodatta one In this respect, later works like
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tne Rasamava sudhgkara and Sahitya-darpana follow the
Dasa-rapake 2 If Dhanika’s interpretation of the term
udatta 13 accepted, then this view does not appear to be
so untenable as taken by Dr § N Sastr1 3 Dhanika
mamtams that audatiyam ks nama sarvotkarsena vrituh €4
According to this interpretation, undoubtedly a new
approach to the problem, the hero of a Nataka should be
described as surpassing all others around him 1n mernts
The character of the hero in any serious drama should
be the most impressive one so that the attention of the
audience may easily be focused on his acting Sanskrit
drama closely observes this Principle The Natya sastra
itself and authorities like Sagara and Abhinavagupta give
stress on this poimnt in theirr own way, as has already been
shown The Dasa ripaka, as interpreted by Dhanika, also
tries to achieve this end 1n an ingenious way With the
above nterpretation of the term udaite Dhamka finds no
difficulty 1n declanng Jimuta-vzhana as a Dhirodatta
hero 85 The view, however, has been severely criticised
1n the Ngtya-darpana 66

The division of the heroes 1n dramas into Divya,
Adivya and Divya-divya groupsis decidedly of later origmn
Probably under the influence of Vaisnavism®? Ngatya szsira,
Natoka-laksans and Abhvnava-bharair do not make any attempt
of classifying the heroes in this way



CHAPTER II

Five Avasthas (Five successive states)

“An action when developed 1n full, as normally it 1s
1in the Nataka, the most perfect of forms of drama, mnvolves
of necessity five stages of developments ! These five
stages are called five Avasthas or Karyavasthds of the plot,
the shwrita They are,—Arambha (Prirambha), Prayatna,
Praptisambhava (Praptya$a), Niyata-Phalaprapt: (Niyatipti)
and Phalayoga (Phaligama) They occur in this order as
they are enumerated 1n the Naiya-sastra and the preceding
stage naturally leads on to the succeeding one 2

Sagara-nandin describes the five Avasthds in prose and
mostly 1n terms of the Natya-sasira without quoting 1t word for
word But at the close of his discussion he quotes Matrgupta
and states that Matrgupta describes the five Avasthas briefly in
the following way 3 It can be presumed from this, that
according to Sagara, Matrgupta’s description of five Karya-
vasthis does not vary from that of the Natya sastra
Matrgupta’s description, as stated 1n the Nataka-laksana 1s

prarambho ravana vadhe khara prabhrti vaisasam |
prayatnah sirpanakhaya krtah sitapaharatah |/
sugrivasya tu sakhyena samjatah prapti-sambhavah |
niyata phala sampraptih kumbhakarrady samksayel[

yo devay raksasapateh karyo dustamater vadhah |
phala yogah sa ramasya dharma-kamartha-siddhaye [[*

Matrgupta, as 1t appears from the above, described
five Avasthds with reference to a Nataka, beginning with the
forest life of Rima and ending at the killing ot Rivana
Sagara informs us that all these are clear in the Raghava-
bhyudaya,5 an old lost Nataka from which there are
fourteen citations in the Nawaka lalcana From the above
description 1t appears that according to Matrgupta each
of the five successive stages 1s marked by an incident or
incidents and the Phalayoga 1s marked by the last mncident
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bringing about the gams of the hero in the forms of
virtue, pleasure and prosperity Here Ravapa-vadha has
been taken to be the Phalayoga and the first stage 1e,
the adnihilation of Khara etc, has been shown to lead
to the second stage marked by the abduction of Sita and
scon But at the time of killing Khara etc, Rima cannot
be supposed to be conscious of the ultimate end, 1€, the
killing of Ravana So, 1t cannot be said that according
to Matrgupta the ultimate object of the hero 1s fixed in
the stage of Arambha Moreover, 1n the stage of Prayatna,
Matrgupta seems to have given the scope of describing
the pursuit after the desired object by some one other
than the hero

ARAMBHA (Beginning)

Sagara defines Arambha as byasyaut sukya-mat aban
dhah,® and illustrates the same with a verse, said to be
taken from the Ko$alinka As a comment on the illus-
tration he says, ““This Arambha 1s to accomplish this ™7
The ilustration cited describes a situation where Rama
1s determined to move to the forest at his father’s
command and praises the move as commendable 1n all
respects Bija according to Sagara, as will be shown, 1s
the cause of the final stage of the action Now, the
exile of Rama, the first incident, ultimately leads to the
destruction of Ravapa, the final stage of the action, through
successive stages DBut at thisj first stage the hero, here
Riama, cannot be said to be conmscious of the ultimate
goal This 1s quite 1in conformity with the above exposition
of the Arambha by Matrgupta Thus, according to Sagara
Arambha consists in the beginning of the action where-
from a move sets afoot which ultimately leads to the
final stage of the action

It 1s evident that Sagara does not make any attempt
to explamn the text of Natya-Sasira quoted by himself, but
through 1llustration brings out the imphcation of Arambha

2
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and m domng so he follows Matrg: pta, presumably with
a belief that Matrgupta does not differ from tl e Natya sasira
The Bhara-prakasa also follows his lire of thought as 1t
appeirs from the illustraaon 1o cites from the 4t hogiizna-
$akuntala  According to the Rasainava-sudhaklara the begmn=
mg of eaertion by the hero for the final «im 1s the
Arambha and 1 this respect 1t 1s followed by the Nataha-
candinkz o Onrly anxious desire (avtsukva matram) tfor the
accomplishment of the chief aim is the Arambna according
to the Dasa ripaka and Sahitya darpana 1° The Dasa ripaka 18
not explicit enough whether the first move or anxious desire
should be always of the hero bimself or not Viévanatha,
however, maintains that this autsukya may be aroused 1n the
mind ot any leading character lire the nayaka, nay.ka etc 11
The fine! object 15 reached thiough siccessive stages It
canrot be said that in every case, his final object 1s
consciously desired by the character concerned at the stage
of the first move Following the view of Matrgupta as
exrlained before, 1t can be pcinted out that Rama cannot
be represented as bent upon the k lling of Ravana at the
stage of the annihilation of Khara etc , by lum

Abhinavagupta takes Blja to mean upaya sampat, 1€
means and explains Arambha as a state of deliberation and
anxiety regarding the means for the attainment of the final
end suitable to the hero in question The desire giving rise to
deliberation and enxiety may at this stage be rooted m the
mind of the hero or his minister or heromne or hero’s
enemy or it may be simply an affair of dawa (providence) 12
Abhinavagupta seems to mean that whoever might be
anxious for the means at this stage, the means should
be always for the final achievement But how 1t 15 possible
in the case of a pratungyaka in not clear The natya-darpana
adds movement with anxiety for the means but follows the
line of Abhinavabharaty closely so far as the implication
of Arambhe 1s concerned 18
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PRAYATNA (¥ffor1)

Following the Natya sastra, Sigara defi1es Prayatna as
+hala yogam aposyata eva tatra wyaparah *  and illustrates
this second stage ot the action by citing the part of a
verse from the Kulapaiyanka where Ravana 1n the guise of
a hermit descrbes his effort, presvn atly directed towards
the abduction of S1td I8 Réavena certzinlt s» not the hero
of the drama from which the 1illustration las been cited
Tlus, according to Sagara, the zealous puisuit after the
object of desire which has not ye* been found, 1s the
Piayawna This pursuit may or may not be cone by he
here himself or relatea directly to the finel object, but
must lead to the neat stage of the action This 1s what
Matrgupta says about Prayatna, as pointed out before

According to Abhinivagupta, Pravatna 15 the more
scrious endeavour of any one, as in the case of Arambha,
in finding out the means for the final achievement Here
also Ablunavagupta gives stress on mental activity The
Natya-darpana foliows Abhinava but states more explicitly
tha. only anxiety 1s Arambha but Prayatna s serious
anxety 16

The Dasa-rapaka, as interpreted by Dhanika, maintains
that Prayatna 1s the speedy activity of some one, consis-
ting 1n the employment of means 17 The Sahitya-darpana
follows the Dasa ripaka and Avaloka 18 Persistence of the
anxiety for the attainment of the desired object 1» Prayatna
according to the Rasariave sudhakara and this 1s followed
by the Nataka-candrika 12

1he Bhava prakisa defines Prayatna after the Narya-
sastra and 1llustrates 16 by citing the veise from the Malati-
madhava Act I, where Kamandaki’s determined effort in
uniting Madhava with Malati has been described 2° Thus
the effort 1s not of the hero here



20 NATAKA LAKSANA-RATNA KOSA IN THE PERSPECTIVE

PRAPTI-SAMBHAVA OR PRAPTYASA
(Prospect of success)

Sagara defines Prapti-sambhava briefly 1n the words of the
A% ya Sastra as bhavamairena phalasya ya praphk 21 The word
bha nmatrena 1s significant, but has not been explained by
himy  The Bhava-prakzse in this respect comes to our help
It gives the same definition of the Prapti-sambhava as 1s
found 1n the Natya sasira but reads sattamatrena instead of
bhavamatrena 22 The stage 1s 1llustrated by Sigara with a
citation from the Sugriwanka, where the furious monkeys
aic asked to fall upon the demons S3gara comments on
this 1llustration that here at the news of Sita thereis the
determined effort of the monkeys to destroy the demons 23
Here the final end (phala) 1s evidently the recovery of Sita
and this is possible only when her whereabouts are known
Hence, here there 1s at least a mental accomplishment
of the final object of desire (phalasya prapts) so far as its
possibility (bhavamaztrena) 1s indicated and the whole effort
of the hero 1s directed to the final achievement Thus,
bhkavamatrena in the above definition seems to mean satiamatrena
1e,In 1ts mere existence So, 1t appears that according to
Sagara Prapti-sambhava s the knowledge of the existence
and as such, possibility of the future phala-prapts The main
characteristic of this stage 1s thus a psychological forestalling
of a chance of achieving the end, tantamount to the adop-
tion of a plan, based on materials 1n hand which are regarded
as conducive to success The Rasarnava-sudhakara says
this 1n a more simple language 24 The Nataka-candrika tollows
the Rasarnava-sudhzkara and also quotes the Natya fasira
1ts support It also quotes the view of Dhbanafijaya evidently
to indicate 1ts difference with that of the Natya-Sastra 25

Abhinavagupta takes the expression bhavamairena to
mean the i1emoval of obstacles and the gamn of additional
means Due to these two factors according to Abhinava-
gupta, the possibiity of specific achievement but not 1ts
certainty, comes to be known at this stage But to w hom
to be known 1s not clearly stated though this Avasthd has
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been stated to be the third one of the hero 26 So far as
the gain of means 1s concerned Abhinava’s view here seems
to be similar to that of Matrgupta Matrgupta, as quoted
above;27 seems to mean that the possibility of Rima’s
success in killing Ravana 1s born of his friendship with
Sugriva,1e, the gan of means The Narya-darpana follows
the line of Abhinavagupta 28

According to the Dasa-rapaka aiso, this third stage 1s
one of uncertainty regarding the final accomplishment due
to the existence of both suitable means and apprehension
of obstacles The Sahitya-darpana here quotes the Dasa-ripaka
ad verbum 29

It 1s interesting to note that all the authornties referred
to above, try i thewr own way to suggest that in the
third stage of development of the plot of a drama, the
playwright suggests the final mark he wishes to hit Here
he 1ndicates the possibility of hero’s success but not its
certainty

NIYATA PHALAPRAPTI NIYATAPTI
(Certainty of attainment)

The Nataka laksana offers two views so far as the descrip-
tion of the Niyataptiis concerned The Natya $asira means
that at this penultimate stage of the action, the sure
success of the hero comes to be visualised an 1dea
(bhavena) © It appears, that accordingto the Natya-Sastra
the playwright 1s to handle the plot in such a way that
the audience in this stage can form an idea of the final
achievement of the hero, which 18 yetto come and that
the dramatic suspense 1s also maintained

Abhinavagupta interprets the above description of the
Nuyataptiimn his own way He takes the word bhavens to
mean by mamm means According to his interpretation, at
the stage of Niyatapt: it becomes apparent that the hero’s
final achievement 1s assured by main means,-through the
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assistance of helping mears and by the removal of obstacles
Naiya darpana follows this explaration of Abhmavagupta !
It may be pomnted out that here also £ bhimavagupta does
not state specificaily to whom 1t becomes aprarent th«t
the means are sure to bring about the phala

Sagara first explains the erm Niyatapt: as miyalr mscia
phala prapty-wpasthitawely yavat 32 He means to say that
at this stage of Niyatapt .he fina! attunment 15 to be
shown as 2lm.ost come alout Asan ihustration he cites
f-om the Veni sam dra whe:e Paficalaka 1el>tes the message
from Viasudeva to Yudhisthira asking the latter to make
preparations for the coroaation, as Bhima 1s svre to kill
Duryodhana in the battle already in progress ” The
tlustration shows that the success 1s ebott to come But
even after this a ragic complication 1s created by the un-
fo eseen entrance of Carvika in Jus drama So, Niyataptr
according to this explanation of Sagara seems to consist
mainly 1n the removal of all known obstacles

Sagara then gives the view of ASmakutta which says
m ater-apacaya-param parg wyats . phalapizptr 3% Accordieg
to this view successi» ¢ losses sustained by the enemy constitutes
Niyatapt: This seems to be what MaAatrgupta means by
myata phalasampraphk  kumbhakarnadisa nksaye Sagaia
illustrates this Niyatipti by a citation from the Act VI of
the lost Rama-play Janah: richave of a forgotten dramatist
Here, 1n the citation Laksuwiana appears to console Rama
that there 1s no cause of his dejectior s the more for-
midable yourg eremies like Kumlhakerna Indrapt and
Kumbha have 2l.eady been killed and there remains only
the old Rivana 3¢ [he illustration refers to the number
of losses of Ravana, the enemy of the hero (Rama) of
the diama and this 1s the characteristic feature of Niyatapts
according to Mitrzupta and ASmakutta as recorded by
Sagara

The Dasa-rapaka holds that Niyatiptiis the certainty of
final achievement of the hero due to the want of obstacles 37
The Szh.ya-darpans simply quotes this statement of the Dasa-
ripake and the Rasarnava-sudhzkare also means the same
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and 1s followed by the Naiaka-Candrikz3® This view seems

to be somewhat similar to that of Abhinavagupta but not
80 expressive and clear

PHALAYOGA
(Accomplishment, Constmmation)

Phalagama or Phalayoga 1s the last stage of the action
eonsisting mainly of the accomplishment of the de ired
object of the hero Fo'lowing the Ng‘ya sasira Sagara
describes philavoga as

ablipietam anuripam kriya pholam vatie nipannam sa

phalayogah 3°

The 1illustration 18 cited {rom e Janal. raghave In the
Acr I of the drama as quoted ama commented upon by
Sigara, the lilling of Ravana and the rescue of oitd
have been referre* to througn the dialogues of Sita and
Privamvad3 In :te last Act, says Sigara, both have been
accomplished 1n accordance with what was referred to
before and as such, both are to be considered as
Phalayoga 40 By anuripa he seems to mean in accordance
to what has been hinted at before It may be noted here
that Matrgupta also as quoted above, says that the killing
of Ravana by RZma 1s Phalayoga It appears then that
according to Matrgupta whom Sagara seems to have followed,
Phalayoga 1s also marked by incident o1 incidents Sagara
thus seems to maintain that here in the last stage the
desired fruits of action (ebhipretam kriyaphalam) should be
represented as attained (mispannem) and this should occur 1
such a way as to conform with the beginning

According to Abhinavagupta, that state of the hero
(savastd nayakasya) 1s phalayo;e in which he achieves n full
the sutable object desired by him The Natye darpana
also says the same 1n aifferent words ¢! The Dasa ~ paka
siumply states that the phalayoge consists in the full and final
attainment of the hero The Sahitya-darpana, Rasarnava
sudhghara ard  Nateka candiiki just follow the Dala-
ripoka 42
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In this last stage of the action of a drama the play-
wright unfolds the meaning of the beginning and successive
stage In every serious Sanskrit drama worthy of its name,
the dramatist conveys a noble idea and tries to set 'n
iderl This 1dea acts like a guiding force throughout the
pla. The incidents are represented to occur as connected
by a chaimn ,—the central idea 1In the Phalayoga this idea
tinally unfolds 1ts nature and establishes the ideal firmly
Thus, from another point of view, the Phalayoga consists
1n the achievement of the dramatist’s own desired object

There has been a great confusion regarding the exact
mmplication of the five Avasthis and the fact has been
recorded by Saraditanaya who maintains that the Phala,
so far as the construction of the plot of drama is concerned,
‘Is connected with the desired end either of the poet or
of the hero of the play concerned %3 It may be sad
that the Avasthds are connected with the hero and
other dramatic personages objectively, but subjectly they
are the concern of the poet and that the Nzpys sastra itself
and Abhinavaguptabharati appear to have supported this
view 44

Dr V M Kulkarm after a studv of the Avasthns,
mainly 1n the line of .4bhinava-bharat, arrives at the con-
clusion that this division of the plot of a dramais a sub-
jective analysis of the theme inasmuch as, ‘‘The Avasthas
are pnimarily the mental states or attitudes of the hero
with reference to the end aimed at by him *>4°> But from
our above analysis 1t appears that no stage can strictly
be called as a mental state of the hero It has been
clearly shown that at least the first two stages may not
refer necessarily to the mental attitudes of the hero
according to Abhinavagupta and that no stage has been
explained as mental state of the hero by Matrgupta and
Sagara and also that according to the later theorists the
question of the final end aimed at by the hero may not arise
at all mm the first two stages Other authorities also hold
almost the same opinion i the matter, as has been dis-
cussed mn details The analysis 1s subjective no doubt,
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but that 1s from the standpoint of the playwnght, as
pomted out above Abhinavagupta, of couise, gives 1
some cases stress on mental states 1n explaining the
Avasthas but not always of the hero himself Abhinava
gupta’s analysis of the Avasthds seems to be one from
the standpoint of the dramatis. matersaliced through the
characters of the play concerned

Sagara followmng Maitrgupta mamnly, analyses the plot
purely from the standpomt of a spectator and his process
may be called an objective one He seems to have given
stress on the fact that the Avasthas aie successive stages
in the development of the action and each Avasthd 1s
marked by an incident or incidents It has also been shown
where he differs from other theorists and mamly from
Abhinavagupta Among other writers, the authors of the
Natya darpana follow closely the line of Abhmavagupta and
$4radatanaya 1n some places seems to adhere to the school
of thought represented by Sagara as has been pointed out
m respective occasions

All the theonsts, howevel, are of opinion that from
the very beginning of the action the situations in a drama,
should be depicted mm such a way that in each case the
preceding stage should naturally lead on to the succeeding
one and ultimately the whole action should culminate to
one pomnt This leads us to conclude that the idea of a
mono centric plot was firmly established in the realm of
Indian dramaturgy



CHAPTER III

ARTHAPRAKRTI
{Const t ent Elements of the Plot)

The analysis of tne plot into five Arthaprakfus dove a
upon the formal diviston ot the plot of a drama 1nto
princ:pal and secondaiy actions, known in Indian dram-~-
turgy as AdlL kinka and Pidsangika Vritas The fttu
or the plot o1 a drama consists of silnations some of
which are directly connected with the main thread of the
story ana some indirectly From this pomt of view the
plot has been analysed as cobsisting ot two Parts
Adhikdnka and Presangiha or Anusangiha ' The plot of
a drama 18 an organic whole and the -0 colled parts aie
inseparably connected behasing like elements in the crns-
titution of a living organism  When they arc artificially
thought to Le sevarated, they lose theirr dramatic qualits
Moreover, the complex structuie of a drama do.s not to
easily yield to the above soit of formal division But the
profession of a critic 1s sometimes like that of a student
of surgery For the sake of the analysis of the plot such
a division 1s essential

Adhikarika-vrtta or the principal action plays the leading
part 1n the final attainment and 1s directly connected
with the here The Prasangiha one (incidental o1 secondary
action) on the other hand, 1s not directly related to the
final achievement but 1s contributory to 1t2 The point
has been made clear by an illustration 1n the Nataka-laksana-
ratna-lose It says thatin a plot where the killing of Rivana
15 the Karya (Princtpal action), the slaying of Valix by
Rama to win Sugriva’s alliance 1s Anusangika *

Sagara mforms us that according to some, the
Anusangika 1s a contubutory story within the main story 4
Evidently, this s not the opimon of Sagara The secon-~
dary action i1s undoubtedly contributory to the principal
action, but 1t m y no. always be a full fledged story
(kathz) Tt mar he a mere incident
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There has been a long standing cortroversy regarding
the significance of the term Anthapralrti  According to
Abhinavagupta the five Arthapralrtis are but means for the
attainment of the fruit,1e, the final end ® This 15 also the
opinton of Dhanitha and Vidvanitha s.mplv repeats the
statement of Dhanmka The Natya-darpaia also maintains
the same opinion 6

Rasar wva- udhzkara takes the Aitnaprakriis to mean parts
of the story The view 1s rot 2 new one Abhmava-
gupta rightly cniticises the view on the ground that if
Arthaprakrtis are taken to be the parts of the whole
story, then the Sandhis also should bpe 1egarded as
Arthaprakrtis, which they are not 7

The standpoint of the Bhziaprulasa 15 a bit difficult to
ascertain due to the nature of the text It reads  arthaprak-
1tayah paiica hatha bhedasva (one wmanuscript reads tatha
deha va) hetavah| ete kathasarirasya hetavah paroirttitah ® The
reading dehs o seems to be probable as the two statements
become i1deviv .l According 1o $3tacitanava then Artha-
prahrtis are elemerts of the plct Thev are the causes of
the plot inivmuch as they cowrbite to produce the plot
This definition of the Bhé pra 1y evidently taten from
the $/»g31a prak@se of Bhojarija who also looks upon the
Arthaprakrt - 1< elements of the vlot o

Leavine 1side the standpoint of the Rasirnava-sudhdkara
we get tao views regarding the neture of the Arthapra-
krti+  According to Abhmavagipta and otheis, as shown
bufore, thev are, phala-hetuvah ©1 praycjana siddhe-hke tavah,
and according to Bhoja and $araditanaya they are, kathd
$arira hetarah It 1s 1interestin to note that both these
schools of thought accept the word prakiiv to mean hetu
(causc), but according to the former artha mdans phala
while according to the latter it denotes the kathasarira, the
story

Sogatt siys  natakiyapastunah  pafica prakrtayah svabhavah
bhavant: 't L. s evident that the word artha herc, has
been taken to mean the plot of a drama, but only a
synonym of the word Prck tr 1 civen The werd prokri
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Or svabhzga here may however, be taken to mean consti-
tuent elements or inherent properties as other meanings
of these two words appear unsuitable 1n this context It
thus appears that according to Sagara Arthaprakrtis "are
constituent elements of the plot Ths 1nterpretation 1s also
supported by his own statement that without these there
can be no plot of a Nataka 1! Bhojar3ja and $aradatanaya
as discussed above, appear to have shared the view held
by Sdgara It may also be pointed out here that Rupa-
gosvdmin, an ardent follower of the Rasdrnava sudhakara,
describes Arthaprakrti as pafica vidhyat kathayastu prakrtik
paflcadhd smrtz T2 Tt 15, however, mot clear thatthe word
Prokttr means here, but from the statementit appears that
the Vaisnava savant believed 1n the five-fold division
of the plot The whole statement may mean that as the
plot has not got fivefold division so their causes or elements
are also five In any case, 1t 1s a confusing description
having 1its origmn, perhaps, to the influence of the Rasarnava-
tudhzkara and the school of thought represented by the
Nataka laksana ratna kota

It may further be ponted out that the view held by
Sagara and Bhoja regarding the Arthaprakrtis, appear to
be an older one Abhinavagupta refers to 1t While com
menting on shortte yathavasthah'® of the Natya $astre he
says artha torite prakrtaya 1ty vakiavye arthagrahanam abriktam
syat lyarasthgbhisca tulyatzrarnanam varnanamatram syadik
kwmanena ¢ The above verse of the Natya Sastra enjoins that
as there are five Avasthas 1n the 1f20rita, so there are five Artha
prakrtis Abhinava-gupta seems to mean that arthe 1n the word
arthaprakriayah of the verse, becomes superfluous 1f 1t 1s taken
1n the sense of «fwvrtia which follows from the first halt of the
verse Moreover, 1n that case Arthaprakrtis becore (quated
with the Avasthas, as both of these groups sigmify nothing
more than the nature of the plot, analysed in its diffczent
stages of development and as such, the description of the
Arthaprakptis becomes useless So far as the above verse
of the Naiya-$astra 1s concerned, the cogency of the first aigu-
ment of Abhinavagupta 1s unquestionable But the editor
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informs us that the first half of the verse 1s not found
m most of the manuscripts!5 and Sigara also has not
mnclyded the verse i1n his text The second argument
cannot be directed against Sagara imasmuch as according
to his standpoint Avasthas are five stages in the develop
ment of the action and the Arthaprakrtis are but consti
tuent elements and not divisions of the plot and as such,
the two pentands cannot be equated

Regarding the order of the Aithaprakrtis mn{a drama,
Sagara maintains silence The problem will be considered
1n details 1n due course 18

To sum up, Arthaprakptis have been taken at least n
three different senses by different schools of thought
According to the Abhwnata bharatr Dalaripaka, Natya-
darpana and Sahitya-darpana, they are the means for the final
attainment (phalahelavak) Sagara maintains that they are
constituent elements of the plot and this view seems to
be shared by Bhojadeva and Saradatanaya The Rasarnava-
sudhakara takes them as parts of the plot

BIJA (Germ)

Bija 1s the first of the Arthaprakrtis and as the very
seeds of the dramatic action 1t comes first Bija accord-
ing to Sagara s

natakarthasya phalabhitasya haranam 1
It has been shown that Arthaprakrtis according to
Saraga are constituent elements of the plot and arfha 1n this
context has been taken to mean the plot itself, the action
as a whole with phalayoga as its final stage Thus, Bija
according to the Nataka-laksana-ratna kosa 1s that constituent
element of the theme which causes the action culminating
mto fruition Smmply speaking, 1t 1s the cause of the final
stage of the action It has also been shown that accord-
mng to Matrgupta and Sagara each stage (Avasthi) s
marked by an event or events Germ of the final event
15 sown i the imitial stage of the action The action
practically begins with the sowmg of the germ which
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sprouts and develops with the progress of success e
stages culminating into fruition, 1e, the final event, and
as such, 1t 1s said to be pervadng over the entire
play

Sagara m support of his view gquotes the duscriptios of
the Bya fiom the Naya sasha which says that tne Bija 18
nd.cated or sown (in the initial stage) slightly but spreads out
1n vartous ‘vays and ends 1n fruition 2 We lLave <liowa
that there are three different views Leld by different schools
of thought regarding thc nature of ihe Arthapral rtis
Bya being an Arthaprakrti, has also been taker in three
different senses, wviz, philahetu, natakiyavasiu scabhave and
kathabhage But that 1t caus.s the action to culmicate into
fraition, 1s the openion of all 3  There are, however, subtle
differences of opinions regarding the exact imrlication of
fruttion and this will be shown later

The Na.ya-sastra >ays, as shown above, that the Bija 1s
to be indicated or sown shightly (at the initialstage) By
shightly (ksmeif «tokam) Sigara means by such ways as sle<wa,
chaya and upaksepa * Slesa, says Sigara, 1s doyarthavacana, 1¢e ,
conveying of double meanings, chapa 1s similarity of 1ncidents
(kathasamyam) and wupahsepa means introduction of the plot
(arthopasthapanam) 5

While discussing the Mukha-sandhi, Sigaia quofes a
verse with similar import as above and attributes the same to
Achiarya The tuxt runs dcarye aha |

yasminnghhyana byasya slesena cchayayaps va |
kriyate kirtonam sadbhis tan 1auhham parikirttitam [¢

Of the three ways of sowing the Bia, as mentioned
by Sigara above, two are included here in this verse, the
Upaksepa 1s onutted By the cpithet icirya Sagara refers
to Bharata invariablv It may be presun:ed that accoraing
to the belief of Sagara the above verse oelongs to the
work of Bhaiata But no trace of tisfound in the present
Natya Sastra 1t 1s interesting to point out here that Tard-
ndtha Tarkavacaspati 1n his commentary on the verse
“satpaksa madhuragirah * of the Veni-samnira quotes
SlesacchayopadesaiSca samuddistam visarpati | Yat phalodaya-
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paryantam tad byam tha kirtiitam’ ||  The said pandita then
remaiks «f1 bharatokta phalodaya paryantam piabandhap:ati-
padyam artham byaripena  slesena  varngyati’ 7 vpadesah
in “the fitst peda of the verse quoted by Taranatha Tarka
vacasnati, may be replaced by upalseparh on the evidence
of the Nataka leksauin raina kosa  Sligara also 1llustrates
the indication ot the Bia through slesa with the same
verse from the Veni-samhiara as above, where the Sitra-
dhara describes Autumn but the hidden meaning of which
1s the total destruction of the Kauravas® The verse,
quoted and attributed to Bharata by Tircnatha Tarkava-
caspati also 18 not found in the present Natya sastra
Of the above two veises, attrituted to Bharata, the one
found n the Na‘che lalsana 1aina-F ose describes the Mukha
«andhi and the other, quoted by T3rinitha Tarkavicaspati
describes the Bya The former one mentions two ways
of indicating the Bija while the latter points out three
ways Sagara himecelf also maintains that Bija can be indi-
cated 1n the same three ways The different ways of indicating
the Bija, referred to in the above two verses, have not been
mentioned by any other known authority like Abhinavagupta,
Dhanafijaya, Rimacandra, Ssraditanaya, Vidvanitha etc
But both the verses have been attributed to Bharata The only
conclusion that can be derived from all these 1s that there
were other versions of the Ngiya sastra which have not come
down to us The view contained in the above two verses might
have been current in the eastern part of India, piobably
in Bengal, the homeland of Tardnatha Tarkavacaspat: where
1t was extant even before a century, otherwise we could have
found 1t 1n the work of any other authority, mentioned above
Taiinatha might have collected the verse from some other
commentary or from any other second-hand source But
Sagara certainly utilised a copy of the Naiya sastia which
did not differ materially from its present version It seems
probable that Sagara, also hailed from eastern India and that
there was an eastern vetsion of the Natya $astra ® Of
course, a single instance cannot decide the issue

Sagara illustrates the ndication of Bya through sumlanty
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of mncidents (§lesa) with a verse from the Janaki-raghave
The verse concerned, seems to be the opening one of the
drama!® and describes how Visnu rescued his beloved
Earth from the nether region by killing the demon Who
confined her there ! Here a hint 1s given of the future
events of killing of Rivana by Rama and the rescue of
Sita constituting, evidently, the Phalayoga of the drama

As an illustration of the indication of the Bua through
Upaksepa, the last verse of the Prastavana from the
Kundamala has been quoted Here the Sttradhara intro-
duces directly the play with such words as, here Laksmana
18 taking Sita to the forest 12 It should be noted that
m each of the above three cases the hint to the final
object (phaic) has been taken to be the indication of Byja
Practically speaking, Bija does not differ materially from
the Phala, the former is the unmanifested state and the
latter 1s the fully manifested state of the same element
Abhinavagupta rightly says that the fruit also may be said
to be the germ phalam apica bhavisyadupayavinabha: ad byam
styucyate 13 It also appears that Sagara supports the
mdication of B1ja in the Prastivana

Sagara ofters another view according to which Byga s
the means of achieving the desired end and in five successive
Sandhis 1t should be shown assown, sprouted, developed,
sought for and yielding fruit 7 This evidently 1s the
opmion of one of those theorists who take Arthapraksti
as phala hetu The metaphor of the growth and develop-
ment of a tree from the seed, as jused here, has also
been utilised 1n the Bhgva prakasana and Rasarnava sudhalaio
to explain the progress of the action from 1ts mnitial stage to
the conclusion 13

How to begin a drama s really a problem to the play-
wright The genesis of action, called byanydss in Sanskrit
dramaturgy, should be appealing and capable of leading the
whole action to the desired end of the playwright, and this
must appear as 1ts logical consequence Much of the success
of a drama depends upon the beginning The Bija should
be so troduced that 1t appears 1 the circumstances natural
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and appropriate The Indian theorists took up the matter
seriously and consequently we come across different sugges
tions regarding this important topic

Matrgupta, as quoted by Raghava-bhatta treats the
mtroduction of Bija more elaborately and from different
angles 1%  According to Matrgupta the Bija may be introduced
in different manners The playwright may begin his drama
with a hint to the cause of the fruit only, or the fruit itself
The play may also be started with the beginning of the endea-
vour for the attainment of the final end The poet may first
mtroduce both the frait and activity for its attainment or
simply the activity, particularty mentioned  Maitrgupta
turther maintains that Phalabija 1s that which ends mn fruition,
the story (katha) 1s the Vastubya and the hero 1s the Aréhabya
This Plala-bya of Matrgupta 1s the Bua of the Natya sasira
as explained above But what 1s exactly meant either by the
Vastu-bija or Artha blja 1s not clear Vastu and Artha are
generally used as synonyms in the texts of dramaturgy to
mean ihivrdia, the theme of the drama Moreover, Kaths is
said to be the Vastubija, while Katha and Vasta also denote
the samething A subtle difference between Katha and
Vastu may, however, be surmised , Katha may be taken to
mean simply the story and Vastu to mean the plot of the
drama The story 1s the source (bya) of the plot 1n the sense
that the latter 1s shaped out of the former Artha may also
mean the Prayojana and the hero 1s the Artha-bija in the sense
that his Prayojano 1s represented as served in a drama  Now,
1 e ery Nataka these three germs are certainly present The
only significance that can be surmised 1n designating the above
three as Bija 1s the fact that according to the nature of the
plot any one of them may get promipence over the others and
tha action may be started with any one of the three types of
Bija There may be Nitaka where either the course of the
action or the conclusions 1s not definitely known to the
audience In such a case the story itself becomes more
attractive The Kundamald and the Uttara-rama-carita are
the best examples of this type of Nataka In both the dramas
the plot, though related to the Raméayana, 1s practically new

3
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in the sence that neither the conclusion nor the course of the
action 1s borrowed from the source and known to the audience
In such a case the theme (vastu) 1tself receives better attention
from the spectators and we know that the above two Natihas
start with a critical situation of the main story borrowed from
the source  On the other hand, in a Nitaka like Veni-samaara,
where there 1s no such striking innovation 1n the plot or
deviation from the known conclusion of source, the hero
becomes the main centre of attraction and the poet tahes
special care 1n his characterisation Such a Nitaka may be
started with the introduction of the hero on the stage Bhima
1n the Vem-samhara captures the audience at the very starting
of the play 1" The drama Abkyigna-sakuniala begins with
the Artha-bija, 1e , with the entrance of the king as chasing a
deer, but very soon the poet creates opportunuty of sowing the
Phalabija 1n the form of a benediction showered on the king
by the ascetics '® The drama Ratnivall, practically begins
with the Phalabija After the exit ot the Satradhira, the
minister Yaugandhariyana enters and almost expresses the
ultimate end to be achieved by the king

The above three Bijas, as described by Mitrgupta must be
there 1n every drama but any one ot them may get prominence
due to the nature of the plot, as shown above Maitygupta’s
above observation thus seems to be based on a close study of
the actual practice '¢ Abhmavagupta also mamtains that in
different dramas Bija may be of different forms The sowing
of the B1ja may be done by indicating the means or the Phala
or both, and the Phala may be of difierent vaneties The

Natya-darpana reiterates what has been said in the Abhinava-
bkafa" i3 20

Bindu (Sign of Countinuity)

Sagara quotes the definition of Bindu from the Naigu-
fastra' and according to his interpretation Bindu is the cause
of the continmty of the action upto the end when its mam
purpose (pradhane prayojana) 1s mteirupted by some subsidiaty
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1ssues T He illusirates Bindu with the verse “laksagrhanala ,
rom the Vem-samhz-e and comments that in the verse the
successton of wrongs done by Duryodliana has been referred to
and thus the continumity of action 1s maintained by showing the
continuity of purpose, t ¢, the destruction of the ilauravas *
Nesther the illustration nor Sigara’s comment on 1t 18 expres-
sive enough to give an 1dea of the Bindu The illustration 1s
practically the opening verse of the Veni-samhare and as such,
the interruption of the main purpose by subsidiary 1ssues giving
scope for the Bindu does not arise here at all S’ﬁraditanaya
mforms us that according to Kohaix when the main purpose
(phalz) of the Bua 1s disconnected by subsidiary purposes,
Bindu 1s the cause of its continuation* This 1s also what
Sapara means S'éraditanaya again says laksggrhanaletyad:
bendok  amanyalaksanam 5 éﬁraditanaya here seems to be
mfluenced by Sagara and offers a clue to the exposition of the
latter’s view on Bindu The verse laksagihanale , indicates
the main purpose of the drama and continuity of this purpose
acts as a connecting link where there 15 a break in the mamn
motif So, this verse has been taken to be a samanyalaksana
of the Bindu Like the Bia the Bindu i this sense also
continues throughout the play
Sagara records two other views on Bindu, according to the
first of which 1t 1s the basic factor of the theme of 2 drama
which 1s voiced 1n every act with indignation and firmness
ullthe end of the action® The view 1s really significant,
contnuity 1s shown here ““in the form of pivotal idea, recurr-
g 1n each Act 7 The pulling of Draupadi’s hair has been
voiced 1 every Act of the Veni-samhira with indignation, and
the resolution of self-sacrifice by Jimfitavihana has been
meantioned with firmness 1n the Nagananda These are two well
known mstances of the reference to the main urge behind the
action, 1n every Act Besides these two Sagara cites two other
illustrations, one from the Raghavabhyudaye and other from
the Janakiraghava 8 éiradétanaya holds also a similar wview
and states that Bindu may be due to mana or uvpatts the

former 1s expressed through anger and the latter through
gnef ?
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Another view on Bindo has been discussed in the form
of an illustration by Sagara it 1s said that the representa-
tion of successive slaughter of Marica, Khara with his hosts
Kumbhakarna and Indrajit 1s the Bindu 1n a theme depicting
the killing of Rivana Similarly, the killing of Drona etc,
18 5o 1n a play describing the destruction of the Kauravas T°
But the description of successive losses sustained by the enemy
has been shown by Sdgara to be the characteristic of Niyatapt:
according to ASmakutta and this has been discussed before
The wview seems to imply that it 1s only 1 the stage of
Niyatapt:t Bindu 15 the cause of conunuity (a.ck edakzrana)
Before this stage the certainty of the final achievement cannot
be disclosed for the sake of dramatic suspense In Niyatapt
a clear 1dea of the final achievement of the hefo can be
formed by the audience and as such a real connection 1s
established between the past stages and the future Phaligama
Thas view has not been referred to by any other authority and
cannot be deduced from the text of Bharata Moreover,
Bindu as a connecting element may be required to be employed
in any stage of the action of a drama

Abhinavagupta seems to maintain that Bindu 1s the hero’s
knowledge of the connecting link when 1n course of the action
the employment of means for the attainment of the desired
object becomes disconnected by something else 11 Arthapra-
krtis are means according to Abhinavagupta and this knowledge
of the connecting ink also acts as means so far as the progress
of the action 1s coacerned According to this view the
constant employment of means for the final attainment, 1 e,
the gradual progress towards the final end, constitutes the
main thread of the action This progress may be side-tracked
due to the subsidiary elements of the story In such cases
the playwright revives the main current of the story tactfully
by representing the character aiming at the final achievement,
as being coascious about the employment of means Ablunava-
gupta further seems to mean that under different circumstances
i different dramas, the hero himself or his associates or both
may be represented as searching afier the means for the final
achievements and as such, the revival of the mam current of
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the theme (Bindu) may also be represented as due to the
eftort of the hero or his associates or both It 1s also clearly
stated by Abhinavagupta that both Bija and Bindu continue
throughout the action and the difference between the two is that
the scope of the latter originates after that of the former T2
From the above discussion it appears that there is no two
opions, so far as the basic function of the Bindu 1s concern-
ed Sagara offers three views regarding the nature of the Bindu
and the last two are referred to as those maintained by others
The first view, evidentiy huis own, follow: the line of Kohala,
as presented by Saraditanaya This one 1s the geaerally
accepted view on Bindu T3 The secord one 1s really siguifi-
cant, mmasmuch as 1t shows that a single 1dea maintains the
continuity throughout the action of a drama '* Both the
views have been recorded by Sidraditanaya without any line
of demarcation drawn between the two  The third view,
referred to by Sagara, has been shown to be an obsolete one
Abhinavagupta elaborates the matter and shows how Bindu,
as a means onginates and maintains the continuity of the
action He in so many words practically says the samething as
said by Kohala and partally supports the second view offered
in the Nataka-laksana-ratna ko§a In another place Abhinava-
gupta states that Bindu as the speech at the end of each Anka
connects the preceding Anka with the succeeding one The
Natya darpana and Da$a-ripaka also maintain the same
view T% It 15 interesting to note that Kaityavema in hus
commentary points out Bindu at the close of each Anka of
the Malavikagnimitra ¢ The wview occurs in the discussion
of Anka 1n both Abhinava-bhirati and Naitya-darpana The
close of an Anka may be taken to be an occasion of the Bindu
but certainly not the only one, and the above two works also
do not mean so Bindu may occur whenever there 1sa break
1 tne mam current of the story and at the close of an Anka
1t1s to provide for a fresh impetus to the movement of the
play

The word Bindu, meaning a drop has been taken up in
different works to elaborate the idea with the help of similes
Sagara says that as drops of water dnpping from th. sides of
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a thatch indicate the fall of water even when the rain 1s over,
so Bindu also indicates the purpose and maintams the
continuity of the main action when it 1s interrupted by
secondary 1ssues 17 Abhrnavagupta maintains that Bindu 1
ke a drop of o1l and the simile has been elaborated by
Dhaniha when he says that as a drop of o1l spreads over the
«urface »f water, Bindu also 1s a wide-spreading element T8
Ricipati quotes a verse with similar meaning and attnibutes
the same to Bharata [ The verse, however, 1s not found
10 the p1.sent Nitya-sistra  The Rasirnava-sudhzkara draws a
very int.resting simile on Bindu It says that as drops of water
being sprinkled to the root of the tree produce fruit, so also
the Bindu 1s indicated again and agamn 2° This simile suits
better with the view that holds Bindu as a pivotal 1dea recurr
1ng 1n cach Act

Pataka (Epssode)

Jt has been pomted out before th=t tae plot ot a drama 1s
generally analysed n Indian dramaturgy as consisting of
two Parts,—the Adhikanka and rbe Prasangika, te, the
principal and the secondary actton This secondary action
or the subsidiary portion of the plot (prasangika-vriia) 1
of two kinds —the Pataka and Prakari The main difference
between the two 1s that the duration of the former i1+ longer
than that of the latter !

The naming of the subsidiary portion of the action of
longer duration as Patik 1 seems to have given rise to several
conjectures regarding 1ts exact sigmficance Sagura says
that as a banner on a pole placed 1 1 certain place
mdicates the whole army, so also the Pat'k’ cccupying
a certam portion of the action exposes the entire play
(ndtakailadesa-vartni  natakam sakalam eva prokasuyati)
Abhinavagupta says that the epiode (Patuka) 13 called a
Pataki by tradition as 1t 1s useful * Dhamka maintams
that as the banmer 18 the symbol of the king so also the
Patdiki bears the special marks of the hero, so far as it
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helps him  Similar also seems to ibe the wview of the
Rasarnava-sudhikara  The subtle differences of views
regarding the nature of Patiki among above authorities
are ‘thus brought home to us According to Sigara,
Arthaprakrtis are elements of the plot and as such Pataka
being an element helps the delineation of the entire
plot through its assistance to the main plot According to
Abhinavagupta Patika, being a means, as all Arthaprakrtis
are, 15 useful to the hero Dhamika and ‘émgabhﬁpila
state this more explicitly

Sagara quotes the definition of the Pataka directly
from the Nafya sdsire and adds a gloss on the same He
maintains tnat the existence of the Pataka is for the sake
of anothsr as 1t contributes to lead the main action to its
goal The Pataki (vrtta) itself also assumes the character
of the mam action for the display of heroic qualty
As an illustration of Pataka-nayaka Sagara cites the
character of Karna 1 the Vemsamhara and comment that
though this character has been mtroduced to help Duryo-
dhana, yet 1tself displays its own valour and has been
endowed with the qualities of a hero by the poet,® It
appears from the above that according to Sagara Pataka
may be the helper of even the Pratindyaka, 1 e, the enemy
of the Pradhananiyaka

Sagara further says that Pataka according to some, 1s the
action of the Upanayaka and that it 1s sthialarthe According
to this view, adds Sagara, what 1s done by the Upanayaka
(secondary hero) coming forward (pradhanyam avalamyya) to
help the main hero, constitutes Patdka, as the activities of
Makaranda in the Malatimadhave comes to the help of
Madhava 7

The Bhava-prakasana and the Rasarnava-sudhakera explici-
tly state that the wpanayala-orttanta 1s the Patika Sarada-
tanaya mantains that the Patdka nayaka 1s almost equal to
the main hero (tatsamana)® Abhinavagupta cites the
characters of Sugiiva and Vibhigapa, as Patakinayakas,
Dhamka mantains that characters like Sugriva etc. which
help the hero are Patdkds ® Vifvanatha also holds the view
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that the Patakia-nayaka should always be an ally of the man
here 1 Itis evident then that Sdgara’s view that an ally of
the Pratindyaka also may be taken to be the leader of the
Pataka 1s opposed to the views of almost all the réputed
authorities on dramaturgy It «s easy to under<tand the
position of Abhinavagupta and others who take the Arthapra-
krtis as means for the final achievement of the hero (pray:jana-
siddhs-ketaoak or phala-h-r.oak) Either by the Pratiniyaka or
by his ally no grayojana siddk: of the main hero 1s possible if
not n an indirect way  1ho Ndfya $asira says that the Patake
18 pradhanasyopakaraka aud pradhdnavat Abhmavagupta and
others take the word pradhzna to mean the main hero, while
Sagara seems to have taken the word as referringto the
main plot itself In a drama where the mamn theme 1s
related to a struggie between the hero and his ememy
(nayaka and pratsnayaka), both of them should be considered
as pradhinas Both the characters are equally mmportant
as the main plot rests on both In ruch a drama an
ally of the either may be called a Patihd nayahaif only
he satisfies other conditions In dramas, where there are
no such struggle the ally of the hgro may occupy the
position of a Patakh™-ndyaka if o'herwise suitable This
seems to be the view of Sigara The drama Venisamhdra
describes the struggle between Bhima and Duryodhana
mamly Karpa an ally of the latter whose urtla bears the
marks of the pradhina, may nghtly be called a Patiki-
niyaka from the above pomnt of view The view that the
wpandyaka-carta 1s the Patika is sthalirtha varnana according
to Sagara Here he «w2ms to mean that generally the
Upanpayaka, who 1s an ally of the hero,1s considered to
be a Pataka niyaka but not everywhere The wrife of the
Pratindyaka himself in dramas like the Vexi-eamhara cannot
be called a Patikd a- he also aspires ior the achievement
and his struggle agamst the main hero constitutes the mam
plot, in short his erfla according to Sagara is also
pradkane i

Regarding the problem whether a Pataki-gayaka may
be depicted as gaining some end or not, Sdgara maintams
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exactls Visvaritha means here 18 notclear The whole may
be taser tr mean that the Pataki nayaka should not have
any e ~~+'. Phaly (sveiiya phdiéntare) whatever the Pataka-
nadyai~ cans 1 & ¢ nudertal and wtimately comes fo
the hudp of the hero The rgyualabha of Signiva 1s nota
separ, ¢ Phyla libhe but a means through which the hero
himsel{ gets an ally;  This mitra 15bha of the hero 1- to be
show:t atest in ~he Vimarda-sanch:

erarding thz extent of Patald’s duration in a arama
the Alfpe sy v says agarbhad avimarsad va patiba vimi-
vartats ! ‘cenrding to Abhimavagupta the verse enjoins
that 1+ acnwevemen of the desired obiect of the Patika-
nayska s tc be depicted either in the Pratimukha or in
the Guoke Sincm  Atter that, says ¢ blunavarupta, the
PatiF~ niyaka can pemsist being engaged in the assistance
of the principal hero, and in that case the designation
Patak+ mav be applied, not of course in the primary
sense of the teim but <imply because 1t wa. teimed so
before Moreover the existence of the Pataha m the
Vimarsa-sardht 1s almost essential according to Abhinava-
gupta ' Then 1t comes that according to Abhinavagupta
the Patikd may eaist upto the last Sandh: but the achieve-
ment of the Patika-nayaka should be depicted before the
Vimar$a sandhx  Vivanatha also informs wus that this is
the opinion of Abhinavagupta 18 The Natya-darpara makes
this point more clear It has got mo objection to take
the an both in the sense of abhwndks and marygdéz Accord
g to the Natye-darpana thus, the achievement of the
Patiki-niyaka may be depicted in any one of the first four
Sandhis The Naiya-darpana further states that the Pataka
as means, helps the main action and as sach the achreve-
ment of the desired object of the Patiki-nayaka cannot
be depicted 1n the Nirvahana Sandhi where the final attain-
ment of the main hero 18 to be shown T° This seems to
be the most reasonable view The Dasa-ripaks 15 silent
regarding the duration of the Patdka, so also the position
of the Rasiinava-sudhakara and the Nataka-candreka
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Regarding the eastent of Patdkd’s duration Sagara
rgmartc sa ca garbhe avamarfe .a mnivartata iti natyan-
tikam etad avagantavyam 2° Thrs refers to the precept
““agarbbdd avimar§ad > of the Naisa-sg-tia as quoted above
Sagara takes the precept to allude to the subsidiary action
and not to the achievement of 1its hero as taken by
Abhinavagupte and Ramacanara-Cunacandre He means to
to say that the operation of tne Patgha need not be
necessarily co. pleted 11 the Cu.lha or Vimar$a Sandhi,
1e, it may continue further <4+

In conclusion 1t may be pointed ovt that anv cchieve-
ment of the desired object by a Patdha-hero 1s purely
mcidental The presence of mwore th~n one motif 1n a drama
has never been favoured m Ilndia either in practice or m
theory There are many Patikd-navakas having no personal
mterest in Sanskrit Plays In case of mulitary alhance the
drematisis generally depsct some sost of s.artha-lzbha of
the Pataki-niyaka through the cooperition of the mam
hero This 1s done simply to convince the audience
that the alliance between the Patiki-niyaka and the mamn
hero 1s strong enough to withstand the trial of adversity
Vibhisana and Sugriva, two well known Pataka-nayakas of
Rama-plays are depicted as assisting Rama whole-heartedly
bemmg highly grateful by latter s co-operation in their own
cause The gamm of Makaranda 1 the Malah-Madhava
has been shown just to heighten the effect of the drama
by mtroducing parallelisms The gain of the Pataka nayaka
15 to be depicted logically betore or in the Vimar§a-sandhi
because for the sake of vynipdie pratilare , the help of the
Patakd-nayaka 15 essential here as stated by Abhinavagupta
Moreover, there are manv Patiki-nivakas hike the Vidiisakas
or munisters 1n Sansknt dramas, in whose cases no achieve-
ment 15 depicted Thus the achievement of the Pataka-
nayaka 1s purely an incidental affair and Sagara seems to
have found no necessity of mentioning this point particularly
The Naiya sasira also does not state anything expheitly
regarding the matter
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Praxari (Incident)

Sagara quotes the definition of Prakari from the Nifje-
Saetra and his gloss on the same! means that the Prakarn
should have no uninterrupted development (nairantaryena
Pravartanam tena vihinam), and that 1ts necessity 1s for the
sake of other’s interest That the Prakari serves others
interest only comes from its dervative meanimng according
to Abhmnavagupta 2 The duration of the Prakan 1s also
very short These are the two charactenistics which differentiate
it from Patikd The Natya-darpana maintains that the
Prakar1 1s not esscntal like the Patikd n a diama’
But it will be shown that even the Patikd 13 not
avaSyambhav, 1 every drama o1 even evely Nitaka From
Dhanafijaya’s defuution of tie Prasangika-vrtta as given
before, 1t appears that hhe PatZl~ the Prakari may have
1ts svartha a view which 1s cappoited by none The
general opmon regarding the Pr.kaii 1< that 1t 15 almost
an 1ateresting casual incdent ocuenpving a small portion
of the whole action *

Sagara uphoids the utility of Piakari a5 a decorative device
of the plot and says that hke a Horal design (puspa prakare
it produces beauty ° The Bhave prakatare seems to have
taken up this 1dea of fioral decoration but have gone a step
further It says that as flowers and aksates are for the
beauty of the rehigious rites so also the description of the
Prakar: 1:n a compositton ¢

As an example of the Prakari S:igara ciies the mudent
of Rdivana and Jatiyus from the Kulapatyank: The
same illustration has also been cited by Saradatanays and
Vidvanatha 7 1he N ya di rpana too, maintains that 1o Rima-
plays the character of Jatiyus 1s Prakar1 ® Vasudevan the
Veni-samhira 1s a Prakari-nayaka according to Abhmava-

gupta °
Kirya (Denouement, Object, Purpose to be achieved)

Every Sansknit drama, as a rule, ends in some sort of
achievement of the hero which 15 called phala-yoga In our

L]
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previous discussion on the fifth Avasthi, it has been shown
that the dramatist a'so aspires tur the attainment of the
some end Kirya may be described as the end both on
the part of the principal hero of the ¢rama and the drama-
tist himself

Sagara takes Karya in the sense of the mam purpose to
be served 1n a drama 1e, the main undertaking for which
the action begins and when 1t 18 accomplished, the drama
ends Now 1t 1s generally found that many purposes are
served at the conclusion of the action For example, the
death of Ravana in a Rama-play may serve several pur-
poses like the recovery of Sita, the killing of an ememy
the gods and couniry alike, the wvictory of Dharma etc
But the poet aims at one as the mamn and there may be
subsidiary purposes which enrich the mamm purpose, says
Sagara ! Thus Karya according to Sigara 1s the main pur-
pose for the accomplishment of which the action begms and
ends when it 1s finally accomplished At the conclusion
the true nature of the Xdrya 1s revealed to the audience

In support of his view Sagar: quotes from the Naiya-
sastra, and as a gloss adds that there are two Karyas,
one s Adhikdrika and the other 1s Prasangika 2 Here
Kdirya seems to be correlated with the ttsorife which has
got two elements Adhikinka and Prasangika ® Sagara’s
treatment of the matter here 1s a bit of confused nature
the word Karya has been used here loosely According
to Sagara Arthaprakrtis are elements of the plot, as dis-
cussed above, Kiarya bemng an element cannot be taken to
be the entire plot Perhaps Sigara means to say here
that Kirya as an Arthaprakrti 1s the purpose related to
the Adhikdrikavrtta, otherwise the entire sisvrita 15 Karya
1e, for some purpose The main purpose m a dramais
represented as served with the final achievement of the
mam hero The main hero 1s one, says Sagara who brings
the representation of the drama mvested with Bya, Bindu
efc, to a close and by whom everything 1s represented as
completed He also enjoys, adds Sagara, the fruit (phala)
in the form of Dharma (domg good to others), Kima
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{winnming the desired woman) and Artha (attamment ol
something rare) * Thus a subtle difference between the
Kirya and Pnala has been drawn by Sigara

it has been shown betore that Abhinavagupta takes the
Arthaprakrtis as means So, Kdrya as an Arthaprakris
1s definitely means according to Abhmavagupta What
can be made out of the confused text of the Ablsn -
bhzraty 1s this

In the achievemert of the hero various means i the
form of resources, both physical and mental, and their
proper employment are represented as adopted by the
Pradhana-nayaka, Patikiniayaka and Prakari-niyaka (pre-
dhana-nayaka patz] anayaka-prakar: nayahasscetana-ripash) The
Bya 1s the chief of =ll these means (pradhinasya bijt-
khyopdyasya) and ajl other means which contribute to the final
fruition of the Bija, constitute what 1s meant by Kirva "
The Na‘ya darpanc follows this opinion of Abhinavagupta
“But this meaning of Wirya’ pomts out Dr Kulkarni,
1s rather unusual and even the dbhinapa-bhirafr and the
Natye darpana  not to speak of -other theorists, take the
term Karya to mean Phala or Sidhya in the treatment
of Avasthis and Sandhyinga> 7 It 1sevident that thare
18 a confusion regarding the esxactimphleation of the
Karya Abhinavagupta takes all the Arthaprakstis as means
{phalahetavak), but Kirya has been taken in several places
ot the Abhynave-bhirair, to mean Phala Now the Phala and
Phala-hetu cannot be the samething The position of the
Natye darpane also 1s similar to that ot the Abhnarugupl
Dhanafijaya and Dhanmika frankly asserts tnat Kirya 1s
nothing but the Phala which 1s Trivarga in the form of
Dharmarhakima & Here also the inconsistency 1s apparent,
as according to the Dasarfipaka also the Arthaprakrtis are
means, Rasarnava-sudhakara, and Nataka-cand:ikz, also take
the word Karya to mean Phala and according to the former
the Phala s Trivarga ® According to the Rusa nava-Sudhi-
kara the Arthaprakrtis aie parts of the story and how part of
the story can be regarded as the Phala is not known to
us The Bhava-prakidana takes Silthya, Kirya and Phala
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in the same sense and this Phala is Trivarga 1° Saradi-
tanaya mitigates the confusion as he, following Sigara,
takes the Arthaprakrtis as elements of the plot (katha
{arith hetavah)

Dr Kulkarn' points out that Prof H K Dhruva’s
attempt to draw a distinction between Kirya, the object
of the play, and Kirya the Arthaprakrti 1s baseless !
According to Dr Kualkarni “Kirya 13 the main drive for the
hero’s action and a5 such 1 means to the end” The
said scholar further observes, “The Sahitya darpana gives
slaying of Ravana as an example of the Karva Taking
a clue from 1t one may say that with the lilhng of
Ravana, Sita’s recovery 1s as good as achieved which 1<
the fruition of the Bijja Thus Kairva mav be taken as the
event immediately antecedent to the final fruition (Phala
gama)”’ 12 Tt may be pomted out m favour of Abhmava
gupta that there 1s no matenal difference between the
means and the Phala Bia the chief of the means tians
forms mto Phala with the assistance of other means, and
Karya 1s nothing but this transformation and as such itis
a hety

As a resume of the above it may be said that in Indian
dramaturgy there are as good as three different schools
of thought regarding the exact imphcation of the term
Arthaprakrti which has already been discussed above That
the Patakaz and Prakari constitute what 1s called the
Anusangika or Prasangika vrtta 1s accepted by all including
the Natya-sastra Curiously enough the Bhiva-prakasana
mcludes the Patikasthinakas with Patiki and Piakan as
constituting the Prasangika-vrita But this theory of Sira-
datanaya 1s supported by none

Sagara concludes his discussion on the Arthaprakrtis
with the remark that sometimes one of these five may get
prommence and the others may become subordinate 12
In s support he quotes from the Natyasdstra a verse
which means that anyone of these five Arthaprakrtis may
get prominence in cases where some special purpose is
served by it and is deemed more useful, the others becom-
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g suobordinate '4 Abhinavagupta 1n his commentary on
the same verse remarks that unlike the five Karyavasthas
which are equally essential 1n every drama, any Arthapra-
krt1 may become main when 1t serves the purpose of the
hero best , others though they may exist become as non-
existent But Bija, Bindu and Karya are essential in every
case though there may be prominence of the one over the
other 13 1In short, the prominence of particular Artha-
prakrtt 1n a drama depends, according to Abhinavagupta
upon its usefulness 1n serving the mnterest of the mam
hero Sagara 1s silent about the problem whether the
Patikd or Prkari or the both may be absentn a plot The
Natya-darpane clearly states that if not required by the mam
hero the Pat>kid and Prakari may be omitted altogether
Where the hero does not require any help then only the
three means Bia, Bindu and Karya may serve the purpose
Byja and Bindu are considered to be mukhye by the Natya-
darpana, as they pervade the entire plot Among the rest
the Karya may be regarded as more prominent. Rama-
chandra refers to his drama Satyahari§candra, where there
15 no Prasangika-vrita 1€

According to the Rasarmave-sudhikara the Patdakd and
Brakari are always subsidiary and even Bija etc, in some
places may come under the subsidiary division, the axga 17
But this 1s undoubtedly a view finding support from none



CHAPTER IV

SANDHIS

The division of the plot into Sandhis and Sandhyangas
1s the most elaborate system of anylysis of the action of
a drama The Ndtys-fisira gives no general definition of
the Sandhis which, however, receives special care 1n the
hands of later authorities Sagara defines Sandhi as the
joming together of different purposes of the same plot!
The plot in 1ts development serves different subsidiary pur-
poses at different stages Sandhis join them all and direct
the whole towards the final end To make tlus position
more clear SZgara refers to the view of an anonymous
authority which says that these (divistons) are called Sandhis
as the purposes are joined together by them 2

Abhinavagupta <eems to mean by Sandhi, the joming
together of the differcnt parts or phases (avayava) of the
main purpose (artha) in 1ts progress towards being finally
served and as such, each part or phase 18 called a Sandhi °
The Natya-darpana states this more directly as sanddhayo
mukhya vrttam$ah  In their exposition of this defimition the
authors follow Abhinavagupta closely #

The view that the Sandhi is the comnection of parts of
the plot of a drama, 1s accepied by the Dasa ripoka also
According to the DaSa-rapaka, ss interpreted by Dhanika
the different parts of a dramatic plot having their secondary
ends, are linked together as they all contribute towards the
same end, evidently the final one and this 1s Sandh ®
This view may be said to be a development of the one
held by Abhinavagupta inasmuch as, how the connection
1s established has been stated here The Sahtya darpana
simply repeats the statements of Dhanafijaya and Dhanika,
while the Bhdva prakasana gives an elaborate and versified
form of the same ® Commentators Iikke Righava-bhatta and
Dhundirzja follow the Daia rapaka 7 The Dasa-ripaka 1n

4
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another place uses the word Sandh: to mean a section of the
plot of a drama 4 This also 18 the view of Bhoja ¢

According to the Rasarnava-sudhakara the Sandhi is the
connection of subsidiary ends (avantardrtha-sambandha) for
the sake of the finhl end (mukha prayojanavasit) n the matter
of linking together of different parts or sections of the
story (kathanganam samanvaye) 1O It 1s iteresting to mnote
here that the Rasarnava-s:ihdkara takes up the views of the
Nataka laksana-ratna-kosa and Dasa rapaka both, and gives an
original explanation of the Sandhi

A further probe into the explanations given above dis-
closes a clear development of the idea behynd the implica-
tion of the word Sandhi It appears that at first it was
taken to be a connection of subsidiary purposes in the
development of the dramatic plot by some authorities as
stated 1n the Natakha laksana-raina-knsa, while otheis took it
to be a linking up of the different parts or sections of the
story and the 4bkinava-bhdrett and Natya-darpana followed
this view The latter idea ie, the view followed by Abhi-
navagupta was further developed by Dhananjaya and Dha
nika The Rasarnava-sudhalara closely tollowed by the Naital a-
candrikd evidently took up both the original views and made
a successful attempt to give a fuller definition of the
Sandhi Thus, with the story-element in mind, Abhinava
gupta and Ramachandra-Gunacandra analyse the plot into five
Sandhis , Sagara does the same keeping the different purposes
served 1n different parts of the story before hus mind’s eye
The Dasa-ripakae elaborates the former view and the Rasdir-
nava.sudhakara accepts the both and arrives ata synthesis
The word ‘juncture’ or ‘critical juncture’, 1s generally used
as an English equivalent of Sandhi But Sandhis are not
merely joming pomts The word Sandh: i Sansknit drama-
turgy denotes both linking up of the parts, and also the
parts themselves

The 1dea of the so called three unities is conspicuous
by 1ts absence in Indian dramatic tradition On the other
hand special stress 15 given on the umity of impression
both in theory and in practice The plot of a drama
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according to Indian theorists should have a ste
from the beginning to the denouement through the Avas-
+has . The five Arthaprakrtis, as has alreadv been shown,
2o on moulding the plot 1n its elaborfitron frem the genesis
and finally 1n 1ts conclusion to a particular achievement
In this progress of the plot, maintain Indian theorsts,
special care 1s to be taken so that the unity of impression
is mamtained throughout The conclusion should be
depicted as following naturally from the beginning, Viéa-
khadatta expresses this i1dea 1n a dramatic way through the
dialogue of a minor character, Samidharthaka , {7 kwm mumatt-
tam kukani-kada nadnassa na annam muhe annam movahane 11!
The different subsidiary episodes and incidents, as well as
the different phases of the maimn story should all be deli-
nated to yield a single and logical conclusion and nowhere
the chief interest should be shifted from the central theme
or lost sight of It follows from what little has been said
about the Sandhis above, that the theory of the structural
analysis of a dramatic plot into Sandhis evolved out 1n
Indian dramaturgy m pursuance of the above ideal of unity
The five Sandhis are Mukha, Pratimukha, Garbha, Vimarsa
(Avamarsa, Amaréa) Upasamhrti or Nirvahana and they
should occur 1 a drama 1in the same order 1n which they are
enumerated 12

It 1s a matter of common sense that all the five Sandhis
cannot occur m any and every type of drama (riipaka)
As a matter of rule, says Sdagara, a Nitaka should con-
tain five Sandhis He quotes here a verse from tne Natya-
4astra, which means that as a rule a drama should céntamn
five Sandhis but due to some reasons i1t may contain less
The reason according to Sagara is the brevity of the subject
matter 13 In the matter of elision of a Sandhi or Sandhis
the Natya sastra, as quoted 1n the Nataka lal sana saina kosa,
enforces a rule When only one Sandh: 1s to be omutted
the fourth one (VimarSa) gets the preference In the case
of elision of two Sandhis, the third and the fourth (Garbha
and Vimar$a), i that of three the second, third and the
fourth (Pratimukha, Garbha, Vimarfa) are elided !'7 It i
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evident that the first and the last (Mukha and Nirvahana)
Sandhis cannot be omitted The theory s based on sound
practical reason Every plot, if 1t 1s to be treated 4a a
drama, must have a peginning and an end % Elabora-
tion, however, may be curtailed

If, however, says Sagara, the subordinate theme serving
the mterest of the principal one 1s extensive enough then
the five Sandhis can be delineated and 1n that case the
above rule regarding the elision of Sandhi or Sandhis should
not be taken as necessary ' Sagara here seems to be of
opinion that the number of Sandhis in a drama depends
upon the extent of the Prasangiha-vrtta , 1t may be fve or
less according as the subsidiary poition of the plot is short
or extensive In support of this view Sigara quotes from the
Natya-sastra

Dprasangike pardrthatvin-na tvesa niyamo bhavet |
yad vrttam tu bhavet hincit tadyojyam avirodhatah |17

esa  myamy 10 the verse has evidently been taken by
Sagara to refer to the myama of the elision of Sandhi or
Sandhis as presented in the verse immediately preceding
this one (GOS XIX 18) in the Natya-sasira Thus the first
half of the above verse, according to the Nataka-laksana-
raina-kosa means, that the rule regarding the ehision of
Sandli does not apply to the subordinate plot as it
exists for the main plot The second half of the verse has
been taken to miean that the whole action should be de-
picted in compatibility with the Sandhis '8 It thus appears
that according to Sagara the brevily of the subject matter s
the reason behind the elision of Sandhi or Sandhis and
that the rule of the Natya-sastra regarding the omussion of
Sandht s not applicable 1n the delineation of subordinate
plot If the subordinate plot 1s extensive enough, five Sandhis
may be used mn a drama and the whole action should be
depicted 1 conformity with the Sandhis The whole thing
as presented by Sigara, becomes ummntelligible If the rule
regarding the elision of Sandht 1s not applicable m the
cases of delimeation of the subordinate plot, how then may its
extent be regarded as the factor for the use of all the Sandhis.



OF ANCIENT INDIAN DRAMA & DRAMATURGY 53

The above verse of the Natya-fasira has evidently been
misconstrued 1o the Nataka-laksana-ratna-kofe  The verse does
not fefer to the rule regarding the elision of Sandhi, as
taken by Sagara Abhinavagupta rightly takes the verse to
refer to the geaeral principle (NS GOS XIX 17) that as
a rule a drama should contain five Sandlus  According to
Abhinavagupta the verse means that in the delineation of
the subordinaie plot the sard rule (1 e, drama should contain
five Sandhis) is not applicable and tbe subordinate plot
should not be incompatibl. with the main plot 12 Regard-
ing the elision of one or more Sandhis Abhinavagupta refers
to the view of his preceptor according to which the
swrita should alwavs be conaisting of five Sandhis, as no
action can be completed without the five Avasthas, and
Sanghis are correlated with the Avasthas Thus, as per
rale, the plot or a drama according to Abhmavagupta,
consists of hve Sandhis but due to some reasons, 1e , when
the plo. 15 not Pa ndnga, 1t may contain less 20 Where the
mam  plot 15 extensive enough, five Sandhis may be
used 71

According to the Véfya-sdstra, the Nataka and Prakarana
are regarded as Purnangarupaka and these two types con
tain all the five Sandhis The Vimar$a sandhi1s absent
the Dima and Samavakara while in the Vyayoga and Thamrga,
Garbha and Vimar$a both are omtted The Prahasana,
Vith1 Anka and the Bhana contain only two Sandhis, the
Mutha and Nirvihana the Pratimukha, Garbha and
Vimaréa do not occu~ 1 these types of rdpakas 22

As a résumé of the above discussion 1t may be said
that every dramatic plot should contain at least two Sandhs,
Mukha and Nirvahana, there are exceptions regarding the
use of other three Sandhis 1n dramas Sagara takes the
Sandhis as connecting different purposes served at different
stages in the progress of the action as a whole and he
opines that the existence of one or two or of all the three
Sandhis other than the Mukha and Nirvahana, depend upon
the extent of the subsidiary episodes whose purposes are
served before the conclusion The theory, as has been shone



84 NATAKA LAKSANA RATNA KOSA IN THE PERSPECTIVE

cannot be deduced from the verse, prasangike pararthatvit
etc, of Naiya-iasthe Abhinavagupta and others maintain
that the Sandhis connect the different parts of the main plot
and the extent of which, evidently, determines the number of
Sandhis in a particular drama The N&tya-sgsira enjorns
defimte rules regarding the omission of the three Sandhis,
Pratimukha, Garbha and Vimaréa

Some modern critics ,of Sanskrit drama maintam a
sceptic attitude about the Sandhis Prof Jagirdar rightly
observes that the Sandhis are ways of kmitting the incidents
of a drama but his theory of parallehism between the five
Sandhis and five members of a syllogism 1n Indian logic?®
cannot be accepted and the theory has been ably refuted by
Dr Kulkarni 24 Dr Kulkarmi further and nightly asserts
that neither the fise Sandhis are concened i analogy to
the five parts of the human body nor their names owe their
ongmm to those parts of the body, as suggested by Dr
Pandey 25 Keith remarks, “The classification of elements
of the plot 1s perhaps superfluous besides the junctures” 26
If the Arthaprakrtis are taken as five sections of the plot,
as done by the Rasarnava-suahdkura the statement 1s justt
fied But they are accepted as elements of the plot by
Keith himself 47 How these elements can be considered as
superfluous beside the S3andhis 1s unintelligible to us

View of Matrgupta on Sandhis

Regarding the treatment of Sandhis by Matrgupta, Dr
Raghavan observes “In lines 459 534 the NLRK, enables
us to appreciate the independence of and resource with which
Matrgupta discussed the fundamental concept of the five
Ignonng the sixty-four elements or hmbs of the five juncture
the Sandhyangas, Matrgupta gave two kinds of analysis of
the five Sandhis, oné somewhat detailed and the other
concise Though brief when compared with the Sandhyanga
method of treatment, the first exposition analysed each
Sandhi nto three phases, giving a crucial place to the Artha-
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prakrt1 and the Avasthi In a still more concise analysis,
i a single verse, he showed that the action n a play, like
all action, fell into five phases agent, means, end, achieve-
ment, and enjovment ! It 15 evident from this remark of
Dr Raghavan that the view of Matrgupta 1s of special
interest and deserves special attention

An exposition of the text of the Ndiake-laksana-raina-
kosa con*taining Matrgupta’s view and Sagara’s gloss on 1t, 18
difficult due to the random use of dandas (manv of which
have' been sugpested to be removed by Dr Raghavan) and
underuinmnes M Dillon nforms us that the technical term
in the manuscript of the Nétaka laksana raina koSa marked
red, have been underlined by him < But n this portion of
the text some underlined words do not appear to be
technical terms and this will be shown in proper places
The text of Matrgupta as quoted 1n the Nataka-laksana-
raina kosa here, 1s also found m the Sangita-dgmadara, of
éubhankara, a theorist from Bengal, who perhaps, lved
in the 15th Century A D> Subhankara’s reading differs
very little from that of Sagara,

Matrgupta, as it appears from the Nataka-laksana-ratng
kosa describes egch Sandhi as having three aspects and 1
most cases the aspects themselves have also been described
but whether anv order among them is intended to or not,
1s not clear The Mukha sandhi has been defined as

prarthanavisayautsukyam arambho hetucintanam [
byam sadhyopagamanam mukha sandhirit: trayam |[*

In the gloss of Sagara, on this verse, three words
Arambha, Hetucintana and Bija are underlined5 and as such
can be accepted as names of three aspects of the Mukha-
Sandh1  According to Dr Raghavan, however, thc names
of the aspects are Prirthani, Arambha and Byja © The text
1s amendable to both the interpretation Buf in every case
the names of the aspects are given in Sagara’s gloss in the
first case-ending If Dr Raghavan’s suggestion is accepted
the name Prarthana becomes missing On the other hand, an
attempt of defining the aspects, though not of all, has been
made m the quoted portion of Matrgupta’s text If
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Arambha 1s taken as the name of an aspect, the aspect
Hetucintana remains undefined From the text of Sagara,
however, Arambha 1nstead of Prarthani appeais to be the
name of the aspect It 1s better to interpret the text as it 1s,
of course if there arises no incongruity in domng so

The above verse of Matrgupta means that Arambha,1e
the yearning for the desired object (Prarthanid-visayautsukyam)
the reflection upon the cause and the germ, (Bya) 1 ¢, the
mdication of the end, are the tl'ree aspects ¢f the Mukha-
sandhi 7 The Act I of the Natala Mayd-madalasa has been
cited as an iilustration of the Mukhasandh:  Sagara remarks
that here Arambha 1s the eagerness of the king Kuvalayiéva
to go to the penance grove in responseto the entreatv of
the sage Galava, wishing the death of ‘Talaketu Then a
verse 1s quoted 1n which the sage says that they themselves
are capable of restraining the demon, but this s the duty
of the king, so, the king should accompany him Here, com
ments Sagara, due to the reference of ‘rajadharma the king
reflects on the cause of his torest sojourn and thinks that
one sixth of the merit of the sauiifice performed, wiil be
accrued to him, and this 1s Hetucintana Then Séigara
guotes another verse mn which the abduction of Madalasa has
been referred to  According to Sagaia, the recovery of Mada-
lasi 1s the fruit, the germ (Bya) of which 1s sown here by
1the referunce of Madalasd’s abduction by Talaketu & Thus,
according to Matrgupta, eagerness for a move, reflection
on the cause of the move and an indication of the final end,
are the three aspects of the Mukha sandh1  From the illus-
trations, cited by Sagara above, 1t appears that these three
phases may occur in the order in which (hey are enume-
rated It1s inieresungto note here that there 1s no reference
to Rasa in Maitrgupta’s description of the Mukha-sandhi The
text, as we have it, i the Nataka-laksana raina kosa, 1s silent
whether the genesis of the plot has got any connection
with the Rasa or its origination and development
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Pratimukha-sandhi

“The definition of the Pratimukha-sandhi has been given

as
labhah sadhana-sampattih prasarak prasrta kriya |
binduh sadhana sambandhak it: pratimukhe trayam [[°

In Sidgara’s gloss on this verse the underlined words are
sadhana-sampatis, prasare and «ddhana-sambandha But, Labha,
Prasara and Bindu appear as technical terms here ¢ LZbha
(gain) 1s sadhana-sampaits which according to Sagara, consists
in the acquisition of the desired object through means This
may be called the initial success In the second Act of
the said drama, relates Sagara, the king kills Talaketu with
an arrow given by the sage, and marries Madalasda This
is gain' through means (sadkana here 1s the arrow) 1!
Prasara corsists i1n the extension of the action (prasiz-
kriya) which has been 1llustrated where Pztilaketu, the brother
of Talaketu, prevents Madalasa from going The act of
hostility 1s thus further extended after the initial success 12
Bindu has been described by Matrgupta as sadhanasembandha
1e, relation or association with the means Bindu, main-
tains Sagara, 1s 1llustrated in the same Act wheire Patalaketu
renews the act of hostility by making a fresh attempt in
abducting Madslasi as 1s expressed in the speech of Mada-
lasa, apgautia paritdyahe etc , and this 1s sadnana sambandha as
Kuvalaya§va takes up bow and a.row immediately, as it 1s
expressed 1 Jus speech ! Thus according to Sagara the
entire Act Il of the drama Mayamardlasz 1s the second
Sandhi which consists of imitial succes., turther extension
of the action and a fresh employment of mcans The aspects
here explain a gradual development of uction After the
wnitial success of the hero, the playwrlgpt extends the action
by introducing tresh obstacles and depicting the hero as
conscious about the employment of new means which 1s
Bmndu It may be pointed out here that Abhimavagupta
also interprets Bindu as hero’s knowledge of the connecting
link consisting 1n the employment of means 14
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Garbha-sandhi

The Garbla-sandhi has been described by Matrgupta

as
sumbhogo yogyata tatra udbhedah siddhidarsanam [
nutra sampat patdheti trayam garbhe prakirttitam [{1°

In the gloss of Sigara on this verse, there are as m1/
1~ five underlined words all of which cannot be accepted
as technical terms as both Maitrgupta and Sagar~ expheitly
state that the Garbha-sandhi also consists of three phases !¢
Moreover, Sigara does not use the word pefgkd at all in
his gloss, though it i1s a common technical tetm (n drama-
turgy Here Mitra sampat 1s the technical term intended for
perhaps, just to avoid a confusion as, patzhd 1s not used
here 1n the sense of, yapwpirdsungidha ortie, 1 which 1t 18
generally used

The Act III ot the same drama B3/ayémadilu~d, accord-
ing to Saga:a constitutes the Garbha sandhi Sambhoga
seems to be the name of the first aspect which 1s but only
yogyald iatra, Sambhoga here in this Sandhi 1s to be taken
in the sense of switability of enjoyment and not in the sense
of actual enjoyment, 1e, a situation where enjovment 18
possible Thus the hrst aspect of the Garbha-sandhi may be
taken as the prospect of enjoyment This 1s illustrated in a
verse where the hero expresses his desire for amorous piay
Udbheda has been described by Sagara as the happening of
unwished for separation and this 1s illustrated in the speech
of Madalasi where she says, “My right eye throbs *’{7 The
throbbing ot the right eye of a woman 1s an evil omen
The aiddhs darsana, says Sagara, 1s the counteraction of
that evil omen, asin the speech of the king “May the thro-
bbing be for good omen '8 Udbheda and Siddhidar§ana
combine to make the second aspect It appears that this
aspect signifies the foreshadowing of a fresh mishap and 1its
counteraction The third aspect i1s Mitrasampat which has
been termed 4« Patdka This 1s 1llustrated in the friendly
behaviour of the Fire in not burming Madalasa who fell into
it by the black magic of Kutilaka Thus the third Sandhy
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according to Matrgupta consists of the prospect of emjoy-
maent, fresh chance of mishap and 1ts counteraction and
the making of friends All these have been shown as
occurring in the above order 1n the drama

. Vimar$a-sandb:

Vimarsa has been described as

nasak karane vaydhuryam Iimer-cchreyah savghnata/ pur arbyyena
sampativr vvmarse trstay: (m) bha.et [[1° Sagaras gloss on
this runs caturthe anke madalasdya naso darsitah| sa ca rayiiak
mukhya-karanasya vadhurvam bhavet [ tatrasva brhadasveno psiu-
stapah phalam kathayato 1aj7ak sreyah kathitam [ tatia ca grha-
maniy tasyw samai pantavyets cGorghnatayd (pa) talaletu prabhr-
tindgm vadhe bjjasya sampaitiribs liyyuto mwmaisah)2° Here also
all the underlined words cannot be taken as technical terms
The entire Act IV of the drama comprises the fourth
Sandhi The first aspect of this Sandhi 15 Nasa which 1s a
bereavement te the main cause of the action1e, hero, and
1s illustrated in the (temporary) loss of Madalasi The second
aspect 1s a bit of good fortune for the hero though the
obstacle continues This 1s illustrated 1n the statement of
Brhadaéva reporting the fruit of his father’s penance which
seems to be capable of warding oft the evils But the
obstacle 1s there, as the body of Madalasa 1s to be brought to
the palace of the king The third element,1¢, the nourn-
shment of the germ 1s illustrated 1n the killing of Pitalaketu
and others Thus a temporary loss or mishap to the hero,
a bit of good fortune accompanied by obstacles and the
nourishment of the germ, represented through the renioval of
obstacles are the aspects of the Vimar§a sandhi according
to Matrgupta
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Nirvahana-Sandhm

The last Sandh1 has been described as
abhipretartha-sampattih siddhik sadhyasya siddhata |
prarabdhasya ca nu viho bhaven-rirvahane trayaim |/ 21
The three aspects of the last sandhi appear to be the
accompalishment of the desired object, success and the
carrying out of the undertahings The first aspect is illus-
trated 1n the return of the victoiious prince Subzhu and
revival of Madalasa Siddhi 1s the attainment of the pur-
pose In the drama Mavamadalasa the destruction of the
demons, according to Sdgard, 1s the main purpose (sadhsa)
and this has been represented as served The third aspect
has not been 1illustrated pairticularly Sagara savs that the
harmonious carrymg out of all the undertakings has been
shown clearly 22

Maitrgupta’s method of analysis of the plot of a drama,
as discussed above, 1s quite novel It avoids the Sandhy-
angas of Bharata and describes each Sandhi as consisting
of three aspects The names of only three Arihaprakrtis,
Bija, Bindu and Pataka occur as characteristic m ks of the
first three sandhis respectively  But all these terms are not
used here exactly in the same sense as in the Naya sastha
Dr Raghavan majntains that in describing the Sandhis Matr-
gupta gives a crucial place to the Arthaprakytis and Avasthas,”’
But 1t has been shown that out of five, three Arthaprakrus
have been connected ; with three Sandhis respectively The
names of the Avasthis or any reference to them do not
occur at all in Matrgupta’s desciiption of the Sandhis

It has also been shown that the Sumgia.damodara also

contamns Matrgupta’s description of the Sandhis Subhankara
at the begmnning of his work refers to the sources from
which he has drawn his matenals and here with others the
name Ratnakose occurs 2¢ This Raetnakosa 1s undoubtedly
the Nataka-laksana raina kosa from which Subbapkara seems
to have taken directly mn several occasions ncluding the
lines containing the theory of Matrgupta as discussed above 2%
The differences 1n readings may be attributed to the scribe’s
fault It s really surpnsing and sigmificant also that the

-
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theory, on no less an important topic than Sandhis and
propounded by an authority ike Matrgupta who has been
generally accepted as living 1n Kashmir 1n the 7th century
A D, was known to none but a Bengali theorist of the
15th century and most probably through the work of
Sagara

Appendix

All the Sandhis and their aspects, as described by Matr-
gupta have been illustrated by Sagara with citations trom the
lost drama Mayamadalasd The Nataka laksana ratna-ko.a
mnforms us that it 1s a Nataka consisting of five Anka the
hero 1s present -¢ From the citations in the Nataka laksana-
1aéna kosa the plot of the Nataka may be reconstracted
for a clear understanding of Matrgupta’s standpoint, as the
following

Act—I

A sage, named Galava came to the king Kuvalaya$va and
imnformed him that the demon king Talaketu, the son of an
asura’s daughter and ruler of a region near the eastern
mountains, was creating hindrances to sacrifices and lad
abducted Madalasa, the daughter of Menaka and maras:
sskhwnah sutz 2" The sage expressed his desire that the king
should accompany bim m the forest to punish the demon
Presumably, the king went with the sage

Act—II

The sage helped the king with a deadly arrow by which
the king killed Talaketu and married Madalasa But Pata-
laketu, the brother of Talaketu, renewed the hostility and
made a fresh attempt to carry away Madalasa

A ct—III

This act begins with a Prave$aka where a couple of
vultures2® describe the battle 1n which the king came out
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victorious Then foliows a scene of love making of the hero
and heromme Then due to the black magic of Kutilaka,

an accomplhice of T ' .tu, Madalasa fell in fire but pwas
nnt burnt

Act—IV

Loss, 1e, Jdeath of Mad3ilasa took place somewhere out-
side the palace The king was nformed by Brhadaéva
of the fruit of his father’s penance (by which, perhaps,
a dead man could be rastored to life or all evils could be
warded off) and Pitilaketu was killed

Act—V

Madalasi was testored to life and prince Subihu return
ed after killing the eaemv The demon power was totally
annthilated and everything ended harmoniously

Each Act of the drama comprises a Sandht The drama
has been cited by no other 1enowned theorist Perhaps Sigaru
had some special relation to orinterest in the drama It
appears that jus. to illustrate the peculhiar dramaturgic
conception of Sandhis ewpounded by Matrgupta the drama
Mayamadalasa was composed most probably by Sagara him-
self or by somebody intimate to him

The Sidhyidipaiicaka theory

The Sidhvadipancaka theory, as found in the Naiake-
laXsana-ratna kosa 1s another novel method of analysis of the
plot of 4 drame ¢? According to this theory a dramatic
composition, specially Nataka, consists of five elements, viz,
Sidhaka (agent, the hero), Sadhana (the chict of the ineans),
S:dhya (the end or the object to be accomplished), Siddh
(success) and Sambhoga (the enjoyment), Sagara illustrates these
five elements from the drama Bhimavyaya, hitherto unknown
In thisdrama, says Sagara Bhima 1s the Sadhaka, the mace given
to him by Vasudeva 1s the Sadhana the killing of Duryodhana
15 the Sadhya Siddhi 1s the nstallation of Yudhigthira
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on the throne _and Sambhoga bemg' the amorous play of Bhima
with Draupad: who has achieved her object Here 1t 1s inter-
esting to note that Siddhi goes to a person other than the
SYdhaka who himself, however, gets Sambhoga

The theory, 1n fact, has got no connection with the Sandhis
excepting that in both cases the number 1s five It does not
aim at the analysis of the plot and seems to be a rudimentary
method of pointing out the elements of a dramatic action with
sambhoga as the end In no way, from the text as given 1
the Nataka-laksana-r atna-kosa, a conclusion can be drawn that
M trgupta defines the Mukha-sandh: and others as dealing
respectively with Sadhaka etc , as has been pointed out by
Dr S N Shastn ¢!

Moreover, from the text of the Nawka laksana raine-
kosa, 1t appears that the theorv has not been given much
importance to even by Maitrgupta himself, who smoply
states that some experts describe the pentad of Sadhya etc
So the theory seems to be older than Matrgupta and cannot
precisely be attributed to him 2

After describing the theory of five Sandhis as propounded
by Mdtrgupta, Sagara takes up Bharata’s method of analysis
ofa dramatic plot into Sandhis a’nd Sandhyangas with the
remark  samagra laksanam  naiakam'uddsdiksur acaryeh punar-
aha3' This statement shows that acccording to Sagara,
Matygupta’s simpler method of Sandhis falls short n analys
g the complex structure of the plot of a Nitaka, having all
the characteristics, while Bharata’s elaborate theory 18 suitable
for that purpose Matrgupta’s own opinion also seems to be
the same when he gives importance to the Sandhyangas 1n
describing the Nitaka, as quoted by Righavabhatta ¢ It 18
enjomned there that the Naitaka should be endowed with
the Sandhyangas and these Sandhyangas 1 1o way can be
taken to mean the three aspects of each Sandhn of Matrgupta
Neither by Mitrgupta nor by Sagara they are so termed
Evidently, by Sandhyangas 1n the above description of Nitaka,
Mitrgupta refers to the Sandhi-Sandhyanga theory of the
Natya-sastra. So his shorter scheme of Sandhis seems to be
elaborate one of Bharata which 18 accepted by Matggupta
bimself.
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A full-fledged drama (Samagra-laksana nataka 1n the words
of Sagara) with all the Vrttis and Sandhis, admits of many
details, varieties of incidents and moods Here Matrgupta
seems to have recognised the importance of elaborate Sandy-
anga theorv  Most poobably with shortet and simple~ drama,
i his mind Matrgupta who is supposed to have written an
independent treatise on dramaturgy,3?® formulated his simple
scheme We have seen that Matrgupta’s Sandhis have been
tllustrated with reference to the plot of the Nataka Maya
modale.7 by Sigara The plot of this drama, as has been shown,
1s neither verv extensive nor complex It thus appears that
Maitrgupta’s theory of Sandhis was formulated, as an
alternafive o ¢ to that of the N7fya sgstre for the analysts of
the plots o1 <wmoler and shorter dramas, or only to show
broadly the s .ril course of dramatic action

Santhis (« described mainly after the Natya sastia)

Mukha-Sandhi

Regaiding the defimitions of Sandhis Dr T C Maikar
maintuns, “There 1s very little difference of opinion among
the text book writers and Bharata’s defioitions have been
verbally accepted by them”! But in the following pages 1t
will be shown that a number of views other than those of th.
Nawa sashu, vegarding the charactenstics of the Sandhis
developed 1n later ages and some of which have been mentioncd
in the M uiaka lakcana-ratna kosa

Sigara quotes the defimition of the Mukha sandhi from tiic
Nitya- 7stra,® and takes 1t to mean, as 1t appears from his
gloss, that the Mukha-sandhi contains the omngmation of the
Bija which 1s the source of different arthas remaimng 1n har
mony 1n the plot * artha here has been faken to mean different
purpose served at different stages Thus according to Sagara,
the inception of the Bija 1s the cause of the diversification of
the plot also, but all these diversities should be in harmony
with the main action
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Abhimnavagupta gives special stress on the point that the
inception of the B1ja 1s the source of different Rasas originating
from diversified facts He bases his arguments on a different
reading of the verse describing Mukha=sandhi 1n the Naiya-
sastra from that as found in Natako laksana 32 According to
Abhinavagupta the Mukha-sandhi comprises that section of
the plot where the incidents, suitable for the beginning, give
rise to various gsvddas The Natya-darpana follows the Abhs
navabhdrat, verbatim ¢ The Sahiya~darpana gives the definition
of the Mukha-sandh1 from the Natya sastra but adds no
gloss on 1t The Bhava prakasana also follows the line of
Abhinavagupta 5 Dhanika makes the point more clear
He maintains that Mukha-sandhi contains the origination
of the Bija and 1s the source (ketu) of different purposes and
Rasas This 1s also the view of the Rasarnava-sudhikara
So far as the illustration of the Mukha sandhi 1s concerned,
Abhnava-bharati, Natya-darpana, Bhave prakasena and Sahitya-
darpana cite the Act I of the Ratnavali 7

From the above it 1s clear that excepting Sagara all
the renowned theorists rightly accept the Mukha-sandh1i as
the source of different Rasas It seems that Sagara 1n
this respect 1s influenced by Matrgupta who, as has already
been shown, maintains a silence regarding the origination
of Rasain the Mukha-sandhi 8

From the Bhava-prakasana we come to know that there was
a school of thought which maintamned that the origination
of the Bija in the Mukha-sandhi could not be accepted as
the source of the Rasas because they are not generally
connected with the Trivarga, the main fruit (pradhanaphalz)
of the drama ° ééradétanaya establishes here a connec-
tion of the Trivarga with the Rasas and concludes that
the Mukha-sandht should be considered as the heix of the
Rasas 10 Tt 15, however, not fair to conclude that either
Matrgupta or Sagara belonged to that school of thought which
has been criticised by $irad§tanaya as above

Sagara refers to the view of some anonymous experts
who maintain that the Bindu can be placed together with
the Bijain the Mukha-sandhi, a view which 1s hitherto

5
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unknown 1T  Ewvidently, this view avoids the correlation
between the Sandhis and the Arthaprakrtis But the Naiaka
laksana-ratna kosa says that this 1s paksaniara and according
to some they come consecutively T2 This second view 1s
shared by all the theorsts and commentators There are,
however, different views regarding the Bindu It has been
discussed 1n details that as a connecting link Bindu may
be of different forms In case where the main purpose or a
single pivotal 1dea maintains the continuity throughout the
action, the Bindu practically finds place 1in the Mukha-
sandhi  This may be illustrated from the Veni-samhare where
the Bindu 1s placed in the Mukha-sandhi and the matter
has been fully discussed T8 Sagara then quotes the view
of an Acarya which states that where the Bija1s indicated
through §lesa or chaya that 1s the Mukha-sandhi 14 By
Acarya Sagara means to refer Bharata So, Sagara main-
tamns that according to Bharata the most important element
of the Mukha-sandhi 1s the mception of the Bya Other
1m plications of the view has been fully discussed 15

PRATIMUKHA-SANDHI
The Natya-$astra defines the Pratimukha-sandh: as

byasyodghatanam yatra drsta-nastanuva kvacit |
mukhanyastasya sarvatra tadvay pratimukham smytam ||

The Nataka laksana-ratna-kosa reads the third pada as
mukhahstasya sarva‘ra 1 The verse simply means that every-
where 1n the Pratimukha-sandhi of a drama, the Bija
having 1ts inception 1n the Mukha-sandH1, goes on sprout-
ing, and in this development it 1s sometimes lost sight of
and sometimes 15 seen But this drsia nasta characteristic
of the Bua mn the second Sandhi seems to have given
rise to a storm of controversies among the theorists
According to Sagara the Bija 1s seen 1n the form of the
cause and 15 lost from the view 1n the form of effect As
the Bijja 18 said to be sown in the Mukha.sandhi, there
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it 1s seen as the cause But 1t becomes obscured, as 1t
were, by subsidiary 1ssues which are employed for proper
dewelopment of the main plot according to Rasa In the
second Sandhi 1t should be brought into the view again 2
From the above it appears that Sagara, takes the drisa-
nasta feature of the Bla in the semse that i1t 1s drstz m
the Mukha-sandhi but becomes nasic and 1n the Prati-
mukha sandhi 1t becomes again udghatiie  Sagara illustrates
this feature of the Bija from the Vem-samhara He points
out that i the Act I, the Bya 1s seen in the speech of
Bhima where he says, “Shall I not crush the thighs of
Suyodhana with my club”,® and in the Act II the same
topic of breaking of the thighs 1s brought to the fore by
Kaficukin 1n his evil-omened utterances * According to
Sagara the sowing of the Bya through Slesa 1s donem a
verse of the Suatradhiara where the destruction of the
Kauravas has been referred to® Sagara seems to mean
that the Bija, sown (1e, hinted at) in the verse of the
Sttradhdra, becomes known (drsta) 1n the above speech of
Bhima through the hint to the breaking of Duryodhana’s
thigh which stands for the total annihilation of the Kaura-
vas 1e, the final event in the affair Then for sometimes
1t remains obscured (nrasia) by subsidiary issues like the
love scene between Duryodhana and Bhanumati, and 1s
again made prominent through the utterances of Kaficukin
Abhinavagupta refers to as many as six views including
his own regarding the drsta nasta feature of the Bia and
refutes five of them The first three of these views are

(1) karyataya drstam karanataya masjam (seen as an effect
and veiled as a cause) This view seems to be
similar to that held by Sagara so far as the approach
1s concerned

(1) upadeye drstam heye nastam (seen 1n the acceptable but
obscured 1n the unacceptable)

(1) nayaka-vrtte drstam pratsndyaketiorite masiam (seen 1n
the plot connected with the hero, but not seen 1n that
of his opponent)
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All these interpretations have been rejected by Abhinava-
gupta on the ground that they overlook the unity of action
and fail to explain nasia 6 -

(iv) The fourth view noted by Abhinavagupta which
seems to be the Siddhanta-paksa, maintains that the un-
veiling of the B1ja 1s a particular state contributing to the final
fruition, and even though the Bija 1s seen 1t remains obscured
due to the presence of opposing forces The unveiling of the
Bija 1s like the sprouting of the seed covered by dust 7
As an 1llustration, Abhinavagupta quotes the verse asasha
grahanad etc , of the Kaficukin from the second Act of the
Veni-samhara Abhmavagupta introduces a counter argument
that according to some, here the rise of the Pandavas
indicated 1n the Mukha-sandht 1s perceptible (drsta) due
to the death of Bhisma and imperceptible (nasta) due to
the slaying of Abhimanyu, as both the incidents are
mentioned 1n the verse cited above for illustration But
m that case, according to Abhinavagupta, the significance
of wa 1n nastemwwe 1s overlooked.® Abhinavagupta seems
to maimntain that in the above illustration from the Vem-
samhara the sprouting of the Buya (1 e, pandavabhyudaya)
1s indicated by the reference to the death of Bhisma, while
the reference to the killing of Abhimanyu screens it for
the time being, 1 e, 1t becomes rasiamwwa and not actually
nasta as stated 1n the counter-argument

(v) Some others maintain that drsiafz and nastata are
features useful respectively in the Pratimukha and Avamar§a
So, drstanastatva 1s a matter of degree, the Bija though
drsta 1n the first stage, appears to be nasta when compared
with the next stage, as 1t goes on developing 1© But
Abhinavagupta remarks, alrgpivartho mna samgacchata epall,
1 e, the significance of wa 1s overlooked

(vi) The view of Sankuka and others, as put m the
Abhsnava-bharati seems to take drstanasiamuna to mean shight
visibility But Abhinavagupta rightly remarks that this 1s
ekadela laksanam,'? evidently because the feature of nayjatva
has been overlooked here

Abhinavagupta then clanfies his own standpoint He
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maintains that the Bija 1s sown in the Mukha-sandhi as
to be seen and veiled as it were, by subsidiary 1ncidents
whi%h, however, contributes to 1ts further development.
The analogy 1s derived from a seed, sown and covered by
dust that contributes to its sprouting The Pratimukha-
sandhi represents a steady manifestation of the Bia like
the sprouting of the saffron seeds In the opimon of
Abhinavagupta this can be derived from the etymological
explanation of the term Prattmukha as prafurabhumukhyence
yato'tra vrthh 1¢, where the progress (of the Bija) 1s favour-
able T8 Abhmavagupta illustrates this progress of the Bja
from the Ratngvali T¢ The Natya darpana follows this meer—
pretation of Abhinavagupta and cites the same illustrat1on
with a clear exposition It says thatin the Mukha san dhi
of the Rainavali, the Brya 1s sown in the Act I by the
minister while stating dvipadanyasmadaps etc, and them 1t
1s screened by spring festival etc Butin the Pratimukha-
sandh1 the sprouting of the Bija 1s showninthe Act II by
the meeting of the hero and heroine through the endeav<oux
of Susangata 15 1t appears that according to Abhmavagxpta
drstanastatva of the Bija 1s a regular feature in the Muk ha-
sandhi and 1t 1s immaterial in the second Sandhi where the
steady progress of the Bija 1s delineated This seems to
be indicated by the word kvacit in the defintion of the
Pratimukha sandhi found 1n the Natya-Sastra, as stated above.

Dasa-ripaka and the Sahitye darpana avord the word
drsia-nasta and use laksyalaksya 1nstead, while the Raszmeana-
sudhzkara and the Nataka-candnks use driyadrsya m their
description of the state of the Bija mn the Pratimukha sandhi
‘The Bhava prakasana, on the otherhand, uses both laksyzlsya
and driyadriya 18 The Bhava-prakasane explains drsyah@ as
prayojananagm mspatts and adryatva as the want of thatT?
According to these works the development of the Bija 1m
the Pratimukha-sandh 1s represented as perceptible and
imperceptible by turns and this 1s the characteristic of this
Sandh

From the above discussion i1t becomes clear that the
Natya-sasira 1n definimg the Pratimukha-sandhi presenis a
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rniddle, so to say, and all the later authorities appear to
have tried hard to solve 1t, each in his own way and thus
giving rise to a host of views discussed above SZfara
himself neither follows any of the above views nor 1s
followed by any

Matrgupta, as discussed above, tactfully avoids the
expression drsta-nasta, but the aspects labka (1mitial success)
and prasara (further extension of the action) in his des-
cription of the Pratimukha-sandhi, may be accepted as a
reasonable explanation of Bharata’s above riddle The Bija
1o 1ts progress may be said as wvisible (drsfa) when the
hero attains some sort of success at the ipitial stage of
the play But the drama cannot end there The playwright
mtroduces fresh hurdles on the wav of the hero and the
theme continues and thus the object of desire (Bia) 1s
pushed back far beyond the reach (nasta) Maitrgupta, as
it appears from the above, in his attempt of explamning
the Sandhis 1n his own way, could not totally avoid the
influence of Bharata’s text

GARBHA-SANDHI

The Garbha-sandhi occupies the middle part of the play
and the name according to Sigara owes its origmn to this
position by analogy of a human body ! The Natya-iastra
as quoted in the Nataka-laksana-ratna kosa defines Garbha-
sandh1 as the part of the plot where the Bija sprouts and
where there are attainment, frustration and again pursuit?
The Bija, having its inception (ufpatts) n the Mukha-
sandhi, 1s brought into view (udghafena) 1n the Pratimukha-
sandhi1 and 1t sprouts further (udbheda) 1n the Garbha-sandhi
Sagara says mukha-pratvmukhabhyam mukhotthanasya bijasya
yaira udbhedah prakasamam® Garbha sandhi thus represents
further manifestation of the Bija than m the Pratimukba-
sandhi  Abhinavagupta, followed closely by the authors of
the Natya-darpana, more explicitly says that the Bija having
[its onngin mn the Mukha and sproutingin the Pratimukha
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develops further 1n the Garbha sandhi towards the produc-
tion of the Phala 4 The Sahutya-darpana also means the
san®® and attempts to explain the Garbha-sandhi with the
help of a popular etymology phalasya garbhikaranad garbhah 8

The three words of the Natya fastra prapt (attainment),
apraph (frustration) and anvesana (pursuit) in the above
definition of Garbha-sandhi have given rise to controversies
among theorists Abhinavagupta offers two views, and from
the printed text it 1s difficult to ascertan which one he
himself prefers According to the first of these two views
praptr 1s concerned to the nayaka (the hero) and apraph 1s
i relation to the pratinayake (villain, the chief opponent
of the hero) while anvesana 1s concerned to the both ¢ The
view seems to maitain that the third Sandhi describes some
sort of gain to the hero and loss to his main enemy, both
striving to accomplish their own ends But, remarks Abhi-
navagupta, as this explanation suits well in cases of Vira and
Raudra Rasas only, others maintain that the Garbha-sandhi
represents gain, loss and pursuit by turns and as 1t co exists
with the third Avastha it produces the embryo of the Phala,
the final attainment 7 This Sandhi, according to this view,
thus brings out the prospect of final attainment of the hero
So, the loss, gain and purswmit are all related to the hero
The Naiya darpana® simply repeats what 1s stated in the Abhs-
nava-bharati This Sandhi has been illustrated by Abhinava
gupta from the second and part of the third Act of the
Rainavali where the meeting and separation between the
hero and herome have been represented several times ?
The Dasa-ripake as interpreted by Dhanika, the Bhava-
prakasana, the Sdhtya dorpana, the Rasarnava-sudhakara
and the Nataka-candrika follow this view in different words
Bhoja-deva also maintamns this view 10

Abhinavagupta further maintains that the third Avastha
1e, the Pripti-sambhava represents only a possibility of
gam and not its susety and as the Garbha-sandhi correlates
to this Avasthi, the presentatron of the loss 1s essential
here In the Avamarfa-sandhi, on the other hand, the
prominence 1s given to tne gamn over the loss 1T
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Regarding this problem of prapfs and aprapts m the
Garbha sandhi, Sagara mantains a different view which has
not even been referred to in any of the above wérks
According to Sagara, dramatic plots either describe obliga
tion or prohibition, the former takes the form of gam
and the latter that of loss As an illustration of the first
form Sigara presents an anustubh verse contaming both
definition and illustration 12 This verse itself yields no easy
exposition It seems to mean that the Bya, 1 e, the
destruction of the demons which has already begun, becomes
‘obligatory to Rama due to the abduction of Sita by Ravana
This 158 an 1nstance of prapii-(vidhi) rapa-vastu This form
of the vastu appears to be 1llustrated 1n the Nataka-laksana-
raina-kofa by a quotation from the drama Janaki-raghave
in which Sugriva says that by carrying away Sita Ravana
bhas provoked Rama’s hatred for his own destruction 13
The second form, 1 e, the aprapt, 14pa, has been illustrated
by an analysis of the plot of the drama Tapasa-vatsargja
Here the separation of (loss, aprapis) Vasavadatta from the
king Udayana deeply engrossed in her love, has been shown
to be brought about by the minister through the pretext
pf the burning of Lavanaka when the country was attacked
iw the enemy The pursuit has been shown in the practice
ﬁf penance by the king 14
,, Its difficult to form any clear 1dea regarding Szgara’s
gonception of the Garbha-sandhi from the above He

eems to mean that the characteristic prapfr of the Garbha-
Eandhl occurs 1 dramas where the deeds of the hero are
represented as of obligatory nature, while aprapis consists i
Ipe separation of the hero from his beloved Thus the
pepresentation of prapis or apraphr i the Garbha-sandhi
depends upon the nature of the plot, some dramas show
apts and some aprapis This explanation 1s quite novel
3d 1s unknown to the theorists and commentators
., [From the standpoint of Matrgupta prapts may be taken
} mean progpect of enjoyment (sambhoga yogyaia) and apriph
be explamned as fresh chance of mushap (udbheda)
countpraction of this fresh chance of mishap and
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making of friends (mstrasampat), as described by Matrgupta
may be said to be corresponding to anvesana (pursuit) 1o the
defaition of Garbha-sandhi of the Nalya sasira 15

VIMARSA OR AVAMARSA

Bharata’s definition of the Vimar$a-sandhi, as quoted
by Sagara, 1s very knotty and defies a satisfactory mter-
pretation ! Abhinavagupta himself criticises as many as five
expositions and offers his own But from none of these
the exact reading of the verse can be determined No
explanation of the word utlobhanakria 1s found m any of
the views referred to by Abhinavagupta Similar 1s the
position of the Nataka-laksana-ratna kosa The definition
means that where the b&yartha disclosed i the Garbha-
sandhi, becomes either wilobhanakria or connected with the
aSlesa of that (fasya), 13 Vimaréa Sagara himself says that
Vimara 1s connected with the embrace (@slesana-samyukia)
of something creating confusion or perplexity to the biartha
disclosed by the Garbha-sandhi 2 Abhinavagupta refers to a
view which takes Avamarfa in the sense of mghna, obsta-
cles He further adds that according to this view here Bya 1n
the Bharata’s definition 1s to be taken to mean the fruit of the
Bya and artha to mean mwrtts 8 Thus, bydrtha means the
fructification of the Bija With the help of this exposition
Sagara’s above statement may be taken to mean that the
Vimarsa sandhi presents the fructification of the germ as led
astray The full implication of Bharata’s defimtion of the
Vimar$a-sandhi, as quoted 1n the Nataka-laksana-ratna-kola 1s
now clear The Garbha-sandhi describes further progress of
the Bija than 1n the Pratimukha-sandhi towards the produc
tion of the frmt In the Vimar§a-sandhi, according to this
view this progress 1s represented by the dramatist as led astray
or, as perplexed or, beguiled fully (sslobhanakria) or partially
(tasya vaslesa yukta) 1t thus appears that though not exph-
citly stated, Vimar§a has been taken by Sagara here in
the sense of ughna The causes of zighna have not been
mentioned 1n connection with this view in the Naiaka laksana-
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raina-kosa, where two other views on the Vimarfa also
occur In simple words, this view maintains that the pro-
gress of the action towards the final achievement” is
depicted 1n the Vimar§a-sandhi as totally or partially arrest-
ed Abhinavagupta, however, clearly points out that the
obstruction may be created by such causes asanger, tem-
ptation (created by the opponent), misfortune, curse etc*
Vidvanitha appears to be the most consistent author who
expressess very clearly that the Bija (chief of the means)
i the Vimar$a-sandhi manifests further than in the Garbha-
sandhi but fresh obstructions due to curse etc, are put
before 1ts fructification > The illustration 1s also very clear
In the Abhyjfiana-Sakuntals the entire portion beginning from
the fourth Act where Anastiyd says puamvade ja-1-0a
gandhavvena  mwihena etc, to the seventh Act upto the
recognition of Sakuntala, comprses the Vimaréa sandh, as
this portion 1s Sakuntalz-vismarana-ripa-vighnalingstah ¢ From
the Abhsnava-bharati 1t appears thatthe view has not been
fully discarded by Abhinavagupta 7

Sagara himself seems to have given little support to
the view discussed above, as no 1llustration has been cited
He presents another view, as said by others This view
maintains that the Vimar$a-sandhi depicts a state of obscurnty
(semvrir) so far as the progress of the action towards the
final achievement 1s concerned This obscurity arises out
of heroes’ deliberation over diversified purposes The enemy
of the hero here 1s made to suffer a heavy loss also 8
Due to the multiplication of subsidiary issues the central
portion of the plot of a drama 1s elaborated to 1its best
and the main purpose may be represented as branching
towards many directions Gradually these subsidiary issues
merge to the mamn plot and produce a single result This
elaboration and ramification of the main purpose should be
completed before the close of the Vimarfa-sandhi so that
a clear and steady progress towards the final end may be
depicted 1 the last Sandh1  Thus, 1n the second half of the
third Sandhi and i the first half of the fourth Sandhi the
plot of a drama reaches to the highest degree of com-
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plexity The Natya $asira gives clear direction to the dra-
matist that the achievement, if there be any, of the Pataka-
n®aka should be delineated betore the close of the
Vimaréa“sandh1 ® Due to this elaboration and diversification
the hero 1s generally depicted in tbe Vimarfa-sandhi as
brooding over the facts for finding out a right direction
Thus, reflexion 1s said to be the nature of the Vimaréa
sandb1 by Sankuka as stated by Abhinavagupta Reflexion
or deliberation, maintains éankuka, may be due to various
reasons as temptation, anger, misfortune etc 19 Abhinavagupta,
however, refutes this view on the ground that deliberation
13 not limited to this Sandhi only and as such, 1t cannot
be taken to be the characteristic of the Vimar$a-sandhi
only 11 Udbhata’s view also, as represented by Abhinava-
gupta, seems to be similar to the above one, refuted by
the latter According to Udbhata, 1n the Vimaréa sandh,
the hero being obstructed 1in the course of his pursuit after
the desired aim, broods over the situations 12

The theory that deliberation constitutes the chief feature
of the Vimar§a-sandh1 has been supported not only by pre-
Abhinavagupta authorities like Sankuka and Udbhata but
also by post-Abhinavagupta theorists like Dhanika, Bhoja,
Saraditanaya, Singabhtipila and Rupa-gosvimin The Dasa
rapaka, asinterpreted by Dhanika, maintains that deliberation
due to krodha or nlobhana characterises the Vimar$a-sandhi 13
The Bhava-prakasana gives two definitions of the Vimarfa-
sandhi, one of which 1s verbally quoted from the Dada-ripaka
and the other states the same thing in different words 14
The Rasarnava sudhdkara followed by the Naztaka candrka
maintains the same view 15

The Naiaka-laksana-ratna kosa contains another description
of the Vimar§a-sandhi  According to this description,
doubt (sandeha) appears to be the distinguishing feature of
the Vimaréa-sandhi ¢ In this portion of the plot, maintains
some, the final accomplishment though seems to be within
the reach, 1s presented as doubtful due to some turn of
facts This final fruition (phaldgama) becomes doubtful
after the Garbha-sandhi, upto whih the progress 1s
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unhampered  Simply speaking, the Vimarfa-sandhi puts
up the last hurdle on the way of final fruition of the
Bya and naturally a doubt arises m the mind of %he
audience regarding the end of the drama The hero
himself 1s depicted as doubtful regarding the accomplish-
ment of his desire This doubtful state, says Sdigara may
be depicted as the result of temptation, perplexity, anger
or mishap Sagara 1illustrates Vimarfa through wlobhana
from the Raghavabhyudaya, where Ravana with the inten-
tion of making a false peace, presents to Rima a demoness
Jilin1 by name who takes the form of S8ita  Thus the
demons here through temptation cause doubt in the mind
of RaZma regarding the course to be adopted 17 The
kiodhaja-vimarsa 15 sard to be illustrated in the seize of
the capital of the king of the Vatsas by the enemies 18
The uvyasanaja-vsmarsa has been illustrated from the Act
VI of the Vem-samhara by quoting the verse, firne bhisma-
mahodadhau etc 1® The situation refers to the mace-duel
between Bhima and Duryodhana which causes a doubt
in the mind of Yudhisthira

Abhinavagupta himself maintains that doubt 1s the
nature of Vimar$a2° From the standpoint of Abhi-
navagupta 1t may be said that the third Avasthi (Praptyasa)
coexists with the third Sandhi (Garbha) and as such, it
describes a possibility of attaimnment (sambhavani) The
Vimar$a-sandht coexists with the fourth Avasthd (Niyatdpti)
where sam$aya (doubt) preponderates Saméaya 1s possible
even after sambhivani 1f some unforeseen obstacle 1s put
on the way of the final achievement Through the medmum
of a highly scholastic discussion Abhinavagupta conveys that
at this stage the forces, in favour of and opposed to the
progress of the action towards the planned end, are depicted
as of equal strength and as such, a doubtful situation 1s
created This gives a scope to the hero for the display
of his best parts in overcoming the obstacles and creates
a suspense, so essential for the suocess of a drama 21
Thus from the standpoint of both the hero of the drama
and the audience Vimaréa-sandhi depicts doubt (sandeha)
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On a perusal of Abhinavagupta’s view, it appears that
th(ﬁxgh sandeha 1s the chief characteristic of the Vimarfa-
sandhi yet mghna 1s there as the sandeha 1s caused by
some sort of wghna 22 This pomnt 1s made clear by the
Naiya-darpana where the authors give almost equal stress on
sandeha and wnghna,?® otherwise they follow the Abhsnava-
bharat, closely

The above discussion proves that there has been a con-
troversy regarding the correct interpretation of Bharata’s
definition of the Virmar$a-sandhi and Abhinavagupta seems
to have discussed and criticised the views separately,
while Sagara appears to have arranged them into three
groups Sagara refers to three views without entering
mto the critical task of evaluating their merits and 1t 1s
not possible to find out his own opmmion regarding the
matter It 1s interesting to note that all the three views
given 1 the Nataka-laksana-ratna kosa are deduced from the
same definition of the Natya-sastra asis evident from the
Abhsnava bharoti The three views with their adherents may
be arranged 1n the following way

1 Vighna 1s the main feature of the VimarS$a-sandhi

Only Visvanitha 1s the consistent supporter of this
view Sdgara presents this view as that of Bharata
muni

2  Deliberation (paryalocana) 1s the nature of Vimarfa-

sandhi  This view has been supported by the majority
of theorsts including $ankuka, Udbhata, Dhanika,
$aradatanaya, Smgabhﬁpila and Riipa-gosvamin

3  Doubt (sandeha) 1s the chief feature of the VimarSa-

sandh1 This view finds strong support from Abhi-
navagupta and Ramacandra Gupacandra Sagara
illustrates Vimar$a according to this view

Now, 1t may be pomted out that sandeha and vvmarsana
(anvesana, paryilocana) differ very little ;n sense and both
origmate where there 1s a scope of mghna so far as the
plot-construction of a drama 1s concerned Vighne gives
rse to doubt mn the mind which causes deliberation From
the standpomt of the audience it may be said that the
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Vimaréa-sandhi presents obstacles to be overcome on the
way of the final achievement, 1e, the fructification of the
germ Judged by the mental state of the hero it may” be
said that in the Vimar§a-sandhi he is depicted as perplexed
due to the doubtful situation created by opposing forces
and as such, brooding over the situations to find out the way
From both objective and subjective standpoints 1t appears
that »sghna forms the basis for the delmeation of the
Vimarfa-sandhi Vighna creates a doubtful situation Udbhata
and Sankuka, two almost contemporary authors, appear to
have taken into consideration the reaction of the mind of
the hero at this situation while describing deliberation as
the mamn characteristic of the Vimarfa-sandht1 Abhinava-
gupta taking the situation into consideration describes 1t as
sandehatma Dhamka, Saraditanaya etc, cling to the old
view of Udbhata and Sankuka Viévanitha describes the
Vimaréa-sandh1 taking into consideration the root cause
of the sandeha and paryalocana  Sagara most cleverly
supports all the views, as it appears from the text of
the Nataka-laksana-ratna~koia  In cooclusion it may be
pomnted out that Matrgupta also enumerates, as shown
before, obstacle connected with a bit of success as one of
the three aspects of the VimarSa-sandhi It appears thus
probable, that chronologically also the views may be arranged
in the same way as has been done above

NIRVAHANA SANDHI

Sagara gives the definition of the Nirvahana-sandhi,
evidently from the Naiya $astra
samaptik samyagarthanam prastutanam mahawasam|
nana-bhavottaranam ca bhaven-nirvahanam tu tat/|?
Sagara’s comment on this verse means that where the
arthas (purpose) of the Bija etc, imntroduced previously are
represented as finally served, is called the WNirvahapa-
sandh1 2 It has already been shown that the Arthaprakrtis
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according to Sagara are elements of the plot 3 He thus seems
to Jaean that 1n the last Sandhi the purposes of all the
elelents of the plot are represented as fully served
Everything comes to a conclusion here Different elements
of the plot, according to this view, are introduced to serve
different purposes A proper delineation of these elements
n a Nataka assumes a great proportion (mahawasam) and
give rise to varied mental states nanzbhavoitargnim  The
final achievement in the Nirvahana sandhi marks the ful-
filment of all these purposes Matrgupta also maintains, as
has been shown,# that the Nirvahana-sandhi 1s characterised
by the accomplishment of the desired object and a successful
carrying out of all the undertakings Sagara’s nterpretation
of Bharata’s definition of the Nirvahana-sandhi seems to
be influenced by the view of Maitrgupta

Abhinavagupta strongly supports the theory of correlation
of the Sandhis with the Avasthds He takes the word ariha
mm the definition of the Nirvahana-sandhito mean Avasthi
and maintains that the first four successive Avasthids
corresponding to the first four successive Sandhis depict the
gradual transformation of the Bya and thus give rise to
the state of excellence as the basis of aesthetic experience
(camat-karaspadatve jatotkarszham) through the delineation of
varied mental states (krodhadibhirbhavarh) That part of the
plot where they culmmate to produce the fruit, 1s the
Nirvahana-sandhi, covered by the Phalajogivastha 5 Abhi-
pavagupta presents another explanation of this sandhi, said
to be the view of others The word artha has Been taken
i the sense of upaya (means) in this explanation Accor-
ding to this view the Nirvahapa sandhi depicts the success
of the chief means, set forth in the Mukha sandhi 1
producing the desired phala ¢ The Natya darpana describes
the Nirvahana sandhi after the first view of Abhinava-
gupta ’

Later authorities closely follow the line of Dhanafjaya,
who himself seems to be influenced by the above view
Aceording to Dhanafijaya the Nirvahapa sandhi 1s that
portion of the plot where the purposes of four other sandhis,



80 NATAKA-LAKSANA RATNA KOSA IN THE PERSPECTIVE

containing the Bua and distitbuted in due order, are
brought together to produce one result, 1 e, the final
end 8 The Bhava-prakasana gives this definition verbally ZThe
8amtya-darpana reproduces both the text of Dhanafijaya and
commentary of Dhanika verbatim The Rasarnava-sudhakara
and the Naiaka-candrika also follow the Dasa-ripaka °

From above discussion 1t appears that the chief mark
of the Nirvahana-sandhi 1s that herein the playwright
depicts the final achievement The successful carrying out
of all undertakings, the fulfilment of all purposes, the
production of the fruit, success of the means,—all
mean the samething, the achievement of the desired object
from the standpoint of both the playwright and the hero of the
play Bhoja also means the same when he says —knryaphalena
samyag-yogo mn.rvahanam 10 The last portion of the drama
Ratndvali beginning from the entrance of the magician
comprises the Nirvahana-sandhi

The Nataka laksana~ratna-kosa records two post-Bharatan
views which deserve special attention Sagara says that
some favour a brief recapitulation of the course and
canclusion of all the Sandhis in the last Sandhil! Abhi-
navagupta also refers to this view, as maintained by some 12
This view seems to be given importantee to in the Ndiya-
darpana, and the illustration has been cited from the Satya-
harvicandra of Ramacandra himself 1* The other theory,
recorded 1 the Nalaka-laksaha rotna-kosa advocates the
mtroduction of another obstacle in the Nirvahana sandhi, put
on the way of the final success of the hero The fire ordeal of
Sita has been cited as an example of this theory ¢ This
mtroduction of an eleventh hour tragic complication
increases tension and saves the play from a tame and
commonplace ending 15

From Bharata’s analysis 1t appears that in the Garbha
sandhi the plot takes a definite shape and the audience
can form anidea of what 1s to follow To keep alive
the interest of spectators unforeseen obstacles are put forward
1 the VimarSa sandhi, where the progress of the action
towards the desired end 1s represented as checked The
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curse of the sage Durvasas in the Abhyfgna-sakuniols and
the capital punishment of Carudatta in the Mrechakatikam
nfay be taken to be good examples of this unforeseen
obstacle But when this obstacle in the Vimar$a-sandhi
1s surpassed, the course of the action acquires momentum
and proceeds without interruption till the conclusion 1s
reached Now, after the Vimar$a-sandhi which 1s full of
actions due to the tussle between the opposite forces and
the victory of the one favourable to the cause of the hero
over the unfavourable ones, the Nirvahana-sandhi becomes
tame There remains nothing mteresting, as the audience
can fairly guess the conclusion A short recapitulation of
the entire action, referred to by Sagara 1s of little help,
as 1t fails to create any nmew nterest This device may
simply explain the entire course of the action by giving
the synopsis of the former events and connecting them with
the conclusion, and perhaps owes 1ts origin to the attempt
of the dramatists 1n showing the inevitability of the conclu
ston, which 1s so important for the success of a drama
Dramas hike the Mudrz raksasa of Visakhadatta, where the
course of the action 1s too intricate to be followed by the
audience, also require a4 brief recapitulation of the former
mcidents to show their interrelation  Canakya in the
Mudrz-raksasa discloses to Raksasa his plans in the Nirva
hana sandhi  Similarly, Marica m the Abkyfana-sakuniale
discloses to the hero and heromne the cause of their
separation  But 1n both the cases, particular dramatic
interests have also been served by this reference to past
events Raksasa should know the circumstances leading to
his defeat and should not think himself polluted by the
touch of Canpdalas before he can accept with a clear mind
the post of Amitya under Candragupta Simularly, a real
union between Dusyanta and Sakuntala 1s possible only
when the actual cause of theirr separation 1s known to
both

Some dramatists, as 1t appears from the Nataka laksana-
raina-kosal® took recourse to invent a fresh but momentary
complication at the last stage of the action to avoid a tame

6



82 NATAKA-LAKSANA-RATNA-KOSA IN THE PERSPECTIVE

denouement The motif of this device 1s found in the fire-
ordeal of Sita in the Ramayana This portion of the
Riama-story forms the theme of many Rama-plays Sndraka,
m his Mrechakapika, depicts Dhata’s attempt to commit
suicide by entering into fire when all are jubilant at the
reunton of the hero and heromme This device of introducing
an “eleventh hour tragic complication” has undoubtedly
hightened the tension ef the last Sandhi in the Mrechakatika
Sagara records another view according to which, at the
concluding portion of the Nitaka a god should appear on
the stage,T” evidently to make the finishing more charming
The appearance of Vasudeva in the Venisamhara and that
of Gauri mm the Naginanda, have been cited as exemples
of the device Sagara mintains that the appearance of a
god at the last moment 1n a drama indicates the pros-
perity (abhyudaya) of the hero The appearance of divine
sages, equivalent to gods, also serve the same purpose I8
The entrance of the divine sage Narada, just to finalise
a happy conclusion 1n Kalhdasa’s Vikramorvas:, may be
cited as an example The above theory seems to be based
upon an observation of plots where divinities or divine-
sages are presented on the stage at the concluding part
of the Nitaka for some dramatic purpose and also to
enhance the charms of the finishing It 1s interesting to
note here that Rucipati 1n his commentary on the Anar-
gha raghava ascribes the view to Bharata and quotes a
verse of the same mmport 12 This verse 18 also found in
the Sangita-damodara of Subhankara 20 Sagara also, seems
to quote the first hemistich of the verse,2T but refers to
no authority These sorts of quotations in the Nataka-
laksana-ratna-kosa which are not ascribed to any authomty
or mtroduced with any such expression as anyastvzha etc ,
are mostly found to be taken from the Napya-Sastra It
may be surmised that the above verse was current in the
neme of Bharata in the days of Sagara.
« The above view, however, follows from the dictum of
¥he Nawa-sastra, quoted 1 the Najaka-laksana-raina-kola
here it 1s said that m the demouement of all sorts of
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compositions there should be the Rasa of wonder (adbhuta) 22
'l;he sentiment of wonder may be aroused by depicting
the occurrence of unexpected things like the appearance
of divinities or divine sages on the stage The re union
of Dusyanta and S$akuntals mn the hermitage of Marica
the Abhyfiana Sakuntala and the entrance of real Sita on
the stage 1n the Utfiara-rama carita, may be cited as apt
examples of this theory

The Natya-sastra with an eye on the possibility of a
tame conclusion, further enjoins, as quoted in the Naiaka-
lasana ratna-kosa that the composition should take the shape
of the end of a cow’s tall and exalted ideas should be
depicted 1n the last half of the Nataka 22 There has been a
controversy regarding the implication of the statement that the
composition should be like the end of a cow’s taill Sagara
simply says that the first half of the Nataka should be
elaborate (parvavhage wistaraniyam) and the second half com-
pact (pascardhe ca samharaniyam)2* It has been discussed
above that the Garbha sandhi, occupies the middle portion
of the plot and from the Vimarfa sandhi begins what 1s
technically known in English the Falling action and before
that 1s Rising action according to the G Freytag’s pyramidal
structure of the plot of a play2® The rising action 1s
extended and the falling action 1s shortened just to keep
alive the interests of the spectators as they, to some extent
can form an idea of what will follow from the very begin-
ning of the falling action Abhinavagupta offers two
explanations According to some, the above statement of
the Natya-iastra means that the angas, evidently the Acts,
should gradually be shortended 26 This implies that the
first Act of a drama 1s the longest and the last 1s
shortest But this cdrries little sense and 1s too mechanical
and has been hardly followed by dramatists According to
others, mnforms Abhinavagupta, as some of the hairs at the
end of acow’s tail are longer and some shorter, so also
some karyas 1n a drama end in the Mukha-sandh, some
in the Pratimukha, some others last 'upto the Avamarfa
and the rest 1s completed in the Nirvahapa-sandhi 27 The
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complicated plot of a Naitaka deals with various incidents
and their purposes are represented as served in successive
stages while the most mmportant ones are retaimned upto
the conclusion Thus, the second explanation of Abhinava-
gupta seems to be reasonable

From the above discussion, 1t appears that the Natya $dstra
i describing the Sandhis takes 1nto account mainly the gradual
transformation ot the Bija from its origination to fruition
The Bija originates m the Mukha-sandh1 (yatra bijasamut
pattuk) and goes on sprouting (byasyodghdtanam yaira) through-
out the Pratimukha-sandhi but fully sprouts in the’Garbha-
sandht (garbha-nurbhinna) Its progress towards fruition 1s
checked by unforeseen obstacles (wlobhanalkria krodhavya-
sanaga) 1 the Vimar$a-sandhi, and finally transforms
itself mnto fruit in the Nirvahana-sandhi

RELATION AMONG THE THREE PENTADS , THE
AVASTHAS, SANDHIS AND ARTHAPRAKRTIS

The analysis of a plot into Avasthds, Arthaprakrtis and
Sandhis has been discussed in details along with the nature
and characteristics of each member of the above three
pentads Sagara follows the Najya-Sdstra closely in maintain-
mg a silence regarding the mterrelation among the three
pentads, but other theorists and commentators have worked
out different theories, a perusal of which 1s essential for the
proper comprehension of the topics

Sagara, as has been shown, takes the five Avasthas i the
sense of five successive stages in the development of a plot
Regarding the problem whether these five Avastbas are all
present or not i the plot of all types of plays, he states
nothing explicitly The Natya sastra clearly states that every
action must possess the five Avasthasin the same order in
which they have been enumerated? But the implication of
the expression ‘every action’ 1s doubtful and it may by taken
to refer to the plots of full fledged dramas hke Nataka and
Prakaranpa, having all the Sandhis, or plots of all types of
plays Abhimavagupta seems to suppo'rt the first explanation
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and the pomnt will be discussed shortly Dr K K Datta
Sastn rightly pomnts out? that Bharata, while speaking of
the division of plots into Sandhis and Arthaprakrtis, gives
no such special stress as above, and actually sanctions that
there may be plots without some of the Sandhis and
Arthaprakrtis  There 1s, however, no such relaxation,
sanctioned by the sage in the case of the Avasthis The
Natya-sastra thus seems to maintamn that any type of play
must possess the five Avasthas The silence of Sagara in
the matter, may be taken to be his support to this view

Sandhis, according to the Nataka-laksana-ratna-kosa as
discussed above, are structural divisions of the plot from the
standpoint of different purposes served in the progress of the
action All the authorities, beginning from Bharata, maintam
that every type of play does not contain all the five Sandhis
Thus, from the standpoint of the Nataka laksana ratna kosa,
1t may be said that the Sandhis may or may not correspond
to the Avasthas For this reason, Sagara seems to have neither
asserted nor denied any correlation existing between the
Sandhis and Avasthas Arthaprakrtis, according to Szgara,
are essential elements of the plot and are not divisions So,
the question of any correlation of the Arthaprakrtis, either
with the Sandhis or with the Avasthds cannot reasonably be
comprehended from the viewpoint held by Sagara Itis, of
course, certain that the feature bijofpatis (origin of the germ)
occurs 1n the Mukha-sandhi, but like Bindu (the sign of
continuation) the Bija also contmnues throughout the play
The Patika and Prakar1 are not restricted to any particular
Sandht 1n the Nataka-laksana-raine kosa Thus, according to
Sagara there 1s no necessary correlation among the above
three groups of five

Like the Avasthas, the Sandhis also occur in a drama m
the same order 1n which they have been enumerated Abhi-
navagupta holds that each Sandhi rests on the corresponding
Avasthi 3 So, according to Abhinavagupta, the types of plays
not having all the Sandhis (hinasandhs), cannot have all the
Avasthis also The Nafya-darpana closely follows Abhinava-
bharati 1n this respect and clearly states, sandhayo mukhyavrita-
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méah paficavasthinugzh kramat+ The Natya darpana further
maintamns that all the five Avasthds occur in the Nataka,
Prakarana, Natikd and Prakarani® and as such, all the
five Sandhis also occur 1n these types of plays Viévanitha
also 1s a follower of this view and explicitly states that
in connection with the five Avasthas respectively, the five
sections of the plot constitute the five Sandhis ¢ Thus, 1t 15
not the Natya-darpana that tries to link the Sandhis and the
Avasthis, as maintained by Dr Mainkar 7 Ramacandra and
Gupacandra simply follow the line of Abhinavagupta Abhi-
navagupta, himself, however, 1s not the propounder of this
school of thought He may be said to be the main advocate
The above view has been attributed to his preceptor in the
Abhynava-bharali 8 This school of thought thus maintains that
The Mukha-sandhi rests on Arambha
The Pratimukha sandhi rests on Yatna
The Garbha-sandhi rests on Praptyasa
The Vimar§a-sandhi rests on Niyatapt:
The Nirvahana-sandhi rests on Phalagama

The essence of the above theory isthat a plot of a full-
fledged drama (Purpdnga-ripaka) in its development passes
broadly through five stages (Avastha) and each stage 1s the
under current determining its corresponding Sandhi, a struc-
tural division of the plot From this 1t, however, cannot be
supposed that the doctrine of stages 1s a later addition to
Bharata, as has been done by Dr Mainkar 9 *

There 1s another school of thought that advocates almost
a mechanical theory of correlation existing among the members
of the Avasthds, Arthaprakrtis and the Sandhis The
Nitya-Sastra says arthaprakytayah pafica jiated yoypa yatha-
osdhe 10 The statement means that the Arthaprakrtis are to
be used 1n a drama according to rules But there 1s no such
rule (n1dhs) regarding their order of use 1n a drama, prescribed
i the Naiye-Sasira and the sage seems to have given the
playwnght a complete freedom He may use them according
to hus discretion  Abhinavagupta as the printed text of the
Abhwnava-bharati stands, seems to mamtam that the five
Arthaprakrtis are to be usedin a drama m the same order

W W
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i which they are enumerated in the Natya sdstra 11 The
Natya darpana rightly opposes this view and enumerates the
Arthaprakrtis 1n an order different from that of the Natya-
sastra It further declares that their application 1n a drama
may not follow the order of enumeration and also all of
them are not essential in every drama 12 But there are some
theorists who maintain that like Avasthas and Sandhis, the
Arthaprakrtis also should occur in a drama in the same
order 1n which they are enumerated, and regarding enume-
ration they follow the Natyae$dstra Naturally, the theory
evolves that each Sandhi rests on the corresponding Avastha
and Arthaprakrti

The Dasa-rapaka 1s generally believed to be the chief
exponent of the above theory 13 Both Dhanafijaya and
Dhanika assert that the five Arthaprakrtis, combined res-
pectively with the five Avasthas give rise to the correspond-
g Sandhis 14 Dhanafijaya further maintains that the anyas
of the Mukha and Pratimukha Sandhis are determined by
the samanvayz of the Avasthias and Arthaprakrtis concer-
ned 15 $araditanaya, $mgabhupala and Ripa-gosvimin
maintain this view Bh ojadeva also seems to support this
view 16 Commentators like Riaghavabhatfa, Katayavema
and Dhund: are staunch followers of the above view Now
this theory of correlation may be stated clearly in the
following form

1 Bijaand Arambha combme to form the Mukha-
sandh1

2 Bindu and Prayatna combine to form the Prati-
mukha-sandht

3 Pataki and Priptya$a combine to form the Garbha-
sandh1

4 Prakari and Niyatipti combine to form the Vimarfa-

sandhz

5 Karya and Phaligama combme to form the Nirva-
hana-sandhi

It has been shown above that according to Abhinava-
gupta the five Avasthds and therr corresponding Sandhis
should occur in a pirnanga ripaka and that all the Artha-
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prakstis are not essential everywhere like the Avas-
thas , the Patdka and Prakari may or may not occur in a
drama 17 Thus, according to Abhinavagupta the abschce
of the Patiki and Prakari does not hamper a drama
from being Purnanga, having all the Avasthds and their
corresponding Sandhis Abhinavagupta further rejects m
unequivocal terms the existence of yathd samlhye niyama
among the Avasthds, Sandhis and Arthaprakrtis 18 This s
also the view of the Ndtya darpana 1® The entire theory of
correlation of the three pentads has thus been exploded by
Abhinavagupta But 1t 1s not mentioned in the Abhinava
bharat: that any theorist upholds the view Abhinavagupta
might have fought back either a possible theory or a really
existing one But his method of argument in rooting out
a]l the pre conditions of the said theory of correlation
among the members of the three pentads 1n a drama, seems
to pre-suppose the existence of such a theory at his
time

It 1s curious to note that Dhanafijaya, the chief exponent
of the above theory of correlation admits that the Patika
may or may not occur in the Garbha-sandhi2® and keeps
slent as to the position of the Prakariina drama S$ira-
datanaya maintains that in the Garbha-sandhi the Patika
does not occur in some dramas hke the Malavskagmmairam
and does occur in sum dramas hike Mdlatimadhavam and
as such, the occurrence of the Patdki in the Garbba-sandhi
18 optional. This view has been attributed in the Bhava-
prakasana to Kohala 2T If Saradatanaya 1sto be believed,
then Kohala may be said to have assigned the place of the
Patak3, if 1t occurs at all, 1n the Garbha sandhi

Inconsistently enough, the Bhaiva-prakdsana further mamn-
tamns that the Praptyasa should occur in the Garbha-sandhis
and 1n the absence of Pataka, sometimes either the Bija or
Bindu should be used there2? The Rasirnava-sudhakara
also mamntaimns the same view 23 The above theory of
correlation cannot stand if the Bija or the Bmdu 1s allowed
to occur m the Garbha-sandh:i unless $aradatanaya admits
that these two may occur more than once 1n a drama which



OF ANCIENT INDIAN DRAMA & DRAMATURGY 89

agam goes against the mam thesis of correlation Like the
Dasa riipaka, the Bhiva prakzsane also mamtains silence
regarding the position of the Prakariin a drama It thus
appears that the Dasa-ripeka and the Bhava-prakasa,
though uphold the above theory of correlation, they do not
try to imvest 1t with a mechanical perfection disregarding
the characteristics of the subsidiary elements, the Pataka
and Prakar1 They are mconsistent, so far as they mamntain
that each Sandhi 15 formed by a combination of the
respective Avasthd and Arthaprakrti and rat the sametime
declare that the Patadkd may or may not occur in the
Garbha-sandh1 and observe silence regarding the place of
the Prakari, which according to their theory should occur
1n the Vimar$a-sandhi

Smgabhﬁpala seems to have given the above theory a
mechanical perfection He repeats what has been said by
the Dasa rapaka, regarding the determination of the angas of
Mukha and Pratimukha Sandhis, but asserts that the angas
of the Garbha and Vimarfa Sandhis also depend upon the
combination of the Praptyasa with the Patika and that of
the Prakar1 and the Niyatapti respectively 24 Most mcon-
sistently the Rasarnava-sudhakara follows the Dasa-riipaka and
the Bhava-prakdsana m mamtaining that the Patiki may or
may not occur 1n adrama 25 The Nataka candrika closely
follows the Rasarnava-sudhhikara and adds that the angas of
the Nirvahana-sandhi depend upon the combination of the
Kirya and the Phaligama 26 Singabhupala and Ripago-
svimin are apparently consistent 1sasmuch as they take the
Arthaprakrtis as sections of the plot, which of course 1s
opposed to the Bharatan conception, as pointed out before 27

Among the commentators, Raghava-bhatta, Katayavema
add Dhundi are staunch supporters of the above theory
Raghava-bhatta follows the Dala-rapake so far as the
dependence of the angas of the Mukha and Pratimnkha Sandhis
1s concerned, but takes resort to the Rassrnava~-sudhikara to
show that the angas of the Garbha and Vimar$a Sandhis also
similarly depend upon the combination of the Asasthas and
Arthaprakrtis concerned 28 It 1s also mteresting to note that
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the Matalivrttanta 1s not a Prakar1 according to Righava-
bhatta, simply because 1t occurs at the close of a Sandhi and
the angas of the Vimar$a-sandht do not depend on 1t 29

Katayavema follows mainly the Bhdva-prakaiena 1 his
commentary of the Malavik@gnimitra and maintains that the
Garbha-sandh1 1n this drama depends upon the correlation
of the Praptyasa and Bindu %° In connection of the Vimar§a-
sandh1 of the said drama, he says that hereit1s Vimar§a~
sandhi, as the Bia, occurring in the due place of the
Prakar1 1s connected with the Niyatipat: 3! Dhundi 1n
his commentary of the Mudrarzksasa connects all the Artha-
prakrtis with the respective Avasthis and Sandhis and in
this respect he follows the Rasarnana-sudhzkara

The Natya-Sastra represents a tradition, developed through
centurires It does not seem to betray any predilection towards
the views that connect the Sandhis either with the Avasthas or
with the Avasthds and Arthaprakrtis both  Practically
speaking, none of the above terms have been defined in the
Natya-Sastra Later authorities defined them 1n their own way
and different views evolved, as have already been discussed
From their treatment in the Natya-$dsira, 1t appears that
the Avasthas may correspond to the Sandhis, though no hard
and fast rule can be formulated The Arthaprakrtis are
quite different things and all of them cannot reasonably be
comprehended to coexist with either the respective Avasthas
or Sandhis This seems to be the most ancient view which
has been reproduced by Sagara

As the number of members of these three groups 1s five, a
tendency developed from an early age to establish a mutual
relation among them Saraditanaya, as has been shown,
records the view of Kohala regarding the position of the
Patiki in the Garbha-sandhi It has also been shown that
according to the preceptor of Abhinavagupta each Sandhi
rests on the corresponding Avasthi Maitrgupta, as dis-
cussed above, 1m his treatment of the first three Sandhis
gives crucial position to the Bia, Bindu and Pataka respec-
tively These three Arthaprakrtis are not taken there exactly
m the same sense in which they are used in the Natya-sdstra,
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at least as interpreted by Abhinavagupta, Sagara and others
Some other authority perhaps, drew inspiration from Kohala
and Matrgupta and also being tempted by the word yatha-
ndhs 1 arthaprakriayah pafica jiidtoa yojya yathavidhs of the
Natya-sastra (GOS XIP 10), took the Arthaprakrts also to
occur 1n a drama 1n the very order 1n which they are found to
be enumerated in the Natya sastra A tendency naturally deve

loped to correlate the members of these three groups of five

The final result of this tendency 1s found 1n the doctrine that
each Sandhi rests on the corresponding Avasthi and Artha-
prakru Dhanafijaya, so far as the available texts are
concerned, 1s the earliest exponent of this theory But from
the criticism of Abhinavagupta, as discussed above, 1t appears
that the theory 1s much more older Dhanafijaya and Sara-
datanaya, however, could not give the theory of mechanical
perfection which work was completed by smgabhupila

Commentators mostly followed this absurd mechanical theory
of correlation simply out of loyalty to the theorists who
preceded them

i

ANUSANDHI

The Natya-iastra says that the Pataka (vyaps prasangika-
urtta) may contain one or more Sandhi or Sandhis, but as
they are subservient to the interest of the main, they are
called Anusandhis ! Abhinavagupta informs us that Lollata
and others favour an analysis of the portions of the plot
dealing with the Patdka-ndyaka, into Anusandhis 2 Abhi-
navagupta himself rejects the idea of taking the Anusandhis
into account, because the Pataka itself serves the interests of
the mamn hero Moreover, if a Pataks is to be fully treated
with, then 1t should be provided with another Pataka, thus
giving rise to the anavasthd-dosa * In principle, however,
Abhinavagupta accepts that the Patika-vytta may contain
sandhi or sandhis, as any and every episode may contain five
Avasthias on which the Sandhis are based, but he finds no
necessity of enumerating them as they are all for the mamn
plot ¢
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Following the Abhinava-bharatr the Natya-darpana makes
the point more clear The Natya-darpanae calls the Anu-
sandhis as Gauna sandhis, because they are dependant to
the Sandhis of the main plot and as such, they deserve
no separate treatment and are mainly hinted at or may
be inferred The problem of Anusandhi does not arise
at all with regard to the Prakar1 due to 1its short
ness 3

The DaSa-rapaks, on the otherhand, maintains that the
Pataka vrtta should contamm Anusandhis, whose number
should be less than that of the main Sandhis by one,
two, three or four, but the Prakari should be used without
any Sandhi 6

The attempt of analysing the Patika-vrtta into Sandhis
1s mainly due to 1ts extensive character The problem,
however, seems to have had 1its ongin to the fact that the
Sandhis have been taken to be concerned to the main plot
only by a school of thought to which Abhinavagupta and
Ramacandra belong ¥ Sagara takes the plot as a whole
in his analysis of it into Sandhis, as discussed above
From his standpoint the question of the Anusandhi does
not arise at all This seems to be the reason behind its
omission 18 the Nafaka-laksana-ratna kosa



CHAPTER V

Sandhyangas
Angas of the Mukhasandh1

Sagara quotes the definitions of the Sandhyangas from
the Naiya sastra 1n almost all cases and 1illustrates them
addmmg a short gloss on each There are casual references
to other views also

1 Upaksepa Upaksepa 1s defined asthe beginning of
the play 1 Herefrom the Kavyartha starts As an 1illus-
tration of the Upaksepa, Sagara quotes the verse, nirvana-
vavradahanah etc, from the Vem-samhara 2 The verse prac-
tically occurs 1n the Prastdvanid and is put into the mouth
of the Sutradhara Sagara, however, says that the illustra-
tion 1s given from the first Act of the drama Veni-samhgra 3
Thus the DPrastavani also 1s taken i1nto account in the
Nataka-laksana-raina-kosa while analysing the plotnto San
dhis Abhmavagupta and Ramacandra take strong objection
to this method ¢ Abhinavagupta illustrates Upaksepa with
the vease laksd-grhanalanisanna etc, the first dialogue to be
recited by Bhima from nepathya before the exit of the
Stitradhdra, 1 ¢, n the Prastavana 5 It thus appears that
according to Abhinavagupta the plot begins from the first
significant speech of one of the characters of the play con
cerned Viévanatha also follows Abhinavagupta and quotes
the same verse as an 1llustration of the Upaksepa® Sagara
seems to maintain that the plot begins from a clear hint to 1t
by the Sttradhara in the Prastavana This 1s evident from
the above illustration of the Upaksepa in the Naitaka laksana-
ratna-kosa The verse concerned, along with the attached
prose portion of Sutradhara’s speech, expresses a pious wish,
“Let there be a peace between the Pandavas and the Kauravas
through the attempt of Krsna,” and thus indicates the
beginning of the theme Through slesa 1t also gives a hint
to the destruction of tha Kauravas, the ultimate object of
the drama 7
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Bhima in the verse caficad-bhuja bhramiia etc ,1n the same
diama, as an illustration of Vilobhana 18 The Rasarnava-
sudhakara takes Vilobhana to mean a description of merits
of the hero or the heroine 17

Abhinavagupta remarks that the above four angas generally
occur in the Mukha-sandh1 and 1n the same order in which
they have been enumerated 18 The Natya-darpana follows
a different order in enumerating the angas but maintains that
Vilobhana occurs after Parinyasa up to which 1t follows the
order of the Natya $astra 19

5 Yukt1 Yukt1 has been defined as the careful con-
sideration of facts2° As an illustration of Yukti, Sagara
cites a verse which means that a mighty hero, though unarmed
kills the enemy just as Vignuslew Hiranyakaipu 2! This
seems to be the speech of some one argumngin favour of
valour Yukt: according to Abhinavagupta, discloses what
18 to be unfolded 22

6 Prapti Sagara defines Prapti as the reference to or
mention of (upagamana) the central 1ssue?3 (mukhartha)
and 1llustrates i1t with the verse,—‘mathnams kauravasatom
samare’ etc, from the Veni-samhara 24 In this verse Bhima
expresses his firm determination to disobey Yudhisthira in
avenging of the wrongs done by the Kauravas and to kill
them The central 1ssue,1 e , the destruction of the Kauravas
has been mentioned here

The Natya-iastra defines Prapti as the approach of a
pleasurable situation 2 The Dasa-ripaka, Natya-darpana,
and the Sahtya darpana follow this definition of the Prapts 26

7 Samadhina Samadhina 1s the re-establishment of
the purpose of the germ (Bijarthasyopagamanam) 7 The con-
cluding verse of the first act of the Veni samhara has been
cited m the Nataka-laksana-raina-koSa as an 1llustration of
Samadhzna 28 Sagara defines Prapti as mukhérthasyopaga~
mana and Samadhina as  Biarthopagamana Byartha and
mukhartha practically indicate the samething  Thus one
definition overlaps the other Abhinavagupta points out
that the Bija i Samadhapa comes to be related to the
main hero and 18 properly sown 29
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8 Vidhdna A situation causing both joy and sorrow
1s Vidhana 30 Sagara cites two examples of Vidhana, one
from the Bélacartta and the other from the Veni samhara 3
Viévanitha also cites the same verse from the Balacarita
as the example of Vidhana 32 The verse bkiyah paribha-
vaklantv-laggs etc, of Bhima from the Veni-samhara, cited
by Sagara as an example of Vidhana, has also been quoted
by Dhanika 1n the same context,3® but in the Abkirave-
bharatt and Naiya-darpana, the same has been taken to
illustrate Udbheda 34

9 Parmbhavanad The incident or situation (arthe) that
provides for fresh curiosity (kutahalantarddayi) 1s Paribha-
vand > Abhinavagupta maintains that the agitation (dvega)
mixed with curiosity is Paribhivana 3¢ Sagara 1llustrates
this anga by citing from the Vemw-samhdra Act I, where
Draupadi, on hearing the sudden beating of the war-drums
becomes curious and asks its reason to Bhima 37 Abhinava-
gupta, Dhanika and Vi§vandtha also cite the same situation
to 1illustrate Paribhavana 38

10 Udbheda Udbheda has been defined as the sprou-
ting of the Bia 3Y Sagara cites the slayng of Mairica
and others as an illustration of Udbheda as these activities
of Rima have been taken to be manifestation of the germ
of the doom of Ravana 49

11 Karapa The Nataka-laksana-ratna-kosa reads Kirana,
but all other works follow the Naiya-sastra and read Karana
which has rightly been suggested by Dr Raghavan to be the
correct reading 4! Karapa has been defined as the com-
mencement of the action to accomplish the desired object
(prakytarthah samarambhak) 42 The speech of Bhima, “Let
us proceed to destroy the race of Kuru, 1n the Act I of the
Vem-samhdra has been cited by Sagara, as an illustration
of Karapa 4#®> As an anga of the Mukha sandhi, Karana
(karaya) thus may be described as situation representing
the first step towards the realisation of the purpose The
Natya-darpona records a view, said to be maintamed by
some, according to which Karapa 1s suppression of diffi-
culties (sspadam Samanam) 44
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12 Bheda Athonties differ regarding, the exposition of
this anga Its definition in the Natya $astra seems to mean that
the situation disrupting the union of something, 1s Bheda 45
Sagara takes this definition of the Natya-sastra to mean
that Bheda 1s the breaking up of affairs or purposes (artha),
umted through aggregation, Two Anustubhas have been
cited to 1illustrate this anga 46 These two verses refer to a
situation where the confusion of Daaratha as to how can
Rama, forceless and weaponless, be expected to kill Tadaka
18 represented as dissolved by Viévamitra’s reply that 1t will
be possible through his power 47 From the illustration it
appears that according to Sagara Bheda 1s a situation
which represents the solution of some problem by dissolving
the factors creating it

According to Abhinavagupta, Bheda 1s the situation meant
for the exit of characters from the stage He further pomts
out that Bheda as means (upayatma) should be counted
among Sandhyantaras 48 The Natya darpana defines Bheda
{Bhedana) as the exit of characters and follows Abhinava-
bharati both n exposition and illustration 4® According to
the Dasa-ripaka, as interpreted by Dhanika, Bheda 1s the
encouragement of some factor fostering the germ 5° The
Sahstya-darpana follows Abhinavagupta 51 The Naiya-
darpana tecords another view according to which Bhedana
(Bheda) 1s the move that removes the obstacles against the
growth of the Bija 32

These are the twelve angas of the first Sandh1 Dhanika
maintains that among these, Upaksepa, Parikara Parinyasa,
Yukti, Udbheda and Samadhina are essential to the
presentation of the Mukha-sandh1,33 The use of the rest
according to Dhanika, 18 thus discretionary

ANGAS OF THE PRATIMUKHA-SANDHI

Sggara enumerates the angas of the Prati-mukha-sandh
after the Natya-Sastra with shght deviations in naming of
two angas which will be noted in proper places It 1s the

7
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Natya-darpana that differs most from the Ndiya-sastra so
far as the names of the angas and their order are concerned
All other authorities mostly follow the Natya-sistra with bits
of changes mtroduced here and there

1 Vilasa Following the Ngiya-Sastra, Sigara defines
Vilasa as the longing or effort (samikd) for amorous plea-
sures He offers another definition of Vilasa as the enjoy-
ment of amorous play ! The illustration 1s cited from the
second Act of the drama Janak: raghava, where Rima
expresses his delight on seeing the bashful and amorous move-
ments of Sitd 2 Abhinavagupta rightly limits this anga to the
second Sandhi of those dramas where Spngira 1s the
dominant Rasa and criticises the 11l ttmed and ill-placed
inclusion of 1t 1n the second Act of the Veni samhara, depict-
ing Duryodhana’s dalhance with Bhianumati? Abhinava-
gupta, however, does not exclude this anga from the second
Sandhi of dramas having Vira asthe dominant Rasa He
maintains that in these dramas Utsaha should take the
place of Rati, as the word Rat: in Bharata’s definition here
stands for the Sthayi-bhava ¢ The point has been made
clear 1n the Ndiya-darpana where 1t 1s clearly stated that
the Utsaha etc, expressed through the behaviour of man
and woman 1s to be taken as Vildsa m dramas with Vira
etc, as the mam Rasa 5 Thus, according to this view the
anga Vilisa may also occur in dramas with a Rasa other
than the ﬁrngara. as the main

2 Pansarpa Following the Naiya-Szsira Sigara des-
cribes Parisarpa as the pursuing of what has been seen at
first and 1s lost afterwards ¢ The 1llustration, eited by
Sagara from the drama Janaki-rdghava, depicts the situation
where Rima describes Sita who spent many days when he,
seen formerly was no longer in her sight, and now casts
glances on some pretext without speaking to him 6* The
Natya-darpana places 1t as the last anga of the second Sandh:
and calls it as Anusarpa In defimtion, however, the
Nitya-darpana follows the Natya-Sastra 7 The Bhapa-Prakisana
defines Parisarpa as the pursuing of the Bija, seen before
but lost sight of temporarly 8 This definition suits well
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with the drsia-nasia characteristic of the Pratimukha-sandhi
which has already been discussed in details

3 Vidhuta Vidhuoita 1s the non-acceptance of a courtesy
or request at the first instance ® Abhinavagupta makes the
definition of the Natya-sasira more clear and say that
Vidhiita 1s non-acceptance of the request at the first instance
and then acceptance of the same 1© Sagara for illustration
quotes the verse wvikira dhavaladirghdpanga-samsarpt  etc ,
from the second Act (Bhanumatyarka) of the Vemi-samhara
where Duryodhana’s entreaties to Bhanumat: have been
described 11 The Dasa ripaka takes Vidhuita to mean
arats 12 Only araty cannot explain the situation taken as
Vidhiita 10 the Naiya-szstra and this definition has been
rejected 1n the Naiye darpana on the ground that 1t overlaps
the definition of Rodha (Nirodha) 18

4 Tapana Tapana has been defined in the Nataka-
laksara-ratna kosa after the Natya-$astra, as the visualisation
of a danger !4 As an 1llustration, the verse dullaha
jananurdo etc, from the second Act (Kadaligrha) of the
Ratnzval: has been quoted, where Sagarkia pines for her
love for a person beyond her reach and finds nothing but
death as the last refuge 15 Abhinavagupta also quotes the
same verse to 1llustrate Tipana 1€ Vidvanitha defines
Tapana as the non-availability of any means, but quotes the
same verse as above for illustration 17 The Dasa-ripaka
reads Sama instead of Tapana and defines 1t as the dispel
ling of the arats which 1s the characteristic of Vidhata 18

5 Narma While decribing the angas of the Kaifiki
vrtti, Sigara defines Narma Evidently, Narma the anga
of the Pratimukha-sandhi, has been taken by Sagara as iden-
tical with Narma, the anga of the Kaifiki-vrtt1 There he
gives the view of Acarya, 1e, Bharata, according to which
Narma consists mamly 1 the use of dialogues provoking
laughter and promoting love (érngira) 19 The Natya-sastra
m the context of Sandhyangas defines Narma as the laughter
caused i sport 20 According to the Dafa-ripaka it 1s
simply humorous speech?! and this definition has been
taken up by Viévanatha 22 -
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6 Narmadyut:1 Narmadyuti, according to the Natako
laksana-raina-kosa 1s the laughter for the purpose of play and
allurement 23 For 1illustration Sagara quotes from the
second Act of the Rantavali a passage where the Vidaisaka
on hearing the words of the sarki says to the king that
there 1s a ghost on the rree 2% The Naiya sastra, however
defines Narmadyut: as the humourous speech used to cover
one’s own flaw and the Natya darpana aiso maintains the
same view 25 Ramacandra and Gunacandra restrict Narma
and Narmadyut: in plays depicting love affairs where the
Kaibiky vrtti  gets prominence 2¢ Dhenafijaya takes this
ange to mean the joy arising out of Narma and finds
Viévanitha as his follower 27

7 Pragamana The name of this anga has been van-
ously read mn different treatises Abhinavagupta reads
Pragayana and says that 1t is a ridhi-sabde He, however,
gives an elaborate etymology of the term following other’s
opinton and records another name Pragayana 28  The Dada-
ripaka?? reads Pragamana and this reading has been
accepted by others

The Natya-fastra, as followed be Sagara, defines Fraga-
mana simply as a series of questions and answers 3¢ For
illustration, a portion consisting of a series of questions and
answers between Janaka and a baiu (pupil) has been quoted
from the second Act of the drama Rama nikrgma ! From
this charactenistic of the Pragamana, it appears that this
anga may occur anywhere in a drama and has no special
connection with any Sandhi Dhanafijaya defines this anga
as wultard wak, and Dhanika seems to imterprete 1t as a
repartee contributing to the progress of the main topic 32
The Bhava-prakasana defines 1t as jukiottara which means
nothing more than a fit reply 33

8 Virodha Without any substantial difference in defi-
pition the name of the ange 1s read as Virodha in the
Nataka-laksana-raina-kosa, Sahstya-darpana, Rasirnava~sudhi-
kara and Najaka-candrikd , and Nirodha 1n the Dasa-rapaka
and Bhava-prakalana The Natya-darpana reads Rodha while
the Naya-Sastra (GOS) reads Nirodha but one ps reads
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Virodha Virodha 1s the appearance of some trouble (sya-
sana-samprapty) 34 Sagara cites illustration of this anga from
the second Act of the Janaki-righava where Sita expresses
ber apprehension of troubles to Rama for his enmity with
ParaSurama 35 The Dasa ripaks defines it as hitarodha and
the Naityo darpana says that Rodhba is arts and makes this
definition clear when 1t says arfeh khedo vyasanam ssiarodhad
rodhah3® 1e, Nirodha (Rodha) consists in the frustration due
to the obstruction to the desired aim

9 Paryupasana Paryupasana isthe propitiation of an
angry person and has been illustrated by Sagara with
reference to the situation where DaSaratha tries to appease
Bhargava with concihatory words 37 Other authorities also
agree with the defimtion of the Natya-sasira, as followed
by Sagara The Natya-darpana, however, names this anga as
Santvana 88

10 Puspa Puspa has been described as flowery speech
(vesesa-vacana) 1 the Ngtya-Sdsira®® and Sagara explains the
significance of wsesa-vacana as a speech describing the
excellence of a particular action with reference to some other
action 4 The 1llustration, cited from the second Act of the
Janoki-raghava 1s the speech of a character who consoles
Sita by describing the excellence of Rama’s prowess and
his victory over Paradurama 41

Abhinavagupta says that the speech expressing the ardour
of love 1s also Puspa 42 This 1s most suitable to the Prati
mukha sandh1 of dramas depicting love intrigues The
Natya-darpano, states that a statement becomes v1fesavat when
it says something over and above a former statement and
1t 1s Puspa (flower) as 1t enhances the beauty of the former
statement like flower doing the same of the braid 43

11 Vajyra The angas Vajra, consists in a harsh state
ment,#4 1e, a shocking utterance The illustration 1s
cited from the Pumsavanianka where Rama 1s accused of
not abandomng Sitd, taken away and kept so long by
Rivana 45

12 Upanyasa Accordiug to the Naya-sasira as accepted
by both Abhinavagupta and Sagara, Upanyasa consists 1
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logical statement ¥¢ This anga has been illustrated by
Sagara by a citation from the second Act of the Jainaki-
raghava where éatﬁnanda, on hearing the reasomed speech
of Da$aratha expresses his pleasure and supportsit 47 This
definition has also been followed 1n the Naiya darpanag 48  But
according to one ms of the Naiya-sasira, Upanyasa consists 1
a statement embodying some means (upaya)and the Dasa-
ripaka follows this definition 42 It is interesting to note
that the editor of the Dasa-rupaka records a different defi-
nition according to which Upanyasa is propitiation , Vidva
pitha and $araditanaya follow this definition of the anga 50
It 1s curious to note that Bhoja omits this anga of the
Pratimukha sandhi and says that this Sandhi has got twelve
angas®l 1nstead of thirteen Raghava-bhatta spots out
this anga 1n two places 1n his Arthadyotanmiki in two
different senses 32

13 Varna-samhara The Nalaka laksana-ratna koSa records
two definitions of this anga According to the first one
Varpa-samphara consists 1 concealing or repudiation of
something which has already been exposed 53 The illustra-
tion 18 cited from the incidents of the Kadaligrha 1n the
Act II of the Raingvali where the Vidusaka asks the king
to win over the tattling Susangata by 4 reward, so that the
secret, 1€, the picture incident, which bas already been
known to her, may be guarded %4 Sigara further informs
us that according to some Varpa-samhara consisfs m the
congregation of four castes 35 The GOS edition of the
Natya Sastra gives this second definition of the Varpa-samhara
but one ms supports the first definition 56 It 1s evident
that Sagara takes the first definition as authentic, the second
one 1s mmtroduced as the opimion of some Abhinavagupta
following hus teacher, takes -caturvarnyopagamana to mean
the drawing together of the Varpas 1 e, the characters, disso-
ciated for some reason and rejects the view that the congre-
gation of four castes 1s Varpasamhira 37 The Najya-darpona
follows the A4bhwnava-bharat: but refers to other two views
found in the Nafaka-laksana as opmmions of some.’8 The
Dasa-rapaka, Bhiva-prakasena and the Sahtya-darpana up-
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hold the view maintaining the assemblage of different
castes to be the Varna-samhara 59

Dhanika maintains that among the above thirteen angas
of the Pratimukha-sandhi, Parisarpa, Prasama (éama), Vajra,
Upanyasa and Pugpa are essenftial (pradhdna) and the
others may be used whenever possible or necessary and
this 1s also the view, upheld 1n the Natya darpana 6© Bhoja,

as has been stated above, maintains that the Pratimukha-
sandhi contains twelve angas

ANGAS OF THE GARBHA SANDHI

1 Abhutodiharana The Natya-Sasira as well as other
text books read the name of this ange as Abhfitdharapa
mmstead of Abhttodaharana of the Nataka laksana ratna-
kosa and Asatyaharana of the DNaiya darpana  All the
theorists follow Bharata in defining this angae as consisting
in a deceptive statement ! For illustration Sagara refers
to the passage from the Act called Asvatthama, 1e, the
Act III of the Veni-samhara, where the Stita describes how
Yudhisthira took resort to falsehood 1n announcing the death
of Avatthaman 2

2 Mairga All the theorsts agree in describing Marga
as a statement of truth or of facts @ This ange has been
illustrated 1n the Nataka-laksana ratna kosa with a passage
from the Act III of the Janaki-raghava where Hanuman
describes the achievements of Rama which are facgts

3 Rupa Following the Nafya-Sasira, Sagara defines
Rapa as a copjecture having a cutrartha ® By airartha
Sagara seems to mean unusual or wonderful sense, as 1s
evident from the illustration cited from the Sanketinka,
(the Act III of the Ratndval:) where the love lorn king
describes his own condition and says that it 1s really wonder-
ful or unusual that Kama pierces with all his arrows at a
tume the mind which 1s fickle by nature ¢ The same illustra-
tion has been cited by Bhoja and Visvanatha 7 But Abhi-
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navagupta and Ramacandra refer to the above situation to
llustrate Udaharana 8

Abhinavagupta interpretes the definition of Riipa of the
Natya $asira as some 1nconclusive statement due to the
diversity of facts and distinguishes this anga from the Yukt:
by saying that the latter contains a fixed conclusion which
1is wanting 1n the former ® For illustration of Riipa,
Abhinavagupta cites from the Act II of the Ratadval: the
verse,—prasidets briyam idam asahr etc, forming a speech
of the king which has been taken as an illustration of the
Paryupasana by Dhanika 1¢ The Dasa-rupaka omits the
epithet cifra and states that the Rfipa consists 1n a statement
containing conjectures 11 The Naiya darpana follows
Ahhinava-bharat: but records the view held by Dhanaiijaya, as
the opinion of some and also refer to a view according to
which Rapa 1s a striking description, as 1s clear from the
illustration cited from the Vens-samhara (Act IV) where
Sundaraka gives a vivid description of the battle-scene 12

4 Udaharana The Natya $asira as accepted by Abhinava-
gupta defines Ud3harana as a statement expressing excel-
lence of something 13 Siagara does not differ very much
from this 1n describing Udaharapa as an exaggerated state
ment 14+ For illustration Sagara refers to the verse yo yah
sasiram bsbhartts etc, from the Vems-samhare (Act II1) where
Aévathiman boastfully declares that he would kill all the
heroes of the Pipdava camp !5 The Stgara-prakasa and
the Sahstya-darpana also cite the same illustration 16

5 Krama The Natya-fastra as interpreted by Abhinava-
gupta, describes Krama as the knowing of the real state
of affairs concerning something pondered over 17 Sagara
defines Krama as the knowledge of the events to come,
bhamgyat taitvopalabdheh 18  The illustration 1s cited from
the Aévatthaminka (Act III of the Vem-samhira) where Krpa
asserts that given the supreme command, AfvatthZman 1s
able to destroy the whole world, not to speak of the
Papdavas }? But, strictly speaking this cannot be taken as
bhaunssyaitattva, 1t 18 sumply a bold assertion of Krpa regard-
mg the future events which is never to materialise It thus
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appears that any bold assertion regardinga future eventis
Krama according to Sagara The view held by Sigara
with 1llustration has been recorded in the Natya darpana as
the opmion of some 2 Dhanafijaya describes Krama as
the accomplishment of the desired end and this view has
also been recorded in the Natya darpana as the opinion of
some, while the Bhara-prakasana repeats 1t 21 The Dala-
ripaka further says that according to some Krama consists
i bhavayfianam 22 This view 1s in conformity with that of
Abhinavagupta and the Natya-darpana upholds this wview 28
The Sahitya-darpana gives the definition of Krama from the
Natya sastra 24

6 Samgraha All the authorities agree in describing
Samgraha as a statement mtroducing concihation (sama) or
offer of some gift (dana) or other expedients like bkheda
and danda 2° Sagara 1llustrates this ange with the concili-
atory speech of Dhrtarastra from the Act V of the
Veni samhara 26

7 Anumana Anumiana has been described as arriving
at a logical conclusion through inference from something
perceptible 27 This anga has been illustrated mn the Nataka-
laksana ratna kosa with the second half of a verse, quoted
from the Janak: raghava, as informs the Sah:tya-darpana
Heremn the conclusion of one’s being the son of the Sun
has been drawn from one’s lustrous body and prowess 28

8 Prarthana Dhanafijaya, ééradﬁtanaya and Singa-
bhupala do not take this anga to account and maintain
that there are twelve angas of the third Sandhi2® instead
of thirteen of Bharata as followed by Sagara, R&macandra and
Viévanitha The matrkd bha text of the Natya-Sasira as
informed by the editor of the GOS text, does not contain
the definition of Prarthana 3¢ The Natye darpana also
informs us  kectt tu praktanam idam cangam na manyante 31
Prirthani according to the Naiya sastre 1s a request for the
enjoyment of love (rah), r1ejorcing (harsa) or festivity
(uisava) 32 But Sagara describes this anga sumply as a
request and for ilustration quotes from the Sampatyanka
where Mayavatl seems to try her wit on someone 33
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9 Utksipta There are several variants so far as the
name of this anga 1s concerned 34 According to the Naiya-
sastra as interpreted by Abhinavagupta Aksipti consists
1n the bursting out of the secret (garbhasyodbhedanam), hidden
1n the heart °® The Nafya-darpana defines the anga as the
revealing of the Bija but accepts the above view of Abhi-
pavagupta as an alternative ¢ The Sahiya darpara also
follows Abhinava bharat: 37 Sagara describes Utksipti as
the 1evealing out of the Bya (byodbhedanam) 38 For
lustration a verse from the Balacarita, an unidentifi
work, 1s quoted where 1t1s said that Rama promised t Y
kingdom as a reward for the recovery of 8itd and slaying
Vilin he had given 1t to Sugriva 8° Sagara comments on
this 1llustration that the accomplishment of the garbhabya
has been disclosed 4° The accomplishment of the hidden
Bija here evidently refers to the recovery of Sitdi The
Dasfa rapaka also defines Aksepa as the disclosing of the
garbha bya 41 From the above it appears that here the
word garbha 1 the defimition of the Naiya-idstra has been
taken by some to mean secret feeling while others take 1t
1a the sense of main purpose (bya), remaining hidden and
as a result we get almost three separate defimition of this
anga, disclosing of the hidden feeling, that of the main
purpose and the same of the hidden main purpose The
Natya-darpana 1nforms us that some authornities do not take
this anga 1nto account at all 42

10 ‘Totaka Sigara describes Totaka after the Naiya-
fastra as the speech full of samrambha*® (excitement) For
illustration a verse from the Bilacarita has been quoted
where Rivapa 1n excitement declares that his fire of anger
will fall on the forest of enemies 44 Here Ravana’s agita-
tion 1s due to anger The point has been made clear by
Abhinavagupta who says that a speech, pregnant with excite-
ment (dvega) 1s Totaka, as it pierces the heart, and this
excitement may be dueto joy, anger or to some other
reason 45 The Natya-darpana also means the same 46

11 Adhibala The Natya-iastra as interpreted by
Abhinavagupta, defines Adhibala as a situation where one 18
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overpowered by another through deceit, asis the case in
the Act III of the Raind:ali where the king 1s deceived
through the foolishness of the Vidasaka by Vasavadatta
1n the guise of Sagarika 47 The Dasarapaka, Natya-darpona,
Bhava-prakdsana and Sahstya darpanat® follow Abhinavagupta
But one ms of the Natya $astra defines Adhibala as kapa-
tasyanyathabhava #° This definition has been accepted by
Sagara and Bhoja 3¢ Adhibala, thus according to Sagara and
Bhoja consists 1n the baffling of an attempt of deception The
illustration 1s cited from the Sampatyanka where an attempt of
- ithe Raksas1 Mayavati to dupe Angada, Hanuman and others

has been depicted as foiled 81 The Natya darpana also refers
to this view as the opinion of some 32 The Dala ripaka
mforms us that im some works Adhibala 1s defined as
totakasyanyathabhava 38 The Natya-darpana records a view that
describes 1t as, sopalambham vakyam 54

12 Udvega Fear from the king, or the enemy, or
the robber gives rise to the situation of Udvega according
to the Naiya-$astra 5 Abhinavagupta maintains that here
enemy (ari) includes even the heroine,5¢ evidently in love
mtrigues Dhanika also means the same when he 1llustrates
the anga by referring to the situation where Sagarka 1s
afraid of Vasavadattd But Dhanafijaya defines Udvega
as arskriz bhilhh 37 The Natya darpana follows Abhinava
gupta and the Natya-$astra 58

In the hight of the above, the scope of Sagara’s defini-
tion of Udvega as, nrpairjantiabhayamd® (fear from the king)
1s too small The reading here in the text may be amended
as, nrpadyamstabhayam This reading finds support from a
ms of the Nitya $dstra, the Sakstya-darpana and the Srngara-
prakasa 8© As an illustration of Udvega, Sdgara quotes a
verse from the Sompdiyanke where Angada being uunable to
find out Sitd thinks in despair what will he say to Rama 61
The verse really depicts Angada’s anxiety (udvege) and not
fear from the king

13 Vidrava Sagara says that Vidrava (agitatson,
panic) 1s due to fankd, bhaya and trdsa 62 A subtle differ-
ence in meanings of these three words has been brought
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home to us by Sigara when he illustrates Vidrava with a
verse that depicts a situation where, on hearing terrible
noise created by Khara etc, Rama apprehended (sanks)
(some mischief), Sitd became afraid (bkaya)and the sages
became panic stricken (irase) 6% Thus, Vidrava according
to Sigara 18 a state of confusion arising out of apprehen
sion, fear and panic and Vifvanatha also means the same »4
For this exposition of Vidrava, dagara seems to be indebted
to Sankuka whose view has been reproduced 1n the Abkinaia-
bharat 6 Sagara further says that according to some the
Vidrava may arise from any one of the above three causes #®
Abhinavagupta himself maintains that Vidrava s sankd pro-
duced by bhays and trzsa®?, and this interpretation has
been accepted by Bhoja and Ramacandra-Gunacandra €8 The
Dasa-rapale names the anga as Sambhrama and defines 1t
as Jfankd trasau, and Bhava prakasana simply reiterates
this 67

It 1s thus shown that Sagara follows the Nuatya-sas'ra
i enumerating the above thirteen angas of the Garbha-
sandhr It has already been pointed out that Dhanafijaya,
Sairadatanaya and Smgabhupiia omit Prarthana and main-
tain that the third Sandhi has got twelve angas The view
has been recorded 1n the Naiya darpana as shown above
Vi§vanitha also refers to the view 70 Among these angas
Abhutiharana, Marga, Totaka, Adhibala and Aksepa are
main according to Dhanika and Ramacandra-Gugpacandra 7?

ANGAS OF THE VIMARSA-SANDHI

1. Apavida Apavada 1s censure and all the authori-
ties beginning from Bharata define 1t as the declaration of
fault 1 The Natya darpana, however, makes the point more
clear and says that Apavada 1s parivide which means, sva-
para-dosodghatianam 2 The 1llustration in the Najaka-laksana-
raina-kota 15 taken from the Act Maya lakéa-(ksma)-na of
the drama Janaki-righava, The verse quoted for the purpose
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gives a list of wrongs committed by Rivana and declares
that the terrible consequence of these 1s sure to come 3

2 Sampheta Sampheta 1s an exchange of angry
speeches + Sagara offers two illustrations of this anga , one
from the Veni-samhara (Act VI) where Yudhigthira and
Carvaka engage in altercation regarding the duel between
Bhima and Duryodhana, and the other 1s from the Samke-
tanka, 1e¢, the Act III of the Ratnaval: where Viasavadatti
chastises the king5 Abhmavagupta informs that some

name the ange as Samsphota, taking the root sphota
to mean anadara ©

3 Drava The Nataka laksane ratna-kosa defines Drava
after the Natya-sastra as guruvyatikrama? and distinguishes 1t
from Vidrava of the Garbha-sandhi by stating , Sankadibher
manasah ksobho wvidravah sa eva paribhava krto dravah ® Thus,
according to Sagara both Vidrava and Drava signify mental
agitation, the difference lies 1n the cause of that agitation In
the case of Vidrava, 1t 1s caused by sanka etc , while 1n case of
Drava, 1t 1s caused by paribhave (humiliation) The illustration
15 cited from the Act VI of the Vens samhdra where Yudhigthira
expresses his mental agitation before Draupadi by referring
to the great humiliation they suffered at the hands of the
Kauravas even before the superiorsand kinsmen, the only
remedy for which 1s their own death or that of Duryo-
dhana ® Abhinavagupta, however, takes the expression
guruvyabkramoe 1n the sense of disrespect or insolence towards
the superiors 1© Dhanafijaya, Ramacandra Gunacandra and
Bhoja also define Drava as consisting in showmng of
disrespect to the superiors,!? to this Viévanatha adds the
reason Sokavegadisambhava 12 According to this view, Drava
1s the showing of disrespect to the superiors by some one out
of grief, mental agitation etc

It may be noted here that the Natya-darpana admts of
two Dravas, one mn the Garbha sandh1 and the other n
the Vimarfa-sandhi The first 1s the Vidrava of the Naiya
sastra and Nataka-laksana ratna kose

4 Sakti Almost all the theorists follow the Nagya-sastra
i defining Sakt1 as the putting down of an antagorism
vrodhaprasama 13 Abhinavagupta, evidently with love
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dramas 1 his mind, interprete the definition of the Natya-
§astra as placating one who 1s angry T4 Sagara picks up
the illustration from the Ciddmani-samhara (Act V  of
the Nagananda) where Garuda at the advice of the hero
promises not to kill any living being m future 1 The
situation referred to in the illustration may be taken to
depict the putting down of the wirodha of Garuda with the
Nigas The Natya darpana defines Sakti following the above
explanation of Abhinavagupta as kruddha-prasadanam, but
extends 1ts scope and says that Sakti consists also
i the total annihilation of the angry enmemy !¢ It also
mnforms us that some theorists omit Sakti and admit a new
anga Bhivantara, while some others place Ajfia in the place
of Sakti Bhavantara s said to be the existence of contrary
intentions and Ajiia consists 1 gwvirg an order without
considering the propriety 17

5 Vyavasdya Vyavasaya has been defined i the
Nataka-laksana-ratna-kosa as a statement connected with the
pratyna-hetu 18 The expression pratyfia-hetu has not been
explained by Sagara For illustration Sagara quotes a por-
tion of a speech from the Vemi-Samhara (Act VI) where
Paficilaka describes the finding out of Duryodhana by
Bhima and refers to the statememt of Viasudeva that
Duryodhana knows the art of mastery over water (jalas-
tambhana) 1® From this illustration 1t appears that pratya-
hetu has been understood by Sigara to mean the means for
the fulfilment of the resolved end Here the finding of
Duryodhana 1s the resolved end of Bhima, who secures the
means from the above statement of Vasudeva  The
definition of Vyavasaya 1n the Natya-$astra has been explained
by Abhinavagupta also in the sense of acquisition of means
for the accomplishment of undertakings 2 The Dala-rapaka
defines this anga as the declaration of omes own power,
1e, boasting 21 The Bhava-prakalana and the Rasarnava-
sudhakara follow this view, and the Natya-darpana refersto
it as the opinion of some 22

5 VPrasaiga Prasadga according to Siagara 1s the
declaration of something which is not the chief subject-
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matter 23 1e¢, mrrelevant The mourning of Yudhisthira on
hearing the false news of Bhima’s defeat and death from
Carvaka 1in the Vem samhara {Act VI) has been cited as an
ilustration of Prasanga 2¢ Here lamentation over Bhima’s
death 1s entirely irrelevant as the fact 1s otherwise than the
defeat of Bhima This defimition of Prasanga, though
supported by one of the manuscripts of the Natya $asira
differs from that accepted by Abhinavagupta, but 1s followed
by the Bhdva prakaSanma and 1s referred to in the Natya-
darpane as maintained by some 26

The definition of Prasanga in the Natya-sasira as accepted
by Abhinavagupta and followed by Dhanafijaya, Ramacandra
and Vidvanatha, means that the anga consists 1n the state-
ment where superiors are respectfully referred to 27

7 Dyuti The Natya-iasira defines Dyuti as a contemp-
tuous speech, vakyamddharsa-samyukiam 26 Sagara adds two
more adjectives, viz, threatening (farjand) and 1nsulting
(adhiksepa) to the speech and concludes that an address
(ahaty) with a harsh effect (durukis parinama) 1s meant here 2°
The challenging rebukes and harsh addresses hurled to
Duryodhana hidden under water by Bhima, as reported to
Yudhisthira by Paficalaka in  the Vem: samhara have been
referred to as forming an illustration of Dyut: by Sagara 30
The same situation has been referred to for illustration of
Dyuti1 1 the Dala-rapaka and Sahitya-darpana, while defining
the anga as consisting 1 a threatening and mtimidating
speech 31 The Natya-darpana takes this anga to be simple
tiraskara and refers to all the above views as those of
others 32

8 Kheda Theonists like Dhanafijaya, Saradatanaya,
and Singabhupala do not count kheda as an anga The
reason perhaps 1s, as indicated by Abhinavagupta, that
$rama a Vyabhiciribhiva cannot be included m the list of
Sandhyangas Abhinavagupta, himself, however, maimtains
that $rama, udvega, vitarka etc , though included in the list of
Vyabhicarins, may also be used as Sandhyangas if there 1s
scope % The Natya $astra followed by the Nataka-laksana-ratna-
kosa, Natya-darpana and Sdahitya-darpana, defines Kheda as
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exhaustion (srama) due to mental and physical over-
working 3¢ For 1llustration Sagara quotes a verse from
the Janaki-raghaia (Act VI) where Rima visualises Sita’s
weariness 3°

9 Pratisedha The Nataka-laksana raina kosa and the
Sahitya darpana follow the Natya sastra 1n taking Pratisedha
mto account as an arga The Natya-darpana also seems
to admit this anga but terms 1t as Virodha %6 Pratis.dha
has been defined as the obstruction to the (achievement

of the) desired object ¥  Sigara, for illustration, refers to the
situation where Sankhacuda describes his frustration 1n
offering his body to Garuda, due to Jimutavihana’s mterven-
tion 1n the Act V of the Nagananda 3

10 Virodhana In complete agreement with the Natya
sdstra Sagara defines Virodhana as the appearance of delay
or lapse (atyaya) to the karya, 1e, the accomplishment
of one’s own desire (kdrydtyayopagamanam)®® Bhoja and
Vi$vanitha also maintain this view 4¢  As an illustration of
this anga Sigira refers to the situation in the Act VI of the
Veni samhara, where the Kaficukin mistakes Bhima as Dur-
yodhana, evidently out of fear, and declares that the latter
after killing the former 1s coming here and 1s seeking
Paficali here and there 4! The Virodha of the Natye-
darpana, as i1dentified with Piatisedha above, also comes very
near to this anga

There 15 a confusion among the theorists regarding the
exact significance of this ange The Dala-ripaka, defines
1t as samrabdhindm wmrodhanam and Dhanika cites the angry
exchange of hot words between Bhima and Duryodhana
from the Venisamhara (Act V) as an illustration 2 The
Bhava prakdsana gives two stmular definitions of Virodhana 43
The Rasarnava-sudhakara defines the anga as, virodhanam mniro-
dhoktth Sabdinam ca parasparam** Several mss of the
Natya $astra also define Virodhana in the similar words 4
It thus appears that from an early timre there have been
two distinct views regarding the nature of Virodhana, one
taking 1t in the sense represented by Sdgara, Abhinava-
gupta, Bhoja and Vidvanitha and the other supporting the
explanation offered by Dhanafijaya, $aradatanaya etc
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11 Adana Sigara quotes the defimtion of Adina from
the Natya-sastra 46 According to this defintion Adana
signifies a situation that shows the nearness of the object
mdxcafc_ed by the Bya It shows that the final fruition of
the Bya 18 drawing near Sagara illustrates this anga from
the Act IV of the Ratpivali by citing the speech of Vasa
vadatta who on seeing the conflagration request the king to
save Sigarika kept bound, and the king readily accepts 47
The Natya-darpana also defines Addna as , phala-samipyam 48
Another school of thought repiesented by the Dasa rapaka,
Bhava prakasana, Rasarnava-sudhakara etc, define Adana as
a recapitulation of the action 49

12 Sadana The term Sadana as an anga of the fourth
Sandh1 1s found only in the Nataka-laksana-ratna-kosa The
Natya-sastra  followed by the Natya-darpana, and the
Satya-darpana names the anga as Chadana while the
Dasa rapaka, Bhava-prakisana, Rasarnava-sudhakara, read
Chalana Sagara describes this anga as an msulting speech,
apamanakrtam vikyam, while the Natya-sastra enjoins that
msulting speech 1s to serve a purpose (kdryartham) 5° The
lustration, cited by Sigara 15 from the Act VI of
the Venisamhara where Bhima after his final triumph
returns and from behind the screen asks for the where-
abouts of Draupadi and refers to the insults she had
to suffer 1n the past 531 Here the speech of Bhima cannot
be taken to be an insulting one though it refers to the
past humihations of Draupadi Abhinavagupta makes the
pomnt clear and justifies the name Chadana as 1t covers the
msult 32 Sagara’s illustration may also be taken mn this
sense The Natya darpana follows dbhinava-bharati and defines
Chadana as manyumdrjana 53

The Dasa-ripaka and the Bhava-prakaiana understand
Chalana simply as insult and the view 1s recorded in the
Natya-darpana 3¢ Simlarly the Rasarnava-sudhakara defines
Chalana as avamanadikaranam karyantam 55 Vifvanitha,
following the Nafpag-Sastra defines Chalana as the suffering

8
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of an imsult or the hike for the sake of a purpose 36 The
Kavyamila edition of the Natya Sastra records a manuscript
reading according to which Chalana 1s sammoka due to an
wsult or a sumilar discomfiture 37 It 1s interesting to
note that the Nalya-darpana records both the views as
opinions of some 38 That there were divergent views
regarding the implication of this Sandhyanga 1s evident from
the above

13 PrarocanZ Sagara defines Prarocand as a situation
that shows the samhatarthe,5° but what 1s exactly meant by
samhatarthe 1s not clear For illustration Sagara refers to
a verse 1o the Act VI of the Janaki-raghavat® where
Laksmapa appears to console Rima and says that more
formidable and young enemies like Kumbhakarna, Indrajt
and Kumbha have already been killed and itis the old
Rivana who remains This verse foresees the final victory
of Rima, 1e, the consistency of the final accomplishment
1s shown here Samhaiarthe n the definition may thus be
taken to mean consistent or coherent purpose to be served
Prarocand may thus be taken to signify a situation that fore-
shows the final end of the play The Natya-iasira defines
Prarocani as samhardrtha pradarism which has been explaimned
by Abhinavagupta as, mwrvahyamanasyarthasye dariika €1
Thus according to Abhinavagupta also, Prarocani means a
situation that shows the desired end which is going to be
accomplished The final accomplishment, however, 1s repre-
sented in the last Sandhi Bhoja and Vi$vandtha also give
the above definition of the Natya Sastra €2 The Natya darpana
defines Prarocani as bhavassddhsk but follows Abhinava-
bharati m 1ts commentary €3 The defimtion of the Dasa-
rapaka which seems to be followed by the Bhava-prakasana
and the Rasarnava-sudhikara®* do not differ 1n sense from
that of the Natya-Sastra as interpreted by Abhinavagupta

Besides the thirteen anga discussed above, the GOS
edition of the Nafya iasira gives names and defimitions of
three other anmgas of the Vimarfa-sandl: which are not
commented upon by Abhinavagupta They are,—~Vyahira,
Yukt: and Vicalana which are defined respectively as, pra-
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tyaksa-vacanam, savicchedam vacah and avamanartha-samyuta 65
On the other hand Dhanafijaya omits Kheda and Prati-
sedha of the Najya-sasira and admits two new angas, Vidrava
and Vicalana defined as, adha bandhads and vkatthana
respectively 66 §5radétanaya, émgabhupila and Rupago-
svamin follow the Dasa-rapake in this respect €7  All these
simply show that the confusion regarding the number and
definition of the Sandhyangas 1s very old Abhinavagupta
himself informs us that some authorities omit any of the
above thirteen angas,8% and maintain that the fourth Sandhi
consists of only twelve angas 6° The Naiya darpana also
records this view

Dhamka mamntains that among the thirteen angas of the
Vimar$a-sandhi, Apavada, Sakt, Vyavasiya, Prarocanz and

Adana are important 7 The Natya-darpana omits Apavada
from this list 71

ANGAS OF THE NIRVAHANA-SANDHI

Artha Artha as a name of an anga of the last
Sandbi occurs only 1n the Nataka laksana-raina-kose where
it 15 defined as an allusion to the mamn theme T In this
sense 1t 15 not different from the Sandhi of all other
authorities including Bharata Sandhi has been defined 1n
the Natya-sastra as the coming up of the Bija sown 1n
this Mukha-sandhi 2 Pradhanartha of Sagara may be
taken to mean the Bija of Bharata’s definition The
definitions offered by other authonties do not differ in sense
from that of the Natya-sasira ® The 1llustration cited by
Sagara 1s said to be taken from the Marica-vaficstaka *
Here Laksmapa requests Rama to enter Lankd and accept
the hospitality of the citizens The killing of Ravana and the
recovery of Sitd appear to conmstitute the pradhanariha of
the play which has been indirectly hinted at in the portion,
cited as 1llustration

2 Grathana Grathana according to the Natya-sastra,
as followed by Sdgara, Viévanatha and lﬁho;a, 1s a reference
I
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Gunacandra, however, restrict this censuring to ome’s own
self only 15 For illustration Sigara refers to the situation
1n the Veni.samhara (Act IV) where Bhima censures Duryo-
dhana and Duhédsana, and begs Yudhisthira for leave to
tie up the braid of Draupadi with his hands, tinged with
the blood of the chief enemy !® Bhoja also refers to the
same situation for illustration !7 Dhanafijaya understands
this anga as mutual conversation simplyl8 and the view
has been referred to mn the Natya-darpana as the opinion of
some 12 The Bhava-prakasana accepts both the above views 2¢

5 Dyut1 (Krtt) Dyuti according to Sagara 1s the removal
of the torment produced by jealousy or that of the jealous
and torment 2! Bhoja defines this ange as the removal of
jealousy and anger and a manuscript of the Natya-Sasira
supports this definition 22 The sense of the illustration, a
single sentence, cited by Sigara from the Kamadatiapiris?®
1s not clear Sagara’s view on this anga, however, has
been referred to in the Naiya-darpana, as the opmion of
some 24 The Natya-$astra as mterpreted by Abhinava, defines
Dyut:1 as the appeasement of anger etc 25 Excepting the
Nat ya-sastra, Nataka-laksana-ratna-kosa and Srngara prakisa,
all other works read the name of the anga as Krr A
manuscript of the Natya Sastra also uses the term Krtt
wstead of Dyut1 26 yhe Dasa-ripaka defines Krt1 as lab-
dharthasamanam,27 1 ¢, peace due to the attamment Krtt
may also imply the confirmation of the thing attamed, as
it appears from the Avaloka 28 The Bhava-prakafana also
gives these two mmplications of Krt12® The Sakstya-darpana
quotes the defintion of Krt1 from the Dasa-rapaka and 1llu-
stration from the Avaloka verbatim 30 The Natya-darpana
gives a quite new defimition of the anga as krith ksemam,
1¢, the maintenance of the result attained 3T This defi-
nition does not differ in sense from that of the Dafa-rapaka
as interpreted by Dhanika The Natya-darpana further in-
forms us that some substitute Dyuti for Krt1 and define1t as,
praplagya pravkulyasamanam 32

6. Prasaida According to the Napa-Sastra, as followed
by Abhmavagupta, Sigara and Bhoja , Prasada consists in
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a propitiatory speech or situation 32 Both Abhinavagupta
and Sagara cite the same speech of Vasavadatta for illus-
tration from the Rainaval: (Act IV) where she propitiates
Sagarika and dresses her with ornaments % Abhinava-
gupta informs that some read this anga just after Dyuts,3?
as 1s actually done in the Nataka-laksana The Natya darpana
names an enga Upasti and defines 1t as sevz which 1s pare-
prasattsheturvyaparan, but informs us that some recognise
Prasiada instead of Upast: 3¢ Thus, some sort of propitiation
1s the main element of Prasida and this is the opinion of all
other theorists 37

7 Ananda All the theorsts agree with Bharata
defining Ananda as the attainment of the desired object 38
Abhinavagupta very aptly remarks that the name 1s Ananda
as 1t gives joy 3® Abhinavagupta and Sagara cite the same
lustration from the Ratnaval: (Act IV) where the king
gladly accepts the offer of Vasavadatta, 1e, the hand of
Sagarika 40

8 Samaya Samaya has been taken in the Natya-$astra,
Srngara prakasa, Dasa-rapaka, Natya darpana, Sahitya-darpana
etc, as the disappearance of misery 41 But Sagara defines
it as the end of opposition, sirodha-samanam, and illustrates
it by quoting from the Act IV of the Ratnaval: the speech
of Vasavadatta where she herself presents Sagariki to the
king and requests to tieat her affectionately 42 Thus by
wrodha Samanam, Sigara also means a situation which
depicts the disappearance of troubles for principal
characters

9 Anuyoga The term Anuyoga denoting a Sandhyanga
1s used only in the Naitaka-laksana-ratna kosa where it 1s
defined as the searching for the right object 43 For illus-
tration Sdgara cites a speech from the Samharanka (last Act) of
the Janaki-raghava, where Riama eagerly asks Vibhisana
whether 1t 1s a fact that Sitd 1s unburnt, as he himself fails
to see clearly due to the overflow of tears of joy 44 That
Sita 1s safe and that the reunion which 1s the final end
(karya) of the drama 1s approching, may betaken as the
yukta karya here and Rama 1s seeking that From the
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above exposition 1t appears that Anuyoga of Sigara 1s the
Nirodha of the Natya-sastra and Natya darpane, while 1t 1s
termed as Virodha in the Bhava-prakisana and Vibodha in
the Dasa rapaka and Szhitya-darpana Tne Natya-sastra, as
interpreted by Abhinavagupta, defines Nirodha as the search
for the final object of desire through reason 45 Thesame
has been said about Nirodha in the Natya darpane 1n different
words 46 The Dasa-rapaka omits yukiyd from the definition
of the Natya-sastra and says Vivodha 1s, karyamarganam ,
this definition seems to be followed by other theornsts 47

10 Upagthana (Natya-darpana Parigihana, Rasdrnava-
sudhzkara Upagudha) All the theorists follow Bharata 1n
defining Upagthana as the occurrence of something marvel-
lous or wonderful 48 This 1s considered to be an important
haracteristic of the concluding portion of a drama and the
pomnt has already been elaborately discussed m connection
with the Nirvahana-sandhi Sagara illustrates this anga*®
by referring to the concluding portion of the Ven: samhara
where Krsna describes how a marvellous sitnation 1s gomng
to be created as all sages, generals, princes of different
dynesties and even Vyasa, Valmiki and Paraurama
themselves are coming to celebrate the corronation of
Yudhisthira

11 Bhagana * According to Sagara, Bhasana1s a state-
ment of conciliation etc 3¢ The Natya-Sasira also means
the same when 1t says that Bhidsana 1s the statement
accompanied by concihation or gifts or the hike 31 Other
theorists also understand this anga as acqusition of honour,
or conciliatory statement or praise 2 Both Abhinavagupta
and Sagara, for illustration refer to the same situation from
the Ratnaval: (Act IV) where Vasubhfiti praises Vasava-
datta, as she herself gives Sagarika to the king 53  Abhinava-
gupta nightly pomts out that Samgraha of the Garbha-
sandhi also bears the same characteristics as Bhagana and
mantamns that as the latter 1s compulsory 1n the Nirvahana
sandhi, 1t 1s enumerated here 3¢ The Natya-darpana also
maitains that the use of this anga 1s compulsory in the
last Sandhi 5%
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12 Parvavikya The defimtion of the Parvavdkya, as
given 1n the Ngztya-sastra and commented upon by Abhinava
gupta, signifies that this anga consists in the disclosure of
the mam purpose, proposed (evidently in the Mukha-sandhi)
to be served 56 Sagara also seems to mean the same when
he says that Purva vikya 1s the disclosure of the Bija 37
As an illustration Sigara cites the speech of Bhima from the
Veni-samhara (Act VI) where he says to the maid “Where 18
Bhanumat:1 ? Now let her insult the wife of the Pandavas 8
The reference 1s directly to the msult of Draupadi by Bha-
numati, reported to Bhima by the maid n the Mukba-
sandhi  This gives rise to a confusion as to the suitability
of the illustration as the above does not contain any refe-
rence to the Bija % But the speech of Bhima really refers
in a covert way to the total annihilation of the Kauravas
and the victory of the Piandavas which 1s the Phala of the
drama Moreover the prose portion quoted by Sagara
1s a part of the whole speech of Bhima and 1s immediately
preceded by a verse (krsid yendsy eic) where the killing of
both Duryodhana and Duhéasana has been referred to

The Dasa-ripaka defines the anmga as the sight of the
Karya and 1n this respect i1s followed by the Naiya-darpaena
and the Bhdva-prakasana 8° The S8ahitya-darpana follows the
definition of the Naiyg-sastra 61 The Natya-darpana further
imforms that some authorities understand Purvavakya as a
statement similar to that made in the Mukha-sandh, etc €2

13 Kavya samhdara Sigara defines Kavya-samhira
in the words of the Nitya sastra as the granting of the
boon and obtaining of the desired end 63 The definition
of other authorittes also do not differ in sense from
that of the Natya-sastra €% For illustration Sagara refers
to the verse Krodhandhash sakalam etc, from the conclud-
g portion of the Veni samhara where Yudhisthira says that
he has already obtained all the desired ends in reply to
Vasudeva’s question, ““What more do you wish” 65 Itis a
convention that towards the conclusion of a Sanskrit play
some seniof or noble character or the mam helper of the
hero, as the case may be, asks the hero a question like, kim
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te bhuyah priyam upsakarom. The hero in reply expresses his
full satisfaction and i1n many cases gives a list of attamn-
ments This portion of the play 1s designated as Kavya-
samhidra and marks the termination of the dramatic business
of a play and also 1s invariably followed by the Pra$ast1

14 Pradasti Sagara following the Natya sastra says that
Pragast1 1s the end of the play and consists of a prayer tor
the welfare of the king, the Brahmapas and cows etc &6
For illustration, the concluding verse from the Raghava-
bhyudaya 1s quoted €7 This 1s the conventional ending of
a Sanskrit play and as a Sandhyanga, Praasti should be
used compulsorily The Ndtya-darpana enjoins that Kavya-
samhara and Pradast1 are compulsory angas and the latter
also forms a part of the play €8 Praast1 1s always written
In verse

The above fourteen angas of the last Sandhi are generally
held to be equally important €2 The Natya-derpana rightly
restricts the use of Sandhi, Niroda, Grathana, Parvabhava,
Kavyasamhara and Pra$asti in the Nirvahana-sandhi
only 7° .

The Kivya-samhadra 1s generally found to be concluded
with such speech of the hero as atak param aps priyam
astt, and then 1n many cases a list of his achievements also
1s found to be put in his mouth In many printed texts of
Sanskrit plays the term Bharata vakya 1s found to be prefixed
to be benedictory verse (Praasti) just after the anga Kavya-
samhara In some cases the term "1s found to be appended
to the introductory speech 1tself of the Pradast1 as  tathapidam
astu bharata-vikyam 71 The term 1n such cases 1s included
m the speech 72 This particular term has given rise to a
confusion Now-a-days the Pra$asti verse itself 1s known to
be the Bharata-vikya The most interesting pomt 1s this
that the term Bharata-vakyam 1s not found mm any of the
renowned works on dramaturgy ltka the Nafya-$asira with
Abhwnava bhirati, Nataka laksana ratne kaSa,  Dala ripaka,
Bhiva prakaiana, Rasaranava-sudhakara, Sahitya darpana etc
Raghava-bhat{a seems to observe that the Prafasti 1s meant
for the recitation by a member of the dramatic troupe 73
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(Bharata 1e Nata) and as such, it 1s called Bharata-
vakya The Pradasti, the last and obligatory Sandyanga
cannot be taken to be recited by any character of the play
concerned Technically the play ends with the Kavya-samhara
after which none of the participants in acting can be regarded
as a character of the play, and the PraSasti 1s recited by a Nata
or Natas (Bharata) on behalf of the troupe Sivarima i his
commentary on the Nagdnanda says that the Pralasti itself
1s Bharata-vakya and the Nata 1s to recite this as there 1s no
scope for any character to do the same after the play 1s over
Dr K K Datta Shastr1 thus rightly suggests that the Bharata-
vakya prefixed to the Pradasti-verse 1s simply a stage-direc-
tion It 1s neither an anga of the last Sandhi nor can 1t be
appended to the last speech as done by some editors

NUMBER, NAME AND DEFINITIONS OF THE
SANDHYANGAS

There has been a long standing confusion regarding
the number, name and definitions of the Sandhyangas
Like all other theorists Sigara maintains that the number
of the Sandhyangas 18 sixtyfour,! but following the Natya-$astra
he himself has described sixtyfive Sandhyangas Abhinava-
gupta, the great commentator of the Najya-sasira, also does
the same 8 The Naitya-iastra, as it has come down to us,
cannot help much m the matter It distinctly says that the
number of the Sandhyangas 1s sixtyfour,® but enumerates
and defines sixtyfive of them It has also been shown above
that three extra angas of the Vimarsa-sandhi have been
recogmsed and defined in the GOS text of the Naiya $dsira
but Abhinavagupta omits them #

There 18 no controversy regarding the number of angas
of the first, second® and the last Sandhis Abhinavagupta
seems to be in favour of accepting twelve angas of the fourth
Sandhi,® though the viewin another place has been referred
to as maintamed by some in the Abhmtava-bhdrats itself ?
The Natya-darpana records a view that admits twelve angas
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of each of the third and fourth Sandhi 8 Broadly speaking
there are two views regarding the number of the angas of the
third Sandh1  The Dasa-riapaka, followed by the Bhava-praka-
$ana, Rasarnava-sudhakara and the Naigka candriki assigns
twelve angas to this Sandhi, while 1n the Natya-sastra, as inter-
preted by Abhinavagupta and Sigara, the number 1s thirteen
The Natya-darpana and the Sahitya-darpana follow this view,
Besides the Abhinava bharati, Nataka laksana-ratna-koéa and
Srngara-prakasa, the Natya-darpana and Sihitya-darpana may
be said to be close followers of the Natya-Sastra so far
as the Sandhyangas are concerned The first group of works
omits Prirthani from the lList ¥ Similar controversy regard
ing the acceptance of the Aksepa (Utkgiptam) as an anga has
also been noted before

Abhinavagupta fails to assert which one of the sixty five
Sandhyangas, explained by himself, 1s to be dropped so that
the total number becomes sixty four He records a view
that omits Pra$asti, as 1t 1s not included 1n the subject
matter of the play 1© Viévanitha also informs us that some
omit Prarthand of the third Sandhn to make the total
number sixty four and some omut Pradasti for the same
purpose 11

All the theorists of Indian dramaturgy and the com-
mentators of plays are of opinion that the total number of
Sandhyangas 1s sixty four The view had 1ts origin 1nthe dim
past and can be taken as one of Bharata, no matter whether
the term Bharata signifies a sage or the nata sempradgya of
the day, as taken by many 12 The present Naiya $asira 1s the
product of a long tradition and when 1t came to be codified,
1t acquired a religious sanctity But even after its codifica-
tion the dramatic literature went on developing and new
situations and moods came to be depicted in those works,
all of which certainly could not be explamed by the earlest
termmology and defimtions of the Sandhyangas So, new
terminology and definitions of the Sandhyangas evolved, but
always there was a persistent endeavour to keep the total
number sixty four

In the expositions of the respective Sandhyangas it has
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been shown that there are divergent views regarding therr
names and definitions Moreover, some of the names of the
angas of the Pratimukha-sandhi (Vilasa, Vidhoita, Narma,
Narmadyut1) show that they were evolved, mainly for the
analysis of love-plays But the attempt of the later theorists
and critics to make them suit in dramas with other sentiments
depicted in the second Sandhi, resulted into twists of defini-
tions of the Natya-Sasira So far as the Sandhyangas are
concerned, the text of the Natya-iasira as followed by Sagara
1s essentially similar to that followed by Abhinavagupta It
has been shown in respective places that where the readings of
the Nataka leksana raina kosa do not agree with that accepted
by Abhinavagupta, Sagara finds support from manuscript
readings recorded 1n the GOS text or from the views referred
to by Abhinavaguptal? That long before Szgara, Abhinava-
gupta, Dhanafijaya and Ramacandra-Gupacandra, different
versions of the Sandhyanga-portion of the Natya $astra evolved
1s evident from the divergent views held and referred to 1n
therr works, (as noted above in respective connections) and
also from the varient readings of the manuscripts of the
Natya-$astra 1tself Sagara followed the text of the Nafya-
sastra that was available to him and evidently in that text
there were names and definitions of sixty five Sandhyangas
in spite of the well-established view that their number 1s
sixty four

APPLICATION OF THE SANDHYANGAS

Sagara himself says nothing explicitly regarding the
problems whether the Sandhyangas are to be used in the
plays 1n the same order as they are enumerated and whether
one anga of a particular Sandhi can be used in another
Sandh1 also Sa far as the first problem is concerned, Sigara
seems to maintain that the Sandhyangas need not necessarnly
be used m a play according to the order of their enume-
ration This can be shown from the passages he cites for
llustration from the Act I only of the Veni-samhzra }
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Abhinavagupta clearly states that no order s required to
be maintamned 1n the use of the angas of a particular Sandh
and refutes the theory of Udbhata and others who hold that
the angas of a Particular Sandh1 should be used in due order
and 1in that Sandhi only 2 According to Abhinavagupta an
anga of a particular Sandhi1 can be used in another Sandh:
also 3 He further states that if the Sandhyangas occur one
after another in due order, then Sandhyantaras and Lisyangas
etc , cannot be used at all¥ From this remark 1t 1s event that
according to Abhinavagupta Sandhyangas are neither the
subdivisions of Sandhis nor the Sandhis are mere combina-
tions of Sandhyangas arranged 1n an order, there are other
elements to be used along with the angas 1n a Sandhi

$aradatanaya and Smgathpila maintain that no order 1s
to be maintained 1n using the Sandhyangas in a play® The
Natya-darpana also maintaims the same opinion and enumerates
the Sandhyangas 1n a different order than the Natya fastra
The Daéa ripaka like the Naitaka-laksana ratna koSa keeps
mum, but Dhanika seems to support the view of Abhinava-
gupta as 1s evident from the 1llustrations he cites ©

Among the commentators 1t 1s Raghava-bhatta who specifi-
cally states that the Sandhyangas may be used in a play by
altering the order in which they are enumerated and all the
Sandhyangas need hot be used 1n a play 7 Katayavema also
gives no stress on their order, as 1s evident from his commen-
tary on the Malankagnimitra 8 Thus the view of Udbhata, as
referred to by Abhinavagupta, finds no support either from the
theorists or from the commentators like Raghava-bhatta and
Katayavema

The view of Abhinavagupta and Rimachandra regarding
the problem whether an anga assigned to a particular Sandhi
can be used m another Sandhior not, has been discussed
above Abhinavagupta, however, maintamns that some of the
angas of some Sandhis necessarily and naturally belong to
those Sandhis only @

The text of the Nataka-laksana ratna-koia on this point 18
pot clear It states sammusranyaps dos-tri-samlkhya-yukians
anantarasamdhitesu  bhavaniyetans ‘rasa-bhiv&pek;ayd T0 Tt 1s
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difficult to find out from this satra-like cryptic statement what
Sagara exactly means In support of this statement Sigara,
however, quotes two easily intelligible verses, attributed to
Acarya, 1e, Bharata  The verses actually occur in the
Natya-sastra 11 The first one of these two verses means that
poets considering Rasa and Bhava should use the angas
i a drama according to the Sandhis The second verse
according to Abhinavagupta means that one anga assinged to
a particular Sandh1 may be used 1n another Sandhi and that
an anga belonging to a particular Sandh1 may be used
there twice or thrice,!? and also that a single ange may
serve the purpose of the two or three angas '3 In the light
of this explanation of the two verses of the Natya-izstra,
quoted 1n support of the above statement of Sagara,
the statement 1itself may be taken to mean that according to
the exigencies of Rasa and Bhava (rasabkavapeksayz) angas of
a particular Sandh1 may be used 1n other Sandhis (sammisran-
yapr, anantara-sandhitesu) and that a single ange may be
used twice or thrice, or a single anga may serve the purpose
of two or three angas (dvsirs-samkhya-yuktam) In actual
practice also some of the angas are seen to be used more
than once in a drama The Natya-darpana points out that
Sampheta and Vidrava in the Vem-samhira and Vilasa in the
Ratnaval: have been used more than once 1%

Sagara enjoins that these sixty four Sandhyangas should
be used by poets in Natakas 12 This may be taken to be
a general rule based on yatha sandhy etc, of the Naiya-
§astra, quoted 1n the Nataka-laksana raina-kosa 16 From this 1t
cannot be concluded that according to Sigara each and
every Niataka should contamn all the anrgas, as no attempt
has been made 1n the Nataka-laksana-raina kosg to locate all
the angas 1n a single Nitaka Abhmavagupta also main-
tains that all the angas may be used 1n a drama but not
as a rule 17 This 1s also the opmion of Saraditanaya.
Among the theorsts only Vidyapatha and ﬁ:ﬂgabhupila
illustrate all the sixty four Sandhyangas, each from a
smgle work Vidyanatha, troly speaking, to illustrate the
rules of dramaturgy, writes a novel Nitakaimn five Acts
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co-related to five Sandhis depicting the career of his patron
Prataparudra, upto his corronation The drama itself 1s
practically a part of the work Prataparudrayaobhisana
Slngabhnpila, however, illustrates sixty four Sandhyangas
from the Balaramayana and proudly declares his achieve-
ments 19

Among the commentators Dhundirgja 1s the single person
m his class to point out all the Sandhyangas from a single
drama, the Mudraraksasa The very nature of the Sandhy-
angas shows that all of them cannot be used in a single drama
of normal type The angas like Narma and Narmadyuti,
intimately related to the $;ngita-rasa according to the Natya-
Sasira, cannot be comprehended to occur in a play like the
Mudrz raksasa Logically speaking, no hard and fast rule can
be formulated regarding the use of the Sandhyangas, and this
1s the standpoint of the Natya-iastra itself To sum up,
according to Indian dramaturgy all the angas of each Sandhi
need not be used, neither they are to be used 1n a particular
order nor all of them are to be confined to the particular
Sandhi to which they are assigned

Ia
NECESSITY AND NATURE OF THE SANDHYANGAS

Sandhyangas are generally regarded as subdivisions of
Sandhis and the subdivisions of each Sandhi are understood
to have formed the Sandhi concerned ! Butin the fore-
going discussion? 1t has been shown that Sandhis are
meant for a structural analysis of the plot and the
Sandhyangas only do not form a Sandhi 3 If the angas
of a particular Sandhi are regarded as 1ts subdivisions, they
cannot be logically expected to occur in another Sandh
which they actually do and this 1s accepted both 1n theory
and practice, as shown above So, strictly speaking Sandhy-
angas cannot be treated as the subdivisions of Sandhis
Dr Raghavan rightly remarks that the Sandhyangas indicate
so many pomts in the unfoldment of astory or action 4
In the Nafya-sastra they are really treated as but different
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moods and situations which help the expansion of the plot
and leads the entire action to 1its logical conclusion

The Natya-sastra maintains that the Sandhyangas serve
sixfold purposes , other authoriues also generally accept this
view 3 Following the commentary of AbhinavaguptaS
it may be stated that the Sandhyangas help the gradual
expansion of the plot to evoke the desired Rasa and rouse
the iterests of the audience Through Sandhyangas, the
poet can conceal what ought to be done so, and a known
story can be so modelled as to create suspense and wonder
by giving 1t a new form The anyas also contribute to
the expansion of that which 1s more essential for the
delineation of the Rasa No conscious attempt should be
there on the part of the poet to use them, that may spoil
the very purpose of the Sandhyangas Like the Alankaras
their use should be prayatnantaranapeksa All these have
been very aptly and precisely stated in the Natye darpana 7
According to the Natya-Sastra, as followed by the Nataka-
laksana-ratna kosa the Sandhyangas should be used consi
dering the exigencies of the Rasa and Bhava 8 The Dhyan
yaloka® enjoins that the Sandhis and Sandhyangas are to be
used 1n a way so that they can contribute to the desired
Rasa and not only to observe faithfully the piecepts of the
$astra  Abhinavagupta bitterly criticises the 1ntroduction
of a love scene (vilasa) between Duryodhana and Bhanu-
mati m the Venisamhira, as 1t 1s out of place there 10 In
the light of the above discussion, Sandhyangas cannot be
considered as ““having no real value” and their defimition
and classification also are not without any *‘substantial
interest 11

That the theory of Sandhis and Sandhyangas was over-
developed, 1s a fact This becomes apparent when the
entire scheme 1s taken into account with all the divergent
views on their number, name and definition There were
also schools of thought which did not follow Bharata
closely At least one such school bas been referred toin
the Bhave-prakzéena,'? where Subandhu has been credited
with a novel theory of Sandhis The name of Drauhip,
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18 also associated with this theory 13 It groups the Nitakas
into five types of Purpa, Pradanta, Bhasvara, Lalita and
Samagra  Therr mutual difference lies 1n the nature
and number of the Sandhis contaned by each class No
trace of this theory 1s found 1nthe Natya sasira and the
Sandhis of Subandhu, as represented in the Bhzva-prakasana
have got no similamnty with those of the Natya-sastra This
1s altogether a separate theory and the Rasarnava-sudhakara
summarily dispenses with it as unsatisfactory and unrecog-
nised by Bharata T4

Maitrgupta’s view on Sandhis and the theory of Anusan-
dhis of Lollata have already been discussed Then there
1s the Da$a-theory which 1s referred to and refuted by
Abhinavagupta '3 This theory mainly divides each Avastha
mto three Sthanas, upakrama, upasamhira and madhya each
of these Sthinas has been divided into five Daas (stages)
Arambha, Yatna etc Thus there are fifteen Dasas m
every Avasthi and altogether seventy-five Da$ds m a
drama The theory i1s undoubtedly of post-Bharata origin
and rejected by Abhinavagupta

From the above, 1t 1s evident that structural analysis
of plays attracted the attention of many a scholar m an
early age 1n India As a result there arose different
theories and views There was also a tendency to remodel
and simplify the views of Bharata as was actually done
by Subandhu and Maitrgupta  The Da$a theory, the San-
dhyantaras!'é and the Anusandhis of Lollata undoubtedly
point out a drift towards over elaboratton There were
also some authorities who tried to stick to the principles
laid down by Bharata and Sdgara belongs to this group,
but he pays due respect to other parvacarya s, specially to
Maitrgupta

Another interesting tendency of grouping can be men
tioned n this connection Abhinavagupta refersto a view
that makes no difference between the Laksanas and Sandh-
yangas !7 Dandin goes a step further and considers the
Sandhyangas, Vrityangas and Laksapas as Alankaras 18
Dr Raghavan rightly remarks, ‘‘Alankara 1n Dandin 1s a wide

9
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berth which can conveniently accommodate these and
many more” 1? From the standpoint of dramaturgy 1t may
be said that the Sandhyangas as different moods and
situations contributing to the progress and forming parts
of the dramatic action cannot be brought under Alankaras,
the poetical embellishments



CHAPTER VI
SANDHYANTARAS

Sigara omits the theories of Anusandhi and Da$a, both
of which are referred to and rejected by Abhinavagupta,
but treats the Sandhyantarasin details The GOS edition
of the Natya-sastra, gives the names of twenty-one Sandhy-
antaras and the editor notes that some of the manuscripts
enumerate them in the earlier part of the chapter * The
KSS edition enumerates them in the earlier part of the
chapter (XXI 49-51) Abhmnavagupta gives only a short
exposition on the nature and utility of the Sandhyantaras
but neither the Natya sastra nor Abhinavagupta makes any
attempt to define and illustrate them Dbanafijaya and
Viévanatha clearly avoid the topic Bhoja does not define
the Sandhyantaras but 1llustrates each of them 2 The
Natya-darpana at the end of the first Viveka refers to
these, as according to the view of some and enumerates
them 3 The Bhdva prakasana also simply gives a list of
twenty-one Sandhyantaras 4 Chronologically speaking then,
so far as the available texts are concerned, it 1s the Nataka-
laksana-raina-kosa first that defines and illustrates each of
them The Rasarnava-sudhakara with 1its close follower the
Nataka-condrikd also, gives a detailed account of the Sandh-
yantaras with definitions and 1illustrations 3 Sangita-dimo
dara also gives the names of the Sandhyantaras and there
they are called the Pradeéas of the Sandhis, as in the Nataka-
laksana-raina-koSa ©

Sagara mamtams that these twenty one Pradefas (situa-
tions, pomts) of the Sandhis occur n a play to serve some
purpose and for the proper delineation of the plot, as
many of them as are required may be used within the
Sandhis 7 Thus, there 1s no hard and fast rule regarding
the use of the Sandhyantaras §mgabhﬁpala also opines
that unlike the Sandhyangas any one of these twenty-ome



132 NATAKA LAKSANA-RATNA KOSA IN THE PERSPECTIVE

can be used anywhere within the Sandhis whenever necessary
and without any restriction &

Sagara says nothing definite regarding the utility of the
Sandhyantaras The Natya-$astra seems to 1indicate that the
necessity of these twenty-one lies in the role of their con-
necting the angas of the Sandhis ® The Rasarnava-sudhakara
also maintamns that they are to prevent the looseness
i the use of the Sandhyangas and the Nataka candrika
repeats the same 10 g

Abhinavagupta himself gives httle importance to the
Sandhyantaras He refers to two views regarding the purpose
served by them 1n a drama He informs us that according
to some the Sandhyantaras fill up the gaps between the
Sandhyangas and thus they are primarily related to the angas 37
Others, as stated by Abhinavagupta, maintain that they are
but varieties of the Sandhyangas like Upaksepa etc, each
of which may be of different vaneties 12 A single anga
Upaksepa has been shown as of different variety in different
drama It 1s krodhatma 1 the Vemi-samhara, bhayatma 1n
the Ramabhyudaya, svapnargpe 1 the Pratvmamruddhe and
hetvavadharanatma 1 the Udattardghava 13 Thus the Sandhy
antaras have, according to this view, got no separate entity
besides the Sandhyangas, they are but to indicate the special
marks of the latter group of sixty-four Abhinavagupta
himself understands them as nothing more than the Vibhava,
Anubhdava and Vyabhiciribhiva , they are the causes of
brightness (ujjvalatvaketu) of the Prayoga (dramatic perfor-
mance) 14 Abhinavagupta further says that the Sandhyantaras
occur 1n all types of plays and as they can be easily discerned
they need not be illustrated 15 Thus, Abhinavagupta
neither rejects the Sandhyantaras altogether, nor attaches
much importance to them The Dafa-rapaka maintains that
they may be covered by the Alankiras or Vyabhicari-
bhivasl® and as such, require no separate treatment
Following the Abhwnava bharah, the Naitya-darpana also
maintams that the Sandhyantaras require no elaborate treat-
ment, as some of them (Sama etc) are identical with
the Sandhyangas, some (Mat1 etc) are Vyabhicarni-bhivas,
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some (Duta, Lekha etc) are but the very mncidents of the
plot of the play, while others are but the varieties of
Upaksepa etc 17 Thus, excepting Sagara, Bhoja and $inga
bhipala, none of the authorities takes any interest m the
definitions and 1llustrations of the Sandhyantaras

There 15 a general agreement among the different Lists
of twenty one Sandhyantaras found m different works
excepting minor variations Sagara and Subhankara read
Dh1, Rujah and Upadhi mstead of Hri, Ojas and Lekha
of the Natya-sistra  The Rasarnava-sudhikara also reads
Dhi  The Bhavd-prakdsana enumerates both Upadhi and
Lekha and omits Dhi or Hri It reads Hasa instead of
Sahasa of others

Sagara further states that into the Sandhis there may be
introduced aerial voice uttered by a celestical person and
the reading of letters and 1n support of his statement quotes
an anonymous authority 18 Again after discussing the four
Patakasthinas, éigara states, svapnoditah nepathyakasavacanam
hkhtanyananiara samdhsu  kathyante 19  Svapna and Data
have been included by Sagara in the lsst of the twenty-one
Dr Raghavan ponts out2? that this line of the Nataka~laksana=
ratna kola seems to be a reference to the view of Matrgupta,
as quoted by Raghavabhatta m the Arthadyotanikd Raghava-
bhatta says wkto matrguptacaryash svapno ditasca lekhasca
nepathyokhstathawva hy/zkasa vacanam cetv jfieya hyantara-
sandhyayah 21 This gives us another important information
that among the ancient authorities on the subject Matrgupta
also accepts the Sandhyantaras Excepting Nepathyokt1 and
Aka$a-vacana, other names given m the above verse of
Matrgupta, occur also i the list of the Naiya-sastra
It 1sinteresting to note that the number of the Sandhyan-
taras like that of the Sandhyangas, also went on increasing
and Sagara takes 1nto account at least twenty four of them
mcluding Lekhyokti, Nepathya-vacana and Akaéa-vacana from
different sources The Upadhi found 1n the hLsts of the
Naaka-laksana, Bhava-prakasana and Sangita damodara 15 found
neither in the Natya sastra nor 1n any other text The Dh1 1s
found as a variant of the Hrim one manuscript 22 The first
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anonymous authority cited by Sagara does not refer to
Matrgupta whose view, however, has also been recorded n
the Nataka-lahsana  Matrgupta accepts Nepathyokti and
Akaba-vacana as two separate Sandhyantaras Thus Sagara
had before him another authorty excepting Mitrgupta who
counted Aki$a-vacana as a Sandhyantara

From the treatment of the Sandhyantaras by most of
the authorities, as discussed before, 1t appears that the
theory was not given much importance to in the face of
the more elaborate scheme of the Sandhyangas Singabha-
pala maintains that some Acarya approves of their utility
acarya-niara-sangatya camatkaro widhiyate 2° The Natya-
darpana also expressly states that the Sandhyantaras are
taken into account by some theorists only 24 These factors
tend to support the assumption that the Sandhyantaras are
post-Bharatan 25 But npeither Abhinavagupta nor any
other authority gives any such hint Abhinavagupta accepts
them as Bharatan without any suspicion, as 1t appears
from his commentary The above statements of the
Naitya-darpana and Rasarnava-sudhakara may simply mean
that some theorists do not approve of any utility of the
Sandhyantaras while some attach importance to them. It 1s
also afact that all the topics of the Naiya-fastra are not
equally treated by each and every later authority

The Natya-sastra gives no defintion of the Sandhyantaras
and this also cannot be taken to be an indication of their
post-Bharatan origin  Perhaps no necessity was felt to define
these common features of plays, as maintamned by Abhinava-
gupta, Their definitions gradually took shape in the hands
of later authorities

Sagara himself 1n most cases gives only the synonyms
of the names of Sandhyantaras while explaming?® them
and these are in no sense can be called as defimitions
The Dana has only been illustrated2? and a curious exs
planation has been given to Maya as fraud planned by
the demon Maya to deceive the gods, while for illustration
a situation is referred to from the Sugrivgnka, where false
Hanumat has been used against Sugriva 28 Sagara, however,
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cannot be credited as the first authonty to explamn and
illustrate the Sandhyantaras, as he himself refers to other’s
views 1n this matter He defines Ruj@ as physical pain
caused bv blow etc, and then says that others nclude
even the sight of an evil omen causing mental angmsh
In Ruja 2% The defimtions of Sandhyantaras given m the
Rasarnara-sudhikara on the other hand, are fuller and 1n
most cases have got no apparent similarity with those
found in the Nataka-laksana Sagara’s treatment of these
twenty-one thus seems to represent an early stage in the
development of therr definitions which took a definite form
by the time of $mgabhupala, 1e l4th centmy A D

It has been pointed out above that Raghavabhatta quotes
the view of Matjgupta to support that the Nepathya
vacana 1s a Sandhyantara But at least in ten cases the
saidd commentator, while pointing out other Sandhyantaras,
quotes their defimtions from the Rasarnova-sudhdkara 30
The quotation concerned from the text of Matrgupta, as
gwen above, only enumerates some Sandhyantaras but
gives no defimition As Nepathya-vacana and Akada bhasita
have not been taken into account as Sandhyantaras in the
Rasarnava-sudhikara, Raghavabhatta gives no defimtion
of them From this 1t may be supposed that Matrgupta
himself also did not define the Sandhyantaras Probably
their definitions began to take share after Matrgupta and
did not reach to a final stage even upto the time of S3agara

At present, however, there1s nothing to prove conclu-
sively that the Sandhyantaras were not included in the
onginal Natya-$dstra and that some other seer formulated
them Ifthey were included in the Naiya-iastra after Maty-
gupta we could have found the names of Aka$a-vacapa and
Nepathyokt: in the list given there It can thus be accepted
unhasitatingly that the Sandhyantaras were there in the Narya-
S$astra at least before Mitrgupta Maitrgupta took up the
Sandhyantaras from the Naiye fzstraand increased therrnumter
at least by two, Nepathya-vacana and Akata vacara We, of
course, know nothing definite atout Matrgupta’s opimion
regarding the purpose served by the Sandbyantaras i a play



CHAPTER VI
PATAKASTHANAKA

Patikasthanaka 1s a dramatic artifice to foreshadow
future events It signifies particular spots in the body of
the theme of a play where an equivocal speech or situation
suggests, indicates or brings on, or helps to bring on a2 coming
event  Sigara describes the Patikasthanaka as

yatranyasmimécintyamane tallingo’nyak prayuyate |
agantukena bhavena patakasthanakam tu tat | J*
The Natya-sastra (GOS) reads the first pada of the verse
as  yatrarihe cintite’nyasmin, but the reading of the Nataka-
laksana-ratna kosa 15 found 1 a ms 2 By aganiuka-bhdva
Sagara understands Vyabhicaribhava  Thus, according to
Sagara, that 1s Patakasthinaka, where something 1s being
thought of but some other things having the same character-
1stics (¢allanga) 1s mdicated or mtroduced through a V yabhcan-
bhava For illustration, Sagara refers to the Dasarathanka and
says dafaratho rimasya rajye cintyamane bharatasya rajyam
tallinga~jatamt visddenagantukena vyabhiciring bhavena grhitah
Dpathaty ramo’p: gacchatu vanamityads 3 But this interpretation of
Sagara 1s quite novel and 1s not accepted by any other theornst
There may be a change of Bhava in the acting of a char-
acter on the stage due to the indication of some future
event, but that indication 1s not given by any other Bhava,
agantuka-bhiva here in this context simply means some
accidental or extraneous matter which 1s not in hand
Abhinavagupta says sahakdri-kriam dGgantukam ucyute + We
know that 1 a play every episode 1s sehakdrs to the
pradhina-vrie In the gradual development of a plot the
playwnight introduces at places new turns to the course
of action and gives hmt to the future event by bringing 1
something not expected at the present moment (dganiuka-
bhava) These spots are called Patdkasthanakas in Sanskrit
dramaturgy
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The Nataka laksana, Srngira-prakass, Natya-darpana and
the Sahitya-darpana follow the Natya-$astra and maintain that
there are four types of Patikasthinakas But the Dada-
tdpaka accepts only two vareties of the Patakasthinaka,
inasmuch as, the similarity between the indicating matter and
the matter indicated lies i respect of situation or attribute 5
Dhanika clarifies this and says that where the indication
15 given through the alankara Anyokti, 1t 1s the first type
(known as Tulyasamvidhanaka) and in the case of the second
type {(named Tulyavidesanaka) the indication 1s offered by the
alankira Samisokt1 ¢ Saradatanaya seems to have expanded
this theory to make 1t corroborate to the view of the Natya-
sastra Smgabhﬁpila and Riupagosvamin also follow suit They
mamtain that the Tulyasamvidhanaka variety of the Pataka-
sthanaka 1s of three kinds conforming respectively to the first
three varieties of the Nitya-sastra and that the Tulyaviéesana
variety 1s a kind by itself and corresponds to the fourth Pataka-
sthanaka of the Natya-sgstra 7 But none of the theorists like
Abhinavagupta, Sagara, Bhoja and Ramacandra-Gupacandra
refer to this view Neither the standpoint of the Dasa-rapaka
1n this respect, nor 1ts elaborated form as 1n the Bhava-praka
sara etc, can be supported by the canons of the Natya-
sasira The Dasa-ripake maintains clearly a different view
from that of the Natya $dsira regarding the Patdkasthinakas
and Saradatanaya with a synthetic outlook tries to correlate
the two smgabhupala seems to have followed the Bhava-
prakgsana 1n this respect

Sagara, Bhoja, Siradatanaya, Viévanitha and Smngabhu
pala quote the difinitions of the four Patakasthanakas
verbatim from the Ngztya-$astra  Riamacandra-Gunacandra
in their own way offer siire like defimtions, but n the
gloss follow the Natya $astra closely In the Natya darpana
the order of the Patakasthanakas 1s found to be a bt
changed The fourth variety of the Naiya-iastra 15 the
third one of the Naiye darpana and vice-versa® Dhanafi-
Jaya sticks to his own position and Dhanika illustrates
two types of Patakasthinakas
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The first Patikasthinaka according to the Nalaka-
laksana-raina kosa, consists b  the immediate fulfilment of
the desired end (fatksanadeva samihasydrthasya maspatnh)’
through the attainment of the object longed for (abhiwvan-
chana ssddhsnsspadanatak) ® The illustration 1s given from
the Nggananda where Jimiitavihana wishes to sacrifice him=
self but Sankhacuda refuses to give him the vadhyacthna,
the purpose of which 1s served by a pair of red cloth, sent
by the mother of Mitravasu through the Kaificukin, who
hands 1t over to the hero Abhinavagupta also offers the
same 1illustration® along with another from the Ralngvali

The second Patakasthanaka i1s a statement having double
meanings ($listam vacanam) and incorporating many purposes
(bahvartha-samadhanam) forming the basis of the compost-
tion (prastutasya kavyayasrayam) '! The verse mrvana-vasra
dahanz etc, recited by the Stutradhara in the Prastivand
of the Veni samhira has been chosen to be the illustration 12
The verse through S$lesa refers to the annihilation of the
Kauravas and the victory of the Pandavas, though apparently
1t expresses the welfare of both the parties This verse of
the Veni-samhira undoubtedly forms the basis of the play
as 1t arouses the wrath of Bhima and also contains the
central theme 1n a nutshell

The third Patikasthanaka, as Sagara describes it, con~
sists 1n the mmtimation of the object (arfhaprakasam) with
courtesy and in a subtle way through exchanges of equi-
vocal words T3 Sigara illustrates this Patakatsthinaka by
citing a verse, evidently not from any play, of an unknown
poet The verse contains equivocal dialogues between a
khandita nayska and the nayaka 14+ The more common 1llus-
tration, however, 1s the dialogue of Canakya and Siddhar-
thaka in Mudraraksasa, (Act I)

Canakya -apy ngma duratma raksaso grhyeta ?
Siddhdrthaka -( PraviSya) aam ganhido'®

Raghavabhatta quotes the same definition as mn the Ndpya-
$astra of the third Patakasthanaka twice with a minor varia-
wion but ascribes 1t to MaitrguptaT® It shows that
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Moatrgupta 1n his work on dramaturgy took some verses from
the Natya-sasira verbatim

The fourth Patakasthinaka, according to Sagara consists
m a well-knit and ambiguous arrangement of words giving
reasons (upapativmin) and capable of linking the motive of
the composition (kavya-yojana-ksama) 17T For illustration a
verse, addressed to Sita by Rama, has been quoted from
the Janakiraghava '8 The verse carries two meanings —
(1) this Asoka garden will charm thee with 1ts blossoms,
(2) perhaps Ravana having the Puspaka chariot will caery
thee off mn the pleasure garden Thus 1t suggests the motive
of the action, 1 e , the abduction of Sita

The verse uddamotkalskam etc, 1n the Act II of the
Ratnaval: has been cited as an illustration of the fourth
Patakasthanaka 1n the Srngara-prakisa, Bhava prakasana,
Rasdrnava-sudhakara and Sahtya-darpanal® All these works
appear to be influenced by the Auvaloka where the said
verse has been quoted as an illustration of the Tulyavifesana
vartety of Patikasthanaka,2® which 1s taken to be the
same as the fourth one of the Natya-$asira, as pomted out
before But Abhinavagupta clearly states2! that this verse
cannot be taken as an illustration of the fourth Pataka-
sthanaka, on the other hand 1t 1s an example of Vyahara
an anga of the Vithi .

Dr S N Shastn says that the subsidiary portion of the plot
1s of three kinds the Pataka, Prakari and the Pataka-
sthanakas 22 This 1s the view of $iraditanaya alone?3 and
1s not mamtamed by any other authorty ncluding the
Natya sastra  The Patikasthinakas in no way can be con-
sidered as constituting a sub-division of the Prasangika-
vitta They are really decorations adding charm to the
composition, as stated by Sagara 24 The Natya-sistra 1i-
self states catugpataka paramam ndtake karyam wsyate 25
Abhinavagupta also maintains that they add beauty to the
composition but refers to a view that takes them as disanas 26
The Natya darpana too emphasises this decorative aspect
of the Patikasthanakas and enjoms that there should not
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be any play devoid of 1t It also maintans that all the
Patakasthanakas are equally essential 27

Dr S N Shastri further maintans that Sdgara recom-
mends the use of the four Patakasthanakas “in succession
in the first four junctures commencing with the Protasis
in a drama ”28 It 1s a fact that Sagara restricts their use
in first four Sandhis only and clearly states that the last
Sandh1 should not have any Patakasthanaka 2° At the con
clusion of the discussion on the topic Sagara states asya
prayogo mukhadi-sandhs catustaye kvaps vsdhatavyah 3°© Here
the pronoun aspe may refer to the Patikasthanaka m
general or only the fourth one In the first case the state-
ment simply means that a Patikasthinaka may be used
anywhere 1 the first four Sandhis, if the second alterna
tive 1s accepted, then 1t means that the fourth Patakastha-
naka may be used in the first four Sandhis In any case,
the Nataka-laksana-ratna-kosa does not appear to have recom-
mended the use of the four Patakasthinakasin succession,
On the other hand, Sdagara seems to maintain that they may
be used without any restriction in the first four Sandhis
That there was a confusion regarding the use of the Patd
kasthanakas 1n a play, i1s ewident from the statement of
Abhmnavagupta The great commentator refers to and rejects
the view as untenable that restricts the use of these four
m first four Sandhis in succession and takes the words
prathama, dnpiya etc, before them as indicating their occu-
rance 1n the Mukha Sandhi, Pratimukha-sandhi etc, res-
pectviely 31 Vidvanpatha also refers to the view as maintained
by some, but he bumself advocatesthe free and frequent
use of the Patzkdsthinakas in all the Sandhis without any
restriction, as they are very much admirable,’? evidently
due to their power of enhancing the beauty of the
composition

There 1s another view referred to 1n the Abhmava-
bharat: that establishes a relation between the Pataka-nayaka
and the Patikasthanaka This view upholds that in the first
four Sandhis there should be as many as four Pataka-nayakas
and each should be indicated successively by the four
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Patikasthanakas Abhinavagupta rightly criticises this view
as asat 33 Another theory, referred to and rejected by
Abhinavagupta as upahdsapatrikriah paksah, makes the number
of the Patakasthanakas as five 3¢ All these confusing views
seem to have had their origin to the attempt of bringing the
plot of a play into a mechanical framework of divisions
The Sandhis are five in number, so also are the Avasthis,
Arthaprakrtis and Arthopaksepakas This fact might have
tempted some later theorist to raise the number of the
Patakasthanakas to five ~We have also seen that some
authors endeavoured to correlate the Sandhis, Avasthas
and Arthaprakrtis A similar attempt was also made to tag
the Patikasthinakas with the Sandhis All these views are
decidedly later but they were formed long before Abhina-
vagupta and also the number of thewr adherents was not
too negligible to be overlooked by the great commentator

It has been shown that according to Sigara there should
be no Patikasthinaka m the Nirvahana-sandhi, they'are to
be used 1 the first four Sandhis only It may be argued
that even at the beginnmg of the Nirvahana-sandhi the final
object comes very near to be accomplished and there remains
practically no future eventto be indicated by a Patdkistha-
naka Froma study of the Sandhis as has already been
done, 1t appears that after the Vimaréa-sandh1 the final
result comes to be almost a determmned fact and as such,
there 1s but a very little scope of a Patakasthanaka i the
Nirvahana sandhi

Sagara, however, 18 not the propounder of the above
theory It 1s Matrgupta, if Raghavabhatta 1s to be believed,
who recommended that the four Patakasthinakas should be
ased 1n the first four Sandhis, but whether in succession or
not, 1s not clear from the quotation found 1n the Arthadyota-
mk3 Raghavabhatfta says esam sthanam upyuktam matrgip=
tacaryarh mukhe pratymukhe garbhe numarse ca catursvaps/bhedah
sandhisu kartavyzh patakasthanakasya tu85/] The verse seems
to mean that different Patakasthanakas are to be used 1n
the first four Sandhis Among the authors of extant works
on dramaturgy, Sagara 1s the most ardent follower of
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Maitrgupta and his standpoint, as discussed above, supports
this view From the statement patakasthanakasya bhedah
sandhisu kartavyah, 1t does not defimtely follow that the
Patikisthanakas are to be used in succession But this
theory of the use of Patakasthapakas in succession i the
first four Sandhis, also seems to be very old A definition
of the first Patakasthianaka, ascribed to Adi-bharata by
Righavabhatta gives a hint to this theoiy Raghava-
bhatta states iallsksanam ads-bha:iate—sahasar-virtha sampa-
thr nayakasyo pakarska/ patika sthanakem samdhau prathame(?)
tanmatam{[3¢ Here 1t 1s said that this 1s the description
of the Patakasthanaka which 1s to be used in the first
Sandhi, 1 e, the first Patikasthinaka 1s restricted to the
first Sandhi It can reasonably be surmised that the
adherents of this view advocated the use of other three also
n succession 1n the three following Sandhis Agam the
Najya $astra, enjomns that Pataka, the oyaps prasangike-writa,
18 to be closed at least in the Vimar§a-sandhi, after which
there 1s no scope of a Patakasthanmaka according to the
above two views ascribed to Matrgupta and Adi-bharata
respectively From this perhaps the tendency to establish
a relation between the Patzkd and Patdkasthinaka had
developed and ultimately gave rise to the viewthat estab-
lished a correlation among the four Sandhis, four Patika-
sthinakas and four Patikinayakas The theory has rightly
been exploded by Abhinavagupta, as shown before The
view of $aradatanaya that the Patikasthanaka forms a
subdivision of the Prasangika-vrtta 1s also based on the same
tendency, as above The above theory ascribed to Adi-
bharata was further elaborated and the number of the
Patakasthanakas was raised to five to fit n with the five
Sandhis and a theory of mechanical correlation was thus
established It 1s interesting to note that all these theories
developed as early as to be refuted by Abhinavagupta
It also shows to what extent the author of Indian drama-
turgy have shown their extraordmary gentous for correlation
and classification



CHAPTER VII
DIVISIONS OF A PLAY FOR REPRESENTATION
(1) ANKA (ACT)

Avasthas, Arthaprakrtis and Sandhi Sandhyanga-Sandhya-
ntaras, we have seen, serve to analyse the plot of a well-knit
play The readersand critics are mainly interested 1n them
The playwright himself should possess a thorough knowledge
of these divisions while constructing the plot For the sake
of an artistic representation on the stage, the body of
the play i< divided into several sections and these sections,
according to their nature and purpose are called Anka, Vis-
kambhaka and Prave$aka, asthe case may be This division
entirely depends upon the consideration that how a play can
be best represented on the stage maintaning an abiding
interest of the audience

Anka, says Sagara,is the parscehedaysiz of the zkhyina-
granthal 1e, 1t divides the sections of the play Each
of these sections, enjoins the Nazaka laksana ratna-koia, should
contam various actings (prayeger)and should be pervaded
(upagidha) with different types of Bhavasand Rasas? This
18 said as an exposition to nana nidkana yukio bhzias rasaisca
gidho bhavet,® taken evidently from the Natyae $astra where
the whole verse 1s read as

anka sty radhi-Sabdo bhavarsca rasiSca rohayatyarthan |
nana ndhana-yukto yasmat tasmad bhavedankah [[*

The first half of Sagara’s quotation occurs as the third
foot of the verse from Naiya Sastre, but the reading of the
second half 18 not exactly the same as that of the second
foot 1 Natya-Sastra Here Abhinavagupta nforms us that
some theorists headed by Lollata accept the reading giidha
The Abhvnava-bharats here reads, anka v ridhasabda s [
bhavash rasassea giadhaschannah vyapto trtho nka-sebdena yadrce
hikenocyate v bhatfa-lollotadyah gidha sty patham vydcaksyre/
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anye rokayatyarthamts pathanis 5 Thus the reading of the second
foot of the above verse from the Natya-Sasira, according
to Lollata seems to be bhavaur rasarica gidho bhavet exactly
siilar to that of the second half of the hemistisch quoted
by Sagara, as given above Thus the reading of the first
foot of the same verse according to Lollata, as appears from
the above text of Abhinava-bharati 1s anka st radhisabdo
1e, anka 18 a yadrechika-sabda as Abhinavagupta puts it ©
According to this interpretation anka 1s a samfja-sabda 1€,
anka, as used 1n dramatic literature 1s simplv a name having no
derivative meaning and 1s applied 1n 1its particular sense
through traditional sanction The reading, rohayatyarthan,
implies that Anka 1s so called as 1t nourishes the thgme asifon
itslap 7 This 18 undoubtedly an mstance of folk-etymology
but authorities like Dhantka, Singabhupila and Siradatanaya
adopt 1t 8 Abhinavagupta maintains that the word anka here
1n this context 1s purely a ridhs $abda, but in another place he
says that the section of a play 1s so named as 1t 1s marked by
various Rasas ?

The poet, according to Sagara 1s to take into consideration
the entire action while constructing the Ankas of a play He
1sto consider the Sandhyangas, Avasthis and the expansion
of the Bindu etc, m dividinga play into Ankas 10 The
Bindu, we know, serves to mamtamn a connecting link and
thereby a continuity n the development of the plot This
implies that every succeeding Act should naturally follow the
preceeding one as a direct continuation of the plot

Indian theorists in  general, maintain that the number ot
Ankas 1n a full-fledged Nataka or Prakarana may be from the

minimum five to the maximum ten T!'  Abhinavagupta opines
that the Ankas should correlate to the Avasthds, an Anka
should be closed with the end of an Avastha The Bindu,
that acts ikea linking thread, should at the close of each
Anka, be so placed as to connect 1t with the following Anka
Thus there should be at least five Ankas corresponding to five
Avasthas in a Nitaka,’? and the Bindu at the end of each
Anka 1sto give a fresh impetus to the further development
of the plot Abbmnavagupta further maintatins that if the
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first Avasthi demands a larger space 1t can take two Ankas
and 1n this way due to the exigencies of other Avasthas the
number of Ankas may be increased from six to ten but
not more 13 Abhinavagupta holds, as has been shown
before, that the five Samdhis rest on the five successive
Avasthds Now, 1t appears that according to Abhinava-
gupta there should be at least five Ankas depicting five
Sandhis and Avasthis 1n a Purha-sandhi-riipaka, 1e,
Nataka or Prakarana An Avasthi and 1ts corresponding
Sandh:1 may cover two Ankas and thus there may be upto
ten Ankas in a Nataka So, according to Abhinavagupta
no Avasthda or Sandhi can either be ended before the close
of an Anka or be started from within an Anka A Sandhi
or Avasthd should be started at the beginning of an Anka
and should also be concluded at the end of an Anka 4
From the above, 1t can also be inferred that no Sandhi
and 1ts corresponding Avastha can occupy more than two
Ankas according to Abhinavagupta But this rigid theory
of Abhinavagupta, as can be made out from the defective
text, has found Iittle recognition to the theorists and com-
mentators  ViSvanatha allots the entire portion from the
beginning of the Act IV up to the situation prior to the
recognition of Sakuntald in the Act VII of the Abhiyhiana-
sakuntala to Vimar§a sandhi 1> The Acts III, IV and V of the
Vem-samhara comprise the Garbha-sandhi according to the
Natya-darpana 16  Dhundt points out that the Act I of the
Mudrg-raksasa contams first two Sandhis and the last three
Acts of the same Niataka have been allotted to the Nirva-
hana Sandh: by the same commentator '7 According to
Raghava-bhatta the Mukha sandhi in the Abkyfiana-Sakuntala
ends within the Act II, wherefrom the Pratimukha sandhi
begins , similarly the Garbha-sandh: closes withimn the Act V
and from there the Vimara-sandhi begmns '8 The Natya-
darpana, a work of a dramatist, follows Abhinava-bharat:
mainly, but m this respect 1t clearly states that a single
Avasthd, if required, can be delineated even throughout
three Acts!'® and gives an illustration from the Veni-samhira

as noted above It further informs us that according to
10
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the traditional view (vrddhasampradaya) an Avastha should be
ended with the end of an Act but there are some who
maintain that 1t can be concluded even before the end of
the Act concerned, 1e, within the Act The authors,
however, appear to have supported both the views 20 Here
by vrddhasampradaya the Natya-darpana refers to the view
upheld by Abhinavagupta

The Nitya sastra nowhere clearly states that there exists
any correlation between the Ankas and Avastha Sandhis
of a drama The poet 1s given a free hand to exercise
Sagar also keeps silent about the problems as where an
Avastha 1s to be concluded and how many Ankas can
be occupied by a single Avasthd or Sandhi It should be
noted here that Sagara accepts no parallelism between
Avasthas and Sandhis and the matter has been fully dis-
cussed before No hard and fast rule can be formulated
regarding the relation between an Avasthd and an Anka
and this seems to be the implication of Sagara’s silence
here 1n this respect

Regarding the general rule about the number of Acts
m a Nataka, A B Keith rightly observes, “the rule 15
generally obeyed, but late dramas styling themselves Natakas
are known of ome (Rawidisa’s Mithyajianandambana), two
(Vedantavagisa’s Bhojacarsta), three or four acts, and one
comparatively early work exists in one version of fourteen
acts, the Makanataka , the Adbhitarnava of a Kawvibhiisana
has twelve acts 21  Some of Bhasa-dramas may be included
m this hst But most of the works named above may not
be styled Nataka proper Prof Sivaprasad Bhattacharya
mamntamns that the Mahanataka 15 a hand book of the
Kathakas who recite and explain the epics and the Puranas 22

For further exposition of the Anka Sagara quotes from
the Ngtya sastra .

yatrarthasya samaptiryatra ca byasya bhavati samharah |

kimcidavalagna-binduh so’nka 1t1 sadivagantavyah [[22
This verse according to Sagara’s gloss enjomns that
an Anka a particular 1ncident (arthasyanueangskasya) 1s to
be fully delineated and a partial development of the main

' .
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theme 15 to be depicted (pradhanarihasyamsatah samharanam)
while the Bindu 1s to maintain the link 23 Abhinavagupta
interprets the verse according to the traditional view to
mean that a certain Avasthd and 1ts corresponding Sandhi
should be, completed mm an Anka, but himself admits that
this has already been said 1n the verse, asydvasthopetam
etc 24 So, he opines, that the verse speaks of three types
of Ankas and quotes the view of Kohala (and others?)
that enumerates and defines those, viz , Cidanka (Colikanka),
Avataranka and Ankamukha 25 This view of Kohala will
be taken up 1n our discussion on the Arathopaksepakas
At present 1t 13 to be noted that this view of Kohala finds
no mention mn any of the works like the Nataka-laksana,
Dasa ripaka, Bhava-prakdsana etc

Following the Natya-sastra the Nataka-laksana ratna kosa
enjomns that there should be only four or five Nayakas
in a Nitaka and mm Ankas therr actions are to depicted
along with different circumstances (nang-dasa-yukto’nkah)
but these actions should not be protracted leaving the
main 1ssue which 1s made to be served by them 2¢ Sagara
takes the word nayaka to sigmfy in this context boththe
chief hero and other leading characters like the herome,
the secondary hero, the enemy of the hero even, who 18
tobe killed 27 The Natya sastra says sammhstanayako’nkah
lartavyo watake prakarane v 28 Sigara m lis gloss on
this hemustisch says that in every Anka any one of the
above Nayakas must be present The examples of thss
prnciple are given from the Veni-samhara and the two
Niatakas Mayimadalasi and Nagananda are cited as having
the principle hero i every Anka 29 To furnish an Anpka
with different Rasas, not only the actions of the leading
eharacters but those of others like queens, their retinues,
priests, ministers and merchants are to be presented 3°

11
What 18 and what 15 not permussible
to be wisibly represented 1 an Act
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Sagara quotes the Natya-sastra toshow what 1s permissi
ble to be visibly represented 1n an Act and what 1s not
but to be referred to or to be summarily treated in Prave$aka
etc The Natya-sasitra enjoins

(1) krodha-prasida-sokah sapotsargo tha (NLRK adi)

vidravodvahau |
adbhuta sambhava (NLRK samsraya) darsanam
arnke pratyaksajam syuh ||
(2) yuddham rajyabhramse maranam nagaroparodhanam
cava |
pratyaksani tu nanke pravesakarh samvidheyin [/

The NLRK reads the third foot as w»a pratyaksam

santi °1

According to Abhinavagupta, Bhoja and Sagara the first
verse enumerates some 1tems which are allowed to be visibly
represented 1mn an Act They, however, differ regarding the
meaning of sapotsarga Sagara takes i1t to mean pronoun-
cing of a curse,?2 while Abhinavagupta mterprets the word
as the end of the mishap brought about by the influence
of a curse 33 Thus, Abhinavagupta 1s not in favour of
permitting the utterance of a curse to be visibly represented
1mn an Act, while Sagara has gotno objection to 1t Both,
however, are 1n favour of the visible representation of feats
of anger, favour, grief, a state of confusion, marnage and
spectacles of miraculous events as enumerated in the above
verse Abhinavagupta seems to mamtain that these are
specially attractive items that can be visibly represented on
the stage and as such, they have been enumerated 1n the
Natya-sasira separately 34 The Natye-darpana does not enu-
merate the above items but seems to follow the lhine of
Abhwnava bhirati when 1t says sapawmsana vwahadayo'pr rafi-
Jakatvat saksat-karyah % Sagara 18 of opimnion that the show
of mcidents like battle, the loss of kingdom, death and the
seize of a town, has been totally prohibited on the stage
mn the second verse as quoted above these are only to be
reported (and not shown) in a PraveSaka, or the like 3¢
This hist of forbidden items seems to be drawn up from
a practical view poimnt. Excepting death,a‘;full scale stage-
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representation, as demanded in an Anka of Indian theorists,
of above incident 1s a very difficult affair even on a modern
stage

Dr M M Ghosh maintains3+ that both the above verses
of the Natya-sastra enumerate items which are not permis-
sible to be wvisibly represented on the stage He accepts the
reading, anka pratyaksayjane (anke apratyaksayam) mnstead of
anke pratyaksa 1n the verse krodha-prasada etc This 18
the reading of the KSS edition of the Natyaz-szsira 38
Dr M M Ghosh, the KSS and KM editions of the Natya
$astra read the verse, yuddham rayya etc, 1mmediately after
the verse krodha-praszde etc 3° But Sagara, Bhoja and
Abhinavagupta do not support this reading and interpreta-
tion They maintain that the Natya-sastra permits the visible
representation of feats of anger, favour, grief etc, mn an
Anka This view seems to be practical Apparently, from
common sense 1t may be said, there 1s no difficulty in
representing feats of anger etc, on the stage without ham-
pering the development of Rasa It may beadded here that
1 practice also, Indian dramatists do not hesitate to depict
krodha etc, in Ankas In the Veni-samhara the feats of
anger may be said to be a regular feature i almost all the
Acts Prasida and soka are not rare n our dramas Sapot-
sargw, 1 the sense 1n which 1t1s taken by Abhmavagupta,
8 present 1n the Abhyiana-sakuntala Vadrava 1s itself a
Sandhyanga*® and a sceme of marriage 1s there n the
Viddhasalabhaipka of Rajaéekhara Marnage 1s also the theme
of the Parvatiparinaya

The introduction of death scemes in Sanskrit drama 1s a
much discussed problem Scholars, both foreign and Indian,
mostly are of opimion that ancient Indian dramatic conven-
tion did not permit the mtroduction of death scenes on the
stage41 In the lLight of this opinion the much debated
Bhisa problem has also been judged Bhisa 1n dépicting
death scenes freely 1n the Ankast!® has either been alleged
of breaking the rules of the Natya-sasira or has been
placed before Bharata So, the matter deserves special

attention
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Regarding the prohibition of the visible representation
of death on the stage, later theorsts are of one mind They
do not permut death scenes on the stage Death 1s simply
to be reported to or described 1n a summary way 1n the Pra-
vefaka or the ike Death of the main hero or herome, how-
ever, should noteven be so described and 1f described or
visibly represented for the sake of the plot he (or she) should
be restored to life,*2 as s the case in the Nagananda and
the Mrechalatke Jimutavihana and Vasantasena are both
visibly restored to life on the stage

Regarding the maimn hero, the Nayz-sasira also enjoins
thatn an Anka or Pravelaka of a Nataka or Prakarana,
there should be no death of the Nayaka , hus flight, treaty
or capture may, however, be depicted 42 This 1s quite
consonance with the happy ending of Sanskrit drama
Sanskrit drama, as a rule, ends with the achievement of
the desired object by the mamn hero Abhimavagupta also
asserts that the death of the main hero should neither be
represented visibly 1n an  Anhka nor even be reported to in
Pravefaka etc 44 Abhinavagupta ipforms us that accord-
Ing to some even the Patakaniyaka etc, also are to enjoy
this privilege , and some others prohibits the visible repre-
sentation of even the striking of the main hero by some
one *% Sigara too mamtamns that in an Anka, as a rule,
neither the actual death of the main hero who 1sto prosper
at the end, nor even that of the willain should be depic-
ted, but therr flight, peace or capture only may be shown 4¢
This injunction, adds Sagara, 15 not absolute as the hero’s
enemies like Ravana, Duryodhana and Kamsa etc, in
Natakas are to be killed eventually But that killng
should not be wvisibly represented 1¢, 1f necessary, may be
reported in a PraveSaka or the like In a Prakarana, however,
the poet 1s free in the matter of the plot and there the
hero may be represented as making peace with the enemy,
if the occasion so deserves, as for example Carndatia
establishes peace with Sakara mn the Mrechakanks 37 Thus
Sagra 1s not in favour of presenting death scenes on the
stage, where the death is wunavoidable for the proper
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delineatron of the plot, 1t should be reported to 1n an
Arthopoksepaka, but should never be visibly represented
Abhinavagupta himself forbids death scenes on the stage,
but refers to and criticises views which permit such scenes
One such view draws a distinction between two types of
deaths, one caused by others’ activity, as the chopping
up of the head of the demon with the disc (by Narayana
evidently), another happening independent of any such activity
by diseases and hurts The view advocates that the second
may be shown on the stage while the first one 1s prohibited 48
The reason seems to be the practical difficulty of representa
tion and the intention of avoiding gruesome scenes
Abhinavagupta finds no reason behind the distinction drawn
between the above two types of deaths Moreover, from
a practical standpownt as he argues, death scenes cannot
be allowed on the stage, because the dead character nerther
can exit from mnor can remain on the stage and thus
creates many difficulties to the presentation itself and
obstructs the development of Rasa Abhinavagupta further
adds that the anubhiva marane may be represented 1n cases
where the dead revives, as 1s the case of Jimutavahana.
Thus, according to Abhinavagupta visible representation
of any sort of death without revival 1s totally forbidden
on the stage This 1s the opmionofall the later theorists,
as shown before But at the conclusion of the topic
Abhinavagupta refers to another view that permuts the visible
representation of death on the stage n cases where death
1s due to the disease or hurts and where there 1s no
necessity of revival or exit 4? This view, i the face of
Abhinavagupta’s arguments, seems to suggest that death can
be represented visibly either at the close of a play or an Act
where there 18 a scope of covering the dead bodies with
the curtamn It may be noted here that this principle appears
to be generally followed 18 the plays ascribed to Bhasa
The deaths of Daéaratha (Pratuma, Act II), Valin (Abhsseka,
Act II) and Arista (Balacarsia, Act TIT) are depicted almost
at the close of the Acts concerned, while that of Duryodhana
(Urubhanga) 1s shown at the close of the play itself, as we
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have it Deaths of Cantira, Mustika and Kamsa ( Bala-
carsta) are depicted i the last Act and after that the play
itself continues for a short while It thus becomes certam
that there were theorists and dramatists ahke 1 ancient
India who allowed death scenes on the stage
The Natya sastra, as has already been shown, totally

prohibits the death of the main hero and general death
scenes 1n an Anka About death scenes 1t says pratyaksans
tu nanke pravesakash samndheyans 5° From this Dr M M
Ghosh seems to conclude that the Natya-sasira allows visible
representation of death in an Arthopaksepaka, like the Pra-
veSaka etc 51 Accepting this view 1t may be said that the
Natya-sastra prohibits a detailed representation of death scenes
as an Anka demands, but not their representation 1n a
Summary way in the Prave$aka or Viskambhaka The stand-
pomnt of the Natya-sistra rtequires further elucidation It
draws up different Lists of items prohibited on the stage
While describing various activities of women of superior and
middling types 1t says

nambaragrahanam range na snanam na vilepanam |

nawjanam ningaragasca ke a-samyamanam tatha ||

napravrta namkavastra na ragamadharasya tu |

uttama madhyama vap: kurvita pramada hvacit ||

Again 1n the same chapter Natya sasira gives another hist
na kdryam sayanam range natyadharmam vyanats |

yadva sayitarthavasad ekak: sahito 'p1va |
cumbandlinganam cava tathi gukyam ca yad bhavet ||
danta-cchedyam nakha cchedyan mv bhramsanam eva ca |
Stanantara-vimardam ca ranga-madhye na karayet ||
bhojanam salila krida tathz lajja-haram ca yat |

evam vidham bhaved yad yat tat tat range na kirayet ||
Pita putra-snusa-svasra drsyam yasmat,tu natakam |
tasmdd etim sarvan varjgmyam yatnatah [|>*

A perusal of the above lists shows the high moral standard
of the age and a keen practical sense of the sage Through
these njunctions 1t tramspires that there was an idealistic
atmosphere 1o ancient Indian stage , decency and dccorum
were highly valued Anything shameful or indecent was not
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allowed on the stage Presentation of grim realism was
also not the aim of Sansknt drama In fact, grim realism
has not been favoured m any form of ancient Indian art or
literature The above list 1s certainly not comprehensive
So,1t 15 said mn this connection that anything hke these
(evam vsdham bhaved yad yat) and which are considered to be
shameful (layyakaram ca yat) should be avoided on the stage 54
The taste of the people has been honoured as the best
Judge , the playwright and the Natyacarya are to consider
this fact 1n writing and producing a play This seems to be the
imphcation of the above injunctions The Naiya sastra also
puts before us a very practical reason behind these injunctions
1 pulapulra-snusa etc , (quoted above), and no better one
can be conceived of even 1 modern age A dramatic
performance should avoid such representations as cannot
be witnessed by a son with his father, mother and wife
without any sense of shame due to some immodest acts on
the stage In practice also, we can point out that Bhavabhuta
i the Act I of his Ultara-ramacarita tepresents Sita
as sleeping and Rima as supporting and affectionately
caressing her But none can allege that here the limut of
modesty has been transgressed The wife of Carayana
i the Viddhaszlabhe7yka sleeps on the stage, of course,
alone

The first hist of injunctions 1n the chapter XXII (GOS),
as quoted above, concerns with the acts of women of
supertor and mediocre types Some activities by these
types of women are not to be represented on the stage
so that their grace and digoity may be fully maintained ,
and this 1s the implication of this list It may be mentioned
here that Kahdasa allows Sekuntala to be dressed and toilated
at the eve of her journey to Hastindpura, by her friends
1n a serene and religious atmosphere prevailing on the stage
There 1s an important dramatic utility of this dressing and
toilating of $akuntald which are to be witnessed by the
audience for a proper comprehension of the repudiation
scene m the next Act Kailidasa takes all possible cares
to veil the beauty and identity of the herome as known
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to the hero and to save the latter from censure for which
the curse of Durvasas also has been introduced Some
may take objection to the wearing of the Lsaumayugala by
Sakuntald on the stage But there are several means to
obstruct the sight of the spectators on the stage Moreover
she can eastly be dressed up wrth the silk cloths on the
stage over her orginal bark garment In any case, 1t s
the business of the director (Satradhara) who is expected to
be fully conversant with the taste and feeling of the audience,
to look after how far and whatis to be represented on the
stage

From what little has been said above, 1t 18 clear that the
above two lists of prohibitionsin the chapter XXII (GOS)
of the Natya-sastra are purported to avoid m any type of
ripale the wvisible representation of such acts which may
wound the feeling of the audience and may cause any
obstruction to the intended atmosphere on the stage as well
as the development of proper Rasa Such injunctions m the
field of art depend upon socio cultural inhibitions and none
can give a comprehensive list of such inhibitions, as the
taste and culture of the people differ from age to age even
1 the same country The Natye~sistra also gives no compre
hensive list Here 1t’s mjunctions appear to be words of
caption addressed to the Stitradhira and the playwright con
cerning all types of plays (rupakas).

In the light of the above, the prohibitive verse in the
chapter XVIIT of the Naiyu-sastra (quoted before) appear
to refer only to such acts, a full-scale visible representation of
which 1s forbidden n the Anka of a full fledged drama,
as the context shows Regarding the visible representation
of fighting, 1t may be pomted out, that Natya-sasira gives
directions as to how the fighting1s to be acted on the stage *°
Simularly, the Ndiya Sistra elaborately discusses how death
should be wvisibly represented on the stage and describes
various symptoms to be imutated by characters representing
deaths due to differeat causes like disease, hurt by weapons,
snake-bites etc.’¢ Abhinavagupta also refers to a school of
thought that supports the wisible representation of death
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on the stage,as shown before. Thus neither the imitation
of fighting nor that of death on the stage can be said to
be totally forbidden in the Nziya-izsira The Anka is to re
present scenes vividly and elabroately The Natya-sdstra seems
to prohibit an elaborate and vivid xepresentation of scenes
depicting fights, death, loss of kimgdom and seize of a
city 57 The context also shows that visible representation
of such incidents as death etc, is forbidden mainly 1
pirna-sandhs rapokas wherein also the PraveSakas may visibly
represent fights etc, 1n a summary way But, Sagara 13
of opmion that such representation 1s totally forbidden,
only the incidents are to be reported in the Prave$akas,
as has been stated before Regarding death scenes 1t may
be pomnted out here that excepting the works of Bhasa,
as noted before, not a single Sanskrit drama s known to
us as depicting such a scene In the ActIl of the Uitara-
rama cands, Rama enters with his sword drawn and actually
jmitates striking Sambuka who 15 not on the stage, as the
direction shows But rmmediately Sambuka appears asa
divine being (dwya puruss) Here even the visible representa-
tion of a fatal blow on the victim has beenavoirded In
practice then, wvisible representation of death scemes may
be said to be avoided by Sanskrit dramatists Later theorists
mostly seem to have confused these different lists of
injunctions and 1n therr works we get a single list In
Ankas and Arthopaksepakas alike, they totally prolibit the
visible representation of all the scemes coming under the
above mjuctions of the Natys sasira, given 1n different
chapters and 1 different contexts 58 The Sakatya-darpang
wclude even vivaha and i@potsargs 1n this list of prohibited
ttems 59 All these according to them are to be reported,
if requred, 1n an Arthopaksepaka The narrow outlook
of the latter works when compared with the Natya sisira
becomes evident The variety of acts and incidents to be
visibly represented on the stage came to be curtailed more

and more



156 NATAKA LAKSANA-RATNA KOSA IN THE PERSPECTIVF

III
Duration of Time Covered by an Anka

Regarding the duration of time that can be represented
in an Act, the Nataka-laksana-ratna-koa gives as many as three
views The first one 1s taken from the Natya-sasira 1t
says eka-dwwasa-pravritah karyo'nkakh sa prayogam adhikriya ©°
Sagara’s gloss on it means to say that the enfire plot
should be so treated that an Anka can represent the
matter of one day €1  Abhinavagupta also maintains that
an Apkais to depict incidents that can take place in course
of one day €2 This 1s the generally accepted view regard-
ing the maximum duration of time that can be represented
in an Anka 63 But the mcidents are to be so arranged
that they may not create any hindrance to the rontine duties®4
like sandhya-vandanzds This 1s mainly to serve the didactic
purpose of dramatic performances  The suitable time s
indicated through picturesque description of the morning,
the noon and the evening and in every Sanskrit drama
we come across one or more of such descriptions

Sagara refers to two other views Some opine that incidents
covering half of a day can be represented in an Anka, others
mantain that an Apka can treat what may occur m a
day and a night 85 The Bhava prakasana also refers to the
first of these two views 66 Smgabhupﬁla maintains that the
duration of the entire day or its half 1s to be represented
in an Anka 67 The Natya darpana offers 2 maximum and a
minimum  Iimit of the duration of time suitable to be
represented in an Anka as four Yamas and one Muhirta
respectively 68

The problem as to how the passing of a long time in
plays, generally based on the stories of the Ramayana and
the Mahabharata 1s to be distributed in Acts, has not been
claborately treated in the Nataka laksana Sagara simply says
that 1f the nature of the action mvolves a long passage of
time it an Act It should be reported in a Praveéaka follow-
ing that Act But mn this way the maxmum period of a
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year should be treated and not more Here Sagara quotes
in his support from the Natya-sastra varsad dardhvam na
kadacst In conclusion he says that this simply implies
that events stretching over a very long period should not
be represented 1n an Act €° It appears that Sagara does
not give much stress on the maximum period of a year
His opmion 1s sumply that a long passage of time should
not be represented in an Act 70

The above problem has been elaborately discussed by
Abhinavagupta 7! According to Abhinavagupta, from the
long Life of an epic hero a few years are to be selected for
representation 1n a drama Rama though passed fourteen
years 1n exile, yet there were only three or four such years,
as full of mncidents Now the Natya-sastra enjoins that in
an Anka incidents occuring in asingle day can be repre-
sented and 1f these incidents are such as cannot be accom-
) modated 1n the Anke, then the less important ones are to
be summarily treated in a Prave$aka following that Anka 72
In the same way ncidents occuring in course of a month
or year can be represented in an Anka, followed by a
Pravelaka or the like, but more than a year should not be
treated 1n this way 1n a smgle Anka 73 An Anka then
in such cases, 15 to represent the most prominent incidents
of the year as occuring i a single day of that year and
the rest1s to be dealt with mn a short compass by the help
of an Arthopaksepaka Thus the mcidents of fourteen years
of Riama’s exile or the like, should be so selected as to
occur 1n, say, three or four years and can easily be represented
m three or four Ankas mn the above method So, m a
drama comsisting of five Ankas, there can be represented
at best five days having incidents (karyadsnam) Similarly
m a drama of ten Ankas up to ten such days can be
represented 74 Thus, theoretically an Anka 1n a Sansknit
drama consists of a day’s, mcidents which are required and
at the same time permissible to be visibly represented  This
principle has also been followed by the dramatists of
ancient India. An Act i a Sanskmt play never covers a
duration of time exceeding a day. But it should be noted
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that there 18 no injunctiom against the representation of
events of one day in more than an Act 73

1v
Other Regulations

Sagara conclude the topic with the remark that neither
one should enter 1in nor ext from the stage during the
Anka without any purpose 7¢ This may be taken to be a
general principle for any play of any age The entrance
and exit of characters n either Anka or Pravefaka etc,
should always be m conmection with something relevant
Sagara as has been showm, prohibits also the introduction
of characters on the stage with an msignificant part to play,
which purpose may very well be served by suth devices as
aerial voice, voice from behind the screen and leiha 77

While describing the Vigkambhaka, Sagara quotes from
the Natya-sistra

na mahdjana-parwaram Kartavyam nitakam prakaranam vaf

e tatra karyoa purusaicatvarah patica va te syuh|[78
It appears that Sagara takes this verse as contaimng a
general imjunction applicable to Nitaka and Prakarana The
Import of his gloss on the verse is that all the prominent
associates of the hero and lis enemy should not be pre-
sented on the stage with minor roles to play, only four or five
from them should be made to involve directly 1o the mamn
action and others are sumply to be mentioned outside the
mam action 7> What exactly Sigara here drives at 1s not
clear If he means to assert that only four or five amongst the
associates of the hero or his ememy are to be preseented
on the stage,then we can pomnt out that very few cases
the principle has been followed 8° On the other hand, f
it  means that a small number of characters should be
made to mvolve directly m the mam action and others
indirectly, then 1tshould be pointed out that the expression
bahireva etc, 18 not a happy one Vidvanitha, however,
enjoins that there should be only four or five leading
characters directly relatéd to the action.St According to
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Abhinavagupta the implicatton of the above verse of the
Natya-sastra 18 that a crowd should not be allowed on the
stage, and undertakings which require many persons to be
performed, should not be¢ visibly represented Abhinava-
gupta mamntains that at best there can be eight to ten
haracters present on the stage at a time If the number
exceeds much, then the scene will be no better than a
crowd assembled to witmess the yaira of a deity and the
four kinds of abhinaya will not be clearly perceptible 84
Thus, the verse according to Abhinavagupta refers to an
Act and the above prmcple upheld by him has also
found a general approval®: Like the presence of many
characters on the stage ata time the representation of many
incidents 1n a single Act has beeh normally prohibited for
fear of shadowing the main topic  If for the sake of the plot
many events are to be represemted 1 a single Act, they
should be so treated asnot to hamper the necessary routine
dutes 84

In describing the charactenstics of Anka, Sagara has
missed a very important pornt which has been msisted upon by
all other theorists of Indian dramaturgy and 1nvariably foll-
owed by dramatists As a rule, all characters should exit
from the stage at the emd of am Act 85 Durmg the Act
according to Indian comvention, the stage should never be
left vacant and the exit of allcharacters and a temporary
vacancy thus created on the stage, should mark the close
of an Act Now, the problem 1s what was the device
employed 1n ancient India to Tepresent this exit of charac-
ters Abhinavagupta says that at the close of an Act the
exit of all Gharacters 1s t» be shown by covermng them with
the yavantkd and the same 15 the oprmon of Ramacandra-
Gunacandra 86 The existence of a screen 1n ancient Indian
theatre 15 an undeniable fact but opimions vary as to the
position of its setting Xf the front curtain 1s meant here
m this connection, the exit through the yavemiki means
covermng the stage with the front curtamm If on the other
hand, the back curtam 1 meant, then according to the above
convention the actors and actresses at the end of an Act,
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are to walk away of the stage behind the back screen 87
In any case, a temporary vacancy on the stage created by
the exit of all characters marks the close of an Act m
a Sansknt play This convention 1s accepted both in theory
and pracuice without any protest or violation

Vv

Division of plays into several Acts 1s a very ancient
practice 1n India as the evidences of the Nalya sastra and
the plays of Aévaghosa, Bhasa, Studraka and Kilidasa show
it may be surmised that this practice evolved in India be-
fore the Europeans could divide their plays into Acts FEarly
Greek plays, we know, are not divided 1nto Acts But an
Act 1n a Sansknt drama 1s not further subdivided mto
scenes Though 1t 1n 1tself forms an unity, it 1s not also
a well marked scene in the modern sense of the term On
the other hand, an Act in most of our renowned dramas
consists of a number of scenes, loosely connected but
cannot be separated from one another due to its peculiar
technique of construction and representation In the Act
III of the Abhyfana-sakuntala, the king enters and proceeds
towards the bower on the bank of the Malim1 where he
reaches after going a few steps only Almost all the Acts
of the Mrcehakatsha consist of a number of scenes This
sahent featurc of Sanskrit drama can be noticed by any
casual reader A pecuhiar techmque of representation also
evolved mn India The stage was taken to be divided into
several haksyas®® and with the help of the proper arrange-
ment of miniature models (pusta),® ¢ 1llusion of adjoining spots
could be created and the characters were made to move
from ome spot to another according to necessity during
acting Moreover, the peculiar construction of a Sanskrit
drama teeming with poetic descriptions of time and place and
their reactions on the minds of characters together with
the skilled performances of four types of abhinaya also con-
tributed very much 1n the creation of dramatic illusion The
passage of time and the shifting of scenes in an Act are ssmply
described 1n Sanskrit plays

-
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Indian dramatic convention shows no trace of the three
unities maintained 1m some of the Greek plays Sanskrnit
drama as a whole, maintains no unity of time, place or
action, but adhers to uniformity Even 1n an Act the
umty of place 1s ignored in most cases, as has been stated
above But, an Act being an unit in 1tself should maintain
some sort of unity It 1s also an aceepted fact that
mdividual Acts were also played®® and which could not
have been possible had there been no unmity mm an Act
It has been shown before that the Natya sastra, as interpreted
by Sagara and Abhinava, enjoins that a particular mcident
requires to be fully delineated 1n an Act ®1 This principle has
been emphasised again 1n the Nataka laksana~raina kosa where
Sagara enjoins that 1n an Act, the behaviour of a particular
leading character should be wisibly represented 2 From
this 1t appears that a sort of unity of action 1s prescribed
to be maintained Several views have been discussed
regarding the duration of time to be represented in an
Act and 1t has been shown that all the theorists are of
opinton that a certain unit of time, generally a day, 1s
to be covered by an Act Generally speaking then, according
to Indian theorists, an Act 1sto represent fully a particular
mcident formimg an important part of the whole plot and
occurring 1n a particular unit of time There should not
be any appreciable break within the Act, as the convention
of the close of an Act through the exit of all characters
shows The Dasa ripaka nicely puts this in a short compass,
ekahacartaskartham 98

The untenability of the theory of the dependence of
Acts on the Avastha-Sandhi, as advocated by Abhinava-
gupta and others, has also been shown It has been shown
above that an Anka maintains an unity of time and action
But no such umity 1s essential in an Avasthda The first
Avastha of the Abhyiana-sakuntale according to Righava-
bhatta as shown before, represents incidents occuring
in different days No unity of action or time 1s tracable
i the Acts IV, V, VI and part of VII of the 4bhyhana-
$akuntala though they have been taken to be included 1n

1I
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the VimarSa Sandhi by Viévanidtha ¢ It 1s useless to
multiply instances It should be pointed out here that the
plot of a full fledged drama can be analysed and divided
for different purposes and from different standpoints but,
a simplification of those into a clear cut mould 1s practically
mmpossible Acts and Avasthas serve quite different purposes
and are determined according to different standpoints
The point has already been discussed One may
correspond to the other, but not necessarily If Avasthas and
Acts are so corrrelated, as taken by Abhinavagupta then
1t 1s difficult to find out the reason behind the two sets
of terminology, while the ancient theorists are famous for
their love of brevity in expressions It 1s interesting to
note here that in Europe also there was a time when the
principle of the five-fold natural divisions of a dramatic
plot based on the normal division of a Greek Tragedy
mfluenced playwrights so much that they divided their
plays mnto five Acts But this wooden structure could not
be maintamned for a long time



CHAPTER XIX
ARTHOPAKSEPAKAS

1 Prave$aka

The purpose served by the Prave§aka i a Sanskrt
drama has been indicated 1n our foregomng discussion on
the Anka Pravefaka is to epitomize the portions of the
story which are not possible or permissible to be elaborately
and visibly represented 1n an Act, but at the sametime should
be conveyed to the audiencc for proper comprehension of
the action Drama 1s always a representation of selections
The entire history of a hero covering a long time can not
be fully represented 1n a drama An Act also, according
to Indian convention can cover only a day, as shown
before So, the important and impressive events of a long
period are so selected as occuring on some particular
days, and are wvisibly represented in Acts But to maintain
the link of the whole story, the scattered portions
omitted 1n Acts, are drawn together and briefly dealt with
in the Pravefaka This 1s the opmion of the Natya-
$astra as understood by Sagara’ and Abhinavagupta Later
theorists also generally accept this view But the above
function of the Prave$aka 1s thought to be commonly
shared by all the Arthopaksepakas, specially by the Vis
kambhaka Abhinavagupta, therefore, takes the word
Prave$aka of the Natya-sistra in the above context to
stand for all the Arthopaksepakas 2

In the form of a popular etymology, Sagara gives his
opinion regarding the function of the Pravefaka He says
that the Prave$aka 18 so called because 1t 1ntroduces
characters on the stage, pravesayals pdirane rangam it prav
elakah 3 He further states that the entrance of the
immediately following character should be mentioned 1 the
Pravefaka, and to justify this statement he quotes from an
ancnymous authority asdcilasya pdirasya pravelo nawa
vidyate,* 1e, no character should enter the stage without
bemg indicated The entire verse with slight difference 1
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reading 1s found 1 the Sangita-ddmodara, in Ranganatha’s
commentary on the Vikramorvasiya and also 1n the commentary
on Anargha righava by Ruycipati who 1n two cases attribu-
tes the verse to Bharata and 1n another to the Sangitakalpa-
taru3 Ranganitha ascribes the verse to the commentary on
the Dasa-rapaka by Devapani and says that the view 1s also
shared by the Sahasankya-t:ka® The above half of the
verse given by Sagara, 1s found in the commentary of
Narahari on the 4bhyfiana-Sakuntala and also 1 the
Arthadyotanikz of Raghava-bhatta with a different reading
and under different context?

Neither the Natya-SGstra nor Abhinava gupta directly
prohibits the entrance of a character without being indicated
Standard works like the Dala rapaka, Bhava prakasane,
Rasgrnava sudhakera and Sahitya darpena, also do not
refer to this view Dramatists, however, generally follow
this principle Some renowned commentators and a late
work like the Sangita-damodara, as noted above, honour
the principlc The Nataka laksana-raina kosa, so far as
the extant works dre concerned, 1s the earliest one to refer
to this view Sagara seems to have taken the line from
some ancient source®, probably the work of Matrgupta
whom he honours so much Righava-bhatta does not
connect the view with the function of the Pravefaka, but
Ranganatha, Rucipati, Narahari and Subhankara refer to
the view 1n connection with the Prave$aka or Vigkambhaka ®
They strongly assert that the mamn function of the Pravefaka
(or Vigkambhaka) 1s to give prior indication to the entrance of
a leading character T0 It thus appears that this principle got
a wide recognition and among the theorssts Sagara 1s first to
cite 1t as an ancient view

To show other uses of the Pravefaka Sagara quotes
from the Natya-iastra

kalotthana-gati-rasa-vyudasarambha-karya-visayanam [

arthabmdhanabhitah pravésakah syid anekarthah [[T!
According to the gloss of Sagara, this verse means that
the PraveSaka serves many purposes 1t communicates the
reckoning of time of a distant journey and causes the
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change of Rasa and thus provides vamety in the perfor
mance 12 Abhinavagupta mamntains that the above verse
mentions five uses of the Prave$aka of which he gives examples
and adds that there are other uses also 13
Regarding the characters to take part m a Pravefaka
and the language to be used by them, Sagara quotes from
the Natya Sdstra
nottama-madhyama-purusairacarito napyudatta-vacana
krtah |
prikrta-bhasicarah prayogam asadya kartavyah [[1*
Thus mm a PraveSaka, (a) no superior or middhng
character but only low ones are to take part, (b) there
should be no uddtta-vacana and (c) only Prakpta 1s to be
used Sagara gives no meaning of the word uddtta vacana
but, for illustration refers to the Saktyanka where two monkeys
take part m a PraveSaka, and then remarks fadeva nodatia
vacanam tadeva prakria bhasgecaram T Tt 18 evident that
udatta-vacana has not been taken by Sagara to mean
Sanskrit language But Abhinava gupta distinctly says
udattam samskrtam vacanam tasya nssedhah 18 So, according
to Abhinava-gupta only mica-patras should take part in a Prave-
§aka and not Sanskrit but only Prakrta should be their
language Dhanafijaya also seems to prohibit the use of Sans
krit 1n the Pravefaka when he uses anudattoktya 1n 1ts defimtion
which has simply been copied by Viévanatha 17 The Nawya-
darpana and Rasamava-sudhakara also allow only nica-patre 1n a
Praveaka and as such, Sanskrit becomes prohibited T8 Bhoja
also maintains that Sauraseni etc , should be the langnage 1n
a Pravefaka 9
Sagara maintamns quite a different view From the
Natya $asira he quotes paryjanakathanubaddhah praveako mama
vyfeyahO, 1¢, Pravefaka consists of dialogues of servants
or retinue  In his gloss Sagara includes m the term paryona
sach lower and middling characters as male and female slaves,
chamberlains and the like ¥} Thus the Kaficukin (chamber
lam), a Sanskrit-speaking madhyama paira, has been mcluded
among the characters to take part 1 a Pravetaka Abhinava-
gupta, however, 1nterprets the above hemistisch of the Natya-
i



166 NATAKA LAKSANA-RATNA KOSA IN THE PERSPECTIVE

$astra to refer to all the Arthopaksepakas and maintains that
the Kaficukin may appear 1n a Viskambhaka®? , 1e the
Kaficukin or any madhyama-pétra has been excluded from the
Pravefaka

1n support of his above theory Sagara quotes the view
of Matrgupta that permits parasites, (Vitas) asceties, Brahmins,
sages and chamberlains etc , to take part in a Prav.faka %7
These are all Sanskrit speaking characters Agamn, at the
conclusion of his gloss on the verse kaloithanagats etc, of the
Natya sastra (quoted before), Sdgara means to state that the
only additional characteristic 1s to be added to the view of
the N atya-$dstra 1s the use of Sanskrit when ascetics etc, take
part 10 a Prave$aka 2% [Illustrations of Pravefakas with
Sanskrit-speaking characters have been cited from third Acts
of the Rawatiparuays, Sasihamedatta and the Abhyfana-
sakuntala 2% But, the interlude at the beginning of the Act III
of the .4bhyfigna-Sakuntala 1s noted as a Vigkambhaka and not
Prave$aka in printed texts and that 1s also the opinion of
Righava-bhatta 2% It 1s a Viskambhaka 1n the opinion of all
the theorists who do not follow the above principle of Matr
gupta, as here the disciple of the sage Kanva performs the
interlude 1n Sanskrit language The encyclopaedic Bhgva-
prakasana records the above view of Maitrgupta though his
name has not been mentioned, and heie we get the full verse, 7
half of which 1s found in the Nateka laksana raina-koia
Among the commentators, two from Mithila, Sankara and
Narahari quote the eptire verse 1n their commentaries on the
Abhynana-Sakuntala®® and the readings there correspond
exactly with that adopted by Sigara It 1s all the more
interesting to note here that Sankara attributes the verse to
one mahara)a Sankara, perhaps believed that Matrgupta of
Kalhana’s Rajatarangin, who was a king and poet,<7 was also
the author of a treatise on dramaturgy After all, 1t 15 evident
that there was a theory according to which middling charac-
ters ike parasites, ascetics, chamberlamns etc, all speaking
Sanskrit, could take part in the PraveSaka Perhaps
Mitrgupta was the propounder of this theory, at least his name
as the earliest supporter of the theory is recorded by Sagara
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Sigara quotes the view of another anonymous authority
according to which the Prave$aka should be subservient
to what follows,3° and as an illustration of this charact-
eristic, cites the PraveSaka in the Act III of the Vem-samhara
The dialogues there between a rdksasa couple though m
Prakrta, has been mentioned as udatfa-vacana by Sagara 3!
It has been shown before that following the Ndtya-Sdsira
Sagara prohibits wudatia-vacanas 1n a Pravebaka and also
does not take 1t to mean Sanskrit language, as done by
Abhmnava But here, while recording the view of another
authority, he permits wudatia-vacans, though he maintains
silence regarding the implication of the word Abhinava-
gupta refers to a view that understands uddtia vacana as
svatma-karya-vssranta-vacana Thus, according to this view,
1na Pravebaka such speeches as refer to the affairs of those
who take part in 1t, are prohibited3®, 1¢, mma Prave$aka,
the dialogues, of course in Prakrta, should be related to
the affairs of the main characters, the hero, herome etc
In the above 1llustration of Prave$aka from the Vem-samhara
Sagara cites the speech of the raksasa ‘‘Out of his wrath
agamst the son of Drupada, he (Aévatthaman) may kill us
also”® as wudatia vacana 3¢ The speech here gives a sequel
of the main story (prakrama) by 1its reference to the wrath
of Aévatthiman who enters immediately with an unsheathed
sword 1n his hand, and also 1s related to the safety of the
characters present here Thus 1t appears that Sagara also
takes udatia-vacana to mean speeches related to the affairs
of characters themselves 3%

The Praveaka maintains Sagara, 18 to be used in between
two Acts and there too, at the begmnning of an Act and
pever 1n the middle or end 3% It thus follows that a
Pravelaka should not occur at the beginning of the Actl
of a play Dhanafijaya, Viévanatha and émgabhﬁpila state
this convention more exphicitly 37 But the Natya-darpana
maintains that this 1s the opmion of some theorsts, some
do mot allow a Praveaka at the beginning of the first
Act #F S$araditanaya also says that generally the Pravesaka
1s prohibited at the beginning of the first Act *? Abhinava-

-
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gupta also mamtams that the Praveaka 1s to be used n
between two Acts 4© From the standpomt of Sagara it
may be argued ,that as the Pravefaka 1s to introduce the
pitra of the following Act, 1t should be used at the begin-
ning of that Act, and because in the ActI of a drama the
patra 18 mtroduced by the Sutradhdra (or Sthapaka) 1in the
Prastdvana, the Prave$aka 1s of no use there
As a brief re'sume’ of the entire discussion the following
may be stated
(1) Indian theorists agree that the PraveSaka 1s to epit-
omize the scattered portions of the story which are
not possible or permissible to be elaborately repre
sented 1 Ankas
(2) The Natya-iastra as we have 1t, prohibits udatia-vacana
and higher characters in the Prave$aka and prescribes
only Prakrta language there This s also the gene-
rally accepted view
(3) Mitrgupta admits Sanskrit language and such
characters as Vita, Tapasa, Vipra, Kaficukin etc, in
4 Pravedaka Sagara, Saraditanaya and two commen-
tators from Maithila accept this view
(4) All the theorsts agree that the Pravefaka should
not be used at the beginning of the first Act, but
from the evidences of the Natya-darpana and Bhava
prakasana 1t appears that there were some who had
no objection against the use of PraveSaka at the
beginning of the first Act
(5) According to some, as recorded in the DNataka-
laksana-ratna-kosa, even udatta-vacana 1s permissible 1n
a DPrave$aka where it 1s prakramadhina Sagara
takes the word in a sense which has been referred
to by Abhinavagupta to be the opmmon of
some
(6) No character should enter the stage without prior
indication This 1s a generally accepted theory 1n
practice, though not expressed by any one excepting
Sagara Subhankara and some commentators who
also maintain that the Pravefaka servesto give the
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prior 1ndication of the entrance of a leading charac-
ter in the immediately following Act
In conclusion, 1t may be pomted out that nesther any
one of the nisedhas nor the mdhe of the Naiya-iasiraregar-
ding the Pravefaka as enumerated (in 2) above, 1s thought
to be absolute by all the theorists It may beadded here
that according to the Visnu dharmottara purzna, two chara-
cters are to take part m a Pravefaka 41 This puranic mjunc-
tion 1s but a general statement of facts, as Pravedakas
are generally found to be performed by two characters,
though instances of Pravefakas with only ome character
are not wanting The one at the beginning of the Act Il
of the Svapna-visavadatta may be cited here, as an
example

II Viskambhaka (Viskambha)

All the editions of the Natya sasira describe the Viskam-
bhaka twice each The GOS edition of the Natya sastra
in the chap XVIII, while describing the Prakarana says 1

(1) madhyama purusawntyam  yYogyo viskambhako'tratat-

toagfiash| samskriavaconinugatah  samkseparthah  pra-
vesakavat]|

(2) suddhah samkirno vi downdho viskambkake ‘i Rar-

tavyah/madhyemapatrah suddhah samkirno nicamadhya-
makrtah/|

The KSS and KM editions here read another verse 2

(3) ankantare mukhe vi prakaranam asritye wmaiake vapy

viskambhakastu myaiah kartavyo madhyamasradhamarhy,

Again 1n the chapter XIX of the GOS edition, we get a
stmilar description of the Viskambhaka 3

(1) madhyama-purusa-myo)yo  nateka-mukhasandh-matra-

soficarah viskambhakastu  karyah purohsiEmatya-kaficu-
kbIah|/

(2) suddhoh samkwno va duwidho viskambhakastu  vyTie-

yah|madhyama-patrssh  suddhah  samkwrno  micam-
dhyama-krtah/
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The commentary of Abhmava-gupta on these two verses
of the chapter XIX 1s not available On the otherhand,
the first one of these two verses s attributed to Kohala
by Abhinavagupta? and the second one 15 a copy of the
second verse quoted above from the chapter XVIII Thus
these two verses appear to be interpolations, as stated by
the editor® The verse, attributed to Kohala by Abhinava-
gupta 1s also not very unsimilar to the first verse quoted
above from the chapter XVIII Thus, the authenticity of
almost the entire definition of the Viskambhaka becomes
questionable However, according to the Natya-fgsira as 1t
stands now

(a) Viskambhaka serves the same purpose as the Pra-
veSaka Like Pravesaka it s also usedto convey to
the audience 1n a summary way those events of the
plot which are not represented in Act Viskambhaka
18 sgmksepartha like the Pravefaka (pravesakarat)

(b) A Visgkambhaka may be either Suddha or samkirna
In a Suddha-viskambhaka, only Sanskrit 1s to be
used by a madhyama character or characters, while
m a Samkirpa-viskambhaka, there should be both
Sanskrit and Prakrit-speaking characters (nrca-
madhyama-patra)

Thus the use of Sanskrit 1s the only mark that distin
guishes a Vigkambhaka from a PraveS§aka where only Prakrt
18to be used 52 It s also clear from the above that the
Natya-Sastra recognises Prave§aka along with the Anka, as
the mam device of representation and Vigkambhaka is
considered as nothing but Prave§aka with the use of
Sanskrit Abhinava gupta also takes the word Pravefaka of
the Naiya-Sastra 1n several places, as shown before, to
stand for the five Arthopaksepakas and also for Vigkambha-
ka ¢ But in other later works, excepting the Nataka-laksana-
raina-kosa and Srngara-prakasa”, Viskambhaka 1s found to be
defined first and the definition of the Prave$aka comes as an
atidess These later authorities, however, follow the Natyq-
Sastra closely, so far as the nature and function of the
Vigkambhaka and Pravefaka are concerned 8
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Following the Natya-sastra Sagara also admits that the
Vigkambhaka does not differ materially from the Pravesaka,
it 18 pravesakasthaniya®, and 1s of two kinds $uddhe and
samkirna  Only Sanskrnt 1s to be used 1n the $uddha-v1§kam-
bhaka , if an ipferior character, speaking Prakmt 1s also
mvolved, 1t 1s Sankirna-vigkambhaka 10 But 1t has been
shown that Sagara following Matrgupta permits Sanskrit-
speaking madhyama characters to take partin a Pravedaka
and as such, the use of Sanskrit or the participation ofa
madhyama character cannot be the mark to distinguish a
Viskambhaka from a Pravefaka To show the distinction
between the two, Sigara quotes from an anonymous source
and adds his comment

kuto *py sverchaya praptah sambaddho nabhayoraps|

vskambhakah vyfieyah katharihasyips sacakah|| kuto *pt hetoh

svayam evagatah/sambaddho nobhayoraps nayaka-tadvipaksa-
yoraps na pratbaddhah/[2T

The above verse occurs also in the Bhdva prakzéana and
Sangita-damodara 12 Among the commentators Rucipati and
Jagadhara quote the verse and ascribe it to Bharata Sankara
also quotes 1t but gives no name of the source T® Rucipati
further says owskambhako nama pitrabhedah This gives a
clear hint to the mmplication of the above verse and Sagara’s
comment thereon A Viskambhaka 1s to be carried on by a
character or characters who should not be directly connec-
ted with the hero or his enemy The particular type of
character thus involved, 1s to enter the stage out of his own
accord and should indicate relevant matters of the plot

Sagara tries to give an etymology of the word and says
that a Viskambhaka 1s so called as it supports (the progress of
the action) out of joy 14 Dr Raghavan remarks, “It is
usual to mterpret Viskambhaka on the basis of the meaning,
the supporting thing, its relation to exhilaration mentioned
by the NLRK 1s original, but not universally applicable 13
Sagara also does not claim 1t to be so Abhwnavagupta
says, uskambhayatyupasiambhayatis viskambhakah, and this
sense has been made more clearin the Natya darpana when
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it says that the Vigkambhaka supports the action by linking
(the scattered portions of the story) 16

From the above discussion, 1t appears that Sagara
admits of no essential distinction between the Vigkambhaka
and PraveSaka In common with other theorists he main-
tains that there should be at least ome Sansknt speaking
madhyamapdira 1n a Vigkambhaka But neither Sansknt
speech nor madhyemapatra 1s prohibited mm a PraveSaka
according to the Naitaka-laksana-raina-koSa A Pravebaka
maintains Sagara, indicates the entrance of the next lead-
g character and this seems to be the only dtstinguishing
feature of a Prave§aka over Viskambhaka 1n his opinion

It has been shown before that with other theorists
Sagara also do not admit the use of PraveSaka at the
beginning of the first Act of a drama, though the Naiya-
darpana refers to the view as maintained by some As to
the position of the Vigkambhaka, Sigara maintains silence
and this may be explained as his consent to its use either
between two Acts or at the beginning of the first Act Abhi-
nava-gupta informs us that Kohala favours the use of the
Viskambhaka at the beginning of the first Act only and this
1s corroborated by Riamacandra-Gupacandra, while $ara-
datanaya attributes the view to Bhoja 17 Abhinava-gupta
himself maintains that unlike the Praveaka, the Vigkam-
bhaka may be used at the beginoing of the first Act, but
this does not mean that 1t should not be used between two
Acts, 1e, 1t may be used between two Acts and also
between the Prastivanad and the first Act 18 This 1s also
the generally accepted comvention 19

Dr M M Ghosh observes, “First 1t (Viskambhaka)
related to the Nitaka” and that perhapsin a later stage
of the development of Indian drama, it cameto be related
to the Prakarana also 20 But the Natya-sastra (GOS XVIII)
defines the Viskambhaka while describing the Prakaraga
and the definition found 1n the chap XIX (GOS) has been
suspected to be interpolation Bhoja clearly states that the
Vigkambhaka, serving the purpose of the Pravesaka, 1s to
be used here 1n the Prakarana. and Sanskrit sneakino
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madhyama-pitras are to take part 1n 1t 20+ Abhimnava gupta
also maintains that the Vigkambhaka 1s much more useful
m a Prakarapa which contains a large number of middling
characters 2! This makes the very reverse of Dr M M
Ghosh’s above observation more probable The Naiaka
laksana ratna-kosa gives the view of Carayana who favours the
use of Vigkambhaka in Nitaka and Prakarana alike 22 But
in another place while describing the Prakarana Sagara
asserts that Viskambhaka 1s obligatory in Prakarapa 2%
The KM and KSS editions of the Natya-iastra read a
verse ankantare mukheva etc as quoted above,23 that restricts
the use of Viskambhaka in Nataka and Prakarana only
Another verse, that occurs 1n all the editions of the Natya-
Sastra clearly states prakarana nataka visaye pravesakah sam-
vidhatavyah  Abhinavagupta 1o his commentary on this verse
says that the scope of the theme in ripakas other than the
Nataka and Prakarana is limited, so, the Praveaka 1s not a
necessity there 2¢ Here Pravesaka undoubtedly stands also
for the Viskambhaka For the same reason the Naiya-
darpana restricts the use of the two 1n Naztaka, Prakarana,
Nitika and Prakarani 25 the last two types of plays are later
developments 1n the model of the first two respectively
It thus appears that according to the established principle
of dramaturgy, the use of Pravefaka and Vigkambhaka 18
recommended 1 Nataka and Prakarana alike for the
representation of complicated plots This principle, as
shown above, 1s also supported by the canons of the
Napya-Sasira 2°

III Ankivatira (Garbhanka)

There has been a longstanding confusion regarding the
pature and utiity of Ankavatira and Ankamukha The
imtroduction of other two terms Garbhanka and Ankasya
by some theorists has made the problem more complicated
Sagara, however, takesno mnote of these two termsand
explains only Ankavatara and Ankamukha
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Ankavatara, says Sagara, 18 the transitton of an Act,
ankasyavataranam,! and then quotes the following defimition
from an anonymous source,

samgpyamana ekasmnnanke hyanyasya sicanam|

samasato kv natyoktarvh (ndtyagfiash or natyoktya ?) so’ankavat-

ara ssyate 2/
The confused text of the Bhava-prakisana gives, with a
minor difference 1n reading, this definition of the Ankavatara”
along with the other definition of the same from the
Dasa-rapaka Jagaddhara in his commentary on the Malaii-
madhava quotes this definition of the Ankavatira ¢ Dr
Raghavan informs us that the above verse 1s quoted hy
Bahurilpa Misra 1n his commentary of the Dasa ripaka and
1s ascribed to the Dvadasasdhasr1 3 According to the above
view, Ankavatira 1s the indication of the next Act by
means of short (dramatic or cryptic) speech at the end of
the preceding Act Sagara illustrates this Ankavatira by the
closing verse of the Act I of the Nagananda The hero of the
drama here 1n this verse, describes the plight of an elephant due
to the scorching heat of the mid day sun and Sigara means
to say that this indicates the representation of the longing
of the hero forthe heromne 1n the next Act 8 It may be noted
here that the Act II depicts the longing of both the hero
and heroine for each other It thus appears that Ankavatira,
according to this view, 1s the dramatic fore-shadowing of the
events of the next Act, at the end of the preceding Act
Jagaddhara also takes 1t 1n this sense as appears from the
context and his comment 7 It 1s mmportant to note here that
there 1s a Pravesaka between Acts I and II of the Nagananda
Sinmlarly a Vigkambhaka intervenes between the Acts VIII
and IX of the Malati-madhava Thus 1t appears that the above
view on Ankavatara admits the intervention of an interlude
between the two Acts concerned But this s opposed by the
Dasa rapaka and 1ts followers, as will be shown It 18
curtous that ViSvanatha practically follows the Dasa-rapaka mn
defining the Aunkavatira but, for illustration cites the transi-
tion of the Act VI from the Act V of the Abhyhizna-
Sakuntals, and between these two Acts there 1s also



OF ANCIENT INDIAN DRAMA & DRAMATURGY 118

a Pravasaka, the fisherman scene 8 Dr K K Datta Sastri
informs us “The Bengal recension of the drama, however,
deems 1t (the Pravesaka) as a part and parcel of the fifth
Act and gives 1t the designation Ankavatira’® The said
scholar also shows reasons and justifies the standpoint of
the Bengal recension 1n designating the fisherman scene
itself asan Ankavatira instead of Prave$aka ® But the
theorists, as shown above, do not maintain that the inter-
lude itself 1sthe Ankavatira Thus, according to the school
of thought followed by Sagara, Ankavatira consists mn prior
1ndication to the events of the next Actat the close of the
preceding Act, and there may be the intervention of an
1uterlude between the Acts concerned

According to the Dase ripaka as interpreted by Dharnika,
that 1s the case of Ankivatara when without any interven-
tion of a Viskambhaka and PraveSaka, the next Act com-
mences as a continuation of the preceding one being just
hinted at by some dramatic personae,!® evidently at the
close of the preceding Act For illustration, Dhanikacites
the passing of the first Act to the second in the Mzlaska-
gnvmitra 11 This 15 the generally accepted view regarding
the Ankiavatira. The Bhava-Prakasana 1n 1ts usuval way,
reproduces the above defimtion and illustration from the
Dasa-rapaka along with the other definition, as stated
before 12 The Aahiya-darpana also gives a similar defina
tion of the Ankivatira,!® though the illustration cited goes
to support the view of Sagara, as pomted out before
Vidyanitha endorses the view of Dhanafijaya 14 $inga
bhupala cites the same illustration as m the Avaloks and
seems to follow the Dasa rapaka when he defines the Aunka
vatira as, where all the characters of the preceding Act
enter the next Act to represent the contmuation of the
same event1’ Ripa Gosvamin reproduces this defnition
of the Rasarnava sudhakara with a minor modificaton 18
Thus, accordmg to this group of theorsts headed
by Dhanafijaya, Ankavatira 1s the device for pisung
from onme Act to another without any mtervention of an

mterlude.
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From the Natya-sastra and Abhinava bharatr we get at
least three more or less similar but confusing definitions of the
Ankivatira The GOS version in chapter XIX defines 1t as

ankanta eva cinka mipataty yasmin prayogam asadya/

byartha-yukti-yukto jiieyo hyankavataro ’sau/[17
But the commentary of Abhinavagupta on this verse 18
not found In another place, however, Abhinava-gupta
gives almost an identical defimtion of the Ankavatara and
seems to regard the same as from the Natya-sasira 18
According to this definition, when in practice an Act comes
immediately after the close of another and1s related to the
central theme, 1t 1s Ankavatara The mcident represented 1n the
preceding Act, directly continues to the following Act, as
Abhmnavagupta seems to understand 1t 1% This 1s exactly
what the Dasa ripaka says about Ankiavatira more clearly The
Nawa-darpana also gives a similar definition of the Anhka
vatara and cited the same 1llustration as 1n the Avaloka 20

“That there was further confusion”, regarding the Anka-
vatara 1s evident not from the Natya darpana alone, as
ioforms Dr Raghavan,2! but from the Abhinava-bharat: itself
which the Naiya-darpana follows The name of the Srgdra-
prakasa also cannot be omitted as the source of the confusion
noticed 1n the Natys darpana Abhinava-gupta nforms us
that Kohala defines Ankavatira, a kind of Anka as,
ankasyankantare yogastvavatzrah prakirtstah®2 1e  when one Act
1s directly connected with the other, 1t 13 Ankavatara This
Ankivatira of Kohala appears to be the same as that of the
Naitya-$astra, as discussed before Abhinava-gupta himself, on
the other hand, says that when 1n an Act the central theme of
all other Acts,1e., thc Bija 1sintroduced, 1t 1s called Avata-
ranka The illustration 1s cited from the Act II of the Ratnaval:
where Susangati 1n appreciation of Sagarika’s love for the
king remarks ‘Such a bride should desire such a groom™ 23
It 1s apparent that Abhinava gupta here gives practically a
separate defimition of the Avatarinka than that 1s given by
Kohala whose view he himself quotes Now this Avataranka
of Abhinavagupta 1s nothing but Ankavatara and thus we get
two definitions of the same from Abhinava-gupta humself
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(1) Passing from one Act to another without any
break, this 1s the most common view, supported
by the Natya sastra and is held by Kohala, Dhan-
afijaya and others

(2) Introduction of the central theme of all other Acts
1n one Act,—first found 1n the 4bkinava-bharaii

The encyclopaedic text of Bhoja’s Sragdra-prakisa 1s

much more confusing In one place mn the chapter XI 1t
describes Prave$aka, Viskambhaka, Anka-mukha, Garbhanka
and Calika, but omits Ankivatara 2¢ Here the Garbhanka
has been described as
ankantare paranko mpatati yasnun prayogam asadyaf
byartha-yukti-yukto grabhanko nama sa jieyahf|

This Garbhanka of Bhoja 1s the Ankivatira of the
Natya-iastra and Abhinava-bharats 25 In antother place we
find that the name of the Ankamukha 1s missing and
Ankivatira 18 included and thus the number five 1s not
disturbed 26 Agamn 1n the same chapter we find another
description of Garbhanka, where it has been stated to bea
synonym of Ankavatira2?

byartha-yukti-man anko yo’nkesvekan prayujyate(

sa natakesu garbhanko °nkavataraca kathyate||
According to this view, among the Acts the one which
1s bijarthayukti-maén (contaming the introduction of the central
theme, 1¢ the Bija) 1s called the Garbhanka or Ankavatira
This definition of Garbhanka Ankavatara 1s offered 1n another
words by Abhinava gupta as that of Avataranka 28 Bhoja, as
it appears from the above, gives two separate definitions
one of the Garbhanka and the other of the both Gar
bhinka and Ankavatara The Ankavatira of the Narya-
sasira and others has been taken as the Garbhinka, and
the Avatdrinka of Abhinava gupta has been recognised as
Garbhanka or Ankavatira Siraditanaya also seems to
understand Garbhanka as another name of the Ankavatara,
but 1t has been pointed out before that he records both the
views, one held by Sagara and the other found in the
Natya-Sastra, Ddsa-ripaka etc We are not sure with
what Ankavatara $étad5tanaya mmdentifies the Garbhanka

12
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, The Natya-darpana first sets forth the most common
v1ew on Ankavatara“’ and then practically in the'words of
Abhinava-gupta records his view on Avataranka as being
the defimtion of Ank3vatara accordmg to some The same
1llustrat10n as found in the Abhmava-bhamtz bas also been
cted,®! and then 15 stated
; ayamca garbhanko pyucyate/yadahuh
, W cinko, mpatarz yasmin prayogam asadyaf

s byartha yukti yukto garbharko nama vrrﬁieyah/ | 1t1]32

This verse 1s undoubtedly the same as found in the
Nigya sastrg as the definition of the Ankavatira But the
slight changes 1n readings of underlined words here have
completely changed the meaning of the verse The verse,
as 1t 18, means that when an Anka comes within another,
Anka, 1t 1s called Garbhanka But this does not appear
to be the intended meaning of the authors, as the verse
has been cited to support the view that Garbhanka 18
Ankadvatara, None of the two definitions of Aukavatara,
given before by themselves can be taken as fully identical
with this defimtion of Garbhanka It 1s not also clear
which one of,two Ankayatiras ,according to two different
views 1s intended to be referred to by the pronoun ayam
Most probably the Ankavatara according to the common view
1s meant here by ayam and Dr K K Datta 'Shastr1 nghtlv
opyaes that this form of Garbhanka} 15 obvmusly based
ona doutful version of the Natya-Sastra, ava:lab]e to the
authors of | the Natya-darpana 33 '

Jn prgct,xce also, we find that the mtroéuctlon of 'some’
sort of a stage performa'ncc thhm the stage came to be a
re,eogmsed dramatic device even from the time of Kalidasa
In the Act II of the Malavtkagmmrtra there 1s a solo
gerformance of Chahtaka type of dance by Malavika,
followed by sqngs $r1harsa, m the 7th century, made a
fgrther development of the 1dea In the "Act III’ of His
Prwyadarsika Qhat we actually ﬁnd 1s almost an ' embryo
driama (;o use, Kelth’s termmelogy),‘ a small’ play with’ bits
of preliminary detalls within a play, and 1n the text 1t is
nightly named as Garbha-nitaka Bhavabhut: i the last

i



OF ANCIENT INDIAN DRAMA & DRAMATURGY 179

Act of the Utfwacarita and Rajasekhara 1n the Act III
of his Balaramayana adopt the same device

In the realm of dramaturgy, asit appears from above
discussion, Garbhanka, as a device of the representation of
plot appears first in the Srngara prakasa of Bhoja 1in the
11th century, so far as extant texts are concerned But
here and also 1n the Naiya-darpana (12th cent ) and Bhava-
prakasana (13th cen), 1t 1s treated as 1ndentical with
Ankavatara The Natya-darpana, however, records a new
definition of Garbhanka according to which the above
old practice of inserting a dramatic representation within the
body of an Act seems to be first recognised in the theory
The definition concerned, as quoted before, 1s apparently
taken fiom the Natya-sastra but with significant changes in
reading This definition with its basis in the Natya sastra
was most probably shaped by some theorist with an eye
on the said old practice and was included 1n some version
of the Natya-sastra, reasonably long before Ramacandra-
Gunacandra who without any question to its authenticity
included 1t 1 their work

Later in the 14th century, ViSvanatha and $mgabhﬁp51a
took up Garbhanka but notas an Arthopaksepaka  They
treated 1t as topically related to Anka  Accordmng to
Viévanitha, Garbhanka 1s a play with rangadvara and
amukha within a play As an 1illustration Vidvanatha cites
the S¢Z.veyam.ara scene,34 called a Garbhanka by the
poet himself 1n the Act III of the Bazlaragmayana 3% Smga-
bhiipila describes Garbhianka in the same light but more
elaborately ¢ and Riipa Gosvamin follows him closely *7 This
1s 1n brief the history of Garbhanka in theory and practice 38

IV ANKA-MUKHA (Ankisya)

The Nataka loksana-ratna koia defines Anka-mukha, as
the Act where there 1s a résumé& of the leading ideas of
all the following Acts 1 The illustration 1s cited from the
opemng scene of the Malati-madhava where there 1s an
introductory report of all the main events to follow m
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succeeding Acts 2 In the text, however, the sence 1s called
a Mifra vigkambhaka The Bhava-prakasana, as usual, with
other views gives the above definition and 1llustration of
Anka-mukha 3 Dr Raghavan informs us that Bahuripa
wrongly ascribes the definition to Bharata (satsahasrikara) *
As 1 the case of Ankavatara, Sagara’s view of Anka-
mukha also 1s quite different fiom the more common
conception  According to Sigara Ankavatara consists 1in the
prior indication of the events of the next Act at the close
of an Act, and Anka-mukha means a résum& of the events
of all other Acts im a particular Act Thus, from this
standpoint the difference between the two 1s clear But
this Anka-mukha of Sagara s the Avatirinka (Ankava-
tara) of Abhinavagupta as explained before

The definition of the Anka-mukha, as available in the
Natya sastra but which has been ascribed to Kohala bv
Abhinavagupta® , means that when the detached beginning
of an Act 15 linked us by means of prior indication
by some male or female character, evidently i1n the previous
Act, 1t 1s called Anka mukha In principle, this definition of
Anka-mukba 1s supported by Dhanafijaya, Ramacandra and
Singabhupila, but they use the term Ankadsya instead of
Anka mukha, and 1n the DNajya-darpana both the terms
are clearly stated to be synonyms ¢ Bhoja also gives the
defimtion from the Natya sastra 7 Siradatanaya while enum-
erating the Arthopaksepakas uses the term Ankisya,® but
1 his usuai way gives all ihe variant definitions of Ankasya
and Anka-mukha He quotes the definition and illustration
of Ankasya verbatim from the Dasa-ripaka and Auvaloka
respectively® and from the Nataka-laksana-ratna-kosa he takes
those of Anka-mukha T® Again he gives another definition
of Ankdsya which 1s very similar 1n form to that found in
the Rasarnava-sudhakara and 1n matter to that of the Dasa-
ripaka, and a second of Anka-mukha which appears to be
similar to that found in the Natya-éastra !l Thus Bhgva-
prakalana seems to give two definitions of each of the Anka
mukha and Ankasya which appear to be recognised here as
two separate devices But the number of the Arthopakse-
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pakas 1s five and Saradatanaya seems to have no mtention
to distrub this fact recogmsed by all It may thus be
supposed that Siraditanaya takes Anka-mukha and Ankasya
as the two names of the same device but gives all the
available definitions with the name Anka-mukha or Ankasya
as found 1n his sources Viévanatha defines and illustrates
Anka-mukha and his definition 1s quite 1o line with that of
Sagara and the illustration 1s also the same as 1n the
Nataka-laksana 1atna-kosa 1e, from the beginmng of the
Malati-madhava '2 Then he simply quotes the definition
and illustration of Ankasya from the Dasa ripska and
Avaloka and also frankly admits etacca dhanska motanus-
renoktam 13 Lastly Visvanatha informs us that according
to some this Ankasya 1s covered by the definition of Anka-
vatara T4 It 1s thus clear that he himself does not recognise
Dhantka’s form of Ankasya Rupa Gosvamin, though at
the very beginning of his Nataka-candrika despises the prakriyas
of Vifvanitha,l yet follows him closely 1n respect of Anka-
mukha He first gives the definition of Anka mukha from the
Sahitya-darpana with the word ankasya in place of anka-mukha
in the source, but remarks that this Ankasya 1s identicas with
the Anka-mukha according to some Then the definition of
Ankasya 1s quoted, apparently from the Rasaranva-sudhakara
with the remark that it 1s covered by Ankavatara accord-
mg to some 1 Thus 1t appears that Rupa Gosvamin
prefers to use the term Ankasya but follows Visvandtha,
so far as the treatment of the iopicis concerned It may
be noted here that the defimition of Ankasya as found 1n
the Dasda-riipaka and Rasgrnaia-sudhdkara ys similar to that
of the Anka-mukha of the Natya-fzstra and that again has
been ascribed to Kohala by Abhinavagupta as stated before
But we have seen that Sagara defines Ankivatara as the
ndication of the following Act by means of a cryptic speech
at the end of the preceding Act This 1s undoubtedly
similar 1f not identical, to the definition of Anka-mukha,
as available mn the Naiya-sastra and ascribed to Kohala by
Abhinava-gupta
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Regarding the term Ankasya 1t may be said that among
the texts available to us, 1t 1s first found in the Dasa rapaka
The term 1tself signifies nothing new, only mukha of Anka-
mukha of the Ngtya sasira 1s substituted by 1its synonym
asya and this may be supposed to be due to metre causa,
as 1t appears from the definition of Ankasya in the Dasa-
ripaka Sagara and Bhoja stick to the old term  Other
theorists who use the term Ankasya either directly follow
the Dasa-rapaka or record 1ts view as reference only
We thus get two distinct views before us regarding
the nature of Anka-mukha
(1) It 13 the resume of the leading events of all other
Acts This 1s the view of Sagara sﬁradﬁtanaya
records this definition of Sagara and Bahuriipa ascribes
the same to Satsahasrikira1 ¢, to Bharata, but it
1s not found 1n the present Natya sastra Viévanatha
gives a similar definition of Anka-mukha and Riipa
Gosvamin follows him The definition of Anka
mukha, as available 1n the Nataka-laksaha-raina kosa 1s
similar to that of Avatarinka (Ankavatdra) of
Abhinavagupta

(2) According to the Nitya-sasira (or Kohala 1n the
opinion of Abhinavagupta) Anka-mukha links up the
detached beginning of an Act by means of prior
indication This 1s the most common view and is
supported by Boja, Dhanafijaya, Ramacandra
Gupacandra and Singabhupala S$araditanaya also
records the view But this definition of Anka-mukha
1s similar to that of Ankavatira as found in the
Nataka laksana ratna-kosa  Vivanitha and Ripa
Gosvamin, perhaps due to the influence of Sagara,
maintamn that this Anka mukha (Ankasya) 1s covered
by Ankavatara of some

1t thus appears that there has been a long standing
confusion regarding the nature of Ankavatara and Anka
mukha with 1ts root in the Ndiwya sastra and Abkinava-
bharat: In the present state of our knowledge and also
with the present Natya-szsira 1n our hand we cannot say
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which one of the two views, stated above, 1s earlier
The Nataka-laksana-ratna-kosa maintamns silence regarding
the source of the defimtions of both Ankidvatira and
Anka mukha, but the view upheld therein cannot be
declared later at least in the face of Bahurfipa’s opinion,
as stated before The wview had also enjoyed a wide
récognition, atid this 1s evident from the works of some
commentators and theorists, as shown before Had 1t
been a theory of obscure or later origin or of Sigara’s
own, 1t would not have been recognmised by them : Who
khows whether there was a version of the Natya-sdsira
or some similar renowned work available to Sagara from
which thése views were derived '

V Culika

Sagara ‘'says thHat Cualika 1s the name conventionally
used to denote the spesches uttered by persons from
behind "the scréen to serve some'dtamétic purpose.! In
s\xpport of' this’ statément Sigara quotes

yatha pati-madhya-gataik sata-magadha-vandibhik/

arthopaksepanat yatra kriyate si i '‘cahket][?

Cuhka mneither mdicates some future event necessarily,
nor witroduces 'd character on the stage always. When
something rélated to the plot 1s hinted, indicated or reported
from behidd the curtain, it 1s called Culika, and this 1s the
common ' view 3 Sigara' maintdins that generally : Sutas
(charioteers), Magadhas (panégynistsy snd Vandms do the
job  The word zandinah has béen taken'to mean Nagna-
¢aryas,* referring to minstrels (not to naked teachers) as
has been shown by Dr Raghavan with evidences from
lexicons#* But the word m this 'sense 15 not of common
use’and the reading may be emended as, nandyaciryah,
meaning mangala‘pithakas 4 Sagara ‘further :maintains that
others, even leading characters may also take part in a
Cnlkd and 1t 1s not intended that only the charac-
ters, mentioned above should always perform 1t This
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contention 1s supported with the views of Bharata and
Asmakuttas

ata eva munirbharaticary | asmakuttasca/

antah patmivisiair yat kriyate’rtha-mvedanam|

antar yamamka-samsthai$-calikartha-prakasanam/|
It 1s evident that this 1s not a full werse, as. 1s treated
10 the text of the Nataka-laksana-ratna kosa, but two halves
of two separate verses from two different sources and Sagara
himself means to say so in aia eva etc, as above Both,
however, mean the samething that Calika 1s the informatnin
concerning the plot conveyed from behind the curtamm by
anyone

Abhinavagupta mforms us that Kohala defines Cuda
(cialka) as  arthopaksepanam ciidd bahvarthash sita-vandibhih ?
It 1s interesting to note that Kohala also assigns the task
of performing the Cuda to such roles as Sutas and Vandins
etc The Naiya-darpana gives two names of this device viz,
Cola and Culik3 and then says ‘sa cideva culika’® From
all these 1t appears that Cada, as given by Kohala, was the
original name and the Ciulaand Cilikd came from 1t

émgabhnpﬁla gives a detalled account of Cahka® and
expressly states that it may occur at the beginning, middle
or end of an Act and this has been taken up by Riipa
Gosvimin 1 In the Rasarnava-sudhikara a distinction has
beeu drawn between Culika and Khandaciliki The former
1s the same as mantained by all other authorities But
when at the beginning of an Act, one character on the
stage and the other behind the curtain take part in con-
versation and serve the purpose of Calika, it 1s Khanda-
cahka Singabhupila points out that others callit 2 case
of Viskambhaka, but he himself does not perfer to call
1t so, enam uvishambham evanye prahur narvian matam mama 11
The illustration of this Khapda-cillka has been cited
from the Act I of the Balaramayana of Rajaéekhara 12
But this 1s not the common view of Culika
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VI A general review of the Arthopaksepakas

The five Arthopaksepakas have been explamned with a
comparative study of the theories advanced by different
authonties There 1s a confusion regarding the term
Arthopaksepaka 1tself The Natya-sastra, as we have 1t,
uses the term only once 1in the chapter XIX (GOS)
where all the five have been defined ! The two interludes,
Pravefaka and Vigkambhaka, however, are elaborately
treated in the previous chapter The verse that enumerates
the five and contains the term Arthopaksepaka and also
the verses which define the five in the chapter XIX of the
Natya sastra (GOS) are held to be spurious by the editor
of the GOS edition? on the grounds that (1) some of the
manuscripts omit these verses, (11) Abhinava’s commentary
on them are not available, (1) some of these verses are
mere repetitions as they are found in the previous chapter,
and (wv) some of them are identical with the verses of
Kohala, quoted by Abhinavagupta But DrK K Datta
Shastri maintamns that these verses of the Natya-Sasira
cannon be held spurious because, (1) omission of a passage
1 one or other manuscript does not necessanly imply 1ts
spuriousness, (1) Abhinavagupta does not explam each and
every passage of Natya-sasira, (u1) repetitions are not
totally unknown to the Natya-sistre, (1v) verses attributed
to Kohala by Abhimava may be considered as taken from
the Natya-sastra verbatim by Kohala himself ¢ Dr Shastri
has justified each and every one of these contentions with
sufficient evidences from the Natya-Sasira, Abhinava-bharats
and the Nataka-laksana-ratna kosa, But he himself admits
that the text of the Natya-fastra 1s extremely uncertain
m this portion + Moreover, what portions of the present
Natya sastra are pre-Bharatan, post-Bharatan, and Bharatan
18 yet to be finally settled Kohala 1s presented before
us m the Naiya-$asira as one of the most promment pupil
of the sage Bharata and he has been entrusted with the
duty of treating all matters left out in the Napya-Sasira ®
His “relation with the Natya $astra 1s not quite clear ™
The time and extent of the supposed influence® of his
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work on the redactors of the JNatya sastra has not yet
been properly assessed It may also be supposed that manv
verses of some earlier version of the Natya-sdstra were taken
verbatim by Kohala 1n his work and many verses from
which, on the other hand, were included 1n the Natya sastra
long before Abhinavagupta So, if some verses appear as
1dentical with quotations from Kohala, we are not fully
justified to call them spurious It 1s also a fact that
Abhmavagupta himself regards Kohala 1n some places as
coeval with Bharata” Moreover, the definition of Anka-
vatira, as quoted in the Ablunava-bharat with the introduc
tory remark jathoktam,shows that Abhinavagupta himself
recognises 1t as taken from the Natye-sastra This defini-
tion 18 almost tdentical with that found in the chap XIX
of the (GOS) Nitya sastra 7 In another place Abhinava
gupta remarks 8 fatha ca kohalo ’arthopaksepa-paticakan
uktavin, 1 ¢, Kohala enumeratedthe five Arthopaksepakas
If we are to believe on the evidence of this statement
of Abhinavagupta that Kohala first defined each of the
five Arthopaksepakas, then we are to accept that the above
mentioned definition of Ankidvatira was taken by Abhinava-
gupta from the work of Kohala  But Abhinavagupta
himself does not appear to have meant that, as shown
above We have seen that the WNatya-sastra, elaborately
treats PraveSaka and Viskambhaka 1n chapter XVIII (GOS)
In chapter XIX (GOS) along with these two other three
Arthopaksepakas are defined Of these three the definition
of Ankavatira appears to be genuine from the above
evidence of the Abhwnava-bharali From all these it appears
that the definitions of all the five were there and Kohala
brought them under one geperal term Arthopaksepaka,
enumerated the five as Abhinavagupta putsit, and systema
tised the whole scheme  Kohala thus, may be credited
with the comning of the term Arthopaksepaka  More
over, Abhimnavagupta most reasonably pomnts out that
the Natya-sasira uses the term Praveéaka in several
places 1nstead of Arthopaksepaka, as a generic one to
signify either all the five devices or the two main ones
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Pravefaka and Viskambhaka ® Had the term Arthopakse-
paka been known originally, it could have been conveni
ently used This term appears once in the Natya sastra (GOS
XIX 110) in the verse that enumerates the names of five
devices and this verse may be said to be included 1n the Natya-
sastra after Kohala

An Act 1n a Sanskrit drama, as has been shown before,
may consist 1n itself of more than one scenes  But
Prave$aka and Vigkambhaka are clear cut scenes i the
modern sense of the term The back-ground is mever
represented as changed 1n a PraveSaka or Viskambhaka,
as 18 very often done in an Act But regarding other
three Arthopaksepakas, it may be said that they are never
treated, either tn theory or in practice, as separate scenes
outside an Act Ankavatira and Anka-mukha are always
included within one or other of the Acts and are never
treated as entities exterior to the Acts like Pravesaka or
Viskambhaka T° Cualikd consists of simply 1n the indication
of something from behind the screen and nothing more 1
So, if 1t occurs even at the very beginning of an Act, 1t
cannot be taken as a separate scene 12 Thus, generally
speaking Ankivatara and Anka-mukha signify the nature
of the beginning of an Act or a particular relation between
two Acts We have also seen that akasa-vacana and nepathya
vacana are taken by Maitrgupta, Sagara and others as
Sandhyantaras Calika (1e, utterance of something from
behind the screen) in an Act 1s nothing but nepathya vacana
1e, a Sandhyantara and cannot be included in the Artho-
paksepakas Like the Ankavatara and Anka-mukha Culika,
perhaps, was also used to denote a particular style of begin-
ning of an Act Most probably 1t was taken to mean the
starting of an Act with the indication of something from
behind the screen through nepathya-vacana The Vigkam-
bhaka at the beginning of the ActIland ActsIII and V
proper, of the Uttara-rama-carsta start with Cuhka Thus
these thyee Arthopaksepakas (viz, Anka mukha, Ankavatara
and Culikd) denote the modes of the beginning of Acts

The above seems to be the view of Kohala who maintajns
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that there are three types af Acts matked by Ankavatara,
Cuda (Calikd) and Anka mukha, as Abhinavagupta informs
us 13 It thus appears that according to Kohala the Anka
itself 18 the mamn Arthopaksepaka, because the three types
of these Ankas have been included in the five Arthopak-
sepakas by himself 14 Sagara also maintains that the
Arthkpaksepakas are but artha pratipadakas, those which
set forth or introduce the theme of the drama T* In
this sense also Ankd may be taken as an Arthapratipaidaka

From the view point of representation on the stage the
Natya-sastra  orniginally appears to have recommended the
division of the plot into a number of acts (Ankas) and
scenes (PraveSaka and Viskambhaka) to mantain a link of
of the theme The definitions of three types of Ankas,
marked by Ankavatara, Anka-mukha and Culikd were there
mn the Natya sistra But perbaps, 1t was not clearly stated
that they were the there varieties of Acts Kohala, as 1t
appears from the above discussion, first brought
all the devices of reprsentation of the plot, under one
general term Arthopaksepaka and enumerated the names of
five Arthopaksepakas and clearly stated that Ankavatira,
Anka-mukha and Cilik3 are but three marks of Acts Bemng
the modes of their beginning these three appear to have
been taken as the marks of Acts by Kohala

Sigara seems to be conscious of this old conception
He after fully describing the Anka, begins his discussion
on the Arthopaksepakas with the remark sampralyanka-
wdhaya pravesakadaya ucyante,!® 1mplying thereby that from
the view point of representation on the stage before an
audience, the Pravesaka etc do not differ materially from an
Anka

The nature and function of the two types of interludes,
Pravesaka and Viskambhaka, which are well marked scenes,
have been elaborately discussed It has also been shown
that Sagara, following the Nalya sdsira mantarns that there
18 no matertal difference between these two He says that
the Vigkambhaka 1s praveiakasthiniya 17 Even later comm-
entators also accept the above view Raghava-bhatta 1n his
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Arthadyotanska informs us that the Pravesaka between the
Acts Vand VI of the Abhyhana-sakuntals 1s called the third
Pravesaka by some as there are two Viskambhakas, one
i the Aet III and the other in the Act IV, thus thisis the
third Pravedaka 18 $ankara in his Rasa candrkd commen
tary on ‘the same drama says pravesaka eva viskambhakah 19

Prof Jagirdar, on a study of the Pravesakas employed
in the plays of Bhisa, arrives at the general conclusion
that the Pravesakas in Sanskrit drama in general, simply
introduce the following main scenes 20 Thisseems to be
somewhat 1n conformity with the view held by Sagara that
Pravesaka introduces the entrance of the following leading
character 21 Prof Jagirdar further maintains that Viskam-
bhakas are “concerned with mcidents unrepresented on the
stage, or supposed to have happened during the interval
and also incidents connected with the hero and the heromne
or the central theme 22 According to the said scholar
here lies the distinction between the two, Pravesaka and
Viskambhaka, and a parallelism can be established between
Viskambhaka and Greek Chorus 23 But these arguments
do not seem to hold good so faras the dramas of even
Kalidasa are concerned The Dhivara scenes a Pravesaka
1n the Abhyfiana-sakuniale but it summarnises the incidents
unrepresented on the stage It appears that both Pravesaka
and Vigkambhaka help the introduction of the following
main Act and summarise the events or incidents unrepre-
sented on the stage Their difference lies elsewhere and
that has already been discussed

Later theorists, at least begmnming from Dhanafijaya,
divided the plot from the view point of representation on
the stage, nto two, drsya srawya and siicya The first
division 15 to include portions which are meant to be
elaborately delineated mn Acts, and the second includes
events and 1ncidents which are only to be indicated through
Arthopaksepakas, as being unfit or uninteresting for elabo-
ration and visible representation 2¢ All the Arthopakse-
pakas are thus limited as means for indication (sicanopaya)
This sort of division of the plot 1s unknown 1n the Narya-
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sastra and Sagara also does not recogmise this division
The orginal conception of Arthopaksepaka, consisting of
three types of Ankas (marked by Ankavatira, Anka mukha
and Calika) and two types of scenes the Pravesaka and
Vigkambhaka, was totally lost A strict hine of demaraction
came to be drawn between Ankas and Arthopaksepakas
These later theorists missed the original implicanon of
Ankavatara, Anka-mukha and Culika and naturally a confu-
sion arose This confusion was worse confounded by the
introduction of two new terms Garbhanka and Ankasya
An attempt has been made to bring out the origmnal signi-
ficance of the deviccs which seems to be maintained, at least
to a reasonable extent, in the Ngtaka-laksana-ratna kosa



CHAPTER X
(1) TITLE OF THE PLAY

It 1s an old practice that the titles of literary composi-
ticns, not to speak of dramas only, are so selected that
they eirther contain the designation of the hero or heroine
or both, or simply the main theme 18 indicated 1n the
title Very often the indication of the theme and the
designation of the hero or heromne are combined to form
the title The matter perhaps was considered to be so
simple and obvious that neithe the Ndtya-sastra nor most
of the later texts on dramaturgy give any direction regard-
ing the namming of dramatic compositions From the
Natya-Sastia we get titles of two plays, one 18 Amrig-man
thana, a Samavakiia and the other 1s Trspura daha, a Dima
Both these titles areindicative of themes There 1s another
reference to a dramatic representation 1n the Natya-astra
where no tstle of the play 1s given but only the theme has
been alluded to! The Mahabhasya also seems to contain
reference of subject matters of two plays 2 It thus appears
that a brief statement of the subject matter served the pur
pose of titles of plays in the primary stage of its develop
ment But Asvaghosa names his play_S&rzputrapmkamna
by mentioning the name of the leading character and this
perhaps indicates the next stage

Chronologically speaking, so far as the extant texts are
concerned, Sigara first refers to a principle regarding the
nammg of plays The text of the Nataka laksana-raina-kosa
clearly shows that Sigara here quotes the view of some
ancient authority, though the name of the source 1s not
Siven It 1s enjoined that the title of the dramatic compo-
sition 1s to refer erther to the Pradhapa (hero) or the Vastu
(Plot) Titles of Natakas hke Ramananda, Janak: raghava and
that of the Prakarapa Malatimadhava have been cited as
referring to the Pradhina and those of the Nataka Kundamala
and the Prakarana Mrochakatska have been taken as mdicating
the Vastu It appears from this that by pradkans-nirddse and
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vastunirdesa Sagara simply means that the utle of a drama 1s
to contain erther the designation of the hero or those of both
the hero and heromne or a reference to the crucial mcident of
the plot Siradﬁtanaya means the same when he says
tannamandiakddyantar (nayakadyantar ?) garbhutarthopasucakam *
The use of the word garbhstartha (crucial incident) 15 un-
doubtedly an improvement upon Sagara’s vastu nu desa

The views expressed by Viévanitha and Amrytananda in
the 14th century are more elaborate The latter says, samyfia
tu natakadinam nzyakenetarcna  va[nayvkanayakavyakhyanat
sam)fiG  prakaranddssu[nanki-satiokadimam  nayikabhr-nsese-
nam| , Jhis view gives much stress on the designations
of the hero and heroine in naming a play but fulls short
to explan a utle like Kunda mgli, inasmuch as 1t omits
the principle that the title of a play may be formed
by referring to the mamm mcident of the plot Visvanatha
makes an attempt to give a more clear-cut principle
and states that the title of a Nataka should be garbhstariha-
prakdsaka, the Prakaranas etc, are to be named after the
names of the hero and heroine, whereas the name of the
heroine alone may serve the purpose of naming Natka,
Sattaka etc ® This rigid principle of Visvanatha lacks
corroboration to the titles of ancient dramas Neither the title
of the Natakas Malamkagnimstra and Janaki-raghave may be
said to be garbhitzrtha-prakasaka, nor the title Mrechkatika
or Sdriputraprakarana 1s formed after the names of the
hero and heroine The broad principle of the Ngiak-laksana-
ratna kosa seems to be more suitabie to explain the titles of
Sansknit plays

It 1s interesting to note that Rucipat: i this matter
quotes, ratakasya ca yan-nama garbha-nirdista laksanam, and
ascribes 1t to Bharata’ Sankara in  his Rasa-candrika
commentary of the Abhyfiana-sakuntala gives a better generali-
sation regarding the naming of a drama He says vastuna
vastu-netrbhyam netrz nayvkayaps va| dvabhyam va vastu-naribhyam
karyz samMya tu rapake 8 The commentator 1s silent about
the source of the verse but it 1s evident that this single verse
can justify the title of any and every sanskrit drama
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(u) Title of the Anka

Excepting the Naitaka-laksana-ratna-kosa, none of the exist-
ing works on Sanskrit dramaturgy including the Nafya sastra,
tries to formulate any principle regarding the naming of
individual Acts of dramas Sigara maintains that the Acts
of a drama may also be named according to the same principle
stated 1n connection with the naming of the drama! Thus,
according to this view individual Acts may be named by
the designation of the character taking the leading partin
the Act concerned, or by the main incident delineated therein
In the Ndtaka-laksana-ratna-kosa, there are citations from as
many as fifty-three individual Acts with titles

Abhimnavagupta, Dhanika, Rimacandra-Gunacandra and
Slngabhﬁpila are not found to refer the Acts by therr titles
Saradatanaya and Visvanitha in many cases have cited from
different Acts with titles 2 But 1t 1s interesting to note that
all the names of Acts, referred to in the Bhdva-prakisana and
in the chapter VI of the Saktys-darpana are found in the
Nataka-laksana-ratna-kosa Not only the names of Acts but
the citations therefrom, as given by Saradatanaya and
Visvanatha, occur in the Nélaka-lakgana-ratna-hoSa 1 simlar
contexts 1n almost all cases 3 In this matter the indebtedness
of Saradatanaya and Vifvanitha to Sagara seems to be an
undeniable fact

Now, the naming of an Act becomes necessary only when
1ts separate entity besides the part of a whole drama, 1s
recognmised for the representation on the stage, otherwise 1t
appears to be quite useless to attach a title to an Act Indian
tradition recognises different types of one Act plays like
Bhina, Vyiyoga, Vithi etc There was also the practice of
staging individual Acts in India and this becomes evident
when we take into consideration the reason behind the naming
of Acts The title of a drama 1s required to be announced
by the Siitradhara (or Sthapaka) in the prelude Similarly
the name of an Act was also announced when 1t was staged

13
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Many of our extant dramas contamn Acts with names Itis
very often argued, specially in connection with the one
Act plays of Bhiasa, that the hereditory actors of Kerala, the
Cakyars, use to stage selected Acts from renowned Sanskrit
dramast The Urubkangas of Bhisa 1s generally taken to be
such an Act of some lost lengthy Makdbhirata-drama 5 From
our above discussion, 1t appears that the practice of staging
selected Acts was not confined to Kerala only, more or less
it was known to other parts of the country In Kerala it
was a regular practice, butin other parts of the country the
practice does not appear to be a regular feature of represen-
tatton The silence of authorities Like Abhinavagupta,
Dhanafijaya etc , in the matter of either the principie of nam-
ing or referring to the names of individual Acts tends to support
our contention In this connection 1t may also be pointed
out that a well-known commentator like Jagaddhara fails to
understand the implication of the name Vakuls-vith: of the
Act I of the Milati-madhava The grove itself and a garland
of vakula flowers play an mmportant part in the Act and as
such 1t 18 named Vakula-vithz But the commentator
explaming the name quotes a definition of the Vithi, an one
Act mnor rigpake and wrongly ascribes the defimition to
Bharata ¢ This shows a confusion regarding the name of
an Act

From a perusal of the foregoing chapters it appears that
almost a separate literature had developed through ages on
the dramatic plot and 1ts analysis and division fiom different
view points An allegation 1s very often levelled against
Indian theorists 1n the field of literary criticism, that they
are over zealous in classification and elaboration The
validity of this allegation cannot be challenged but the reasons
behind, should not be overlooked The basically thoughtful
and speculative Indian mind worked out through centuries
an enormous philosophical literature The rapid and parallel
development of different systems of philosophy exerted its
mfluence on hterary criticism, not to speak of dramaturgy
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alone A philosophical precision and logical method of class:-
fication of all details were deemed essential in every field of
knowledge

From the very beginning, literary criticism m India came
to be recognised as a Sastra, giving injunctions regarding
Vidhis and Nisedhas, and as a Sastra it was expected to
follow the Sastric method of dehneation Moreover, a deep
regard for the works of ancient seers and contemporary
demands compelled the authors to twist the ancient sayings
for bringing out their own desired import and this gave rise
to different interpretations of any single verse

The present Nafya sastra undoubtedly presupposes a long
tradition, well developed stage convention and also a full-
fledged dramatic literature of which no trace has come down
to us Only a long process of observation, discrimination
and expermment through centuries can give rise to sucha
comprehensive work as the Natya dastra1s  But the literature
that formed the basis of this monumental work 1s sunk into
oblivion After the Natya-sistra was codified it acquired a
sanctity, almost religious in character for which the work
itself was certainly well-deserving  With this Natya sastra
as the foundation, an enormous literature grew up 1n
course of time In 1ts development, 1t influenced and
was also influenced by the prolific growth of dramatic
Iiterature, but with a fragment of which we are at
present acquainted Thisis the reason behind the host of
theories on particular topics of dramaturgy while all the theo-
rists owe their unswerving allegiance to the Naiya-$dsira An
attempt has been made m the preceding chapters to explain
those controversial theories which come under our discussion
and show that most of them had their origmn 1n the sitro-
like composition of the Nafyg-$dstra 1tself, amenable to several
interpretations

It has also been shown that a number of schools of thought
developed long before Abhinavagupta and Sigara and that
these Schools maintained divergent opinions regarding the
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source, structure, analysis and division of the plot The theo-
ries propounded by these schools in most cases, as has been
shown, are undoubtedly very sigmificant effort in dramatic
criticism

About Ndtya $dstra there are problems hike the traditions
of Sat-sahasri, Dvddasa-sahasr:, Adi-bharata? etc It 1s generally
admitted that there are two recensions of the Nitya-sasira
But in the preface of the GOS edition Mr M R Kawi points
out that no two out of forty manuscripts of the Natya-sdstra,
agree completely 8 The same 1s the position regarding the
printed versions of the text The small portion of the text
that comes under our subject of discourse, shows enumerable
variations 1n readings which have been noted in proper places
whenever thought to be necessary Moreover, in the works
of commentators on dramas, hke Raghava-Bhatta Jagad-
dhara, Rucipatt, Sankara etc , some verses are found to be
ascribed to Bharata which are not available 1n the present
Natya-sattra Much weight cannot be attached to the words
of these later commentators But in cases where the ascrip-
tions are supported by a text hike the Nataka-laksana-ratna-
kosa and are widely recognised, the quotations concerned can
reasonably be taken as collected from some copy of the Natya-
sastra In the foregoing chapters some such cases have been
discussed, the most important of which are, the three ways
of bya-nydsa, appearance of a god at the end of a play, restric-
tion to the entrance of a character without prior ndication,

and the verse kuto’ps svecchayd etc, disinguishing a Viskam-
bhaka from a Pravesaka l



CHAPTER XI
VRTTI

The term Vrtt1 1s of special significance in almost all the
branches of Sanskrit literature In philosophical works, 1t 1s
generally used to denote function (vyapara), In grammar
also 1t 15 used to signify the function of expressing a dufferent
meaning other than those the parts of a particular word-
formation contain (pararthabhidhinam vritih), and denotes Krt,
Taddhita, Samasa, Ekadesa and the verb-forms with suffixes
San etc (krt-taddhita-samasarkasesa-sanidyanta-dhaturispah pafica
vrttayah!) In Alamkiara-literature, the significative capacity of
words 1s called Vrtti, and four varieties of 1 (Abhidh3,
Laksana Vyafijani, Tatparya) have generally been recogni-
sed The sense in which the term Vrttiis used in Sanskrit
dramaturgy has variously been expressed in English as ‘bear-
ing of characters’, ‘manner or style’’, mode etc A perusal
of the number and different types of Vrtti-s and their nature
1s essential for the understanding of the nature and function
of Vrttiitself and the position of the Naiaka-laksana-ratna-kosa
m this respect It may be pointed ous here that the Natya-
sdstra, Bhdva-prakasana and Rasarnava-sudhdkara give accounts
of the mythical onigin of the Vrtti-s of which Sagara-nandin
1s quite silent  He only says etd vritayas-caturvedi-samasrayah
This simply indicates the origin of Drama from the four
Vedas

I Number of Vrtti-s

The Natya-$dstra recognises four Vrtti-s , they are, Bharati,
Sittvati, Kamisiki and Arabhati Sagara accepts this view*
and does not refer to any other But there was a confusion
and 1t1s evident from the Abkinava-bharats, Bhiva-prakdsana,
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Dasa-ripaka etc Abhinava-gupta caustically refers to the
views which mamtain that the number of Vrtti-s are two,
three or five 5 He neither explains these views nor mentions
the names of their propounders He, however, deals elabora-
tely with the view of Udbhata and 1ts criticism by Lollata
Dr V Raghavan (then a Research Scholar), 1n the Journal
of Oriental Research, Madras (Vol VI, pt 4 and Vol VII,
pts 1 and 2, 1932-33) elaborately discussed the entire prob-
lem concerning the Vrtti-s m all their aspects There he
suggested the reasons of holding the number of Vrti s as two
and three Any and every dramatic situation consists of Vak
and Cesti, and each of these two may be either Lahta or
Uddhata Bharati, Sattvati, Kaisiki and Arabhati are essen-
tially the Vrtti-s of Vik, Cestd, Lalitya and Auddhatya res-
pectively So, “The two Vrtti-s are either the Bharati and
the Sittvati referring to Vak and Cesti or the Kaiéiki and
the Arabhati referring to Lalitya and Auddhatya” Dr
Raghavan further presumes that the “vydpara or actwity of
Vik (speech), Kiya (body) and Manas (mind)” might have
given rise to the view holding the number of Vrtti-s as three
But the activities of Vik and Kaya are not independent of
the same of Manas There 18 nothing i the nafye-vyapdra
which may be conceived of as purely the activity of mind,
though 1t 1s the basis of all the gyapara-s So, 1t 15 not convinc-
mg that the activities of Viak, Kaya and Manas n natya~
yyapara prompted some ancient scholar to propound the theory
of three Vrtti-s This theory of three Vrtti s 1s the thesis of
Udbhata, as will be discussed below In favour of the view
maintaining the number of Vrttii-s as two, another reason may
be aduced Among the four principal objects of human hife
Dharma, Artha, Kima and Moksa , drama deals pnmanly
with the second and third and taking these two into considera
tion two Vrtti-s only may be accepted Udbhata himself
suggests thus, of course as a counter argument,—kifica yad: tavat
pumarthakdmoddesena 1 asikyabhidhyate dharmam-artham coddisya
vittidvgyam 1aktaryam?  Moreover, as will be shown, below,
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Udbhata divides the entire dramatic situation nto two classes
and this also may be taken to be the basis of the theory of
two Vrtti-s

Udbhata’s theory of Vrtt: has been the source of controversy
and confusion among ancient theorists and modern scholars
alke Dr S N Shastni® remarks that apart from the four
Vrtti-s of Bharata, “Udbhata believes mn a fifth Vrtta which
he calls Artha-vrtt1 This 13 evidently based on the wrong
observations of Dhanafijaya and éiraditanaya Dhanafijaya
asserts that beyond the three (viz, Sattvati, Kaisiki and
Arabhati), there 15 no other Artha-vrtt1 (ndrth-vrttir-atah pard)
The fourth one, 1 ¢, the Bharati 1s a Sabda-vrtt1 Dhanafijaya
goes on to say that the followers of Udbhata recognise these
three Artha-vrtti-s, but takes into account a fifth one

kaisikum sdttvatym cdrtha-vritim-drabhatim-itz |
pathantah paficamim vrttim-audbhath pratyanate |

Dhanafijaya does not specifically state that the fifth Vrtt1 of
Udbhata 1s Arthaevrttt That Dhanafijaya means so, has
probably been surmused on the basis of his above assertion
ndrtha-vrits—etc It 1s Saraditanaya who specifically states
that the followers of Udbhata recognise the fifth Vrtty, the
Artha-vrtti, audbhatih paficamim-artha-vrtim ca pratyanate *°
Closely similar diction suggests that here in this case the
source of Saradatanaya 1s the Dasa-ripaka

Now, the standpoint of Udbhata, so far as can be deci-
phered from the text of the Abhwnava-bhdrate 1s quite diffe-
rent from what Dhanafijjaya and Saraditanaya seems to have
understood Udbhata appears to have criticised Bharata’s
scheme of four Vrtti-s which are connected with epeech (Vak)
and phvsical movements (Cesta) and as such, representations
of death (marana), swoon (miircha) etc, become devoid of
any Vrtti, as in these there 1s neither any Vik nor Cestd
Thus, according to Udbhata, the four Vrtti-s of Bharata fail
to comprehend the entire field of representation For this
and other reasons, Udbhata gives up the old scheme of four
Vrtti-s and proposes a new one He, for death and swoon
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etc, establishes first the Phala-samvitti-vrtt: which 1s but the
realisation of the fruit of Vak and Cesta

tasmat phalasamwitydkhya vrittsh vak-cestayoh phalinubhava 1te
Yyasya laksanam, sabhyupagantavyi | avadyam caitat, anyathd
miirchd-maranddau vak-cestayor-abhdve mrorttikataiva sya!! |

Thus Udbhata first divides the naiya-vyapira mto two classes
of situations where there are Vak-Cesta and where there 1s the
realisation of Phala but no Vik-Cesta Now, the situations
related to Vik and Cesti may either be proper (nyaya) or
improper (gnydya) So, only three Vrtti-s are to be recognised,
viz, Nyaya-vrtti, Anydya-vrtti and Phala-samvitti-vrtst

tasmat (vak) Cesiatmikd nydya-vrtir-anydya-vrtti-riipd tat-phala-
samuittir-ir  vriti-trayam-eva  yuktam sts bhatiodbhafo manyate 12
Thus, these observations of Udbhata, as found 1n the Abhinava
bharati, uphold the theory of three Vrtt1 s Abhinava-gupta
further quotes a verse, presumably from the text of Udbhata
This verse means that through Vak and Cesta the Vrttis
of two kinds, and these two with reference to the four Puru
sartha s become eight, which agamn through nyiyq and anydya
become sixteen, and the Phala-vrtti 1s of many kinds due to
the diversity of Rasa In fine, Udbhata propoundsa new
scheme of Vrtt1 which has got no relation with that of
Bharata The standpont of Udbhata was forgotten leaving
behind the name of Phalasamvitti in the memory of some
which agamn was termed Arthavrtti simply because artha 1n
dramaturgy sometimes means phala This seems to be the
background of mus statement found 1n the Dasa-riipaka and
Bhava prakisana, as pointed out before

Abhinava gupta further refers to the view of the followers
of Sakaligarbha who accept the four Vrtt1s of Bharata but
take recourse to a fifth one Atma samvitt: by name, for bring
ing such situations as swoon etc, (where there 1s no Vik
Cestd) under the fold of Vrttt This view actually, and not
that of Udbhata, upholds the scheme of five Vrttis The
Atma samvitt1 Vrtti, as Abhinava gupta puts 1t, has heen
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thought to be inferred from such dramatic situations where
there 1s no movement (sakala kdrya mortiyanumeyd) '3
The above two views, as Abhkinava bhdrati 1nforms us,
have been bitterly criticised by Lollata and finally exploded
by Abhinava gupta himself Their arguments are manly
a) Vrtt1 means yydpara But according to the followers
of both Udbhata and Sakaligarbha the Phala samvitty
and Atma samvitti are not related to any vyapara
Therefore, these two cannot be termed as Vrtt: at all
b) If everything related to natya 15 to come in the fold
of a Vrtti, then to which Vrtt: the ranga, musical
mstruments etc , are to belong ?
c) Representation of death or swoon 1s also the yydpara
of mind at least and can be associated with the Sattvati
Vrtna 14 So, there 1s no necessity of recogmsing any
separate Vrtt1 for them
Abhinava gupta thus, establishes the scheme of Bharata
It may be pointed out that Udbhata and $akaligarbha appear
to have overlooked the fact that death, swoon etc , are imita
ted on the stage by the actors with conscious effort and as
such, they cannot be treated as unrelated with cegid
That there were other views on the number of Vrtti-s 1s
known from the Sarasvati-kanthabharana Bhoja here (11/66 68)
recognises a scheme of six Vrtti-s that adds two new ones,
Madhyama-kaistki and Madhyamarabhati with the four of
Bharata Agamn (II1/83 87) he refers to and rejects a view
that admits of twelve Vrtti-s characterised by three Guna-s
This second scheme seems to be formulated keeping Kivyas
in view In his srngdra-prakdsa® agamm, Bhoja admutsofa
Vimidra-vrttt along with the four of Bharata This new one
according to Bhoja, possesses the features of all the four old
ones Sigara-nandin, however, does not enter into the
controversy and accepts the scheme of Bharata without any
reservation  There are four Vrtti-s according to this scheme,
they are Bhirati, Sattvati, Kaisiki and Arabhati, and 1n these
four Vrtti-s respectively, says Sagara,!6 speech (vdk), emotional
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absorption (sattva), grace (4/d) and physical action (yydydma)
predommnate In ndtya these four Vrtti-s cannot be located
in different water-tight compaitments The characterstics
of one are very often than not found to coexist with those
of others Predominance of one or other of the above factors
determunes the Vrtti in a patticular dramatic situation  This

point will be discussed later

II Characteristics of Different Vrtti-s

The four Vrtti-s and their vanieties (vriyangas) have been
described by Sagara-nandin manly after the Natyg-sistra
It may be pointed out here that vrgyangas are neither imbs
nor subdivisions of Vrtti-s as taken by some modern scholars 1
They are varieties, forms through which a particular Vrtta
can be manifested This pomnt has been made clear by
Sagara-nandin when about Bharati Vrtt1 he says,—asya vrites-
catvaro bhedd angatvam Ggatdh?, 1 e , four forms of this Vrtt: have
come to be recogmsed as four angas In fact, the word anga
in Sanshrit dramaturgy does not generally mean imb or sub-
division It may iurther be pointed out that the names of
various Vrtti-s and their angas have been accepted in the
Natya-sastra 1tself as rudhsabdas An enqury into their mean-
wgs as done by Abhinava-gupta and others, leads us nowhere
so far as their characteristics are concerned Sigara nandin
makes no such attempt

A Bbarat:

Sigara-nandin quotes the definition of Bharati from the
Naiya-sistia 8 In Bharati, speech of male characters speaking
Sanskrit predomnates (vak-pradhind purusa-prajoipd sanskria-
patha-yuktd) and females are excepted (stri-varysts) This 1s the
Vrttr of actors (and not of actresses) who are known as the
gons (disciples) of Bharata Four vareties of this Vrtt are
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recognised, viz  Prarocani, Amukha, Vithi and Piahasana

Of these Vith: and Prahasana are two separate types of plays

Neither the Natyg-sastra nor the Nataka laksana-ratna-kosa has
discussed the characteristics of these two varieties here mn this
connect'on4 Prarocani also has not been defined in the
Natya-sastra here m this context It is simply said that m the
Pirvaranga the (performance of), auspicious Prarocana is
conducive to success, prosperity and victory, it wards off the
evil Sagara-nandin quotes this verse® but adds no comment

The Natya-sistra defines Prarocani 1n the fifth chapter (GOS )
as an element of the Piirvaranga There 1t s said that the
Prarocana 1s to induce the audience o the play to be staged
through suggestion to 1ts theme with cogent reasons and
having reference to the s:ddh: ¢ In one manuscript, however,
the verse 1s repeated in connection with the discussion on
Vrtt1 7 Sagara nandin says that Prarocani 1s so called as
1t presents a well known 1dea (prasiddhar tha-pradarsam)® deline-
ated in a play He further informs us that according to some
the mention of the theme of the drama to be staged through
some well-established topic1s Prarocana An illustration bas
been cited from an unknown drama Naraks-vadha ® In conclu-
sion, however, Sigara-nandin enjoins that to introduce the
Mukha and other Sandhi-s, Prarocani should be done at the
beginning, and there the Nindi which 1s the obligatory
element of Piarvaranga 1s to be performed 10 Thus, 1t appears
that according to Sagara-nandin Prarocani 1s an element of
the Piirvaranga

The utility of Prarocana consists in rousing the interest of
the audience about the theme of the play and 1t 1s an anga of
the Piirvaranga There are no two opinions regardmng this
view ! Another angg of the Bharati 1s Amukha, 1e, Prasta-
vani 12 Nandi, in actual practice, mvariably occurs in the
Prastivand Thus it appears that Amukha itself formsa part
of the Pirvaranza But here there are different opinions
Abhmava-gupta appears to maintain that Prarocani and
Amukha as angas of the Bhirat: are different from these of
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Piirvaranga 1# Of course, neither in the Natya-sdstra nor in
the Abhinava-bhirat: 1t has been clearly stated that Amukha
18 a part of the Pdrvaraiga  Sigara-nandin discusses both
Prarocan and Amukha in this chapter of Vrtti, particularly
n connection with the Bhirati He, however, does not hmit
the Bharati mn the Pirvaranga only as done by some For
the clanfication of this pomnt characteristics of other Vrtti-s
are required to be explamed Pirvaraniga and Amukha by
themselves are two controversial topics and require separate
chapters excepting, of course, their relation with the Vrtts,
and that has been taken up here in this chapter Those two
have been claborately discussed by Dr Kahkumar Datta
Shastri 1n two illuminating papers, Prologues and Epilogues
in Sanskrit Drama and Piirvarariga Bharatan and Post-
Bharatan 14

B Sattvati

Sagara-nandin quotes the definition of Sattvati from the
Natya-sastra' The chief charactenstic of this Vrtti 1s sattvata-
gunawhich 18 explained as noble qualities like obedience to one’s
superiors  guru-susriigddi-sadorttayah  Abhinava-gupta takes
the expression to mean mental affaws  mdnasa-vyaparah 2
This 15 1n conformity with the next verse of the Natya-sdstrad
where 1t 18 said that this Vrttr s characterised by emotion
and its expression through speech and gestures vigangabhi-
nayavaty | sattvaidikdrayukta [/ The Nalya-darpana makes
the pomt more clear¢ It says that Sattvati is the mental
affair (manasam karma) connected with three types of acting,
emotional, verbal and physical (sattvabhinaya-vagabhinaya-ngabhs-
naya-yuhtam), and that the first type predominates Represen-
tation of sacrifice and heroism (virtuous conduct, nyaya-yrita,
according to the reading of the Natys-sdstra) 1s another charac
teristic of Sattvati This Vrttiis full of exhilaration having
the grief subdued It 1s further said that Sattvat: abounds
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m haughty characters exchanging insulting words uddhata-
burusa-praya parasparadharsanakrta> All these features of this
Vrtt1 have been illustrated 1n the Nataka-laksana-ratna kosa
but most of which are not from dramatic compositions The

four forms of this Vrtt are Utthapaka, Parivartaka, Samlapa$
and Sanghitya

Utthapaka

What comes out from the definition of the Utthipaka as
quoted by Sigara-nandin (probably) from the Natya-sdstra 1s
that 1t conssts i exchange of haughty words in attempts of
exciting the opponent? In different words Dhanafijaya,
§mga-bhﬁp§,la and Vidvanitha also maintain the same 8

Parivartaka

The word parivartaka signifies a change and this has been
taken to be the main characteristic of Parivartaka in all the
works on dramaturgy including the Naiya-Sdstra  Of the
three definitions found in the Nataka-lakgana-ratna kosa®, the
first one means that Parivartaka consistsin one's taking up
another course of action after giving up a profitable but
unsuccessful undertaking The Natya Sdstrqg also means the
same when 1t says  utthdna samdrabdhan arthan utsrjya yo'rtha
yoga vasat | anydn-arthan bhajate [[*® That Parivartaka
1s the changing of one’s own course of action, 15 also
the opion of Dhanafijaya, $inga-bhiipila, Viivanitha
etc 1

The second defimition given by Sagara nandin, also states
that 1t 1s called Parivartaka when one takes resort to force
(dandam-dsthaya) finding mtrigue (bheda), conciliation (sama)
and gift (ddna) are of no availl  Sagara-nandin further informs
us that according to some Parivartaka 1s the ripening of an
action undertaken for some purpose in an unforeseen way
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through fate,—~prakrtasya kiryasya dawavasid anyathawa pari
pakah There 1s one common factor m all the above definitions
of Parivartaka and that 1s a change, either calculated or
unforseen

Samlapa (N$ Sallipa)

Samlipa, as the name implies, 15 exchange of words with
or without threats (sédharsajo niradharsajo dwwidhah) and thus of
two types This 1s the opinion of Sigara evidently following
the Natya sastra 2 The Dasa-riipaka, however, defines Samla
paka as serious dialogue (gaoirokith) having diverse feelings
and sentiments (rdn@-bhdva-rasd-mithah) $inga bhipala and
Visvanitha follow Dhanafijaya 18

Sanghatya (NS Sanghatyaka)

Sanghitya in Sanskrit dramaturgy has been taken to imply
such dramatic situations where the breaking up of an alliance
1s represented It may be due to several reasons, dehiberation,
bribing, blunder or luck ¥ According to Sagaia nandi,
Sanghatya 1s deception (kitta uchyate) He says that 1t 1s
illustrated m the false rumour of Vasavadattia’s death in the
conflagration at Lavanaka and in the drama Rdghavdbhyudaya
where Rivana to deceive Rama, disguises the demoness
Jalini as Siti in connection with a false peace? It thus
appears that mtrigue o1 deception 1s the chief characteristic of
Sanghiatya according to Sagara-nandin

From the above, 1t 1s evident that Sattvat: Vrtt: 1s connec
ted with dramatic situations mainly of political nature and
fight shows on the stage It may be pointed out here that
the Natya darpana sums up the above characteristics of different
forms of Sattvati without mentioning the names of the
forms 16



OF ANCIENT INDIAN DRAMA & DRAMATURGY 207

C Kaisiki

Kaifiki 15 pre-eminently the Vrtti of dramatic situations
depicting erotic sentiment The Nalpa sdstra gives practically
two defimitions of this Vrtt1 One of them 1s 1n Indravajra
metre —

ya slaksna nepathya visesa citrd stri-samyutd yi baku-nriya-
gua |
kamopabhoga prabhavopacira tim kaistkim vritum uddha-
ranty [[!
and the other in the Arya —
bahuvadya nrita gitd srng@rabhinaya citra napathya |
malyalankira yutd prasasta ves@ ca kantd ca ||
citra pada vikya bandhair alankrtd hasita rudita rosidyash |
stry purusa-kama-yukta vyieya karsiks vrttih [[2
The first one in Indravajra of these two definitions has been
commented upon by Abhinava.gupta and has also been
accepted by Visvaniatha® with a minor difference in reading
The second definition mn Arya speaks the same thing asin
the first one, in different phraseology with a few added un-
important details It 1s to be pomnted out here that in the
case of Arabhati, Abhinava-gupta comments upon the defini-
tion mn Arya and omuts the other in Indravajra metre The
defimition of the Kaisiki 1n the Nataka-laksana-ratna-kosa 1s not
taken verbatim from the Natya-sastra, but does not differ from
that of the Natya-sdsira materially
srngdrabhingyod-bhdsi-pathya-malya-vibhiisand |
nriya-vaditra-gitadhya kamasambhoga-laksana ||
sukumara Ldvya bandham wjpvala vastrabharana-vesam ca ||
kamopacara bakulam bhasante kaisikim kavayah [[*
Kaifiki Vrtt1 1s marked by the representation of love scenes
Bright make up and dressing, love songs, amorous dances,
graceful gestures and delicate poetic dialogues are the chief
characteristics of this Vrtt1  This 1s the most charming Vrita
and excepting a few lke the Mudrd-raksasa, all our ancient
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plays are found to have given much scope to this Vrit
Sumilarly, the authors of dramaturgy also paid greater atten
tion to the elaboration of this Vrtt1 giving rise to difference
of opinions

Narman may be said to be the soul of Kai$iki as the names
of its forms suggest The connotation of the term Narman
15 also very wide It includes dalhance, grace, pleasantry
and the like The four varieties of this Vrtt1 are,—Narman,
Narma sphota, Narma-garbha and Narma-sphafija

Narman

Sagara nandin draws no distinction between Narman the
anga of Prat1 mukha sandhi and the same a variety of Kaisiki
Of the former he says that 1t will be discussed later, 1¢,1n
the context of Kaisiki5

The definition and illustration of Narman in the Néiakg-
laksana ratna koSa present 1t as the expression of hidden
emotion (anfargatikiitam) under some pretext (chadma gar-
bhakam) and 1s free from blaming others and coarse or obscene
language (pardpavadash parusar ashlaisca vivarjtam)® Sagara-
nandin refers evidently to the Natya sdstra when he says that
the teachers describe Narman as abounding in merry words
promoting love 7 The Natya $dstra adds two more traits of
Narman with the above, it 1s vifuddha-karanam and nortig-
virarasam

The Natya $astra describes three types of Narman® In
this connection Abhmnava-gupta remarks that Narman 1s
marked by the pre eminence of laughter (kdsa pradhinatd
tadeti samanya lakganam), and this laughter (comic) may be due
to the expression of jealousy (tatra hisa irgyam va siicaystum),
or to rebuke others (param vopslabdhum), or to attract other’s
mund (para-krdayam vikseptum) , and thus, 18 18 of three types ®

Sagara-nandin refers to a view and that also admits of
three varieties of Narman but as it1s disinguished by laughter,
desire and fear hdsecchd bhayabhedena narmatra ¢rsvsdham bhavet |
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The first variety 1s the joke (parihdsa) with amorous gestures
of man or woman 1nflaming love
$rngaroddipano yah syat parihisa savibhrmah |
stri pumsayostu narmaitad-dhasyabheda-vyavasthitam [ [*°

It 15 interesting to note that this variety of Narman has been
designated by Sigara-nandin himself as Samjoga-vihita-narma
or Suddhi Kaisiki in another place There a verse has been
quoted of which the first half1s srngaroddipano etc , and the
second half 1s, hdseccha-bhaya-bhedena etc , as quoted above 1!

The second variety of Narman,1e , the variety distingui-
shed by desire, has been described as such situations where
the herome from a hiding place pelts her beloved with flowers
and willingly comes within his sight,)2 evidently urged by
love The Narman with fear has not been defined but 1llus-
trated, that describes a situation where a lady though angry,
yet she embraces her beloved out of fear from thunder and
lightning 13 It 15 clear that Sagara-nandin does not follow
the Natya-sastra in describing the varieties of Narman

Dhanafijaya, Singa-bhiipala, Visvanitha and Riipa-gosva-
min follow the Nafya-sistra and mamntamn that hdsya 1s the
main feature of Narman But they describe Narman as
primanly of three types, srngdra-hisyaa, suddha hisyaja and
sabhaya hasygja Dhanafijaya further divides Narman to
eighteen types Others follow Dhanafijaya excepting Vi§va-
natha who makes the number nine 14

Narmasphota

Sigara-nandin describes Narmasphota as a situation where
an unmarried girl (kanyd) in secret company with the hero
bemng discovered by the heroine 1s overcome with fear and
shame, while the hero remains slent asif domng nothing 5
But according to the Nafya-idstra as commented upon by
Abhmnava-gupta, Narmasphota 1s the partial mamfestation
(asamagrakgipta-rasa) of the emotion of love contributed by
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the touches of different other feelings (vvidhandm bhavanam
lavawr lavair-bhigito) like fear, laughter, alarm, anger etc

(bhaya-hasa-harsa-trasa-rosadyah) 6  The Daso-riipaka also
speaks the same in different words bhdvanam siicito™lpa raso
lavath 7 Singabhiipala accepts this definition of Narma-
sphota and adds another!® —anyas tvakdnde sambhoga-viccheda
i1 gryate  'Thas 1s simular to that of Nataka laksana-ratna-kosa

Visvanitha and Riipa gosvimin follow the Dasa-rijpaka ® It
1s nteresting to point out here that Sankara in his commentary
on the Abhyfiana Sakuntalam quotes from an anonymous
source a definition according to which Narmasphota consists
In private conversation of the hero and herome conducive
to enjoyment 20 Jagaddhara, on the other hand, quotes from
another unknown source that Narmasphota 1s the manifesta-
tion of inner feelings 2! It 1s thus evident that there were

several divergent opmions regarding the definition of Narma
sphota

’

Narmagarbha

Sagara-nandin describes Narmagarbha? as such situations
where one waits 1 disguise for the fulfilment of purpose1e ,
love affair  This 1s evidently the gist of the definition of
Narmagarbha found in the Natya-sastra,’s where 1t 1s said that
when the hero acts with his identity concealed through various
means suitable to love affawrs, 1t 15 Narmagarbha The Dasa-
ripaka also defines Narmagarbha as channa netrpraticiro
narma garbho’rtha hetave 2¢ Viévanitha also takes Narma-
garbha n the same sense when he says nmarmagarbho vyava-
hrtir netuk pracchanna vartinah % Jagaddhara gives from an
anonymous source a definition that states that where the hero
conceals himself for some purpose, 1t 1s Narmagarbha 2¢ It
may be pomnted out here that all the works discussed above,
explam Narmagarbha as the behaviour of the hero and are
silent about the heromne, It 1sthe Rasarngva sudhikara that
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mncludes similar behaviour of the heromne also 1n the definition
of Narmagarbha 27

The GOS edition of the Natya sistra recordsa pecuhar
definition of Narmagarbha as occuring in some manuscripts
According to this definition, that 1s also Narmagarbha w here
after the death of the former hero a second one takeshis
place 2 The commentary of Abhinava-gupta on this verse
1s not available But this view has been referred to by Singa
bhipila as that of Bharata 22 It appears that this view came
to be recogmised as one of Bharata at least before the 13th
century AD $inga bhiipila further informs us that accor
ding to some, this 1s the samkgipta (samksiptaka) type of
Arabhati

Narmasphafija

Sagara nandin defines Narmasphafija after the Natya
$dstra, as the enjoyment of the first union with a beautiful gl
the consequence bemng troublesome 30 This 1s illustrated,
says Sigara nandin, where the king in company of a gurl 15
detected by the queen and thus both aremn trouble The
matter ends with dafficulty 3!

Abhinava gupta reads the name as Narmasphufija and
takes sphufja to mean obstacle narmahsphuija vighna 1tyar
thah %2 Narmasphafija has been takenin the above sense m
the Dala ripaka, Rasirnava sudhikara and Sahitya darpana
But 1t 1s interesting to note that in the Dasa riipaka the term
1s Narma sphifija and 1n Sdhitya darpana 1t 13 Narma
sphiirja 3

It 1s apparent that Sagara nandm fails to distinguish
between Narmasphota and Narmasphafija Both of these
varieties of Kaisiki have been described by him as situation
where the hero i dalliance with a girl 1s detected by the
herome This s Narmasphafija according to the Najyg-Sistra
and other works.
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D, Arabhati

Arabhati 1s defined in the Nafya-sastra as
drabhata praya gund tathaiva bahu-kapata-vaficanopeta |
dambhanrta vacanavat, tvirabhati nama vyfieyd [t

This verse 1s commented upon by Abhinava-gupta There 15
another verse in Indravajra metre on which the commentary
of Abhinava-gupta 1s not available

pustavapata-pluta-langhitam cchedyan mayakrtam-indrajalam |

citrdm yuddham ca yatra mityam tam tadrsum drabhatim

vadanty |/

Thus verse, informs the editor of the GOS version, 15 a recog
nised one of Bharata 2

Sagara-nandin defines Arabhati as

samuddhata-praya-gund vira-rauds idbhutatmika |
kapatinrta dambhegsu vaficanaskandayoh sthuta | |3

It 1s apparent that this definition, though not a verbatim
reproduction, yet 1t does not differ materially from the first
one of the Nafya sistra Arabhati 1s primarly the Vrtt1 of
violence (auddhatya) as aganst grace (Izlitya) of Kaifiki The
Arabhati, as stated by Sagara-nandin, 1s associated with
heroic, terrible and marvellous feelings , and rests on deceit,
falschood, arrogance, treachery and assault It 1s doubtful
whether Sigara-nandin means to assign the Vira and Adbhuta
Rasas to Arabhati Perhaps, only bidvas are meant here
The pomnt will be discussed Iater It 1s further stated in the
Nataka laksana-ratna-kosa that Arabhati 1s the Vrtti of such
situations as war, combat, magic 1illusion, tearing, leaping etc,
yuddha - niyuddhendrajala - maya - chedana - plutadibhur - arabhats
Jleyd* This appears to be based on the second definition of
Arabhati quoted above from the Natya-sistra Four varieties
of Arabhati have been recognised, viz , Samksiptaka, Avapita,
Vastiitthapana and Sampheta

Samksiptaka
The Naitya-fastra defines Samksiptaka as



OF ANCIENT INDIAN DRAMA & DRAMATURGY 218

anvartha sipa-yukto bahu-pustotthéna-citra-nepathya |
samksipta-vastu visayo jiieyo samksiptako nama |(5
Sagara-nandin gives almost an 1dentical definition
samk sipta=vastu visayah prayogasrita-silpavan |
bahu-pustotthana-krtair-vesaih samksiptako matah |[°

Samksiptaka 1s samksipta-vastu visaya and this expression
has variously been taken to mean by modern scholars as,
consisting 1n brief arrangement of some matter,” a matter
summarily dealt with,® condensed matter® But all these
yield no semse Arabhati i1s not the Vrtt1 primanily of siicya
portions of the plot So, the question of condensation or the
like does not arise  Sagara-nandin also gives no explanation
But Abhinava-gupta rightly interprets the expression as
samjiiayd ksptimi vastim wsayo’syeti | He further states
tami vastimi darsayati  (anvartheti) | prayojanenanugatah
spayuktih kusala silpi viracitah, artha yatieti /'*° Thus Sam
ksiptaka consists mainly 1n the presentation of symbolic objects
(samyfigya ) which are artificially constructed for dramatic
representations (prayogisnita ) This presentation of sym-
bolic objects includes many Pustas1 e, scenic apphiances like
models of charriot etc shield, armours banners etc, as stated
by Sagara-nandin 1* Varieties of dress also constitute another
element of Samksiptaka

The Naitaka-lak sana-ratna-kosa records that according to
some theorists the appearance of the second hero after the
fall of the first one (piirva ndyaka nasend-para-ngyaka-sambha-
vah) 15 Samksiptaka, as illustrated in the installation of
Vibhisana to the throne after the death of Ravana 12 Dasqg-
ripaka as iterpreted by Dhanika, also state that Samksipti
(Samksiptaka) consists both i (a) the replacement of one
hero by another, and (b) 1n the change of the temperament
of a character from one type to another, as illustrated in the
change of Paradurima’s attitude from arrogance to quietude
The use of Pusta, of course, has been accepted as a mark 1n
another defimtion of Samksiptaka 12  Visvanatha simply
quotes Dhanika’s comment ¢ The Natya darpana also accepts
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the view asa variety of Arabhat1 15 It has been pointed out
before that the above 1s the characteristic of Narmagarbha
according to Bharata, as informed by $ipga-bhiipila To the
same effect a verse 1s also found 1n the Natya-$dstra, of course
without the commentary of Abhinava-gupta It 1s practi
cally 1mpossible now to trace the origin of these conflicting
views regarding the characteristics of Samksiptaka

Avapita

According to the Nafaka-laksana-ratna-kosa, Avapatais the
behaviour of one totally bewildered (sarvatha viklavasya
cegtitam) 1t 13 a situation of commotion represented through
the rapid entrance and exit of characters bewildered with fear
or joy or panic or confusion !6 Thisis based on the defini-
tion of Avapata as given 1n the Natya-fastra '’ Other theorists
also maintain this view 18

Vastiitthapana

Sigara-nandin gives no definmition but describes Vasti-
tthipana with illustrations and their exposition 19 Vastiittha-
pana consists 1 situations where different characters express
different sentiments 1 connection with a single issue (ndnd-
rasa-yuktam bandhiinam cestitam) It has been illustrated by
Sagara-nandin with reference to various behaviours expressive
of different sentiments of those who were related to Madana
and Rima when they were encountered by Sambara and
Parasurima respectively Thus 1s the characteristic of Vastu-
tthipana according to the Ndtya-sastra® also, which, however,
adds that there may or may not be the element of panic
(savidrava vidravasrayam vapt)

Dasa-ripaka gives quite a new definition of Vastiitthipana
according to which 1t consists 1n the creation of objects by
magic (mayadyutthapitam vastu)  Visvanitha and Slnga~
bhipila maintain the same view 21 This view, evidently rests
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on the meaning of the word vastiatthdpana 1 e, creating of
objects by magic, an element of Arabhati-vrtt1

Sampheta

Sagara-nandin closely follows the Natya-sistia and des-
cribes Sampheta as a tumultuous situation (sambhrama-mayah)
where there may be much of fights, combats and mtrigues
(yuddha-niyuddhabahulah kapata mayak) along with terrible
clash of weapons ®2 Dasg-riipaka describes Sampheta simply
as fighting of two angry persons, and this has been followed by
Singa bhiipala and Visvanitha2® Preponderence of the
heroic, terrible and marvellous sentiments 1s another mark of
Sampheta according to the Nataka laksana ratna kosa 2

From a perusal of the characteristics of Sattvati and
Arabhati as discussed above, 1t becomes clear that while the
former 1s concerned with the delineation of such noble quah-
ties as obedience to superiors, heroism etc, the latter 1s that
of arrogance, treachery, deceit etc The movements and
gestures of characters on the stage in Sattvati should be res-
tramned and dignified , but in Arabhati those are required to
be violent There may be a bit of softness, an element of
Kaisiki, 1n Sattvati, but Arabhati 1s opposed to 1t

III. Vrtt1 and Rasa

That there has been a longstanding controversy regarding
the distribution of Rasa s among the Vrtt1 s 1s evidenced by
a number of divergent readings available in respect of the
two verses concerned of the Naiya-sastra (GOS), as quoted
below!

I) hasya srngara bahuld kaisiky paricaksita |
sattvat capi vyfieya viradbhuta-samasraya ||

I1) raudre bhayanake caiva vyfieyarabhat budhaih |

bibhatse karune cawa bharat samprakirtitd ||



216 NATAKA-LAKSANA-RATNA KOSA IN THE PERSPECTIVE

Different readings 1n (I), first half
hasya-stngdra karunawr-vritih syat kaisiks rasaih |
second half
a) sdttvat cawva viyfieyd vra-raudradbhutisrayad |
b) vire capyadbhute caiva vrttik syat sattvari |
Different readings 1n (II), first half
bhayanake ca bibhatse raudre carabhati bhavet |
second half
a) bharati capr vy7ieya karunadbhutariipayoh |
b) vira hasyadbhutasraya
c) sarvesu rasa-bhivesu bhdarat. sampiakirtita
The following conflicting views emerge out of the above
regarding the assignment of Rasa-s to each of the Vrtti-s 1n
the Natya sastra itself

Rasas-s assigned to Bharat:
(1) Bibhatsa and Karuna

(1) Karuna and Adbhuta
(i) Vira, Hasya and Adbhuta
(v) All Rasa-s
to Sattvati
(1) Vira, Adbhuta and $ama 1 ¢ Santa
(1) Vira, Raudra and Adbhuta
(m1) Vira and Adbhuta
to Kaidiki
(1) Hasya and Srngéra
(u) Hasya, Srngira and Karuna
to Arabhat:
(1) Raudra and Bhayanaka
(1) Raudra, Bhayanaka and Bibhatsa
Sagara-nandin refers to a view that assigns Karuna and
Adbhuta to Bharat: (bharati karunddbhute) and then quotes
virddbhuta-prahasanairiha bharati syit
sattvatyapiha gaditadbhuta-vira-raudraik |
stngdra hdsya karunawr api kaisiki syad
distd bhayanaka-yutirabhatr saraudra 112
According to this view Rasas of the Bhiarati are Vira,



OF ANCIENT INDIAN DRAMA &*DRAMATURGY 217

Adbhuta and Hasya , to Sittvat: are assigned Adbhuta, Vira
and Raudra , to Kaisiki belong Srngara, Hasya and Karuna,
and to Arabhati,—Bhayanaka and Raudra This 1s the
view of the dcdrya (Gcdrya-matam), as Sigara nandin puts 1t
He himself, however, maintains that Bharati pervades all the
Rasa s (rasin sarvan iyam vrttir bharat. vvipya tigthati), and
that though there are four Vrtti-s, 1t 1s in Bhirati that the
three others are umted , ekibhavastu sarvisam bhiratyém eva
drsyate® Now, by dcarya in the Nataka-laksana ratna kosa,
invariably Bharata has been referred to  But the verse quoted
above as one of the dedrya 1s actually of Kohala as informs
the editor of the GOS edition of the Natyg-sistra*
Abhinava gupta also remarks yattu srngdra hasya karunair tha
kaisike syad it kohalenoktam tan-muni mata-virodhad-upeksyam
eva® 1e, the view of Kohala that assigns Srngira, Hisya
and Karuna to Kaifiki 1s opposed to the view of the sage
Bharata and as such, 1t 1s to be discarded It 1s interesting
to note that nowhere in the Nataka-laksana ratna-kosa the
name of Kohala has been mentioned Mm P V Kane
remarks, ‘It appears that Kohala’s work influenced the
redactors of the Naiya sistra”® It may be suggested that
the above verse of Kohala found access to some version of the
Naiya $astra from which Sagara-nandin picked it up asthe
view of the dcirya, 1 e , Bharata

It has been shown above that according to Sagara-nandin,
Bharati 1s the Vrtt1 of all Rasa-s, and that this 1s supported
by a manuscript of the Natya sastra, (cf above IV under
Rasa s assigned to Bharati) So, the charge of linuting
Bharati to particular Rasa s cannot be levelled against Bharata
as has been done by Dr V Raghavan,” simply because the
correct reading of the verse concerned 1s yet to be determined
Of the four views about the ascription of Rasa s to Bharati
noted above as available from the different readings of a
verse of the Natyg-fdstra, Kohala agrees with the third one,
Sagara-nandin refers to the second and third views but
himself supports the fourth one that speaks of Bharati as the
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Vrtt1 of all Rasas Dhanafijaya also maintains that Bharati
1s the all-pervading Vrtt1 and Visvanitha sumply repeats what
15 said by Dhanafijaya® Singa bhiipala too, maintains the
same view and says, bhdratyih sarva-rasa sidhiranyam upa
pannam-eva °

Now, 1n the Natya vydpdra Bharat: has been recognised as
the vdg vyapara by all theorists Without Bharati then, natya
can be comprehended as nothing more than the dumb show
So, Bharati should be recognised as the Vrtt: of any and
every Rasa  The Natya-darpana rightly observes  sarva-
ripaka-bhavitvad rasindm ca vagjanyatvat sarvarasatmakatvam'©
(bharatyak), 1e, Bharati consists of all the Rasa-s, because 1t
pervades the entire play and the Rasa s are due to speech

Broadly speaking, two distinct views are available in the
Natya $astra regarding the ascription of Rasa-s to Sittvats
The divergent readings, however, give three views as shown
above But they all agree 1n assigning the Vira and Adbhuta
to Sattvati Abhinava gupta appears to accept the first view
that recognises Sattvati as the Vrtt1 of Vira, Adbhuta and
Santa The second view omuts $inta and includes Raudra
i 1ts place This 18 the opinion of Kohala and Sagara-
nandin It 18 to be noted here that neither Kohala nor
Sagara nandin recognises the Santa rasa Like Sagara-
nandin, Singa bhiipala also ascribes this view to Bharata 10a
It 1s also to be noted that in the definition of the Sittvati,
as discussed before, the Natya-sastra (GOS) also says that
Sattvati 1s, —viraddhuta-raudra-rasi The protagonists of the
third view appear to have avoided the controversy and
accepted Sattvati as the Vrtt1 of Vira and Adbhuta Abhi-
nava gupta himself recogmises this difference of opinions
While commenting on sattvatt cdpr  samisraya (quoted above),
he remarks that those who recognise Santa-rasa read Samasrayad,
but those who do not, they replace § by S, 1 ¢, they read
samasray@d It 18 to be remembered n this connection
that $ama, according to some theorists 1s the Sthay: bhava of

the $anta rasa
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In the definition of the Sattvati, as noted above, Sagara
nandin further states that this Vrtt1 15 svalpa-karuna $rngara,'?
1e Sattvat: comprises Karuna and Srngara to a lesser degree
The KM edition of the Natya sastra accepts this reading
and Dr M M Ghosh also supports 1# These two features of
the Sattvat: have been 1illustrated in the Nataka-laksana-ratna-
kosa as quoted below

alpa karuna yatha

vivrddhatmapyagadho’pr duranto’pt mahanapi |
védaveneha jaladlih sokah krodhena pvyate |l

svalpa srngaro yatha

priye tavanna netrabhyam pasyamyadya tavananam

na drso yavadasrini vamanti ripu-yositam [/1¢
It 1s apparent that neither Karuna nor $rngara 1s mamifested
1n the above, 1t 13 Krodha that dominates over the both  Soka
and érngara m cases like the above can be said to attain
nothing more than the status of the Vyabhicirin-s The
definition of Sattvati as accepted in the GOS edition of the
Natya-sastra, specifically prohibits érngz‘u‘a, Karuna and
Nirveda in Sattvati (mrasta $rngara-karuna mrveda) In this
context Abhinava gupta remarks that there may be cases
where 1 Sattvati $rngira, Karuna and Nirveda may occur
but never mn a manifested state like Krodha, Vismaya and
Utsaba 5 The expressions alpa-karuna and svalpa srngdra
together with the above two illustrations also suggest the
same

From the descriptions of the Kaisiki by different theorists,
as observed before, 1t appears that there 1s no difference of
opmions so far as the ascription of Srngara and Hasya to this
Vrtt1 A version of the Natya sastra, as shown above, mcludes
Karuna also as the Rasa of Kaifiki, and this 1s the view of
Kohala and Sagara nandin $inga bhiipala informs us that
this 1s also the opmion of Rudrata, but he himself does not
favour the 1dea of ascribing Karuna to Kaiéiki 1%  Abhmava
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gupta seems to maintain that Karuna having wailing as its
feature, 1s to be ascribed to Bhirati and that the view of
Kohala 1n this respect 1s opposed to that of Bharata, and as
such, 1s to be dicarded 16 The second argument of Abhinava
gupta 18 a bit dogmatic Srngara 1s undoubtedly the Rasa
of Kaifiki, and Hasya a derived Rasa from Srngira as the
Natya sastra maintains,!7 certainly belongs to Kaistki Karuna
with Soka as its sthay bhava cannot be said to be compatible
with Kaifiki But Karuna-vipralambha 1s a subdivision of
the érngara itself and 1s fit to be ascribed to KaiSiki Thus
Karuna cannot be taken as totally incongruous with Kaiéiki

It has been shown before that two wviews are available
regarding the Rasa-s of Arabhati from the readings of the
Nitya-sastra The first view that ascribes Raudra and
Bhayanaka to Arabhati 1s shared by Kohala and Sagara-
nandin The second view adds Bibhatsa with Raudra and
Bhayanaka

Sagara-nandin seems to lack consistency in his observa
tions on the topic of the Rasa-s of Arabhati So far as the
general principle of ascription of Rasa-s to different Vrtti-s
are concerned, he follows Kohala but defines Arabhat1 as,—
vira-raudradbhuttmika, and Sampheta a form of Arabhati as,—
vira-raudradbhutaprgyair  Again, in a third occassion he
points out that the dipta-rasas like Raudra, Bhayanaka and
Bibhatsa belong to Bhirati and Arabhatil® Bharati 1s the
Vrtt1 of all Rasa-s Raudra, Bhayinaka and Bibhatsa also
fit .n well with the charactenistics of Arabhati But Vira and
Adbhuta are said to be the Rasa-s of Sattvati These two
Rasa s cannot be taken as compatible with Arabhati that
consists much of deceit, treachery, etc, which are opposed
to Vira and Adbhuta

Most of the later theorists appear to have avoided the
above controversial points 1n pointing out only the undisputed
main Rasa-s of each Vrtti  Thus Dhanafjjaya assigns érngira
te Kaijsiki, Vira to Sattvati, Raudra to Arabhat; and all Rasa s
to Bharati Viévanitha sumply repeats what 1s said by
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Dhanafijaya 9 Singa-bhiipala informs us that some scholars
explain the Bharatan verse that distributes Rasa-s to the Vrttis
as simply a general rule and that they accept no binding
regulation in this matter —

kecittu tam imam slokam bharatiyam myamakam [

prayikabhiprayataya vyacaksang vicaksanah ||

asam rase tu vrttinam niyamakam ndnuma (nya ® nva)-te®
The Vignudharmottara also maintains that the Bharati 1s vak-

pradhdna, Sattvat 1s vira-rasa-prdya, Arabhati s raudra-pracira
and Kaiéik: 1s §rngdrahasya bahula 2!

IV Vrtt1 and Rit1

The Nataka-laksana-ratna-koSa recogmses only three Riti s ,
Gaudi, Vaidarbhi and Paficili and distributes the Vrttis
to these three It assigns Bharati to all the Riti-s, Sittvati
to Paficili, Kawsiki to Vaidarbhi and Arabhati to Gaudi?
The work avoids the exposition of Ritis Sigara-nandin
remarks 1n this connection that the exposition of Riti s 1s to
bedone in the kdvyamimamsa and that here it 1s avoided for fear
of the work becoming too long2 From the manner of put
ting, 1t appears that Sigara nandin himself intended to discuss
Rat11n a separate work entitled Kavya mimamsa or 1n a section
on the science of poetics But neither any such work or
section nor any reference there to 1s known tous The above
statement may, however, be taken to mean simply that the
present work deals with dramaturgy and it 1s fit to treat Rit1
in a separate work

There 15 no reference to the theory of regional distribution
of Rut1-s in the Ndfaka laksana ratna-kosa It may be noted
here that the concept of Rit:1 1s absent in the Natya-sastra
Probably, the concept developed later and in its origin 1t was
associated with regional literary manners

The concept of Rit1 1s manly concerned with language,
more properly with diction and as such, has got very hittle
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to do with drama or representation (ablnaya) in general
Of the four Vrtt1 s, Bharat: 1s the speech So, Bharat: alone
1s primarily related to the Rit1s This 1s exactly what
Sagara nandin means when he assigns all the Rit1 s to Bha-
rati It has been shown before that Sagara nandin assigns
all the Rasa s also to Bhirat: and asserts that all other Vrtt1s
are united to Bharati This 1s significant Bbharati 1s the
speech and drama without speech 1s a mere dumb show Three
other Vrtt1s are certamnly to depend on the Bharat: for re
presentation Now, Vaidarbhi according to the rhetoricians
1s the Rit1 per excellence So, 1t may reasonably be connected
with Bhirati qualified by Kawsiki In excellence, Paficah
comes next to Vaidarbhi and can be linked up with Bharat
cum Sittvati Similarly, when Bharati 1s qualified by the
forceful Arabhati, 1t can be taken as associated with the
vigorous Rit1 Gaudi This appears to be the opinion of
Sagara nandin He divides Rasa s into three groups?, viz,
delicate or tender (mrdu), inflamed (dipta) and moderate
(madhyama), and shows the co relation of these three with
Vrtt1 s and Riti-s in the following way

1) The Rasa-s of the mrdu group are Sragara, Hasya and
Karuna, and they belong to Bhirati cum Kaiiki
and come under the Vaidarbha-rit1 (rasesu srngara
kérunya hisa mrdavah  bharati kawsiki-vriti-vigayah
vaidarbha ritibhajah)

n) The Raudra, Bibhatsa and Bhayanaka are dipta
Rasa-s (diptak raudra bibhatsa-bhayinakak) They
have been assigned to Bhiarati cum Arabhati
(bharatyarabhati-nigayah) and Gaudi 1s therr Rita
(gauda riti-bhajah)

m) The third group, 1e, madhyama consisting of Vira
and Adbhuta (madhyamau virddbhutau) has been
ascribed to Bharati cum Sattvati (bharati-sattvati-

vigayau) The Rit1 of this group 1s Paficali (paficala-
riti-bhajann),
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V  Nature and Mutual Relation of the Vrtti-s

The Natya-$istra says that the Vrttis are the ndiya
matarah, and that the ten types of plays (da‘a rijpa) have been
evolved out of them through production (prayoga)! Sagara
nandin describes Vrttt as  nepathye (a?) gita vadita rasa
bhavabhinava (ya®) nrttajitinagm hvapr visege vartanam 10
vrttih kathita |'*  According to this description, Vrtti
dramaturgy signifies a distinctive way of using the elements
of natya which are costume and make up, both vocal and
instrumental music, dance and expression of different emotions
and feelings through acting (abhinaya) Dress, make up,
dance, music, etc, mn drama are used in a distinctive way
Simlarly, 1n our day to day life a particular feeling or sent:
ment 1s expressed in certain ways, but i natya it should be
expressed 1n a dramatic way This description of Vrtt: has
been taken up by Subhankara 1n his Sangita dimodara ®

Sagara.nandin further says athava vildsa-vinyasa-kramo
vrttir-ity, 1e, Vrtt1 13 the manner of arrangement of vildsa
This definition of Vrtt1 1s exactly the same as 1s found 1n the
Kavya mimamsi of Rijasekhara3 It 1s obvious that the word
vildsa 1s not used here in its technical sense to denote either
an anga of the second Sandht or a mahaguna of the nayaka or
a cegtalamkdra of the niyké The context shows that the
word 18 to be taken here to mean action in general Bhoja-
rija also means the same when he says that Vrttiis cestd
visega-vinydsa-kramah ¢ Abhinava gupta defines Vrtti-s as
mental, physical and verbal actions arranged n a switable
manner (kdya van-manasim cestd eva sahavaicitryena vrttayah) 5
In a drama actions are to be arranged dramatically so that
=sthetic pleasure can be evoked in the mind of the audience
The Natya darpana defines Vrtti as  purugdrtha sidhako
vicitra=vydparo vrttth® Purusirtha signifies the ultimate goal
of the plot of the play concerned According to Indian
tradition drama ends with the realisation of the fruit (phala-
yoga) and religlous merit (dharma), material gawn (artha)
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and success 1n love affairs (kdmg) are regarded as fruits
this context The said work further elucidates the pomnt and
says that all the dramatic actions (ndtya vydpara) are always
related with acting which 15 expressive of Rasa s and Bhava-s 6
This 1s what Abhinava gupta means to say as stated above

The Dasa rijpaka, as mterpreted by Dhanika, defines Vrtt1
as the actions of the hero 7 This definition 15 undoubtedly a
narrow one, of course the actions of / for the heroina play
preponderate  Viévanatha includes the actions of all charac
ters when he defines Vrtt1 as the vydpara visega of the herome
and others (nayikadi) 8

Drama 1s the mmitation of human actions The playwright
delineates these actions 1n a particular form and manner 1o hus
work The actors and actresses also represent these actions
m a particular way and this 1s called acting (abhinaya)
Indian theorists divide this abhinaya nto four forms, viz,
speech (vicika), gestures and postures etc (dngika), certan
emotional expression (saftvika) and dress, makeup and
accessories (dharys) Drama or abhnaya conmsists of actions
both verbal (vig-vydpira) and physical (kdya vydpara) with
both of which the mental action (manasa-vydpara) 1s related
to as the giding factor Now, the all-pervading Bharati s
speech, 1e, verbal action which 1s called vacikabhnaya In
the context of Vrtt1 physical actions may convemently be
grouped 1nto the following categories according to the situa-
tions represented

There are subtle physical actions which represent certain

emotions and are known in Indian dramaturgy as sattvi-

kabhinaya This form of abhimaya comes under Sattvati

Vrtt:

Some physical actions 1n abhinaya are vigorous and force-

ful and 1t 1s the Arabhati-Vrtt1 that stands for this aspect

of abhinaya

The muld Kaifiki vrtt: includes all sorts of graceful and

gay physical actions
The last two groups of physical actions in Sansknt drama
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turgy are known as angikablinaya, and this abhinaya consists
of clearly perceptible gestures and postures Broadly speaking,
sdttwkabhinaya also consists of physical actions, and a question
may be raised here why in Indian dramaturgy 1t 1s differen-
tiated from the angikabhimaya and 1s brought under a separate
head A counter argument may also be poised here  Why
then vacikabhinaya 1s a separate form? It 1s also physical
action 1n a sense Sitwikabhinaya as the term imphes sigmfy
mental action It 1s true that there 1s no such action in
drama or gblnaya that may be called mental from the view
point of the experience of the audience They bear dialogues
and see gestures and postures, dress, make up etc  But any
one who has got some experience 1n abhinaya, knows well that
no action, physical or verbal, 1s possible without conscious
mental ones, 1e, excluding those which in psychology are
known as voluntary and reflex actions Every action 1n
abhinaya must be clearly determmed In a word, mental
actions guide the physical ones intheatre In ablinaya we
sce and also hear, 1¢ we experience physical and verbal
actions (kdya vyipara, vag vydpard) But in abhinaya there
are very subtle physical actions too which are neither gross
enough to be clearly viewed, nor so easy to be represented
But this 1s real gblinaya This aspect of abhinaya represents
subtle emotions, and this is why in Indian dramaturgy it 18
classed under a separate name sattvikabhinaya This 18 more
connected with mental action (mdnaso-vydpirah) than gross
physical actions Abhinava-gupta has given a hmt tothe
pomt 1n explaining sattva of the Sattvati as mental affair and
this has already been noted above in connection with the
exposition of Sattvati-Vrtt: Now, the fourth form of abhinaya,
1¢e, the ghirya consists of costume, make-up and accessories
It 1s a matter of common sense that this aspect of abhinaya 1s
related to all the four Vrtti-s and also to other forms of
abhinaya Thus the entire field of abhinaya 1s covered by the
four Vrtti-s and that 1s why the Natya-fastra calls them the
mothers of nifya
15
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In natpa the four Vrttis are interdependent They are
mutually associated, independent existence of a particular
Vrtti m ndtya 1s not feasible Thus, without verbal action,
1e, Bhirati no drama or 1ts representation can be conceived
of, of course if 1t 1s nota dumb show Similarly, without
physical and emotional actions verbal action is nothing but
recitation In drama, the verbal action pervades all other
acttons When any one of these interdependent actions get
prominence we call 1t the scope of a particular Vrtt1  The
pomt has been hinted at by Sagara-nandin when he remark:
that 1 four Vrtti-s Bharati, Sattvati, Kaifiki and Arabhat:
the speech, emotion, grace and physical action respectively
predominate  (yathd-kramam  ca vak-sattva-lila-vyayama-
pradhanih) ® But when 1n elucidation of this remark he says
ahdryam kai$hyam,® 1e, ahirya predommnatesin Kaiéiki, i
sounds inconsistent Dress, make-up and accessories art
meant by aharya which we know are related to all the Vrtti-s
Special importance of dhdrya in a particular Vrtt1 cannot b
conceded to Abhinava-gupta has made the whole pomn
clear He says anyonyam samvalita vrttayah kevalam kvacu
Timeid admikam v pradhanyena vyapadesah parvartate ' The
Niétya-darvana also recognises that the Vrtti-s are mutually
assoctated 1 drama and that the prominence of one abov:
others 1n a particular portion of a play 1s the reason behin
the ascription of that portion to that particular Vrth 12

Bharati, as we have seen, 1s the vag-yyapira and 1s relate
to all the Rasas and Rit1-s It pervades the entire play an
1t 1s only with the assistance of this vag-vydpdra that all othe
vpdpira s, 1e, Vrtti-s get scope of representation But t
some later authorities beginning from Dhamika, this charac
teristic of Bharati has been lost sight of They restrict th
scope of Bhirati to the prologue (Prastivani) only Dhamk
admits that Bhirati 1s speech (Sabda vrttr), but curious
enough he maintams that 1t 1s concerned to prologue and
to be discussed 1n that context (dmukhasangatvat tatran
vacys) 1 Smga-bhiipila more emphatically’ agserts ths
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Bharati 1s  prastdvanopayogivit singam tatrawa laksyate*
According to the Daja riipaka, the Sthipaka sitradhara after
Piirva ranga enters the stage to perform Prastivani and
recites a verse containing hints to the plot of the play concern-
ed He may also describe a season and adopts the Bharati®
Prastivani thus, 1s not included in the Pirva ranga and 1t
begins with the Bhirati From this Dhanika arrives at the
conclusion that Bharat: 1s restricted to Prastivana

The root of the above misconception 1s not easy to be
found out The Néfya-§istra nowhere specifically says whether
the Prastivani 1s included in Pdrva-ranga or mot But
Prarocani, an anga of the Bharatiis recognised as the same
of the Piirva-ranga 6 Other three anga-s of the Bharat: are
Amukha, Vith1 and Prahasana Amukha 1s another name of
Prastavani 17 Vithi and Prahasana are two separate types
of play (riipaka) of minor type (apiirninga) The anga-s of
Vithi can be employed in Prahasana also, so says the Natya
§astra18 Iy 1s Matrgupta who, as reported by Raghava-
bhatta, recommends svair-angair-caps vithyangah prakuryad
amukham budhah, ie, some of the anga s of the Vithi can be
employed in the Amukha too Sigara-nandin quotes the
entire verse without, however, mentiomng the name of the
source Dhanafijaya also maintains the same opmnion ¥ Of
the five anga s of Prastavana, two (Udghatyaka and Avalogita)
are anga-s of the Vithialso Sigara-nandin further recom
mends, certainly on the authority of the above wview of
Mitrgupta, the employment of Naliki (another anga of Vithi)
in Amukha20 Thus 1t appears that all the anga-s of Bha
rati are connected with Pirva-ranga and Amukha, mainly
with the latter Dr Raghavan rightly suggests that this
tempted some later theorists to restrict Bharati to Prastdvana
only 2 He offers another explanation In the primary stage
of the development of drama, there were dumb-shows having
three Vrtti-s of physical action only Bharati was used n
those shows n the form of prayers and introductory speeches
by Stawadharas, This, Dr Raghavan maintams, explamns
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The standpoint of the Natya-sastra regarding the scope of
Bharat: has been clearly explained by Abhinava gupta He
means to say that as speech the Bharati pervades the entire
drama (trailokya-vyapiny@ Fi bhiratyak), Prarocani and
Amukba are parts of 1t (kascid amsah prarocana riapak, evam
dmukha svabhdva 1tyadi) 22 Moreover, as has been noted be
fore, according to Abhinava-gupta chief characteristics only
have been mentioned in Bharata’s definttions of Vrtti-s There
Bharati 13 defined as st i-varjitd samskrta-patha yukta Thas1s
simply to give scope to the chief characteristics of Kaisiki, as
Abhinava-gupta puts 1t  strt varutet: hawsiki-pradhanydavakasam
gamayati In Kaisiki female characters predomimate The
gracefulness of thewr Prakrit speeches (prakria-pathya-lahityat)
also indicate Kaisiki (kaistkim avasyam dksipet) ®® The Natya-
darpana makes the point more clear It says that Bharati
begins from Prarocani and Amukha where generally Sanskrit
18 found to predominate, but it pervades the entire drama
even 1n cases of Praknit speeches 2¢ Sagara-nandin also admuts
of this all-pervading character of Bharat: as has already been
discussed
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DR I7

NLRK 11 811 The N§ (GOS XV 126, XVI 5)
uses Kdvyq and Natya as synonyms

NLRK 1l 266, 11 2283-2284,

NLRK 11 267 268 The verse, as 1t 1s, does not occur
1 any of the present versions of the N$ The first half
1s undoubtedly the same as that of V No 142 of 19th
chap of the N§ (GOS) and the second half seems to be
similar to that of V No 144 of the same chapter Ruci
patiin his com on the An rd (p 9) attributes the verse
to Bharata and reads fadiyanukrtih in place of tasyastva-
bhinayah

DR I 7 avastha nukrtir-natyam

NLRK 1 269 and 11 2282-2285

NS GOS I 15

NS§ GOS I 17, NLRK Il 1718

N$ GOS I 116, XIX 143

NLRK 1I 2526 The verse 15 also found 1n the Bha-
pra (p 222,11 16 17) where the reading of the first half
s ap: sidhyeta widusim etc Sapkara i his Ra ca
(Abhifaku p 116) attributes the verse to Prajipati
Another verse on the eulogy of Nitaka and attributed
to Pitamaha by Sagara (NLRK 1l 15-16) 1s also found 1n
the said work and also in the Tippan: of Narahar1 in the
same context as belonging to Prajipat1 (Abhi-faku, p
116 and p 296) This verse also, 1s found 1n the Bhi-
pra p 238 1l 2-3 Dr Raghavan informs that Bahu-
ripa Misra in his gloss on the DR reproduces the entire
portion of the NLRK 1l 14-26 NLRK Eng Tra, p 60.
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14
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The NS itself and Abhi-bha refer to Brahma m several
places

NLRK 1 2173

NS GOS XIX 1, wwritam tu naiyasya sariram pankir-
ttitam

DR I 15-16, Bhia-pra p 203,11 1315, RS III, 5-6
NCp 3

NS GOS vol II P 411 upadhdya ittham ahuhjtha trivi-
dhaya prasiddhyd prasiddhatvam bhavati, amuka evamkar
amutra desa i1 cf ,ND p 24

NLRK 1l 32-33 prakhyata vastuvigagam prakhydtodatta-
nayakam/rajar si-vamsa caritam  tathé  dwyasrayotthitam||
The NS (GOS XVIII 10) reads divydsrayopetam 1ns-
tead of dwvyasrayotthitam of the NLRK , divydsrayopetam
according to Abhinavagupta means, ‘“having divine
helpers” Cf, Abh1 bha N§ GOS Vol II P 412 Full
gloss on the expression divydstayotthitam in the NLRK
18 muissing The NLRK only says, divyanam mahe$vara
Jjmiitavihanddindm carvtam (11 45 46) and then that there
1s a gap 1n the ms as suspected by Edgerton, imforms Dr
Raghavan NLRK Eng Tra p 71

NLRK 1 44-45,1 2189

18 NLRK 11 39 44

19

NLRK 11 47-50 $ankara mn his Ra ca on the Abh
$aku (p 162) seems to have quoted from the NLRK
when he remarks updttam pratisamskriam ceti vritadva-
yam Here Sankara quotes pafica pafica catuh-sastis-
catuk  paficatka vimsati/sadvimsa-navatiryatia  taddhur
natakam budhah||sadvimsa 1s obviously a currupt reading
it should be gaf-trimsat, as 1n the exposition of the verse
Sankara himself states The verse occurs in the NLRK
(1 1858 1859) Here the reading 1s agiaka-vimsati
Bha-pra (p 222,11 8-9) gives the verse with the reading
found 1n the Ra-ca The verse concerned is not Sgn’s
own, as he introduces 1t (1 1857) saymng ata evocyate
At the conclusion of his exposition on the verse Sankara
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says, etacca vistarena ratnakose kathitam This ratnakosa
1s undoubtedly the NLRK  Other instances of
Sankara’s borrowing from the NLRK will be shown n
due course

The Social play in Sanskrit by Dr Raghavan, p 2

Bha pra p 234, 1l 21 22 pirva-vrita Srayam api kificid

utpadya-vastu ca vidheyam natakam-1t1  matrguptena
bhasitam [|

NLRK Eng Tra p 60

Abhifaku p 9 It 1s apparent that Mg’s description
of Nataka does not vary materially from that of the
NS Furst three lines of the above description appear to
have been taken directly from the N§ (GOS, XVIII

10,11) Ninth line carries the same sense as 1s contained
mm v no 12 mn the said chap of the N§ The N§

does not specifically state anything regarding the man
Rasa of a Nataka while Mitrgupta enjoins that either
$rngira or Vira should be the mamn Rasa (14 m above
quotation) Later authorities perhaps, are influenced
by this dictum of Matrgupta (Cf, Bha pra p 233 13,
RS IIT 131, SD VI 10) Fifth and sixth lines of above
quotation are found in the RS III 132

RS III 161

DR III 2425 and Avaloka, ND I 18, Bhid pra p

233 122 p 23411,SD VI 50 and below

ND p 25

NLRK 134 NS GOS XVIII 11 nand vibhinbhir

Jutamrddh vilasadirgunassca [

NLRK Eng Tra p 60

Bhi pra p 200, 118

NLRK 11 5153

NS$ GOS I 19 ihdsa maya ststak etc Al?hx bh3 onit
says, wihiaso dasa-ripaham

N$ GOS I 57 yathd daityah suran jitch

N$ GOS vol I P 27 prabhu-paritogaya prabhu caritam
kadacinnatye varnaniyam it yatha daityah surair-nutd ityetas-
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34

35

36

37

38

39

40

mal labhyata 1t1 kecidahuh|tadasat| na ca vartamana-carita-
nukdro yuktah|vineyanam tatra riga-dvesa madhyasthatiding
tanmayt bhavabhave priterabhdvena vyutpatter -apyabhavat |
NS GOS Vol II P 413 tena vartamana rdja-caritam
ca avarnantyam eva, tatra viparita-prasiddii badhaya adhya-
ropasya akificitkaratvdt [etadarthameva ptakhyata gra-
hanam prakarsa dyotakam punah punarupattam |

NS GOS Vol II P 412 naca s vathd deva-caiitam
tathi avarnaniyam/  prakari paiska nayakid: ripena
angt karanam

yadi tu mukhyatvenaiva deva-caiitam vartyate tat-tavadi-
pralambha-karunadbhuta bhayanaka rasocitam cen mbadhya
te  tan manusa caritam=eva sampadyate| nayika  tu
dwyapyavirodhint |

ND (p 25) takes king to mean one belonging to the
Ksatriya class and not an actually coronated king, as
princes are very often found to be depicted as heroes
in Nitakas

HSL Cal Un1 P 739

Cf PHAI Dr H Roy Choudhury, 5th ed, p 391,
“Pushyamitra died in or About 151 BC and was
succeeded by his son Agnimitra *

NS GOS XVIII 4546, and also Abhibha (p 430)
anargam ity purandd vyatirikta brhatkathd dyupambaddham
miladeva caritads | aharyam 1ty pirvakavikavydd va aharani-
yam samudradatta cestuitad |

NS GOS Vol II p 410 Itis to be noted here that
Ag, as 1t appears from the above, 1s reluctant to admit
the Brhat kathd as an drga source This lost work,
perhaps, was not the source of the plot of the Mudra-
raksasa, as we have 1t (See HSL Cal Um p 265,
the remark of Dr De) Dhanika, however, says (DR below
I 68 p 34), brhatkatha-milam mudra-raksasam, and quotes
two verses which are obwviously interpolated from
Ksemendras Brhatkatha mafyar? (II 216, 217) (HSL
p 265 fn 2) The story of the defeat of the Nandas
through the stratagem of Canakya and the installation
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of Candragupta, however, find mentions in the Vigny
purana (IV 24), Parisistaparvan (VIII 253 54) and some
other minor works c¢f PHAI Pp 265 270

Traditional accounts of the fall of the Nandas and the
rise of the Mauryas are preserved 1n the drga source like
the Purinas and also in the Buddhist and Jaina works
(See Dr H C Raychoudhury, PHAI P 269) But
strictly speaking, neither the fall of the Nandas nor the
rise of the Mauryasis the subject matter of the drama
The entire plot may 1n a sense, be said to be invented
by Visakhadatta Moreover, according to Ag Brhatkatha
18 an andrga source, as pomnted out before How then
Ag himselfcalls 1t a Nataka cannot be explained
Keith, The Skt Dr P 254

NS GOS Vol II P 436 ghantakadayastvahuk nayako
nrpatirityet@van-matram natakadavupanvitah na tu prakhya-
tatvamapi |

NLRK 11 51 52

N§ GOS I 114115

Sagarika, Ist yr, 2nd 1ssue, P 170

NS GOS XVIII 12, NLRK 11 37-38

N$ GOS XIX 1,NLRK 1216 wyritam h natyasya
sariram parikirtitam .
N§ GOS VI below verse 31 na ki rasadrte kascidarthahe
pravarttate

NSRK 11 1732-1733 ato’nyathavrttisu panditesu

na dandamakarsaty sastrakarah |

NLRK 11 27 30 N§ GOS XIX 145 also mss readings
gwven there The Tippani of Narahari on the Abhi-§aku
(P 295) reads natya Sankara in hus commentary on the
same (P 162) reads the verse as 1t 1s found 1n the NLRK
The Visnudharmottara-Purana (Khanda III, Adhyaya
17, V. No 7) alsosays, caritam tridatanam va natakam
tatra kirttitam|

N§ GOS XVIII 10
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Cf Supra fn 15

N§ GOS Vol II Pp 411412

prakhyate bharatddau yad-vastu tadvigayo’sya, tatrapi
kificid aprasiddham bhavati, tan-mrékarandya prakhydto-
dittet srisankukah| upadhyaya wthamahuh  evam tavad-
dve prasiddhe ukte, prakhyatodittetyanena trtiya prasiddhir-
ukta|udatta 1t1 vwra rasa yagya uktah|| tena dmralahta-dhira-
prasanta dhwroddhata dhtrodattah catvaro’ pr grhyante |
LPSD Vol I Pp 4-5

N§ GOS XXIV 18-19

NLRK 1l 260-262

NLRK 1l 262-264 The printed text reads pddacaresu
boddhavyih tatra ta i1 Dr Raghavan rightly suggests
that padaciresu 1s a curruption for upacaresu NLRK
Eng Tra P 72

N$§ GOS Vol II, P 414

N$ GOS Vol II P 414 yat-tu pathitam tatra dhira
lahtatvam rajfia eva varnamyam nényasya, sendpatya-
mdtyayor-dhirodattatvam-eva, devinim dhiroddhatatvam-
eva, dvyatindm dhra-prasantatvam eveti, evam paiam
drastavyamata eva prakhyato dattetyatra catvaro’ pi nayakah
svikrtd 1 vyakhyeyam |

ND I 7, cf also the commentary onp 26 eva varnaniya
i1 sva yogavyavasthapakatvenayvavadhdryate nanyayoga-
vyavacchedena/

DR III 22, SD VI 9,RS III 130

LPSD P 4

DR Avaloka P 37

DR Avaloka P 38, ato jmiitavahanader dhurodatttavam iti]
ND P 26 ye tu nitakasya netiram dhiroditiom eva
pratydnate, na te mumsamayidhyavagahinah, natakesu
dhira-lahtadinam-apr  ndyakanim darsanat kav samaya-
bahydsca This criticism 1s solely based on the tradi-
tional mterpretation of the term Dhiroditta and the
writers seem to have turned a deaf ear to the new inter-
pretation of the term given by Dhanika

Cf.SD VI 9, NC. P. 2
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Chapter II

A B Keith The Skt Dr P 297

NLRK 11 54 58 N$ GOS XIX, 7,8

NLRK 1 102

NLRK 11 103 108

NLRK 1 109, for Rdaghavabhyudaya see infra fn 8
under Bindu, chap III

NLRK 1 59 This s after the N§ GOS XIX 9
autsukyamatra bandhastu  yadbyasya mnibadhyate/mahatah
phala yogasya sa phaldrambha isyate [[ It 1sinteresting
to note that RB (Abhi saku P 15) attributes this verse
to Adibharata Bhi-pra (P 206 11 5-6) gives the same
definition

NLRK 1I 59-65 The illustration 1s evidently from a
lost Rama-play and there are two more citations from
this anka 1n the NLRK below 11 3094 and 3132

Bha-pra p 206 11 17-18 fakuntaliyah ksatrena parigrahya-
ksmatvatah  drambho’ samsayam  ksatretyddi  dusyanta
bhasite|/

RS P 214 III 23, NC P 10

DRI 20, SD VI 71

S D P 354, below VI 71

N§ GOS Vol III P 6 piadhanabhiitasya phalasya tat
tannayakocitasya yadbyam updyasampat tasya yadautsu
kyamatram tadvisaya smaranotkanthanuriipam  tasya bandho
hrdaye wrudhih prarambhah, sa ca niyakasyamatyasya
nayikayah pi atindyakasya dawasya va |

ND P 44 phalam mukhyam sidhyam  tadartham
autsukyam  updyavigayam  anenopdyenaitat sidhyatity
smaronotkanthadikarma  tadanuguno  vyaparascobhayam
arambhah |

NLRK 1 66 N§ GOS XIX 10 RB attributes (Abhi
saku P 69) this verse to Ad: bharata

NLRK 11 6768 There are six more citations from
this Act in the NLRK below 11 205, 942, 1752, 1817,
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3076, 3112 Dr Raghavan imnforms us (NLRK Eng
Tra P 6l) that Kulapatyanka 1s the Act of the lost
Rama play Udstta-iaghava of Amoghavarsa Miyurija,
of which a manuserip* has been luckily discovered by
him (SOLRP Intro P XIII) It 1s curious that the
name of the drama itself has not been mentioned by
Sgn The Bhi pra cites this Anka twice (P 202
11, p 279 1 10) which occur also in the NLRK
in the same contexts, (I 205-207 1I 3110 respec-
tively) Sdt also does not mention the name of
the drama Visvanitha also cites from the Kulapatyanka
1n two cases and both these citations occur 1n the NLRK
m simular contexts (SD p 353 and NLRK 1l 205 207
SD p 420, NLRK 1 1752) In other two cases where
the name of the drama Uditta raghava has been men-
tioned the SD seems to have followed Dhamka (SD p
331, DR p 63 SD p 398, DR p 60) Dhanika cites
the drama in five cases (pp 60, 63,70,81,83) The
ND cites the drama twice (pp 102, 173)

N$ GOS Vol III p 7 updya-vigaya-smaranecchisan-
tana-svabhavah |

ND p 45 autsukyamatramarambhak, paramautsukyam
prayatna wyarthah |

Avaloka, DR p 5 phalasyapriptiavupdya-yojanidiripa-
scestd visegsah prayatnah | yathd ratnavalyam-alekhyabhi-
lekhanadir vatsa-r@a-samagamopayah |

SD p 3854 VI 72

RS p 214, III 24, NC p 10

Bhi pra p 206, 11 7-8 and 19-20

NLRK 1l 6970 NS GOS XIX 1l isatpraptir-yadi
kacit phalasya parikalpyate | bhavamdtrena tam prahurvi=
dhyfiah prapt; sambhavam ||

Bha-pra p 206,11 9-10

NLRK 1l 7075 Dr Raghavan informs us that this s
the Act IV of the Udatta-raghava(NLRK Eng Tra p 61)
This Act has been referred to m the NLRK bhelow
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1 388 and1 964, part of a verse from this Act has been
cited below 1 1607
RS p 206, III 24 praptyasa tu mahdrthasya sidh-
sadbhiva-bhdvand |
NC Pp 1011
NS GOS Vol III p 7 Bhavah updyah, tasya saha-
karyantarayogah  pratibandhaka-varanam  ca  mitra-
padendvadhiritam sambhavana yogyatvamasambhdvani-
visigtatvam ndma trtiya karturavastha |
Cf Supra, below Five Avasthas
ND p 45
DR I 21 Avaloka p 6, SD VI 72
NS GOS XIX 12 niyatém tu phala-praptim yada bhavena
pasyaty | myatdm tam phala praptim sagunim paricak sate ||
RB in ls Arthadyotamka (Abhi-faku Pp 168 169)
attributes the verse to Adibharata The Bha pra (p
206 11 1112) also seems to have adopted this description
of Niyatapt1 but the reading there 1s currupt
N§ GOS Vol III p 7 samagrim yadd mukhyopayena
niyantritam phalivyabhicarinim pasyati ND p 46
NLRK 176 This 1s evidently from the N§ excepting
the portion “yadabhivena’ etc , as quoted above
NLRK 11 78.81
NLRK 183 The N§ counts one Aémakutta among hun
dred sons of Bharata (N§ GOS I 33) Like some other
Bharataputras Aémakutta was perhaps an ancient degrya
on dramaturgy The NLRK refers to his views in
connection with important topics like Niyatipti as men.
tioned above and also Giilika and Totaka below 11 437 §
2766, 2775
NRLK 1 106
NLRK 11, 8488 On at least twenty four occasions
Sgn refers to the play Jinaki-righava The drama appears
to have depicted the Rima story begmning from his
forest life up to the recovery of Sita From the number
of citations from this drama in the NLRK Dr Raghavan
(SOLRP p 60) suggests that Sagara might have had
“Some special relation to or interest in this play”, Only
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from the number of ctations this sort of supposition
seems to be unjustified as there are as many as fifty-three
atations in the NLRK. 1tselffrom the V-sam But there
are other good reasons in favour of Dr Raghavan’s
suggestion The drama i question, has been cited only
once m the SD below VI 98, p 375 But this also seems
to be due to the mfluence of the NLRK on the SD
The last half of the whole verse, cited with the name of
the source by Visvanitha, occurs in the NLRK (11 747-
748) mn the same context asin SD as an illustration of
Anumina, an anga of the Garbha sandli Now, the
Janak: raghava, referred to so many times by'Sgn finds
no mention mn the Abk-bha DR ND Bha-pra and
RS Dr Raghavan’s above suggestion can very well
explan thus fact,

DR I 21 Avalokap 6

RS III 25,p 215,8D VI 73 NC p 11

NLRK | 8 NS GOS XIX 13, ablipretam samagram
ca fpratripam krnydpkulam [ twvrtte  bhavedyasmin
phalayogah prakirttitah [/ Xt 13 interesting to note that
RB attributes (Abhidaku, p 230) this verse to Matr-
gupta The Bhiapra (p 206 1l 13-14) reads the thuird
foot of the verse differently

NLRK 1 90100

NS§ GOS Vol III p 8 ,IND p 46

DRI22,SD VI73,NCpll

Bhi-pra p 159 1 1112 abhgstarthaparipiko netrd-
der athavi kaveh | drzmdidiphalavad-yatra svadyate tat
phalam bhavet ||

N§ GOS XIX, 5 Abhibhi N$ GOS Vol III p 4
kaviryat phalam utkar serse vivaksat tat pradhanaphalam|
JOI Vol.V No 4 p 374.
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Chapter III

NLRK 11 218 219, NS GOS XIX 2

NLRK 11 222-224 , 228-229 , N§ GOS XIX 3,5
NLRK 11 225-226

NLRK 1 227 anyastviha | kathdyim eva kathdntaram
upakarakrd anusangikam it |

NS GOS Vol III p 12 arthah phalam tasya prake-
tayah updyih phalahetava 1tyarthah | tadetaih pafichas
bhirupayah pirnaphalam mgspadyate | For an exposi-
tion of Abhinavas division of Arthaprakrtis into two
groups viz , Inanimate and Amimate, the first comprising
the Bya and Kirya while the second comprising other
three, see H K Triveds’s learned paper on the topic in
ABORI, Vol XLIV Pts I-IV,pp 143-146

DR p 5, SD p 351, ND 37

N§ GOS Vol, III p 12, RS p 209

Bha pra p 204 122, p 20511

Kumiarsvimin 1 his com on the PRYB (p 104) says
arthaprakrtayah prayojanasiddh hetava v kecit | katha-
Sarirasya karananiti bhoja-rajadayah | §rpra Vol II
Chap XII p 48  katha Sariropadana-karanabhiitah
paficarthaprakrtayo  bhavanti | arthaprakrtayah paiica
kathadehasya hetavah | This defimmon of Bhojadeva
also supports our suggestion regarding the reading of
the above line of the Bha-pra

NLRK 1 131.13 Sankara 1s his Rasq-candrikd (p
162) seems to have followed the NLRK when he says
arthasya prakrtayah svabhavah

NLRK 1l 132 133 naitan parityayya natakarthah sambhavanty|
NC p 9

NS GOS XIX 20 wmwrtte yathivasthah paficirambha-
dikah smrtah | arthaprakttayah pafica tathd byadika ap: [/
N§ GOS III p 12

N§ GOS Vol III p 12 fn 1 idamardham ta-pa-da-
da-na-ba-ya mattkasu na vartate /
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See Infra (D) Relation among the three pentads

Bya (Germ)

NLRK 1 136 alsol 538 byam natakasya phalabhiitasya

hetuh

NLRK 1l 137 138 kificinmatram samuddigtam bahudhd yad-

visarpati[yavat phalavasanam ca tad-bijam 1 kirtitam f

N$ GOS XIX 22 RB attributes (Abhi saku p 15) this

defimtion of Bya to Adibharata Bhoja also (Sr pra

Chap XII p 482) defines the Bya as,—alpg-mdtram

upakgiptam bahudha yad wvisarpati | phaldvasinam yacca

sydt tad bijam 11 sanijitam ||

DR I 17,ND p 37 I 29, Bhiprap 241145,

SD VI 6566, RS III 8.9, NC p 9

NLRK 11 139 140 kimcit stokam $lega-chdyopak sepapra

bhrtvirangaih samuddistam kathitam |

NLRK 11 144-145

NLRK 1l 348-550

V-sam Ed Jivananda, Calcutta 1934, p 8

NLRK 11 145-147

Dr Sukumar Sen (Bingali Sahityera Ihdsa, Ed III, Pt I

p 33) and Dr Niharranjan Roy (Bangalira Itihasa, p 745)

maintan that Sigaranandin’s homeland was Bengal

Cf Dr Raghavan, NLRK Eng Tra p 61

NLRK 11 148-152

NLRK 11 154-158 arthopasthipana s not the giving nise

to an 1dea as taken by M Dillon in his translation of the

NLRK artha 1s plot and arthopasthipana 1s the act of

introducing the plot

NS GOS Vol III p 13

NLRK 11 141 143 anyastviha/istartha sadhanam bijam

uptam utpatram uddhatam{anvistam phahtam paficasandhistham

darsayet kramst| The printed text reads wtpitam and

pafica sandhigtim which may be amended as utpatram and
16
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paiicasandhistham respectively, as suggested by Dr Ragha-
van

Bhipra p 204 11 910, RS p 210 III 910 Dhanika
(DR p 5) alsosays byavad byam Bhoja expands this
metaphor (Sr Pra Chap XII p 482) yatha byam
uptamankura miila - prakanda patra-skandha sékha-praroha-
pallava puspidind prakarena bahudhi visarpadante phaldya
kalpate tathd yo mahdvikyartho ndyakopandyaka
sahayady vydparabhedid bahudhd@ wisarpannante phalaya
Jjayate sa bijam wtyucyate /

RB Abhi-éakau p 15 kvacit kdranamatram tu kvacicca
phaladarsanam |  kvacidirambhamitram tu phalam uktvi
kriya kvacit || vydparasca wiesoktah kvacidva phalasadha
kah | bahudhi riipakesvevam bijarupena driyate [[ phale
yasya hi samhdrah phalabijam tutad bhavet | vastu-byam
kathd jheya artha byjam tu ndpakah [| Dr Raghavan
points out (NLRK Eng Tra p 7) that Ranganitha in
his commentary on the Vik-u has quoted Mg ’s observa-
tion on Bya But the same 1s found 1n the RB’s commen
tary, as given above, and not in the commentary of
Ranganitha on the Vik u

Bhima 1s the hero of the V-Sam, though arguments in
favour of Yudhisthira may also be adduced Sarada-
tanaya supports the case of Bhima Cf Bhi-pra p 207
1 2 blumasya venisamhdre phalayogo'tra darsitah |

Cf Abhi-bhi NS GOS Vol III p 13 tatra cakra-
varttiputralabho munyanasirvacana dvirena phalasvabhava
syarvabhyfiana-sakuntale |

It 18 not, however, intended to suggest that Mg actually
formulated his theory after a close study of the dramas
referred to above Only the cogency of his thesis has
been discussed with reference to the dramas known to
us Mg might have gone through dramas of similar
type

Abhi-bha N§ GOS Vol III p 13, ND pp 37-38
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Bindu (Sign of continuity)

NLRK 1 162-163 prayojananim vicchede yad aviccheda-
kdranam | yavat samdptim karyasya sa bindur-it kathyate |/
N§ GOS XIX 23, reads the second half as yavaz
samaptir bandhasya . The verse 1s quoted in the
commentary on the An-rd (p 11) by Rucipati, there
the reading differs from that of the both above RB
arrtibutes (Abhisaku p 69) this verse to Ad: bharata
NLRK 11 164-165

NLRK 1l 166-172

Bhi-pra p 204 11 13-14, RS p 210 III 11, gives
almost a simlar defimtion of Bindu The DR al<o means
the same n (I 17), avantarartha-vicchede bindur-accheda-
kiranam | The SD (VI 66) follows the DR

Bhi pra p 204 1. 17

NLRK 11 173-174

NLRK Eng Tra Dr Raghavan’s introduction p 7
Dr S N Shastr1 seems to have confused this view with
that of Kohola 1 the statement ¢“Kohola makes the
1dea very clear when he says that Bindu 1s that occasio
nal reference to the main motif of action etc” Cf
LPSD p 86

NLRK II 174182 Raghavabhyudaya 1s a lost Rima-
play from which there are as many as fourteen citations
i the NLRK The SD contains one citation and that
also seems to be taken from the NLRK Cf NLRK 1 1796
and SD (below VI 210), the illustration of the alankdra
Nivedana For details of the drama see SOLRP p 74 ff
Rucipat1 (An ra p 11) also points out that laksdgrhinala
of the V-sam1s Mianalaksano Bmndu M Dillon (NLRK
p 69 fn 2) mforms us that a verse, stated by Sagara
(1 1660-1663) as taken from the Raghavabhyudaya, 1s
found to be attributed to Visakhadatta in the Sadukt:-
karnamrta (1 46 5) This may simply be taken to be
a case of error and from this the drama cannot be
assigned to Visakhadatta
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Bhi-pra p 204 11 15-16

NLRK 11 183-185

N§ GOS Vol III p 13 prayujyate phalam yawrupayl
nugthdnmh  tesam  itwvrita vasad avalyakartavyatddibhir
vicchede 'pv sati yadanu-sandhinatmakam pradhdna-nayaka-
gatam sandhi-dravyajfianam binduh | The reading pra
dhina-ndyaka gatam seems to be questionable  Abhinava
himself says that the connection may be established by
the efforts of the ministers of the hero, as will be shown
forthwith

Abhi bha NS GOS Vol III p 14, Cf ND p 41

Cf supra,fn 4

Abhmava also seems to have partially supported this
view when regarding the Bindu (NS GOS Vol III P
14) he says  ratha hi tipasa vatsardje vasavadattd prema-
nusandhdnam rdjamukhena pratyankam darstitam |

N§ GOS Vol II p 423  pratyankantam yo binduh anu
sandhanabhidhayr-vikyam | Cf ND p 31, purvottara-
Yyorankayor-asambaddhdrthatvam ma bhiid 1ti piirvankasyante
bindur mbandhaniyah | DR III, 37 bindur-ante tu byavat
This also seems to be the view of Kohala Sdt (Bha pra
P 236 1 18) records that Kohala prescribes the use of
Bindu at the close of an Anka (bindurante ca)

Cf M3 ag Bombay Sanskrit series no 6 1889

NLRK 1 159-161 Bhoja maintains a similar idea, $r
pra (Vol II), p 482

NS GOS Vol III P 14, talabinduvat sarvavyapakatvit |
Dhanika, (DR p 5) bindurjale tailabinduvat prasaritvat |
An-ra p 11, talabinduryatha toye svasaktyd vydpya
tisthati | kdvyangam tathd binduh samdarSya mukhyatd
(Gm ?) vrgjet ||

RS p, 210, TIT 12

Pataka (Episode)

Dhamka DR p 4, Bha-pra (p 201.11 11-12) includes
Patiki-sthinaka also as a subdivision of the Prisangika
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vrtta The matter will be taken up 1n connection with
our discussion on the Patikasthinakas

NLRK 11 186 188

Abhibhi NS GOS Vol III p 15 patakavad upayogi-
tvadiyam pataket: cirantanah |

Avaicka DR p 4, RS pp 210-211

NLRK 189190 yad-vrttam hi pardrtham syat pradhd-
nasyopakarakam | pradhana-vacca kalpeta patdkd sabhi-
dhyate || NS GOS XIX 24

NLRK 11 193-194

NLRK 11 195-198 According to Mg (NLRK 1465)
nuira-sampat 1s Patika, but this mutra-sampat belongs to
whom has not been stated

Bha-pra p 201 1 14,16, RS p 211

Abhi-bha NS GOS Vol III p 15, Avaloka DR p 4
Cf also DR II 8, and Avaloka p 40

SD below VI 67, yatha ramacarite sugrivadeh, venydm
blumadeh, $akuntale vidiigakasya caritam | Bhima may be
called the hero of the drama according to modern taste
Saradatanaya actually calls lum so as has already been
pomnted out

N§$ GOS Vol III p 15, parasya prayojana-sampattaye
bhavadap sva prayojanam sampadayats |

Bha-pra p 201 1 15, ND p 39, RS p. 210, NC p 9
DR I 13 prasangikam pararthasya svartho yasya prasan-
gatah |

SD VI 67 pp 352-353

LPSD pp 74-75

N§ GOS XIX 29

N§ GOS Vol IIl p 18 & garbhad Gvimarsid vetr
pratimukhe garbhe yadi vd | yam artham vyipya mivartate
patdketivritam tdvatyeva patdkd-nayakasya svaphala-siddhir
upa mibandhaniya, siddha phalastvasau pradhina phala eva
vydpriyamana dsino’pr bhiita pirva gatyd patdkd-$abda vicyo
na mukhyatvena | vimipdta pratikara pradhana—(Text
reads pratikarak pradhina vimarsa etc , which seems to
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be currupt) vumarsa-sandhau prastutopayogah patikaydh |
It 1s evident that Abhinava attaches much importance
to the Svirtha libha of the Pataki nayaka

The correctness of the portion pratimukhe garbhe yad:
va of the text 18 questionable Abhinava further says
that @n1in dgarbhdd etc , of the above 1s to be taken 1n the
sense of abhmidhi and criticises the view that takesitin
the sense of maryadi as untenable Cf (p 18) abluvidavan |
ye tu maryadayam tam vyacaksate te na samyagamamsata |
But i that case the phala-libha of the Pataka-nayaka
cannot be restricted in the second and third Sandhis only
The view of the ND as given below, seems to be more
reasonable

SD p 353, yattu mumnoktam-agarbhad-va vimarsad-vapataka
vimvartate | 11 tatra patdketi patika nayaka-phalam, nir-
vahana-paryantam apy putdkdyah pravrtti-darsanat, iti vya
khyatam abhinavagupta-pidaih |

ND p 39, yadi maryiddiyam-an tada Gmukha-pratimukha
garbhan, yadi punarabhividhau tadd vimar$am abhivyipya
wiramati | tavatyeva patdkd niyakasya svaphala-siddhir-niba-
dhyate | mirvahana-sandhdvap: tat phale mbadhyamane tulya-
kalayor upakaryopa kirakatvabhavit na tena pradhanasyo-
pakarah syat |

NLRK 1l 194 195

M Dullon translates the above statement of Sgn as,—
“And 1t 1s completed i the garbha juncture or in the
avamar$a juncture This 1s not to be carried through to
the very end Cf NLRK Eng Tra p 11 But syntacti-
cally the pronoun si in Sigara’s statement undoubtedly
refers to Patakd, and efat through i refers to saca

mvartata  'The sentence thus means,—(The statement)
that Patdki comes to an end in the Garbha or Vimarsa,

should not be taken as dfyantika, universal rule to be
observed
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Prakar: (Incident)

NLRK 11 201-205 N$ GOS XIX 25,Bhi pra p 201
11 19-20
NS GOS Vol III p 15 prakarsena svirthanapcksaya
karot:t1 |
ND p 41 patakavad-anavasyambhavitvam |
SD VI 69, RS p 210 III 14, NG p 9
NLRK 1 199
Bha-pra p 202 1l 4-5 sobhdyai vaidikadinam yathd puspa-
kgatidayah|tathatra varnanadistu prabandhe prakarer-bhavet||
The RS (p 211) quotes the above from the Bha pra
but reads the second half as  tqtha tu varnanadistu
prasangau piakart bhavet |
RB also quotes from the Bha-pra the same passage
with a different reading of the second half of the verse
yielding a new meamng Abhi-saku p 168,—athartu
varnanadistu prasange prakari bhavet On the authority
of this reading RB calls the description of the spring
season 1n the Act VI of the Abhi §aku as Prakari The
contention that the description of a season in a relevant
place 18 Prakari 1s quite a newidea But how a sumple
description can be taken to be an Arthaprakrtiis not
known to us
NLRK 11 205-207 , SD p 353, Bhapra p 202 1 1
ND p 41
N$ GOS Vol III p 15

Kiarya (Denouement, Object, Purpose to be achieved)

NLRK 11 209 210 yadarthe kiavya arambhah (kivyaram-
bhah ?) siddhe yasmin samapanam | éanusangika sampannam
tat karyam it kathyate ||

The SD (VI 69-70, p 353) gives a very similar des-
cription of Kirya, dpekgitam yat sadhyam drambho yanni=

/



248

5

10
11
12

13

NATAKALAKSANA RATNA-KOSA IN THE PERSPECTIVE

bandhanak | samapanam tu yat siddhyar tat kéryam
sammatam | It may be pointed out here that according
to this definition, the Kirya cannot be called a prayojana
siddh hetu, as maintained by Vi§vanitha himself (Cf SD
p 353) In that case the purpose and the means become
the same thing

NLRK 11 211-215 yadsha bharatah
yadadhkarikam karyam piirvameva piaksrtitam |
tadartho yah samdarambha stat kiryam i Lirtitam||
NS GOS XIX 26, the reading here differs from that
of the NLRK , mainly 1n the first half of the verse The
GOS text reads vastu instead of kdryam of the NLRK
But the reading of the NLRK 1s supported by
one ms (ya)

RB quotes the verse in his Arthadyotanika (Abh
§aku p 230) and attributes 1t to Matrgupta RB’s read.
ing tallies with that of the GOS text
NS GOS XIX 2 quoted in the NLRK 11 218-219
NLRK 11 257-261
N§ GOS Vol III pp 1516 cetanath kiryate plalam
iy vyutpatyi (karyam) | tena janapada-kosa-durgidika-
vyapara-vaicitryam samddyupdya-varga ityetat sarvam karye
antarbhavati | tatra param prathama-parigrhitah pradhina-
bhiito’bhyupaya bijatvenoktah |
ND p 42
JOI Vol V No 4 p 373 Cf Abhi-bha N§ GOS Vol
III p 55 bya-kdryopagamanam ddinam-ir bya phalasya-
sanupatd-bhavanam , p 57 atra ratndval-labha riipa-
karyasyopaksepad grathanam |
DR I 16 and Avaloka on 1t
RS p 213, NC p 9
Bha-pra p 203 120, p 2041 3,p 2051 3
JOI Vol V No 4 p 372
JOI Vol V No 4 p 372 Cf the defimition “karyam
rirvahakrt phale” PRYB p 107
NLRK 1 234
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NLRK 11 235-236 NS GOS XIX 27 esdm tu yasya
yendrtho yatasca guna isyate | tat pradha@nam tu kartavyam
gunabhiitanyatah param [/

N§ GOS Vol III p 16 na sarvatra prarambhadivat
sarva arthapra krtayo’p | apt tu yasya ndyakasya yendrtha
praktti-visegena prayojana-sampattir-adhikd tadeva pradhd
nam, anyattu bhavadap: guna-bhiitam asatkalpam, biya-
bindu-karyim tu sarvatranapayim | tatrdpica guna-pradhina-
bhavak |

ND pp 27-28, 42 43

RS III 2021, angam syat niyaketara-cestitam | nityam
pataka prakart cangam byjadayah kvacit [| Cf NC p 10

Chapter IV

NLRK 1 456-457 samdhih parasparam kathirthdnam sam
ghatanam |

NLRK 11 457-458 yathoktam samdhiyante arthah paras
param ebhir-it1 samdhayah |

NS GOS Vol III p. 23 tenarthavayavah sandhiyamindh
parasparam angai$ca sandhaya ity samakhyd mirukti|tadesam
samanya—Ilaksanam |

ND I 37 p 48 mukhyasya svatantrasya maha-vakyditha
sya am$d bhagah parasparam svaripena cingaih sandhiyanta
it1 sandhayah |

DR p 6,1 23 antarakartha sambandhah sandhir ekanvaye
sat1 | Avaloka,—ekena prayojanenimvitinim kathamsdnam
avantaraika prayojana-sambandhah sandmh [

Bhz pra p 207 11 11.15, 8D p 355, VI 75

Abhi §aku Ed Godbole p 15, Mura Ed Telang 1893,
pp 52, 62

DR III 26

§r pra Vol II p 484, athaitad upadheh katha $arra-
bhiginam mukhddayah pafica vyapadesi bhavant: |

RS III 28 p 215 NC (p 11) sumply quotes this defini-
tiorf of the RS

Mu ri Ed Deshpande Act VI, p 179,
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NLRK 1 458, N§ GOS Vol III p 23, XIX 37,
ND p 48,Bha pra p 207117

NLRK 1l 440-446 ,N§ GOS XIX 17

NLRK 1l 447-451 ,N§ GOS XIX 18

Cf Abhi-bha N§ GOS Vol III p 11 tatiopakramo
pasamhdrau tavat sarvatravasyambhavinau |

NLRK 1l 451-453 prasangihasyddhikarihasyarthe vaita
manasya yadi vistarat samdhayo vidhatum paficap: sakyante
tadayam niyamo navasya-kartavyataya abliyupagantavyah |
NLRK 11 454-455 , N§ GOS XIX 19

NLRK 1 456 vrttam yat tadavirodhatah samdhinam
prayoktavyam |

N$ GOS Vol III p 11 myamo ya ukto miyamat piitna
sandhy syad ityady sa tatra na bhavet| - yad vritam
tatradhkirike yad aviruddham tadeva prisangihe yojanir
ham 1| The verse (NS GOS XIX 19) prasangike
pardrthatvat etc has been taken to refer v no 17, pirng-
sandhi ca kartavyam’ etc , by Abhinava

NS GOS Vol III p 10 upadhyayastvahuh — sarvatre-
twvrttam pavica sandhyeva, na b kascidapy vyaparo praram
bhadyavastha paiicakam vind  siddhet |  avasthapafica-
kanuyayin@ sandhipaficakenapy bhavyameva, tena sarvam
niyamat pahicasandhi, hinasandhitvam tu karandd-apiirnan-
gatva laksanaducyate |

Abhi-bha NS GOS Vol III p 11

NS GOS XIX pp 44 47

DSL p 119

JOI Vol V No 4 p 378

JOI Vol V No 4 p 378 Cf Dr K C Pandey, Com-
parative Aesthetics Vol I p 431

The Skt Dr p 299
The Skt Dr p 298

View of Matrgupta on Sandhis

NLRK Eng Tra Introduction p 7
NLRK preface VIII, IX
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Sandi p 97 For the date of Subhankara Cf
mtroduction

NLRK 1l 460-61 Sandia (p 97) reads — prarthand
visayaut | mukha-sandhavitinitam || The text of the
NLRK reads,— prarthandvisayotsukyam etc Cf Dr
Raghavan’s correction, NLRK Eng Tra p 72 Dr
Raghavan suggests “prdrthand 1s visayautsukyam,” 1s the
meaning

NLRK 1 474, 480, 481

NLRK 1l 47248l tatra yathd maya madilase natake
prathame anke galavasya mahargeh télaketu-vadham icchatah
prirthandyam kuvalayasvasya rajfiah tapovana gamanautsu
kyam arambhak | tasyaiva samvade ete ksama etc a speech
of the sage Gilava in verse) After that Sagara adds —
atra  raja-dharmasyakhyanad-yagasya mispanna sagtimsasca
(Dr Raghavan suggest the reading as ydgasya mspattih
sastdmsa$ca or yigasca mspannah Cf NLRK Eng Tra
P 72) me bhavitet: gamana-hetucintanam | hyjam tatrawva |
devariter etc , (a verse)

Many of the dandas have been remove from the above
text according to Dr Raghavan’s suggestion He, how-
ever, proposes to remove the danda after Grambha and
to place one before it, but nothing 1s said regarding
the underlining of the word. Cf NLRK Eng Tra Dr
Raghavan’s corrections and emendations p 72 Cf
also Bhar Ko, p 316 where Arambha has been taken
to be the name of the aspect

According to Dr Raghavan’s suggestion,—Eagerness
(Prirthanz) 1 e , the yearning for the object, the Arambha
1 ¢, the reflection upon the means etc Cf NLRK Eng
Tra 11 460 461

NLRK 1l 472 488 The name of the Nataka Mayama-
dalasé, based on a Puramic story s first heard of from
the NLRK The drama has not been referred to m any
of the reputed works hke Abhi bhi, DR, ND, Bhi-
pra, SD and RS All the illustrations of Sandhis and
thewr phases, as described by Maitrgupta have been
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lustrated by Sigara with citations from this drama
There are two more citations from the drama 1n the
NLRK (1 276 and1 324) The entire portion of atra
rajadharmasya bhavitet: (quoted above) followed by i,
does not appear to be the speech of the king as suggested
by Dr Raghavan (Cf NLRK Eng Tra p 72) The
reference to rdjadharma 1 Galava’s speech 1s the cause
of king’s thought and not a part of the speech It appears
that the thought of the king has been referred to here
without giving the exact speech At best the portion
yagasca bhavita may be taken to be the speech of the
king

NLRK 11 462-463 The printed text reads citfa 1n place
of binduh , the Sanda (p 97) however, reads binduh
In 1illustration (1 501) Sagara also reads binduk Other
variants in the San-da are prasrtikriya n place of prasrta-
kriya, and matam nstead of trayam

NLRK I 489-490 [Isbho madalasiyas-tasya dwitiye anke
yat pamgrahanam sa eva sadhana-sampatth 11 497-498
prasarak kriydyi vawra-prabhavayah prasarat [ 11 501-502
punarapy haranasyodghito binduh | sa eva siadhana-samban-
dhah | The text reads haranasyotkhyato, corrected by Dr
Raghavan (NLRK Eng Tra p 62) as above

NLRK 11 489-494

NLRK 11 495 498

NLRK 11 498-506

Cf supra Bindu

NLRK 1l 464-465 Subhankara (Sandi p 97) reads
bhadra 1 place of tatra 1n the first foot and the second

a8 —udbheda sandh—darsanam, the ms reading bemng
sanmdar$anam, both yielding no sense

NLRK 1l 539-512 A verse kanthe varoru etc, here the
hero expresses his desire for amorous play 1 518 1
réjfah suratecchd sambhogah | tatra ca yogyata |1l 515-
516 anistasya viyogasya udghiata udbhedah (Text reads
utkhyata, Dr Raghavan suggests udghita Cf NLRK
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Eng Tra p 62) [ tat pranghdtah siddm darsanam | 1 517-
519  arcig patitdm madilasam na dahatd dahanena maitr:
darsitet; mitrasampannutralabhah | i1 triyuto garbhah |
NLRK 1 514
NLRK 11 515-516
NLRK 1 466 467 Subhankara (San-di p 97) reads
the verse as
nasah kdrana-madhuryam kificit $reyasi vighnata |
etanyavamarta sandhau kathitém manigibhih [/
NLRK 11 519-523 The text in the portion savighnatayd
talakety seems to be currupt Tilaketu has been des
cribed as killed 1n the Act II The ms reads (NLRK
p 22) patalaketu The Nagan ya 18 very sumilar to pa,
correct reading should be patalaketu A danda after
savighrat also 1s necessary to make the sense clear The
text, as trarmlated by M Dullon, seems to yield no clear
meaning  The discussion above, 1s according to the
emendation proposed here
NLRK 11 468-469 S$ubhankara gives almost a separate
description of this Sandhi San da (p 97) reads
punar-byasya sampattir-ninabhiitirtha sambhava |
mirvahana-sandhau kathita suribhir-bharatadibhih [|
It 1s apparent that Subhankara collected this description
from a currupt source The first pada of this verse 1s
the third pada of the verse describing Vimar$a-sandhs
mn the NLRK (I 467) Morcover Bharata nowhere
describes the Nirvahana sandhi in the manner stated 1n
the above verse of San-da
NLRK 11 523-529
NLRK Eng Tra Introduction p 7 (quoted above)
DrS N Shastra (LPSD pp 96-97) maintains that “Matr-
gupta follows the co-ambulation theory of juncture”
It 13 a wrong judgement, as 15 evident from the above

San-da p 1 sangitaciidiman: ratnakosa etc
See supra Introduction, age of Sagaranandin
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NLRK 1 472 mdyamadilasi natake 11 276-277 mayi-
madailase paficasvapyankegsu kuvalgyasvah |

NLRK 1 493

NLRK 1 324

NLRK 11 470-471

sadhakah sadhanam sidhyam siddhih sambhoga eva ca |
itydhuh ke’ pi natyajiah santah sadhyadi-paficakam ||
NLRK 11 530 533

It 1s from the NLRK first that we come to know the name
of a drama Blumavyaya of an unknown author, like
the Madyimadalasa, Bhima-vyaya, perhaps was written
1n a region where Sagara lived Dr Raghavan maintains
(NLRK Eng Tra p 70) that Bhiimavyaya may refer
only to a theme and not to an actual play

LPSD p 96

Sagara himself seems to have confused the i1ssue He in
his gloss, first explains the verses describing Sandhis
according to Miatrgupta and then illustrates the pentad
of Sadhya etc , and at last remarks 1dam mdtrguptena
samkgsepit (NLRK 1 534) etc It appears from this
that Matrgupta according to Sagara 1s the propounder
of the Sadhyadipaficaka theory But the verse quoted
above, which enumeratej the pentad, clearly shows that
thisisan older view of some other theorists Perhaps
Sagara took the verse from the text of Matrgupta, but
overlooks the expression kecit and ascribes the view to
Maitrgupta The wview has not been mentioned
anywhere else

NLRK 1 535

Abhi-faku p 9 The full description is quoted, Supra,
Chap 1 under Qualitative Analysis

P V Kane (HSP)p 55,DrS K De (HSP)p 34, Dr
V Raghavan (NLRK Eng Tra)p 7

Mukha Sandhi
TSS p.6
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NLRK 1 536 537, yatra bya samutpattir-nana-bhiitartha-
sambhava | kavya-sanranugata tanmukham parikirttitam ||
NS GOS XIX 39 Here the first half of the verse 1s
read as yatra bya samutpattir nanértharasasambhava |
The difference of readings 1n the underlined portions gfg
the two 1s significant,

NLRK 11 538 540

Cf supra fn 2 NS GOS Vol III p 23 nanabhito
’rthavasat prasangdyato rasa-sambhavo yak syat

ND p 48

SD VI 7677 The reading here tallies with that of the
NS (GOS) Bha-pra p 207 1 18,p 208 1 7

DR p 7 (I 24) Dhanafijaya simply takes up the first half
of the verse from the NS describing Mukha sandhi as
the definition of the same The NC (p 11) also does
the same RS III 2930 p 215 Here Dhamka’s state
ment has simply been versified

N§ GOS Vol III p 24, ND p 48, Bhapra p 207
119,8D p 356

Cf Supra under Mukha sandhi according to Matrgupta
Bha pra p 207 1l 20-21 byotpattirna hetuh syad i1dsandm
mukha sandlibhdk | tesam  trivargd-sam bandhak prayo
yasman na drsyate |

Bha-pra p 207 1 21,p 208 11 1-6

NLRK 1l 545546 sahacaryena byasya mukha eva h
kecana | binduna adau prakurvant: natak arthavido janah [/
NLRK 11 547-548

Cf supra Bindu

NLRK 11 548-550

Cf supra under Bija

Pratimukha sandh:

NLRK 1l 634-635 NS GOS XIX 40
NLRK 11 636631 Taraniatha Tarkavacaspati, i his
commentary on the V sam quotes the following verse
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and attributes 1t to Bharata (Vsam Ed Jivananda
p 19)
anusangika karyena kriyate yat prakasanam |
nastasyeveha byasya sandhih pratimukham bhavet ||
The verse may be construed as  dnugangikakiryena
nagtasya iva bijasya iha prakdfamam etc, and can be
taken as supporting the view of Sigara The source of
the above verse 1s unknown but 1t 1s evident that the view
held by Sigara was known in Bengal as that of Bharata
through some lost source in Bengal even before a
century
Cf V-sam Ed Jivananda Actl p 19
NLRK 11 639-642 Cf V-sam Ed Jivananda p 56
Here 1n the NLRK the reading of the quotation from the
V-sam differs from that of the printed text of the drama
NLRK 11 145.147
NS GOS Vol III p 24 It may be pointed out here
that the first view above states exactly the opposite of
what has been said by Sagara (NLRK 1636 drstam
kdranaripena karyariipena nasiam) But the approach
of the both to the problem is similar The criticism of
Abhimava however, can be applhed with equal force
against the above observation of Sagara Abhinava cniti-
cises the above views as —na caitat samawijasam|ekavisyam
antarena  sandhandjogat, nasasyapica  drsiatayaiva
samgraha-sampatteh |
NS GOS Vol III p 24 bijasyodghdtanam tivat
phalinuguno  dasavnsegah  taddrstam apr  virodhisamm-
dher-nagtamiva, pamsund pihitasyeva byasyankura-riipam
udghatanam |
Cf V Sam Ed Jivananda p 34 ActII V No 2
NS GOS Vol III p 24 atra pindavabhyudayasya
mukhopaksiptasyodghatanam bhismavadhid drsiam  abhi-
manyuvadhdn-nastam atrapiveditam ity kecit/tadd cartho
na samganmitah syat | The reading corrected by Prof
§ Bhattacharyya (JOI Vol V No 3 p 321) has
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been accepted The text puts a danda after ‘nastam’
and then reads ‘atrap:’ etc

NS GOS Vol III p 24

NS GOS Vol III p 24

NS GOS Vol III p 25 udghattatvad byasya stoka-
matram tu sankukadibhi-rudahrtam yat tad eka 1
drastavyam |

NS GOS Vol III pp 2425 drstam nagtamiva hiha
tavanmukhe nyastam bhiimdviva byam tadacchadakamapr
bhiinuriva  pratyudbodhakam|tasya drstanastatulyam  kriva
nyastasya ata eva kunkuma-byasya yad udghdtanam tat-
kalpam yatrodghatanam sarvatraiva kathabhagasamiihe tat
pratumukham pratirabh /

NS GOS Vol III pp 2425

ND p 49

DR p 11 SD VI 77-78 RS p 220 NC p 15 Bha-pra
p 208 11 21-22

Bha-pra p 209 1l 1-3

Garbha-sand

NLRK 1 709
NLRK Il 710-711 udbhedastasya byasya préptir-apraptir-
eva ca| punscin-vesanam yatra sa garbha iti samsmrtah [[
N§ (GOS XIX 41) reads ya instead of ca as the last
word of the first half of the verse

Raghava-bhatta (Abhi-éaku p 115) attributes this
defimtion to Adhi-bharata Sr pra (Vol II Chap XII
p 485) reads kiryabyasya imstead of tasya byasya m the
first half, and the second half as anvisyate tu yastatra
sa vai garbha itirtah [
NLRK 1 712
N$ GOS Vol III p 25, ND p 49
SD VI 7879 p 357 Abhinava also refersto a view
which seems to give this explanation, Cf N§ GOS Vol,

17a
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IIT1 p 25 phalasya garbhibhavat | Cf also ND p 49
Dhalaprapti-sambhavana-riipo garbha-sandhrucyate |

NS GOS Vol III P 25 piaptir ndyaka-visaya, aprapuh
piatindyaka carite punascanvesanam ityubhaya sadharanam |
N§ GOS Vol III P 25 anye tu wra raudra vigaya
evaitasyarthasya bhavad avyapitvad evam ahuh | praptih,
aprdptn -anvesanam ityevam  bhiitabhir-avasthabhih  punah
punar-bhavantibhir-yukto garbha sandhih, prapti sambhava
khyayavasthaya yuktatvena phalasya garbhibhavat |

ND p 49

NS GOS Vol IIT pp 2526 The Avaloka and SD
also cite the same 1illustration Cf DR p 16, SD p
357 The SD almost quotes the Abhi-bha and uses
udbheda and hrasa instead of prapt: and aprapt:

DR p 16 I 36, Bhapra p 209 1 22, p 210, 1l 1-4,
SD p 357 VI 78.79, RS p 225 III 49, NC p 20,
$r pra Vol II p 485 yatra knyiphalasyodbhedalibha
nasanvesanddayo jayante tatra garbhah |

N§ GOS Vol III P 26 avamarse tvapriptereva pradhd
natd pidptyamiasya ca nyianateti visesah | The text 1s
undoubtedly currupt and has been rightly amended by
the editor as  aamarSe tu praptereva piadhénatd aprap-
tyaméasya ca nyinaté | The ND supports this reading
Cf ND p 49

NLRK 11 716719 natakddau vastudvayam bhavat: |
vidhirva mgedho va | tatra praptiriipo vidhik | apidpti-ripo
nigedhah | priptiripo  yathad  byam-irabdham  rakgasim
ksayah | nmitam  sitapahdrena ramasy@vasya-karyatamiti ||
The word nitam 1s to be replaced by nitah The verse
seems to be taken from some old source, probably from
the text of Mg For note on such verces, see infra,
chapter V, under Angas of the Mukha-sandhs, fn 40
NLRK 11 713 715

NLRK 1 720-723 The drama Tgpasa-vatsarija of
Anangaharsa Maitrarsja, son of king Narendravardtana
has heen cited once more m the NLRK (I 792) and
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that also without mentioning the name of the drama or
its author References to and citations from this drama
occur 1n the printed text of the Abhi bha as many as
ten times and eight times in the ND Ananda vardhana,
Kuntaka, Hemachandra, Bhoja and Mammata also knew
the drama The drama, according to Dr S K De,
“‘belongs to a period earlier than the middle of the 9th
century” Bemg edited by His Holmmess Sr1 Yadugin
yatiraja Sampath Kumara and Ramanua Muni from
the Berlin manuscript of the play, it was published in
1928 from Bangalore

Cf supra Garbha-sandhi according to Matrgupta

Vimarsa or Avamarsa

NLRK 11 772-774 yadiha bharata-mumih | garbha-mirbhi-
nna-bydrtho vilobhana-krto 'pna | tasya vaslesa-samyuktah sa
vimarsah wt smrtak || The N§ (GOS XIX 42) reads
athavd 1 the place of apiva at the end of the first half,
and krodha vyasanajo vap: as the first part of the second
half A ms however reads kificid-dslesa-samyukta, and
thus supports the reading of the NLRK mainly [Cf N§
GOS Vol IIT p 26 ms reading 4 (bha)] Butnone
of the expositions given by Abhinavagupta mncluding
his own, mentions dslega He seems to support the
reading apivd at the end of the first half of the verse
of N§ GOS Vol III p 27 ap: sabdad vighnamnuttin-
taanam etc The text of Sankuka, as presented in the
Abhi-bha (Vol III p 28) seems to support the GOS
reading so far as the first part of the second half of the
verse 1s concerned Sr pra (Vol II chap XII p 485)
gives the defimtion as, garbha mirbhinna-bijirthah
krodhavyasanajo *p1 va | vipralambhakrto vap. vimarsa i
safijtak [/ A ms of the NS$ (Pa) reads vipralambhakrto
pi v 1 place of vilobhana etc of the GOS version

9 NLRK 11 770772 nanu wmarsa v Ro’rthah | ucyate
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garbhena samdhind udblinnasya bYarthasya lobhakdring
&ilesanasamyukto (yo) bhavat sa vimarsak |
N§ GOS Vol III p 27 anye tvavamarso vighns 1t nidants|
sa ca (°) vydkhyine blja-sabdena tad bYja-phalam arthas
sabdena mivrttirucyate |  mvrtnhh mspratyihaprinatayd
phalaprasiitih |
N$ GOS Vol III p 27
SD VI 79-80
SD p 358
N$ GOS Vol III pp 2728
NLRK 1 775777 anyastviha | prakirmasydrtha-jatasya

vimar$ad yatra samvrtih | satrorapacayo bhiiyin vimarsa
sa ca kathyate || Dr Raghavan suggests that satror upa
cayah should be the reading in place of Satrorapacayah
of the printed text NLRK Eng Tra p 72 Butit has
been shown (Cf supra under Garbha-Sandhi) that
according to Abhinavagupta the Vimarfa-sandh1 gives
prominence to the gamn over the loss of the hero How
this principle can be maintained if the increasing strength
of the enemy (Satror upacayak) 1s depicted 1in this Sandh,
15 not known Moreover, according to Matrgupta also,
nourisshment of the Buya (byjena sampattr) 18 an aspect of
this Sandhi This has been illustrated by Sigara 1n the
death of Pitilaketu (Cf supra View of Mitrgupta on
Sandhis) which 1s undoubtedly a heavy loss to the enemy
of the hero So loss of the enemy seems to be a charac-
teristic of this Sandhi and as such, the reading of the text
seems to be preferable

Cf supra under Pataka

N§$ GOS Vol III p 28 phalavyipatti-visayo yah
kartur-vicarah sa krodha-vyasanaje vimarsa ityevam vimar-
sana-svabhava eva vimarsah | it $ri-sankukah |

N$ GOS Vol III p 28

N$ GOS Vol III p 28

DR I 43 p 21 Dhanika says avamarsanam avamarSah
parydlocanam|tacca krodhena va vyasandd vi wilobhanena



OF ANCIENT INDIAN DRAMA & DRAMATURGY 261

14
15
16

17
18

19
20
21
22

23

v8 bhavitavyam | Bhoja (§r pra Vol II p 483)says —
krrydphaldviptaye vicdramrnayo vimarsah | It, however,
mcludes vipralambha as a cause of deliberation Cf supra
fn 1 of this topic
Bhi pra p 211 il 1011 and 1l 12-13
RS p 229 III 57-58 ,NC p 23
NLRK 11 778-780 anyastvaha |
sampannaripam yat karyam prasta@veneha kimcana |
manasyayati sandeham (sandehah ) vimarsam ke’pt

tam viduh ||
NLRK 11 783-790
NLRK 11 791-.792 This perhaps, refers to the fifth Act
of the Tdpasa-vatsardja where Kufijaraka describes how
Rumanvin and Yaugandhardyana etc inflict a defeat
upon the enemy
NLRK 11 793.797
N$ GOS Vol III p 26 tatra sandehatmako vimarsah |
N$ GOS Vol III pp 26-27
Of Abhi-bhi N§ GOS Vol 1II p 27 . phalam yadi
valavata pratyiihyate kdranam ca valavanti bhavantl
tada katham na sandehah |
ND p 50

Nirvahana-sandhi

NLRK II 854855 NS GOS XIX 43 Here the first
half of the verse (following the commentary of Ag)1s
read as

saméanayanam arthanam mukhadydnam sabymam | But
Ag 1n his commentary pn this refers to a view that reads,
mahawasém phalopasangatindm ca One ms also (Pa)
reads the last word of the first half as, mahayjasim Cf
Abhi-bha Vol III p 29 Sr pra (Vol II XII p 483)
reads the verse as, yatrénayanam arthandm mukhadya-
nam mahawjasim | phalopabrmhitinim etc {|

2 NLRK 11 856-857
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Cf supra under Arthaprakrti

Cf supra under Nirvahana-sandh: according to
Mitrgupta

N$ GOS III P 29 mukhidyinam catuindm sanahinam
ye' arthdh prarambhadyih tesam sahabiiblih byavikdraih
kiamenavasthacatustayena bhavadbhih vartamananam
nanavidhaih bhavaih uttaranam camatkaraspadatve jatot
karganam yat samanayanam yasminnathaiisau samamyante
phala-mispattau yoyyante tan-nirvahanam phalayogd vasthaya
vyaptam |

NS GOS Vol III p 29

ND p 51

DR 1 48-49 byavanto mukhadyaithi viprakwrnd yathiya
tham[aikartham upaniyante yatra nirvahanam hi tat || It
1s interesting to note that Sarviananda in his Tikasarvasva
attributes this verse to Dattila  Nama lingdnusasanam
with the com of Sarvananda Ed T Ganapati Sastn
Pt I p 144

Bha-pra p 212 11 89, SD VI 80-81, p 359, RS
p 233 III 67 ,NC p 29

St pra Vol II p 485

NLRK 11 920 922

N§ GOS Vol III p 29

ND pp 51-52

NLRK 11 918-919 vipadantara-mrménam kecidicchant
siirayah | janakya jvalana jvala pravesena vipat punah

Notes of Dr Raghavan NLRK Eng Tra p: 63

NLRK II 918-919

NLRK 1 389 devatd darsanantam ca bhavati hi natakam
nama

NLRK 11 390392  devarsayo ' kvacute'ps devatulya
eva |

Anrxd p 320 devata daiandntam ca hartavyam natakam
budhaih | rajar si-darsanantam vi te’pr devarh samd matah
it bharatanurodhad vasistha darsanantam idam |

San dz.p 8l
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Cf supra fn 17

NLRK 1 915917 N§ GOS XVIII 43 Cf $rpra
XI p 466, Bha-pra p 236 1 4,SD VI 10 p 321, ¢f
also the Sandhyanga Upagiihana infra

NLRK 1I 913914 N§ XVIII 42 Cf SD VI 1l
P 322, ND I 17 $r pra(XI p 466) reads, kavyam
gopucchagiam kartavyam natikddisu prajfiaih| natikadisu here
seems to be a wrong reading for ndtakidisu  According
to lexicons one meaning of the word gopuccha 1s a kind
of necklace having forty or thirtytwo strings Cf the
com of Ksirasvamin on Amarako$a, Kanda II V No 106
(Poona Oriental Series No 43 p 156) Abhdhina
cintiman1 Kinda III V No 325

NLRK 11 910 911

Cf W H Hudson An Introduction to the study of
Laterature, pp 200ff

N§ GOS Vol II p 428 krama-siksmangam iti kecit|
The reading of the SD (below VI 11 p 323) kramenankih
sitksmah kartavyah it kecit 1s decidedly more explicit

N§ GOS Vol II pp 428-29, ¢f ND p 30,SD p 323

Relation among the three Pentads , the Avasthas,
Sandhis and Arthaprakriis

N§ GOS XIX 14 sarasyava n haryasya prarabdhasya
phalirtmbhih|etdstyanukramenana paficerastha bhavant: hu ||
Techniques of Sanskrit Diama, Chap IV (In press)

N§ GOS Vol III p 10 avastha-paficakinuydying sandhi-
paficakendp: bhavyam eva [ Cf alsop 23, p 62, sandhayo
hyavastha paratantréh |

ND I 37 p 48

ND p 44

SD VI 74 p 855

The TSS p 13

N§ GOS Vol IIT p 10 Cf supra under Sandhis,
fn 20
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The TSS p 14 Here Dr Mainkar further states that the
DR 1s responsible to correlate the Avasthis with the
Sandhis  But, 1t has been shown above that the respon-
sibility may be pushed back to at least the preceptor of
Abhinava

N§ GOS XIX 21

NS GOS Vol III p 12  jidtvé yoryd yathd-vidhi its
tasam auddesikoktivad upambandha krama-niyama 1tyarthah/
This 1s Ag ’s gloss on the N§ (XIX 21) arthaprakrtayah
etc, as quoted above This statement of the NS seems
to 1mply that the five Arthaprakrtis are to be used na
proper manner From this 1t 1s hard to deduce that they
are to be used 1n a particular order The Bija originates
in the Mukha-sandhi and the Kirya occursin the last
Sandhi, but no restriction can reasonably be imposed
upon other three, as has been made clear 1 our discus-
sions on their nature above Abhinava further maintains
(NS GOS Vol III p 16) that all the Arthaprakrtis are
notessential everywhere Moreover, the mechanical theory
of correlation among the Avasthis, Arthaprakrtis and
the Sandhis, resting primarily on the occurrence of
therr members 1n the same order in which they have
been enumerated in the N§ , has been bitterly criticised
by Abhinava, as will be shown The ND (p 37) follow-
ing closely the Abhi-bhd in other relevant matters,
opposes the view that the Arthaprakrtis occur in a drama
in a particular order Thus, the above reading of the
Abhi-bhi seems to be unjustified Perhaps a ‘ng’ has
been dropped  All problems become solved if the above
text 1s amended as,—kramantyamo netyarthah

ND p 37 byam pataka prakari binduh kdryam yatharuc: |
(I 28) yathdruciti naigdm auddesiko mbandhakramah
sarvesdm avasyambhavitvam va [

Dr Maimnkar The TSS p 13, Dr Kulkarm: JOI Vol
V No 4 The conception of Sandhis in Sanskrit Drama
p 375
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DR p 6 I 22-23 arthaprakrtayah pafica paficavasthd-
samanvitah [  yatha samkhyena jayante mukhddyah pafica
sandhayah | Cf also Avaloka on this verse
DR I 25 Regarding the angas of the Mukha-sandh
1t 1s said  angdm dvadasaitasya byarambha-samanvayit |,
similarly about Pratimukha-sandh: 1s saxd (I 30) bindu
piayatninugamdd anganyasya trayodasa | , The DR does
not maintain that the angas of other three Sandhis should
be determined 1n the similar way
Bhi-pra p 207 11 3-10 Regarding the angas of the
Mukha and Pratimukha, Saraditanaya quotes from the
DR Cf Bhapra p 208 17, p 209 1 6 and DR,
quoted m fn 15, RS III 2226 pp 214215, NC
(p 1115) follows the RS verbatim §r pra Vol II
p 484 te (Sandhis) ca bya-bindvadinam arthaprakrtinam
sandhanat sandhdya (sandhaya®) ucyante | It 1s a novel
explanation of the word Sandhi, though based on an
unsound theory
Cf Supra fn 11
NS GOS Vol III p 16 Abhinava followmng his
preceptor, accept a coambulation between the Avasthas
and Sandhus, as discussed above
ND p 37
DR I 36 patikd syannava sydt praptisambhavah | Cf
Dhanika (p 16) tatra cautsargikatvena praptayah patikaya
amiyamam darsayati |
Bha pra p 210 1l 1(-12 abhavistu patikdyd yathd
mélavikadisu || sadbhdvo drsyate tasya malatimadhavadisu |
tasmat patikd syan-nett vikalpam priha kohalah || Cf
alsol 5
Bha-pra p 210,11 6-8 tathapyasyi mwvesah syat praptya
sdya miyogatah || apatike mivesah syad bindor bijasya va
kvacit |/
RS III 27 p 215 Smgabhipala supports the use of
the Bindu only in the Garbha sandhi in absence of a
Pataka there, patakaya vilune tu bindum va vimvesayet |

17b
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RS III 49 (p 225) gpraptyisi-patikanurodhid angdm
kalpayet | III 58 (p 229) prakari myataptyanugunyad
atrangakalpanam |

RS III 27 p 215 patskayastvavasthanam kvacidasty na
va kvacit |

NC p 29 atrangakalpand kirya phaligama-samagamat |

Cf supra Arthaprakrt1

RB Abhi-saku (Ed Godbole) p 115, p 168

RB Abhi-saku (Ed Godbole) p 168

Ma ag p 60

Mi ag p 98

« Anusandh1

N§ GOS XIX 28

NS GOS Vol III p 17 tathd lollatadyastu manyante
paidrthe sadhayitayye patiha nayakasyetivrttabhdgsé anusan-
dhayah [

N§ GOS Vol III p 17 patakdyam hi piirna varnane
patakantaram syad ityanavasthi |

N$ GOS Vol III p 17

ND pp 43-44

DR 111/27 pataka-vritam apyiinam ekdadyar anusandhibhih|
anganyatra yathalibham asandhim prakarim nyaset || Cf
also Avaloka, p 70

Chapter V

NLRK 1l 556.557, NS GOS XIX 69

NLRK 11 559 562

NLRK 1 538 yatha venisamhare prathamanke |

N§ GOS Vol III p 37 ,ND p 37

N$ GOS Vel III p 37

SD below VI 82 p 360 The NS (GOS V 168) while



OF ANCIENT INDIAN DRAMA & DRAMATURGY 267

13

14
15
16

17
18
19
20

21
22

23

describing the Prastivani enjoins nand vidhair upakse-
Dpaih kavyopaksepanam bhavet , this 1n practice 1s generally
done through indirect hints to the central theme of the
play Inthe Abhisaku, the forgetfulness of tHe Siitra

dhara serves this purpose  So, the first Sandhyanga may
be included 1n the prelude

V-sam Ed Jivananda pp 9 10

NLRK 1l 568 569, NS GOS XIX 70

NLRK 1l 571 574

NLRK 1 575-581, Abmibha NS GOS Vol III

p 31,ND p 54

DR p 9 \

NLRK 1l 583 585  qthava|samsuddhirtha bhisanam yat
tat parinydsah | samsuddham tattvabhiitam yad bhasanam sa
eva parinyasah | nananurodhad it |

DR I 27,ND pp 53-54, Bha-pra p 208 11 1213,
RS pp 216 217, NC pp 1112

NLRK 1l 586-587 , N§ GOS XIX 71

NLRK 1l 589-592 Cf V-.sam Act I p 26

ND p 56, NS GOS Vol III p 38 Cf also SD p 362

Cf Vosam Act I p 25

RS III 34 p 217

N§ GOS Vol III p 38

ND p 56

NLRK 1l 593-594, NS GOS XIX 71,DR I 28, ND

I 45,8D VI 84

NLRK 11 596-597

N$ GOS Vol III p 39 asyah prayojanam prakdsya-
prakasanam |

NLRK 11 598 599 mukharthasyopagamana (m®) prapii-
rityabhidhiyate | One ms of the N§ (GOS Vol III
p 39, 6 bha) reads mukhyarthasyopa | The ms of
the NLRK reads khysy (Cf NLRK p 26,fn 1) Thus
mukhyasyérthasyopagamana might have been the reading
of Sagara’s source

NLRK 1l 601-604 Cf Vsam Act I p 19
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NS GOS XIX 72 sukhdrthasyabhigamanam prapt-
rityabhisamjfiitd | Abhinava supports this reading Cf
Abhi-bhi NS GOS Vol III p 39 Dr M Ghosh pre
fers the reading mukhirtha Cf N§ Eng Tra p 390
DRI 28 p 8,ND I 45 p 57,SD VI 84

NLRK 1l 605-606 , N§ GOS XIX 72

NLRK 1 608 This verse of Bhima has been taken to be
an example of Bheda by Abhinava Dhanika and Rama
candra-Gunacandra Cf NS GOS Vol III p 42, DR
p 11,ND p 57

N§ GOS Vol III p 40

NLRK 11 609-610 sukha duhkha~yukto yo artha-stad
vidhdnam yadiha sukha-duhkhanvito yo aithah| etc  The
N$ (GOS XIX 73)reads sukhaduhkha ktto yo'rthah |
The SD (VI 85) supports this reading

NLRK 1l 612-616 There are two other versesin the
NLRK (I 751753, 755-757) said to be taken from the
Balacarita and one (11 540-542) from the Balacarita
Ramayana, which are neither from any known drama
nor from the Rdamayana 1itself These verses may be
surmised to be taken from some text of dramaturgy like
the work of Mitrgupta or some lost play Seefn 40
mfra Bdlacarita, i contrast to the Uttaracarita may be
taken to refer sumply to the first part of Rama story
ending with the coronation of Rama Cf the title Bila~
ramdyana of Riajasekhara There are two versesin the
Ueca (Belvalkar’s edition Act VI V8 31.32) which
said to be taken from the Balacarita and actually occur
in the Balakdnda of the Rimdyana (Lahore, N'W recen-
sion, chap 72 VS 13-14) This also shows that the first
part of the Rama story was traditionally called Bilacarita
SD p 364

DR p 9

NS GOS Vol III p 41, ND p 55

NLRK 1 617, NS GOS XIX 73 reads kutithalotta
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ravego | The KM edition of the NS (XIX 72) reads
kutihalottaraveso |

NS$ GOS Vol III p 40

NLRK 1 619 nadha kim eso khane Lhane etc

NS§ GOS Vol III pp 40-41, DR p 10, SD p 364
NLRK 1 620, N§ GOS XIX 74

NLRK 1l 621622 Dr Raghavan in his notes on this
verse remarks (NLRK Eng Tra p 62), “In the quota
tions made m the NLRK there are some printed in
small type, which occur frequently in the text , they seem
to be taken from some text on dramaturgy in Anustubhas,
like the work of Matrgupta, in which the principles and
Ulustrations from the themes of well known plays are
given together in the text For such verses embodying
both laksya and laksana, see below (11 ) 707-708, 767 768,
792, 1210-1211, 1239 1240, 1242-1243, 1294-1296 , pp
84 89, the Anustubhas under Vyibhicarins and Sattvikas
with illustrations of themes from Ran.dyana and Mahabha
rata®  The suggestion that the verses containing both
laksya and laksana are taken from the work of Matrgupta
seems to be very much tenable due to the fact that
three such Anustubhas (I 103 108), printed 1n bold type
and referring to the Rama story, have been attributed to
Maitrgupta by Sagara himself (I 102) Three other
Anustubhas (11 225-226, 718 719, 918 919) printed in
bold type, refer to the Rima story and may be said to’
contamn principles and illustrations  Another verse (1276-
1277) in the same metre printed in small type, may
also be included in the group of Anustubhas containing
both laksya and laksana

NLRK Eng Tra.p 72

NLRK 1 624, NS GOS XIX 74

NLRK 1l 623 624

ND p 56

NS GOS XIX 75 sanghata-bhedanartho yah sa bhedah |
NLRK 1 626 sanghdtena ymhitasyarthasya bhango bhedah |
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NLRK 11 628-631

N§ GOS Vol III p 41

ND pp 56-57 (I 44) bhedanam patranirgamah

DR I 29 Cf Avaloka p 11 This view of the DR has
been referred to as the opinion of some mn the ND (p 57)
and in the SD (p 365)

SD VI 87 p 365

ND p 57

DR p 11 The ND (p 52) also mamtaimns the same
view It further opmnes that Vilobhana etc, may be
used, if required in other Sandhis also, the Bheda on
the other hand should be used (avasayam mbandham)ak)
at the close of each Act, Pravesaka and Vishambhaka

Angas of the Pratimukha-sandhi

NLRK 11 650-651 samiha rati-sambhogirtha vildsah|
sambhogo va suratotpanno vilisah /Nﬁ GOS XIX 76
There 18 a ms reading sdmbhogo rati-sampanno| Cf N$
(KM ) XIX 74 and GOS Vol III p 42 ms bha
NLRK 11 651 656

N$ GOS Vol III p 42

N$ GOS Vol III p 42

ND p 62

NLRK 1 657, N§ GOS XIX 76,DR I 32,SD VI 90
NLRK 11 659-662

ND p 72 While enumerating the angas the ND (I 47)
read Upasarpa

Bhi-pra p 209 1 11 byasya drsta-nastanusarpanam |
NLRK 1 663 adavanunayasya httasyaparigraho | NS
GOS XIX 77, 8D VI 90 ND (p 62)names the
anga as Dhiinana and defines it as samnyanddara and
takes anddara to mean managanadrt:

N$ GOS Vol III P 43  pascal punarangikaranam ity |
NLRK 11 663-668
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DR p 12 I 33 SD (p 367) refers to this definition as
the opmion of some A ms of the N$ also gives this
definition of the anga Vidhata Cf N§ GOS Vol III
p 43,fn 2

ND p 62

NLRK 1 669, NS GOS XIX 77, ND (p 67) reads
Tapa

NLRK 1l 669-671

N§ GOS Vol III p 44

SD VI 9! upayadarianam yattu etc p 638

DR I 33 p 13 The ND (p 68) refers to this view
One ms of the NS reads Sama mstead of Tapana and
defines 1t as the dispelling ot that (arati) created
Vidhiita Gf NS GOS Vol IIT p 43 fn 2and 3
NLRK 1l 1312-1313

NS GOS XIX 78, ND I 49

DR I 33 p 13

SD VI 91 p 368

NLRK 1 672 krida vilobhandrtham hasyam |

NLRK 1l 674-675

N§ GOS XIX 78 dogapracchadandrtham tu hdsyam
narmadyutth | ND I 49 p 67

ND p 67 ete ca narma-narmadyuti ange kama pradhane-
svesa ripakesu mbandha marhatah, karhiki-pradhanyena
tegam hasyocitatvad it |

DR I 33 p 13, SD VI 91 p 369

N§ GOS Vol III p 45

Hall’s edition reads Pragayana The $r pra reads Pra
§amana (Sr pra XII p 512)

NLRK 1 676 uttarottaram pragamanam | N§ GOS
XIX 79 uwttarottaravakyam | SD VI 92 The defini-
tion, pragamah prat-vik-Sremh found m the ND (I 50
p 69) also means the same thing

NLRK. 1l 676-682 The drama has been cited but once
in the NLRK Neither any ctation from this drama
nor 1ts name 1$ found to occur in renowned works like
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the Abhi-bha, DR, Bhipra, ND, RS,SD etc Dr
Raghavan maintains that the Nataka Rima-vikrama deals
with the earlier Rimdyang story Cf SOLRP pp 96 97
DR I 34 p 14 anyonya vacanenottarottaranuragabr-
jodghdtanat |

Bhapra p 209 1 15

NLRK 1 683, N§ GOS XIX 79, SD VI 92 p 369

NLRK 1l 684 6386

DRI 34, ND p 62

N§ GOS XIX 80, NLRK 1l 687-690 The illustra
tions of the three angas, Virodha, Paryupasana and
Puspa have been cited with quotations inthe NLRK
from different phases of the ParaSurima episode of the
Rama story The first and the last are said to be taken
from the drama Janaki-Righava (Gf NLRK 1 684 and
1 692) The verse alam bhirgava etc, (11 689-690)
quoted as an 1illustration of the Paryupasana seems to be
taken from the same drma

DR I 34 p 14, ND I 48 p 63, SD VI 92.93
p 370

NLRK. ! 691, N§ GOS XIX 80, Cf DR I 34 p
14,SD VI 93 p 370, ND I 49 p 68

NLRK 11 691692 anyatra kriyayamitara kriyadhikyam
visesa vacanam |

NLRK 11 692 696

NS GOS Vol III p 46 prema-vikas: puspam [

ND p 68

NLRK 697 The NS (GOS XIX 81) defines Vajra as
a harsh speech uttered to one’s face, pratyaksa-ruksam
yad viakyam, but the reading ruksaprayam of the NLRK
1s supported by ome ms Cf NS GOS Vol III p 46
ms bha, §r pra (XII p 513) and the SD (VI 63)
follow the reading of Abhinava as adopted in the GOS
version The DR (I 35) and the ND (I 50) also follow
this reading and keep the word pratyaksa, replacing
only ruksa by mgthura and karkasa respectively
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NLRK 11 697 699 Another reference of the Act called
Pumsavana, occur 1in the NLRK (11 2820-2821) and the
Bha-pra (p 250 1I 20-21) also contains the same m the
Same context, 1 ¢, as an 1illustration of the third variety
of Kapata Dr Raghavan imnforms us (NLRK Eng Tra
pp 62,63 SOLRP. p 55) that 1t 1s the opening Act of the
lost Riama play Chahta-rama The name of the author
18 unknown to us  In the NLRK (11 974-976, 1824 1825)
there are two more references to another Act, named
Anutipa of this drama Sigara does not mention the
name of the drama itself which, however, has been refer-
red to once mn the Abhi-bha (N§ GOS Vol I p 39)
Citations from the Chalita-rama are found 1n the Avaloka
(DR pp 22, 66, 68), ND (pp 86, 92, 132, 133, 137),
SD (p 445) The verse asadita-prakata-mrmala-
candra-hasah etc , anonymously quoted by Dhanika (DR
pp 63, 65) Visvanitha (SD p 332) and Bhoja (Sr
pra vol II p 497),1s from the Prastavana of this drama,
as informs the ND (p 137) From the citations in above
mentioned works 1t appears that like the Uttara rama
carita and the Kundamila, the Chalita-rama also takes
up the Uttara kinda of the Rimiyana as its subject
matter and there are striking deviatidns from the story
of Vilmiki Keirth seems to be in favour of placing this
drama n 1000 A D (Sanskrit Drama p 223), while Dr
K K Datta Sastr1 (Ku md pt I p 181) placesitn
the 9th century AD The said scholar also remarks,
“The Uttara-rama carita and the Chalita rama seem
to have some influence of the Kundamila on them’
(Kumia pt I p 184) Cf also SOLRP pp 50-59
NLRK 1 700 ,N§ GOS XIX 81 wupapattikrto yo'rthah]
RB 1n his Arthadyotanikd (Abhi $aku p 108) ascribes
this definmition to Adi-bharata
NLRK 11 700-703
ND p 71 TheRS (p 224) follows this definition
NS GOS Vol III p 46 fn 2 (bha) sopdya vacanam
yattu sa upanyasa ucyate/ DR 1 35 p 15,

18a
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DR p 15 fn 2 prasidanam upanyisak] SD VI 93 p
370, Bha pra p 209 1 17

$§r pra Vol II p 504 pratimukha-sandhivapr dvida-
Sangam [

Abh saku p 107 Upanyasa as prasidana, p 108,
Upanyisa as upapattikrto yo’ thah

NLRK 1 704 varmtasyirthasya tiraskaro varna samharah|
The §r pra (vol II p 513) also describes the anga as
varmtarthatiraskaro varnasamhara ucyate|

NLRK 11 704-705 .

NLRK 1 706 caturnam varnanam sammilanam ap ke pi
varnayanty |

N§ GOS XIX 82 caturvarnyopagamanam varna samhdia
igyate | Cf the ms readidg (pa) varmtdrthatiraskaro
ucyate | This definition 15 found 1n the §r pra, as quoted
above

N§ GOS Vol III p 47

ND p 65

DR I 3 p 15,Bhapra p 209 118,S8D VI 9%
p 391 The SD, however records the view of Abhinava
DR p 16, ND I 46-47, pp 6061 Pragamana and
Upasarpana (p 72, Anusarpana) of the ND are Prasama
and Parisarpa respectively of Dhanika

Angas of the Garbha-sandhi

NS GOS XIX 82, NLRK 1727,DR I 38 p 16,
ND I 55 p 80,S8D VI 95 p 3872

NLRK 11 728.729 The SD (p 372) cites the same
illustration, so also does the §r pra (vol IT p 514)

N§ GOS XIX 83, NLRK 1730, DR I 38 p 16,
ND I 55 p 79,SD VI 95, §r pra vol II p 514
NLRK 1l 730-734

NLRK 1 735 ctrartha-samayukto witarko riipam | NS
GOS XIX 83 citrartha-samavaye tu vitarko riipam-

1gyate |
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NLRK 11 736, 737

$r pra Vol II 515,SD p 373

N$ GOS Vol III p 48,ND p 75

NS GOS Vol III p 48 wicitrdrthindm samaviye sam-
bhavane sarva vigaya eva viruddhastarkah | yuktistu
niyata-pratipatti-paryanteti visesah | Thus accordmg to
Abhinava’s interpretation Ripa does not differ from the
Sandehalamkara

N$ GOS Vol III p 48,DR p 14

DR I 39

ND pp 73-74

NS GOS XIX 84 yat satisapavad vikyam |

NLRK 1 738 saitisapam vacanam udaharanam | This 18
supported by two ms readings of the NS§ (GOS Vol
III p 48)

NLRK 1 739

$r pra Vol II p 515,SD p 373

NS GOS XIX 84 bhavatattvopalabdhistu krama ityabhi
dhiyate | Abhi-bha (Vol III p 49) says, bhivasya
bhavyamanasya vastunah  ya paramarthopalabdhih |
NLRK 1 740

NLRK Il 741 743 The $r pra (Vol II p 516) cites
this 1llustration but defines Krama as  bhavatattvopa-
labdhih (p 513)

ND p 76

DR I 39 p 17,ND p 76, Bha-pra p 211.1 3

DR I 39 p 18

ND I54 p 76

SD VI 97 p 374

NS GOS XIX 85,NLRK 1744,DR I 40 p 18
NLRK.1 745

N§ GOS XIX 85,NLRK 1746,DR I 40 p 18,
ND I 53 p 74,SD VI 98 p 375

NLRK 11 747-748 The SD as an 1llustration of
Anumina (below VI 98 p 375) quotes the whole verse
and informs yathd jénaki-raghava-ndiake ramah | The
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first half of the verse as quoted there 1s, lidgatairap
tarangayato dhanitrim dlokanairnamayato jagatim sirdmsi |
Here Sugriva 15 described

DRI 36 p 16,Bha-pra p 210 116, RS III 51
p 225, Visvanitha also (SD p 376 VI 99) records the
view

N§ GOS Vol III p 50 bha-matrkdyam prarthan-
lak sanam nopalabhyate |

ND p 75

N$ GOS XIX 86

NLRK 1I 749-750 There are three more citations
(NLRK 11 758-760, 761 765, 1666-1670) from the Act
called after Sampati, the brother of Jatdyus Thisis
an Act from a lost Riama-play, not referred to in any
other work~ From a study of the above four citations
(SOLRP pp 102 103) Dr Raghavan shows the power
of the poet 1n 1nnovating 1deas, such as an attempt of the
Riksasas to dupe the monkeys , and a female character,
a Riksasi named Maiy3avati, trying her wits on Angada,
Hanumat and others

Abhinava reads Aksipti, three ms readings are recorded
mn the N§ (GOS Vol III p 50) viz, Aksepa, Aksipta
and Upaksipta DR (I 42) reads Aksepa and this
reading 1s found 1n the ND (I 54), Bha-pra (p 211 18),
RS (IIT 51) The SD (VI 99) reads Ksipti

NS GOS XIX 86 Abhmava comments hrdayéantah
sthitam (tasya) kutascinmmuttad udbhedanam |

ND I 54 p 78 akgepo byaprakisanam | It takes byasya
to mean mukhakdryopiyasya and also hrdaya-bhimi-mgii-
dhatvid abhiprdyasya, as an alternative

SD VI 99 rahasyarthasya tudbhedah ksiptih syat |

NLRK 1 751

NLRK 1I 751-753

NLRK | 754

DR 142 p 20

ND p 78
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NLRK 1 755 ,N$ GOS XIX 87

NLRK 11 755-757

N§ GOS Vol III p 51 avega-garbham yad vacanam
tattotakam|sa cdvego hargat, krodhat, anyato ’pivi/bhinatt:
yato hrdayam tatastotakam |

ND p 81

NS§ GOS 87 kapatenatisandhanam bruvate *dhivalam budah]
Cf also Abhi-bha (Vol III p 51)

DR I40 p 18, NDI 55 pp 78-79,Bhapra p 211
15,SD VI 99 pp 376-377

NS GOS Vol III p 51 fn 2 ms ‘pa’

NLRK 1 758 kapatasya anyathakaranam adhibalam |
Sr pra Vol II p 517 kapatasyanyathabhivam |
NLRK 11 758-760

ND p 79

DR I 40 p 19

ND p 79

N$ GOS XIX 88

N$ GOS Vol III p 51 arisabdanndct (yi ?) kads |

DR I 42, Avalokap 20

ND p 77

NLRK 1 761

N$ GOS Vol III p 51 fn 3 ms fa SD VI 100
nrpadyamtabhitih etc Sr pra Vol II p 518 bhayam
nypadyanitam etc

NLRK 1l 761.765

NLRK 1 766 , N§ GOS XIX 88

NLRK 1l 767-768

SD VI 100

N§$ GOS Vol III p 52 anye tu Sankd-bhaya-trésmh
krto yah sa wvidrava ijtatra ca wvisesya padam anvesyam,
samudiya eva visesya 1t1 §r1 sankukah |

NLRK 1 769

N$ GOS Vol III p 52

$r pra Vol II p 518 ,ND p 77 The ND names the
anga Drava
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DR I 42 p 20,Bhapra p 21117
SD p 376
DR p 21,ND T 51-52

Angas of the Vimar§a-sandhu

N$ GOS XIX 89,NLRK 1 801, DR I 45, SD VI
102

ND p 83

NLRK 1l 801-806 Thereis one more citation 1 the
NLRK (Il 1703 1707) from the Maya laksmana Actof
the Janak: raghava In the present case, the NLRK
says yatha-Janaki-raghave Maya laksa-(ksma ®)ne ravanah
and the last line of the verse runs karigyante ghoiam
vyasanam adhund raksasapateh | It 1s evident that the
verse cannot be put in the month of Ravana (as 1s done
m the NLRK ) who 1s referred to m the last hine m the
third person rdvanam prati, or ravanasya, might have
been the correct reading From these two citations, as
noted above, nothing can be guessed as to the nature of
the innovation of a Maya or 1ts relation with Laksamana
or the dramatic purpose achieved through it (Cf
SOLRP pp 68-70)

N§ GOS XIX 89, NLRK 1 807, DR I 45, ND 1
58 ,8D VI 102

NLRK 1I 808-812

N§ GOS Vol 1II p 53

NLRK 1 813 ,N§ GOS XIX 90

NLRK 1 813-814

NLRK 11 815 818

N§ GOS Vol 1II p 53 bhaitr-sammdhane 'p1 nidiigaka-
sya sdgariké yisca vasavadattayd bandhanam | dravanam
calanam margad it dravah |

DR I 45, Sr pra vol II p 520, ND I 57

SD VI 103

NS GOS XIX 90, NLRK 1819, DR I 46 p 23,
SD p 380
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NS GOS Vol III p 53 Cf also the llustration, taken
from the Rv (Act IV) where the king says that the
queen has been pacified

NLRK 11 819 823

ND I 60 p 88

ND p 89

NLRK 1 824, N§ GOS XIX 91 vyavasiyasca vyfeyah
pratyid hetu-sambhavah |

NLRK 1l 824 825

N§$ GOS Vol III p 54 pratyndtasyingikriasyarthasya
hetavo ye tegam sambhavah priptirvyavasayah | Cf ND 1
60, SD VI 103, Sr pra Vol II p 521

DR I 47 p 24 vyavasdyah svasaktyuktih |

Bha-pra p 212 1 I, RS III 65, ND p 91 The
Bhi-pra (p 212 1 2) gives also the definition of Vyava-
saya as accepted by Sagara

NLRK 1 824 aprastutartha khyipanam |

NLRK 11 826 828

N§ GOS Vol III p 54 ms pa aprastutartha-vacanam
prasangah parihuttitah |

Bha-pra p 211 1 22, ND p 82

NS GOS XIX 91 guranam parikirtanam | DR 1 46,
p 24,ND 158 p 82, SD VI 104 pp 380-381

N§ GOS XIX 92

NLRK 1 829 830

NLRK 1l 830 831

DR I 46 pp 23-24 tarjamodvejane dyutih , SD p 379
ND p 85

N$ GOS Vol III p 55

NLRK 1 832 manascest@ samutpannak framah khedakh |
The GOS version of the N$ (X1X-92) reads,—‘manas-
cegtavimgpanna etc ND I 59 p 85, SD VI 105 p
381

NLRK 1 832-837

ND I 59 p 86 Butit reads Nirodha (I 56) in enume
rating the angas.



280

37
38
39
40
41

42
43
44
45
46
47
48
49
50
51
52
53

54

55
56
57
58
59

NATAKA-LAKSANA-RATNA-KOSA IN THE PERSPECTIVE

NS GOS XIX 93, NLRK 838, SD VI 105 p 382
NLRK 11 838 839

N§ GOS XIX 93, NLRK 1 840

§r pra Vol 1I p 523, SD VI 106 p 382

NLRK 1l 840-8¢43 The §r pra (vol II p 524) also
refers to the same situation as an illustration of the anga
DR p 25 In the hight of Dhanika’s illustration the ms
reading samrambhokt: seems to be better

Bha pra p 212 Ul 3-4 samrabdhanimavaynd and paraspara
sya samgramah samrambhena |

RS III 65

NS GOS Vol III p 55 fn 2 (bha) uttarottaravakyam,
(da) samrambhad uttarottara-bhasanam, (na ya) uttarottara-
vikyam |

NLRK 1 844 bya kiryopagamanam , NS GOS XIX 94,
the reading, Atana here 1s undoubtedly an instance of
printing mistake Cf also §r pra Vol II p 524
NLRK 11 844-847 ActIV of the RV has been referred
to by Palityaika in the NLRK $r pra (vol II p 524)
also refers to the same situation as illustration of Adana
ND p 91 ,

DR I 48 p 26 adanam kéaryasamgraha Cf Bha pra p
212,1 6, RS III 66 p 232

NLRK 1 848 N§ GOS XIX 94

NLRK 11 848-849

NS GOS Vol III p 56 apamdna kalaskapavirandccha-
danamit: | In this sense the name chadana suits well

ND p 84

DR I 46 p 24, chalanam caivamananam , Bha-pra p
212 1 1, ND p 84 anye tvasya sthane chalanam avaména-
naripam ahuh [

RS III 64 p 231

SD VI 107 p 384 kdryartham apamanadeh sahanam.

N§ KM XIX 93andfn 9

ND p 84

NLRK 1 850,
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NLRK 11 851 852 The whole verse1s given n 1l 85 88
NS$ GOS XIX 95 Abhi-bhi (Vol IlI) p 56

§r pra Vol II p 524, SD VI 106 p 383 In the
light of the readings found in the N§, $r pra and 8D,
the reading of the NLRK may be amended as samhdrd-
rtha

ND p 90

DR I 47 siddhamantranato bhavidarsikd sydt prarocand|
Bha-pra p 212 1 5, RS III 66 p 232

DR GOS XIX 95 96

DR I45p 22,148 p 26

Bhi pra p 211 120,p 21216, RS III 61 p 230
IIT 66 p 232, NC p 24, p 27 It reads Vivalana
instead of Vicalana

N$ GOS Vol III p 56

ND p 91

DR p 27

ND I 56 57

Angas of the Nirvahana-sandin

NLRK 1 861 pradhanarthopaksepah arthah| Perhaps

the name Sandhi has been omitted to avoid a confusion

with Sandhi, the divison of the plot

N$ GOS XIX 97

Cf DR I 51 p 27, ND I 62 p 92,SD VI 110

p 385

NLRK 11 861-863 There 1s in the NLRK only one

citation from this lost Rima-play Siradatanaya refers

to 1t twice , Bha-pra p 217 1 14,p 223 1 2 from the

first reference we know that i1t was a Nitaka (mdrica

vaficite ndtake krtah) and the second paficankametan

marica-vaficitam) mforms us that it was of five Acts Cf

SOLRP p 96

N$ GOS XIX 98 upaksepastu karyanam grathanam |

The NLRK 1 864 karydnam bahiunamupaksepo grathanam ,
18b
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$r Pra (Vol II p 525) quotes the NS verbatim SD
VI 110 p 386 upanydsastu kdryanam grathanam /
DR I 51 p 28, Bhapra p 212 1 19,ND I, 63
pp 92-93,RS III 70 Ilustrations of Grathana cited
in these works also show that a reference to the main
purpose 1s mtended to

N$ GOS Vol III p 57,SD p 383

NLRK 11 864 869

NLRK 1 210

Cf supra, discussion on Kirya

N§ GOS XIX 99, NLRK 1 870, DR I 51 ,ND
I163,SD p 386

N$ GOS Vol III p 57, NLRK 1l 870-872

N§ GOS XIX 99

NLRK 1 873, 8r pra Vol II p 526, ND I 63, SD
p 387

NS GOS. Vol III p 58 anyonyaparadhodghattanam
vacanam etc ND 1 63 paribhasa svanindanam |

NLRK 11 873 875

§r pra Vol II pp 526 527

DR T 52 p 28

ND p 94

Bhi pra p 212 11 21 22

NLRK 1 876 irsya klesopasamanam dyutih |

§r pra Vol II P 527 wrsyd kopaprasamanam dyutim |
Cf NS GOS Vol III p 58 fn 3 ms pa

NLRK 1l 876-878 The name Kamadatti-piirt: 1s hitherto
unheard The RS refers to a Prakarna Kimadatti
(RS III 216 gamkindykam dhiirtam kamadattahvayadi-
kam) DrS N Das Gupta (Hist of Sans Lat, Cal Um,
p 762) mforms us that Kdmadatta, a work referred to n
the Bhina Padma-prabhrtaka was probably a Prakarana
wrtten by Sidraka himself A Bhamki with the title
Kamadatts has been referred to m the NLRK (1 3161)
and m the SD (p 458) In both the cases the name
has been cited as an example of Bhamki However,
]
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1t 13 evident that there were a Prakarana (from which
Sigara cites here) and a Bhanika bearing the same title
Kémadatta

ND pp 95-96 apare tu hrodhideh priptasya samanam
dyutim @manant: | After the illustration 1t 1s remarked,
anena Y sya kopasya samanam |

NS GOS XIX 100 [labdhasyarthasya samanam [
Abhinava says, samarthyat prasamamyasya krodhdderar
thasya p1dptasyap: yat prasamanam sa dyutih |

N$ GOS Vol III p 58 fn 5 ms ‘bha’ The reading
‘krt1’ seems to be better, as there 18 another Dyut1 in the
Vimarsa sandhi also

DR I 53

DR Avaloka p 30 1ityanena praptardjyasyibhiseha
mangalaih sthirikaranam krtih |

Bha pra p 213 1 2 krtirlabdharthasamanam tat sthiri-
karanam tu va |

SD VI III p 387

ND p 95 labdhasya paripalanam ksemah |

ND p 95

N§ GOS XIX 101 susiisadvupasanpanrah prasidah
pritirucyate | NLRK 1 879  susriisadyupapanndithah
prasadah | $r pra Vol Il p 527 susrigadyupasampannah
prasadah i kirttitah |

NS GOS Vol III p 59, NLRK 11 879-880 .

N$ GOS Vol III p 59

ND I 64 p 94

DR I 52 p 29,Bhi pra p 212 1 22,SD p 287

N$ GOS XIX 100, NLRK 1 881, DR I 52 p 29,
ND p 96, $r pra Vol II p 527 ,SD p 387

N$ GOS Vol III p 58

NLRK 1l 881-882

N$ GOS XIX 101, 8r pra Vol II p 528 ,DR I 52,
ND 1 64, Bha-pra p 213 1 1,8D VI 112 p '387
NLRK 1l 883885, Abhmavagupta (N§ GOS Vol
III p 59) also cites the same 1illustration
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NLRK 1 886 yukta kdryanvesanam anu)ogah |

NLRK 11 886-888

NS GOS XIX 98 kdryasyanvesanam yuktyd mrodha it
kwrtitah | The reading 1 the $r pra (Vol II p 525)
as  anyasydnvesanam yuktyd etc , 1s evidently currupt

ND I 63 p 92

DR I 51 p 27,SD VI 110 p 385, Bha-pra p 212
118

N§ GOS XIX 102 ,NLRK | 839, DR I 53, ND
I164,SD VI 112 p 388

NLRK 11 889-890

NLRK 1 891

NS GOS XIX 102 sdma-danids sampannam bhiganam
samudahrtam |

DR I 53,SD VI p 388, ND I 65, Bhi-pra p 213
13

NS GOS Vol III p 59, NLRK 1l 891-892 The read-
ing visvabhiiti m the NLRK 1s evidently currupt and
vasubhiiti 18 the correct reading

N$ GOS Vol III p 59

ND p 99

N§ GOS XIX 103 yathokta karya pradarsanam | $r
pra (Vol II p 529) reads yathoktakgsepadarSanam and
this reading 1s supported by the ms pa as recorded by
the editor of the N§ GOS Vol III p 60

NLRK 1 893 byodghatanam |

NLRK 1l 893-894

Dr Mainkar, The TSS p 132

DR I53,ND I 65 p 99, Bha-pra p 213 1 4 The
ND, however, uses the term Pragbhiva instead of
Pirvavikya

SD VI 113 p 388

ND p 99

N§ GOS XIX 103, NLRK 1 895

DR I 64,ND I 65,Bha.pra p 213 1 5,SD VI 114
NLRK 1l 895 896
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NLRK 1l 897-398,N§ XIX 104 Cf DR I 54, ND
I16>,8D VI 114,Bhipra p 21316

NLRK 11 899-902 Cf 11 3145-3146

ND p 101

Cf ND p 91 vwesdnupadanat sarvanyevaitam pradnanin

ND p 101 102

Mrccha Ed V R Nerurkar

For details on Bharata-vikya see, A Note on Bharata-
vikya (IHQ , Vol V 1929 pp 549-52) and A Furthe:
Note on Bharata-vikya (IHQ Vol VII pp 190-91)
of Prof Chintaharan Chakrabartty, and Prologues
and Epilogues in Sanskrit Drama (OH Vol V Pt I)
by Dr Kalkumar Datta Shastri

Abhi saku p 263 bharata-vakyam nata-vakyam | nataka-
bhinayasamaptau samaykebhyo natendsudiyata ityarthah |

Number, name and definitions of the Sandhyangas

~

NLRK 1 903

Both Sigara and Abhinava accept the numbers of the
five successive Sandhis as 12, 13, 13, 13, 14, thus the total
1s 65

NS GOS XIX 67

NS$ GOS XIX 9596 Cf supra, concluding portion of
the angas of Vimarsa sandh1

$r pra (Vol II p 504) mamtams that the number of
the Pratimukha sandhi 1s twelve

N§ GOS8, Vol III p 34

NS GOS Vol III p 56

ND p 91 In this case the total number becomes 63

Cf supra discussion or Prarthani (no 8) of the Garbha-
sandhi

NS GOS Vol III p 56 The textis currupt here It
reads mirvahanasandhavap: prasakteritivritantarbhiitatvena
gananamanyayyam itr | 'The correct reading seems to be,
prasastenitivrttanantai bhiita [
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SD (p 376) below VI 98

See DSL of R V Jagirdar pp 27 31

Ct Prasanga and Vidrava, supra It may be noted that
the defimition of Krama in the NLRK finds no support
from above sources

Application of the Sandhyangas

Cf V.sam Ed Jivananda Vidyasagara, Calcutta, 1934
According to Sigara’s citations from the Act I of the
drama, Prapt1 (p 19) cccurs before Parinyasa (p 25),
Vidhana 1s used before Samadhéna (p 31), while Pan-
bhavana (p 29) and Karana (p 30) are located before
Samadhiana and Vidhiana (p 31) Thus the order of
enumeration (NLRK 11 553-555) 1s not mamntained while
locating the angas

NS GOS Vol III p 36 lakgana evayam kramo na niban-
dhana 111 yavat | tena yadudbhataprabhriayo’ nganam sandhau
krame ca myamam ahustad yuktyagamaviruddhameva |

NS GOS Vol III p 62 Ag unequvocally states
sammusramtr sandhyantaroktam  sandhyantare’pityarthah |
Cf ND p 102 amisam ca svasandhau sandhyantare ca
yogytayi mbandhah |

N$ GOS Vol III p 37

Bha-pra p 208 1 20,p 209 1 19, p 211 1 9,RS
III 76 p 238 N

DR p 8 According to Dhanika’s citations Pripti and
" Samadhina occur before Vilobhana in the Act I of the
V-sam

Abhi Saku p 33 nanvangoddesa-vakye upakgsepa paiikaia

ityuddistam | udaharane ca katham vyatyaya iti cet | naiga

dosah | p 114 atra pratimukhasandhau angam noktim |
kaneit vyatyayenapyuktany tat kathamiti na vicyam| bharatd
diblireva tathokteh |

M3 ag Vilobhanaisin p 32 whereas Yukt: 1s located
mp 27
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N§ GOS Vol II1 pp 36 37 kamcidangdm svariipabald
deva niyamabhaiiyi yathopaksepo mukhasandhdveva |

NLRK 1l 904-905

NLRK 11 905-909 N§ GOS XIX 104 105, 105-106

1) yathasamdh tu kartavydnyanganyetam natake |

2) kavibhih kavyakusalai rasabhavam apekgya ca ||

3) sammusran: kadacit syurdvi-tri samkhya pramanatah |

4) jaatva karyam avastham ca samdhisvangam natake |[|

The GOS text reads the third line as sammisram kada-
cittu dvitriyogena va punak | RB (Abhi1 $aku p 114)
quotes second and third lines and attributes them to
Adibharata He reads the third line as sarvangam kada-
cittu dvitrihindm va  punah | He also quotes a part of
another verse as  vyutkramenipi karyém in the same
context and this 1s not found 1n the N§

NS GOS Vol III p 62 tenakam ap: sandhyangam
tatrawva sandhau dvistruva kartyavyam | The ND, main«
tamns the same opmion Cf ND p 102 tenaikamapyangam
rasapogakatvad ekasminnap: sandhau dvistrirvd mbadhyate |

N§ GOS Vol III p 63 tathd dvayoryogo dvibhyam
angabhyam sampddyam tadekenaiva ced ghatate tat kim
aparenalevam triyogah | Cf ND p 102 tathangadvayena
sadhyam yadekenaiva sidhyati, tadekameva mbadhyate |

ND p 102

NLRK 1 903

Seefn 11 supra

NS GOS Vol III p 37 sambhavamatram esamuktam na
tu myamah |

Bhipra p 214 11 S$dt here (I 2-3) informs us that
according to Bhoja all the agngas should be used by the
experts But the §r pra (Vol II p 505) says samy-
dhéna vasacca nyanadhikabhavena vyutkramena ca prayogah|
RS III 78

Necessity and Nature ef the Sandhyasfigas
Dr Kulkarni, The canception of Sandhis in Sansknt
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drama, JOI Vol V No 4 p 379, Dr Mainkar The
TSS p 18

See discussion of Sandhis and application of the
Sandhyangas

See the view of Ag discussed supra

The Vrttis JOR Vol VII partI p 45

N§ GOS XIX 51-52 Cf DR I 55, SD VI 116-117
NS GOS Vol III pp 32-33

ND p 102 sarvasandhingm canganitivritavicchedartham
upadiyate itwrttasyavicchedasca rasapustyarthah, vicchede
P sthayyddestrutitatvat kutastyo rasasvadah® tato rasa-
vidhanarkatana cetasah kaveh  prayatnintaranapeksam
yadangam uwjrmbhate tadevopambaddham  sahrdayinim
hrdayam anandayat: |

N$ GOS XIX 105, NLRK 1 907

Dh a III 12, also quoted by Ag (N§ GOS Vol III
p 42) sandhisandhyangaghatanam rosébhivyaktyapeh saya
(Abh: bha reads rasabandhavyapeksaya) | na tu kevalayd
$astrasthutisampadanecchaya (Abh1 bha na tu kevalasastrar-
thaetc ) [| Cf also SD VI 120

N§ GOS Vol III p 42

Keith The Skt Dr pp 299-300

Bha-pra pp 238 241

Bhi.pra p 239 1 1

RS III 213-214 natakasya tu piirnédibhedah kecana
kalpitah | tesam ndtwa ramyatvadapariksaksamatvatah ||
muninanadrtatvicca  tanuddestumudismahe | The San da
(p 96 last two lines) also refers to the view But Subhan-
kara wrongly understands the names of above five types
as those of five Sandhis He reads samagram iti vyfieya
natake pafica sandhayah mstead of Sdt ’s (Bha-pra p 238
1 17) natake pafica jatayah |

N§ GOS Vol III pp 34 36

See next Chap for the Theory of Sandhyantaras

NS GOS Vol II pp 295-296 anye manyante-1t1vyttq-
khandalakanyeva sandhyangakanm lak sanimti ca vyapadisyante/
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Kia a II 367 yacca sandhyanga vrtiyaiga laksanadys-
gamantare | vyavarmitam idam cestam alankdaratayaiva nah ||
Dr Raghavan SCAS p 25

Chapter VI

N§ GOS XIX 107109 p 63 fn 3

$r pra Vol II pp 498.503

ND p 102

Bha-pra p 214 11 7-11

RS pp 238-243 , NC pp 34-40

San di p 98, NLRK 1 923 Cf NLRK (I 934) where
they are called Sandhyantara-pradesas

NLRK 1 923 eteggm eva samdhinam ekavimiat: pradesa
arthavasad bhavann | 11 930-931  prayojanavasadyivanta

ete pradestum Sakyante tdvantah samdhigu pradarsiayitavyah|
RS III 92-94 p 247

N§ GOS XIX 106 eteg@meva cangandm sambaddhanyar-
thayuktitah | sandhyantaran: etc ||

RS III 79 mukhad: sandhigvanganam asaithilyam prati-

yate | NC (p 34) reads angandm asaithilydya sarvatah |

N§ GOS Vol III p 63 tema sandhyangacchidravartitvat

sandhyantarani, ata eva cangdnam sambaddhan |

N§ GOS Vol III p 63 anye manyante ya evopakge-

padyah samanya uktah tesam evaitadwisesa avantarabhedah |

This view seems to be referred to in the RS (III 95)

when the author says sandhyantarinim angesu nan-
tarbhavo mato mama |

NS GOS Vol III pp 63-64

NS GOS Vol III p 64 ete ca vibhavanubhava-vyabhi
cdr1 riipa  eva | prayogoyvalatvopayogaya tipalaksna-
tvenaika-vim$atirityuktam /

N§ GOS Vol III p 64

DR IV 84 cf also Avaloka on the verse

ND p 102

NLRK 11 994-996 samdhinam antare cakasa purusa
19a
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vacandm lekhyoktyd (ms reads,-—lekhoktaya) vidhatavyah |
yadiha | lekhyohtirakdSa-vacanam  antard samdhignity |
Subhankara also records this view and probably fiom
the NLRK The San di (p 99) reads, lekhoktirakasa
vacanam antard sandhisu smrtam Dr Raghavan (NLRK
Eng Tra p 63) takes the ghdsa-purusa-vacanin: as the
definition of the lekhyokt: and prefers the reading lekhyo-
ktayah (NLRK Eng Tr p 72) The reading lekhyo-
ktayah, however, seems to be the currect one but 1t may
be taken to mean reading of lctters Cf RS IIT 91
In the list of twenty-one Sandhyantaras Sigara omuits
Lekha and here he seems to have included it

NLRK 1 1039 The text reads svapnodbhiitam Dr
Raghavan (NLRK Eng Tra p 72) suggests siapnoditah
and this seems to be a better reading A further
improvement may be suggested as dizto In another
place (1 2280) Sigara enjo ns that the entrance of minor
characters, having a little to perform on the stage, should
be avoided with the help of the devices Akadavik,
Nepathyokt: and Lekha

NLRK Eng Tra p 63

Abhi §aku p 20

NS GOS Vol III p 63 fn 5na

RS IIT 80

ND p 102

NLRK Eng Tra p 63 Dr Raghavan on the bass of
the statements of the ND and DR supposes that they
are post-Bharatan But the expression Post Bharatan
itself requires elucidation m the face of the still unsettled
problem relating to the identity of Bharata or Adi-
bharata Moreover 1t 13 yet to be finally decided what
portion of the present N$ 1s pre-Bharatan, what s
Bharatan and what 1s post Bharatan

Cf NLRK 1l 935 bhedah prthag-bhavah | 940 damanam
dandah | 942 vadho vyapadah | 949 gotra-skhalitam narian
tara grahanam | 957, bhayam btk | 965 krodhah kopah |
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977 bhrantir bhramah | 983 ditah sandesa harah | 984
upadhischalanam |

NLRK 1 937

NLRK 11 963-964

NLRK 1l 967 970 As an 1illustration of Ruji, Sigara
quotes (11 971-972) a verse that seems to be apparently
taken from the Mrcchakat kam (Act IX 1II) The read-
ing differs very much from that of the printed text of the
drama

Cf Abhi-saku Ed Godbole pp 37 Danda, 83 Samvrti,
105 Sama, 102 Lekha, 174 Hetvavadhirana, 216
Bhrant1, 217 Cutra , 223 Bhaya , 225 Ojas, Krodha

Chapter VII

NLRK 1l 1000-1001

NS GOS XIX 30 p 18 fn 5

NLRK 11 1003-1005 The Dasarathinka 1s referred to
once more 1n the NLRK 11 1782 1785 Nothing more
15 known erther about the play or its author The two
citations m the NLRK 1ndicate that the play begins
with the exile of Rama

N§ GOS Vol III p 19

DR 1 14

DR Avaloka p 4 tacca tulyetivrttatayd tulya visesanatayd
ca dviprakaram, anyokti sanasokt: bhedat |

Bha-pra p 203 Il 34, RS p 211 III 16,17, NC
pp 55-57

ND pp 4041 )
NLRK 1 1008-1009 This 1s Sagara’s gloss on the
definition taken from the N§ (GOS XIX 81), 1 1007
Sigara reads mspatti i place of sampatt 1n the N$
NLRK 1! 1010-1013,N§ GOS Vol III p 20 Cf also
ND p 40

NLRK 11 1015-1017 , N§ GOS XIX 32 The SD (VI

"
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47) reads nanabandhasamdsrayam n place of kavyabandha
samdsrapam of the N§ and the NLRK

NLRK 1 1020, Cf SD below VI 47 Tirinitha Tarka-
vicaspat: (V-sam Ed Jivananda p 10) takes the verse
to be an 1llustration of $lesa-ganda

NLRK 11 1021 1024, N§ GOS XIX 33 sgvinapam 1
the definition has been taken by Sigara to mean auddha-
tyam apasya but Abhinava interprets 1t as vilega niscaya
praptya sahitam Visvanitha (SD below VI 48) follows
Abhinava

NLRK 11 1026 1029

Cf Ahibha N§ GOS Vol III p 21, $r pra (Vol 1I)
p 504

Abhi-§aku p 151 tallakganam uktam matrguptacaryaih-
arthopksepanam yattu giigham savinayam bhavet | shgta-
pratyuttaropetam trtiyam tanmatam tathd [| RB quotes the
same verse and ascribes 16 to Mitrgupta 1n another place
of his commentary on the Abhi $aku (p 123) but here
the reading 1s a bit currupt

NLRK 11 1033-1035, NS GOS XIX 34 The N§ reads
the third foot as  wpanydsa-sujuktasca instead of wpapatya
samprayuktah of the NLRK A ms of the N§ (GOS Vol
IIT p 21 na) reads upapatya yutam yacca The reading
in the 8D (VI 49) 1s pradhanarthantarak seps

NLRK 11 1036-1037

$r pra (Vol II) p 504,Bhapra p 203 Il 5.6, RS
p 213, SD below VI 49

DR Avaloka p 4

N§ GOS Vol III pp 21-22

NPSD p 72

Bhi-pra p 201 1l 11-12 The Bha-pra however, (p 202
1 9) nightly says that the Patikasthinakas are siicano-
payas

NLRK 1 997 kavyasyalamkarabhitam | 1 998 pataka-
sthandm $obhahetint |

N§ GOS XIX 36
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NS GOS Vol III p 19 anyablisandhane anyasiddhiscet
bhiisanabhitipr kaiscid ditganatvena grhta |

ND pp 39, 41

LPSD p 80 fn 4

NLRK 1 998 mrvahanasandhi varjam karyan |

NLRK 1 1038

NS GOS Vol III p 20 anye tu catugpataka-paramam
i1 bhavisandht catustayabhiprayena manyamandh prathama-
dntiyadi-sabdan  mukhadisandhi-visaya prayogabhi-prayena
vydcah satelatra ca yuhtwr na laksyate, na va camatkiram
bhajatityasadeva |

SD p 344 etam sarvasandhgu bhavanti| kavya-karturi-
cchavasad bhityo bhiiyo’pi bhavanti| p 345 yat punah
kenacid uktam mukha sandlim drabhya sandhi-catugtaye
kramena bhavantiti tadanye na manyante, esam atyantam
upddeyinam anyamena sarvatrapt sarvegimapr Dbhavitum
yuktatvat |

NS, GOS Vol III P 22 catursu sandhisu catvarah pataka-
niyakah, tegam yathakramam sicakdny patdkasthanam |
prathamam  mukhasandhau  ydvaccaturtham  avamarsa-
sandhaviti, taccasat |

N$ GOS Vol III p 20

Abhi §aku p 110

Abbi §aku pp 40-41 The definition 1s very similar to
that of the NS

Chapter VIII

NLRK 1 237

NLRK 11 242 244

NLRK 1 241

N$ GOS XVIII 14 Two mss read giidha-sabdo and
cinhayatyar thin for radin-sabdo and rohayatyarthan respec-
tively It is interesting to note here that Raghava bhatta
attributes this verse in his Arthadyotanika (Abhi~saku
p 54) to the same context
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N§ GOS Vol II p 415

Mm P V Kane (HSP p 50) and Dr Raghavan
(NLRK Eng Tra p 6l) maintain that the reading of
the hemistieh according to Lollata 1s anka 111 giidha-$abdo
bhavaik rasaisca rohayatyarthin But Abhinava distinctly
says, anye rohayatyarthdn it pathanti, as quoted above
Moreover according to Lollata, as mnformed by Abhinava
anka s a yadrcchitasabda which meaning comes irom
riidhi sabda

Cf Abhi-bha Vol II p 415 utsangavadaiohanem ( na?)
sambandhadanka 1tyucyate |

DR p 70 utsanga wvankak ,RS III 197 p 233, Bha-
pra p 2351 11

NS GOS Vol II p 415, p 418 aneka rasanlitatradapt
anka 1t1 nametyarthah |

NLRK 1l 238-239 sa ca sandhyangavasad asyaiva nataka-
syavastham prasamiksya bindvadinam vistarad va kartavyah |
Thus 1s based on N§ GOS XVIII 13

NLRK 1I 239-240, N§ GOS XVIII 29 prakarana-
natakavigsaye paficadyi dusapara bhavantyankah |

N$ GOS Vol II p 415 uwrttasya bindu siitra syitasya
prarambhadyavastha-paficaka carino yadi prarambhivastha
pirnatvam eti tadankacchedo bindudvarinusandhiyamana-
dwtiyankabhidheyaripo vidheyah | evam prayatnadyavas
thicatugtaye’py  vacyam ity paficativid ankd 1t mukhyah
kalpah | Kohala also, as informs $dt (Bha pra p 236
1 18) enjoins the use of Bindu at the close of an Anka

NS GOS Vol II p 415 yadd prarambhavadhipradhinam
bhavatitr tadd tasyd evopahramopasamhdrdvasthadvaydpe
ksayd dvavankau, anyisim ekaikankateti ydvat sarvisam
avasthddvayayogena sampadanam 11 gsadanhatvit prabhrty
saptajatapiaptau (°) dasankatvam |

N§ GOS Vol II p 416 prarambhadyavasthilaksano’
rtho yatra samapyate son’kah | Cf also pp 421-422
sandhyavasthanaparipirnopanibaddha evinka etc

SD below VI 80 p 358
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16 ND pp 32,49

17 Mu ra Ed Telang pp 62, 72, 107 108, 219

18 Abhiéaku p 15 atra tatah pravisat: 1tyarabhya dvitiyinke
ubhau parikramyopavistau ityantena sardhinkena mukha-
sandinh [ p 115 atha caturthinkidipaficama madhye yatho-
ktam karot: ityantena garbha sandhiruktah |

19 ND p 32

20 ND I 19 p 31 asamdptiyam apyavasthiyam kdaryavasena
Yo v@ chedah khandanam so’nkah | But agan (pp 31-32)
1t says  amund vyrddhasampraddydyi-tenankalaksanena
vaksyamana-nityd anka-samkhyd parimanam upapidyate |
Ye tu vrddha sampradayam avadhiiyankamadhye pyavasthim
samdpavanti | etc

21 The Skt Dr p 345 Keith here mn the foot note (2) points
out “Ghanasyima’s Navagrahacarita has three acts,
Madhusiidana’s Janakiparinaya has four” The Bombay
recension of the Mahdnitaka has fourteen Ankas Viéva-
natha (SD VI 223 224) mamntams that a Mahanataka
should contain ten Ankas

22 The Mahanataka Problem, IHQ , Vol X 1934 pp 493-
508

22a NLRK 11 245246, NS GOS XVIII 16 The verse
1s also quoted n the Bha pra p 235 11 1213 Narahan
in his commentary on the Abhi-faku (p 310) quotes
from the Kavi kantha hara prakrtirthasya mirvahah tathd
byasya samgatih | kimeit samlagnabinduh syad yatra so’nka

i smrtah || This 1s very similar to the above verse from
the N§

23 NLRK 11 247-248

24 NS GOS Vol II p 416 prarambhidyavastha-lak sano’r-
tho yatra samdpyate so’nkah | evam anka svaripam
anena mwriipitam i1 cwrantardh | taccaitat punaruktam,
“‘qsyavasthopetam karyam > (XVIII 13) ityanena hi kiya-
nnoktam yadanena lak sanenabhidhiyate |

25 N§ GOS Vol.II pp 416 417
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NLRK 11 249 250 (taken from the N§ GOS XVIII 17)
251-254 ,SD VI 11

NLRK 11 271 272 Abhiava (NS GOS Vol II p 418)
also 1n the same context takes the word ndyaka to signify
both the main hero and leading characters Vis$vanitha
(SD VI 11 p 322) uses the word kdryavyaprta purusah
to mean the leading characters as distinguished from the
Niyaka, the main hero

N$ GOS XVIII 28 The NLRK (Il 269 270) shortens
the hemistisch as sanmihitanayako’nkasca karyah |

NLRK 1l 273-278 The names of the Ankas of the V
sam are given here as Pratyfizbhima (Act I), Bhanumati
(Act II), ASvathama (Act III), Sundara (Act IV),
Dhrtaristra (Act V) and Samhara (Act VI)

NLRK 11 254 256 adyaka devi paryjana-purohitamatya
sarthavahdndm  naika rasantara-vihtascarita-sambhogo’pya-
nkah sa veditavyah | This 1s almost the same as N§ GOS
XVIII 18 The first half of the Arya ends with sartha-
vahanam and the portion carita-sambhoga from the second
half 15 to be deleted Saraditanaya (Bhapra p 235
Il 7-8) also quotes this verse with a minor difference in
reading 1n the second half Abhmava (N§ GOS Vol II
p 418) takes sarthavaha of the vesre to mean both
commander and merchant

NLRK 1l 279-280, 285-286, N§ GOS XVIII 20, 38
One ms (Pa) reads the first verse as foka prasdda-vidra-
vaapotsarga-prasadhana krodhdh |  utsaho’dbhuta-darsana-
mankaih pratyaksajan: syuk || This1s the reading adopted
by Bhoja (Sr pra Vol II p 462) with a bit difference
n the second half as, udvaho’dbhuta-darsanam anke

NLRK 1 282 sapotsargah $épapradanam |

N$ GOS Vol II 419 sapotsargah Sdpakrtasydnarthasya
ndsah | It may be noted here that Durvasas in the Abh:
$aku does not enter the stage but pronounces his curse
from behind the screen and that also happens mm a
Viskambhaka The ND (p 31) also follows 4bh: bha
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NS GOS Vol II pp 418-419 na kevalam caritasam
bhogaveva pratyaksam kintvanyadap: yatra rafjandtisayo
stiti darsayanniha krodhaprasada-soka iti |

ND p 31

NLRK 1 287 yuddhadikam nanke pratyakgam kartavyam |
pravesakaireva vaktavyam | After this Sigara (NLRK
11 288 290) refers to the Kumbhanka where fighting with
the seize of a town, Prdvrdanka where death, and a
hitherto unknown play Nalavijaya where the loss of
kingdom, have been reported in Pravesakas Kumbhanka
1s the Act V of the Udattaragnova (cf notes of Dr Ragha-
van, NLRK Eng Tra p 61) The SD refers to this
Act once below VI 200 which occurs in the NLRK
(1 1807) 1n the same contexs as an 1llustration of Udyama,
a Nityalankiara There are two more citations from the
Prayrdinka in the NLRK (11 3046-3052) The play
Nalavyaya has been referred to only in the NLRK
once

NS Eng Tra Vol I p 358
NS KSS XX 20 cf also N§ GOS Vol II p 419, ms
reading 5 (bha)

NS KS XX 20,21, KM XVIII 20,21 Rucipats (An-
rad p 53) also supports this reading and interpretation
Vidrava 1s an angg of the Garbhasandhi Cf the defini-
tion of the Vidrava in the NLRK 11 283, 766 Abhinava
(N§ GOS Vol III p 52) gives the same difinition of
Vidrava and illustrates 1t

Haas, DR p 93, Keith, The Skt Dr pp 292, 300,
C B Gupta, Ind Thea,p 130

The deaths of Dafaratha (Pratima), Valin (Abhiseka)
Arista, Canura, Mustika and Kamasa (Balacarita) are
all depicted 1n Acts for visible tepresentation

DR III 34,36, Avalokap 71, Bhia-pra pp 236 11 7-
13,217 11 10-11 ; ND pp 33 131,8D VI 16,63

NS GOS XVIII 39-40

NS GOS Vol 1T p 427.

19b
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N§ GOS Vol II p 427 anye tu khyatam nayakam
patikandyakdadikam 1cchanti|  yastu ndyakastasya khya-
tasya na ghatandadi pradarsaniyam |

NLRK 1l 290 291 Thus 1s based on the N§ GOS XVIII
39 40

NLRK 11 291295 etattu nitake ndtyantkam | yatc
ravana-duryodhanakamsadinam vadha eva sa tu na saksa
tkartavya ityarthah | prakarane punah kaveh svatantrantrya;
sandhyidih  sakrdvigayah | yathd cirudatta ( dattasya
ragsiriyena saha samdhireva darsitah |

The N§ (GOS XVIII 82) while describing the Ihamrg:
also says yatra tu vadhepsiténam vadho hyudagro bhaved
dh purusanam | kificid vydgjam krivd tegam  yuddhan
$amayitavyam ||

NS GOS Vol II p 426 tha kecidihuh maranam dviv
dham, kificidanyasambandhinyad kriyaya sampddyam yath
cakrena daityasya siraschedam, kimcidanyasambandhikriya
nairapekgyenaiva  vyadhyabhighatady prabhavam, tatradyas
yawva migedhah kriyate |

NS GOS Vol II p 426 dam maranam prayojyar
idamaprayojyam 11 na tdvadatra vigaya-vibhige widénar
utpasyamah | mrtasya katham mgskramanam katham vavas
thinam, tato natyopayogr  prakriyavilopah samdyikanar
virasatd pratipattirity  tu  sarvatra maranam  samanar,
tasmid range maranam aprayojyam eva| p 427 kific
yatra pratydpattisinyem maranam tat prakriyévilopa
katvanna prayojyam [ yattu kvacit pratyapattih yathd jimi
tavihanasya tadeva  marananubhdva-sak satkaranasya viga
yak |  anye tvahuh vyidhyam abhighdtajam ca maranar
range prayogyam, apunarjam-migkranti-raluta-prakrtir vidhe
yeti

N$ GOS XVIII 38 Sigara (NLRK 1 287) takes sam
vidhey@m to mean ‘to be reported’ (vaktavyam) but th
word may also be taken to mean ‘to be performed ’

N§ Eng Tra Vol I p 358 fn 20, 21

52 N§ GOS XXII 240 241 The KSS (XXIV 232) an
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the KM (XXII 232) editions read the first foot of the
fiast verse as  ndsvara grahanam range and this may be
taken to mean the prohibition of croaking or indistinct
voice The GOS reading, however, gives a better sense

NS GOS XXII 295 299

The same criterion seems to be taken up in describing
the Ashlatva dosa by rhetoricians also Cf SD p 472

aslilatvam vridajugupsamangalavyaijakatvat trividham |

N§ GOS X 86-88

N$ GOS VII 86 88 and prose portions (pp 372-373),
XXV 100110 The conclnding line says evam ki natya-
dharme maranam budhaih prayojyam |

NS GOS XVIII 38 (quoted befoae) Sagara while illus-
trating Vidrava due to puroparodha says mrcchakatikdyam
aryakanusarane puroparodhah (NLRK 11 2815 2816) This
may aefer to the commotion indicated from nepathya in
Act IV when Sarvilaka 1s leaving the house af Vasanta-
sendi with Madaniki, or more suitably the situation
depicted in the Act VI begmnning from the entrance of
Aryaka But even the second one cannot be taken as
a vistble representation of actual nagaroparodha The
whole effect of a serious cammotion, of course very
successfully, has been produced by mainly two characters
(Viraka and Candanaka) on the stage with other two
(Vardhamanaka and Aryaka), playing here minor roles
and others remaining behind the screen

DR 1III 3435 diradhvanam vadham yuddham rajya-desi-
dibiplavam || samrodham bhojanam snanam suratam cinulepa-
nam | ambaia-grahanddin pratyaksani na nudiset [[ The
Avoloka here says pravesakadiblireva siicayet | Bha-pra

p 236 11 7-9 quotes the DR verbatim
SD VI 36 38

NLRK 1 296 The text reads anke samprayo
Dr Raghavan’s emendation (NLRK Eng Tra p 72)1s
accepted above N§ (GOS XVIII 21) reads ekadivasa-

pravtttam karyastvanka’rtha-byam admkrtya |
NLRK 1 297
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NS GOS Vol 1I p 420 ckadivasa sampiditamupayog:
cestitamanke badhnsyat |

DR III 36, Bha-pra p 236 1 14,p 237 1 15,

N$ GOS XVIII 21-22, SD VI 14, Bhi-pra p 233
111

NLRK 11 298-299

Bha-pra p 237 1 16 anka sydd vasarardhena /

RS III 205, p 234 dinardha dinayor yogyam anke vastu
pravartayet |

ND p 381 wmuhiirtad arabhya yama-catustayam ydvat |
yama or Prahara 1s one eighth part of a dayie,a period
of three hours Muhirta corresponds to a period of
about 48 minutes This view of the ND 1s also found
mn the N§ (GOS XIII 25) kgano muhiirto ydmo v@
dvaso vaps natake | ekanke samvidhatavyo byasyartha-
vasdnugahk || This verse, however, has not been taken
mto account by Abhinava

NLRK 1l 299302 Cf N§ GOS XVIII 31 also XIII
26

Cf SD VI 15 ndneka-dina mvartya kathaya samprayo-
Jitah

N§ GOS Vol II pp 422.423

N§ GOS XVIII 21, 26 Ag (N$ GOS Vol II pp
421, 422) pomts out rightly, that here Pravefaka means
any one of the five Arthopaksepakas Cf SD VI 53

NS GOS XVIII 31 ankacchedam krtvé masa krtam
varsasamcitam vapy tat sarvam Fartavyam vargad drdham
na tu kedicit[| The SD (VI 51 52) quotes this verse
below VI 52, but reads ankacchede Liryam as the
fiast foot

Abhi-bha NS GOS Vol II p 423 tena paficinke nitake
pafica karyadinaniti samksepah dasanke tu dasetr vistarah |
Bhavabhiit1 in his U ca depicts the incidents ofa single
day in five Acts (Acts II to VI), each Act (excepting Act
V) having a Viskambhaka prefixed to 1t

NLRK Il %03 204 nghetukah prave$o’nke kasyap: jayate
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tvapi | mgkrantirapy tatah sydd vyalamvartham prasangam
ca|| The verse seems to be Sigara’s own as there 1s no
introductory expressihn like yaducyate etc , before 1t
NLRK 1I 2279 2280, supra Sandhyantaras

NLRK I 374-375 , NS GOS XVIII 41

NLRK 11 376-379 ndyakasya tadvipaksasya ca ye ye
mahajanah pradhanabhiitah | na te sarve nataka prakaranayoh
paricarakatvena vydparayitavyak | tesim madhye Adryava
lambinascatvarah pafica vi@ kartavyah | apare bahir eva
karyatah kirtaniyah | anke’pyeka eva mrvahayita |

Not to speak of works like the Mu rd or the Mrccha
even U-Ca and Abhi-§aku also present a greater number
of characters on the stage

SD VI 11

NS GOS Vol II p 428 etad uktam bhavati bahutara-
purugasadhyam yat kimcid tadyathd samudre setubandhanam
1tyadi, tat sarvam pratyaksena na pradariamiyam | yad
praharsastada dasigtau va range pravigid bhavant: | tato’dhi-
kesu tvabhinayacatugtayam samyag avibhavaniyam sydt
devayatraparidtsyamadna-jana samdjavat | Abhinava, by
twisting the language of the verse also makes out another
meaning that all the indecent activit es and those sus-
ceptible to offend the feeling of the audience are to be
strictly avorded on the stage But the Natya-sastra
includes this injunction in other places, as has been
shown

DR III 37,Bhapra p 236116, ND p 32 The
ND undoubtedly olarifies the matter best, of course,
following the Abh: bba

NS GOS XVIII 22,24, DR III 36, Avalokap 71
NS GOS XVIII 23, DR III 37, ND I 20, Bha
pra.p 236 1 17, SD 19

NS GOS Vol II p 420 tat parisamiptau yavatkaya
tirodhénariipam migkramanam darSamiyam | ND p 30
nigkramo yavamkaya tirodhanam |

The N§ (GOS V 11-12) dwvides the features of the
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Pirvaranga into two sets one 1s to be done behind the
screen and the other vighdiya vai yavamkam nrtta-
pathya-krtam tu| This along with the above remarks
of the Abhi bhd and the ND go to prove the existence
of the front screen In ancient Indian stage The problem
has bee claboratcly discussed in Two Anomymous Pre-
cepts of Sanskrit Dramaturgy of the present writer in
the Vishevsharanand Indolocical Jaurnal, Vol IX, IT

N§ GOS XIII The word 1s also spelt as Kaksa

N§ GOS XXI

See inffra Naming of an Anka

Cf supra Anka

NLRK 11 879-382 anke’apyeka eva mirvihayta kaitavyah |
tasyarkasya krodha sokidayah pratyaksabhuvo darsayitavyah/
For illustratian Sigara cites the Asvathaminka

DR III 36 The RS also says the same (p 284)1n,
ankacchedasca kartavyah kalavasthanurodhatah |

SD below VI 80 p 358

Chapter XIX

NLRK 1l 308-309, (N§ GOS XVIII 33, repeated i
XIX 114),1 344 (N§ GOS XVIII 36, Bhi-pra p
216 1 15) 11 357-358, (N§ GOS XVIII 37) Sagara’s
own comments , 11 325 329, 359 361

NS GOS Vol IIpp 421,422, 425 Below v no 36 (ot
the NS XVIII p 425) Abhinava says ankdrthasannivesa-
mnuttam ye pravesakah paficapyuktih |

NLRK 1 307 Abhinava (GOS Vol II p 421) also says

“adrstam apyartham hrdi pravesayantiti pravesakih Here
the word pravesaka 1s used to denote all the Arthopakse-
pakas Cf also ND (p 35) apratyaksanarthan samay-
kahrdaye pravesayatiti pravesakah |

NLRK 11 330 331

San-dd p 72 asicitasya pitrasya praveso naiva driyate |
atah  pradhina-patranam  sicahah sydt pravesakah ||
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Rucipar1 quotes (An ra pp 21 108) asiicitasya patrasya
prave$o naiva yujyate and attributes 1t to Bharata The
full verse 15 quoted mn p 70, the second half1s tato
vigkambhakendsya siicanam racayed budah, here 1t is
ascribed to the Sangitakalpataru

Vik u with the com of Rafganitha, p 31 tathd ca
devapamviracita-dasariipaka tkayam sahasankiya tika
sammatii apr,—na siicitasya patrasya pravesah kvacid 15yate |
pravesam siicayet tasmad amukhyanke pravesakat | We know
nothing about these two sources of Ranganitha

Abhi-Saku with the com of Narahari, p 329, Abhi saku
with the com of RB pp 123, 192 ndsiicitasya patrasya
praveso mirgamo’pica RB eites the view to explain the
apatik sepena pravesa of Anasiiya (Act IV) and that of
Kaficukin (Act VI)

NLRK 1 330 yadiha asiicitasya etc

Ranganitha mn Vik u Com (p 31) says adhamapa-
trena patrabhyam va prakrta-bhasibhyam siicyetivritasiicanam
pravesakah View of Ructpati has been quotednfn 5
supra

Narahart mn his com on the Abhi-faku (p 318) says

ankegu pradhana-patra pravesam sicayannadhama-pétrapra
veSah pravesakah |

NLRK 11 336337 We find no reason to amend the
reading, Vyuddsa into Vyatysi as done by Dillon
Sagara’s gloss on rasa vyudisirambha (1 341) 1s quite clear
The espression means the cessation, end ( vyuddsa)
of one Rasa and the beginning (diambha) of the other
1e, a change of Rasa (rasénim anyathakarana) The
N§ (GOS XVIII 35) reads the vemse kalatthina-gat-
rasay vyaklya samrambha-karya visaydnam | arthabmdhana-
yuktah efc |/ Some mass, however read yyatydsa Cf
ms readings 6 (bha) and 7 (na) The Bha pra. (p 216
1 11) reads the first half of the verse as kalotthipana-
nagara-vyatyasarambhakdma-visayinim | §r pra (vol II
p 462) reads. rasa vatyasarambhakdma visayanam |
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NLRK 1l 340-342
NS GOS Vol II pp 424-425 Fiveusesare - (1) kalo-
dayasiicana, (2) vyakhyarthabmdhana, (3) samrambhar-
thabhidhana, (4) karyarthabhidhina, (5) and visaydrthabhi-
dhina Abhinava concludes with the comment anydnyap:
praveakasya prayojyém santi |
NLRK 1l 334-335,NS GOS XVIII 34, Bhia-pra p
216 11 5-6 , §r pra (Vol II) p 462
NLRK 11 338 339 Saktyanka 1s an “Act of a Rima play
which may be Krtyd rivana”, suggests Dr Raghavan
(NLRK Eng Tra p 62) Sagara refers tothis Actin
three other places, 11 388, 967, 1749 Dr Raghavan
(SOLRP p 101) notes *“A fuller citation comprising two
vecses of Rima’s lament in this situation 13 given by
Allarija 1n his Rasaratnapradipika (p 32) > and also
quotes these two verses The Act, as its name suggests,
isrelated to the battle of Lankd, in which Laksmana 1s
hit down by Ravana’s Sakt: weapon,
N§ GOS Vol II p 424
DR I 60,SD VI 57
ND I 25, RS III 194
St pra Vol I p 477 pravesakasca vymeyah Sauraseny
dibhigsaya |
NLRK 1 310, N§ GOS XVIII 28, reads kathinu
bandhh
NLRK 1l 3811 313 paryanah dasi-kaficuk: prabhrtayah

ye nica madhamaste pravesakah kartavyah ||
NS GOS Vol II p 421
NLRK 11 314 316  matrguptah-vita tapasa-vipradyair-
mumikaficukibfuh | 1t pravesakam varnayati |
NLRK 11 342-343 yada ca tapasadayah pravesakah santi
tatra samskrtapatha eva visegah |
NLRK. 1l 318-31% rawvatiparinaye trtsye’nke tdpasah
abhyudne trtvye viprah | Sasikamadatte trtiye vifah [ of the
first and the third dramas we known northing and in the
NLRK also, they are referred to only here in this context



OF ANCIENT INDIAN DRAMA & DRAMATURGY 305

26

27

28
29

30

31

32
33

34
35

Cf Abhisaku p 84 But Narahari seems to follow the
view of Sigara when he designates this scene as a Pra
vesaka (Abhi-saku p 318)

Bha-pra p 216 1l 9-10 wita tépasa-orddhadyair-muns
Kaficuky bhistatha| praveéakam apicchanti santah samskr
tabhasibmh|| Cf also 1l 7 8, contamning the same 1dea
$dt reads yrddha 1n place of NLRK’s vipra

Abhi §aku pp 233, 318

Cf RT chap IIT Itis not unlikely that Sankara means
to attribute the view to Ninyadeva, the founder of the
Karnitaka dynasty in Mithila, the homeland of $ankara
Nanyadeva 1s known to be the author of a work called
Bharata bhasya In the colophon of the ms of the work
(for details see RSP by Mm P V Kane, pp 61-64)
Nanyadeva 1s styled Mah3-simantidhipati and not
Mahirija

NLRK 1 316 317  anyastu/prakramadhinah pravesako
nama |

NLRK Il 320323 prakramadhinastu aSvatthimanke
Yuddha prastavam  adhikrtya  raksasaultayor  udattam
apy vacanam|/

Supra p 243

NS GOSs Vol II P 424 anye tvahuh —udittam svatma-
kdrya-visrantam vacanam nmisidhyate, ‘anattammi  bhattr-
diride’ ityadind svakrtyam pradhanopayogyeva drsyate |
Cf also ND pp 34 35 mukhya nayakadi-kirya msthair na
punah sva-rtyaika-tatpararh|yatha ‘anatta’ etc , as above
NLRK 11 321-323

Dr Raghavan (NLRK Eng Tra pp 61-62) takes uditta-
vacana to mean elevated speech and observes, “If the
Pravesaka 1s of the kind that gives in brief the sequel of
the main story (prakrama), 1t has naturally to be eleva-
ted, if, however, 1t were to present the inferior characters
mn their own reaction to certamn happenings, then the
tone could not be elevated But the speech cited by
Sigara, as uditta-vacana goes to support the above inter-

20a. h
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pretation referred to as according to the opmion of
others by Abhinava

NLRK 11 332333 sa cankintara-sandhigu kartavyah|
tatrinkasyddau na tu wmadhydntayoruyarthah | This 1s
evidently based on ankantara-sandhisu ca praveSakastesu
tavantah, of the N§ (GOS XVIII 29)

DR I 61, Avaloka, p 32 anka dvayasyante 111 pratha-
manke pratisedha it | SD p 348 , RS III 194 p 283,
ND p 35 kecit pravesakam prathaméankasyidau necchant: |
Bhi-pra p 215 11 6, 21

NS GOS Vol II p 423 askdntarinu sirit: anka-(anka-
yor ?) madhye bhavatiti yavat | ankantaram pirvankéantaram
anusarati |

VDP XII 13 (p 314) pdtra-dvayena kartavyam tathd
mityam pravesakam

IT Viskambhaka (Viskambha)

N§ GOS XVIII 54.55, KSS XX 87-38 , KM XVIII
89-.90

N§ KS§ XX 39, KM XVIII 91

N§ GOS XIX 111-112, KSS XXI 109-110, KM XIX
109 110

NS GOS Vol II p 434 nanu kohalena mukhankasya
cayam antardntare vihtak | madhyama etc The reading
of the second half 1s given here vigkambhako hi kiryo
natakayoge pravesakavat |

NS GOS Vol III p 64 The problem will be discuss-
ed 1n our General review of the Arthopaksepakas

It 1s curious that the interlude at the beginning
of the Act IV of Abhi-faku has been taken to bea
$uddha Vigkambhaka by Raghava-bhatta, who says
(Abhidaku p 121) ayamap fuddhg-viskambhah kevalam
prakrtena  krtatvdt | Anusiyi and Priyamvadi, both
speaking Praknt, take part in this scene Righava-
bhatta perhaps, understands Suddha-viskambhaka as one
where only one language, either Sanskri$ or Prakrit, 1s
used The two female characters here cannot be,
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according to Righava bhatta designated as mca-pitra
Narahar1 (p 329) and Abhirama (p 152) take this scene
as a Pravefaka

NS GOS Vol II pp 421, 422 (com on XVIII 29)
praveaka-sabdasca mahd-samanya-vacanah paficasu vittah,
tha tu madhyama-samanye praveSaka viskambhakadvaye
vartate |

$r Pra (Vol II pp 462 463) sumply quotes from the NS
DR I 59-61, SD VI 5557, ND I 2325, RS III 178-
181, 194196 The Bha pra (pp 215-216) includes all
the divergent views But 1t defines the Viskambhaka first
NLRK 1 364 Cf Ra-ca (Abhi-Saku p 70) pravesaka eva
vigkambhakah |

NLRK 1l 371372 Sigara (11 372 373) cites the 1llustra-
tion of Suddha viskambhaka trom the Ma-mi (Act IX)
and Sapkirna viskambhaka from the Ramdnanda where
a Ksapanaka and a Kapalika take part The SD (below
VI 56) also cites the same illustration, but the name of
the drama 1s stated there as Ramabhinanda NLRK
refers to the name Rimdnanda agamnnl 385 From the
Act ksapanaka kapahka there are two more citations below
11 3113 and 3117 Catations from the drama also occur
m the RS, Sr pra and the Bhi-pra wherea $ngadita

Ramananda 1s also referred to For details see SOLRP
pp 8287

NLRK 1l 365 368

Bha-pra p 215 1l 15-16 In the first half Sdt reads
sambandho 1 place of sambaddho of above The second
half there, 1s read as vigkambharthah sa vyjfieyah katham
sasyapi sicakah [/ Subhankara’s reading (San dia p 72)
tallies exactly with that of Sagara excepting in sangato
instead of sambaddho

13 Jagaddhara’s reading (Ma ma p 37) of the fourth foot 1s

yastu (samyak) kavyartha sicakah | Rucipati (An ra p
70) gies the verse with Sagara’s reading Sankara
(Abhisaku p 208) reads the verse as  yatah kutascid
dyatah sambandh: nobhayorap: | vigkambhakah sa vyfieyah
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kathamatrasya sicakah ||

NLRK 1 368 Here a citation 1s given from the Niga-
varméinka of an unknown drama

NLRK Eng Tra p 62

N§ GOS Vol II p 433, ND p 34 wugabhnatyanu
sandhanena vrttam upastambhay atiti vishambhakah |

N$ GOS Vol II 43¢ The verse attubuted to Kohala
has been quoted before Bhi-pra p 215 1 22 mvesah
prathamanke’pi vigkambhasyavadharyate | p 216 1 1 adau
viskambhakam kuryad 11 bhojena darsitan| ND p 34
kohalah punar etam prathamankadavevecchati |

NS GOS Vol II p 434 tathahi bijam bindusca pratha-
mam upahsipeyte, tatra ca prthag janasyilabdha-mivesatvat
sacivadi-gocaratvacca tadupakgsepe vigkambhakasyaivavasara
it yad ucyate tadankantaresvapt mantraguptatiyam tulyam
i1 tatrapyamvarito vigkambhaka-pravesah | prastivananka
madhyavartitapyuktaivg | Cf Bha-pra p 234 11 1115
DR III 28-30, ND p 34, SD VI 62

NS Eng Tra Vol I p 397 fn on XXI 107

§r pra Vol II p 463

NS GOS Vol 1I p 433 prakarane ndyakapeksaya pra
yasah upayogino’pr madhyama eva sambhavantitt tatra vis«
kambhakasya bahulyena sambhavanam ity /

NLRK 1l 362-.363 Qarayana, as an authority on the
Kiamasastra has been twice referred to 1n the Kima-siitra,
11 12andI 5 22

NLRK 1 2789.2790

Supra, definition of Viskambhaka

NS GOS XVIII 33 (KSS XX 32, KM XVIII 35)
Abhinava (Vol II p 424) says anyatrg ripake pari
mita-kdryopadesat na tathi pravesahopayoga its /

ND p 85

We cannot accept the observation of Dr S N Shastri
(LPSD p. 66) that the above statement of the ND  “does
not amount to an established principle of dramaturgy,
nor has 1t any support in Bharata’s canons”, for the
reasons stated above
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TII Adkiavatara (Garbhinka)

NLRK 1 397

NLRK 11 398-399

Bhi-pra (p 218 1l 16-17) reads samdpyamdina ekasmi-
nmitaidnkasya | and natygfiah 1 place natyoktah of
the NLRK 1n the second half

Mi mi p 369 reading differs from that of the NLRK
i  ekasminnanke’nyasyaca [, the second half 1s found
as in the Bha pra

NLRK Eng Tra p 62 Bahuriipa in his Ripadipika
reads the verse samdapyamanam ekasminnanke’ ny drthatva-
siicanam|samdpyats h natyajfiar ankavatira isyate I} (on
DR 1 62) (Taken fram Garbhinka 1ts genesis and deve-
lopment by Dr K K Datta Shastr, OH Vol VII pt
I p 48) Sdt (Bhi-pra p 287 1l 7-9) speaks of two
recensions of the N$ consisting of 12000 and 6000 verses
respectively The present NS however, consists near-
about 5000 verses

NLRK 1l 400-406

Mi mi p369 At the end of the Act VIII Makaranda
says astyetat, kintu bhagavat pddamila gamanamapyd
sankate. Jagaddhara comments fadiha bhagavati-pada
miilet: sédharana padollekhena malatyd bhavisyat saudamini-
par$va-gamanasya  sicanena navamankavatiro’'pr  siacuah |
Then the above definition 1s quoted In the same work
(p 79) Jagaddhara quotes another definition of the same
SD VI 58-59 ankdnte sicitah patraistad ankasyavibhd-
gatah || yatranko’vataratyeso'nkavatdra 111 smrtah | After
this Visvanitha remarks  yathd-abhyfane paficamanke
patraih siicutah sagtankastad ankasyanga-visesa wavaturnah |

The Vikram, Kalidas special pumber, 1960 The fisher
man episode 1n the Abhi-faku pp 51, 63

DR 1 62 ankdvatdrastvankdnte pato’nkasyavibhagatak |
Dhanika specifically says pravesaka-vighambhakads-

siinyam | -
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DR (Avaloka), p 33

Bhi pra p 218 11 13, 18-20, 22

SD VI 58-59

PRYB p 116

RS III 191-192 gnkdvataiah patrandm pivakarydnuvart
nam | avibhagena sarvesam bhavinyanke pravelanam ||

NC p 58 The second foot 1s read piiivankar thinu-
vartiném |

N$ GOS XIX 115, KSS XXI 115, KM XIX 115
NS GOS Vol II p 421 yathoktam ankdntara evinko
mipatati yasmun prayogam  dsédyalndtyartha hathd yogad
vyfieyo'nkavatiro’sau | Here the word ankantare 1s mis-
leading, the use of the seventh case ending may be taken
to signify 1n an ankga But the introductory sentence
kathayaiva® etc, as gwven below, and also the reading of
the N§ (given above) suggest that the word antara here
signifies proximity The whole word may also be gram
matically explamned as anyah atkah ankantaram and
then the adhikarana 1s to be taken as aupaslegika like vate
gavah suserate Cf also the view of the ND below

NS GOS Vol II p 421 hathayawa paraspara-Sligiaya
nubaddho’nkavatarak |

ND I 27 p 36 so’nkdvatiro yat patrawrankéntaram
asiicanam | In the gloss 1t 1s said  avicchinnarthatayd
sticantydrthasydbhavat | pravesaka-vigkambhaka-siicana
rahitam ankdantaram bhavaty |

NLRK Eng Tra p 62

N§ GOS Vol II p 417 Here also the use of the
seventh case ending creates confusion, but the word
yogah supports our 1nterpretation

NS GOS Vol II p 417 yatra tvanke sarvesim ankdnam
yo’artho byalaksanastasya samhirah samvulitatvena praptir
bhavaty  so’vatarankah [ This 1s a part of Abhinava’s
gloss on yatrdrthaspa etc, of the NS (GOS ) XVIII 16
The full verse has been quoted before Abhinava does
not accept the traditional interpretation of the verse as



OF ANCIENT INDIAN DRAMA & DRAMATURGY 311

24
25
26

27
28
29
30
31

32
33
34
35
36
37
38

o BN

descnibing an Aska (Cf supra Chap VIII, Anka) In
his opinion 1t describes three types of Ankas, as according
to the view of Kohala The above illustration has also
been cited 1n the Bhi-pra p 219 1l 1-2

$r pra (Vol II), pp 462-463

Cf supra fn 18

$r pra (Vol II) p 471 garbhanka ciihka nkavatara-
viskambhak a-pravesaka-vidhdnam |

$r pra (Vol II)p 477

Supra, second view of Abhinava

Bhipra p 2191 9

ND I 27,p 36

ND p 36 anye tu yatranke anyankanam byalakgano’artho’-
avataryate tam ankavataram amananti[yatha ratnavalyam |
ND pp 36-37

OH Vol VI¥ pt I Garbhanka p 50

SD VI 20 and below

Bil ra Ed Jivananda Calcutta 1884

RS III 206 211

NC p 60

For fuller treatment of the topic vide Dr K K Datta
Shastri’s article ““Garbhanka Its genesis and develop-
ment 1n Sanskrit” 1n the OH Vol VII pt I pp 37-58

IV Anka-mukha (Ankasya)

NLRK 1 408 sigtranam sakalankdnam jeyam anka mukham
budhair 111/

NLRK 1I 410-412

Bha.pra p 218 1l 7-10

NLRK Eng Tra p 62

N§ GOS XIX 116 vislista mukham ankasya striyd va
purugena vilyad upaksipyate piirvam tad-anka mukham
isyate/| Abhinava (Vol II p 417) ascribes the verse
to Kohala

\
6 DR I 62 ankanta-patrair ankisyam chimnankasydrtha-
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siicandt|/Avaloka (p 32) ankdnta eva pitram ankdnta patram|
tena vishgtasyottaranka mukhasya siicanam tadvasenottara-
nkavataro’nkasyam w1/ ND 1 26, p 35, RS III 188-
189

§¢ pra Vol II p 463, $r pra (Vol II p 477) gives
the same 1illustration as NLRK

Bhi-pra 214 1 22

Bhi-pra p 218 11 1.2

Bhi pra p 218 1 710

Bhi-pra p 217 1l 21-22,p 218 11 1112

SD VI 5960 yatra syad anke ekasminnankanam sicand-
khild|tad ankamukham itydhur byartha khyapakam ca yat ||
yatha malatimadhave etc

SD VI 60 and below, pp 349-350 It 1s interesting to
note that Visvanatha here seems to 1dentify Dhanafijaya
and Dhanika

SD below VI 60 p 350 anye tu ankavatrenaivedam
gatartham ityahuh |

NC p1

NC p 38

V Calika

NLRK 1l 412-413 ciilkd samjfia-Sabdo’yam nepathya-
sthanasthitanam (Dr Raghavan’s enendation accepted
NLRK Eng Tra p 72) (The text reads nepathye) karya-
vasad vihitanam zlapanam |

NLRK 11 414-415 The second quarter of the verse 1s
found i the Bhi-pra (p 217 1 18) Bhoja (Sr pra
Vol II p 463) also read magadha-siitadibhh

DR I 62, Avalokap 32, ND I 26,p 35,SD VI 58,
NC p 58 These texts mamtain that Cialkd 1s the
siicana (indication) of the artha But Sagara by arthopa-
ksepana means arthaprakisana (1 417)

NLRK 1 416-417

Journal of the University of Gauhaty, Vol III p 18,
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4b Cf Bhipra p 294 1 6 Here m a hst of sadasyas $ct

5

mentions one ndnd: mangala-pathaka

NLRK 1 426 The illustrations of Cilki, performed
by Sita and Vandin are cited from the thrd Acts of
the V sam and Mu ra (Il 418 425) and of thosc where
leading characters take part are cited from the Act VI
of the V sam and Act I of the Janaki-raghava where
Bhima and Ravana respectively, do the job of aitla
prakasana This contention of Sigara that even major
characters take part in Cilika 1s supported by a readirg
found 1n the KSS edition of the N§ (XXI, 1II) Here
the second quarter of the verse 1s read as  uttamadhama-
madhyamarh

NLRK 1l 437439 The GOS ed of the NS defines
Culika as  antaryavamhdasamstharh sitadibhur anekadha |
aithopaksepanam yattu krivate sa ki culikd [/ Abhinava’s
commentary on this verse 1s not available Sagara’s
yatha pati , as given above, 1s not from the Natya-sistra
None of the above two definitions (ascribe to Bharata
and Asmakutta) also 1s exactly simular to that of the N§
NS GOS Vol IT p 417

ND p 35

RS III 182-188

NC p 58

RS IIT 187

RS p 28t 282

~

\

VI A general review of the Arthopaksepakas

NS GOS XIX 110-116 , KM XIX 108-116, KSS
XXI 108-116

N§ GOS Vol III p 64, Dr Raghavan also maintains
(NLRK Eng Tra p 62, note on 1 437) that these
verses of the NS are later additions from Kohala or
some post-Bharata writer

OH Vol VII pt I pp 41-45 Garbhinka

20b
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OH Vol VII pt I p 41

N§ GOS XXXVII 18 segam uttaratantrena kohalah
kathayisyatr |

Mm P V Kane HSP p 24

Mm P V Kane HSP p 24

Cf Ankavatdra, supra, fn 18, and the defimition quoted
above that

N§ GOS Vol II p 421

N§ GOS Vol 1I pp 421, 422, 427

Dr K K Datta Shastri, Garbhinka , OH Vol VII pt
1 p 46 It may be noted that the Garbkinka itsclfis a
scene 1n an Act but came to be recognised later, as
shown before

Rucipat:1 (An r3d p 77) takes Cialiki as a decorative
device , ayam eva ciidika ndmalankdrah

Cf U ca ActII The Act begins with a Ciilika

N$ GOS Vol II pp 416-417 tatla coktam hohaladau
(Kohalena ?)

tridhaiko ‘nkavatdrena ciidayinka-mukhena va |
arthopak sepanam ciida bahvartharh siita-vandibiuk ||
ankasyéankantare yagastvavatarah prakirtitak |
vishsta-mukham ankasya striyé va purugena va ||
yadupaksipyate piirvam tadanka mukham igyate |

Cf fn 8supra

NLRK 1 396

NLRK 1 306

NLRK 1 364

Abhi-Saku p 188 kvacit pustake trtiyah pravetakah i
pathahftatra vigkambhadvayam trtiya-catiirthayor-ankayoh
sasthe trtiyah pravesakah 1tyarthak |

Abhi-faku p 70

DSL p 54

NLRK 1 307 (explamned before)

DSL p 55

DSL p 54.
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DR I 5658, Bhapra p 214 11 1522, ND I 23, SD
VI 51 52

Chapter X

NS GOS IV 23, 10 The NS altogether refers to
three dramatic repiesentations The title of the first
one 15 not given, 1t isreferred to (I 57) as, yathd daityih
surarrnitdh  Abhinava (Vol I p 26) says of 1t, dimasama-
vakaiehamrgadinam anyatamah prayogah |

Mahi-bhasya on Pammn’s III I 26 pratyaksam kamsam
ghatayanty pratyak sgam balim bandhayant [

NLRK 1l 383-387 pradhdna-vastu mrdesdd bhavati h
natakadwnam namets | pradhanasya mwrde$ad vastu mrdesad
v@ ndtahadinam ndma kartavyam|yathd janaki raghavam
ndma natakam|raménandam/|vastu-nirdesit kunda malé nama
ndtakam|prakaranam apr malaft madhavam namalvastu
nirde$an mrcchakatikd nama prakaranam| It may be noted
that the title Ramananda neither refers purely to the
pradhina nor indicates the theme only Here the name
of the pradhana 1s associated with an indication to the
plot

Bha-pra p 300 1 3 ndyakad: seems to be the intended
reading as the title Ramabhyudaya has been cited (1 4)
for 1llustration which contains both the name of the hero
and the chief motif of the theme

Al Sa IX 30 31

SD VI 142-143

An ra p 15

Abhi-$aku p 163

(u) Title of the Anka

NLRK 387 388

Vidyanitha also gives names to the Acts of his wdsharana-
ndjaka PRYB

Bha-pra - NLRK
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Gaurigrha (Act I of Naga)p 2191 1 -— 1 400
Citrasalanka (°)p 250 1 16 — 11 2818-2819

Pumsavananka (from Chalitarama) p 250 1 20 —

11 2820 2821
Kulapatyanka (Act II of Udatta-raghava) p 279 1 10 —

i1 3111 3112
Names of two other Acts, A§vatthimanka (Act III of V
sam) and Caitravali (Act I of R V) referred to in the
Bhia-pra (pp 217, 237 1 17, 15) are also found in the
NLRK 1n different contexts than the former

SD (with Laksmi tiki) — NLRK
Asvatthamanka, pp 348, 372-373 — 11 321, 728-729,
739 respectively

Grhavrksavatika (Act I of Puspadiisitaka) p 419 —

11 1714-1715
Kumbhanka (Act V of Udatta raghava) p 421 — 1 1806
Vibhisana-nirbhartsananka, p 421 — 1 1810
Anutdpanka (Act ? of Chalitarama) p 422 — 1 1825
Sundarinka (Act IVof V Sam)p 425 — 11 1798 1799
(For 1dentification of Acts referred to in the NLRK Cf
Dr Raghavan’s notes, NLRK Eng Tra p 71)
Dr G Sastrn CHCSL p 97
D: S N Dasgupta HSL p 717, Sukthankar JBRAS,
1925 p 141 KR Pusharoti, Nandi—A note, BSOS Vol
VI 1930 32 pp 81920
M3 ma (with the Com of Jagaddhara) p 81
Bha pra p 287 1l 7-9, for the problem of Ad: bharata
see the Paper on the topic by Dr S K De, Our Heritage
Vol I Pt II
N$ GOS Vo! I (Second edition), p 59
Supra Bya (pp 4547) Nirvahana-sandh1 (p 118),
Pravesaka (p 210), Viskambhaka (p 253)

Chapter XI

Mahi bhasya as quoted m the Siddhdnta kaumud®.
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LPSD p 319

Skt Dr p 326

NLRK 11 1045, 1052

Abhi-bhda Vol III p 88 tena pafica vritayo dve vrits
1tyddayo’samvidita-bharatabhipraya-pandita sahrdayammanya
paiikalpitasadbhavah pravadd mirastd bhavanti | Vol 1 p
269 dve tisrah paficets mrakarandya catsra ityuktam |

JOR Vol II pt 2 p 91

Abhi-bha Vol II p 451 -

LPSD p 325

DR II 60-61 and also the Avaloka on the verse
Bhi-pra p 121 6

11 & 12 Abhi-bha Vol II p 451 The portion tgsmat

13
14

15

16

ripa (in 12) m the text 1s read as tasmdc cegttmika
nyaya vritir-anyaya vettir-vagripi  This  1s  evidently
currupt The reading offered by Dr Raghavan ( JOR
Vol VII pt 2 p 42) from Madras manuscript as

tasmdc cegtitmik@ nydya-vritir-anydya vritir v, does not
appear satisfactory as it omits yak

Abhi-bhia Vol II p 452

Abhi-bha Vol II pp 451 2 phala vritau ca vrtti sama
nya-laksanam  vyapara riipatvam ‘yadz ndsti tat katham
vrititvam | yatkificid 1ha natye samasti tacced vritigvan
tarbhavyam tadi bhaved etat| na carvam| rango hi nama ka
vrttth | na b kimaid vyapara-$iinyam varnantyam asti
mada-miirchad: varnanayam apr mano-vyaparasya sambha-
vdt| na hi sarvam natyam vriti brahmataya samarthamyam |
Sr.pra Vol II p 485 ndyakopandyakadinam mano-vak-
kaya-krama mbandhandh pafica vrttayo bhavanti| bharat?

vimisré cetf

NLRK 11 1048 49

II Characteristics of Dufferent Vrtties

LPSD Chap VII
NLRK 1 1068
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A Bhirat

N$ (GOS) XX 26, NLRK 1 1054 57

Cf NS GOS XX 32and 39 laksaram purvam v tam ty
vithydh prahasanasya ca |

N$ GOS XX 28, NLRK 11 1070 71

N§ GOS V 59 upah sepena havyasya hetu yuhti samasi ya/
siddhenamantranom ya tu ‘vyheyd sa prarocand || Ct
also V 135

N§ GOS XX 29 seefn thereon

NLRK 1 1073

NLRK 1l 1080-86

NLRK 11 1087-91

DR III 6, Bha-pra p 197 ,ND p 138,S8D VI 30
NS GOS XX 31,NLRK 1 176

Abhi-bha Vol I pp 249-50

OH Vol V pt Iand Vol IX pt I

B Sattvati

NLRK 11 123438, NS GOS XX 41 ya sittatencha
gunena yuhtd nydyena vritena samamvitd ca| harsotkatd
samhrta Soka-bhava sa sartvat® nama bhavettu sritih || The
second foot mn the NLRK reads tyagena fuuryena
and 1 the third foot, harsottaii instead of harsothald of
the N§ Sagara’s reading 1s suppoited by those of mss
ofthe N§ Cf tn 10, 12 below the above

Abhi-bhid Vol III p 86

N§ GOS XX 42

ND p 139

NLRK 1 1273, N§ GOS XX 43

NS XX 44 reads Sallapa,

NLRK 1l 1276 78 utthisyamyam aham tvam (tavat) dariaydt-
manal Saktim | arere pruharasig pasydmaste Saktim ityad; |
samgharsasréyad vip: préjfar-utthapako matak | The
first Lme s from the NS, (XX 45) where 1t reads:
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aham-apyutthasyam tvam etc The second one may be
taken as an illustration The third line 1s sumilar to the
second half of the above verse of the NS where the
reading 1s , i1 samghar sa-samutthas tayfiawr . |

DR II 54, RS I 265, SD VI 130

NLRK 11 1279 82 and 1285-86

NS GOS XX 46

DR IF 55, RS I 267, SD VI 132

NLRK 1 1288, N§ GOS XX 48

DR II 54,RS I 264-65, SD VI 132

N$ GOS XX 50, NLRK 11 1298.99, DR II 55,
SD VI 131, RS I 266

NLRK 11 1300 02

ND p 139 idum ca manasam karma vicitrabhir-gambhiro-
ktiblnh  pidiabdha-Farya-parityagat karyantara parigrahena
samgramdya parotséhena samadi-prayoga-dayvading  ari-
sanghata bhed : jananendnyaisca bahubhih' prakarair laksyata
i |

C Kamisika

N§ GOS XX 53

N§ GOS XX 54-55

SD VI 124

NLRK 1l 1304 07

NLRK 1 672

NI.RK 11 131011

NLRK 1 1312 upasthapita $rngiram  hdsyapravacana
prayam narma varnayanty acaryah |
NS GOS XX 57-58

Abhi bha Vol III 100 101
NLRK 1I 1327-30

NLRK 11 2828-32

NLRK 11 1331-32

NLRK 1l 1334 35

DR II 4850, RS I 270-76, SD VI 125-26 , NC
pp 68 69
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NLRK 11 1336-38 The situation referred to may be
from the third act of the Malavikdgnimitram

N$ GOS XX 60 and Abh1 bha thereon

DR II 51

RS I 27778

SD VI 127, NC p 69

Abhi-faku with Ra-ca p 225 naykayasca netuca yade-
kante parasparam| sambhogdnumatam vdkyam narma-
sphotah sa ucyate |[|

Mi-ma p 273 narmasphofastu bhavindm dehasthanam
prakasanam |

NLRK 1 1338-40

NS GOS XX 61 yywanaripasobhadhanadibhir ndyako
gunair yatra| pracchannam vyavaharate Mhdryavasin-narma-
garbho’sau [/

DR II 52

SD VI 127

Mia-ma p 290 ARdrya-karanato yatra nayako gopayet
tanum | narmagarbhak sa kathito [l

RS I 279

NS GOS XX 62 pirvasthitau vipadyeta niyako yatra
caparas-tigthet | tamapiha narmagarbham vidyin nétya-
poryogesu ||

RS I 279-80 pirvasthito wvipadyeta nayako yatra va
parastigthet tamaptha narmagarbham pravadat: bharato hi
natyaveda-guruh [/

NLRK 1I 1342-43 navasangama-sambhogo yatra jiyeta
subhruvah | narmasphajo hyasau jTeyastvavasina-bhaya-
nakak || N§ GOS XX 59

NLRK 11 1344 45

Abhi-bha Vol III p 100

DR II 51, SD VI 127

D Arabhati

NS. GOS XX, 64
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N§ (GOS) XX 65 There 1s a third one (66) which

according to the editor interpolated
NLRK 11 1348-49

NLRK 1 1350

NS GOS XX 68

NLRK 11 1358-59

LPSD p 323

NLRK Eng tra p 3l

Dr M Ghosh N§ p 409

Ahi-bha Vol III p 103

See “Pusta 1n Sanskrit Drama and Dramaturgy” (OH

Vol IX pt 11) of the present writer
NLRK 11 1364 67

DR II 57-58 and Avaloka thereon

SD VI 135 36

ND p 140-41

NLRK 1 1371 and 11 1368 69

NS GOS XX 69

DR II 59,SD VI 136,RS T 284
NLRK 1l 1372-79

NS GOS XX 70

DR II 59,SD VI 136,RS I 284
NLRK 11 1380 84, N§ GOS XX 71
DR II 58, RS I 285,SD VI 135
NLRK 1 1380, vira raudradbhuta prayair yuktah |

III Vrtti and Rasa

N$ GOS XX 73-74 and footnotes thereon
NLRK 1l 1358-62

NLRK 1l 1063.67

Abhi-bha Vol III p 105

Abhi bha Vol 1I1 p 452

HSP p 24

JOR Vol VII Pt 2 pp 45-46

DR II 62,SD VI 122

2la
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9 RS p 87

10 ND p 130

10a RS p 87

11 Abhibhd Vol III p 105 atra sama-sabdah ($abdena ?)
$dnta rasa parigraha it1 tadvadino manyanta | samdsretyanye
pathanty |

12 NLRK 1 1272

13 N§ KM XX 39, NS (Eng tra) Dr M M Ghosh
XXI 40

14 NLRK 1l 1258 63, cf Abhi-bhd Vol I p 273 where
the first verse 1s quoted

15 N$ XX 43 and Abhi bha which runsas $rngire vigaya-
mmagnam manah na sitisayam parisphuratity |

15a RS p 83

16 Abhi-bha, Vol II 452 karuna-pradhani bharati vritih
paridevitabihulyit | yattu $rngara it hohalenoktam
tan muni-matavirodhd upeksyam eva |

17 N§ GOS VI 39

18 NLRK I 1972-73 raudra-bibhatsa-bhayinakah bharatya-
rabhati-visayah |

19 DR II 62,SD VI 122

20 RS p 87

21 N$ GOS Vol II Introduction p XX

IV Vrtt1 and Rit1

—

NLRK 11 1232.33, 1302, 1346, 1385 respectively, cf
also 11 1971 74

NLRK 11 1389 90

NLRK 11 1971-74.

W N

V Nature and Mutual Relation of the Vrgti s

NLRK 1 1386, NS GOS XVIII 4
sarvesameva kavyanam (ndtyanam) matrka vrttayah snictah |
abhyo vinisrtam hyetaddasariipam prayogatah (|

i
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San-da, p 73

NLRK 1 1046 , Kavya-mimamsi (GOS), 3rd ed p 9
Sr-pra Vol II p 486

Abhi bha Vol III p 83

ND p 135

DR p 57

SD p 392

NLRK 1 1048

NLRK 1 1050

Abhi-bha Vol III p 91

ND p 135 catasra iti caturbhedatvam anyatama-cestamsa-

pradhanva vivaksaya, aparathaneka vyipara-samvalitam ekam
eva vriti tattvam |

DR p 61

SRp71

DR III 2,4

piirvarangam vidhayadau sitradhdre vimirgate |

pravisya tadvadaparah kavyam asthapayen natah ||

rangam prasadya madhuraih slokaih kavyarthasiicakaih |
rtum kaficit samddaya bharatim vritim asrayet ||

It 1s interesting to note that Jagaddhara attributes the
second verse to Bharata (Mi-ma p 6)and Raghava-
bhatta to Dhanika (Abhi-saku p 8)

NS GOS XX 28

N§ GOS XX 31

N$ GOS XVIIL 107 wthyangah samyuktam kartavyam
prahasanam yatha yogam |

Abhi-saku 13, NLRK 11 1185-86 , DR III 9
NLRK 1 1228

JOR Vol VI Pt IV

Abhi-bha Vol III p 91

Abhi bha Vol III p 91

ND p 36 prarocanamukhayor anytrapi ca ripakaikadese
prakritadipathena bharatt darsandt prayo grahanam arthavat |
sarva ripakabhdvitvat rasandm ca vagjanyaivat sarvarasé
tmakatva |
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Pradhinirtha, 115
Prayatna, 19

Pratimukha-sandh1 (acc to

341

Mg ) 57f
Pratimukha-sandh: (acc to
N$ ), 66, 86, 97, 255, 270f
Prati-nayaka, 39f
Pratisamskrta, 4, 5, 6f
Pratisedha, 112
Prarocana, 114, 203
Pravesaka, 163f, 300
Prahasana, 203
Prasamana, 271, 274
Prasasti, 221f
Prajanta, 129
Prasanga, 110
Prasiada (Upasti), 117
Prastavana, 203, 227, 267
Pragbhiva, 284
Prapts, 95
Prapti-sambhava (Priptyasa),
20f
Prithani, 105, 123
Prasangika (Anusangika) vrita,
26, 38, 52
Phala, 24, 32, 34, 45
Phala bya, 33f
Phala yoga, 16, 23f 44
Phala-hetavah, 29, 32, 46
Phala-samvitti-vrit2, 200
Phaligama, 47

Bya, 17, 29f, 241

Bya nyasa, 32

Byirtha, 73

Bindu, 34f, 66, 243, 294
Bnbhatszx, 216

Bharata-vakya, 121,285
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Bharati-vrity, 202f, 218
Bhasana, 119

Bhasvara, 129
Bhava-mitrena, 20
Bhavena, 21
Bhayanaka, 216

Bheda, 97

Mirga, 103

Miéra, 2f

Mukha sandhi1 (acc to Mg ),
55

Mukha-sandh1 (acc to
N$ ), 64f 86, 254, 266f

the

Yavanikia, 159
Yukti, 95, 104, 114

Rat, 221
Riipa, 103, 275
Raudra, 216

Laksyilaksya, 69
Laksya-laksana (verses), 269
Lalita, 129

Lisyanga, 125

Lekha, 133, 2900

Lekhyoku, 133, 290

Vajyra, 101

Vandin, 183
Varna-samhira, 102
Vastu, 33
Vastu-bija, 33f,
Vastitthipana, 214
Vicalana, 114

NATAKA-LAKSANA-RATNA K0SA IN THE PERSPECTIVL

Vidrava, 107, 109, 126, 297,
299

Viudhana, 96

Vidhiita, 99, 27§

Vimaréa, 259

Vimarsa sandhi (ace to Ma)

59

Vimarsa-sandl (acc
NS ), 86, 78f

Vipadantaranirmana, 80f

Vibodha, 119

Vivalana, 281

Vyavasiya, 110

Vyihara, 114, 139

Virodha, 100, 119

Virodhana, 112

Vilasa, 98, 223

Vilobhana, 94, 270

Vithi, 139, 203

Vira, 216

Viskambhaka, 69f , 306t

Vrtt, 197f 316t

Vrtyafiga, 2021

to ihe

Hasya, 216
Hina-sandhs, 85

Sakty, 109
Sabda-vrtty, 149
Santa, 216
Suddha-kaiiks, 209
ér!\g.’ira, 216
Slega, 301

Sadasya, 313
Sandehalatkiira, 275
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Saindhs, 7, 49f, 84, 281

Sandhyanga, 93f

Sandhyantara (Pradesa), 125,
129, 131f 187

Samagra, 129

Samavakara, 315

Samaya, 118

Samksiptaka, 212

Samgraha, 104, 119

Sampheta, 109, 126, 215

Samyogavihita narma, 209

Samlapa (Sallipa), 206

Samadhana, 95

Sanghitya (Sainghatyaka), 206

Sidana (Chadana, Chalana),
113

Sadhyadi-panicaka, 62f

Sattvati-vrtta, 204f

Siicya, 189
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