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stifgary-aqa:

HI'%PJE‘&UI

mfee wrege Zim: ( =@qongA: ), <@ Then by trans-
ference ( 3T9R or SYOM ) 1t means the book on HIfET |
comp—greqrEE 1 Or @ifeed (@’ ) cfa it o@
¥ g ( gfear ) =Py mfeasengz, &0 or st

=arferggin: . Or wifey’ @ afa fAAamfa o (wa) oy
Afg+ertfos oz @9 F  agesr=mfeasos )y The
treatise which explains all about Sabitya, &4 R &
comes regularly by the ule “F=2t 3gaq ” Or as some
say d=nfx A, o Jegmifz hos QT'UI there, Qfﬂl-m
g faamere, seafemms gifeg=gn Al about Sahitya br

Kavy 1 are discussed here. Compare —

Frdiet sgmaerelt gt FarfaAy
srexraf afedt areqaT: afegg=’ 0 (See also

¢he Title discussion 1n our grfgegaT or chap. I).

N. B. The reading arfieggT ong 1s 110 <een sometimes.
But s=mifg list has ggon  (there), Koshas mostly use
it in masc like 311E&, #I 1 So we like to reject the reading

qrfgradony here



Having defined &rey as ‘@@ wroms ®eqq”  and
having supported “@regwATAfa:”  with reference to
warfeeqefy (in chap 1) and having dealt with sifiyqr, &
and =qgamEfs of words in ch. 11 and having stated wqrfay —
#gfs (manifestation of sentiment 1n chap, I11) through
fintra or prop of sentiment ( 394 and seEw fara ),
agrra (external manifestations or signs of sentiment) und
sgfyarfaTrs (concomitant ideas. emotions and feelings),
and having stated @ as 3T etc—duc to Hwp (in chap.
II) and having divided &=y into wafqwreg and gofge-
=g (1n chap.IV); and having said something about wfy
in ch. V, our author will here again show %159 as z3g and
stag on the basis of sifiger and s@filg= | Hence before
entering into the subject matter or Text here, we will
fu.'st say §omething about =fyy, for according to our
author wwifgsafy #s the essence of all =g, and it has
bearing even in this chapter (cp. sl. 62-64, 170 etc.) and
in wregqrixfaeg-sm@rart  Our argument and instances
will all along be here on the line of our author as said
in chapters IV and V (mainly).
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A discourse on Dhwani—eafafai=rag
( and eafamsag ) |

Our cultural heritages of the Vedas and up#hishads
declare that from Paramatma’s creative Will came out
eq<herg, then =zg<at®, then letters, words etc.—(qaia‘
z# famqa 9’ —Rigveda ; also sce Sitopanished and our
Ev. of Gita P. 86.)

And a sentence 1s the combination of words—the words
lying therein in close contiguity, the onc wanting the other
and being capable of establishing relationship amongst
themselves and it having at least one fisgr mentioned
or not (cp. “ugfqgarRM -Bhashyam.) ]

Again the sentence has got some inherept capacity
of expressing an 1dea directly and this ipherept capacity is
known as the Abhidhasakti—the idea thus expressed
by the Sdld Saktl—bemg known as Vachyartha—( T,
ag o o a1 genes )

Somctimes 1t happens that a sentence 1s incapable
of expressing the idea—it wants to express, unless and
-until the meaning of a word is allowed to bea bit
twisted—/. .. unless and until it includes something more
than what 1s generally gained by its direct meaning—and
in that case the idea thus expressed by the sentence is
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said to be the Lakshyartha—and the power of the sentecce—
by which the Laksyartha is expressed is called Lakshana
Sakti. (cp. FEATITR qg IO AT ¢ FATX ) |

To cite an example—suppose the sentence runs 1in
this way —*“Our college will go to play a friendly foot-ball
match.’

Now the word college stands for an mammate object
and naturally it cannot go ; and hence the word “college*
means here somthing more—namely the students of the
college. Thus the meaning we now get from the sentence
will be called Lakshyartha and the power of the sentence
to express such a meaning i~ the Lakshana Sakti.—

From what v said, 1t v evident that Vachvartha
and Lakshyartha cannot co-exist 1in a sentence— i, €. we
cannot have both kinds of meaning from onc and the
same sentence at a time.

Besides thesc two another—and the thitd power—denomi-
nated ““Vyanjana Sakti” 15 also 1n possesion of words and
sentences—and the idea expressed by this Subti 16 called
Vrangartha : Vyangartha 1 thus an dea—which 1s nou
directly expressed by a sentence ( the idea directly ex-
pressed being knov'n as Vachyartha—as we have already
said,) but which is imphed by the same. Hence a sentence
may express both the Vachyartha and the Vyangartha
at a time—by dint of the two saktis in 1ts possession—-
namely Abhidha and Vyanjana-—or in other words the
Vachyartha as well as the Vyangartha may be simul-
taneou:ly expressed by a sentence like the resonance of
a brass or copper Vessel struck with a hammer ; the
resonarve being heard even after the striking sound

has ceased, : 3: 7 @, @gfaw ofr g TAERRIETRY
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W TR e RS | T vt gfr s
g :ﬁﬁ'z WSqd g A g Aafa o Alo ep. e
g gt anga q.arafaegaaEm  « Itis essential for
internal @ETT ct..

To cite an example—Suppose the sentence runs 1n
this wise —

“The sun 1s set’’. The Vachyartha of this 15 that the
sun has gone down the horizon and the dusk 15 at hand

But it may have more than one wmplicution -t o,
a Vyangartha, Thus a Brahman will understand from
this—that his prayer-- time has come.

Simularly, Laiksyartha as weli as Vyangartha may also
co-exist with reference to some particular sentences ete,

Rightly speaking, the aforesaird three Saktis are but
the propertics of words.  Thus writes Viswanatha -“fqe
FAA 1w’ 1 But they concern also sentences—though
sccondarily. Hence it 1s safe to say that the three Saktis,
namely Abhidha. Lakshana and Vyanjana primarily con-
cern - words—and then extend their  authority over
sentences--which are constituted by words

Now as we have alrcady scen a sentengs may at
a timec cxpress an idea—by means of. sts Awhidha Sakti
and imply another idea by means of its Vyanjana Sakti :
and if, of the two ideas thus extracted from a4 sentence
~-or in other words, of the two meanings of a sentence,
namely the Vachyartha ( or in some particular cases
Laksyartha ) as well as the Vyangartha, the former ( ;. ¢.
the Vachyartha ) appears more important and appealing,
then the sentence—is said to be Gunibhuta Vyanga—
provided the said sentence goes by the denomination
“Kavya”’—on account of its being Rasatmaka—i. e.
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provided the sentence involves some particular sentiment ;
and if the latter (namely Vyangartha) predominates over
the former (namely over Vachyartha), being itself more
appealing and more important, then the sentence—de-
nominated as Kavya—on account of its being permeated
with some particular sentiment (i. ¢. being Rasatmaka)
is said to be Dhwant ; and a Dhwam—Kavya 1s declared
to be one of a very high order. Thus writes Viswanatha :—
“arggifamfafy w8 g afeaa sreagoey

Status of Dhwant is essentiai in Sanskrit or in
Literatures—

As regards the true characteristic of a Kavva our
ancient Rhetoricians have not been unanimous.

Mammata--the author of Kavyaprakasa has attached
more importance, in this connection, to the absence of
demerits. Vamana has stuck to style (£ifq), some to HHER,
whereas Viswanatha has adhered to Rasa, Panditaraja has
rather challenged Viswanatha and aflirmed “‘Twofigny -
gfqargs: 7% srege)”  The author of Dhwanyaloka has
declared that the very soul of Kavya is Dhwani or 313‘:(%{ 1
NU Dhwani—no Kavya. Though Viswanatha and Pandita-
raja have ot fully or totalby admitted it asserting thata
sentence may". = cl4ised as Kuvya—even though there be
no Dhwani therein, but therc is wfi in the context where-
in it is put. Yet both of them concur on the point that
a Dhwani—Kavya is the best of all Kavyas. Thus writes
Pandita-raja :—

Tt 75 IERATRIETATAT Y e TR o

Let its now go on with the ditferent varieties of Dhwani
:ﬁni or implied sense which as seen above (and before)
cannot be denied in Kavya or literatures, where more is
meant than what meets the ear.
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It has been already noted that the Vyanjana Sakti
may function—(and thus imply some internal idea) along
with either the lakshana Sakti or with the Abhidha Sakti ;
and if the 1dea implicd by the Vyanjana Sakti (7. ¢. the
Vyangartha) be more important and more appealing
than the idea expressed by the Lakshana Sakti (. ¢. than
the Lakshyartha), then the Dhwani or Vyanjana - thus
given birth to is said to be Laksanamula ; it the Vyangartha
be superior to the Vaehyartha (.. ¢. the idea expressed
by the Abhidha Sakt1) then the Dhwani. thus produced,
is said to be Abhidhamula. Thus Dhwani or JZT9 at first
undergoes two broad divisions—(,) Lakshanamula—
which s technically known as Avivakshitavachya—in
as much as the Vachyartha therein has given way to
Laksyartha—and (/) Abhidh:mula-which is technically
known as vivakshita-anya-para-vachya-in as much as the
Vachyartha thercin  has been less prominent or less
important than the Vyangartha ; of these two principa!
types of Dhwani, the first one—namely Laksana-mula
Dhwuani which is technically termed Avivakshita—vachya
Dhwani undergoes two further divisions ; the first one
is called Arthantara—Samkramita Avj\'aksbér Vachya
Dhwani—since herein the Vachyartha nas although
yielded to Laksyarthayct the Laksyartha expresses nothing
but some modification or some specia] feature of the
vachyartha ; and the second one is called Atyanta-tira-
sk rita-vachya-/\vivakasitavachya. Dhwani~—since herein the

Vachyartha has given way to Laksyartha—and the said
Laksyartha has totally suppressed the Vachyartha.
Let us give cxamples—

RS TS O FOV GO B b
gaafaaasy frfa gerfaemgd @ sgem
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Translation—A plantain is but a mere plantain—
the outer edge of the palm i1s what it is: the trunk
of an elephant is nothing but the same-- ( none can
compare with the thighs of the lady). So nothing 1n
the three worlds can stand comparison with the thighs
of this fawn-eved woman. Here the word &, &%
and fesmr have been repeuted ; now repetition is a
defect ; therefore it is to be presumed that the second
&=, second &9 and second FRATSERL are not used in
their primary senses, in which the first of these have been
used ; or in other words the meaning expressed by the
first set is vachyartha, whereas the meaning expressed
by the sccond set 1s laksvartha. But this lakshvartha
does not altogether surpross the primaty meamng of the
second set—but adds some special characteristics to
these. Thus the second ®Z#T means “a plantain which
is but a cold and inammate object.™ Thus here the
laksyartha is Arthantara-Samhramitavachya  and along
with these. these words 1imply the “‘eacessive-ness’” of the
cold and thus this exceesiveness is the vyangartha.  And
this V\ax‘(urthfi is supetior to the laksyartha { which is
of Arthant;ga-Samkramita-vachya type) and thus here
occurs Dhwani &f Arthantara-Samkranuta-vachya type
of the Avivaksita vachya variety. Now let us give an
example of Dhwani of the Atyanta-tiraskrita vachya
type of the Avivaksita-vachya-variety.

“fTETT TERIEEAT A SEd T
*ow the primary sense ( vachyartha ) of the word
&g is blind and a mirrer cannot be said to bz blind.
Hence +hat is necessary here is laksyartha—the same
being “incapable of receiving reflection.” Thus the



efafaa=m o
vachyartha namely blind is here altogether suppressed—
giving way to the laksyartha ‘‘incapable of receiving
reflection”—and thusy the laksyarthu here is what is
called Atyantu-tiraskida vachya type. Now along with .
this laksyartha, here occurs vyangartha (mplied by the
word 3= ) and 1t is “‘extremely incapable of receiving
reflection i. c. the extreme nature of mncapability 1s here
implied and this vyangartha s more charnung than the
laksyartha and thus here occurs the Dhwani of the
Atyantatiraskrita  type  of  the Avivaksita-vachya
variety.

Here is given another example which 15 of contro-
versial character ; some mistiess who secretly meets her
lover in a bower on the bank of the River Godavari says
to a pious fellow who used very often to come near
the said bower to pluck flowers and often became much
disturbed by a howling dog :- -

a0 i | fege: @ qise qrfvawe A

O prous fellow, now travel confidently-since that dog
has been killed to-day by a ferocious hhon lha}'ﬂ\es in a
grove on the bank of the river Godavars,

Herc a study of the sloka convinces even a Cursory or
unwary reader of the fact that though the word “gw”
means ‘‘travel”, yet it implies here ‘Don’t travel”, and
this is the vyangartha and it being more important® there
is Dhwani here. Now somehold that since here the
aflirmation ( namely 3q ) implies a negative idea (e. g. you
should not travel) here is what is called fyqdigemgon which
has given bitth to Dhwani of the Atyanta-tiraskrita vachya
type of the Avivaksita vachya variety. But the author of
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Sahityadarpana does not subscribe to this view. He
opines that fqqdg®gom occurs when affirmation is
undertood to be but negation—as soon as the text is
heard or read ; but where such an understanding occurs
after a carefully study of the text, then there will be no
lakshana (i. e. fq9¥iq@gorr ) but Dhwani; and as there
is no lakshana, so this Dhwani is Abhidha-mula i.e.
vivaksita-anya-para-vachya the second broad division of
Dhwani which we now propose to deal with.

1t has been already noted that Abhidhamula Dhwani
which occurs when vyangartha-co-exists with vachyartha
and becomcs more important than that s technically
termed vivaksita-anya-para-vachya-Dhwani  alias vivak
sita-abhidheya-dhwani. It also falls under two principal
heads—(l) A-samlaksya-krama-vyanga and (2) Sam-
laksya-krama-vyanga of which the former undergoes no
further division. In it what s implied (1. e. what is
gained by the Vyanjuna Sakti) is either Rasa or Rasa-
bhasa or Bhava or Bhavabhasa or Bhava-Sandhi or
Bhava-Sav.ﬂya on the other hand the latter (i.e. the
Samlaksy -krama-vyanga type of the Vivaksita-anya-
vachya d mm) 1s sub-divided into three scclions—
(1) tham ansl’ng out of the capacity of the word
itself ; it is known as Sabda-saktimula dhwani and in 1t
the Vyangartha is rcalised as soon as the word is
uttered.

(2) Dhwani-arising out of the capacity of the sense ;
it 1s Lnown as Artha-saktimula dhwani and in it the
vyangattha is realised when the scose has been
understoos :

(3) Dhwani, arising out of the capacity of both the
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word and its sense ; it is known as ubhaya-saktimula
dhwani and in it the vyangartha is realised after a very
careful understanding of both the word and its signi-
ficance.

Of these three aforesaid types, the first one under-
goes two divisions as to the vyangartha denoting a mere
statement-involving no figure of speech or a figure of
speech. The former 1s called Sabha-sakumula vastu-
dhwani and the latter Sabha-saktimula alamkara-
dhwant.

[lustrations—

(1) A way-farer met a woman on the way and
noticing that the sun is going down asked residence for
the night, whereupon the woman rephes :—

afeget | 7 e A 3ifey ot qrEE® M )
TuRIqeiTeY Ufear gui o1z ag i AT 99

This prakrt is to be rendered into Sanskhnt in the
following way :—

o=y | apFadsfa (wewfa) aam s (-
W ) 9, AR Sy g TR Tl a o |

Explanation—g qyg| W1 afy® ] om0 .fur( TE-
o qvEgs (sl ¥ aeeR  amechwa-efed )
sm s ordsfy qww: sy sy (st o oafy
ey qEfeRin-fatyEes, sefaft g ) a  efEn
e gfy swat gy wefe T sfmEEfoR A
9, o wit fasfs  wwmma Ay fof, o
et o fag s qff vl S W fameew
S arivRRTT Fafe, qfE ww )
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Here the following is implied—

“Well, you may stay here for the night, provided
you are capable of enjoying me”, and this is a mere asser-
tion, involving no figure of speech and this assertion is
gained by the capacity of the words @, e and
g3 themselves. So here occurs what is called Sabda-
saktimula-vastudhwan.

() wfam: Al STATTARTTS T |

wfem: afey: Arg wifawvaamfa

Fiplanatuon--g gd1! =9 wigq: gsavfea:

WA | A 0107 A1, ST GAET: TR ATAENG: |
T AAATH 791, iz 5]51'3{?{‘7-1& a~l qafa:
Fezegznfa: afeq: wafan

Here the set of words —-sifgg wod  ghqa, as well as
Wi and @fF though predicated of the same subject,
appear to be mutually contradictory  But as there occurs
neither 3tfr nor & so the rhetoric fadraram  which can be
evpected m such a case, is not explicitiy stated—i. e. we
cunnot get here faapdYamg by the Abhidhasakti or in other
words thwaid rhetoric is not vachyaitha here . butitis
certainly 1mT;I.~cd fe €. we get it as vyangirtha through
vyanjana sakti and thus the vyangartha here s but an
Alamkara which we get through the capacity of the
words @ifgyr and afeg as well as 2ifqq and @fga ; and
hence here occurs Sabda-sakti-mula-alamkaradhwani.

One thing in this connection is to be noted. Though
the v :ngartha is itself the object of beauty and not the
beautifier, sc 1t 1s really what is called si@ewr and not
the Alarkara the beautifier. Still it is taken to be an
alamkara by couiesy.
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Now we come to Artha-saktimula-dhwani which
undergoes twelve Divisons. The primary divisons of this
dhwani, rightly speaking, numbers four, in accordance
with the implier and :he implied being an assertion or a
Rhetoric.

(1) Thus there is the dhwam of an assertion by
another assertion. ( e FEg=T: )

(2) The dhwani of an asertion by a rhetoric
{ g asgaf ) )

(3) The dhwam of a Rhetoric by an assertion
(a&ge el )

(4) The dhwani of a Rhetoric by another rhetoric
( s=grm agrata: )

Now the assertion ( zeg ) as well as the rhetoric
( & ) both may be cither of the three types—

(1) & guqdT i. e. common or within the scope of
possibility,

() Ffymfs fagi. e not nawnal but accepted or
catrent onlv in the tradition of poets.

(3) shfmemigfs fag 1. e. accepted or taken ,as
valid by some person imagined by some poet.

We shall here add only four examples Al the four
principal divisions, -

(1) =fg & ufFafafy wofserasmae gmfa
e faraim: faqn a faear fdfeas greafa
vartegfr qify gerfam: AacwEeEs
dreragTiEataaETE @R |

Here the statement of the female speaker implies
something, namely her attempt at explaining away the
signs that may be noticeable over her person due to her
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sexual intercourse with a man other than husband, a
project that lies in her mind. It is qgaT Fegsrfer: |
(2) fafa a=ra @ gfeoret A
qEmmT TEY: qoregn: s q REfR
Here the simple fact imphes that the might of Raghu
excels that of the sun and thus here 1s the dhwani of the
Fftw@ewr | Thus here is 63T S@eFAT: |
(3) engA=my ggiETTTE: |
T STSFATATE A7 FAY |
Here the upama i. e. comparison of Balaram with a
lion and of Benudas: with an elephant implies the simple
fact that Benudasi will be killed by Baladeva.
Thus here 15 S@SF qegaa: |

(4) TEETRRATETFSRR A
e ager i, giren fremee

Here occurs the fafraraesr: and this implies “the lip
is bitten and togethcr with it, the enemies are destroyed™
which contains §g=q@ea:t lhus here is o= &R0
ofe HTTATEN |

All these‘iaur come under the head “E&e: el ;
and for the rest, we refer to @fae g9 to our readers.

So many rhetorics may fall under the Sabda Saktimula
dhwani or Artha-saktimula dhwani and for an exhaustive
study of these we refer to our readers the commendable
work Rasagandhara; we only quote here a few
examplci—

() 91y | s fieT gmaagfR i
TR ewTATe 3 arvfmrET g
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Here is Sabda-saktimula parinamalankaradhwani.
(2) AT FABYEIT: MEEful wagrasfio:
Sy AW frasTrn aaergfad wafs
Here 1s zwageaie:
(%) zfqa wafant fqarzfoasdt freaf o)
afq ATV Hevee TgEqTSEISaY: |
Here 1s s7w afay
Now let us conne to ubhaya-sahtimuladhwant which is
auly of one hind.
Fxample :—
‘feagd-gzafa: armEr Azga, frwa afqadesas:,
@agq IATfaAAe T HETET: THETATE @ farg qeaa o
Here amaa. ( ofrpon o @ ( 391964 ) 29 SRRTaaed
e I - this s the idea . and  adjectives heremn are
opplicable to Madhava :n both the senses.  Now what
o imphied here s that Madhava is just Ithe Madhava
ospring) and so here is ITH@ERAETT:, and  this s due to
the capacity of the word #ra uself as well as to the
capucity of the mterpretation of o many words qu:lhfyfng
amag 'n both the senses namely  sfrFm .ind e |, and
so here oceurs gagHIfRRSE: |
Now summing up. we gat eichteen hinds of Dhwani.
These are the following :-
(A) s af--
I, sr-dEfaaT
2. A faesT-arey
(B) sfmafegeafa—
3. oRiSYIEAR:
]
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4. Ao F-geaiee agat:

5. vieRsq wem Feaate qeeRAfa:

0. HSW HHG I T AvAfAaegan aegafa:

9. . . . - B CE R a8
. ... .. awfadrEeRTg @ wRgm aepeafa
1. - . - - - . Eracal i
12. . ) . .. HAA TN Fe3 4.
13. . . . . SR Eg-afa
4. L sfafraadEisfag @ swgm “epafa
5. L . TEGA Wogv @
. L - . HEFw TgalE
17. - . - - . @RV yeREEta
v, Aoy sugE s ggeafa.

Of these erghteen principal kinds of Dhwan, the fas

ore namely HSERAARNINIAMG goafa: muy occur only

ina scm‘c:{\,e, whereas the remaining ~seveuteen hinds may
occur eitheNy, a gentence or in a word. Thus 3g=-
faegamrat wfq ( due to lakshana sakti ) as found in the
line fRaMIFY ZATERI2FEAT & St rests only on the word
3FY and 1t 1s due to what is said qg@ (and not LW ),
Other examples of this type may be found in this Sahityu

darrana—(Chap 1V).
ius we now get thirty five types of dhwam, since

seventeen Zinds of dhwani may rest either in a word or in
asente ice , and so there are 17 -.2=234 altogether.
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and add to this the eighteenth kind namely Swaarfwgs
which rests only in a sentence and these will come up
to thirty five.

Again the twelve types of Artha-saktimula dhwani
may rest also in a 3g+9 i. €. a text or a passage or a sloka;
that 1s the dhawani or the object implied will be neither
from a word nor fiom a senteuce but from the whole of
the text or 1n other words, a study of the whole of the text
{passage or slokas) will mahke us to realise the impheation
which is available through the Vyanjana Sakti.

We shall soon refer to two slokas to show how the
dhwani rests in some Pravandha, but bzfore this we should
say that the number of dhwant reaches hetewith the num-
forty seven : the previous thurty five plus the twelhe
kinds of srgafeavAR-TA=Fw 4f: |

Now let us quote two slokas one by one from the
Mahabharat to show how sierfs geafa rests in a 9179
i. €. how the ohject implied v to be extracted from the
stmple meaning or Vachyartha of the whole passage.
First sloka :—

e frorn swprsfers pamTaE e
FETOE T AN 1

e SAifae: #fd HETHGINA:

foat a1 gfe 1 Fvg: arfoang afadez

The fact 1s this. A handsome young boy 1s dead. His
relatives are waihing in the cremation ground with the
corpse before them, There isa vulture as well as a
jackal there. The day was going down. Finding this the
vulture advises them to throw down the dead body and go
away. In the abeve sloka is couched up the advice of the
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vulture. But the object implied therein i. e. the dhwani
arising out of the whole text is this :-—“Throw down the
corpse before the sun goes down otherwise I shall be blind
with might fall and the jackal will eat it away.”

The relatives foliowing the advice were about to give
up the corpse whercupon the jackal says :- -

wATeTsy P &7 T8 v
Tl gz Atsy sfraafa wea )
A FAFAO TSI THAFAE, &4 TS
egaafasizan u

In the sloha the jackel advises them to wait till the
sun goes down. But his redd itention which s to be
extricated from the whele text throagh yvyvanjana sahu e,
whicn s the dhwame of the whole tea s this: - Well
just watt for sometime. Let the sun go down and the
vultuie be bhind, o thu 1 may cheat him out of the
corpse

The Asamlansya-krima-vyvangadhwany  which s of
only oo hind and has been previously disposed of, now
deserves ~ame attention

This Dhwant tay be found in a Padanmsa, in a letter.
in style or in Pravandha 1. ¢ 1n some test.

Thus Dhwam or a{vz'm comes up to (ifty one,—Forty
seven plus four.

By Padamsu is to be wnderstood a root or stem, a
suthix, a prefix. an upasaraga, some particular tense and
so forth,

We <nall only gne two examples of Padamsa here.
In Abmijnana Sakuntalam, the king says to the bee, hover-
ing round the face of Sakuntala :—“qq FETAATIH |
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g @3 F«r " Here the dhwani is in the root gq
itself in the word gar: and what is implied is that he met
severe mental agony. Meghaduta has—“qas T &a=qT-
aQaTEEy | ferermael aafd nafegiag
Here the dhwant bies n the plural number of #radg
which mmplies that the yaksa became very restless and
frequently changed hiv abode.
This  Asamlaksys-krama-vyangadhwan) may rest 1n
letters and style.  Thus matter has also been dealt with n

the eighth and the ninth chapters respecuvely of sahitya-
darpin

In the eighth chapter it has been shown how some
particular fetters imply  some particular merit (i. e. Guna)
I some picce composition.  Thus Viswanath writes- -,

TTRTFRTIRT AR AP |

Words the meaming of which 1v understood simul-
tancously with the very utterance of those words imply
eI ot in other words Prasadguna 1s the thing which
is to be taken as the dhwani of such words.

In hke manner the presentation of some gurticuhnr
words 1n some composition imply some 7 o1 - tyle.

Thus word implying qrr;uh;ur wien used in some
composition to imply the 4zt f1fq 1. e. vardarbhi style is
the object that should be taken as the dhwani of some
literary piece of composition that contains words implying
the Madhuryya Guna. In like manner, dhwani of this
type rests 1n the whole text, as Shantarasa s the dhwam
of the Mahabharata, and Karunarasa of the Ramayana,
Sringara-rasa in the Ratnavali and so torth ; or in other
words_ _Rasa is the‘ o'tejec_:y LtEgt g ‘tﬂ‘p‘g ‘tm the dhwani
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or a;g.'pfr of some text. And as seen above Diwuni cannot
be denied in Sahitya and 1n T etc.

This doctrine 1s technically known as Rasa-dhwani
theorv. The commentary Lochana on Dhwanyaloka
supports this by affirming “sgr: wdfrg=a 1’

Let me repeat in this connection the difference of
opinton between the author of dhwam (Dhwanyaloka)
and Sahityadarpan.

Dhwanthara  says - -Freqareqy = fa:. whereupon
Viswanatha asks —

Which sort of Dhwam ™ Is w the Vastudhwam,
Alimhkaradhwani, as well as Rasaddaksh inudhwanm. or is
it only the Rasadhwam *  (see ¢h. 1),

The dirst alternatne cannot be taken as coriect ~ince
in Prahehiha (Riddle) and the hike, there may be Vastu-
dhwamn (or sometime even Alamkaradhwany), though that
1s lacking in the Rasadhwani.  But Prahehika and the hike
cannot come under true kavva  being moestly destitute of
Rasa. And, then if the second alternative s stuck to. then
Viswainatha stands by it.  Me affirms further n this
connection that in the sloka like—"3F1 w3 fa=fA wEmw
fer wowr arafas ! mEEws oA wa faagife,
what is imph:d 15 mere vastu (assertion) . true, but along
with 1t lies herein ‘the Dhwant of »3w #mq@™ and so 1t
comes under the categorv of Kavva and wsfq cant be
denied in such Kavya.

Now let us count the total number of Dhwani.

1. First Laksanamula Dhwani . iso known as Avi-
vaksirita-vachya Dhwani, It is of two tvpes ~—

V) giarEEfaa A - (1) wgme () TR O
(B) -mafwga w— (1) qwm () T ™
Thus L .nsapamula Dhwani 1s of 4 kinds—Table No. L.
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II. Now Abhidhamula Dhwani—also known is Ty
ARETE Y |
) S IR —
1) TWE V) R () FREE () aEET

TR 4) WEF | §) T
Total 6 kinds (Table No. It)
W By ooy -
1) SRR 09 A 9EE (%) AR

AFFE I FEFHETTZIA <) ATIEEY GTFg I |
Fatal 4—ifable No. HH

N s

18) TEE=2 ks Ihen names have
%) FIEREE=12 hinds ’ dhieady been men-
(3) #FEEEEE - 2 hiads troned.

‘Total=36 (Table No. IV)

Voo TagmfeEgs=1 nd
fotal 1 kind (Table No. Vi
Navw Grand Total—Table No. 124
Table No. =0
Table No, [11=4
Table No. [V=30
Tuble No. V=1
51
sgwafq— These tifty one hinds are called pure, or and
as 1 the case of Alamkaras, there may occur admixture
of these fifty-one kinds of Dhwani in the following
way :-
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(1) emifpm &gt (R) cwEEEEE AR () T
g and (¢) €A and taking all these into considera-
tion the number of Dhwanis will come up to 5355 variety,
The processis this ==

(A)  sgrifyy e -

() sfsfamal wemETmg s FEEr A@aER
4R EATR TR O399 ANAIGE TR T9E AF
a fg wh oam 1( 51 Linds ).

(x) fadtgm zgm o sEade 75 A9 f2 mE
o g gea a9wa BATR A e gg w41 AR e
deq Gqfag 9wse 0 22 fr arpifa sEei o faar=ry-
)

(B WEHpIqELAs T3y

(3) REaT Ay orz- v

(*) =m0 AT - 3R

W) geREgy-

(3) "y Ag7v--vs

(R)¢ ATy AgE-3%e

(D) Bafp--

(3) gaETT FATI—" 1

() ﬁmﬁ&qq"i‘ﬁ—ﬁ?&u

Thus SI41275 and SI41275 and 5)--1275 and 5l+
1275 and 51 pure=5355.

Only one exainple 1s given here—

HOPATELTN AT giitfeEr AgTaeee aEan

AT QIS AT S TR T Ao frae |



wfafagaa 9

Here &t v quigdl § %97 09 qaiiA 3fq a9ORC-
i |

e Fg g A i anim—

REWAET A i |

Thus there 15 the 337 of vHragEaas type ol Rupak-
afamkara as well as of Romanue Sentiment ( s3gw @ ).

Thus having dispused of the lirst type of kavya, namely
wrfagrer according to Viswanath, we shall now proceed to
deal with the second type of Kavya-namely CGunibhutu-
vyanga-havya (IEIrgaaz1 =7 ) followmg the Dhwani
theory of the self same author.

The second type of Kavya Fnown as ipiTydeagmey is
that in which the 7319 1. ¢. the meanmg imphed (or in
other words the significance exprossed by Vyanjana
Saktyy 15 equallv charming o equally mimportant or less
chammg or less unportant than the Vachyartha 1. e,
the simple direct meaning or the meaning denoted by
the Abhidha Sakti.

This 15 of cight varicties —

(1) gFr=ag, (x) w@nfam (3) e afeaww
(x) gfzeq g () Faaueam (3 segeerwm
() e wmg and (¢) s am v

We shall take up these for discussion—one by one.

() zaosy —It means @ f@yET: oEY, S ATH
@aranfe == and so it occurs when some Rasa and  the
Like which is the implied object of the text stands as sub-
ordinate to another Rasa (sentiment) or Bhava (¢cmotion).

Thus -- .

17 g mErsdt faeEfaaed:
argEeeeaRlt frefaaas &
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Here Karuna ( pathetic sentiment)--the primarily
implied thing of the text, has got the imphication of the
FErotic Sentiment (338W) subordinate to 1it.

The second type of Gunibhuta-vyanga is Kakwa-kshipta
or presented by Kaklu (intonation). Examrle :-
In Vemisamhara Bhima says :-
T BT TR A TN
7IWae & A frarepe:
d7 ayify T @ G
afeq” 91 aEAt agfa: gt
Here whot v mpled 1~ an aftumative dea (1. ¢,
HETEE G2 5 ) bat 1t s presented here through
Kuku ind thus ot o wmuttancoustv realised with the
negative wdea--the Vachvartha, and  this simultaneous
realination stands o the way of the Vyangyartha beme
but charmimg. and o here s no 5fq but oy
The thard nainely arEIRTgIT 71 occurs when the @ 1]
forms a part ol the 4T o1 rather depends on the
611‘1_7:'[5:[' for s very castence
Thus N
Fqg el efa qera:
AT T | i 1
Herc the idet of a Bamboo has been .aseribed to the
idea of a famuly as evpressed by the word =z through
implication, ur tn other words the ascription of 4 bamboo
on tne famuly 1~ the object ymphed (e T ) but dus
sgesmd -~ dependent on the ascription of @S on AT
which i~ bu. Hr99 being expressed in words and hence
here is IEiETN of the qTagfegre s type. The fourth
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type of Ipfigq =x1 1s Ff=wg-g19=g which occurs when
there stands some doubt as to the relative superiority of
T4 and I |

Thus—

SV

g Tafer afarisg-
ETEIE T
AgE fawrRer T
g™ fagemfan hum, 1
Here there occurs somne doubt as to which 1« niore
important whether the gaszing which s but theaﬁq‘{é{
bemy expressed by the last hime or the desire for a hiss
== bemg imphed by the - tead-fast looks s cast by
Sy,
The titth type is AT which occurs when both
Enm.'t ind =& are cqually important.
Thus Parasurama wiote to Ravana
FqET A fEean A 0
Here the vnq'm'z} naniciy a toond waiil be displeasey as
well as the aqa'tma’[ namely the de-affected fnicud wall
tand against are equally mmportant.  s79gTY 1~ raportant
because it denotes the loss ol un .nll‘\‘. whereas =TT 1
mmportant because it signifies the appearance of a4 fresh
enemy.

The sixth variety 1s 3EHZER and it occurs when
the =gma is not casily understood being far-fetched in
character, with reference to the /=Ty |

Thus  #=7t geree famg mo-faee:

SFEEEA 7 Afeaa frse:
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Here what is implied ( i. e. the aqe_:um‘ ) is that npeither
the policy of peace nor the policy of war will do against
Emperor Alauddin - and <o what is to be adopted is
cither A17 the policy ot pacification or Zw the policy of
concession ; but this significance of the said assertion 1s
difticult to be understood even by a scholar.

The seventh hind naniely @35z g oceurs when the
=g is (oo exphicit 1. e, as casy to follow as the
aramg |

S Thu— g S@oem A Awiefaan o s
s A fema: wy

Here the imphication namely fore:ble seizure (ie.
raping ) of @ femule by Sakvamuni is too explient and 1«
as easy to follow as the g19mg

The cighth s@=Feg= m occurs wlien the Em:jmq' appears
less charming than the FrEmg )
Thus— 107 FATTHERSILS 204+~T: 1
TR - TIATT: 91 dleege i |

Here the 9= s the following—

some person with whom the woman 1n question has
secret arrangement, has entered the creeper-arbour . but
1t 15 loss charmtng han the argemy namely drzfa smyfe
the limbs are beimng stirred up.

These are the eight varieties of aufrga=g= s

Further the idea of a4 simile ( 3Tq@% &)= ) 1 implied
ina #9% in a FMfAT and others. This ITHTEE SR
as implied in the said rhetorics is but an instance of
U~ 2 W but not dhwani, since the appealing character
of the Kavya .n question is through Dipaka and so fourth
and not th-ough simile.



‘The author of Dhwani ( ‘F7qw@ ) concurs on this
point.

Moreover, the eight type of Im{TyAeTza occurs also
there, where the charming nature of the poem as realised
through mphication 1. e. throngh  Vyanjana Sakti is
marred by the presence of vome particular word which
makes the rmpheation ( == T ) a bt expheit . and the
mere removal of the sell=same word will bring the poem
ander the catreory of Dhnvam \nesample -

“ETEN Fo | ATAEAqT & iamEe A

Ay safenfen arg | afiqi fa aa dred

ey T agfrasm aegi-eEt afa-

dfery afz: nommaA Mo zfm g

Here the r.n?_!nz:[ as denoted by the phrase a1-90W-
AT o 9 fRfaT @99 wnd so furth, co-exisis with the
Zzamg enphed by the construcuon FH-F-FART and s0
forth  and certomly 1t s mor: chormimy,  but the imphed
meanimgs hecomes oo esphent by the word @i which
states Ut th grared of the sloh v has £0L SOMe 1nsimud-
tonn e epzamg ) Remove the word i fiom the sioka
ind the Ezr?!mq will full under the category of Dhwam
Further where the =7 l'm} be 1 *Vastu or Alamhkara

or Rasa or the ihe, becomes incorporated 1in or subordi-
nate to some other Rasa as in the previous quoted sloka
“xg @ oAt ete.”’ (wherein thee Pathetic sentiment
{ #8rg ) stands as the main figure, the Erotic bemng
wcorporated within it), there the Kavya will be denomi-
nated by the principal sentiment : and thus with reference
to the s ud sloka it is to be held it that 1t is an instance of
TPRGTAS Breg | it1s of course an instance of pfrga-
=& of the ZATE M type as it has been already noted.
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One thing is to be noted in this connection : the author
of Lhwam { ‘Fsqi@1s ) holds the view that sometimes
wirga-=gem of any one of the said eight vaueties may
come under the category of Dhwam throigh a careful
scrutiny of the real significance of the Rosa and the hike.
In the said sloha, of course, these 15 no such Dhwantin
as much as herzin predomunates #rord  which forms also
the subject-matter of the chapter-- the chapter being the
wailing of the woman after the Kuru-Kshettra War,  But
there may be cases where the Kavya is to be denpommated
after the subordmate tlong, Kasv and the like.

An Example
TAHZE] IR T T S rag L. )
AANMGH AT TAMAET= 7S a7 Teq-fahy foas o

Here what s found s the description of a ¢ty and it
i« the mam thing It comes under the head 183 : but
there 1s also the presence of »19wsg which is but incor-
porated m the swd g&3. numely description of the cny,
Thus, the 323 W@ here 1s the 92 @ of the g&3 and here
shoald be Iy &5m of the BT type : but u cureful
study of the sloka presents the fact that the imphed object
namely #SAR@ 4y wore charming  and to make 1t
appear charming 1 also the mtention of the poet ano so
here the Kavya in question 1s to be denominated as 336 R
e @G, and not FEHOEERGY, though > AR here
1s but an instance of the Ifryq & of the FTREN type
as in the sloka “3/ @ ra==d’” ctc.

Th' view of Viswanath 15 supported by Chandidas
his grand uncle who declares that when Rasa tasted
with the wnole heart, the relation of principal and
subordin:.te as subsisting between two Rasas and so forth,
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does not present itself before the reader ; or in other
words the reader does not feel such a notice 1. e. the rela-
tion of principal and subordinate . such an idea occurs
after the whole topic has been carefully considered . and
even then the denomination ot Kavyu by a Rusa and so
forth, which stands subordinate to or which has been in-
corporated tn some principal, 1s not to be discarded i. e.
the Kavya will be denominated by the cubordinate Rasa
the same being more appealing even though 1t has been
reduced Lo the position of IpiNgAg= M 1 An example of
this we have already seen i the sloka “g=T7AgMR ele.

Thus accordmmg to Viswanath and  Chandidasa, in
the case of a WihgFege M of the v I type. the Kavia
should be denominated after the qwrm-q' L prmldcd it
appears more charming than the gy |

But it appears o us that accordirg to  the author of
Dhwanyaloha the WA MW i such o case should
assume the shape of =af@ and  consequently  should
be  demignated  as such moas much as he says :-
“qmiIsan iR mefy afEeal A AT -l
T4 g9 ’

The phrase S faeaa 9 leads oge to come such @
concluston. The @ attached to this Dhwant sloka
remarhs  the  followimng - —iA=ge Iisfa Fregymdt
AT - - P S e g:r-a}ﬁ'?q AL Ths theory
arises 1 connection witn the questton whether, in some
case of doubt, there occurs =fq or IihyEegz @ and the
author of Dhwani writes the following dictum : -

e fawdt T o g
fasaeaT geRd a5 uats qemy o
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Aloka attached to this says— et f &faa «adsy ofng-
FENF A @WIATIA AW A I fReEEEA g9 A9
A FF @ 7 geas Afarrion wfadeag

Theu he sets forth two examples—

() T fvaewewea egElA e afemgay
a7 rafret P FAsfAi=E A faaem
(b At pamtfe a@ihel famwi afe

el

a fafors PO Fao @@ ATTIEEREFI G4y 10 od
remarhs |

g FAwd adta cd fEfrEw R alaragEe e @
won fafm g efra o sita e g qEaks et
e M TS I A AR WA AT v
afafa #agl Tra  fqgrdRmET ) Ao L
meadT T 27 paEkwensfa zfa A uraren
A TS AFOTETT arafaerTet fag 0 Thas o
two slok s there is no Jhwam and through duc consider -~
tion the conclusion s reached that in these occurs apfhE
e But therd may be some case where sofrgA ]

assumes the shipe of a wafq through a careful study
of “rgrfe qrAwY ™ |

Aloka sets forth the following example--
CETRTET AT G AT G T, Ao
FaATTA afad
F2v | FrAqEISEaRiad & R e 6
efegramagien: |
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The Lochana of Sree Abhinavagupta, attached to
this Aloka remarks the following :—

“OTHE SR ATIET el Wfd ) o) ared ufsd &
Entfasemargaafy gfa”

Now we shall discuss one more topic 1n the light of
FeqTSTH | We have seen that out of the eight varieties of
aufrgAegss. the first is gAvTs which occurs when the =q%1
being either Rasa, or Bhava or the Abhasa of any of the
two or the Prasama or Udaya of Bhava forms a part
and parcel of unother Rasa and the like (and consequently
the =7=amg goes on but beautitying the g ): butin
all these cases there occur also different rhetorics such as
wIT U, E?a"ﬁa:[\ and gqTfed as stated 1n the tenth chap-
ter of Sahityadarpan. Now--cannot the sumiF=em of
the A7, types as well as the said Alamkaras be summarily
disposed of by affirming the ewustence of *afq 1n such
cases 7 Tuke an example :--

o @ TAEFST YRR a4 )
aryreaaeeal difafaeaa: &

Here the »gweq is dependent on the &gor which. thus
1t goes on beautifying, and so here ogours apingEszn of
the 37T type as well as v@aRagie: « well better say that
here 15 *7FW @t and bid good-bye to both zA¥IE W and
@I No--says the author of Dhwari. The Aloka

savs :— @it fe @iw ararad eEEa |
@ 9 AfFea SEWEAET AT |
T RN, ST e ey freg
T RAR—
3
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“FTAETAE AeTeqql fafaamrang
qIfE-qve 73 | AT qa |
Aloka says "— 7HATIARTHAT-ATITASAUH, &Y Wd‘i
AR AT T AT A4fATVT O e e
7 fafwaem sqaferras et afaffa amra
Lochana here says : - wfwegsg=A . sd@— T 7904
zf71 Ay afwerf® gadEgn 9947, oA Aty A
Afq: et FErPTSEI |
And - SNESF THATT FAT T g 7@TET:
F1=g Afeqgeget sarfafefy v qfa ( afqm
Aloha :~-qfam 415 gawEgT 991 arRITEEE |
SFYAL: ¥ rgrEgFEATLIB T Ty
The Lochana Jlears up the pont by allirmmg
“gferd w27 A wiAn sy AErdiyas e
qm i T T Ry ARVATER MEEEEE TE-
FEFRTEA (T A W e e dEt ST
73 w9 zf T
Thus 1 the aforesaid example- w9 g A clc.,
the s>z is the sgqT of Fwwwa wiuch is FrrqudlyT
i.c amamg:: hence the 37A 7@ has been taken as the
e and the @pn aself being oy, has been
denominated as ZANE —I. ¢. TR FENEAR FTAE U
A |
Thue gist is thus stated by sgfasri—
s gt fafadaen
soy, Mt gefaeERE-aTay |
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Aloka :—7e, 31 TR AT @oF A TER: -
&V famgu 7 @ W AW IOAEGISEERT L g9 g
maFta b arEEtad saffereafroie: feR |
qrREEIAET faog: )

Upon this Lochana remarks ?."IHT{THT& HEA
gzt FAl. ArE vA AT AREANEEd ST
afrem . Aw gafa aegmemft st anft am qafy
Funmfremmeatrman  afaAr g g AR
AT T I s e e, anfn ma A
4= g gyl farraaameataafafs e e
a7 weEr: 1 And so these v@ and the hike which are

not dhwanis, serve as Alamkaras such as 557 1

Thus have been dealt with the two varieties of Kavya
{and a Kavya is a 7779« /99 1. ¢. a sentence that s
replete with some Rasa ) namely, the Dhwam Kuavya
which 1y the first cliuss Kavya as well as e Gunibhuta-
vyangya havya the second dlass one. Some authorities
such as Mimmata Bhatta the author of Kovya-prakaga
add a thied namely chitra-havya in which ndthing 1
implied 1. e. 10 which the Vyanjanae Sakit does not
function at all ; and this Chltrzt-kav;a 15 ol two kinds
Sabda Chitra as well as Vachya Chitra.

Viswanath refuses to accept this ;. He opmes—If
there be no =gF1 1n Chitra-kavya then 1t 1s not atall a
Kavya in as much as a Kavya 18 a "9qras 99 i e.
the arF in which v 15 77 constitutes a kavya. Thus
famm 15 a mere qrFqH and not a Fregy and this is corrobo-
rated by the author of =% who wrltes :—
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SHTRIRTATSIT, SqWTEGa S fo |
3 &=t garsg 47 afemie-d
That is, a vyangyartha exists with the avamy and if of
the two the vyangyartha is more important then it is
iy, otherwise it isa IP@ =FWEy : and thesetwo

only are kavyas and what 1s Chitra lies beyond the
jurisdiction of kavya the same bemng a mere TR (dcc (¢

our author ).



mﬁaﬁw:
qy: qfr<gig:

Introduction—As Sanskrit ¥fSgwETA is applicable to
modern literatures and as this Chapter has bearing on
theatres old and new, and as in Sans. dramas we have -
fr=mg of modern 3uegrg, so we deal with thischapter
separately first (cp. “Su-qrTavg Frgion s etc.)

The sixth chapter of the work deals with Dramaturgy.
Indecd, Dramaturgy 1s not a new thing that has been
taken up for considertion by our author. Long before
him the subject underwent systematic treatment at the
hands of the celebrated sage Bharata whose Natya Shastra
in 2nd century B. C. has been declared to be the pioneer
in the field of Dramaturgy, 11 1s further to be noted that
uscs of figures in Vedas, Upanishads and mention of 3qat
and &7 by Yuska in &th century B.C. and later by Paninni
etc. in some or Sth or 6th century B. C. show that
developed Rhetoric was 1n use since the six vedangas deve-
loped in some thousand B C. : Dramaturgy too (FTepirs)
was also perhaps being studied in°the last phase of
the Samhita period, otherwise Panini in some 6th century
B. C. cannot 1efer to 72z ; and a detailed work like
WGATERTE  cannot come into existence in some 2nd
century B. C. or Bhasa cannot write such dramas in some
4th century B. C. (See also our Intro in ch. 1).

Then in subsequent period, the matter underwent
careful deliteration in the works of Nandikeswara
{ Abhinaya-darpana ), Dhananjaya ( Dasa-rupaka with a
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commentary by his brother Dhanika), Singh Bhupala
( Rasarnava-sudhakara ), Rupa Goswamin ( Nataka-
chandrika ) and so forth ; and as such, naturally diver-
gency of opinion in some particular subjects or topics
relative to Drama and Dramaturgy, raised its head.
Viswanatha has also differed from the old writers 1n
several respects : and Rupa Goswami, who followed
Viswanatha by at least two centuries later, refused to
follow him in lots of places (cf. “ardta gga=a1a Wﬁgﬁﬁa-
farar . anfeceofrgr 9 gfAT s g in the second
sloka of Nataka Chandrika ).

But the cluef credit of Viswanatha of 14th century
A. D. (See our preface in chap. 1) hes in the fact that his
work does not deal with Dramaturgy only. Indeed, his
ts primarnily a work op Rhetorics  like Mammata's Kavya-
prakasa or Ekavuh ctc. and he has made his work
complete and comprehensive by inserting therein a chapter
on Dramaturgy ! and a comprchensive work of this type
is rarely to be found. Viswanatha’s other works are (1)
quefe® (2) gasqrgafeg ( Prakrita Mahakavya 1 (1)
Tl (2) st (3) wafewemEdl (=Natikas) @ afeg-
fasqy_ cte, and FreqssEEge i He s an crudite pandit
of Orissa .

Tn our annotation, we shall refer to the works of
Bharata, Dhananjaya and Rupa Goswamin, also others
whenever we shall think 1t proper and we shali mostly
follow this course also by way of comparision and con
trast, whenever necessary.
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Text—ud wfa-piesas  sraw {Rgage R °-
AT WTEAATE |
frmfeldm—a3d ST @ &t Wer SEhmET
d1 9 Fedlt=afrediawey’ aqn  IRAERENEE B, |
gfer @l awamat (afarefesan gt A ag fe
aafg ) wfagw:  aEnd: (awawihecdtss: ) sifawd
qaray fomA, A1 @7 cafeedeg aege: v gfes &=
arqrata,  wfuEarg, safaordr sndf @ @=ga sfg gfeas
T FEM AT NOEY IIA A1 TAEA a2 quing-
FEFACIR WA A9 seaenEsga @ fafer o srwer
gideadisamy fufe: (g8 ), 94 AHT 94y, vy HLEa9-
fg) Tvg f& arge s gfagdisfA @ sram wwly
fafmaiforg smfron ¢ sFm geegn oW 939 F9EfA -sEM
THEEW A EwAm 3l sfemazmmern gaefr e
A sPEguEETaE AHAST W4T g oREN, @6g
aufrfzaaa &=d, TN dAEEy 99 aeiEane w )
Fzfas aufqega srfwmaargfa— L
Enghish—TIwo varicties of poems have been shown
by the author (i the fourth chapter). these are
(1) Dhwani-kavya 1.e. thc poem in which the mnner
meaning JI_FEF"I or the meaning which 15 got by implication
is more appealing than the simple meaning or the meaning
which v apparent. (2) Guni-bhuta-vyangya-havyai. e.
the poem in which the inner meaning if any, 1. e. where the
meaning which is indicated by the Vyanjana-sakti of the
words can be relegated to a sub-ordinate position ; that is,
it (.rf7) is more or less a negligible factor. Having disposed
of these two varieties, our author proceeds to consider
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two other varieties of poems ( quite different from the
above mentioned varieties) ; these are-Drishyakavya i. e,
a poem that is audible i. e. a drama etc., and that can be
put to the stage ; and Sravya-kavya i. e. a metrical or like
composition that can be heard ; that is, an epic or a poem
or a prose Kavya etc. of any other kind.

Note—Readers are here warned against committing
fallacy of cross division 1n this connection, The two
varicties-viz Dhwani-kavya and Gunibhuta-vyangya kavya
are. as exapecled, mutually cxclusive ; and so are the
other two varieties namely the Drishya Kavya and Sravya
Kavya. But the former two and the latter two are not
mutually exclusive since the division is based, as we have
clearly stated in the Mitabhasini, on two different stand-
points. Thus a Drishya Kavya may be a Dwani Kavya
or a Gunibhuta-vyangya-kavya, and a Sravya-kavya also
Dhwani-kavya or a Gunibhutu-vyangya-kavya, The
different types of Dhwani-kavya as well as of Gunibhuta
vyangyakavya have been alrcady stated here, and dis-
posed of in the fourth chapter of this book : and in this
sixth chapter our author proceeds to take up for consi-
deration the different varieties of Drishya kavyas alias
Dramas ctc.—a subject, hardly found 1in any other work
on Rheteorics.

i 91 Tg-vaE-aed g @ fon femmy o

Genpere

fowmPell—gEm @A aw wEw sfa frmewfafa
vafafam WS & oam Semee ogeEiiR
AT T, WRA—dT A WA oF 99 @9 gEar

g, da Abwiey,  Aewafpru  sftedngs ) dei-
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M s g, TEd 3fa owm emwaifafa d@wn A9
qegashiv: wad afy, aft &4 s wafafs deem 2l

@ ST 919 T |

Eng. Kavyas are of two varieties—Drishya and
Sravya. Amonst these two, the first one viz the Dri-
shya is that sort of Kavya which is put to the stage.

¥ AFEIWIE | T
A TR 42 TTATEERIRTE SO

frAmfoolr - s@ wgwER w99 - gfF ot afagt A
Hi| L wEn dAgwn Fwvo fafrafr Awe @ @m0 Fie
ffa T sgqg? AZEIPIA) ¥ @oMEnTd &AM
afirgfa vd R &b weta soeefAR. @fm
mamedn o, @ifew af dAEtn @ge gae g9
TEEEmaEg e a Aq S e sPone e
T AFTqA AfMEmA WA A SEREr RIET
AT A {EEEY TAF g 9 S ARME, €1
TEIW:  TAH, AFA  TAWSl @3 amf rEmadey
AT, AW ®RAfa AW @A edAdTly FmETE—CTTay,
A AANTA A9 AT A2 TREr

Eng. The aforesaid Drishya Kavya passes by the
general denomination ‘Rupaka’ because in it the actors
and actresses appear on the theatrical stage, as the
persons ( dT4% ) dealt with in the Drishyakavya. ( Itis

mainly <7 sfm )+ Hence it is diff. from pure sawmEI —
Which is sirywmg only.
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| wwfaagisTrgs: 4 a3fr wafyar oifasd s
vy aifFEea | d@gfafe sgfaferdameeng-
grnafaas: |

faq 1 zamag afqaggmafyfa geeg qag &1 9w
afaag: ¢ #mafA- waemaEr:  rReegfaforetar St
agfmm @ Conffarmm engeammm ugee: sgEe
v Rfas @37 AT 9 AW, Agat wafa, wAna
gfwag: =gfa zfa #g4 & a0 saw wfze azifzfa:
wE: AR rmadAsaet:  eeRsgetiagfem )
wwaifgy mA Sfafary wmfaam aesr ga-amfe-ad i
qA1 AT vq gaqanizagr aznafa fEEF sAme Ami
WA AifdTEetd srg aawenafzafata ga
faargey nfad: a=ay afangarg: oafel mEam, va T1F9-
Faaq 3faaq, Arzmn avpE gy azifafa: avga. g7 gaag-
g aifemfafd @A g #@e WErd: e
szl faormee . v qear Safase aqea: ey
vq amfaeEAd  azEg: AREEE sagalE 3fa s
ggwow,  wrrAfafa weqgry Agdt fe s
CAREAISd T FRGRIS A9d: ) T AR
z7er Arfean: AT 3fy ufed oe gAEs e desfaa e
qEA: WG A 9 aEn ageAngear  snfntaf
qE TR A S Qg @A qua i, A AW 9 99
qA UAA  AUEFAEEAH, GAE &g, arRERdaTon
AT A A WA, S, §-Eiey Seaath
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WAy EAbdgEE Su™E I SRR Ad
TrFmfer s 4 ¥9e amfa wfrg osmafa g0 ak
sl afqaETgeETaE  sAtatd A werfafq A
& A@A FoAT | dfaagagiin ax aiaan sifey
S s qmle 91 gy afyeg atwem serdafa-
aqy A1 AfRaEAfaagy @ wafe va, g @ Al & a9
qRIAT | AT A FAFITRIALT U4 SufAFFE A47 A4 R0
TR FATT, T AR (AR, S a%?) g
M W TR AT 4 gEee] STy
wgeafafa @@ 3 A gAY, A O AP
T TG AT G A I UF CgIAIEAE e
waft 1" gfA wfvage qota araer cgderan |

Eng, Abhmuaya s but the imitation of the condition
oi the heroes and heroines : that 15, by Abhindya 1s to be
understood the representation  of ,the circumstances,
relative to the hfe-incidents of the fieroes and neromes as
dealt with in dramas. This imitation 1s of four varieties
the imitation of gestures and postures (Angiha) of the
heroes and heroines (by actors and actresses), the imita-
tion of the speech (statements), the mmutation of the
dress, as well as the imuatation of the Sattwikabhavas
such as perspiration, horripilation and the hke as might
have been expected in the real personal i. e. the heroes and
the heroines of dramas.
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i — 1. =vEg, FmdAE @i & @—(9) A
(*) =g (3) s () FERE (W) AREEE
(2) fem: (s) Zmmgm (¢) w3 (%) Adr (10) mggEy)
WAy aFmTes A9t ewrEsft o7 vy Gwm dme . fem
TR mwAREA,  TTagamafy caq feeft ofmfem won
auit oemE wWEn @i A AR awe aEn epEshr
ama” zfa segEmf Eteong AgEE gwERRr e
aqdrimg aasfa ofA we 3w T sm gl T
qFY, AN AEEIgsT ) dRdafr 9 wabg, T g
aEfogg . frgger dmfee, amfg, carfem) oo,
Eg  Aqwrern sTeamfn zfa faEmafay el g e
angfa |

Eng.—Rupahas have got ten varicties ; they are the
following—Nataka, Prakarana, Bhana, Vyayoga, samava-
kara, Dima, Ihamriga, Anhka, Vithi and Prahasana.

fom—

aifzd sed WEY @z, AEvEEE) OMETE-
=i GEami wEE A9n) demied ey faemen et
a1 gmfmn  del e wiftef =1 s we-
wgmfn gerfaor 1 faar fRm’ @O S99 AR, )

i gRofeerEmi Aifew Tt )

faa -1 «Af 3 redEweTRgTa afr sgrg et

sqerafn e =1, varfa - aifew, ses Tt @gw,  Amem-
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(O, SWMAY, IBYYY, WY, SFOH, JGH, GO,
ofafed, faees, frarfuar, g@thmr,  oeoft. gdrar, o
gf faar fadom gfi—m sreem wEem fafm v
afm ag T RAX | W AT EEETITEROR aeAfgET
TAGH UH SN ATIVUSHON  ATIEA, AERMTIOSHaT
# Ffr gmEresvey afzet o wgfr, qan s,
Wi, oMEE, AR 91 ®6F JEEE. 999 |9 WEtE-
9qq 79 |\ Seqrfa g 9 #ri

Eng. Over and above the said ten varieties of Rupaha,
there are also cighteen kinds of uparupakas. They are the
following :—Natika, Trotaka, Costhi, Sattaka, Natya-
rasiuka, Prasthana, Ullapya, Kavya. Prenkhana, Rasaka,
Samlapaka, Srigadita, Silpaka, vilasiha, Durmallika,
Prakarans, Hallisa. and Bhani - and cuch of them has got
some special features, and save and except the speuial
features, reserved for each of them, their general
characterstics are just like those of a Nataka.

71—

) dewg  wyaEad  wafemafaaag . faevs-
g rfeEEgs Am AT | aE AR A
qariEREEETE:  afEI A | S e
gATEaE. Pegtg fgenfre v EE qEmEas 0E vy
TSI TEFY A U a1 HARSFET A &g [Aqe0s-
F | TAW: 9F AT e &PASAgAgeT: | -
G a4 o Ao

W, TEfeafas” 3o - qar TeaEfRArfg e aeat
waw | AR Wi AeERE | GEgEEEE A
vRgfafst ey arfsen ooE: gEeRa | s
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qIEEE | TEsrEAEatT g @man sa e 3y
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i A wifafa argifo gawen awofa, afale
ufag®, maaerfy arfafas aifafe =f

foratfoenr  zaifeqat =gt @91 ggwwa IfefeAe
AEE Fa gEEid- A7A TOe vy e Jradfata
ggf 1737 #1zmg 0 49 C1F BMATA - TUEE ArEE
gfqpmafrgy @z 0 SEneatag ey gee 93
adt zfr g afemga A7 AR wy qumfgan sfeEmm
PONT FAfATT SR ITET ) &I A Ay A
gfummamn ' pn wElAg TfA—wewT EEnfe &wEE
safern Armfgar  marmg AT T AbEEmEaaE
A AREEArT  TEgmE fggAr ! qfin sageaEs
A A G2 @0 ararem ffasrmy ATy ane
AT ITTEAT |

M1 fEmowEgn aeseesenAte: faff g gaefa
q1za1q ¢ ) paAfemafaay, mfe: aferfa aqafead
g aedrat  afiFafaem qum. A SR
gAra  fefrmem wemgay guafer, afagesfea
waafey.  famamfes A fagemafen ( IvEewaEle )
gy AEdlgEa -geE ( Plot gl gavmammfagaega: )
QR e AR | A YAl ATAET WA, 9 UE T
gyt ReIE, Ffm el aa ta agee S

ag g@Ala. o ana afeg ArdEmaEEge: ( plot §97 )
TR M FRNA 8§ U S| g &AL qar Sfagme-
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LA BT B E B 162 B el S G B R R ER
aftaifa &7 A0 af affeei as w790 @ s
1 drem  azAEfrEny ey anegeqEegE Tfgie—
UMY (to drag the plot further )  z@feqgafraafamrT
faamd . wqeeh: ¢ gfeRa wafn ovag ofga @ e
e o seEEEn e @z meEPEEE 3w g
TG 79 A wEAewn sfRagewa afy, A
qfmaifR: = agr afd sagn: WMyEmEE FA gEEmE-
i sifigfien @ s wEw fagt Rl @A smgaE gfA
FFaen: i gatgg: stfvmm, W qE= agaet fawefa
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Fng. Trans. A Nataka (1. e. a dram) s a (variety of)
Rupaka, wherem the sabject-matter must be a well-known
one (hemmg borrowed from  ether history or ancient
story, or mythology or <ome {olk-lore) . the plot under-
Iving the subject matter must have five successive stages
euch one of which bemng denonunated as Sandhu ; (the lan-
puage of) the Nataka will be graceful s well as forceful
and wil als» abound with severat of the merits enumera-
tied by ancient Ructoricans (o —t will describa the
dallance-ltke movements  of heroes and heromes together
with some advanceme:nt, of course, 1n the process of iheir
Yone attair and alto some othar facts such as the secret
necting of the hero and the herome) , it (the Nataka)
waill extubit prosperous condition of the hero as well as
of the wubjeet and disy lay o vamety  of Sentiments (Rasas),
ginang occastonil rise o (the espxidnee of) weal and
woe and it will contain any number of acts ranging
from Ine to wen  the hero will very often be a sagelike
monarchi born 1n 4 well-reputed [.nmll:\, and he will be
majestic and one of Dhirodatta type (as defined by the
«uthor 1n the third chapter of this book) he may be

either a divine figure (such as Krishna) or a semi divine
tigure (such as, according 10 some, Ramchandra, or accor-
ding to others-Yudhisthira) or a human figure (a mortal
such as Dushyanta or Chandragupta) ; but he must be a
righteous one (always adhering to the path of justice and
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truth) : One of the nine Rusas will occupy the predom-
nant posiion (throughout the Nataka), and 1t will be
either Erotic, or Heroic (or the sentiment of Quieti-
tude) ; und all other Rasas runmng throughout the
Nataka wil appear as subservient (that is as auxilaries)
to the Principal (Predommant) one that passes by the
technical nume of Angirasa , but 1n the concluding stage or
portion, will be 1nserted the sentiment of astonishment
about four or hve persons will appear as main actors (1. .
the main role of the pler will devolve on four or five per-
sons) . and the composition of Natakha will be just like the
tuft of hair at the end ot a cow s tail imply ing thereby that
the acts will be successnely smaller and also signifying
that some (nctdents relative to the subject-matter (or plot)
of the drama will be deseribed in the Inst (Mukha)
sandhi, some 1 the second (Pratimuhha) sandhi, and
su-forth . each cident dﬁnhcd in the latter sandh
bemg of longer exient (1. €. being a bit more elaborate)
than ene deseribed i the earhier sandhi.

N.B.—Readers are here warned against making any confu-
sion* betwsen an anka (an act) and a sandln. An act v 2
division of the drama relauive to 1ts subject matter (-sf=5-
faerrafafaaTeETg: ) whe rcasf:mdhls are different stages oftke
developments of the p'ot: and hence there is no st
co-ordination between the two. It may be that if the
drama cnds in five acts then cach one of them will repre-
sent a sandht | but there 15 no hard and fast rule is this.
If the drama contains more than five acts, then the five
sandhis il be incorporated within the body of the acts
be 1t six or be 1 ten ; of course it may be, that in such a
case, some rarticular sandhi ends with some particular act
but this should be taken as a case of simple coincidence
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some particular sandhi may begin or end in the middle

of some act ; and thus there is no hard and fast rule
regarding the co-ordination of acts and sandhis.

51 gAAAgERAT  mAEegee | aaERRed
wrTEEp: . ffpaEeen: fafm denfaew
a1 A Agfr g dfwiziamea a =) qEfraaeige
AT | AEmaEEl  graiamtweaiiata: |

SEECIERUPORT I ot EC RN e T e i
AP FIEE  TdgRy, ogsafyfren . AR
drid  SdTEAT TEpR AT AW AeaR,
7% A FT, ogArnaz  FEPETIAN | AT
Ffefaar  atfafaees rd—afrmrdawmEEe e
grafamafag | aEeirgEs weAfeRAA e s,
sfrsifda: v 9

fasgrgn o701 AARE A-TEEALE 0

far—1 amfal o Agn AR oy e
AR WIT AW AT ead ferfa—ag: A FEEh 9EA0
e gwAIAAT —wd Tweg g 9iErAy
t52q SfzfAd e1oq waersgarafaft ma a3 aoEe aEe
AEERTEA maalAg grTeeT gfes aren |
RAGT IS —ITAAT AEET ITSANE ge vd |
WA, ufw @agse agfsm gnfea 3f7 g@a qa
a9 A6y @Rl S W gEUAL mwereyr s
afer aremt Wg wgTRe Juafed ua wAT A e
aFgaid AfiniveagE W FONE § W -
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WS e qeq adisfa gEangn wfa gmeRfa  wmafed e’
T T AT oF T FA A |

U W Wy PO AT PR AER AR |
@yF . fafew nxaferas sy afamm: 43 wEe
AFIAN: ATTGS © AT I ATOART: AT
mafeng: vEd: TG g4 A fd 1 GOREET ASTEAT
amfzaa oAl uwfersrr o3 amm wfagasfry afr =
fefavigafag:-—fefam 34 Fa 97 mow dam afep
weaitiat: e fae oAm AT fazzfraey wdan sasht
LRI fAmEe fasmsgravon oA gmfrs @
wyq: faggae fa=igs afrqurdt af3 9 o999 weRE g -
FAEE A2 A4 FSATARN 9 A7 AINE apga a4 w
fyep 1 sq0q faets qAme e faog qa sefem 9
FgmmAan =q: . crufaeery samud ugTeeR:, A4 wEmfi ae-
FMEM AT AR e wmEime 9 wr ey e
AEETN 9T AR TR A agha ard: | ageg
sghe arf: 4 3% =7y wERerEy AeanHE
waifn a ammdraEta aa: . drw sfa - caEEm ayfzmy
agat  AfAif ) Fam agEr 234 mafedimAt oafi
e | 79 @5 4@ Aa% faed a7 s faarfa
w§ T agmEm fawy gwa. a2 ofrEm) AEm e
defaqe  3tdevgT: afgaifRaqa: T 9@ mAs aug
WEH, AAAT WA AEAW IR WM g aed
afemnia: il v gmgA  Jafgan
erqfeqes,  “owm  ofemfe: wfd a@ wA gfa s
TR —aE A 9g W faamiRfa e dgw
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TRy - @ Af1 apeEE agReE 9 AT G A
U5 @AY qAeEqT aigd @A et ahomas
qegEE  wrgion qEfidin o genaEE wEE
HfATTaT ATt A gRIfE g AUT | Fem ATIR ai
WA fgean ofy qraT. fafafe farfaee =fa 331 afedfam
TEOHAPT q1 AgE feE Aafq aerhiomeas g
AT Afemase Afem 0T Az3 waTes, aW ST
i o w Ay A Ad faf @ evfaray a7, e
TAARETFH V=g @ 3 AemdrEnrem 2t zmes
T A AR P — IR U AT A4 Ee
JgeAn it qr mar zfa A A A wgiEa 93 !
ATATFATIRSNITAT q1  Ton AWa zrsran farfaaqn sam
wifefadr ames zf1 vefegery  amaesfesmn gzagn
ARTATN o PfEf wmi 4 sEedT T 3 ST
afiq wy AR A7 w4 qmea fefar o asaafia
w4 afar emarim e AgTemfA cuma-
TS a4 AsEfga 07w Qgesl TiE 3 aeaat
T g Aged safefaaifa qefy v saefeEsfn o
ARTHE 41 #APT AV APy 3T [ J;Tfﬂfﬂ’di Qe 7fq
IET  AE SEENAT gfeT Armo ugafein it arrs
Ffedferg, A7 A= g a@faa enfafa =7 ™ oeEn
MAT A TrA AT CAFENEEG L AT (R g9t |
FAET A1 T amiata B (3t e ) e e
TREHITH: 4T J9FF ) AHHESAT g AWE AT’ seEe
GG THFI A TN —TT o0 AT T
om, Ae agdisf feffr mw 59 amEaiads
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sgmmafaaa: « aft fem wWeA AW &, g
weifgaafafa 0w I oifA - afg  afe -wfafar am
Fratfn 7zad o4 fgremfa An af Afa Aoy
g7q a afazapfa @fq aiifs afs 2 aEg F«fam
Fq AT sHisAm qve Jam Andm qw aEg T
#iad  SATHTET amarn. FE A 30 JIEAl A
T B T A e A2 L G o B L E LG e
aqrz i qErA Fradn a4 AT | afre T aergfay-
et A an wfeza amatres mlaEgsh
g . wg fgme qEs-arlgsrion. §1@em aEaeny
st Fafrs af o w0 afq zamkAsimemas
9. AgmAfsaT . qfaam aTAsm e e
safer e e va e 9 e cfAcweEm -
JIUg FAT A MEE 99, 9 AT TITEA ATEEn
HIor ey, JEAIN A9d 4@ AL A (AT, g
woprf aegn drem a@EaEy aqfa fRa anve qairaan
dopraae o7 @mEn we fgan awrETaaiaes
arferza  Pguagdam waiaAn W am oA
wgmray A W3SId  mgaadfsfaan g zf vhn @
qEE AR e waE adia 4 uf afmfE
1 cata i e N | EL A o B S B C R CTES (L o
Afggazfy #f ™ a4 qzn W ow gqmafd, qen
aftst.  quma afrmrenr o T aifgeam afEnfans
wifeTed  aTqER gEER: AIfqEETA @A O SR
afaa: 0% vl ot tamafr saam, SefaeEiags: |
W AT @@ SRR SATTORTET T ATE: | e
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T IR g @ Faaafe: oeparf AR T g2
aifa gifa fagtfe sgeaifn afifa e g w9gE
an @A sman e cfa gEa frmefa cgae afeerfy
fafaerfr gaatfo axfon geq 7 A ry w0 3fA wisLug )

Eng. Trans.—An anka (1. e. an act) i~ a diviston of
the drama, in which the character and esploits (or rather
the mfluence) of the hero are clearly notwceable (or
discernible) . which wsell will be  glowing with Riasa
and Bhava . wn which the words used present us no ditfi-
culty 1n nterpretine them . which will be abounding
with piecemedls of prosc pissages, i which neidental
happenings will meet there, and which s endowed with Vin-
du (1. e. relerence 1n some passage to something, that
goes on preserving the connecting-link between some ninor
incidental occurence and the mun current of the story) @
which v not full of many atlans (relative to the main
curtent) . in which the very seed of the plot does not meet
an abrupt end . which abounds wuh various amusing
occurrences . which contains comparatively a smoll quan-
tity of rerses . in which the duties devolving on some
particular persons (by their caste «r protession) do not
collide with any function they arc required to be per-
formed , 1 which the wcidents described do not cover a
pretty long period : tn which the presence ot the hero 1 felr
when not witnessed and which 1 usually runon by three or
four dramatic persons: which is not very long n extent
and in which the following occurrences are to be avoided—
as calling from a distance, killing, fighting, revolution
political, social and the like, solemnisation of marriages,
eating, prooouncing of a curse, passing of urine or
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death, sexual enjoyment, laying siege to a city and the
like i. e. the taking of ablution and the annointing of the
person : which is endowed with the striking character and
exploits of the yueen, attendants, ministers and merchants
clearly visible therein due to sentiment and emotion, and
in which all the actors present, leave the stuge at the end

¢ HFGEWTETE ANiTanE -

sREafas 1 pwmgefEaa wgisw: A
Wig. AR waAEi g aesmrgm A qf
937 -

cadqi UgETRId A aemdgfan wemafad
fasa’ a2 AmAgTng” zenfaar favfm drmedar W
T
99 1= ST Wl I g T
afasn wxm queangrar Afafang qewy eng- AR e
FAFATT: |
AT ATgD] unwheAney  geg GfAa sger (udiEy
mefgamad g 9@y Wty avafrn g@m emfea aEe
anfe  qEeAlEEY --9aETE, W R e |ISy iR
Ffr) gz @t gegan 3f A, ofae gfafe: grswisy:
WIAS WA WG g AREE SETYAY AREa
| Wiy sf ememga . ag A wafy: 9ron whafq g o
A -- | genfraE v5Trg SevRe ( TEIEe San et
AW ) Uy NAH TEIVH T A% Afaad: GnAE EATEA o
@ FpH  AnrfaagrRey, aafi awm SR
77gvH, e Ay sgA EEAT w7 ifRedE aar-
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O AT SETEETE A, SR T WA TR 9RIE W |
sfra e Asw aufeaq: #n7 diveg "R TR
g1 AF e, IR @7 e faev wwa ) ad
weAmfd wapnsft w11 Falea wew EEm sfEa
e &baagrm g matgaTAEa araa afaar 3fa a
WM AN WA mElA TSI &I SIS
a9 dArmEAgarst G| 9t feeaa A7 e TatgEe
Tl A% wan Al gu o &a amafA wem agfe
A U GAER AT AT e A
WO G AW, q3 FaeEy e fared s
SieECC RN P - RN e 1o S 112 101 2: o S C &
fiofaea: Ftfera ) s\ @ wwe @ T Adl
T AT qEeg A9FA AEiEER ) &R
ACEA PP AT A2 S ET
SrEwm g aary JEd cEmgar ety a3
fergera | 7 ax faeras - FlewEm watreoEn  enefaE |
arwguEnfn  wamfn afifer, Aas frles #formqaa
SIS, TR TSt sy T
Eng.—In cornevon with un A;ﬂ\ﬁ, « Garbhanko
(a drama witlun o« drama * ) is being dclich-——

An act (of another drama, rcferred to in the body of
a drama), that 1s inserted within an act (of & drama) goes
by the name Garbhanka., It consists of Rangadwaram
(a main division of the Purva-rarnga ), Amukha
( prelude ) and 1in it abounds the Via, ( the nucleus of a
new drama, an act of which is incorporated within the
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act of the main drama) and is backed by some motive 1. e.
it scrves some important purpose-relating to the main
drama.

A~ Kanchukm  (says) to Ravana wn the (drama)
Bola-Ramuayana —**A  diama (entitled) Sita-swayam-vara-
nam, which 18 to be listened (as it were) with many cars
and to bz seen (as it were) with many eyes, has been
composed (of better s gomg to he put to the stage). as
f 1t were for you,

N B-—Anmstance of this Garbhankda is to be found
1 the Hamlet of Shakespeare

T Rl TR ATTAT 9 W ! Fd &
AfzeemangeEm v 79 qEE ofa

fqa-— qT3ga TAEEG IR AY AE T g
gt ardvaapTfeatbioda denaen s’ ager
] UHT uAGE B $EA 4R TEETT WY WA
AT Al a4 2T HIRET oAt 1 safoeen mags
TR dF g AEd GfEEAT: & JEmee aEan
v Aqr uifzEa qm feEwEm 3 @999 s it
FATATT FEFPT TG AT 1 1

Eng. Tran. -In the drama, Purva-ranga will appear
first then an encomium to the auditory and after that

comes an account of the dramatist, followed 1n its turn by
the Prelude of the drama (3w )

< gERyEER: 9 TRfTheme gefea: speEta
TE ¥ I SARVIMAREIE qgif gafn it
IERARER A7 AT FqHTme )
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fra— oweg-ffaaw aweqem  afaszawm @S-
WAEAEE  TEGIER ARENS! TR S| A,
HEre: BrEEarn gEvEe ewd eugia—armaed:- - afaaa-
AT, UM FRAEE AR A2 TR R afads-
TEAATTY, q: fam UAATAT A AT REIEET Ae
A @A 94, eyfAmsfe awhAa o swafefa A
TR TR 3T vEiRe azfd |4 apfa Ay e
fafemfa gl s egegen aowwibmfy erer-ar-
mrwadfa agzifa agfa nfEafdasfs o Jag epda
Afeq AomfT a9 T TAYAT A THTSET 95T e
Al A1 fowE AT wEaEd eRam A . e
AP TG WAARA CHTRR AT A e
AT, FTRIHRER G177 ST SfaRAa a0y
Eng. Tran. Whatever 1s obsersed by or done by acters tund
actresses) gust before the actual commencement of the
petformance, 1n order to counteract  any  probable
impediment (o wvert any  disoster that may overtake
the theatrical performance) s known by the rane
Purva-ranga. Though 1t has @ goud‘ many prebnu-
narics o1 divistions such as Pratyahara and the lihe, yoau

Nandi (a2 mam division  of  Purva-ranga)  needs be
performed in order to avert any probable hindrance,

qHT (A0 JRTE—

11 TR @A WA gEig -
am ARy d@fFA | AReRE- AT A- RN (T |
927 W greRfeerfaEt 9T |
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fonnfaefr 1 ot @@ @i faag —agfa Rafis
aqEEREEd aEenEdE 34 afmindre g9, @@ A=
gfa ooy cmmifaaga 3fA gm0 @/ svweT: aw faam
o aredr gfA | swarae AeTEEiEl 95 ad qaees (e
T 1 3 AEE MG )1 W AT 3A
TR Aa Al sofalag et Ae
W AT AUy I | A A AaieAr
wfprdEr waEegnay a9 aiferze grEpTRRadTa
T el i v wrEnA an fefmA e Ao -
frionaiay wee AT moow ared 2fq At
ar o N g5g qeaTsd #w a4r eEg Ay 999
1% TEARE, T4 A4 TIH FEs S SRAr saqe
Ffrmfs L 3w A SE S AT T TR
e TR TRy 1 qEETSeA mAgig
AR IOVTISAINA &7 304 A1 fgarn i mamia
TEEA 1T ST TR AT A QIR AR
STE U 3f4 ADAR | M A A uETEE: s0E &7 A
Iehi T TR S FATAETA=ATET FUAT T 37— )

Ene. Iran.—Simce an culogy duected towards some
denty, Brahman, king or the hke, and endowed witl 4
benediction (for the people thut have come to the
theatre) 1s uttered here by actors (therehy causimg the satis-
faction of those tor whom the said ¢'-logy is intended),
s0 It pe . by the denomination Nandr te. a gladdenes. It
(the said Nan1) is comprised of words that are auspicious

implying s they d> a conchshell, the moon, a lotus, a
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chakravaka (a kind of bird) ora lily ; and it is to be
couched up 1n cight or twelve Padas.

Text 3przl g1 wawvad favrgen anems” g&fr)
FRSIRT T WA AW A gia@g i e
s AT L a SveREnas eEaA fed-
7T iT'l'ﬂrTS-r-’_r uf'-r;:'@:" [T R 2 o

fad - 1 4=E TEETE ANE AL AT A T
ST/ A - TR a7 ofd Efe o smfA T qand, wn
Aguai i wpfega aemE vs maem @A
A TEIET ATl 4T GEAVTENES AARvarE At
AT T AT VAT TROYTEG L APTET AE draaata
fefam QR aeT qfd, #n 00 G4l AT -
g

Pooo Trans oy campie 1) v Nanady condh Jup
i creht Pasd s tote tomad v the Nnoabe Raelona (by
Murari Nisea), It contammg cipht Pad s twords) boea-
ming with fargaEs qrEdE + A Nandi couched up m twehe
Padias has ais oaample i the Paspamalay composed by my
tuther (the Noandeslola there ruenme s as follow ) “l\hy
the daughter of the od of the Mountams, the lustre of
whose moon-hke face became 1.d s ¢ Divine River (the
Ganges her co-wifey was placed on the head by the enemy
of cuprd (=Snna her husband) and who (subsequently)
became soft (tender) with a smule as her beloved (hushand)
fell down at her feet, for the prosperity of yoursell’.”

[n like manner, exanples of Nandi of either eight or
twelve Padas (where Pada stands for either the toot of a
stanza or a sentence) should be found in other
dramas.

“w '
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arnfor: oA — qea 3 ulaa: fr 39| 9 razar w
QUARTS HATEA T2 G9gF HAISTHTEA RO 22 JAETE
X AT g AANEA AEEETE A AT Afaey deam
AT Ad paAvfafa dane o1 afaart w7 g ave
sfq aFTAm wEAAm T4 VYA AT ATRW /AT
Fifawgreaafafa-- an THA I, wAEEEY
IFFR AN W0 AT AR g whe
S I R e I G | e SRS o B et - R sl e St
TEAEE I, FEWH, AT T g q1g AT
g ) RN A AT iR, O S e axieqnela
gar wefin waa @ wquafier fRE 4 7 omEET 4
S| FENET A AVHd qd g aRd, T
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a3 el a=F Ay ssEr @ ffew—gfa—
qE: |

Eng. Tran —The N .nd1 as already defined by me, 1s 1n
accordance with the opmmen of some authority. In reahty,
the Puva-ranga has got a division known as Rangadwura,
Thus it 15 stated  Since the performance commences, for
the first ume, from 1t, so it iscalled Rangadwaram. (imply-
ing thereby that is the very beginning of the performance)
winch s essentially an acting with speech as well as with
hody  The Nundi as delined sbove, 15 to be performed
tobserved) by actors even bofore the Rangadwara and
hence there 58 no (separate) mjunction for this (Nandi)
by the sage (Bharata).

Test-- gifermifzaz@tamag 5

“FEA  wEEIETEm Amferd el gfefeg
roE iy 1@ AavA | ega gatafriaaermiafa-
A q o forafsirmed faermmeg s v
A SUMWE L 3RA CviEvars &fn Fia” rearfE
YA MAEE] AT e A
zeqrfz z@mEfomd (1) 7293 ) 93 7AW W qaae o wfq
forrm  ((omg ) Aengafang: - “mege e o€
T o 3l aan A sfa Favfama: afm
zf

fm--1 afa 9 anfEadepn”’ fy swnfaar a
adr 1 afermifgremfarfaay Fg T e oEda
qurfe  wfexrerfamy ol qwa ofas’ 9 e
A ARy’ sAREs: O AFSIUEE T a7 TEiMEn
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T g 9 ATeSd g9 A WYEA A AT EIeAEed
qrEft | ©eag @@ 95 vy Aqfy speee gww-
9% A1 AIfE | AW WY ATE-AEEAT] AT AW
Sqfara g Aadt el ATy Ay fomy favrfaag
o vegE™ AR Em, P s g gt wafama-
w97 wop: sfq &7 =g gfera wfzATT ger dasgfom
T g wav: sfaT faow smgTEen: aFgaEy ifA T gEra
g = fawp: wege sAfa smas. 9 werTErEEs. ofA
qmE: A 3gashe: ofA wer. gavatw. gamafle weqifa
frqm 75 Smafeend qrigdaTta Aafn g go ArEe
g agfe)  Fegea Ioasirera, afess wfrdsr gew
FAAEIN: AR AS TP 3l opm pgian sEpla
A zfa wa gu afgdy Py fagfaamonfafa: faafaar
QRS TAE-FAN OATAT JieET AT SenEAATET-
F@ATTEIC TAAOEET: T F@E AONEEA J90 3E gwnfz-
aepfa: afenfen wed dgafa ww @ aafa g
wforga, aaAmay sfq4 W Aafe AaRaEneR
gty afr A forafedwgea: farar marfersar wwn
I AN A Goa WA @ gg1 foiw  omifersd
afedma aew gud @e Aarfz  shaswEedm
“gra QsgfaEm afeive @A @ e
aadiqad, FRMIE 9 - ( 1435 )" SR @ERE T
quey ATy GEEEITgH, AT, SR
fasigary Ararg ez w9ag) ghng: @ S7eeg 3
A | o ATy @iy ARereRISTH, AYTRT
T ogEEG gfa dEn @ Ay dneed @R AW
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a7 W a1 €@, TA- U, @9 RgWE ST
gfgag: aweA | TEEW, AW TEIEE WFH. Ifa AvE
g Ay 3 A vvmgvAve @@ pair’ g
qoafaa: TRV, UA ey Stn aEes fe s
am T fafamfanes qaeeaegaee fagm a3
frvny wEv (FwEww afe agfa @ ofwe: wm Ak
MATETE A1) & qFerPu i afemd TEgeiEr-
G e At 3 aeat gr g awdt e e
gfweger v fafagmiomma GEvEhEE axerrae
OV P9 GFT SR ETR 4 O30 aEERAY | WA
W faAy wgad  arMgEEy  TEdtn wg fefie:
s fsferam arfiam o=y ~AraeR AT SR RY S T
IRl MR e TRzveeaend o femmfafa
qiforfafarag | W ATE— AEREA GIAAWE ARG SR aEAr
g AT T A5 Jow: &fafafad awmen (1
3 FEWRNA: AFOTOe: ) Tsiq0, R ogwm ((wal-
Frame wgfefay g ) T ST AT
TEARTERW  ARSTIORSE T4, “arRd e 3
G T A9 T WY i se w9 A
Taam e afaag:—arged s it iy e
TR A, R & TWETERI,  sfafafady awer
woEqy g wH, SR afeqem 2 wfa s
e WEE, AT JUT &faar qew SUdied,  steTEe
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GG RN G HEA Ee g 3 qEd
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A § Iq —3fa @ !

FAAGRA,  fogars:  awrfargafa- vaead )
HA TEF B 4 WA des sEifey A
G @IERWEAT 131 i @ R TR Y st
FAa; qafe—ay 0 qoNEd IR TEEE T
gEafareqm@m, WM q91 TR qqWH  HF RG]
A TFRAVT, WY &faqize Wl FAAc 9 AeE
A TH ] ATSTHUEE:  qd § A GearA W
MR OIS, . EfaeT SeRe: dEeET vA fafem-
ofigqmd ffeq: 1 gEaveg TeE sEhferm Ay
@A afsE  qEEE SN, @ TATRATEREY
AU T, |

Dret a1 G o S DA LR | R e A S L
fafga—{3) 9 TRF ™ W ARhAEEIERE
ARSI T, A S T 9B gART @1 gofrew
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I g, Ao JRAET e aaetn ogife afeq s
oA @ 9 g Ay dpesr aft A #
T

g sifmemgae a1 aft aga”’ it =%
stz e

¥ATE I AR @1 § AU UF I ALE T
U ARSTRURNE: WA @ WeRahv a9 ean: e, afe
g AT AR 7|

() 77 TremerwRga TR, afe TR, FA ¢ R
W wferd @ ®  UEGE@  OUMEEE, U &f
ffgrarframed agorRel EA) qRE AW SREd |
g - anmg wwEg G efm. @ R g ouE
aife | AF T TR EETEY | SNSRI T, U 9T
ar=fr wafy, mrgawafy wafa

() 97 I2F T A AR IR AFSET-
=t fag . wm @ = et aufqesgwTior  arE i
N S grREAtEmE i qqrfn ARl an A af - g
siforsd  FemeaigEzed * 7y e eqserE-
B, AT QU ATSAVESTE FEEH | a5 AR 3fe-
e sfafaqr va 1 swmfisfam o=, Tafiwfa afeen
I TWEFE TR, TH AT S TG0 |

€) qF ASHE! AXSTROSIRIR:. AN GG W e gy
@ T gifaesenfn g s @1 fadgeRk &
®e 0T ARy, TREe=g WERy |



w qifgergao:

(4) 1 TRF N AFCEORSTHE:, T A4 W GG
Tew 3! gifas=entn g aenfa a1 q afs, at o
qry, = #fafafa =nam qa Se T=w e fida-
WEHF @G AV TG UHH WEEIERY WA, S99
fawmn @1 @wER owmem ardr—efq - Sifara oy
T AV, 99E AE | SEERIeEPE  UAT aedizenT
T TFEATAE JAA, |

') IS AEE GRAT AT RTINS FIA,
A w® gfz wmrrm a1 gufasmenfo wfa awEfa
feps aff & =@ vs Gt W A" A Ay
WA |

(0) fem @ afe gaw »rg 90 gwm a1 gifsea
AN 1 A e oAl ey ™ T e
TR NI $PTET A4 d99 | TAREIE SEEe-
v wfafes: 3: afaa @t R a1 wEg BT agEt A W A
w7y sfa wifega- oA gy 3fema

*Fng And in the hterary productions (dramas) of
great poets ke Kalidasa ete, (for example’s sake) in the
following :— -

May th it Sthanu (Siva), who has been declared in
the Vedanta (in the vedantic texts) to be the one being,
that pervades the heaven and the earth, in whom the
appellation Iswara (the Ruler) implyirg (referring) to no
other has been truly significant (significant in the true
sensc vfthe term) and who is sought (searched) after
within the (very) self (mind), by aspirants after iibera-
tion, with the normal vibration of their vital air controlled
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and regulated, and who 1s easy of attainment by those,
who firmly adhere to the line of Bhakti (devotion) be for
(be a bestower of) your salvation—, the (aforesaid)
defimtion of Nandi fauls here (does not tally with such
slokas). Moreover, it 1s stated, the poet should begin (his
drama) from the Rangadwara and so forth. And that s
why 1n old manuscripts, the occurence of verses (slokas)
like *““Vedantesu™ i c. the aforesaid one, 1s noticeable
(immediately) after the portion —*“The sutradhara (stage-
manager) just after having finished the Nandi™ And
{the fact) that the portion—"The Sutradhara just after
having finished the Nandy” 1s written after (the slokas of
the said hind) 1mphes this :—*The Sutradhara read this
(sloka forming Rangadwara) after he has observed the
{cercmonial) Nandr ; and (along with 1) 1t indicated
the intention of the poet that he begins his drama from
this portion.
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Eng. Tran. After having observed the Purva-ranga,
the Suttradhara makes his exit , and then entering (imme-
diately after him) the Sthapaka (the [ntroducer of the

subject-matter of the t'lmma) who is equally accomplished
(like the sutradhara) introduces the dramatic subject,

clad in celestial or earthly attire, in accordance with the
drama-concerning celestial beings or earthly gestures and
selecting. sither of the two atures in case the drama treats
of both (cclestial, and mundane or both), he will either
mention th: subject-matter (of the drama) or refer
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(only) to the (very) seed (of the drama) or utter some
lines relative to the main current of the drama or inti-

mate (the immediate arrival of ) some dramatic
person.
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Eng. Tran.—The *“‘Sthapaka’ is so named. because he
introduces the subject-matter of the drama. The word
““Tat vat® in the verse implies (that the sthapakais equal to
the sutradharain minute accomplishments and in form or
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appearance (that 1s dress). Now-a-days, (all the func-
tions of) the Purva-ranga not being properly observed,
(that 15 the Purva-ranga not being properly applied in
the commencement of a drama), the Sutradhara himself
takes upon himself all the function, he himself takes
upon himself all the functions (that are observed) ; that is
the Suttradhars does the duty of the sthapaka and others.
Sthapaka should introduce the subject-matter (F%q) )etc.,
of a drama-dealing with divine figures in the gaib of a
divine figure himself (1. e. himself bemg in a divine attire
that is the attire that befits a divine figure, he should intro-
duce the subject muatter of a drama dealing with divine
figures) ;: the same of drama treating of human figure,
himself in the garb of human beings and that of a
mixed drama (i.e. a drama that has both divine
and human figures withiu its body) being himself
in the attire of either a dinvine or human figure ( as the
likes). The word “vastu™ in the verse stands for main
currents of the drama (which the Sthapaka is to introduce),
an example of which is (to be found) 1n the (drama-going
by the name) Udatta-raghava (which runs as follows :—)
Rama, having accepted the dwtation of his father. just
like ¢ piece of garland on his head, went into the
forest. Ard out of devotion unto him, Bharat

renoun-ed the en-ire kingdom together with (i. e. as well
as) his mother. The two attendants (followers)
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sugriva and Bhibhisana were led to majestic prosperity
and the entire folk of the enemy, the infatuated Dasanana
(Ravana) and others (oi his party) became annihilated.

The seed (i) of a drama i> 1n Rutnavali runmng as
follows : “‘Providence, when propitious, quickly unites
its desired object (whensoever he likes to effect the
union ) by having brought the same from even an
island, from even the bottom of an ocean or even from
the ends of the quarters of the horizon.

Here (in the present case), the entering (access for
shelter) of Ratnavali who was drowned 1n the ocean due
to shipwreck and became subsejuently rescued, (i. ¢. who
succceded in rising up from being drowned in the ocean)
into the palace (mansion) of the king of the Vatsas as
effected by favourable providence. beginning with the
affair (1. e. attempts to effect the union of Ratnavati and
Udayana) of Yangandharayana stands as the seed }o Lhe
acquisition of Ratnavali (by Udayana).

A mukha is a passage (uttered 'b.y the Sthapaka)
that refers to the main incident of the drama by means
of “Slesa™ or the like just as (in the f‘ollowing'). The autumn
has set in—the autumn that has got the light of the
moon-bright and brilliant, the autumn which has assumed
aclear (charming) or illuminating aspect after having
opened the Vardhujiva flowers and (having) crushed the
dreary rainy season together with its deep (pitchy)
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(gloom), just like Rama who wiclded the sharp and dazz-
hng chandrahasha sword whose face was burning with
joy and who restored life, as it were, to his allies by
having crushed terrible Dasanana (Ravana) in whom the
influence of Tamoguna (such as ignorance, infatuation
and the hike) was mughty.

A Patra 1s a dramatic person,—the Sthapaka sometimes
refers to the immediate arnval of a dramatic person upon
the stage 1s as in Sakuntala (runming as follows) —1 have
been forcibly cuptivated by the melody of your <ong, just
as the king Dashyanta who has been dragged  afar (from
his base) by this speedy antelope.
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Eng. Trans.—Having pleased the audience with sweet
verses, relative to the subject-matter of the drama, he
(the sthapaka) should declare the name of the drama
together with the nanme. the famuly-name and the like
of the poct and describe, very often, (the advent of) a
particular season adopung all along the Bharati
Vnitt,

**He"" stands for the sthapaka here. The word ( gt )
*“Very often’ implies that 1n some works the season is not
mentioned as in the Ratnavali

Text - AT -
AT EATIIET AT SR AT 1
AEFTIEST ATHATET JITI AEAT |
faq- 1 FqgeauAt gfamfua sfa &1 ma wedmfa:
™ afA—wwdts: dAegAam depEger Tigaw T
depepres:  ®fzA ofq W AT gEafTEE DEisg: A
e FEAAEENT: Afaar 3fA g qeEmarray
S MRATIR T WA, @R W Tafe, fafa snfgeia-
agwEr werifaay: w9 efkawmfwagisfy awaaa |-
qF ‘AT FAT AZAq A e @ v Arg: 3y Aerme
Y | g A @7 a2ea: v qrghaErsiaagee
T AT gar—& AT, @ adT. AT A ardt o e
Rra: =g wae: vt wrdEleiT meeta ) 39 9 aeate-
sy - farftsayer: dran wemgfarg arHT |
Eng. Trans. —The Bharativiatti 1s — (1. e. is defined
as follows)—
The Bharati {vritti) is the acung mainly with words

&
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of some particular person (by some actor) the acting con-
sisting mainly of Sanknt words.
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Eng. Trans.—The same (that is the aforesaid Bharati
vritt1) has got four parts (i.e. has four divisions ot
rather consists of four limbs)—such as Prarochana,
Vithi, Prahasana and Amukha : (of these) Prarochana
implics the inviting of attention (of the audience to the

drama) by an appeal to the praise (of the plot, the
drama and cach other connected things). Thus Praro-



3: i 3
chana is the effecting of inclination of the audience in the
dramatic performance by an appeal to praise such as
(found) in the Ratnavali :—

Sriharsa (the author is an excellent (able) poet ;
the audience too, 1s an appreciator of merits (1s a good
judge or critic) ; the exploits of the king of Vatsas
{(Udayana) are also very charming amongst the people
(vory appealing to the people), and we, (on our part)
are (very) eapert 1n dramatical performance. In this
matter, any one of these (of the said four circumstances)
15 sufficient (1s quite enough) n the acquisition of the
desrred result (coveted object) 3 and what 1s to say
(when) all of these ments (excellences) have assem-
bled together through ascendancy of my fute (good
luck).

Viths and Prahasana will be defined later on in this
chapter.
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Eng. Trans.—That (pgrtion of the Purva-ranga) is

known as Amukha and also as Prastavana in which the
Nati (the inain actress consort of the Sutradhara), the
clown (jester) or the Pariparsika (an assistant to the
Sthapaka) holds with the Sutradbara (that is the
sthapal. ) himself, a conversation couched up in amazing
words thzt arisss out of thewr own function and that points
to the subjcct that has been taken up (4 e. which is to
come nex:).
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The Sthapaka is referred to as Sutradhara—he {Stha-
paka) being equal to him (Sutradhara). A paripar-
swika is a follower of (=an assistant to) the Sthapaka,

he Dbemng an actor—only a bit inferior to the
Sthapaka.

a1 7 T mafnse we ofy wafa—
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L:ng. Trans.—Prastavana 1s of five varieties such as
Udghatyaka, hathodghata, Prayogatishaya, Pravartaha
and Avalagita
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Eng. Trans.—-Udghatyaka is said to be (that form of
Prastavana) in which words implying one thing (i.e. used
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10 one sense) are taken by the people (i. e. by the dra-
matic person that will immediately appear on the stage)
in quite a different sense, with the addition of (some)
other words. For instance, in the Mudra-raksasa, the
Sutradhara (says) :— **That evil planet ~ Ketu (Rahu)
wants to eclipse the full moon by force.” Then in the
green-room—*"“Ah ! who is he thut attempts at over-
throwing Chandragupta, so long as I am hving. Here
the words expressing a different sense and (consequently)
not being m accord with the sense harboured at heart,
are tahen 1n o different sense thereby (giving the oppor-
tunity to) the arrival of the dramatic person (on the
stage).
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gave IfzA—AwEn vREaL, & aee CFaTEereR-
afy e w=ufy afsmn greewmoey @1 FvEedt g Fmng - -
freaforrrzzan: noARANT dm27 qEATET: @ ATTE ) T
T frpp aAfmE G wasg FETREE Aaem 0 ofa
v afywr w9 e W n o 3T
FIWFAEE ! &4 O G |y dEf Ao O A
et e a9 1

fag 1 oAt A @ SwE ) s geEve
ST, ‘gEEn T a iy, sfyl ewe d@mEeqt
II—T AR iRl gl sefm -



ug: gf=ea: AN
ST, | ATy wiefa wzafy fafarfaaanfageiym: o sfa—
g afem #E af afr sdediveamengfia 92
o emft oI & ARe—forereefe
gofy oWl HeH AfEeRT  IEEE1 TeE e
THUR T WATT S BqHTR U4 fqeam fgeim
TR DDA TR g gzt feafoaegar 3t
A A= P IEARTE WA, w9 -
Wig: FTE mewE afemrme st faevg wfemTagonE,
(&dr veft ) faafor sEe owe: Toafed: g avad a9 s
wa o oFEa gui Awan TvgAegngfafgradAd: qraEe
WHAT AP @g  dReg IMMea TEReg | AYTd
FWIAAT  FEIAPT ATEA AT PRTAaEaay: g9
SR A W e @fEAn e seATeeeE:
qfrgshi:  wATA gEIr WEEg ) 48/ TRAGTTHOIEEET
wAfImRTT e A Al waeEe zE fasrgemy)
GEE] APEE | FARE HPEM GAGFEM AR
v o afET gEEs sEec AmEEE | AqL oW
Afrqgens =15 fage: aqi a9 7 sfA oy T wE
W AgaE: wdistt afm @ WMoy gfem meea A
AR 2 oAy A wEfEa . wue oeemAes w e
sfq vAg  4FH T qfAm amE wd - agrar e
Hadmfes 92 efi—ar yra gyme e
amTw afzge, TreeAd | qa Wi et ofed
aff &4 ¥ TERO AHIAPE  FWIgAAdT SR A
Waeg ¢ g A cErwE, @ vl awt (we
oift ) @IuR eawEm sfeR @l of@Tm s e



%o arferreyon

e siEa: | eleddaee SRSl oW WS
T s ofemar OEw gRdave aEd aa g stk
T gEHEH | IOORIE 4 AT IO ArEEge S
Fui=v qe F57 |

Eng. Trans.- —That (form  of Prastavana) 15 known
as Kathotghata. in which the entry of the dramatic figure
takes place with repetitron of the statement of or with a
remark on the mearing of the utterance of the Sutra-
dhara.

(With the repetition of the) statements as in the
Ratnavali —Even from another island™ and so forth—-
being uttered by the  Sutradhara—yaugandharayana
remarks in the green-room “Yes' such v the case.
where 15 the doubt ? (and then) uttermng “‘even from
another wland™ and so forth, enters.

(With a4 remark on the) meantng of the statement as
in the Ventsamhara -

May the sons of Pandu with thar fie of enmity
extinguished through peace with the enemies, rejorce
togéThet . with Madhava. And may the sons of the King
of Kuru, with the kingdom brought under ther
controf through theirt love or good will (for theirsubject)
and with war foregone (or kept aside), rest in peace
along with their followers.

Having taken up the meaning of the statement thus
uttered (Bhima remarks) 1n the green rocin—Ah! You
wretch, t. reader of a uscless panegyric! how can the
sons of !hartarastra rest mm pcace so long as I am
living! Then with the exit of Sutradhara enters

Bhimsena.



g3 I %9

Text—( & ) gfg sy wfer, SAwlsy: sgart 7 a9
qUSEIES 4, S W RETIEwaT |

gt g FEEEEH-—ATE . @ sArsaarErAl |
GIAW: - 15T Weqvgie Ak gieigs | grgfa v (fa@e)
Foafgwe ag |

@5 g gfe fgafa o SEafraraarges

featfaat savawfy wigai dat Ta e sy

W TEAWTNY  AargiEiaTsdn A T dEi 4691y

qfvaifa SxAMSYH”

7 direnaegT: W qafaa fasr @Egwwia-

TR UF g 5 1

faa 1 afe vwfem sg@ rem @7 fange eneEET-

SEF WG A9WG e e sEAven sgsgA feed,

Teefrafamgem saeraw 517, afy s @ gdwnfae sfa
aggn wfafeqn gmmET =0T

A AN ST qOTeq: AFEAH eraEiE
@ OARAS APATIT A A1 A, A g it
g afwafa  @ansgy”  3fa T HARAE: S
gafgar gufgan faep=m  s@AvA A9 @wdEg s
faued wored 9w afaman vy wiAme wa s diqe-
SIoEY: et fang: agrfaa: arfaa ofa s agmfaemg:

79 APl qEEATA e faaga saw agwia-
T T 997 SEETAeg qAN fae gfA i A
wify 4 aqvnfRREaT g9 @) W aaf aguty serEe-
AW, @, iRy aEmREee fawge s



]3 arfeagio:
masfy e fafam owm sif| | sdmfaga @ ard
SUUH TA | AT 39 U ggTTaed 5fa fedmaEn

“qq g (gREAEE A9 ) Seui@EEMT  fastswwTort
q mEEE a9 sgEfangaE  SeEaner: 3 fagrea
zfa efamtereiemEmgam . aag) @ g e
g% uqmimae fa= @wi 3 T gar oisafRam
ST, ATAVAITA: ) AU AT I A AGWARET qA 17
A MO 3 2fA

wgRd : g7 ATAw cvisyg” ofd SudEW TETE-
arP[ grEedst aFafa A ogmnfAeEndt geEan ga—
TMEZ |

ATETeT 9 AfFgens AT frauey mges
FAl FREa A qegA i e zatye

Eng. Trans.—If 1n the apphcation of one topic,
tnother topic 1 ntroduced, (which thus goes on to
supplant the former), through which s effected the entry
of the dramatic peison, then 1t 1s a case of Prayogatisaya
{Prastaxina)—-

Asn the Kundamala--

(*In the greensrgom™ or dressing room 1 on this site
please alight, Madam, on this site. Sutradhara—who 1s
he that lends me a kind hand (1. e. serves my purpose)
by calling the lady ? Looking within--Alas! a highly
pathetic inctdent takes place. Hete 1s Laksmana, dragging
mto the forest, Sita. who, though heavy with child in the
womb, he- heen exiled from the human habitation by
Rama, who became perplened through fear of public

scandal, (simply) on the ground that she had to stay
Yong in the house of the King of Lanka.



q8: afedx: 1
Here the Sutradhara who was bent on summoning his
wife for the exhibition of dancing indicates entry of Sita
and Laksmana by saying “Here 1s Laksmana dragging
Sita into exile” and then makes his exit whercby he
introduces this topic (the dragging of Sita) i superces-

ston of his own topic (the dancing).

Text- 3i%: 1 TS FFI G ATF TH A | IR
IR FAA, A A 1)

afq 1 gar- “emaTfeEEL @R (o antert (G Sty
garfafesy ma: )

f—1 79 TG AFAT P T AEE, S
G @eEifaEs wgH oNiad eAew. QW TH 9 AR
qAwETa Mia Aw  fEwerty Afd ve sTRER 29w
fegmratfet 1 SafF@ QT TIEE TEm AT A9, A E
AW AW, FREA )| TER SR 9 G i sfa
WA FETR AT e e W Ad aafeEe, e
JM—HEAEEATTIANEE: 209, 937RN JTRReaHTE -
WA @A afaeTEsae:  WIee, 3 agEEam
qfee: | oftedisfy vf gur asafEaEm: ot aeae
wfe: @, TR | EAE SR 9 ! oW
W qO—EThE I @Y S aRE gad a0d-
5% 95, @1 o Pagrmr | zmwaE Wit Wy A BB ]
wifer: @ Gl eMEERY A 91 ZWRTR M AT
Sfafad: | A=Y TRt 997 IREaia- -



x Ao
Smrag, Gt TRE: Fer 9S4 §TR S
o ey AT R AT st g TS
35 9 F49 fagmonfa ey weifa sfag Prarged “arae”
@fy R0 ag~we qa AFvieEia ) owER g9
faaarag -
ATy Aq-aanT: afeqT Ffea T qerEvTeETgE |
[ZET #FAT A AT R agatgar fafs o o
wenfa 9 w43 faqqonfa vy fasarfa wfy g “aasaaags”
aq cqrmAr” sfr fedrgdn & o fgE uf
g T gza Tome fafs (gfenfae ) aan
Wwadr ( drpvSeaergeter ) = AaaEt T T
=y W dlefrmamaasaf ) an abefy
qrfv T S zfq =

AT AR SOANgAT O ahTEn e
qr—fioREEheTEa Tt gty P
arEg, Afss fermm—9q & & R o afeaE) o
TR BEIFITAT & A 1

Eng. Trans. ——Pravartdka (type of Prastavana) is that
in which the Sutradh.tm describes with reference to the

season then continuing through which is indicated the
arrival of the dramatic person.

As “Asadita” and so forth (the sloka has been alrcady
translated before into English). Then caters Rama as
described fin this sloka).

Text—/: | TA%T QWA FPARIE. SET
S @ ARG ApAsTRfd 3 |



ge2: afcedy: Yy
gf 1 a1 wrFeae @sarr @@ aft “anfe daoam”
grfe | @ T (Tea) Sae |

faa | 9 oUW Teny TEAEAETE, UEE TR, ST
QAT STRTAA ST, GRIIR ST ogd, &P
TEETETRT] QRO ITEA O 9 SR
A AU IR AT, T GRS e, e -
faft @ Awn @My g afamamreeeEE @At
af sgafa < amfeq st zifon gqa T mgoarEA
FE=: g arfaed’ st aFaw wewdr W ogee qetd
A TR AP A |

o 36 A Asmmfenge 3 eweweE gawd-
T IRy ATERETwuRg e of avEr-
wEAn | e G g T G TR SIEAT,
T A WA A, AT FOAnYY, IEW T A
e T i sea faaaged @0 ey
T FHAAIAR WEIEAES dae e far s
HEGFATIE J ATSNEH | ‘

TIETETAR @S T APAER 1 ad, AT
aqfa WA\ A9 faoi @t 7 - .

“IAFA GATAN  FPARL, FANGA | TGASS AT
wrEEShE ) Ax DRI ANFAEAT 3% 3T
a zfaaq feeg oEEa fgwm sEefime sgvw-
zay_ 3ffam

Eng. Trans.—That (type of) Prastavana in which,
through the setting of one thing, some other thing is
executed, is to be known by scholars as Avalagita,



g arfygao:

As in the Sakuntala, the Sutradhara speaks to the
Actress—*By the melodious song of yours™ which is
churming, I have been forcibly captivated just like this
King Dushyanta that has been led afar by the speedy
antelope. Then enters the King.

Text—+TE: | FISYTAT NS d199€ AT avoqia 1

g s wEE . TaEEEelEETAni  fragzofa
a1

A 3 WA (F@ T AA AREAT FRRVAEEAT
o FaeTEEIst wfaaar ) At sfr  SrawmEa A
sefaa Aft wepifa swsfamfa remmegafa Sz,
wa fem 3% gadfa qrar wofa quierag greara
gl dfa . gaen SeHa d AW SEE Al
gfq arfiuem

33 230 HAIAH -

qPAFH A, 87 Ay ag ardt qen wfy
gatam wmify Al zfa geae: 1, @ gafaegfy
ST, T S A e sffef
ANAZ A, 71 o 3P At seefeg

EEERTAT A (gmEar ) fafeag s
TIRH, AAT AgTfAngs . W SERm Aramifa sl s
gifd afy asgafa. A3 o0 EdgmAfifs TEoRw
gfaq: @11 A5 IRARBERE, FAGHCAEEE AT W
&4 aft veWa quey sAgaas afqa e qarfy ETE
fafran amge qar gl aofgar qawg: ( oega: )



qe3: qftsdm: &9

{oafa —oumeradad’ g wifgs gEaw) s@EAR
fadisima: aeg wemda sfa)  dewmarthaomasfy smge
fafad, 9ty weagfand mafeear a2 sgaraia qur sasfma
gfa dizaggiarfe qmvam: gfaa: @ awfy arwsfz-
FAT - AONGRAIFIISAAA FAIFAE: Ga9F59 | wqtfan’d
o fa aur Avaggmsy) sgurawEsfadss gladrfag
sTERATT A1 gfieg qandages gefafa fafasa siegsg
gaufo deagifa « sagfa

R G°RA qARS TFITT 7 &4 an s=q sfg alaga
qEaEd SAmgEd A g gfa | fawAmdeg eat sedad
shaagfaaey, sigga gFEAEn: | Age™ | amot agEat
&1 79 FArfq aq sg@ARA qag, wafmaa gfa daggwm-
¥ afg qmanag: snfas: sag gfa fafsaas)  qaq gas-
qFaay, wigey fewfa- suga ssafa dragfa auend
qtemfa | o @A sqm ama: AUl qatw: qEtE 9
gau: sifgeqs, qd I gafears  safgeam  osgamt
eIy weA 3 Hwa sfq qragim: sfmgdaa g o
AFRASY Mk ag g A @1 gfa wfeny fawd fawaam:
Atwed wafa |

fea safezfa deagifa fasama: Adgay Sigew yzfaa-
a1q fweg aat fenfe sngm Aisfaear qa aasda: IqEa: 4 ar
fasamua wife gmewssar gaxdq | @@ FAWH AGGIIW
gfa arear ufagea dvagen at eewa: semizfo aeer sga;,
A a9 §g IFH, A1YE qrfgean a9 gugRTE e,
sdrseaTfreay sfg 8 —

©



e wifgargqo:

wfacafra fagrdasggaoargsar a8F—
{F, a1 faussy g oigA: |@ewd qaTg U |
of wifn ame @ efzfa oeamdemma
a1 Wafar: fageataser datla gonega:
sfqa dargtia anfgen faaa: feafa—

‘aaifa wigtia aewlgy awvasaft Nanaavi el
faeqgamr mzwifzy  falfameaadEendfa ( sqa wfe
GG 47 WHISFN, a91 SAwfAA wegna sigia gy
eI o 12w . Aemea g @y ) agiy famaAar
grwafa sfal o @ qai aa waAzE<szar wA: Ssgafod
“QI5Q1EAA AP AIFREATaEta

Ine, Thane - Here otter varicbwes of st may e
added a~ far as practicalde,  “Here’ nophes o the
Amulliy ( rastavanan ) Vareties (of tho vithy ) other
than  Udghatvala and  Mvahigita will by deserihed
l.ter on,

T t- A FZEG—

“AQUINE 9 A3 FaEImana aut | amfwenfy wwsaAn
gH zwifay | wanagLagEms &f@q wareaa u Aauey
qisi a1 aFifarcqa gags | gAmRarEg faqsgaar asg gaIeaa o
afecafagaq

faa - weETRg @iy Aqq aeFzAIAIaEfa—
aa arp1fy a7 49 mezsgafay eaFg Jqudw Ay agesar-
7% wwaferra #afen swifid awei wd gaano @eEa ar
sElnag, amive waewa aur swmEean MEmEITEY



qe3: gty &8

¥ ufg g gdtfaay awr Fa s@fiafafa sfaman sfw
gaifaca waesy - wAAlrRa aqeveq gfa WA | sges
geIgar #<e1 (afaasw &faar gfa [a | wwgq gmAg)
aeg gfagae Azwiag stvwaawy gfa @ wEraaq SEa

Evg Traus —Nakhukutte on s part—Cremarks the
following 't —

In drawag, an Awmukha should bo formed, ag based
on some utterance, from the Lr1een-room, or from the wr
( that 15 suppo-ed to e ) hewd ( by the Subradhwra ), ono
of the (sund tvpes of ) Anubhes should be ueed, wherehy
the Sutrauhra will either refer to the sulhcet matter (i
tho hesinning  of the Crama ) or mdicate the airival of tho
dramatic person and then muke bis e.it at the «nl of
the prastavaray thereafltr will hegin {le  actual
commencemort of the drama The word “vastu” here
stands for the <t ny of the drama,

Te t 34 qacaeg gafzfad oftweqd |« sufawifishs
an mafgEaaE 1 sfaFe &% favatasnd a'hang: |
aeafagng sfafaufaefwesad | .

gl & gAY aut SRR aRafiag )

far— 1| gd a@zzwfemm 9 qeg arwaag gfa
gaq 39 dftea: fgfad fguenw ofaeum  wifwan
#ewn?  owy §ar: Glasalesy afashen zfa gt
wsafa ) wuw w wmifgafafe aw seamy ag fag
aifawifdq » &4 a1 a®@ AEAW W@F? W 9sfa—



gos g

ufiwR: 9% w3 ARFW NINES gea gfa g WAy
eatfacay w9 cafifa aaq)| aes@ 49 gew: sqaHEE ¥
FHAIT, % @ HfaEnaRT e | saqy sfawt wfaen-
919 §F 99y 9@ YEUTSW WIN JW FEIANARA U6
g sfasdifa @=@a smad | q@ qu sfawfor gfageq
aftawar snfawiftesy s<ud aa: ot wfawifon argeq)
Quqr- FREER gwaftay qa enfawiften qaeia sfd
ATAGSATERY, geasqqramsy uAAfa fassfa

Eng. Trans.—This “Vastu” ( the plot of the drama as
spoken of hy Nakhakatta ) is sail by scholirs ( com-
petent authorities ) to Le of two varieties ; one is known
as Adhikarika and the other Prasangika. ( The word)
Adhikara implies authority over the (main ) issue and
( consequently ) the Adhikari ( the owner ) is the master
( onjoyer ) of the same ; and the story, rclative to him is
said to he Adhikarika.

Toxt— 9%: | STRAIFINYg grafgsfadicad |

gfas | wenfawifiwfageen  sumnfafad asfd &g
mafged) aur (ax) ediafeafag)

faa | ag snfiwifes acg ofwd, mafys acg & am o
sw qzfd —wm wfawfisw aega: sawondsg gsonar.
arq wFag afgfearngam a9 adld aftd aa @y owfgs
aeg gfa wfafaficas edifaa | aur a%a srenman «Aom-
wgafiam afigfeqman afid efaifzaftag  sufeqda
favilawige: esgeq | mafysn wgsfgsfafy wa . osfa.



av3: qfredy: 20

WAl RUEEEER: | atAd TRAEEEA  qaIEasaem
fgfaaw gfa

Eng. Trans —A Prasangika ( vastu) 1s that which is
meant for the ( proper ) devo'opm.ent of the Adhikarika
( tho charactor regulating the waimn i-sue )

That  ehnracter is (known as) Prasingika which
is (mewnt) for tho (full) implementation of tho
churacler guuling the wuain 1gsue, just as the character of
Sugriva and the hiko in the Dali-1amayana.

faa | wenqAmay asan fafisa @gm asafa gl
ggafd geusw. a3 WAl qaTETan “awmii sgafa
qaIET gfd AeFtaE @ fzfad asg owafa- qarisfeny
AR mf-amqﬁ'fal AT MR qAIEReRA @fE
I aFg  QAIRIRITAR gfa wqar afagaifa gvgE: |
WYAT 3T TAIFTAE QU a6q ugwg swfagd Tgesay |
wfqa ¥ueq qaHa GA EAleqEiEEe 359 9gEq
P A T QYR quficay fasmana | g sarfr—
:na&res g% qamigaafwaad | A uReEfta gdad: -
g: 2% | |

Ternt— BYE: | QAT qrea Bfaared g aggf 1

gfa: 1 gg Rl .

fag -\ ag f& MW qaEweAsafs suEEE qanEr-
A sgafa -

Tet— %t&: | qma fafags-afens afegisea: agead |

ANFIFA WA JAIFHTRAAFG a |

faa-- 1 wfowm wifadtsda ges qawEg wafa
gfa aq gawwenasmfa guestwmg afas | sieeza
QUi g @T@al - a9, SUE g A" WISINMEd gOsw )
GEFGENTAT  qamIMIAE fg am) 99 "y WIsgArMEr



{03 aifgagqu:

wlisafd gafeead ar s agr vawar adaw TaMw S4q@
guiafaqraey aege: AMFGRATEA AAFRATHINO GIF FIUHT —
aq f& qareranasfafy |

Eng. Trans,—In tho dramatic matter, Patakasthanaka
should he inserted ( given effect to) with careful
consi leration.

Eng, Trans.—Patikasthanaka is that in which while
a differant topic is in consideration, some other thing of
like nature iz precented in an un-thought of manner ( the
sail other thing being suggested or hinted upon, by the
aforesaid difforent thing).

Text—gfa: | ag qM 1g —

W% | geaad gerfag naeggaRa: | qaEAsiRg
wa gRFfag

gfa: | a1 w@aeay - a@ag=afafa us 931 qasw
qrel M=afa, a7y agen  anfirey gfa safaga w0 faar
# enfiw1 2 seweRfamag agda” gafz | wa sesny
arqfa: gaivagar awamfammq Y SAFE! |

fas— | vamEmATE SqC Wgr quafA - g8 @@ guw
WUATEH, qaEmnEEy, gfa afay: ofeifey afafgag)
few > a=n ggey wweATig afafraagsana gaa syafagan
wfdaEm  sfawavargerngag  qoed IAger oy et
FBEIN 471 |

AT TyAGARIENA%EY gaq s cAigd 9% AW
qa¥TEg arws fafawas: | ag qm sfeannaaad s



gs3: qfis'sy: e}

afafawd e 1 suafr—"alsaq sfrarrgfegesd o amar
a1 s afafaed Qisd sifaaarafefs sranwatia (sagw-
"IUAA gean: ) Wifdw: FovayaE gIAr —agaarfatag
qAIHTRTATY, |

Eng. Trans —That is said to bo the first (variety of )
Patakasthanaka where a better achievement 1y nature
moro dolightful, occurs all on a sudden. As in Ratnavali
when the king removes the no-a from round her n ck,
taking her to be Vasavadatta, Lo {sud le nly) recogniaml her
‘us Bagarika, on hearing her voice, ( and then said) “How is
1t ? my belovod Sagarika! Away with voanr a0 much
rashness” and so foith. Hore the acquisilion of the
object ( that was yearned for ) proves more covetable ( is
of Detter stuff ) than the former ( thit was expectel ), by
13 very nature.

Tost— %¥6: | qu: arfagalege’ aErganmayg | qamsr
wasfay fgdld afesifaam)

gfe: | qur ot gauaw: - wwearivaya: qafaage

EIWT: HIASY FEIAEGA: @FAT "

o3 TR S oatawdeeda amgfangan

Agagoafarat aat fFAvi qaERES |,

faa—1 g2 fged fgatanay qamreas aRsifaag )
& @) Ssad 93 ifagafsgey wfwde s adqm@y gf

aifamag | arfagd qur aur fgeg 4 %28 owlenq o
g} g wfy g cwfad @e XA aW —gAd daafa



go8 arfgargio:

wifaqungy | wagy gEfeediafagEael: cefedla o3
gafiqay geda Wz | @YT  AEREAISNE  qWT e
fefeaqggian anaa: enae: 93 arews | owifawfane-
g3 fadfeay gk | a9 aivd qod am afkfa)  sfieeeg
AIAFIIRINIY, gean wisqarararsg” fafa qafa ) we.
Y™ @7 gHfAed: | waRg @i G, e
wq faaw:— qu: eifavafeen gfa suam FaRw: efea) o
fafuol, faash swar a1 « fefaq swsa: sfud favamda
wna wey revafaags ¢ geafy aganei wafnd aw
fanaoi ga ¥ TEA | SAgy NEq SR TS HR
geqrzeaAy: airnfa - aa eifavafeey  aw: -s@wg ofq
qizagufn geifawifa fagaorfa az gfa1 qf aur afa
“ArAtaFEERIEEY’ gW dgw sasfadengrarafafaed
gfa stmzfa: gfgmfagraania: ga: ( semfiin eigan )
®: facis: e fadismag @@ ‘A= gearfiar an
wifggeara- tfa gan @ swer we Rfa s« qaad
g fgar wfagy ovan|  SuaA- AAEGAATNEE I
gatey s fagia suieat edtfwaang | ag am—amr fafaar:
gean: gueaifn GRiMan: ggeoitar am R gfan figd:
fagangd 4o qarfasr s sfgead gfa ) ooy s@a wga
wefiaca eovam agfa: w2 g7 qmsaq |

fydlaw g gaifgwm faded fuw a1 @ gafe
ROEA | uga o fafan fae’, faRd RRafa gfa
weaw | g% v faney Ra: amfy asifasEt fgefaianrmeg
anasagar wqfrgient gfa qag saasgamwafafa @39 -
faad | wrevarsEisafafa siegd TF SEqUEeIEd ATE-



9c3: qfiedg: fok

qEJA. q: (@ NPRIA: WA 07 fad anfamafiee’ aw: gfa
A:l @ QI GeRUAT: | M@ QAIEITAR™  IFIEl
gl RolEgI:  SggasTiEEy SUIEAANENEANER
WEN g wA g sANAEIEAg sma: SfgEdl wes
SHTeAT - TR A TNV wETiaaT @EAgar: 3 quzy AW |
aqr ga: afaaeg fadfga: fane: gac st a9
FEUALAT @™ GAAAG: WI+G | A BN WIHISA: T 1—
o efado garfaar sfgar 3 qool Jeqean | qur qan
|auEan faw: fauer: gdufn Iat @ean: wgean geogar
@|EaT: WRgH, s @aen. @anfaa: gfa ama waeg
‘o wfeay g “wlayg g faug. cie Az
qEagny “&far AR gE Rada” wasge haee , fawe-
WRW TN ¢d 9 @ g6 @ gfa susong shaar 4
wRe@Qw  qwr  CdAsuafagrae” o aeew 4@ dse:
Wingaea wiarg ®o gyw@. glaferea wdmerea gaanm
‘Agngenfagdt’ Agatasem gfafea (Wwdwen gfa @
ga: Ioft@eRAAZAY WagT g1 T19F ) “awqfaﬁ)r”
wfeageamfaer—ywaad gei fgdla qaweasg | @
QAIHTAHET QIRIFABANEY Eafaeg g09d - MEFAnfaAT.
#¢q gralaae qfgaen s usaeme ageway fafad
afa (gfa ams fafadseafens geaew €afa:) snaegHa

WA Wngami e afgy wisafy asgsmmen
ngefagaa  fafgma: wedtsd:  ghafum andesarsd:
wa sgead gfa| qamena® wlacqa @y sew gang
sraEsg |l sQuAife o 99F  wiicagugeacay, e
wFa eleanrgarzeg asafmean 3gay |



L wifgzzqo:

Eng. Trans.- -That is said to be the second ( type of)
Patakasthana, where the pointing statement consists of
words with double meamngs conched up in (qual.fying)
adjectives, As 1n the vomsamhara—The Sutradhara
(reals,~—May tha sons of the king of the Kurus together
with their particans ( adherants ) rest in peace in ther
territory hrought under contiol through conciliation with
(the upprebension of ) the war avoided. ( The socond
meaning- ) May the scns of the king of the Kurus with
their ad} orents hesnicar the carth with the blpoll of ther
bolies wounded (1n battles ) and ( there after ) depart
for tho nest world. lIlero the words such as “Raktu”
(and vigraha) acmit of double meanings or entendres imyply -
ing “blood’” and “body” ( respectively ) and thereby
indicatling the substanco of the mummecuirent (the “vija"”
of the dramau ), prodiets the (future) prosperity of the hero
aud hewnce it 15 an nstance of the Pataksthani of the
second type

N. h.-~The substance of the main current of the drama
is the martial enterprise of King Yudlisthira, given clfect
to by Blima's 1re inflimed by the uacceptance of the
secoud meanng by lum ( Bhina ) that plays tho part of a
now factor ( ATRFH AT ) |

Test- BtE: | walodies 79 & afaag vaq
freewgendd gatafazgsaa |
gfa: | Sag wsawy, feeq ameaanim sfaamrat
ST A qgIein ¥aw . afaad fadefamamen afga v
97 81 39 qaTHIRAEY | QU7 qat fgatdsy -
FAH- A VW1 LW - R WA
QA—FET ’  F@I—Wa@:|  wsr--an & weefe



ge3: qfisay: toe

FEH  (@nayg)-3W' ag wmAfy wid WRw waa:)
rar—fan | ggmEy!  Franed e | FEE -
A sqIAIg: | geana—

w WA WA wer wWhaag qrfad fefgoiaeaa-
agfafigall  wm  graleAtewper. wegaEmean sl
qaqu |

fm-- 1 zd i @s ) gl ( qATEIATIAEY ) ISAR WA |
fe a1’ aa g Nam 14 9 agioRgs waq . A aut afawe
gur fieensgmdltd o4 A suig@es  waql @y g
S|rArd— wEAFLH | W 7 geqe: Fo: gfagafaeas
afenq  afzfa wfacqeafarafieay zfa Samszm )
afeagm gfa smenfa- aY ke gan a3 gfa e
fafue: fadiem a1 a=: gfq faax: fama gfaws: ) faadm
famior famammear . faRtaw fawaew wfs: saaen ¢fq
wia: ) gfa w139 afgd qiqoa swa ag aean| freengcd—
Yafafq. fiee :daaafrad aq gaisd aa %d g axg-
fawma sfaftatatsuegafanasa ag arasd arvdy aalfagy
i @ay’ REsgEgRn gfe wE gq afamaead &
warsfama: &a agw a7 agred A e gafraagl ad aq
Aulqges sdeq Aeslanaafagass stgesq @m afzfa )

PG qqT  AotegRE  fgalusg - A . wamka |
R - WedRT ww wE-wafed weed safEA
fafgay wamey «f|@) ARa-wa B swarFa g
w3 fem: sma: - ® g WwEAw gfa gmawda agateag
MAY gFq 9gW e sfew wagy gavak¥a wWagda



toe fgnim:

wifige famisand (qug A% sfgfed wear gfd qam geok)
wA AT | eqT W wEquIdeaTy Sieay | o ¥ “naw:”
gamifq %a @y qqm ggw wwAfy gy eqeiwwnwE
Haean | fom ‘wegRa’ gfa womg fansfamguan afwa.
fam| 9F 9 gealaaEy IEIWETM NTEq ( ARSIqE aqm-
favrm) sufiomg geaTg suiodowcaw | Magd wIwvE
YO 87 A EIRATRA gAY qAERTAER | SIRIeRA,
w6y wWEnfaifea, @1 g quwgar - wfeny gay wvaa.
AR weafeng s Aty afd segda (smfRar g )
amigEeTART  afggieay: vvefuga fafga: geatawes.
TEAFENST : GG g SEq qETETRIARER, |

sfityeg qUEFHAY AFQEA TAa fAfAd  qarwEnasq
gfd qmTen €9, aqT agAAm SgunEl g gearassafate

wxar sfwgafa | geadfagmy gedfegefafa goersiemt
afas: |

Eng. Tran.—That is said to be the third (type of )
Patakasthanaka which has got a reference to the main
current of the drama (i.e. which anticipates in a way
the principal incident of the dvama ), which is (couched
up ) in a form not very clear and is endowed with replies
admitting of double meaning or entendre, and which ends in
a definite assurance ( i. e. firm determination of the fact by
the man who gives the reply ).

The word “Lina” (in the text ) implies one which
does not uppear in & clear forin as far as the meaning of
tho same is voncerned; the word “slistapratyuttoro-
petam” in the sloka means which consists of replies,



q3: qieey: get

dintended for ( the conveyance of ) a different idea but
«apable (at the same time) of bearing upon the main
dncident of the drama and (the word ) “Savinayam®*
stands for what is effested with a particular determination
or conclusion, and such is the third Patakasthana. As
in the second act of the Veni ( Samhara )—

The Chamberlain~—your Majesty ! broken.

The king—By whom ?

Ch.—By Bhima ( by a terrible or hard ... .., and also
by Bhimasena ).

King.—Of whom ?

Ch.—Of your Majesty.

King—Ah ! What do you prattle ?

Ch.—( with fear ) your Majesty! I say that by

"Bhima (a hard gale or by Bhimasena ) has been torn
your.........

King. Fie on you! you old fool ! how hag confusion

{ bewilderment ) come upon you to-day. )

Ch.—Your Majesty ! ( there is ) my bewilderment !
4t is 8 fact ( that ). Wt

By a hard ( terrible ) gale has been torn and thrown
upon the ground, the flag of your chariot, as* it were with
a cry, raised by the ( ringing of the ) small bells ( attached
to the same). Here there is an anticipation (of the
principal incident ), in as much as—the topic in hand
bears upon the same in the shape of the breaking of the
thigh of Duryyodhana.



tto wifeagao:

Text—¥i®:| @i swafeew@: ofige: wewifea: b
gqAiEavRd qaETEEE g |
gl qur wngeat—
systasfemfaagets seagrat gor.
grIERaN TR TaRdaTeRa: |
seierAeafaat eagat adfaarat
qwaq wfavzen fa ge e sfawag
R aEay : gfEa: |
faa- | @9 @@ g gdtar aeq Sy faaw. afte v
sagEq QaIEEEEY | R g9 seqdifaa: efem:
yqramicauaqt (@)  guaferam gl et
gqmIgtaTa geafy o gafer wad) gl sl g w
ZI9:|  HUEEY YHING q9AlFAE: AgN@EAn | € g
grqaifaa: GREIWEA QT fMafM@—a g SEEgwEe
ag graT. KubvAIy QF M9 FlEq: REEd: ? GaTee
gfive: 8 UMaem qa fiee: wagEw: | gFA SUq 8 Tega
fava: ( mafgsfaea: ) awdfa—{galda ag g segafieg: o
/ g swegafans: &: 2 FI@ A —qqrargieange |
gfenq weFg@amafina: wfa an weagn wiwea
afy @ gEafaraa: RUEsEE fFdda Wi ssaE gElga
fawan_quafa—afg <97 qawrermen e gl wma:l qu
e ARFH—WEeR weag. | sHTawewT gy
s wrewews wfed: maediged: ggew: wraEn,
wiasadi qugam weam adfRa syetamfent g
TREAEA, WS WENTTH: gAY snee



w2 qfisey: 22e

WTAFAEN, 1Y SUMBATY, WA Q4] NEARE 2= (wEw
garan ) g@ aqfanzegnfd sfcafil s fffa feefa
A SGA Al aq1 WG Ny 9 Smmwat fadteufa )
#alq fadeoarg SwaU® gwAEin ggweary W9 qam-
wAs| geafaee, gfa | qmeek warl steentenfa
W afy & eitgar | qaeek T v ga wie: I |

‘s aftng A% weaw: W wfacafy gafiaae
wy: faga: ‘gfa” oifga:  suife “sqmiesfesr—fg
fagsn. faRfwam semm Tdfae - gean ageg adfad—
aRa qarg e afead wa: Aws: IqEA: qam STy
#fowr ' fg faRanfafaet seafa | 9gad ) anfeafaat amfist
GEATESA A9 FEfa aw fagw av@age. ga sdaw
wan  whafa| @@ ggeg w3 v g gfea gfan
wW wWigw aguIaEIETATEd  fadvewda  @ragfaeg
qaeaET - o fadiaonfa gt st uwwata s afiag @n
grifesare: | | g F1sadifva: g @ AifwEn gegwr Q.
geag: —7 § IRWET: | aur wy gfiew: Weady: ga: gka
Wit IUeARuE, daafy fddw 9 @ueedn wqA
mfzer:  wefisan Tardsamitedday geafy wacw
Wi gerAmtran@dt gatsay weaR, mitwar gesfioe
qiFa®  SUASIRAAI, A, UIEN FEMRFRIA]—
fasay wifigafa =gafe gfd w1l ag cowd @
QuTfisT - g9weTR g9 aeg e aamd’s gfa s el
SSUd quI wuwE Moy g qmd — AR
WIS MUET qednw | dsrea Yane  Ssqremed



MR wtfgagdon

g —aitAn ad 9q AR Ru seaafthmantisn
AMFOEL FFE: AfgeE: wIEER g9 aileEn: ge-
qfaqIay | qASTANASE T QHIGSR AT G N PIEEd
dnfaeg ged Wai—AawmifesRae aqr acAra g anEe.
gugesy wifuzegfa SO wd RAfed afs sk
(qmmfaar gfd wia:) wida smfen @ gnaE@mnas
afggi=atse: quafaga fafga: favarav - smgawa aur
aEwEgda gEiEfdRoes: o ayr 81 9 grEagen-
geen siqfaeegfa - swera: gem gy aim geRe
AW AIHIMAEE A | Sfeantay qER ug wfe;
a9 siEqn AsatRHEAgEY a3 9 queaw |

ag ‘g geafivaa: Sfiwe: guda qeda eguavmETEAR
PYERaW KEAnwaT | g4 9 “g9: @rfawafesy’ gEaa
friaramenaksfy RearEey  atadiqar—aff swARg:
g9 TSAQ qETnIEE q) geata qu fgatata, gy eaEy:
giea: | ogd g Vewedd W W Aesy  gegfinew
NI 16 AT T G T YK | fzaN g A mesfgw’
a5y aeq WEhIER Rl e @R WA gead |
qu fgdiae e era: ‘weaifaa qa:” genfys: an azeen
geafane g gfafewa uaifuls: | @ g@emsda 'y
A gui—gun f§ asa qeamgegad WAdawT STy —
fea: glaftsrm sag wa gfa Ralasga O 4 sre—gfa
sqrerrnft wenft qareremawifn | Caefiee arfaels.
o QST EqH TOENT, WG qarsEqany —gfd qarer.

oA ST Qg sar Sgidar JOWEORIEAT DAeN-
Ry afade |



o thade 9%

£ng. Tran.—~The next ('the fourth and a very fine
one ) Patakasthanaka is that wherein lies a statement,
admitting of double meaning or entendre, inserted within
(the body of ) the drama, (in a befitting manner), the
(said) double (entendre) etendre being well balanced
referring, in as much as, to the main current of the drama
( which, it thus anticipates ).

Thus in the Ratnavali—

To-day, casting my eyes upon the garden-creeper
which is in blossoms all over, and (consequently) presents
a white spectacle, having ( thus ) set to opening, and
which exhibits its fatigue for a moment, due to its being
instantly wavered by the breeze, the creeper that coils
round a Madanaplant, just like ( upon ) a female ( other
than Vasavadatta ) that pines deeply being seized by
cupid ( i. e. overcome by Love ), and has waxed pale in
her complexion that has set her on to yawning and betrays
her lassitude, for a moment, through constant drawing
of ( deep ) sighs, I shall certainty render the face of my
queen { Vasavadatta ) crimson or red with wrath,

Here is indicated ( anticipated ) the incident to take
place in future,

Text—3fer 1 warht FaR gAY FrfasTeT
aaareTy geatg Wtk e fegmag sy
Wi @ g Iafagw— gEaiaaen ghgegs s
Wi o R A AR RS
Wy gAYy afvge, R i

fa— wmkr At SR AeReETHe R
SRR JORR], SRS WIS QRPN SeeniT, v



19y M

wafa  omYeIY TwE GgW mIiigE Wi ef
afdw  geThmeresghuy  afr wwha s
FEAM_: TEwE: g, sy gRy wat e gamer-
WY ST, SO | 39 FETR aaTeredmert agent-

qeE e eel fiergd efewmaR s
wifree SoomERalr  sfe—am: ... qfY e
faegy (afm) sfmd x| sofem” ) (sehg
mEE, IREW o deans Td St avede
=gtag )1 om afyerfyferied dasm quafes awmE-
wre, Twd oA mweahr gafy sfy smwenin
g 9 gT—aa g ¥, aemrerEia: i
T gEaiaaey afy—agesd s Wi’ i qa
fogerargas: @ 9= 9 eigeata ot fe o AL
SR —TN’  Agfaamafy e, e
IRIEW’ A @ ‘gEmiy’ @=y aify (9=g
@d: ) gty “geEwmly? o wguiafr  qameRUEEET,
“afvga, s - fig qReT JTEEE AR
oy ot @ @ of e T @R
g wm:

Eng. Tran.—These four Patakasthanakas which,
on some occasions, indicate good ( in future ) and portend
evil on others, may be ( used ) in all the sandhis. They

(i. e. one and the same variety of Patakasthanaka ) may
-be repeated (i. e. used more than once on different



w vhede 1Y

occasions ) in accordance with the desire of the author of
the drama ; what has been declared by some ( authorities )
namely, that they ( the four Patakasthanakas ) are used,
one after another, in the four sandhis beginning with the
Mukhasandhi, is not taken into accouut ( tolerated ) by
others (i. e. other authorities); it being ( perfectly )
legitimate that highly agreeable as they ( the four Patak-
asthanakas ) are, they i. e, all of them may exist every-
where (i. e. in all the five sandhis of a drama ), without
any restriction.
Text—#W: | ¥4, WRgW WG TAwE G
fireg’ qa, aftTSRRT a1 A |
g | egfaan, ghmom, o, TR GRWT aTfemd:
T¥ IIERTHR AeRE, NERT A THREEEEET o
L SRS LSO
fra— amwfk  afagm fan  @ade el
( idealistic ), qgT aTEEEdw ( realistic ) F1 EERw T
TUEA  ACICEHRAE, wEY T SRR,
| e, 3 e Sef g #g a3 @ S
A iAo W, WM, a9 WA TR gy g
aRrE e W TEEW QUG 0T eraRad, ¥4,
U wEeE IR, 76 9@ ARvEnEle saRd @iy
qE—aq 9 @ T W@ CHWRREewEny a9
sy @@ freew @—afem @ qReee T 99T
fefageg I arem, st 7 aRfg @ Aeded win—
aft o aeew, g SERW IRV, T a4 I8 E-
Ay ¢ qEA—AT AT A, O GYT eI shn



LI ol

ey WA mryg W aeitw wilw W smeem
qieloeg a@ 9 WY sENRe ST eMEERT et |
A AN WET GEAT qTRE:—§ g THERTE e
oz o = dW omedw ey P anerfy eEew &
R agew AP sqrersered el g TRy
@O O g TR @ SR e
sy’ W W st
TRy qERIR Tt e e (&
ww ) T T T (FW TR ) Tafoe AT §%
T AR EE AN ® g AT R, SR

Pl gt
@ 4 G @ fEE @, aai e, s

T A - TR RO Y SauTei—8
Q% qu, ann TRese Regde awsg e sax ofew
g —afes ga gom, wiiwsgwashawg ) aqra=ra-
e AR@ T | qA@ R SrqEEY BT STt ¢
T} &9 fey’ q¥% qRee ) ol whn @ @A
Wi flema g fRd @R ga SweEht qd¥s gem:
W TR, RO, S A
siferige 1

Eng. Tran.—What incident 1s improper for ( the
character of ) a hero or what militates against some
( partictdar ) seatiment, should be avoided or depicted in
( quite ) ‘a different ight. ( The case of ) an improper
Ynuident §s the assasination (killing in secret ) of ‘Bali by
Rima—which has not thus been stated in'the ‘Udtatta-



s Re 939
raghava ; (and )in the Vicacharita, Rali rusbed to kill
Rama but was ( in his turn) killed by Rama (himself) and
thus it ( the said incident) has been depicted in a differeut
perspective,

Text—ml: | .Y 41 FeAw ¥ WA @
¥ WgiE Y, W NEETTReR | oRar 3 feer Wi W

& |

| o AR T JETToneT |

A - ARE A B P seen @ 9 g qud
TN o T SN ORI g fw AW
qaTFy FRH—Z TR % o TR ETdIE g | geamRd
el Toemaw | ffelsh—agged fan e
fafttiem: 1 a3 &1 T @ faag ¢ S —disafaaan
damt aegfrec: gy e, @m W 39, g o G-
IR gy TRt T Eg Wl g 1w,
TR TR ¢ a9 oW 6 a1 srom o Rl ofew
freeme— a1 oo gy sRET SRE SRw figw, s
aafy “FUeW aNgs qowRaaiaa:” garien frerfa arfy
Ty TN smwoaR sawfygw, -fafmnfy smge &feer @
ey 99 g1 SO I9AT SWERW Aran gR gaar
I ARHAT—I: AR @ WhT TR d T
dafs gz w3 afr = g1 W qa gow femarfen -
o U AT @, P e, aifvda ar fedw P
I e W eEYT Wam o feent oefaenied ofy
SRRGT a1 W, o aeT on g Wb wdtReR: T
oo FEERepmiie v oRefin qorit swgwelt



93¢ arfgergdon

I, TGFEARARIT oo of, 3 o vt
wgfeTrT: S s fafve: | qur arfafame—efa ohie-
iy aifr frgaem: @ 9 frafaaRe wdfmmn s
s s, Fife) Aafy clrcameecag St
fetgam, I Y, daAET, SIS SrqETOEFATR
afy ermnfaea &1, i ‘qugEay’ gEnfeEr smweaY fadm-
AGWT BT qT A TRAT AT, Afg TEIHOTHH, R,
el qwa,  frawawdiat Y saft sEemn @ &
A g amE:

Eng, Tran.—What incident is not to be inserted (i, e.
not prescribed for delineation ) in the ( body of an) act
but what is intended to be described (as a necessity )
what incident covers a period of two or more days exten-
dingup to a year; and what tale is an extensive one
(even though it covers a single day ), should be indicated,
by wise writers, by means of Arthopaksepakas like
Vishkambhaka etc. (to be enumerated ahead ),

Incidents not to be presented in the body of an act,
refer to battles and the like (as said before ),

Text—®%: | TNFU g I8 qd, SMENIEIR |
I Swfy gie—
G & AT anafEd aT |
TLEN & T4 awigE A g W
ARl e ¥ ¥ P
s, & ¥ aldEREgEEEeeEE g |
fawar:



gy afed: 99%

fra—1 73 “q1 A T saieearen’ g
R Ry ot e e gem st
g W (AROHERAIRY gy 9 5w &g
T af Al &g aui, afe v @ sferfa; wat
¥} TR AEERAL TaRd @Ae IW Tl -da 9
g 39 agld oaH ENA, @Faend, afiE e W
dafzag sfa waqonfag S @4 @4 @3 749 T9ig SEI1-
W, EEAR, AMAl v @ gafzan g e s
sfrd ek ey g oW T Ao aee e
gfiamfy wafi—aw” fafiz f5 -gfam” shaea wele-
TAEEMEFEW AATEaE@E gfa aE ) g 9 2w
3fg 3 ot faaaaas-vsgwz @i

Eng. Tran. What incident has (actually ) happened
after ( the lapse of) a year, should be taken or stated as to
have occured within (the compass of) u year. Thus it has
been asserted by the sage what has occured in a month
or in a year should be inserted at the end of an act (i. e,
in one of the five Arthopakshepakas); but all other
incidents that have taken place after (the expiry of} a year,
should never be described as such (1»¢. should not be
desbribed as to have taken place after the passing away
of ayear). Thus the incidents such as the killing of
Viradha that happend during Ram’s exile covering a
period of fourteen years, should be indicated as to have
happend within a year, a part of year, or a couple of
days and the like, and thus they will not militate against
the rules of drama or dramaturgy.

Text— g6 | feama P4 qfgaaTed | ei-
Sreaterages AR @l



R qifgergdon:

Pra —@ sPA TR gorr R @ waw e
R fare AR @A 39 Remed arw fea
omE qRo @@ fraEg, g el @ifie) g
™ RN 6 o @ skt Seafa—aR ﬂﬁ
sgTOR Trarg Sriiedod: (S AR )| eERR TRy
o T AR P oMU OERE AT | TRITE
sptos TR 79 e e e et S0
famma aftore g fasgmamg 3f vAE Au e ae epited 03 v
gft @ | vafETm @ eEReAt afeemd  w shy
¥ | g g ofiet sgegumeR —“PiTe et
gfeferg: 1

Eng. Tran. Whatincident is said to have taken a
(complete) day for its consummation (or completion), is to
be described as to have occurred at the end (at the decli-
ning part) of the day, by means of (one of the five)

Arthapaksepakas (Viskkambhaka etc.) after having put
an end to the Act ( on hand).

Text- gfti 1 F A srdfod w0 IAHE THTHE—

B | adieoE: 98 femeresaTe | SfeRrgaTasy-
arrggEfify o

A gaeRr @g  AdiewwEr | g g4 e
ST qal few dgEAR o9 qEgen I sHwgReat
afmrn’ Ry, sthmfa aoafa aeasdfa e, 33
sifrgea gf araefer | ewle, e, Sufsafa T
qa=fifa setes o gfy gdoer, gawafoem, shefam
fagraanieReg: ) “fRin RN o @1 it wewW



g9: qfiga 939

T W e @R AW adivaes g TR
sferafgaterdidsom | v AErsgieaes dgan
TgiEr  ‘Aqr eWitaTs: gw wmhn’ 3R R e
W qEdd  Weg W6, T 0 gEeR—au
oplfvd Taea, g0, g2, fvea”’ gfd W ewaREEEn |
T, PO BE 4, SdieaeE semad STt
T A Wi A g Aivew g sgfioe T W s
sremfa: fagraeniae g, sta—eM g geeas ar-
AT T STl 3fq g e v

Eng. Tran.—To answer the question—which or what
are these Arthopakshepakas, the author says :—Five are
Arthopaksepakas ; these five are—Visakambhaka, Prave-
shaka, Chulika, Ankavatara and Anka-mukha,

Text—%Th: | TeRfgaO Fatawt faggs 1 dfm-
TEIRETT SEE I | qAA AGATRAR a1 TR,
qafa: | g e g qg A |

If . AT TR qAT ACKETEE W SR |
T 41 AT EvomERTITRERT | ,

fm— 1 aufe Tesafzwmm “rfmma qmrfece-
g’ Femafy  srweafom  gamw @ s
TATAR  WERW 9 demfy g Pgmtt e
W —d A rwnm w7 IO aehaEn s
T st @ o agae f99 (sma ) ar g
T s Zfrel gl -8 fawan gE oW gelvEReE
gawd—afe @ A9 WEA T G0, a7 SET AIARI,
qEAROY, IR, U3 AugeEeme, @S eifia



33% grfergin

| W A | fmneg qfion for @ ggofaese
qqar faafrsne: W 9y @ frargweloa ) werig-
qqIEwiaa: feew g —aar et
forsgy: agtoran frs gl Swanieg €12 va | wew@ SR — a0
ASAATIAIRA AW FTSTISH | o UIA AqH-
qEm AR Prwee | afom TIedr qur o
qACF AYAA FUHA q4T NG HOEE AN PR |
AT, AT T — ST 91 AEA AgwEqEd 0T
o st wizw waddghe ooEl emnhe freem e
@, gf e fefrafermEciane ) dferaorfs o
I “PEAASHAISTAEGEGEAT AT g7 ARFATZEITT )
weETHsh @ vEREET ge . W WA e aie
TA A9 99 SEime feEit AW a9 FA—CUE g
gat wafy” gfa fem comqEgm zfaa” s@aa swarf
g arE favmer@ afsragy 7 guofrg: | Z2it g9t @EeT-
arfegrne |

Eng. Tran.—A Viskambha (—ka) is an indicator of
that portion of the ( dramatic) story which intervenes
between what has gone and what is to come, (i.e.itis a
connecting link between the past and the future incidents
that constitute or form the body of the whole story of
the drama )—couched up in brief words and set in the
( very ) beginning of an act. It is termcd ‘‘Pure” when
playe¢ -n by middle-class men ; and “Mixed” when
played on by one middle-class and another low-class man.

An instance of the former ( Pure) is in the Malati
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Madhava wherein Kapala-Kundala is in the cremation
ground. As for “Mixed”’—it is in Ramabhinanda played
on by a Ksapanaka and a Kapalika ( sfi=9msy) 1

Text—atq g35T%:—

P& | JITRISTACIEN  AFOHAIA | AGEATA-
R A Prepnraar

e uggEEElT s S| aftas ) JuawrE-
WS, 7reEiaga )

fra— somw  ewgl—smzdaen=:  TwikEE, E-
ATATEATA, AT IZTAN EETATAT | JAT AT AT ATHTAT |
AFTA=AFIAM | dgarenn v 3w SrwEIarEesr
auit aq1 Sslad:, Ig1 sgamR dram efwAgr gfq Soean
gatan, Fgr s gowEn feam o oadEn wEma-
faagar amgqefag: draqeegifan: @ quma framdenma
gfa amea) T Apdgsad fem o amem e dE-
W, qEnE, AT A qeE st sfada: qan ggga
agggA W @y ffafrm gws feRw o deg @
REeIne sEfgs: W gqr qrem fawmw—aea
gaTirwrEsd, Al Gt vd W geErAEEEE w9l
T, ferme 1 Cegaiven  Froeefea” gt sew
Fhaw fremmE TR gaEREAfT ) 3 GAWEARS o
IRRAfq—AT GqTE, SAmeT T @, g | A9WTEE. 7EH
afe sgFa | SE@ Turr 99n augt auirEmeARS
STAWE WA A@swE@s  gdid g qaragd
TerafigRa afvidis'a | weEwaRs Al @ T

Eng. Tran.—Pravesaka is to be known as played by
persons of inferior order in colloquial language between
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the two acts: its other characteristics are the same as
those of Viskambhaka.

By the statement “between two acts”, is implied its
prohibition in the first act. An example ( of Pravesaka)
is ( the part played by ) the Rakhsasa twin in the Aswa-
thama act or third Act of the Venisamhara.

Text—73fH: | ama’_'fzﬁ'r——

P | e ] ;e | g fe |

gt gur dvafd agatget-o(3nE) W W
Faror, Sod W, ARty genfy,  comm avERn feAs
Rt At avet: gfoEm)

fa— 1 ATeqvmat et ety sEfan fewesfofr
(curtain ), qem: W= epgewe, 3 AsaRElET (TTRRTE) 1
o d@ol: smfeqd:  SEAREET AEER (37 7 TEE—
spfort: qE: oM wgReAY fammawEw fiwe i
SR TEegEm e gu P @3 dfew | Ave-
qemeige  dfear oh qEEdeat oafe T s
SafEsifegy Jg9a arad 9, qRmnn ST
AR OO AT SRS T Safedfar WAL
TR AP, AR ATSHATERAT - O Ja -
Sdaly Ma wREEewd @1 afsE AW & W@l
¥ q wWfaa qem A it - g@feE
ows @1 afew § @ s sfageegee gAlee
T freee: U9 A g AR qoes  giew o
satmE: o= emfufn—atg  aFadn AR
e sEhafe—aly 4 e CoREEw a9 T gy



gy el Y

wEN TS I S AR, AT AR T AT SR
¥ sgmedsh qfom oy wwAE  IRERERD AW
R rfaieed wguige e —Amdr s
URFTS T WafA 1 qar—ad Y Fanfawn | e
=AW HAFST—
FATATETT S R1 S, Srfawgf
qeatoa T smfy ffy g
R FAR AT
ot SraEt FEmrReTgaeT |
T TRV Qg g AR e l—aeiT ara .
H-TegT=T g — ST fadfarga sndr—( el ) e
dmrn: | (A9 sfrafa adee ) gfr SRaede sl
ST, SR = fom 1
Eng. Tran.—Chalika is that which indicates (reveals)
some incident through ( the agency of ) persons behind
the scene. As, in the beginnung of the fourth act of Vira
charita—‘( Behind the scene) Oh ! aeronauts! (oh!
you skyrovers! perform the auspicious theatricat
actions and so forth ; here the fact that Parsurama has
been defeated by Rama is revealed by persons ( that
remain ) behind the scene.
Y FFEAC— '
Text—i% | HEH A ITHREERATHAE:
TR AR SEIAA I &7 |
afer | a1 afeed o o gie: TEREERERN-
fodt gz



g arfyrd:

fra—1 o @3 wdigyow: spmaR  ¥f A wihe
FE 1 W 9, ARG — TR ST
g TR ageNERdE:  afad: wfe: st o |
- axfedy @ ofngw & edlon emfwiar 1\ o WE—
TEATEE AW, a1 TeEeriiie: saThe: sied o T
@ TS T A Gaghy. § 9 SEUg: 99
wren  faf—emvA  aury  onited e PR
T AN TA TUUGTE TEATEA SEfere adied o
7 uEf@i 3@ aeE gfefig o @isfiodow sgEaR
gfq daf wefT

Eng. Tran.--That 1s said to be Amkavatara.—wherein,
of course at the end of an act (i. e. of the previous act) is
indicated the ( subject-matter of the ) act following, which
thus appears as a part of the same (i. e. Ankavatara).

M- TaE e semfesft
HIEN FAT1 WHA  qranerE, At gngEfq aaa
TGRS R | qA—dEA TR SEan
o . P @ T T e | o s
e fratie @A seitdeeE St SRR o
ol Wg omarhT enfniafti  qul MES  TEAICHR
S qﬁ-:qfaa: sifoios: ) @ v ewledd & qorE
i, T 8 W mErE SEE Wi R

=1 ardfigeifa qeqmae 1
Eng. Tran.—Ankavatara is that which is indicated

(revealed or played) by (dramatic) persons, at the
end of an act and which connects the act following, asifa
part of its own.
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As in the Abhijnana Sakuntalana-it is indicated by
persons at the end of the fifth act , The sixth act appears
as it were, a part of it.

Comp — “agT=X AR Traafy qfe, ST Hm -
gikegenr & gEaREYy’—Bharata |

Text—3fa: 1 3 srggeg—

BE I WRE  HEWEEW, gadTeer | 9wy
T g oY @, |

gie | qa—aedrT SaTERY SRrRses e
Sfegaafam, winfieam  oifiosmaoesaa 3 sarm
afare afarEe |

fra— e afem & vwfem g smmi e
S, SR At gt geer frne e -
oE ST, AR SHEW qeifare g gfea @
g W A o FE g LT SR T e
W “orra agfe’ gt g9 fifa wewm mwn-
o wfafiad” sfa sgma fiamq (gum safess ),
MHE qF, O A TG A g gha enfafa
W XA g1 AT SRR ARy
sfrefisfy smgam wd ww w0 IR em -
o g HNEeEA ofemmmd afm o gy ot an
At aFoiE wEEw qeaE @t ghe
® e @ d@ e el ) wwew
gEr  gfiw S I SRR, IO R,
o fgram s feeag @wdw aeom e
s |
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Eng. Tran.—That is said to be ankamukham wherein
is done the summary of all the acts of a drama in a single
act ;it is an indicator of the very seed (%) of the drama. As
in the Malati-madhava, in the beginning of the first act,
Kamandaki and Avalokita indicated in passing, the sum
and substance of the whole story concerning Bhurivasu
and others in whose roles, actors are to appear after-
wards.

Text—sw] ZIAETHATHIARY fFF—

BN | sETTEREE fTgEgE |

g1 opREEEE sfrg: TE el
g —

“ gfrm ) AR WEET qfmpReqRE WA @T-
RS |

TR - I G — AENTRARA e |

w1 W T EgiRen o feaf
s P —

WY TR W NN e u Ao
s ¥ SOTEREgETRETENT | N gty |
mﬁg“mﬁﬁ%ﬂﬂmﬁq g |

PR—1 @ WM A g, e o
Wy ‘egafalt qma AedwEmy,  afsan
TR “ar’ oMET o qEO g8 T g
qTHY, SN OEE SEE NN avy: fewmpa o
e Afwe: a codiicrem sqw e
Qe e e W) iesw swwen v
TG IREEARSEER’ SR afre | cer: qar ol
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ffay  AEEIElE ReEEAT oW sWEw afq Cq
IEN TR AT R desr afd SoNRE gEd-
AT g TG GE SeEME, 39 dagea sgretaii
dEa | 9 qfwE g% Ad 89 g 4 #iged) A

~

T ONT REOW AFEART TH  AFEAAEA S 07
TG MR @ SgEAF ve @ Cwmw
ATHA@ A, IO AFEAATIVE ATy SHIATTH, A
gf g |

Eng. Truns.—Or, Amkasya (Amkamukha) occurs,
when the subject-matter of the act to follow is indicated
by dramatic persons at the end of the previous act.

By dramatic persons at the end of the (previous) act
implies “by dramatic persons, that appear at the end of
the (previous) act ; as in the Viracharita at the end of
the sccond act —(entering) Sumantra—The venerable
Vasistha and Viswamitra summon you all (together)
with Bhargava.

Others.—Where are their venerable selves ?

Sumantra.—By the side of the King Dasaratha.

Others.—Then we shall go there =’ Thus at the
end of the act, “Then enter Vasistha, Viswamjtra and
Parasurama’, 1n this portion, the beginning of the follow-
ing act, in the continuance of the conversation of Sata-
nanda and Janaka, 1s indicated by the dramatic person
Sumantra, entering at the end of the former act, and hence
here is (a case of) Amkasya. This is said, in accordance
with the assertion of Dhanika (in Dasarupaka Tika),
Others remark—*This is incorporated in amkavatara.’

2
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Text—wmg: | R gResy e T R @
TR, 941 &ry] FemsT A sgaETian-
qTEE: |

o gy e QRS E: |

fr— 1 I TS A R Rt
T | IS TERTESTT WIa: R Aufe—endt
frep TAlRE @1 weAgte 3f qIETH ) a9 AWl g9
foges T @igages & @3 fagw ¢ W gefi -
g sEfa ! a9 dvd Ty sl amatafd
N S| X1 AT AR TR o P
dwen favfemms (omg a4 ) Teg faevm T
gffgsy g S g sEfagin -3 s
ATNIP]  TEI: @& INEEIA T A, ATeRH, SR,
fmrgaeaa  Safam 3w @eEE, et
qalae ¥, @ ST A \EA 79 AEEe geE-
a1y ae fawe: wEigaeg: wft = 79 g frenes:. sifaag:
@ A AWWA g AWREd g ofq W g
WESAEEE, JREEE T R s
frppmr U | A IO TR 99 Wwd § g
AT TR TR 0T 5fd SR SR |

Eng. 1rans.-—When is left out an unpleasant big topic
that demands to be recounted, and (for this) only a por-
tion of which is (actually) recounted, then it is to be
done in ihe drama through a Viskambhaka immediately
following the Amukha—the Amukha itself pointing to
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the entrance of the actor running the Viskambhaka. As
in the Ratpavali the Viskambhaka run by Yaugandha-

rayana.

[ N. B.—As both famsq and fywqs are seen, so
derive also as—fawpeariifa famwer w=m@E) @ @
frenTE:, @M% | 759 gives R only |

goeqy - —hfaa “Rma:” gfa ST@AA eI

v &g o |
T e S P, & R, AR Afy
gitfa

Text— 30T | qq g @d 9 qORT G| SRE
TE: ARG |

e gar AFae |

fia—1 79 wgeEn, W F ot frenw @hee—
AT | A FIT AGAE AR FA A A O A
qor: gfa fagam gfEfe -7 § GO0 TR @
i Tguq g TG d AN STHERTEAT: Sged FEEE
@ onfamemAmEs wg (9 g Mmew ) oy es
AR, SR GO @, ARG WA, T
N AEET ARSI | A9 TH, T g
grsmfaear’ ofa AWed  SuhiEmEmea: oF  ATgERd-
T TR | AR SRt AT a3 @ sfaeeR
FRIH I ) |

Eng. Tran. When an attractive subject-matter has

its start from the very beginning, then an act should be
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at first (i. e. immediately after the Prologue) set, the
entrance of the attor therein, being referred to by the
Amukha (Prologue) itself. As in our Sakuntalam.

Text— @& | Frempmw@ @ @t ar=nsfmhn )
o feR T  Ftgaee: |

gfa @ osmwife ) g3 afada (o) -

q arfaadr T&g 77 fafmeai a9 W ara fEeas-
EABERE |

fam ) P fo— et sdtaaTE-
oy sfgarfor “arfimm: % mmamafe? 9 31 mg” s
NIFESATG: AgFA JigeEE @@ o7 fagd oo a0 3@
=g FRAT 7 SFadia | TN JEA | qF TEE a9
9o’ et AqvREE ged ud fafigm e -
“Ggd qd1" Jafaartan EweAY 99 ARl qumes A
S | formamaafata: qafidit@Te:  SfvEea
qA AT AT FIEA A AWARA s —q AEeI
WAFSAS: T AT ATIEET A SRR
frppmm @ apdn) W fy eam “wfrer AW
qot d o e gfy gogefEd e gh TR
wfym: safiEe 0w 9 TEaE TEgedEEs: Cq=NeE
RERER, W F6g: Aqr 9&ga @@ gfa aia foramg
e 7 Fafa @ frar qurfe g (v sfwa
ofereT @) FAoAERERIE 9 e aa af w@da-
A THERE I W W 9 | g g WA
e A Aqge dRd @Ry e age @
e | @ T ARG S SEUTgeT ad T
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TG ATRRY S W@ FrRw I T SEAH—a
gy SRR e R AR A @ W
WA geg: fam "oggqAfy A sy -wfg g aRee-
SYEE] §ATE TEAled FAT FAAT 999A gfa WA e
foud TR o= oty agw afvea sf oA maE ) A
ufewd sifn g afw@ saREr A @edE, 999 9@ Q-
F g afag o D Sesy RO q9 W
A WAy afay a3 fafgeei 4 a9 qE
wa1 a6 dfagy fafvsaat @ 949, (v8 =) Twawewn-
s w41 A fema ) s amEn G e aE cor
M sfq FAAE 9% TeE | ROEd GehT ST
TRAIEE  GEATREISTEY: FA A4 JefEafegrania-
iz aifedqest uft vgq” sfq spaewE e @R
Jgad ety fademmrsas: 7@ @ ggEg ag
AGEIH: Tz U9 AHIgE) 69 SaTeEqEarel e —
ufrafae: aged o 7@ smETiaida wfa warfae gfa
gfad . =g & wdT JA g@ftend A9 g9 sifiRea:
wEgEEE e wE sheaE sfoam, T e
#3F 77y wod, fafeaat aqafere “fafraeafafs qEa
A T A A A sfa cafq” ser g s Ed aq
| gqraafem Teg fafasamm Ity sfa | Towmt ZomE-
am @1 foewadY, e safm gamfed siiegw
WG| T 9 CTEEOReHl:  atg AT,
FOT AW AU G4 GE qON qqeTfaeE | SOERT:
UMY  FATEERTERAT  AEANRY: NReRR: dut faE:
imt afrefds ww 9d 7 Reaw @eRTa o |



I3 anfea:

¥ qaife TgAuR qaaTiad q@eM wF ¥ -
givae g, SRigE, T T SRR @ TN,
AfimEy 9 aEF, 39 g9 W arERe fm e, 3fa
o | RGNS FATGeIR IFaTTReoR] gt
@ aREeEE, afaw ) sfRdsft wagfenty . oy aa
aeHAfEEEE oY afierTmes ( eema il o )
s 39,1 T |

Eng. Tran.—The death or murder ( or killing of the
hero ( also of the heromne) of drama, should not be
shown even in the Viskambhaka and the like. Also, the
subject-matter ( of the drama) as well as the Rasa (the
sentiment ) should not allowed to subdue each other.
The word ‘‘Rasa’ refers to the Erotic and other senti-

ments. Thus the topic has been stated by Dhamika (?) in
the following way :—

Through too much ( i. e. undue) importance or
attachment to Rasa ( sentiment), the subject-matter
should not be dragged afar—(that is to say, relegated to
a subofdinate position) ) : neither. the sentiment should
be subdued (i. .c. rendered un-important), through
partiality for the éubject matter or through the inser-
tion (1. e. setting) of rhetorics (and other descriptions).

N. B.—The gist of the above assertion may be summed
up as follows—Proportionate importance should be
attached to the subject-matter of the drama as well as
to the scntiment excited therein, so that the two may run
in harmonious co-operation. Undue importance or over
importanr.e should not be attached to either, since in that
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case, the one is sure to over-ride the other and thereby
mar the beauty as well as the concord of the drama.”

Text—g@m: | % farg 0A@ 9 THY GOAHA T
FITE: 9 FEE AN garfafa o

afa: 1 sgwgaT: et

faqg - 9 “arF wyrgA A eeebaaafeaay” @fa
AT TITHA TG A AT | G @1, 9% A
aM, wEEE et qafs W ofrgmenh - “ogeeme-
o SRR gReafaffa 0 weafan-
PO | TG URAT VRN WERIT a1 VAT VAT
T AW v gfeqs | sATE RN AT Bty afed g2aa )
¥ GO ANTE ATTITAT TFAT: ST | AT A& TH-
¥ oagfq oftaw fasraara: ) opfafeaa srs9 0 afaad
M B SIW OEAfae YART: @avE AT SEd9: 30
A qAET qg»smfm:rm fafgge  AW3 3"3’55?"1’ -
TEVT AR JAfTagAE ofd AT 3® 9 qaEedfe-
FEAW— T FIEEA FFEG AT AT L qed oA —
@, fEg, TEL, SR AN E0AE ) A 99 SHsmE:
T AEEEaEaT | g ytafg e te-
A9ET N9n &A1 sEwedd  afqeman | =mwawsft o
qEIFA: SF | .

Eng. Trans.— The five Arthaprakriti ( so named
because they serve the main purpose of the drama)—
namely Vija, Vindu, Pataka, Prakari and Karyya should

be learnt (and taken into account ) and placed properly
(in the body of the drama ).
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Arthaprakriti (is so named because it) implies the
cause serving the (main) purpose ( of the drama).

Text—gx dom—
o oodiegeEE, smEden, A9 TR oS
&gfa—

Eng. Trans—Among these the Vija (is first defined
as follows)—

Text—qd: | sFRie #qfes’ agan 39 faadfq
o T g A qefadigd o

afar1 T EEet ST TEESMINETEATE-
TSSO T | g a7 A A
TR TR hafot |

faa--1 79 g=m e e agfieg fefaa afaoae
At SWizA 97 T aEaT wEaEn fmaf faaw wwfy
fafr@rgarodeaey, o s faegfa e 3fa
W, TR ARG 99 AW &I A9 W4E g T,
dgur onfewrw’ g7 aeq  dtw efwfmE @A g7 Eg
THARHITEY A Fvnag SrafatAaran - 3w fe e
“q wAeTqIPARE, G A T avde s
AT T A= A AR AP G | I
f& afvda “mEifey srgams:  greagdesEr fAEr 3g-
faadt d@twgq 97 o 9@ EEdEfaeEe - a
AR @ENT WA ged dARsrT &I A"
ged avr SargpeeTe:  JNEEORATR: | W a
KA ARETEr RS @ER JWRERA s
a7 wAtea, ewmEtEfen afen @ sgar
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PrEEEEEET 91 ANeREIRg al SEeTR
fafgam ) o FPTEIENER: STgEW, SRR
freea® ooAe@Y @gf-u, qaT ANEUTEE YR gRE |
frargawTiafiT afit - geie “sredsher, @ ZfeRdr—
AT | AT eae WA diew oF fi wumA g faefd
A, W GAETAEEl - (RUGEY AR qEn |
feadfigeer—-qq  Avfderaes - Gl faamea Stean
T el A N A9 TR W
#rm grfam: ( Hifem: ) gfafore e e o “ae
(M)  wEEEETTEET PR EsE)-
e afae: |

Eng. Trans.—What 1s (at first) mentioned in summary
but what (subsequently) undergoes various develop-
ments and what (thus) constitutes the primary cause of
the ultimate main object (of the drama), is said to be vija,
As 1 Ratnavalt (where) the matter referred to by Yaugan-
dharayana (or better the undertaking of yaug.) favoured
by Divine Grace—forms the root cause of the attainment
of Ratnavali by Vatsaraja ; Or as in 'the Venisamhara—
where thec enthusiasim of Yudhisthira—encouraged by the
wrath of Bhimsena forms the root case of the braiding
of the hair of Draupadi.

Text—q@T: | ST -faway farr=mmmom |

fa: | qO—TEEEERgARaETt eaeifa @l
“SIEEREE | 5 el gen ((Eein) ‘o e
Hr Igemafe=t” RTREEmERg: |
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fira— | @ EgTREnTge, A1 @y by aEEri-
TTHIALGNIT,  SREIHRE, &A1 AN SETarETE
77 @ AT gur fagfifa g A epraafy sfveesa
FTEAHA, SR, g Feqarr | s s fargfifa dan e
faga® dafegad, mafem g afie ) o SuoegmEn-
WERAf8Y  sEat AgiEE qisd: q5g ATgatEe
WYT AT g5 99 T feeE v gt 991 A
4 qUERFERT  smrAvigRm qfitewmEt | earafessr @l
o afer & sEraE: fEew 3w
A GO | WqTE &9 ardtgE, 3f aegwmg . @ a9w
TG RN A — I Ao, JAEPAH, A 68
quEe 3 A, W0 g3 @ WA faegfa eea adfe
AafFeEeT TRe fafed gfq 97 3¢9 aTWEed TEEie-
dgreant afr @ wa faep oW W dfteTEn CwE gAE
dreg TR S, fafwd  gafeomeve fregfra
gfa  z=T Jon vaEfaaETy, A aEEEEE A, 355
qF A9, A3 ATTATeE gaese e gggd add
TR T & v vEE 3 wlAEe A A e aean
da@: Aem gaEn dfEae aqt safesy awfa g@ arf-
FAU 41 GeRAT  SagAEWiEd: (@wber v e )
g —qey sufaata: afvegd 0 wig wAva wafa=or afq
FTAE 9, &4 @AY o AT TOIEYH, a9
sreRaTTE FeTa Freg WA

Eng. Trans—Vindu 1s that which preserves the coati-

nuity of the main story ( of the drama ) when it is
disrupted by incidental topics. As in the Ratnavali where,
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with the conclusion of the cupid-worship, the main story
undergoes disruption, ( and the continuity of the main
story is then, presented by) the following namely, hearing,
that “the princess look up to Udayana as it were up to the
Moon" Sagarika remarks cheerfully—How is it that he his
Udayana—which is the seed of the remaining portion
(of the drama, and hence stands here as the Vindu).

Text—va: | iy arafys 77 aqriafindad |

e gur- afAa gdEe:, Sy e, aree
Frguser afem

fA— wwfyE anfrrm e zfa wifefed sfa
qrawr | wrEfEs e “amfie v At ge SR
g ETE 9w 9 AG ARERIR WO
( aFagfaee: ) @A | AR qragfy A7 awtie
gfa wa: am wwfzea sfa Pefd - A
T an ut wamt wEfa--ga, @e g shae
iy Agem vA AEewewd, awia sfa gER ar
qaMl | ‘G JRgER A Tafe & eAmr g e
IH A AEEAlEmEE, ‘A, CUAENES J9EH
ETeid | @1 g TN JEEEIeET | e
G — g R O ST, SRR, | ST -
a1 gATHRG Hrfean )

Eng. Trans.—The story (or the doings of one which
is incidental (i. e, dependent on the story of the hero)

but (at the same time) extensive is said to be Pataka.
As the story of Sugriva and others in the drama based on
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the story of Rama ; the story of Bhima and others in the
Venisamhara ; the story of the clown in the Sakuntala.
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w90 W R e A s
AT “fae  AEERoat afwdst U9 AMeE: O
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a1 g migelt famme @1 @Ay wwfi-T g sl
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TR @ T q@E-TEweed  feflony oemiinng
ais wed %3 faAmaedt emawaRi | Wy R
aE 94 gfteahd—arg faeeoafy’ e g T gfa
T, @3 e fammaa qa)

aq T ST S, afe wd arerraErge e
sgaes fafed 9@ “qmmn wigedr feREedt ar fer
wafq ! @ @TTE |EigE, TSR A TR
FN AR W AT, (91 @9 A Ja
gauaf ) Sefa—ad T “oarela” ofhwees
e T 3 TR AaEEE AEeerdayE - 3
T TERECAATIREH, U9 gead ST w92
frtened=ate’ fagn afa qEd oAEET TR
wfyEad, 3f; o Wi TAWEn  JeqdW Aqehe-
AT -OU RS AT qaWl R guita
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@ GGt fmaaadt a1 wad, afy fg aemam |

Eng. Tran—The character figuring as Pataka does not
serve, n the main, special purpose of his own ; and heqce
the special purpose of the Pataka if any, is finished either
in the Garbha sandhi or in the Vimarsa sanhi. As—for

example. the acquisition of kingdom by Sugriva and
«others.



wg: el I3

True, the sage has prescribed that the Pataka ceases

in the Garbha-sandhi cr in the Vimarasa-sandhi ; but here

(the commentator) Abhinabha Gupta has adduced the

following explanation ; Pataka serves the purpose of

the hero ( of the drama ) and as such it is sometimes
seen to extend even upto the Nirvahana-sandhi.

Text—xTE: | T@lEs 2 Al WAL

I FAT FOAY, AT |

o saw gfa suaweR wafyE @) i
vwierand frnfr . 37 @3 fafid safreeg @ swafa
A, qT g qAED, AT T @, afig aewaey
TRt T, AT a1 T e afian 9w i e
F—aR T dREE 1” FrEnd 9 afvde ‘g v
sm& a1 TR In—geTEE VW SagE-
{qqig: |

Eng. Trans.—A (comparatively) small character

dependent ( more or less ) on the hero, is said to be a

Prakari. Asin the Kulapati act—the dialogue incident
between Ravana and Jatayu.
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Eng. Tran.—The 'figure (character) posing as Prakari serves
no purpose of his own (save and except that of the hero).
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Eng. Tran.—What is desired to be accomplished,

for which end in view the drama sets on to function,

and for the achievement of which (end), are adopted

means is said to be Karyya —as the killing of Ravana in a
drama concerning the exploits of Rama.

N. B.—In this connection Srirupa deals with some
interesting aspects of karyya and we quote here his asser-
tions with necessary elucidation—

9 saawfufy ¥ aqenfafed ga) wae SgERe’
iRt o Aw—daerd R qqr sue
ax T AW fg Aoe@ Sfa a9 gAR AR [T
a1 SfeawTas sfrgemEia )

| AGERATRT WH, Ao\ [ qarhrR
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fomaay: sft FAfaa Q= swifw wafa

1 AR SRR ST, SPA; | qdn
FamRgEaEs firg gg Rl wm‘m AT St
faazmA)
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Eng. Tran.—Of the undertaking, resorted to by
persons desirous of reaping the fruit thereof (i.e. of
achieving the desired result ), there are five Avasthas i. e.
phases ; they are Arambha, Yatna, Praptyasha, Niyatapti
and Phalagama.
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Eng. Tran.—Eagerness for the fruition of the main
purpose ( i. e. for the achievement of the principal object
of the drama ) is (said to be) Arambha i. e. the beginning.
As in the Ratnavali—the eagerness on the part of Yaugan-
dharayana to place Ratnavali in (Udayana’s) harem (is
the beginning of the main object of the drama). In like

manner the eagerness (yearning) of heroes and heroines
are to be learnt from their original sources i. e. in

different dramas, .

N. B.—The aforesaid eagerness followed in its turn
by determination which itself being followed by some sort
of exertion for the undertaking constitutes the Arambha
(or the beginning) phase of the Karyya, that is the main
theme of the drama ; and this Arambha may be pertain-
ing to either the hero, or the heroine or some other
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principal figure on their behalf as is the case in the
Ratnavali etc.

Text—%: | S T SrasfRata: |

g | qur SRRt - “agfy u erfer st Saohareif
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Eng. Tran.—exertion urged by eagerness for the
achievement of the principal object (of the drama) is called
Prayatda. As in Ratnavali—‘‘And yet there is no other
way of meeting h@m and hence I shall draw his picture and
then do what [ like”—and by this text is stated the drawing
of (Udayana’s) picture by Ratnavali and so forth, which
gerve as the means to her meeting (i. e. union with) the
King of the Vatsas. As also the binding and bringing of
the ocean under control and the like in Ramacharita.
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Eng. Tran.—Praptyasha 1s understood to be the chance
of the achievement of the desired result (i. e. the main
object of the drama), the chance being favoured with
(proper) means (to the end), but being (at the same
time) confronted with difficulties also. As in the Ratna-
vali in the third act, the Praptyasha is the chance of the
desired result in the shape of union (of Ratnavali with
Udayana) which is yet uacertain due to the presence of
both the means in the shape of changing the dress ( by
Ratnavali i. e. presenting herself as Vasavadatta) and
there-after approaching (of Ratnavali to Udayana) as
well as the obstacle in the shape of (possible and sudden
appearance of) Vasavadatta. Such examples arz to be
searched for in other dramas also.
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T —aTey FER: stme: stfrerT, WA, gfa
w: frfar forgan o wefafels faaarfi | gfeerear—
s, fagtRar forfara qan oo oemheaT wefals-
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Eng. Tran.—Niyatapti is the sure achievement of the
result through the removal of obstacles. As in the
Ratnavali the King :—*‘Save and except the winning of
the satisfaction of my Queen, I find no other means
(alternative) in this matter—" by this the obstacle in
the shape of the Queen is removed through the winning
of her satisfaction and thereby is indicated the sure attain-
ment of the desired result (i. e.the King’s union with
Ratanavali).
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Eng. Tran.—That (particular) Avastha is (known
as) Phalayoga (i. e. Phalagama) wherein accrues the
entire result (as desired). As in the Ratnavali wherein
occurs the winning of Ratnavali (by Udayana), along
with the acquisition of head-ship or sovereignty over the
Princely order. Such (examples) are to be (found) in
other works (as in Vira-chrita-- flq@ma@fear waw-

T )
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Eng. Tran.—The Subject-matter (i. e. the plot of a
drama) undergoes fivefold divisions (known as) the five

sandhis through the respective combination of the afore-
said five Avasthas.

N. B.—From the assertion of Dasarupaka and Natya-
chandrika (as referred to in our Mitabhasini), it is clear
that the five-fold divisions of the subject-matter of a
drama known as the five sandhis owé their origin to the
combination of five Avasthas with five Arthaprakritis—
the combination of one Avastha with one Arthaprakriti
gives rise to one sandhi. This is but an analysis of
sandhi ; the definition of the same comesnext.
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Eng. Tran.—Sandhi is the connection—i. e, the deno-
mination sandhi stands for the connection that co-ordina-
tes (i. e. links up) the incidental purposes with the differ-
ent parts (i. e. stages) of the main story (i. e. the main
current) of the drama—the parts (i. e. stages) themselves
being (as a matter of fact) co-ordinate with one
another to serve the main purpose ( that constitutes the
aim of the drama ), [ Compare Brahman’s connection
with entire creation, in the line of Gita “afy e fg i g
qfowomE” 11 .

N. B.—The definition and the exposition thereon have
been taken verbatim from the Dasarupaka. Both of them
are concise and consequently abstruse. The author
himself has not elaborated this. We, however, have tried,
our level best, to clear the idea, quoting copiously from
different authorities, and in the matter of the English
translation we have given a free translation of the sloka
and the Vritti taken together—otherwise it would have
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‘been un-intelligible to our readers—had we translated
them separately and literally.

Text—af: | TR A AE —
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Eng. Tran.—The author proceeds now to speak of the
five varieties of Sanhi.
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Eng. Tran.—Mukha, Pratimukha, Garbha, Vimarsa
and Upasamhara—these are the five varieties of Sandhi :
they are being serially-defined ahead.
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faa— gem sfegew sk caed TEET B AN
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Eng. Tran.—The definitions (of the said five sandhis )
are being serially stated below.
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Engl. Trans.—That ( sandhi ) is said to be the Mukha
( sandhi }—wherein germinates the seed ( of the plot of
the drama) attended by various incidents and sentiments
( or bettere-together with the germination of sentiments

that serves various purposes), and exhibiting the Praram-
bha ( stage of the karyya).
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Eng. Trap,.—Pratimukha ( sandhi ) is that in which
the principal instrument of the aim ( i. e.the primary
means {o the end of the drama ), which ( in the form of
the seed ) has been inserted (i.e.sewn) in the Mukha
Sandhi undergoes development which is ( partially ) mnoti-
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ceable (and partially not) i. e. which becomes percepti-
ble to some extent only (to some persons) and remains
in part imperceptible, only to be inferred. As in the
second act of the Ratnavali-—~where the seed in the shape
of love which serves as the cause i. e. stands as the
means to the end—the end being the eonjugal union of
Vatsaraja and Sagarika, and which has been set in the
first act, undersoes developmont by way of circulation
which is partially perceptible being known by Susangata
and Vidusaka and partially inferrable by Vasavadatta
through the (agency of the) picture-plate affair.
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Eng. Tran.—Garbha (sandhi) is that, in which the
primary means to the end (of the drama) which has
been, to some extent, illuminated previously (in the
Pratimukha Sandhi), undergoes elaboration, very often

attended by decay (due to obstacles) and an attempt to
do away with the same (through the removal of obstacles,

the cause of the decay— Hg: FTaT-ANUMAT ) |

Garbha (i. e. Garbha Sandhi) is so named, because
herein is centralised the aim (i. e. the end, the main point)
of the drama (or in other words, it is here in the third
sandhi that the seed of the drama attains visible develop-
ment and thereby the plot attains maturity). As in the
second act of the Ratnavali, Susangata—My friend!
unkind art thou ! as you do not bid good-bye to your
anger even now when you are caught hold of in the hand
by the Lord—with these there appears the illunfination
(of the plot). Then it vanishes with the entrance of
Vasavadatta. In the third act—there is (an attempt at)
re-illuminittion by the following (statement)—why is
loitering Vasantaka who has been despatched to fetch her
(Sagarika’b) aews, Vidusaka (then says)—Ho! Ho! My
friend will have such contentment at the hearing of the
gpod news from me as has not been ensured by the requi~

39
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sition of the kingdom of Kausambhi—here is (again) a
case of re-illumination. Then there occurs a case of
disappearance when the lady (expected to be Sagarika)
is recognised (in her stead) as Vasavadatta. (Again)
there is re-illumination when Sagarika makes her way to
tryst. Again there is re-illumination with the binding
(of Sagarika) with a noose of creepers (by Vasavadatta

as it publicly betrays mutual love of the King and
Sagarika).
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Eng. Tran.—Vimarsa is said to be that, in which the
primary means to the end has emanated exuberantly from
the Garbha but is (at the same time) confronted with
difficulties accruing out of curse and the like. As in
Sakuntala, in the beginning of the fourth act where
Anasuya (says to her friend in the following way)—
Priyamvada ! though the auspicious nuptual ceremony of



e whawio:
our dear friend Sakuntala has been solemnised in agcor-
dance with Gandharva rites, and (though) she has been
united in wed-lock with a suitable husband—a fact that
ensures satisfaction of my heart, yet this much too, is
such as deserves consideration”—the affair, beginning
from this (portion) and extending up to the recognition
of Sakuntala set in the seventh act, is beset with obstacles
in the shape of the forgetting of Sakuntala (and hence
forms the Vimarsa sandhi of the drama).
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Eng. Trans.—Nirvahana (Sandhi) is that in which
the topics which are relative to the seed (of the drama),
and are set in four sandhis such as the Mukhasandhi etc
in order, are made to serve the primary purpose (i. e. the
chief aim of the drama). As in the Veni (Samhara)—
The Chamberlain (Having approached, gladly)—your
Majesty ! Prosper, (my congratulations)! This is
Bhimsené but not discernible as such (since ) his body is
red all over with the blood oozing out from the wound of
Duryyodhana—with this and then what follows, the seed-
topics set in the Mukha and other sandhis—such as the
locking of the curls of Draupadi and the like which are
thus lodged in their proper places serve the .common
(that is the main) purpose ; or as in Sakuntala, in the
seventh act, the topics following the reeognition of
Sakuntala,
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Eng. Trans.—The parts (i.e. component parts ) of
these (sandhis) are now being spoken of by our author.

Text—ew: | 39gw: TRE: o Renmm  ghw
afte: gama faas ofomedr eEE ®w ¥R cawawTR
g geI

fg— @ gee it Rwsrehfy g swfy
WAty |

Eng. Trans.—In Mukha (sandhi), the (component)
parts are the following— Upakshepa, Parikara, Parinyasa,
Vilobhana, Yukti, Prapti, Samadhana, Vidhana,
Paribhavana, Udhbeda, Karana and Bheda.
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Eng. Trans.—The definitions of these are being said in
serial order.
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Eng. Tran. Ubpakhepa is said to be that which intro-
duces the main theme of the drama (—which is known
as Kavyartha), The word Kavyartha stands for the
main theme (the principal subject-matter) of the drama
which is (really) the point at issue, as in Venisamhara—
How can the sons of Dhritarastra rest in peace, so long
as I am living, the sons of Dhritarastra who have struck
us in respect of our life and property by setting fire to the
house of lac, by adminjstering poison and by taking us to
the (Royal) court, and also by dragging the bair and
garment of the wife (;f the Pandava's.
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Eng. Tran.—Parikara is but to be known as the
expansion of the subject-matter that has already been
called into existence. As therein (in Veni)—The enmity
with the Kurus that has continued (all along) is (solely)
relative to me—aven from my childhood ; Neither the
venerable (brother), nor Kiritin nor yourselves have any-
thing to do with it. Now, out of wrath, Bhim tears (the
turns of) the patched up peace just as the breast of Jara-
sandha. Rejoin (or defend) it (if you can).
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Eng. Tran.—Parinyasa is the firm determination,
.relative to nain theme (primary object) of the darma.
As there, too—Venerable Lady, Bhima will braid your
_ hair with his hands turned red with Duryodhana’s blood,
rendered solid after having expanded and deposited—
_Duryodhana whose two thighs would be pulverised
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by the strokes of terrible club, wavered on him with my
hands moving to and fro.

Here in this connection—Upaksepa stands for the
short introduction of the subject-matter that forms the
main theme of the kavya (drama). Parikara implies
expansion of the same, Parinyasa is the entertaining
fully at heart (of the same) with firm determination and
thus lies the difference of these. These parts appear in
"(the manner of) the aforsaid succession ; (whereas)
all other parts (Anga) may come otherwise also—i. e.
without any hard and fast order of succession.
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Eng. Tran.—Vilobhana is the (capturing of others by
the) describing of the excellence or merit. As therein too
—Draupadi=my Lord what is impossible if you be angty ?
Or as in my Chadrakala in the course of the description
of Chadrakala—It is she, the exhibition of youthfulness
and so forth.

There is the description and others of the beauty of
the deer and others in the sloka ‘“Grivabbhamgavirama”—
in the Abhijnana Sakuntala and others—but it forms no
part of the sandhi ( viz vilobhana is a part of the Mukha
sandhi ) due to its being unconnected with the main topic
of the drama. This is to be known or inferred in the
case of cthers also.
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Eng. Tran.—Yukti is the final ascertaining of the
object ( in view ).. As in Veni-Sahadeva to Bhima
“Venerable sir ; how is it that the message of His Majesty
has been accepted by you without having read the signi-
ficance therein, from this up to the statement of Bhima-—
The destruction of the eaemy’s family is putting you
to.shame in human society—hat the dragging of the.wife
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by the hair in the court does not cause your shame (in
any way ).
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Eng. Tran.—Prapti implies acquisition of happiness.
As therem, too ; shall I not pulverise hundred Kauravas,
out of warth in battles—and so forth, hearing which

Draupadi says gladly—my Lord such words I have never
heard before and hence please repeat those.
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Eng. Tran.—Samadhana is the re-affirming of the very

seed of the drama. As~—there (in the green-room) Hear
Oh Kings Drupada, Virata and others !
Yaudhisthira fire of wrath—
The fire of wrath of that which is produced from the

log in the shape of the game at dice, and has been agitated
( stirred up ) by the dragging of the hair and garment of
the princess—the huge fire of wrath that was with (great)
efforts slackened by me—being afraid of (as my mind
was afraid of ) the breach of faith (i. e, break of the vow
once taken or promisod ) and that was desired to be for-
gotten by me with a peaceful turn of the mind intent on
the peace of the family is now spreading ( making its way)
into the forest in the shape of the Kuru dynasty.

Here the principal seed that was sown by the express-
ion “They will remain in peace—as long as I am- liviag "
has now been approved of-by the main character of the
dgama aad firmly: 1sid thersby—and 2q itis. Samadfisns.
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Eng, Trans.—Vidhana is the statement that gives
birth to simultaneous weal and woe.

As in the Balacharita—‘“My boy, secing the excessive
enthusiasm of yours together with your tender age, my
mind is being simultaneously seized with joy and sorrow.

Or as in my Prabhavati—‘“that which does sprinkle
the eyes’’ and so fo;th.
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Eng. Tran,—Paribhavana is the utterance that produ-
ces curiosity. As it Veni-Draupadi, doubting as to
whether the war will come about or not says after having
heard 1he sound of the drum—my Lord! how is it that
the war-drum with its roar as grave as that the clouds of
the doomsday—is being beaten off and on !
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Eng. Tran.—Udbheda is the germination of the seed
of the drama. As therein, too, Draupadi—my Lord !
Shall I be again approached by you? Bhima, you will
not again (i. e. in future) see Vrikodara with his face wry

with shame and exhaustion ( dejection ) due to insults till
he has not finished the Kauravas ( Kauravyas ).
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Eng. Tran.—Karana is the setting in or starting of

the real undertaking. As therein, too,—Queen! how we
depart for the destruction of the Kuru dynasty,
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Eng. Trans.—Bheda is the defection of one from the
group or the party. As therein, too—Therefore, since
this very day, I have parted my ways from you. Some
affirm that Bheda implies encouraging.
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Eng. Trans.—Vilasa, Parisarpa, Vidhrita, Tapana,
Narma, Narmadyuti, Pragamana, Virodha, Paryyupasana
Puspa, Vajra, Upanyasa and Varna-Samhara—these

( thirteen ) parts ( subsidiaries or angas ) are to exist in
Pratimukha sandhi.
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Eng. Trans -- Amongst these—
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Eng. Trans.—Vilasa is the attempt or effort, taken
with regard to the object of Love. As in Sakuntala—
I admit, that my beloved is not easily accessible but
noticing her expression of love, my mind finds assurance ;

though cupid has not yet succeeded, yet mutual prayer
(for union ) goes on continuing (augmenting) the love.
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Eng. Tran.—Parisarpa is the following up or adopting
of the desired ( beloved ) object that remains out of sight.
As in Sakuntala—the King surely she must be here—
Since—At its very entrance—which is brown (white) with
sand is visible a fresh line of foot-steps —a bit raised in the
front but pressed down in the hind portion—due to the

weight of her hips.
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Eng. Tran.—Vidhrita is the non-acceptance ( repu-
diation ) of the first made entreaty. As therein, too,—
“away with your entreating the Royal sage that is pining
for the separation from the ladies of the inner appart-
ments (of his palace). Some opine that Vidhrita ( also
Vidhuta) implies dislikes.
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Eng., Tran.—Tapana is the non-finding of any way
or means ( that may lead to a union with the desired
object).

As in Ratnavali where Sagarika ( says )—My beloved
friend ; My love has been fixed on a person an access to
whom is very difficult—(a person difficult to approach) ;
Supreme is my coyness ( nervousness) whereas my (very)
self is subject to another ( person). Thus the love has
now grown to be a critical one ( or the love is unequal or
better the love is not equally balanced, and hence), the
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sole course ( left for me)is death (i. e. the only way
open to me is to embrace or court or espouse death ).
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Eng. Trans.—Narma is the statement made by way of
jest, (i. e. utterances involving jest fall within the
category of Narma ). As in Ratnavali—Susangata (says) .
My friend ! here in your front stands he for whose sake
you have come.

Sagarika ( jealously )—For whose sake have I ,
come ?

Susangata—Oh you misunderstand me ! Well for the
picture-plate,
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Eng. Tran.—Narmadyuti implies patience arising out
of jest, that is, patience even though there be jest ;
(or in other words—MNarmadyuti stands for the gravity on
the part of a person even though he or’ she be laughed
to scorn or put tojest ). As in the selfsame work—
Susangata (says)—My frie’,, now very perverse art thou
as you do not bid good bye to your wrath even though
you are caught hold of in the hand by the King.

Sagauka ( smiling a little with the knitting of her
eye-brow) Susangata | even now you do not cease from
your playful pranks with me.
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Eng. Trans.—Pragamana is a series of conversational
utterances—( relative to the main current of the drama).
As in vikramorvasi—Urvasi ( says )J»May your Majesty
prosper ( or victory be to your majesty ). King, truly I
have won or prospered as my victory is being declared by

you ( or victory really lies to me, who is thus declared
victorious by you).
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Eng. Trans.—Virodha implies the befalling of danger.

As in Chandakausikd, King—Inconsiderate as 1 have
been, I have undoubtedly trampled under foot, just like

a blind fellow, the fire with glowing flames.
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Eng. Tran.—Paryyupasana is the entreaty made for
some offence.

As in Ratnavali—The clown or jester ( says )—Oh!
please do not be angry ( with me ). Certainly she has
flown or gone into the plantain arbour.
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Eng. Tran.—Puspa is said to be sbme statement,
alluding to excellence, ( i. e. to the excellence of the hero
or the heroine). As therein, too—The king ( catching
hold of Sagarika’s hand, acts touching her i. e. acts the
derivation of pleasure from the very touch of Sagarika )
Vidusaka—My friend! you have come by a novel
Sree.
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King—True ! my friend.

She is Sree—her palms too, are the leaves of the
Parijata—otherwise wherefore does ooze out nectar in
liquid form in the shape of drops of perspiration.
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Eng. Trans.—Vajra is the utterance which is directly

(really ) harsh (cruel). As theremn too, King—How
have you known that I am here ?

Susangata—Not only yourself ( your Majesty ) but
everything including the picture-plate incident. Now
let me go and relate the matter to the Queen.
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Eng. Trans—Upanyasa is the propitiating of one—
(either the hero or the_ heroine)—by the other. As there-
in, too. Susangata—your Majesty! away with your

apprehension ( fear ). Through the grace of the Queep,
I have only played ( i. e, made a fun ) ; what is then the

1
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use of offering the ear-ringp A greater favour will be
done unto me, if you propitiate my dear friend Sagarika

who has been angry with me—as I have drawn her pic
ture ( in the picture-plate).
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Eng. Tran.—Varna-Samhara is the assemblags or
congregation of the varnas ( i. e. of the four castes )

As in the third act of Mahaviracharita—*“Oh! all of
these i.e., the congregation of the sages, this heroic Yudha-

jit, the old King Lomapada with all his ministers—as well
as this chief of the Janakas the old propounder of the
Upanishads and the holder of sacrifices—stand as suppli-
cants to you” —here thus there is the assemblage Of sages
and Khsattriyas. The venerable Abhirdka Gupta explains
by saying that the world Varaa implies ( dramatic ) perso-
nage and Samhara stands for assemblage ; and he cites
here an illustration from the second act of Ratnavali—
from “A greacer favous than this” upto “please catch hold
of her hand and ( thereby ) propitiate her; then the
king ( says ) “where is she—where is she etc,
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Eng. Tran.—In the Garbha ( sandhi), there are the
following :—
Abhutaharana, Marga, Rupa, Udaharana, Krama
Sangraha, Anumana, Prarthana, Khsipti, Trotaka, adhi-
vala, Udvega and Vidrava.
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Eng. Tran.—Abhutaharana is a statement that indul-
ges in trickery (i. e, that is full of or impregnated with
some un-truth ).

As in the Aswathama act in Veni :(—

The son of Pritha very distinctly declared that
Aswathama had been killed and after that (i. e.then )
he uttered silently ( the word ) “Elephant”  Hearing this
Drona gave up weapons etc.
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Eng. Trans.—Marga is the disclosing of what has been
determined or what lies in the heart. As in Chanda-
Kausika—

King—Venerable Sir! Please aceept this which has
been earned through the selling away of my wife and
child : and for the rest I shall sell my ownself even unto
a Chandala.
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Eng. Tran.—Rupa is a statement involving guessing
(or presenting alternatives ). As in the Ratnavali—

King—Mind is by nature fickle or restless as well as
difficult to mark out ; then how has it been pierced by
cupid with all his shafts simultaneously ?
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Eng. Tran.—Udaharana is a statement that bespeaks
of the excellence ( of some person or thing. or matter)

Asin the Aswathama act ( of Venisamhara)—Mad
with rage as I am, I am the destroyer of any one who,
is one of the Pandava forces and happens to be armed out
of pride, or who belongs to the Panchala family be he a
child or advanced in age or lying in his mother’s womb, or
who is to be an eye-witness of that ( heinous ) act or who
stands against me as long as | movein the battle field—
even if he himself be the destroyer of the worlds,
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Eng. Trans.—Krama is the realisation of the internal
lovirg attitude (of one by the other). As in Sakuntala—

King--It is ( quite ) proper that I am gazing at my
beloved (one) with my eyes that know no"twinkling. Thus
engaged in composing the sentences as she is, her face
with one of her creeperlike eyebrow (a bit) raised,
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betrays ( exhibits ) her love for me through her cheeks
covered over with horripilation.
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Dng. Tran.—Samgraha is what is effected by conci-
liation and concession or gift. As in the Ratnavali—

King, Bravo! my friend! This is the reward for you
(with this, he offers a bracelet ).
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Eng. Trans.—Anumana s the inferring from soms
sign or characteristic. Asin the drama Janakiraghava—
Rama ( says )—

A body as fair as the gold as he has, his birth in the
solar race, together with this his unassailable prowess can
be inferred from his dalliance—like gait that moves the
earth and from the casting of his eyes that cause the heads
-of the world-people to bend down.
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Eng. Tran.—Prarthana is solicitation for sexual plea-
sure, for satisfaction or for some amusement or festi-
vity. .
As in the Ratnavali ( King says )—My darling Saga-
rika your face is a veritable moon ; your eyes are indeed
blue lotuses ; your palms imitate lotus-leaves ; your two
thighs are like the body of a bannana and your arms are
like lotus-etalks—thus gladdening are all your limbs and
hence come—offer me a deep embrace without any fear
( of detection) and thereby cool my limbs that are
afflicted with love-heat,

This Anga (part or limb of the Garbha sandhi)
koown by the name Prarthana has been mentioned here
_inaccordance with the theory of those who opine that

there is no such Anga as Prasasti in the Nirvahana
sandhi—the (purpose of the) same being served
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here ( or better the same being referred to here in the
‘Garbha sandhi—under the caption Prarthana )—otherwise
the Aogas go on numbering sixty-five ( sixty-four being
the fixed number for the Angas and it will be wrong to
taise it, and hence this compromise ) ; but both Prarthana
and Prasasti are to be found in the work of sage
Bharata.
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Eng. Tran—Ksipti is the revelation of the secret i. e.
of the central theme or scheme. As in the Aswathama act
( of the Venisambara )—

The fatal consequenes of one F¥WE is seen here
in the world ; and due to the taking of hair in a second
case, the entire population will be doomed. N\

N. B.—The first seizing of hair concerns Draupadi—
and the second pertains to Dronacharyya ; in the first
case the man responsible for this crime is Dushsasana—
and in the second Dhristadyumna.

Text— @t | ew g dowms [Heshrafy o) |

oo qu aueRtfed aifw-om g suywaTly @ @wmEr
iR |

fim—1 dova #afaca e sewfia o
@ ded BN guEEeE, oL IRnTY o qa s
wfe gt emismfedsT SWe— a daw fegw | are
T e R qury s -am do dew)
WA “ded dew W deowr T ded agee
ot ol mae o aqr Aagw T g SRy s
wE e aer emeeYr—ay 5T Bfaw
(feqrfirs: ) oo e s wwEhy ¥ gwi—
e ol 7 e W Ter G SR geieim



o sfredy: ey
sy @ el ¥R marfeee fgRere o shes
oo TR A WINET—-TTe (ST ) Wy |
gohR | swafad (g &) oA sfas . fe-
gy offetar  JaT gEH, SRR | WIS | AW
TR SET A9 O GOATENN | CATRY gEeegwn, 4Ty 3R—
W OREEEEEE S SRRy — e
erfsrrasiimret Sesgwfafy afve: |

Mermed e sl T § o 9
ghaqad—aTr  AEAERTe—EeREEan deeH, g g
dfgam

Eng. Tran.—Trotaka ( Totaka ) is the assertion of an
angry person ( or an assertion that betrays anger ). As in
Chanda-Kausika - Kausika ( says )—Ah! how is it that
the gold (coins) due to me, have not been yet
accumuiated or procured ?
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Eng. Tran.—Adhivala is the secret intention to cheat,

As in Ratnavali-Kanchanamala ( says )—Queen ! this is

the picture-house ( or painting house ) ; then let me
make signs to Vasantaka.
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Eng. Tran.—Udvega 1s the fear or apprehension
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originating from a king or the hike. As in the Venisam-
hara—That ( noted ) foe (rival) of Karna as well as
the cruel Vrikodara who acts like a leopard—have arrived,
sitting in a single chariot and enquiring about you all
around.
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Eng. Trans.—Vidrava is trepidation due to apprehen-
sion or fear. As—Beholding Dasanana whose faces were
as grim as those of the Lord of Death at the time of um-

versal destruction and who was trembling in anger, the
monkey-army was seized with a sort of trepidation.
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Eng. Trans.—Now some of the Angas (13 Angas) of
Vimarsa sandhi ar¢ being stated—
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Eng. Trans.—In the Vimarsa sandhi the following
angas exist—Apavada, Sampheta, Vyavasaya, Drava,
Dyuti, Sakti Prasanga, Kheda, Pratishedha, Virodhana,
Prarochana, Adana and Chhadana.

[ N. B.—These are in perfect keeping with Prakari and
Niyatapti as said in Tika above ].
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Eng. Tran.—Apavada is the declaration of some one’s
demerits. As in the Venisamhara— Yudhisthira ( asks }—
Panchalaka ! have you found any trace to that wicked
base fellow of the Kuru family ? Panchalaka—not only
the trace, but the wicked fellow himself—who is the main
cause of or mainly responsible for the crime in the shape
of ( or arising out ) of the seizing of the fine hair of the
queen ( Draupadi ), has been captured
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Eng. Tran.—Sampheta is the statement uttered in
wrath, As in the same work—
King— Ho you son of the wind-god ! Thou art boasting of
your culpable feat before the old king. Hear! By the
order of myself the Emperor, the wife of yours, as well
as of your brutal brother and also of that King and of the
two as well—the wife that was converted into a slave
won at dice, was dragged by the hair, before ( the very
eyes of) the princes : thus originated the enmity ; and (now)
please tell what offence was committed by those princes
that have been killed by you? You beast without
defeating me who am highly proud of the wrath in the
shape of the excessive prowess ( strength) of the

¢

arms.
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Eng. Tran.—Vyavasaya is said to be ( is to be known )
as arising out of ( the fulfilment of ) the vow. As in that
book ( venisamhara )—Bhima—Here salutes you Bhima,
who has exterminated all the Kurus, being wild with ( the
sipping of ) Dushasana’s blood, and who is the breaker of

Duryyédhana’s thighs,
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Eng. Trans,—Dsava is the reproach extended to a
superior person due to the exuberance of grief, and the
hike.

As therein, too, Yudhisthira (says) Lord! elder
brother of Krishna ! cousin to Subhadra! you have
ignored (not thought of in your mind ) affection for
kinsmen as well as the duty of a Ksattriya ; neither you
haye counted the deep-rooted friendship of your younger
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brother with Arjuna, Admitted that your affection
should be equal for both the disciples of yours ; but what
is this attitude of yours that you have turned your face
from me an ill-fated fellow.
Text—5o0%: | qUeTE o SV I |

i1 qun gy gt ohi SRR Sw—
sfere suftwaafy s awt
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P &g g STeT | @RSl @ qer—aseRR e
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[ga+f (g)=gifiy or fE+fer, wgewm  fawedw
gEx ]| .
Eng. Tran.—Dyuti is the chastising and, threatening
( of one by another ). As thercin‘ too, ( where ) Prince
Vrikodara said to Duryyodhana—-you declare that you are
born in the noble line of the moon ; you wield the club till
to-day. Count me intoxicated with the wine of Duhsa-
sana’s warm blood an antagonist ; behave rashly towards
Hari, the slayer of Madhu and Kaitabha, blind with pride
as you are. And notwithstanding all this you, a beast
among men! hide yourself in the mud, running away

from battle—through fear of me ( being afraid
of me ).
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Eng. Tran.—Sakti is the removal of conflict.
As in the same work :—

Let the relatives burn the bodies of those, that have

“een killed in the van of the battle, Let the friends offer
water mixed up with tears ( by way of libation ) to their
friends. Let the corpseg of kinsmen (or relatives ), torn to
pieces by vultures and k;nkas, be searched out amongst
the heaps of human bodies. The sun has gone down
together with our enemies and so let the forces be with-
drawn.
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Eng. Trans.—Prasanga is some important bold
declaration or better Prasanga is the utterance of the
names of superiors ( in connection with some assertion or ,
declaration ).

As in the Mrichhakatika—

Chandalaka—Here is Charudatta—son of Sagardatta
and grandson of venerable Viswadatta being led to be
executed, He is said to have killed the courtesan
Vasantasena out of greed for gold.

Chasudatta~«The family of mine which was formerly
fituminated by hundreds of sscrifices, as well as by dense
(dessely plaated ) huge road-trees or tempics swd-also by
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the utterances of the vedic texts in public, is now at the
time of my death, being proclaimed with my crimes, in the
place of proclamation ( ®vqerq ) by unworthy fellows.

By this—the bold mentioning of the names of superiors,
in connection with the death as well as of prosperity of
Charudatta is done (in a suitable way ), and soitis a
case of Prasanga.

Text—1%: | AA= STEGIN: WA A FAEW: |
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Eng. Trans.—Khéda is the fatigue due to mental or
physical exertion. The example of fatigue arising out of
mental exertion is in the Malati Madhava—Deep anxiety
torments my heart—but it is not cut in twain. Depressed
as my body has been, it falls into a swoea but neverthe-
loss, it does not bid good-bye to conciousness, Internal

. host tortures my body—but does not reduce itto ashes.
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Providence strikes me cutting to the quick, but it does not
destroy my life.

In this manner, physical exertion may be illus-
trated ( from Swapnavasavadattam etc, ),

Text—ge X9 faremisrlrama: Ry g
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Eng, Tran.—Pratisedha is the obstacle in the achieve-
ment of the desired object. As in’ my Prabhavati—~
Prdyumna says to the clown—My friend! why are you
alone here ? where is my beloved Pravavati followed by
her dear friends ? Clown—She was summoned and led
to some unknown destination by the Asura-chief,
Pradyumna ( sighing deeply ) Oh ! you full-moon faced !
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Oh you—that have eyes like those of a tipsy chakora, Oh
you—with a drooping constitution! where have you
gone—forsaking me? Oh my life! depart quickly
to-day ; and let the torturing fate attain its object.
Text—gw: |  Sraien g, R S |
ger 1 r Aoy, ghafe— .
dtor frerveredt wemfy oraefeg 3, wnfeffirfa
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Yudhisthira ( says )—The oeean in the shape of
Bhisma being crossed over, the fire in the shape of Drona
being extinguished, the venomous snake in the shape of
Karna being checked, Salya having gone to heaven, and
thus very little being left of our ( final ) victory, all of us
have been put in the ( very ) risk of our life, by this
statement of impetuous Bhim uttered hastily or by this
( and careless ) utterance of hasty Bhima,

Text—5ov%: | Sraat g FrdaT agrasafindt |
gfa ) T I —IEs— e X9 W
g — @y’ o aRgT—
TR, G T TRTRIRIT 3, SwITe=a-
e g s e &g wom
T AAFSRATERR FgH B, Ry =
Tt qRuTETRY T g 0
fir 1 deRrpRAET  denewiEr® sRwwn dsd
o sRigdt sefie g s P Swde @ fre
dufesqd o@ s g ¥ @ KA g W) Ty
sfigfe: - g Pl dgodwetnl | Rt @
iy qa wg o faedw SR | 3w Ty weeRv—Rewe-
o wffder @m sd ) sfedsii—Rrrafesie
AT W, S &R

Ens. Tran,—Prarochana is what points to the incidents
that will occur at the end, that is Prorachana is that
which speaks of the incident to come, as one that has
already taken place. As in the Venisamhara—Pancha«

kA
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laka—I together with the venerable chakrapani—begin
ning from this—*“Away with doubts. Let the begemmed
pitchers be filled up for your coronation. Let Krishna—
take joy in braiding her long trees of hair which she

forsook for a long period ; where is the doubt (in
victory }=when Rama the uprooter of the trees in the
shape of Ksattriyas marches on to the battle with
his hands brightening with a sharp axe—and so does
Bhim blind with rage.
Text— T | SEAENE ST |
gfer 1 dogmy — Y ¥ SRR |
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Eng. Trans.—Adana is ( the speaking of ) the co-ordi-
nation of the objects of the drama ; or rather it is the
taking together of the main currents of the drama. As
in the¢ Venismhara :—

Oh you! that roam in the Syamanta-panchaka area !
] am neither a Raksasa, nor a ghost ; but only aa irritable
Khsattriya that have got his limbs gladdened with the
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water of the enemy's blood and have crossed the dangerous
ocean in the shape of a tremendous vow ; Oh you princely
heroes ! that are left of those that have been burnt up
by the flame of the fire of war, away with your fear
through which you are hiding yourselves amongst the
elephants and horses killed in battle.
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Eng. Tran—Chhadana is the putting up with any
kind of insult in order to serve one’s own ( for the.sake of
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the safe conduct of the main object of the drama ). Asin
the Veni—Let this fellow sorry with the loss of his
hnndred brothers—injure us with mere words, unable to
do anything in duals as he is, and what pain can his
ravings produce ?

N. B.—fd sgramarfv sem fyawimfe) @ oun
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Eng. Tran.—Then (we proceed to illustrate ) the
Angas of the Nirvahana sandhi.

w1 ghufindt s ftg: oy
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Eng. Tran.—Sandhi, Vivodha, Grathana, Nirnaya,
Paribhasana, Kriti, Prasada, Ananda, Samaya, Upagu-
hapa, Bhashana, Purvavakya, Kavya-samhara and
Prasasti—these are the names of the Angas of Niravahhana
sandhi, '
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Eng. Tran.—Sandhi is the re-appearance (i. e. re-
statement ) of the vija ( that was laid in the Mukha-
sandhi). As in the venisamhara, Bhima—Venerabie
Lady that spring from the sacrificial altar] do you

remember what I said to thee—“with my wavering
hands”—and the like.

By this the Vija ( the seed ), sewn in the Mukha
( sandhi) re-appears ( is re-asserted ) and hence it is
a case of sandhi.
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Eng. Tran.—Vivodha is the finding out of the duty,
object or matter ( thag constitutes the goal or final view
of the drama ).

As therein, too—

Bhima—Please let me go, venerable sir, for a moment.
Yudhisthira—What other is left ? Bhima—A great ( an
important ) thing yet remains tobe done. I shall braid
tbe fine hair of Panchali (fine tresses of Draupadi’s hair )
that was ( formerly ) dragged by Duhsasana, with this
hand of mine—besmeared with Duryyodhana’s blood.

'Yudhisthira—You may go ; let her wretched (poor) self
feel ( the pleasure of ) the braiding of her hair. Here is
vivodha, since here is the finding out of the duty in the
shape of the braiding up of the hair ( an act that justifies
the title of the drama). (see next).
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Eng. Tran.—Grathana is the reference to the main;
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theme ( of the drama which presents itself for comple-
tion ). { N. B.—dwrralqr: ( dawny ), Yoaqmeersdere ( am: ),
Sofrer dtgre £y (7w ) i« Avfrelgrfinh ares’ o 11

As therein too—Bhima—Panchali | you should not,
with your own hands braid up your hair that was slackened

by Dussasana as long as I am living , wait, I shall braid
1t up myself. By this-—here has taken place Grathana—as

the main theme 1s referred to—(as presenting itself for
completion).

[ N. B.—Or we here explain ‘Gpgint’ sferafisaweg
ST ( Erfeareln gt Wred a1 O aAR aey ) weew |
AR SiEET SRR o1 ST: | Thus heren such
expl will be found the germ of modern Iq=yr@ which has
many characteristics gresqy with our qrz%ezw and techni-
que. So we interpret “Iq=qr: SR (AfereEeam, P.
192) as “pRemwiksame qor =@ o Reree-
faauarmfy ST « Hence now-a-days 37=qr@ should
be such as to give light and education also culture to the
bewildered mass ].
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Eng. Tran.—Nirnaya is the statement of what has
been already experienced. As therein: too, Bhima
(says )—your Majesty| Ajatasatru] Till now I have
thrown that rascal’s (Duryodhana’s) body on the ground ;
and have besmeared my body with the sandal-paste-like
blood of his. The royalty of the earth extending as far
as the four oeeans has been vested on your venerable self.
His officials (employees), allies, soldiers and all the men
of the Kuru dynasty have been burnt in the fire of war ;
and Duryyodhana, which your Majesty speaks, is but
resting now in name only.
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Eng. Trans—What is uttered by way of accusation
is said to be Paribhashana. As in Sakuntala—~King—
venerable lady ? Of which royal age is she the
wife ?

Female-ascetic—who will afford to atter the name
of him who has forsaken his lawfully married wife 2
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Eng. Trans—Kiriti is the stabilisation of what has
been (already) gained. ( T# here means ferfiwn )1

As in the Veni— L

Krishna—Here are venerable Vyasa-valmiki and

others—waiting with the implements of coronation for
yon.
By this the acquired kingdom is stabilised—and here
is ( an instance of ) Kriti.
= | g el SR W@
gt | e i R S |
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Eng. Tran.—Prasada implies cordial services and the
like—i. e. Prasada stands for the satisfaction—ensured by
the rendering of services and the like. As in the same

work the braiding of Draupadi’s hair by Bhima ( stands
as an example of Prasada).
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Eng. Tran.—8M=x is acquiring of the desired object,
And Samaya is the passing away of misery.

As in' Ratnavali—Vasavadatta. Cheer up! my
sister ! cheer up!
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Eng. Tran.—Upaguhana is the finding of some novel
object. As in my Prabhavati—there at the sight
of Narada, Pradyumna says, looking upwards—what
may it be ? Is it the mountain Kailasa descending (on
earth) from the upper region putting on ( at the time )
a garland of flowers resounding with a row of bees hovering
( through their attraction ) for the fragrance, and whiten-
ing, hither and thither the ( entire ) horizon through

his (own) complexion white as the cool-rayed
moon ?
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Eng. Tran.— Bhashana stands for pacification and
concession etc. As in the Chanda-Kausika-Dharma says—

Then come! take your seat in the region of
Dharma,

Text—F%: | TeaTorg fld qoradtogetay )
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Eng. Tran.—Purva-vakya implies the showing of
( the accomplishment of ) what has been declared. As

in Veni, Bhima—Buddhimatika ! where is Bhanumtai ?
Let her now insult the wife of the Pandavas.
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Eng. Trans,—Kavya-samhara stands for the acquisition
of a boon (granted by some superior pei'son).

As—in every drama—‘‘what more good can I do (again)
unto you ?’ and so forth [ See our edition of Sakuntala
Pratima and Swapna etc. under WRAaHEH, ( =R A=A
T e, etc. ) ]

Text—@: | FoRETieaTfaeg safadindad
gfa: | qur seTAEw—
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Eng. Tran.—Prashati is the prayer for good (for peace
and prosperity ) with regard to Kings, countries and the
like,

As in Prabhavati—

May the Kings now look upon their subjects without
any distinction from their sons ; may the good—who are
adepts in discriminating the right from the wrong and are
appreciators of merits—live long (literally prosper).

) May there be abundance of harvest and minerals ( gold )
on earth and may the people of the three worlds entertain
staunch unflinching devotion for Narayana.

Text—gfer | “g8 9 FEE-H! ITQPIRER TRTETH IR &
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Eng. Trans.~—Here in the Mukhasandhi, Upaksepa,
Parikara, Parinyasa, Yukti, Udveda and Samadhaas,
ovéupy prominent position ; and so in Pratimukhasendhi
Parisarpana, Pragamand, Vajta, Upddyssa aud Pusps;
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in the Garbha sandhi, Abhutaharana, Marga, Trotaka,
Adhivala and Khsepa; in Vimarsa sandhi, Apavada,
Sakti, Vyavasaya, Prarochana and Adana attain promi~
nency ; and the rest should be applied as far as practi-
cable—thus opine some anthorities.
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Eng. :I‘ran.—Thus these sixty four Angas ( of all the
sandhis ) have bee.n. fixed by scholars. They may be
indiscriminately ( or irregularly ) inserted in the ( body of
the ) sandhis—considering of course, their wutility in the
presentation of the Rasa—since itis the Rasa that stands
predominant (that attains predominant position i. e. Rasa
is of primary importance in a drama and everywhere
also in aviYer and consequently deserves first priority). As
in the Venisamhara, in the third sct (which forms Garbha
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sandhi ) there occurs a great ( and fine ) Sampradharana
( Yukti ) which is but an anga of Mukhasandhi. Else-
where, it is to be found out what Rudrata and others say,
namely that this ( i. e. the placing of Angasin their own
sandhis ) isarule (a principle ) that should be strictly
adhered to ; but this is against standard usages.
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Eng. Tran.,—Six are the objects of the Angas (i. e. six
objects are to bLe performed by the sandhi- Angas).
These are—Composition of a desired subject ; winning the
astonishment (of the audience) ; dragging or expanding

of the plot ( of the story); ensuring the attachment

{of the audience) to”'the staging of the drama ; suppression
of what deserves to be suppressed ; and exhibition

of what deserves to be exhibited.
As a deformed man is not fit for any undertaking, so a

drama, devoid of these Sandhi angas, is not fit to be staged.
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Eng. Trans.—Nayaka (the hero) as well as the
Pratinayaka ( the rival of the hero ) should act the Angas
of the sandhi. In their absence, they may be acted by
Pataka or others (such as Nayika the heroine, Prati-
nayika the rival of the heroine or Prakari ) ; and in the
absence of all these they may be acted by some other
person. . -

The Angas of the sandhis are generally to be acted by
main characters ( of the drama ). But the three angas—
beginning with upakhsepa ( i. . upakhsepa, Parikara and
Parinyuasa ) can be accepted as valid if acted by minor
characters ( can b; acted as well by minor characters ),
in as much as the seed ( of the drama ) is but little deve-

loped in these (i. e. since they present a very little
development of the seed ).
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Eng. Tran.—The angas are to be inserted in the body of
the drama solely with a view to present the (exhibition
of the ) sentiment ( Rasa ), but never with the motive of
simply placing them, and simply to observe the dictation
of the works of the authority or shastras,

Thus, the separation with Bhanumati shown in the
Venisamhara has been too improper—on such an
occasion ( of war ).
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Eng. Tran.—What particular feature appears to be

reduntant in the presentation of the sentiment or Bhava

though not conflicting with it—should be either twisted
(so that it may not be deemed redundant in the

exhibition of the sentiment or Bhava ) or never be told
(1. e. suppressed ).
Examples of these two are to be clearly noticed in

high class works.
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Eng. Tran.—Now the Vrittis (Physical feats or postures)
are going to be spoken of herein before—
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Eng. Tran.—Kaisiki Vritti is to be adopted in Erotic
sentiment, Sattwati in the Heroic sentiment, Aravati in

the terrible as well as in the hateful sentiment—but-
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Bharati may be adopted in almost all the sentiments,
These are four Vrittis which are the mothers (so to speak)
of all sorts of performances. These (i.e. Vrittis) are
{ thus ) physical features (i.e. postures and the like ) of
the heroines and othets (other dramatic personages), and
these underlie all ( kinds of ) dramas,

N. B.—Vrittis are no doubt postures ; but they must
be understood in relation to speech. This vrittiis the
physical outlook of the dramatic performance,

Text—3fa: | ax HRw—
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Eng. Trans.—Amongst these ( four Vrittis ), Kaisiki
( is being defined )—
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Eng. Trans.—Kaisiki Vritti is that—which is striking
with excellently fine apparel, which abounds with a good
rumber of females, with dance and music and in which
dealings and attitudes proceed from ( or for ) the enjoy-

ment of pleasures and which presents lively dalli-
ances.

Text— NG | a% = FRigEat ARy T@i-
THY | AAERTTEL |

far— ) erem: Bfied: sk @z swrfy)  aHeEe:
wE T o ) o e @ g
aafia: s |

Eng. Trans.—This ( Kaisiki ) has got four angas :—
Narma, Narma-Sphurja, Narma-Sphota and Narma-
Garbha.
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Eng. Tran.—Amongst these four divicions—
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Eng. Trans.~—Narma is gallant sporting—that ensures
the satisfaction of the beloved one. It is of three types—
Narma performed with a simple smile, or with an erotic or
passionate smile or with a terror-striking smile.
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Eng. Tran.—Amongst these, the example of Narma
accomplished only through smile is, in the Ratnavali.
As Vasavadatta-~( referring to the picture-plate, with
a smile ). Is the other that has beed painted by you

meant for displaying the dexterity of venerable
Vasantaka ?

Text—gft: | PWREEET I WIFqS—qwE  qf
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Eug. Tran.—The example of Narma effected with a
passionate smile—is in Sakuntala, Sakuntala to the
King, what will you do if dissatisfied ? King—This
( with this, he is about to kiss her). Sakuntala turns
back her face.

Text—3fe: | TGN 91 @ERTH— ARG
wal—guwar ! oY @¢ wEr g & fauweww ar

Refhg arger feraeeet
fig -1 gwgatifeam atmw e o@ e
arferm )

Eng. Tran.—The example of Narma effected with
terror-striking smile is in the Ratnavali, in which on the
occasion of finding the picture-plate Susangata ( says
to the king )—I have known ( understood ) everything
together with all about the picture plate. Now let me
go and refer it to the Queen.

Text—gft: | TagrREET T SRad! T e
gy

Eng. Trans.—All these (three) examples of Narma
are with reference to speech (i. e. these are examples of
Narma effected with speech ). In this way examples of
Narma with dress as well as with exertion (actions) are
also to be found.
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Eng. Tran. Narma Sphurja is the first meeting ( of
the hero and the heroine )—which begins in joy but ends
in apprehension. Or better—Narma Sphurja is the
happy beginning followed by apprehension in the first
meeting ( of the hero and the heroine). As for example—
Malavika having approached the hero ( her lover ) in the
tryst, the hero says—

Oh beautiful one! please bid good-bye to your fear
in this first meeting (of ours). I have been long cherish-
ing love for you and now adopt the attitude of a Madhavi
creeper unto me-—-who am now a veritable mango
tree,

Malavika—My Lord ! 1am unable to perform even
what I like through the fear of the Queen—and so forth.

Text—gfty | o TEER—
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Eng. Tran.—Now Narma Spota is being explained.—
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Eng. Tran.—Narma Spota is but a scanty exhibition
of the sentiment through a small quantity of Bhava. As
in the Malati-madhava—

Your gait appears to be slow ( slothful ) ; your eyes
void ; your body rough; your inhalation deep and
frequent ; what is this? what do all these mean?
or what other than these may occur ? The order of
cupid moves in the world ; youth is a disturbing element ;
( or youth is very apt to be disturbed ) ; and those objects
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( as well as mental expression ) beautiful and fascinating
as they are—prove to do away with calm composure
(of themind).

Here the attachment of Madhava for Malati has been
exhibited to a smaller degree—through a small quantity
of Bhava—betrayed by slothful gait and the like.
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Eng. Tran.—Narmagarbha is the attitude or action of
a hero lying in secret. As therein, too, ( where occurs )
the dissuading of Malati from her attempting to Kkill
herself, by Madhava—in the guise of a friend.
[ shepma = iR qa 7 3w et
IPawen—afiy st Aot afr st
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Text—gfey: | o qread ( w2 )—

fa—1 swwEEReh SheeR’  sEw g
e arerdiaf: sqreamad, at s, shar Preeme: o
o g vt gher ‘ol aEERrEnRETRS TR
ARG gfa qfe: |

Eng. Tran.—Now Sattwati Vritti is going to be
illustrated next.

Text—% | QT 9501 FTAATIRATSA: |
went e feraiar arg a1 Qo o
mm dom: afaae | fawr
gt e e afafaar o

frg— 1 @ awd gfe: o S0 ™ SamRe, qu
who fn g4 T, U @R qAUREeSad g
AT ST QUT oW GWAAT 4 agel T aeet
AT W ST SIRE e, frie We—
e aar SR TRl T wafq | qEn gRawn SqEE:
gme: dorn aw . Rgaw o e AR dqn
qfaitfar: | qufy quere—fader arerdt g aRAEm-
o |

Eng. Trans.—Sattwati ( Vritti) is predominantly
abounding with vigour, strength, charity or self-sacrifice,
compassion and simplicity. It incorporates joy ; has a
very slight (touch of ) passion, is without grief and
astonishing ( in character ). It has got four peculiati-
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ties namely —Utthapaka, Samghatya, Samlapa apd
Parivartaka. '

Text— e | 6 Sl TS =49 |

g qur wErEiEf@—

W 9 faemg 9 ayweisfy gam a1
Sqeraeg Wiy Geh g g |

AEEEEE T e i g wgd:
Sftr, forst ORI oY gt U

fia— 1 o7y grerea: Red A ST FTEE —

i Rd: Iadeew SrdauTieT % Senes g 3wy |
o U —IETIE T JENME, 6L e
Mafn—omngurart & qEgdaers afe ofy
davenrIag ReaaeTIey 92 |

WY I EEIERY TR ST | oY
TE E JrEn {93 | AW frEada 9% g9, THed
oigiaw T ST SWAA1 O fy Frald 7wt e
AT TR0 3 AT 5 | AN o N | (IR
IS Tl P g Qeigeguery T ST e —8 T L
W ARRE 1 frew W gEw @ s @
Prgeda: o ¥ o el fh ¥ fremen
WYY AT G G0 A g | @Ry ongm wgwe &
o ot TN W SN Vg SN A, N
TGN W geedi SR e e
arfer—aw grgweRta, A g, Wi ATE, sigAiNge W
vy W W W B qw g faee-
W (eurieem @ SN PR Sw ) fetsamrn

9



[P arferer:

T —fegm wWgtHE fear e awe afen qon
Q@ I W EN Y| P aoReRe
e T IR SwreRed | Rerd aRe e
7S qTeR it qufy sgrEm anERi | o arfen SRWTEG
T W ZE S iy Seqrss

Eng. Tran.—Utthapaka is the exciting ( or inciting )
utterances of the enemy. As in the Mahaviracharita—
you have been found by me—(the very sight of yours
is) for joy as well as for astonishment or for grief. Where-
from can the gloating of my eyes be satisfied by this
(short) beholding for you ( by me?) Neither can 1 be
the subject of (enjoying) pleasure arising out of your
company ; therefore what is the use of saying much in
vain? Exhibit (display) your bow in your hand that
has conquered the noted Jamadagnya (or that has attained
fame by defeating the celebrated Jamadagnya).

Text—®: | qrTIIaTon: TaTEae Sy |

I | AT PR QYT A
TIEN AH| WA @O AW qI—qaT
T, frfteor 3t 1

R #men MR aqr adwen sMmoAM of
T U MR T, SRCRA AT A gUTA ahr-
wyvre, Praeorey, gus_ Wl @ gt I |

Eng. Tran.—Sanghatya is the breaking up of a League
through (the application of) diplomacy, through bribe,
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or through luck “and the like. Through diplomacy—as
in the Mudu'a: Réksasa— where the estragement of allies
from Rakshasa is effected by Chanakya through diplo-
macy ; an example of *‘through bribery” is also to be found
there. “Through good luck™—as in the Ramayana—
(where occurs) the defection of Vibhishana from Ravana.

Text—gNw: | doTa: @rg, RN (70) Frem |

g o A wTr-ad @ 3 e iR
w1 Jafrorrafing ( Aol q@d: ) wem e
qfEETETRaTRe g A I ¢

R — T | OB | @ QARTRIRE R @
W)

fa— wier mmidwfaa @ @ g 9w
ol qfe @1 I qrEtEEd dom: o ey @ W
do:  ammR:  {oimaiieiien e dge
wafyfn @ Wi o3| - ST’ g9t fRaRA—

Eng. Trans.—Samlapa is grave and serious utterance,
replete with various sentiments.

. As in Viracharita—

Rama—Is it the same axe as was presented to you—
who were a pupil for thousand years, by Lord Nila-lohita
out of pleasure for your victory over Kartikeya and his
followers ?

« Parasurama—Rama ! the son of Dasaratha! this is
the very some axe, dear to my venerable preceptor,
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Text— R | FROTRAwAT &t aiwe®: |

g 1 a1 W —iRr— gy, ToN gEETee T
werT e STgEERRY Rl e | errT SRRy
wr vt gy

fm—1 swem woq  wam W@l s
iy, ot ofwe's:, wifed g e smerde wot
dlaes o W sgEeiTeEw REmi SR
wt s zfr wive: )

wRh awr WiegR ) Gy v g agwRe e
TRew  qEET W ST e STe e g am
qfve s |

Eng. Tran.—Parivartaka is the taking up of another
duty to the exclusion of one—which has been already
undertaken or begun. As in the Venisamhara—Bhima-
Sahadeva! Go you please—follow the superiors. 1, on
my part, shall enter the arsenal and arm myself or I have
to bid adien to Panchali.

a1 o oot |

A o omoETe: s R 9 Praify Seer |
aqutle ghn—semaagaefaaty  atfa ATy
fonf gwf = o faw’ af aredfread! g ofin

Eng. Tran.—Now the Arabhati Vritti is going to
be spoken of.,

Tert— g —AgaradsremravamrTRea o |
TP TewartvgTERl o |
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weperweadt offtefirererens o
Ry greg TTe: anrciEm: Sl o

fa—1 awr gew o, Rl ; daen
T W g STy, S o, oo Sfed:
W —ory AN  STEWETEER:  Weolem | qwn W
ol A e RN, CETRfA e e SR
WEn—6TW  gufAw  SGm  QmEsam qfy st
T | ftr, e sfiferan: AaeTERE qafa afme
Q—aET g TeoEed  AfvgumatgIeme | TR, g
| Sl SRASmR AER: Nqr 9T e
gvhe: dfifireray ST |

Eng. Tran.—The Aravati is a firy one—replete
with such feats as Magic, jugglery, battles, anger, aimless
movements ( i. e. moving to and fro under some impulse
or passion) and the like and in which abound Kkilling,
capturing and such others. Vastuthhapana, Sampheta,

Samkhsipti and Avapatana—these are the four varieties
of Aravati.

Text—ee: | nmgmrhdwmmaw&n
gha: | aar SETECR —
S sfevshy e frfremaRigaifa-
wferm: awer: R W PR |
TR Momrrass TR
FUrTGRTeRTeirey o e - g
fir— | o wermeR, fafbd | sargra i e
Refad o o ey, Wrepp) A TR
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sfosfird oy aeqeT, TRy W) ComeRUTIT, A
T ArwiEan” g offew 1 TErY quT SRR o
ST —HeT, S, Tt ot sifge: ( wertfaafye: )
s fifteea: @ oy @@ of awen W awam feom
Pl smemmeomTRRe:  arfafient: SR
oS AR GfnER | SEERERENG ST
o St AN qRET, QT AR RO
oo, afmegferm gafa faseafa 3 aeam o e
sTen T, R SRAE, W TRE gata gt |
o AT FAFTHLIAT TR —AT eI |

Eng. Trans.—Vastutthapana refers to the thing
called into existence by magic or jugglery. Asin udatta-
raghava, “What for, are these radiant and over-whelming
rays of the sun being suddenly suppressed by this sky-
covering dense set of darkness ? These jackals with their
stomachs filled up with the blood from the necks of the
dreadful trunks, are throwing out sparkles of fire from
their mouth-caves, yelling ( at the same time) very
fiercely. And so ferth.

- Tevi—@%: | GFHRg GATIIG: H TEAARAY: |

o | g ATEATH ATEETE RO ZEY: (G ) |

fg—1 moiew g S e AW
WIS WK T @R Iea | e ‘e gt aw
“dea” i qarereed, it |

Eng. Tran.—Sampheta is the mutual striking of two
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excited persons in quick succession. As in the Malati
Madhava—that between Madhava and Aghoraghanta.

Text—1: | dffie egeae RretRaRary av 1

difiafh: @foe « Sgesmome: |

gl qm swatd  fefesgfasm fcfid qur
gfefrran gif 1w @1 qgowe shewfesn aawET-
TR, gt aTgeRnTTa - gf |

fra—1 fact: R, goRaT sraswRw afr a1 weg-
@ dfafe m anfy SRy —dfacregea ety
TR | AR SRS g quTee:
wafafy  dffaaamamenie | faerire, TS
WY 7 IR, Aoy Pty aw (1 ot
sfrverae® ) sEfpids AgRawERe Iwd sy
aroAagfahrRtog | fefeweel wTone: o omd fae-
v, ey a6y frtoe gere) aun AR —

fafar g2 FrgD, aremae®, Rt @ s
g e araf @Ry fafafaddsh

oq waraw dfyf sEs - Ay wefe geTee fad
O A AR, A e W s
g ol o, iy Wi W few oeele @
e EIfEadd q@  faeeaee afy d@fafe @ 9w g
TNy SewaRegt R qa
AT —afeige  oftmn oAy ahe
oy @i fefwraiget aferR obiwe dfog: -3
aw dfgfe . giawe dffe o sl wgoae
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ecafgm  SveeM  ErcTaTe et © gy
TRy gETie @ e e

Eng. Tran —Samksipti 1s the manufacturing of some-
thing or creation of something through art or any other
way. Samksipti also occurs in the acceptance of a dramatic
person in place of one disappearing (for ever). Asin the
udayana-charita—the manufacturing of a wooden elephant.
An example of the second type is in the case of Sugriva
after the exit of vali, or as in the adoption of peaceful
disposition by Parasurama after the parting away with his
haughtiness—{ saying ) “‘the Brahmuinical caste is holy,”

Text— @6 | SAUATGRToR RS RETERY |
ST RTI, |

gf | Fo—gRREINE SE —ufrw @ e g W
seaf Pwrorrsd = |

fira— 1 s oqr Hifn fremf oot o s
i o @ U W SO 4@ GRS OF ST
siey | WY AT FIRTAETHE-§T6 —

W IGEW  JETE TR, A PemIEe e | T
gtz feciimam SR of frdegveey ) foa
ww: ey e ( Reamw, Wiy
W) o gieee (7 weReien ) ol em-
TR IO |

Eng. Tran.-~Avapatana 1s said t0 origmate from
rushing, trepidation, exit, joy and flying away, That is,
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Avapatans is the convulsion—due b0 the afesesaid
tmatters or things,

As 1n the Kritya-Ravana, in the sixth act—"enters &
man with sword in hand”—from this up to his exit.

Text—whw: | EFRY WA |

frm- 1 cofe: g @y awrow wl g T
gfer | o oTyEENGT-SRNY ¥ STEIET| A9 o
¥ sw syt A At aemfa anfy g awedrsfe-
B QT qTESMTT gEEdT, effafooar  demawerge
W W W @ ach w o e ca
WY aRy Al weniy” oy sfrew

Eng. Tran.—Bharat1 Vritt: has already been dealt
with ( see P, 81, ante.)

Text—sam #remq:— ( Stage-directions etc,, in
utterances 1n dramas are being stated).
Text—@i%: | 1Y &g 3] aiag & 7
AT ST, TR STREN, |
WY T WS 6T U
e eIy |
FTARE q, A, AT AT, |
% srefrefr Ry qwiry ey st g
RN, o AR
g ¢ efagdt qeng DefftEeraar &
worly forRrrnle  Prawed W W oW W@
TR ONINTRGN | RTEARNE ST |
b @w)
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fa— vfaea sy “fagarssd fome srisnfa-
W N o o e ewR—qa Weeg o=@
T S TS T ARG A9 J @@ Ao aeg
oW W 99, 9« wafygy @ efa & s§ gew wen
#@ ATgA T T R ek e wea |
OUd ‘NI oW EwmdaAeETRay ¥ afey ‘e
SAASEIRIAETRa” § ofreq: 1 erq R Frgmmsrregs
sarfew  oxfa Bram—seniean s sfmena
TUEEE, TGH | PIOaRn S, AT S, Sl
qq T AR g, Wi el P -
ATt wat 1 qn fag: fHER ana aeeeTiargeRR
gha ofier:) o @ ewv@  STEn—TaEET R
qaET  weRueTan,  gAec sfa PywamR  Paaegern
w0 gy Bruawmsc) W —sdta W g gmlam
o€ AT Y ST ¥ AT W, afg e Pramegon
WA AR WO S, M, NI ST ek
T ARG T qA G AR q—: WP, o 16
QY TEE, S, MO G I O SqaE
Taq, Ifed o galy fomfaamtaey gafam serfemm
oW FAm AR AR SR SHTRIGT T aTE T
(rrw & R/ Paeesw sqafa ) o a afvefiq s
& M TR aEw fed aq eaas @) feeRe
shgs  sffediememes aiahEd el
dewe eowa dewm & T —stem shordn
dorft q Wl ausErsaTcieaTee: 1 gRi
ot srrprerd — favivfa—fefafy |
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BEng. Tran—What is supposed not to be heard (by
co-actors) is said to be ‘within ones’self’ (& &1 TR 5
and what is to be heard by all is known as aloud (swrm) "’

Apavarita ( aside ) is what is secretly said of someone
(to some actor ) turning back (against other actors).
Janantika is-mutual discourse (in secret) unheard by others
that is effected by turning the palm into Tripataka form~—
amidst the run (of the act). What is uttered in actings—
beginning with “what do you say”, after pretending to
have heard what has not been said is known as Akasa-
bhasita. [ N. B.—All these are however to be heard by
the audience 1.

Janantika is holding conversation with another, turn-
ing the palm into Tripataka (sign) by raising it up with only
ring-finger bent down, behind some actor, for some
thing is to be kept back. Apavarita is the confiding of a
secret by turning back against another, The remaining

portion of the text with regard to efrry iy is clear.

( See Sak III etc).
Text- e | xat fagm  dvme WG AW AL
wmﬁwﬁm%;ﬁagﬁmmgmu
qEATIRY 0T T A TR A

wfer 1+ Fmn qun - semdiy ) afwr fegerie S
sogafe 1 IR gfwfe ) [ N B—y@agenta gives
T, s2e Sak VIIL 24 qer ]

Eng. Tran—The names of courtesans should be
seen as ending in Datta, Siddha or Sena ; the names of
merchants should end mostly in Datta ; and the names
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of setvants—both males and female would be after those
things that are fit to be described in connection with the
spring and the like ( i. e. spring and other genial
seasons),

Courtesan—as Vasantasena and others ; merchant—as
Vishnudatta ; Man-servant as Kalahamsa and others ;
female-servant—as Mandarika and others.

Text—@WW: | T SPA ATZHW TTHATTT |

aft: 1 qar T )

P witem: o wdefvnr gfw g afie) o
s gfty sfirand: | qeSfoeRr T SRR WRRTE
swrs gesfaerfomes W dut FRia o e
ot e o fwE SrRYaTe e | -
&eqrfa sy aveerfer avegrer |

Eng. Tran.—The name of a Nataka should be given

after the main topic of the same,
As Ramabhyudaya etc.

Text— WM | ATASHTISIEIAT, SHTSHRONTTY

aft: 1 qun: Ay )

fim—1 sy swosrfay sy AiremEeTenE
TieET TRt ARSI STETET S
IR AL dO WA Q@ e
A SR UF qEwear —areReR: fee o
Paey vy omwfesfi afSramdsen @ o)

Eng. Tran.—In Prakarana and others (i.e. other
Rupakas), the title should be after the hero or the heroine

or the both. N. B.—For s12% % see P. 44 ante.
As in the Prakarana of Malats Madbava etc,
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Text—ow: | afeweszerfiat arfwerefgiaos )

e e, WY Tt |

fm— 1 Frfeeragesiat T, arfqertaly
fadeet efar Fordm: @1 AT — agwToRTE — ST, A
afgw—am oF wwdift gen:)  q@ afeer=tmee),
waze=w el TR

Eng. Tran.—Natika, Sattaka and the like are entitled
by the name of the heroine,

As Ratnavali, Karpura-manjari and others.

Text—g%: | AN Tg%: AAFR: WA TS |

e @ gee—ad—wmm w@d e
wan (g ) )

faa— @Y T oggw: e ST |riy: qreg-
iy arfyeg: R A SR

I — ARG O R T — et Cici: S
anqyra: gl fefteas

Eng. Tran.—Generally the root “Sadh” with the suffix
“Ni”’ (Nich), added to it, is used to express the meaning
of the root “Gam’’ to go. «

As in the Sakuntala where the two ascetics say
“Sadhayavaas’’—to mean “Gachhavas.”

( N. B.—Mode of addresses to king’é and others in
dramas etc. are being stated ahead)—

Text—zere: | Jar Ry Wfa acdwafa e
TORPR TRy T e |
yreerepifomben:  drsremmde 7
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e 3fm wEetfa fgws
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any g que = speER g
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e BRI T |
AT srEfRnlt T AT e, Qi 1
qftr amm@wmqa ferm: 1
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[ oweft=g31 ]
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Eng. Tran.—Employees (%) should address the King as
Swamin or Deva, and menials should do so as Bhatta,
Other Royal sages and the clown will address him (the
King) as Vayasya. Sages are to call him as “Rajan” or by
any appellation-expressive of his relation with his father
(3199%AA) | A Brahman will be addressed by other Brah-
mans by his personal name or (by any other appellation)
at pleasure , others should call him (a Brahman) as
Aryya A King should address the clown as “Vayasya”
or by his personal name The Nati (actress or the consort
of the Sutradhara) ard the Sutradhara (the stage-
manager) will mutually address as Aryya and Aryya res-
pectively, The Pariparsika (assistant) will call Sutra-
dhara as Bhava and the Sutradhara 1s to address him
{ Pariparsika ) as Marisha., A memal should address his
equal as “Hande”; a high classman (a man of
culture ) will address his equal as Vayasya and a medio-
cre fellow as “Hanho.” An elder brother should be
addressed as Aryya. Deities, Sages agd those wearing the
emblem of asceticism—(such as Sanyasins and Brahma-
charin) will be called as Bhagavan. The clown 1s to
address the Queen as well as her hand-maid as “Bhavaty.”
The charioteer will address the rider of the car as Ayus-
man and an old fellow is to be addressed as “Tata” by
others. A son is to be called as Vatsa, Putraka, Tata, or by
his name or family name i. ¢, as the name derived from
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his gotra. A disciple or a younger brother will be addressed
also in the same way. A minister as Aryya by menials and
Amatya or Sachiva by Brahmans. The wise call an ascetic
or a pious fellow as “Sadho.” A worshipful man should be
referred to by disciples and others--in any way save and
except by uttering his personal name. A preceptor as
Upadhyaya and a King as Bhupati, A crown-prince as
“Swamin”, a prince as Bhattridaraka and a princelike as
Bhadra; Saumya or Bhadramukha by menials. A
Princess should be addressed as Bharttridarika by
all persons; whether high, low or middle—all should
address ““wives” just in the same manner as their hus-
bands are addressed. An equal should be addressed as
Hala—(by females) and a maid servant as Hanje. A
courtezan as Ajjuka and a “‘go—between” (i. e. a band )
as Amba by her adherent and a worshipful old lady
should also be addressed as Amba by the people (ora
courtezan as Hanje, a band as Ajyuka and a worshipful
lady as “Amba” bty her adherents and an old lady also
as ‘“Amba” by the people). Pasandas should be called by
the appellation that fits in well with their profession and
manners. Sakas that are engaged are to be addressed
by names, as Bhadradattaa etc.

An engaged man may be addressed by his profession
or the art he persues or his learning i. ¢. by that branch
of study in which he is an adept or which he follows, or
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by his easte ; and others should be addressed by their
proper appellations, [ For & etc., compare “grefw-
gy, wheiaRige fy, s swoaf, Tomer afeldfa
arey” g ]

Text—gfe: | o AT
- o & @ Tl ®r A aq, gf o
fraqersfa | d semafa

Eng. Trans.—Now comes the apportioning of dialects
(which one should speak 1n dramas etc. ).

sig warfyaer: ( allotment of language n dramas
etc. )
Text—F%: | JEEMHATaT! degd T FTwHaT |
@ s aresfieme i)
SATETRT TG AETY 19 svorar
S1S{TRRT AT TR |
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TRt W AEd S, |
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Iy qqnit AreTeT gFaTiey |
[ gwe=amew: ]
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AT SEI 0 oq SR Avnr | oWl TaIE qEgIny
fgem, @t @m  oTfem SWwaht sgavnd
A Pqgeeriat (enfyR@ g
oy ofm, fowmoarie:) g S qEdeRn et
s s gl At eor-canm feg-
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sifit  JzEmi Sfda” g aeetaen qefat
g sEfr smfean el e
g st g Sl iy fordy s deaam e
Fgl pAAW, qEAERERIAT  AEom AReTREaE o
TR, eFaNmi g qRoikelar STedY ST
fam, fegroantaey  ofneed doft mehi e
TIOEET  SWET  qT et g aeRt
Angt gEAE) o gEAdME ey el sarweqr gfa
fegraamt: | o oftgead g A9 ATA'Tw sqEEHoRn, qU
TRRAPIRT T WeTeqERy 3 —af |
gt AR SECAFAREINAR, g | AEte
g wwa, swafsaffe fean afefRy afedie-
TH Y AN @ afd s emfiRy amfi
gty aran wfey Moondidy ar'y omftd Wi qon gEaTiey
gTeATETeNafg iy Smere W sdret) O
SSTNIETY Al ol Ay ) & wroferd Far sfewm
smafa ¥ STl 3 g o Ry hifiwt sl
A i | Aot gy g o Al 3 s STy
o WRSTY il iy 9 aEd @9 aram o
¥aq) U T SFRERE RWAT  wwwronfay @
arfi gl a1 W st gEdweEE T s
anfiem ¢f R W) ao faeEwt @@ wr wen
ot W) o e wewe—frargeE dur
Tt ghn mmwmamﬁwm“
m.mﬁmmmmmm
i wiheaffy  ofroaferiatedieor o Gard-
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WY, AR weR et sTgoga
wwn, o SR sefem | o 9 sEiaEw Afwt
T @y afcarfor: fragd swwraTaR wify dkaker o
ghrgr sEfew @) sewt e wewwt aan
framgliyaform, dfan far 3 sghrario S
T, SweWE, afemwny oy @1 @Re @ @)
Fafa g want degmifa i)

g foqamm aft wwmm  Sfoesft  aEeeaE-
Ry W ow R e ‘evdadondEt st -
sgfemm 1

sfieiisfy— geigt  wRomEE. &PAt  ATer-su i |
TREE@ R aAwRgeT | SR T
fofgmarad | sxrfaggaree eronfy wwa gfin Terd
weafa ofmm  fesme—pediaiEn tyda s
yTEn gafewd ARE™ Iga@ a1 Sdfew 9 ©F
firgnt  aferewmt  swewdmt  guemaiot  anfiet
e arfede  dsfrrrdat 3 &t awew @nE-
W e SoaTg  Swdiag  gafrg @ fefidg
pewregwffafamafoity  ded, * sdvwegg
afrga SmmrEl o i SATwERTY APy sTeRTRE:
e ahem) qurfy smeTwR “fefiiat aade: afesr—
T Al few — <o g —afemdifa-
PfEm)  Afvemew PRt S
ety s SgEl fem faerg WE o ¥R
9 @ wien aw ol quiy qaed ager
PR Y q@ W1 | SRS e, SR
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drat depamfiom SewaETT,  efea arfywdet -
gy amEfEn sog: sEewdrs 1 Qiat v
YT qOW AT REATH, T ATHEW, T SRR S
T A ded et SR w9 T Ty st
e wEifign) ded defegen sk @
( culture, gallantry gfy strgesarar )1 3 fiea: — vfqaat
g, aeEt aar STy I SRR |
Pt yaiamg i

M IfqegrAT T WIMMEER, S Sy
TRloniy qewdy dryef Zeeif | ARWY @ SO
afy gfawm: ) ag s wewEn f6 ey oo Tefi—
wwregeta gf ) sem wwrEn 6 sgofaly @@ s
fogaae auREl Rigks@ e a” amoE gy s
W 2T | o ArewafEm HfEw: fefe, or wfaqam—
qur—“a warfger s e Sfa Y ¢ wgg T e
€ g amEiain | aE derisan  frfage |
gy ) WWifewr @em W WEdt Wy WS | sreiiaeg
TN #0 HATEA, I TFAEET I g G-
I S S| SRR |

Eng. Tran.—Now comes the allotment of language of
(dramatic) male figures : —those who do not belong to the
lower rank and are cultured, Sanskrit should be their
language of speech. In the speech of females of these
types, the sauraseni ( Prakrit) should be employed. In
the songs (verses) of these ladies the Maharastri should be
used. Magadhi should be the language of those who
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move in the Royal apparments ; and Ardha-magadhi
is the language of menials, the Princes (Princelings) and
rich merchants ( bankers ). Clowns and others are to
use the Eastern dialect and gamblers the dialect of Avanti ;
the citizens and soldiers and those who play at dice will
speak the southern dialect. Savari should be employed in
the speech of the Savaras, Sakas and the like. The Nor-
therners will speak Vahlika (Bactrian) dialect and Dravidi
( Dravidian ) is to be used in the speech of the Dravidas
(Dravidians). Abhiri is to be employed in the speech

of Aviras ( milkmen ) and chandala of the Pukkasa and
others.
Abhiri should be the dialect of the wood-dealer and

Savari of the vegetable-seller and either of the two of the
coal-burners. Paisachi forms the dialect of the Paisachas,
Sauraseni may be used even by hand-maids who do not
belong to the lower rank. The same ( i. e. Sauraseni)
should also be employed by children, eunuchs, and
astrologers of the lower rank;as well as by the insane
and the distressed ; and sometimes these ‘may also speak
Sanskrit ; Prakrit should be employed in the speech of
those—who are puffed up with (the pride of their)
wealth, who are reduced to poverty, of the mendicants as
well as of those who wear bark-clothing. Sanskrit
should be employed in the speech of female asceties of the
high order—and in the opinion of some—also in the
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speech of the Queen, the minister’s daughter and the
courtezans. The speech of a person of the lower order
will be determined by the country to which he belongs,
The change of dialect in the case of high class persons—
is to be effected if demanded by necessity. In the speech
of ladies, lady-friends, boys, harlots gamblers and celestial
nymphs, sanskrit should be employed at intervals, for
the sake of ( exhibiting ) their cultures ( or cultural
taste).

Examples of these (of the above) should be known from
original works (3m#¥) (1. e. dramas like Mrichchhakatika
etc.) The respective characteristics however of dialects
are to be found in the Bhasarnava by my revered father,

Tevt—®: | EZERmyn=s qeawE e | -
T, TSI AT NIEEt SRR W qamens
T |

g gaent sRegEifa e e ARE gt

faa— 1 a1y A wztha degmfy sy, aar gafamm
Y, AASFWE, T RE dregwm a1 -
wife @ vartveafen sy wgew fafieg oy
A, JATSTH, FATRHAS TG 17T |

Er» Tran.—Thirty six Lakshanas (adornments ), thirty
three Nityslinkaras, thirteen Vithyangas i. e. thirteen
varieties ci Vithi,as well as ten varieties of Lasyasa should
also be applied (used) as far as practicable (of course )
with perfect harmony with the (expression of the) sentiment
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(Rasa)—i. e, bring any one or all of them into the line with
the proper exhibition of some particular sentiment or Rasa
[N. B.—~These procedures or varieties of &1 or {§w etc
are to be adopted for successful progress and conclusion
in dramas etc., so these will be explained hereinnow)—

Text—3fa: 1 o @womfa  ( embellishments 1n dRE®
ete)

fag \ vAwW WY s wwenfa emdt faguifa
gEw: | sEeEnfawoeg ware “fayenfa’ gfa
AEE | AW SRR e wd qaT A T
CETAEE A gfeY M R SRaeEaa
w=firmar wem sty w1 awgEE gar e
rafaerfy oA T AT oMM ATEREE SR, ATER
TTer Gt gl o ol ITEEWT A e fafa wo
TR TR SRPTRRSIEW JYgaR  wegd
&fq &)

Eng. Trans—Amongst these, the Lakhsana ( embelli-
shment in s13% ) are being taken first for.conslderation.

Teat—70: | qEIRFdaal  MARRW a9T §3-
ST TR | feetrimer 9 S ffEw
w91 fomfE 3 nfmATeEE e Reiwofeed
3 fafed afqadt | gfewggeEt  AraEie g At
gegr  ofufg: e @RN QAR REARTS-
genfafe: o

fira— 1 ghy e Pyaadiegeriy sty “yqyory” g@fr awr
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sfasifa sgorfa sfrarfa 1 sieteg aft aar d@d @ osfa ofy’
¥R &9 9afa |

Eng. Trans.—Bhushana, Aksbara-samghata, Sova,
Udaharana, Hetu, Samshaya, Dristanta, Tulyatarka.
Padochchaya, Nidarsana, Abhipraya, Prapti, Vichara,
Dista, Upadista, Gunatipata, Atisaya, Visesana, Nirukti,
Siddhi, Bhramsa, Viparyaya, Daksinya, Anunaya, Mala,
Arthapatti, Garhana, Prichha, Prasiddhi, Sarupya,
Samkshepa, Gunakirtana, Lesha, Manoratha, Anukta
Siddhi, Priya-vachas—these are the thirty six Lakshanas.

Text—3fq: 1 a5 —

A% | et : ety S

gfa 1 g sfaegefasgifa g a9 gafuag)

srRreaRTT faamfa g

faq | o AW SnAE A AqEATE e @EEfe o
ol SRT | SYonfR IHRY AYT I WIE: | SRR S9Al-
‘erfafe weg: @e qm  shwErEEnAifen: ol
A @l A SRAMY T 9F AIERET JEERed,
g 3 wad | qufe -gaEEREgs W o daq |
e qur, anfuafa T@ifEy s AweTem ®@ g,
aefyifn a7 gafg: agaaam anfaafa afawafa | o
FRIAAEAET  GRT S gREai —S ey
sRu figenu few qawmw gaft w0 U gRw Om-
A RIS GAN T A GHANTR, IR, O,
sHew, P g, AT afg—erfig A feafr e
IRTR® A qUEgn T gwfwamt  audfang  weeiee
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SFIRAT AT~ a1 A AT qr A ¥ AR
qAW, JETVITH, WMIRHET: SFIETEAT fagIhy dgr, dremmae
It TR 9 gEewl FHewH A9 gennneths: fasfa
A TNIW HOY GAATRT: AT, aqn sutafafd
SOFET TN HGAT 3 SR sk
TR TE S TG W ATGIQ AT A 9@ g P,
PENW W GERERSARE | GTIqE— S -
s aght gueRAN, qWiRa AR @R
Lot '

Eng. Trans,—Amongst these 36 Lakshanas in dramas
etc,—

The definitions ( are in order being spoken of ) :—
Bhushana is the intermixture ( 1. e. co-existence ) of Guna
( the excellences of mng‘ etc. ) and Alamkara ( the figure
of speeches ) in a passage.

Example--Oh credulous one ' the lotuses are throw-
ing the beauty of your face 1n the back ground. Endowed
with ovary and stalk as they are—what is difficult for

L)

them. .

Text —»\H: | qUIATERESTATASTER i |

afa: ) qur g M —ataa, g= a1 arfaErad Te-
gamg: | fragr-dee ssnasy Sy it

fra— 1 faox: fafam | qredl: P @eaaPfad: o o :
qr quT fT gr egEEE ggrEAd ) Sw fg e
TRapETE e femeRs 1 R qa—sihaE
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WEFS | grSd sedine: Ioae At Ry’ gfy desam) o
ERA e SRR )

Eng Tran.—Akhara-samghata is the description ( of
something ) or the reference of something with a scanty
number of words—conveying a very gallant or excellent
idea. As in the Sakuntala, King—Does any severe
physical indisposition trouble your friend ? (Is it not ?)
Priyamvada—Now with the medicine ( remedy ) found,
it will abate.

Text—@m: | fagenr  &d  TAEfG@Iss  seRe |
Frogwanfsemat ar sitrafndiad |

g1 qur -a@gTEeE: gE: eifefisfy anfEm:

FR gRAsmdT FosEg: aar Iy

- 77 gt maed T a1 fan: e s
o A sfas: wefafer swen ST SEEE, I aEe
R w owdf a@F shwm Fevewafaengt—fe
Rugard T @AW farg AW SUEITEEEA RN I
Fasrean wevaTameTe ar o of afinfgR ) @I qEr—
e TARRiaiE: gw omdw e ffon
T At FEifa avafy sty arfrg sy, @ @ @ifz-
deqs w19 afa feafa sfy frfeg: Sifesrsema: g g
ug N e g fafedlgars @ e sfst ggha
WD INFOWI: o Preier aridm  efeweREr
gofae:  qgryfioqfoomedes: & gl @ w6
QAT qard, araat asewiry: afrgrolg ) o AR ST
ag: afg IR agieyrieg o) T@ R



g2 9fsa: ey
qE: SRR SR 3gT 1 o seng waadt
FSfETEM - AR AN —AT SIETE Y
FANE=g 3fa aewafEegm

Eng. Tran.—Sova stands for the fina idea or the inner
meaning that originates out of slesa ( double meaning or
etendre or entendre) but presents itself simultaneously
with the simple meaning. For example..

As a cruel master should be profitubly shunned even
if he comes of a noble famuly, be pure (in conduct )
bestows profusely in charity, and be accomplished—just
like a crooked bow—that 15 made of fine bamboo, is sharp
and endowed with tips and string

Text—e®: | 9 FAEIRT AN |
ISR 7 | .

g1 QU1 —SaTAT ST HFF §TIEYT A

it EATiasto & faan T = o

fag— 79 sfem ey 0@ 91 FAEIRA SR —
sfurede AR sifauRar, e, Al s
efm o P sfoaeeg ef a3 avan fao, @
P SR, ST A SN A FYAR | AT G — AR,
P 1 AR, ST ARIge, s
Rrgafe srgaran g sgwen gfa FEA @@ Ay
NPT T, AR 1 iy —sma gmw R & R
femrn—afaar faar faam &1 ot gea-fasg s
ffrsna aEdd o SRl SR sfwany: SRR I
AT QT TGGRANT Fl 4w SfT AT STTEOR |
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Eng. Trans.—Udaharana is that in which the object
mtended for divulging is presented by an illustration
conveying a similar idea.

As—You have done well by having followed your
highly accomplished ( super-human ) beloved one. What
is the lustre of the day without the sun and what is the
beauty of the night without the moon ?

Text W% | AR GRTGTHITEFS 2T |

gfa 1w Yoy i sfr - . quowfod
AEAZ | gEW AEFRY FAGEE SR AU F@T AAfq-
Hfeafa

fia- | g gmEe gesA, TR, sgitfa Jreen e
FaE gAEE g0 owefad gpEa fwam edw
THOE, TET 2ANRT A | %4 ¢ JARgRaME o el
arge aEg: AV _F: I 99 gE sEiefrEe W fg
fiedm—g Fghfr faRS qa gramwere sfa e
gt widgR 1| aft A afw - aen witiay wgwta |
AW, FYOTINY T T, T T R g
deaq1 91 gEmay: fea afraf< -gg sgeemn
o gon witaPa aXa @ ShralesgEEr A
Tgn vfrgfa It oo gt —wrin s sifwra:
I qA A dRdw wefie: | smAghfd wom e
aprfas |

Eng. Tran.~He.u is a statement which expresses one’s

intention in brief through a reference to the cause of
one’s intention—
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As in the Venisamhara—The hand-maid says to
Bhima—This I have -aid—Bhanumati how can the hairs

of our Queen be braided—so long as your locks remain
non-loosened ?

Text—W: | RIS TG IS |

T —gaTfafasa—

& |t e o {6 quwee |
fomra fawaed doar feg et 0

faa— sty Awy ewfG-EwaeA g sed
T RGeS I aROE SEREEY qEeeEd: Teed-
foe W, AN g €W e wftaTd g7 S
dwg: g frr@ g offew ) sy qar qofafed g
o ot enifeem wasa grw et ot 6 g
wif, qudeam ¢ fear o v fmgw e Ear sifysseit
Y, fag s aeadl feagat gfa frammaaws: e )

Eng. Trans.—Samsaya is indecision or 1gnorance that .
lies in the statement of one that is unaware of the real
fact.

As in the Yayati-vijaya :—Is she’ the Royal fortune
of the Lord of the heaven? or is she a Yaksa-girl ?
Or is she the presiding deity of this land or is she
Parvati ¢

Text—3@T%: | ST 6 TAGATHATY Ferarany |

e qqr g - arg 1 feade g aEn, @
gAtTwer g o’ @ik



Re¢e WWW: .

fim— 1 ogaEg u, feeg @ @ e gR
o 3431 qaify geEar  afyra gwE o A
AT 9, T @G Ja afe: q 03 arg, gA ghi &g |
W fg @ THadt sdw afman ar@EEEE 39,
g+ yafRamad a1 o= gft wa ) v fi ofedm
| W4 gAr T arafesd R arafEer . qd@r
Joitigry ~gfufter” sf ofte: sie—sivd | qom wigwe: oo
SuEEsERa,  3fvan FraRa—aT @ WAt o
gituases @R gataam oA o wTgEdT o
afeqa, WiawATRY TR gRgmIRMIfaETE angd gy
qAI: G TIA-FSTA-BT AT TR, T |

Eng. Tran.—Dristanta is the advancing of cause for
the establishment of some fact in some particular object.
As in the Venisamhara—Bhim—venerable sir, it is
quite proper for her in as much as she is the consort of

Duryyodhana—and so forth.

Text—@%: | 4w 939 4 A%: THRATTRIAT |

gfa 9sf Treg wefa wafy @ @ swkerdn
ST THEGEAT S A A e ¥q, wieEa
AR AEHEIol @ geqas g amr ol
Foqa |

TR 97 FofrEeR—

w7 f§ gwighn @ eW 998 @ @ O
uodEn- At @ mr-ar gEe goderd: s
gafad at it egafy faeefiefa o ofa 7
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sfieTeg “Hiua_ g A ATeazTea MIETFROEI,
IEEA q@  aewd g P @ qur- e
T RS PR AR AT TR e S |
Eng. Trans.—Tulyatarka is the discussion (or fore-
casting) through some affair or incident—which appears
to touch the subject matter under discussion.
As therein, too— )
Very often good or evil dreams are dreamt sufficiently.
But the number hundred appears to touch me with my
brothers.

Text—=w: | gAGISAIGAT : qEET @ ==Y |
e a9 wEaS -
A TR SRS HIRaTE,
FAafa ST Qraaas g geaw !
o7 TRURIAT: AEHTYT g |
Rra— 1 Rt ae sqagamt ol dISHTgET: dsERT-
g g gfadw: g ofi=g: | quify faew sAfegeed
FWeNgET afadw. W wRAR afigwad sdragmEt
gitam: g caRelt @ o SRR R g
qFaeH |
Arerg arfgeRinaay “sfan g o’ o o
FrfaeeeRy, o ST EF—
“qgaTg WAl GxEt aght 03| 9ww: w9 @
fari: o
Eng. Tran.—Podochchaya is the selection of words
(in a piece or composition), quite in keeping (in perfect
%
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harmony) with the idea it conveys. As in the Sakun-
tala—The lower lip has got the ruddiness of fresh leaves ;
the arms imitate tender branches ; and budding youth
fascinating as the flower has been arrayed around the
person. .

Here the tenderness of the words as well as of the
meaning is in perfect harmony ( with each other. )

Text—1s: | goyatal qRrgral fegd aReia a9 wag-
g afeETae |

g qar—ymwitfa  dwe weEd e feg
arfef aw gear awo gerTER

fa g3 sfagt SeerTmE eatat frogmomy gfEe |
ol FRR R e e 3w
grEtd fard gfa a1 fremafafa o) eeeAY -
ofer, 1% | q@ el awEia: awh g g
ey figTes o gaal: oxfar gfa s99d a@df a0 T
R firg VAN e R oW A af el aor o g
fafam: 1 o s o1 ghegenfrar qen e feA-
gq T gEee sfeew sd@ ded e
g1

o sfreng wd el FEM—

¢ 7ervaiat sfegml iR af@iEd R afede-
goR )

Eng. Tran.—Nidarsana is that in which well-known

matters are cited for the refutation of an adverse
argument, As—
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Abiding by the regulations prescribed for Khsattriyas,
Kings are quite capable of putting an end to their ene-
mies. But Rama aimed an arrow at Balin who was not
in actual conflict with him (was wrga) 1

Text — 8% | ATMINEG AEATEGTI@ T |

JN MFS —F%  Fooegw@g agETEd + @y 7
i g7 @ frmeemrn  wmieal g =fe
TR |

fm— 1 AeEnd, AREERTE 9@ AT, SRR
qgTIEm  wgd:  sEwEADg: sdt R q@ s aaf
seaEd Afag 3 @A Aufe  dfen—afanye
yedter: avda sham | wg WAl aafy oftedt
T --Afaad N AgEwal gmEei e e —afaae-
TFAGTEH

A AFASRET  ATFAGNRE EH A SAISTTIRAT
qAGABE &7 —IATRN  SEREAEaET . o %
argaing AR gieaRsTETa 9% Ied-
e Agae fege Faam o afamgn

Eng. Tran.—Abhipraya 1s the fancying of an imag-
nary strange thing (or affair) due to or by way of
resemblance ( similarity ).

As in the Sakuntala—undoubtedly that sage attempts
at cutting the branch of a sami tree with the edge of the
leaf of a bluelotus, the sage who wants to subject this
naturally beautiful figure to the hardship of penance.
[ * N. B.—Here the usual reading is qq:a ] |
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Text—gw: | =il Fafaga fefg aenge |

g o W RTEER— IR @g @R
FultIoma fafgan afesafa Saemy & sadt

fa— 1 IPRdw st aw g, o fefer s
afigy o wiimfe @&t @@ qu Saea WS-
F gE WA —RT g A GEdIw S oEd
A Brawt aur SarTe! T s A o “aeast @i
HI “amOI0 AHaE swEdt fafer WA T sIgEwTE,
mif | aarfy Iw sfiwdw “omramfeeEe SR AR
sfreitfy e mifiee wfay [sm “aff” wafc ey
@ ]

Eng. Tran.—Prapti (or Jnapti) is that in which
something is inferred from a part ( of the sentence ), as in
my Prabhavati—‘‘certainly this bee that moves every-

where knows my beloved Prabhavati”—( that is, must
be aware of the whereabouts of my beloved Prabhavati ).

Text—aN%: | PARY JREF IR TRATIaTEY |

RE FM W RS — e — R Rri-
mﬁ%' qqi—

“gafer afirfed fatrammnta dera fefee )
TR -GHSegT a9 |7
fira-- | GRAGTITRAR ST oK T 9 | TEg: T qTee
€ R R SoEeR | TR qUT—Seaen 9 S
e ww Ife g fafeen @ el erfifere-
freg WY crefifme saw sewmw it weleR@
o Ay, gRe—SEAT | EEgRE B wE . sfteng
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w mw cafe efn e @ R e — R
AL qErET AT 1

Eng. Tran.—Vichara is the presenting or proving of
what is un-seen, by means of a statement based on reasons
(i. e. with the advancing of grounds for the thing that is
to be proved ). As in my Chandrakala, King says un-
doubtedly this damsel has got the irfluence of cupid
suppressed within herself. Since she laughs without any
contentment, looks at nothing, though herself looked by
us, and gives irrelevant answer or speaks incoherently
when her friend speaks anything.

Text—s1: | TEIEETIOT vy FEggead |

i | qaT Sorm - g —

“Fgrhm  wdferAmgsy @ee; ol v
PG I dag |

fa— o am wom @@n ey fefrfy o
A | RO — WfEER gRaE I o\ BT et
ggafe 7 sifa: errm erfed qadw: sTeE Al
& rom  awg fraf 1 s fvetee qan A = wley
FOU qRETE A fag|  Swwew Gt qud
fog s # wemdTT W osfeng eEERe
fi wq7 ) qur “arafrm i shmfnid” | o R
wesfafy o aEEEtEmEE )

Eng. Tran.—Dasta is the description 1n accordance

with time and space, in equal or proportionate terms.
As in the Veni, Sahadeva—
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Undoubtedly Krishna like the rainy season, wilt
enhance ( augment ) the energy ( excitement ) which, like
that of the lightning, has appeared in my excited ( irrita-
ted ) elder brother.

Text—w%: | IUfeY A1 a5 remgan: |

o g arEae — :

“guvE aw o DEedE awehew sty
QuegrTeEsAId W qfee wa qRmemafon”’ g

faa) em gufgeq sl =awr  wwefy - orenga:
UETFE T, SawNy AWK A A, S | qdy,
qrergaT gy, S AR gfr sfew . eorear @
e At i FEE ( FETE ) seRar |

Eng. Tran.—Upadista stands for advice which 1s at
once agreeable ( wholesome ) to and based on the injunc-
tions of the Sastras.

As in the Sakuntala—serve your superiors ; adopt the
‘attitude of a dear friend towards your co-wives ; and
never go against ( the wishes of ) your husband, through
peevishness, even if you are wronged ( insulted ), and be
highly courteous towards your attendants etc.
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Eng. Tran.—Gunatipata is the action that militates
against (one’s) merits ( virtues or magnanimity ). As
in my Chandrakala referring to the moon (it is said )
Though you remove all darkness, though your feet—the
light—is held by all ( on their headso) and though you
reside on the crest of Pasupati yet you take away the
life of a woman.
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Eng. Tran.— Gunatisaya (Atisaya) is the description of
some special qualification through comparison. As therein
too, king ( pointing to the face of Chandrakala ) says :—
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Oh fair-faced lady wherefrom have you come by this

moon—without any teference to the night, the moon in

which exists two fresh bloomed and shining blue lotuses,

which glimmers like the conch-shell and over which hover

the row of bees—this moon which is always endowed
with perfect beauty and is free from stigma.
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Eng. Tran.--Vishesana is the starting of some distin-
guishing characteristic after having spoken of so many
common feautures,

As—The lake is the quencher of thirst and you too do
away with the thirst for wealth ; both of you are popular
and spotless ; the lake is the abode of birds—you, too,
the resort of Brahmanas; the lake is the source of
lotuses and you of prosperity ; but the lake is but the
reservoir of water and consequently dull ; whereas you
are wise.
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Eng. Tran.—Nirukti is the statement of the affair—
already accomplished'.-

Asin the Venisambara—I Bhima mad with Dussasana
blood, the breaker of Duryodhana-thigh having killed all
the Katravas bow down to you and so forth.
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Eng. Tran.—Siddh1 is the statcment of many a thing
to serve one’s own end. i

As—Oh king, the prowess of the ( cosmic ) tortoise-
chief as well as of the ( cosmic) serpent 'king, rests
together on you for the protection of the earth,
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Eng. Tran.—Bhramsa is the utterance, by the haughty
and the like, of something other than what is intended
to be spoken.
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Asin the Veni, Duryyodhana says to'the Chamberlain—
Very soon, the son of Pandu will kill, by his own prows
ess, Suyodhana—with his followers, friends, relatives,
sons and brothers in the battle.
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Eng. Tran.—Viparyaya is the changing ( re-shaping
or re-modelling ) of ( former ) conclusion ( decision ), due
to doubt,

As in—Those fellows—who adopted (took recourse to)
contentment, thifking the people uncharitable, now do
not follow that course, you being crowned king, Ho your
Majesty.
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Eng. Tran.—Dakshinya 1is thc entertaining of or
following another’s mind with words or deeds. With deeds
as, Bibhisana ! you are (now) the king and (therefore)
grace the city of Lanka (by your presence). Obstacle
does not come in the way of those—whom my venerable
brother takes into his favour. [N. B.—Similarly =reqr
qifyergae A is in the Sakuntala ‘GEgemT &Y — 3@ -
geigs qfa ]
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Eng. Tran.—Anunaya is the establishing of one’s own
desired purpose through swcet and affectionate words.
As in the Venisamhara, Kripa says to Aswathama-~wbat
is not possible with you (what cannot be accomplished by
you) who are as valourous as Bharadwaja and are
experienced ( expert ) in the ( use of ) divine missiles.
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Eng. Tran.—Mala is the expiession of many subjects
( presentation of many topics ) for the accomplishment
of one’s own object. As in the Sakuntala, King—Oh one
with a thigh—like the outer edge of the palm, shall I
( waver ) move the breeze—wet with the drops of water
—that allay fatigue, with a fan of the Palm-leaf ? or shall

place your lotus—red feet on my lap and shampoo them
in an agreeable manner ?
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Eng. Tran.—Arthapatti is the appearance of another .
fact from the statement of one fact. Asin the Veni-
samhara—where, the king says—‘Bravo ! King of
Anga! Bravo!—" to Karna—who avers that Drona
wants to instal Aswathama in the kingdom ;-—Had it not
been 5o, that great hero would not have allowed the King
of Sindhu to have been killed by Arjuna after having
pledged him safety.
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Eng. Trans.—Garhana is the reproach with reference
to some person in connection with laying bare his
demerits. As therein too, Aswathama—to Karna: Isit
that my missiles are powerless due to the curse-pronoun-
ced by preceptor just like those of yourself ? Havel
come away from the battle out of fear like you? Am I
born in the line of panegyrists that ( only ) know how to
eulogise and describe dynasties? Shall 1 avenge the
wrong done unto me by an insignificant foe with tears and

not with weapons ?
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Eng. Tran,—Prichha is the quest for the desired

object with conciliatory words. As therein too ; Sunda-

raka (says)—Gentlemen ! ( noble sirs!) have you beheld
king Duryyodhana with his charioteer ?
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Eng. Tran.—Prasiddhi 1s the accomplishment of one’s
own object ( that is presenting one’s own case ) through
excellent things wellknown in the world. As in the
Vikramorassi—The king ( says )—whose paternal and
maternal grand—fathers are ( respectively ) the sun and
the moon and who has been chosen'(.selécted or wooed )
husband of their own accord by Urvasi as well as by
the Earth,
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Eng. Tran.—Sarupya is the disgustful attitude of a
dejected person against one—bearing similarity to his
object of disgust. As inthe Venisamhara—Yudhisthira
says to Bhim—taking him for Duryyodhana—Rascal !
wretched Duryyodhaaa ! and so forth,
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Eng. Trans.—Samksepa is that in which one employs
his owaself in the service of another with a brief
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introduction or statement—As in my Chandrakala—King,
My darling ! why are you putting your Sirisa-lik e delicate
limbs to trouble for nothing. ( Pointing to his own
self )—

Here stands your servant ( attendant ) who is to pluck
the flowers, that you like.
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Eng. Tran,—Gunakirtana 1s the mentioning of the
qualities ( of some body ). As therein, too—The eyes
put those of the Khanjana birds into the back ground etc.
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Eng. Tran—Lesha is said to be that statement in
which a comparison is drawn.

As in the Venisanhara—King, we shall have that
type of boast which the sons of Pandu had, when the old
Bhisma was killed ( by Arjuna) after having placed
Sikhandin in the fore front.
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Eng. Tran.—Manoratha is expression of one’s desire
on some pretext or in some particular (peculiar) mode.

As—Just see—oh fair eyed one! this swan that is
slow through the influence of passion and cackling indis-
tinctly in love sport, is kissing his beloved one—who is in
her high spirits, ( * for gram. in g9 _ see our Kum. \'s
sl 43 and wreqTEat ) |
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Eng. Tran.— Anukta-Siddhi is said to be that in which

something is taken to be identical wish anbther thing in
order to lay stress on some special feature,

As in the Vrikshavatika—

Those two—ch slender one—which are visible by the
side of the beavtiful moon, are the auspicious stars Tisya
and Punarvasu—OQh wise one.

Text—siT% | @ SAVTYg T RRATE gaamseRg |
e quy g



e anfirrdon
“Rfy g ToH qa: 7 Wiy o qERR O
W
fafrafafasie fafuee sag@ [ awee o

fIg— 1 q@d @ o sAmIfgg AMiigR—qE SaE
Qg T 99 AT, AT A a,
Prnfeatm oo’ | sfrn wafy ageme sfa R TR
T SfmmREeasE A sAmiege,  gIgdE T
TN | seqaodteEetaaT  fg wEd afn
f w1

Eng. Tran.—Priyokti is the delightful statement made
to make much of ( made to show excellence of ) a superior
personage ( a man of high order ). As in the Sakuntala—
first the flower blossoms then appears the fruit; first
the cloud rises (in the sky )—and then comes down-
pour ( of rain ). Such is the law of cause and effect ; but
fortune smiles upon one before your favour is
extended (to any one )—that is before one is graced
by you.
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Eng. Tran.—Now are being spoken of the Natyalan-
karas,
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Eng. Tran.—Asis, Akranda, Kapata, Akhsama, Garva,
Udyama, Asraya, Utprasana, Spriha, Khsobha, Paschat-
tapa, Upapatti, Asamsa, Adhyavasaya, Visarpa, Ullekha,
Uttejana, Parivada, Niti, Arthaviseshana, Protsaha, Saha-
yya, Abhimana, Anuvartana, Utkirtana, Yachna, Pari-
hara, Nivedana, Pravartana, Akhyana, Yukti, Praharsa,
Upadeshana—these (thirty three) are Natyalamkaras (and
these are ) the causes of the beauty of the drama—that
is, these Natyalamkaras go on adding to the beauty or
grandeur (elegance) of the drama. These may also be

called g=yr
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Eng. Tran.—Ashis is the expression of one’s desire
regarding some pear and dear one. As in the Sakuntala—
Be thou held in the high estimation of your husband—as
was Sarmistha of Yayati. Beget, you too, an imperial
son—just as she begot Puru.
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Eng. Tran.—Akranda is the wailing or lamentation
due to grief. Asin the Veni—Kanchukin ( Chamberlain

says ) :(—Alas ! Queen! Kunti, the banner of the Royal
Palace and so forth.
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Eng. Tran.—Kapata occurs when a form other than
what has been ( already ) noticed, is assumed through
Maya ( Magic or witchcraft ). As in the Kulapati scene—
Lakmana has been led to his life’s risk by that Raksasa—
that bade good-bye to his deer-body ( i. e. appearance as
a deer ) which be took to through Maya ( or that bade
good bye to his false deer body ) and has assumed his
real one.
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Eng. Tran.—Akshama occurs—when even a little
slight is not tolerated. As in the Sakuntala—King—Oh
veracious one ! that we are such is admitted by me;
(or granted that we are of this type ) ; but what will
accrue to me by cheating ( hood-winking ) this simple
lady ?

Sarangarva—Down fall.
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Eng. Tran.—Gasbha is the statement expressive of
one’s pride. As therein, too,—King, What] even my
palaces are being attacked by goblins ?
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Eng. Tran.—Udyama is the taking up of some duty
or business, As in the Kumbhanka—Ravana—Over-
whelmed with grief as I am, I shall meet ( the God of )
death ( /1% )\
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Eng. Tran.—Asraya is the adoption of an excellent
ally for the fulfilment of some purpose; as in the act*
in which Vibhisana was reproached ( by Ravana), he

( Vibhisana ) says—I shall certainly take recourse to
Rama. etc. .
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Eng. Tran.—Utprasana is the taunt extended to a
dishonest person—who thinks or considers himself
honest.

Asin the Sakuntala—Sarangarava—your Majesty, if
however you have forgotten the old incident due to your
intimacy with others ( other ladies ), then how can be
justified the repudiation of the legally married wife by
you who are afraid of impiety ?
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Eng. Tran.—Spriha is the desire for something which
is charming, )

As therein too, °‘the King—the tender lip of my
beloved one—that has not been yet been bitten by any
body, seems to permit me ( to kiss ) by its beautiful ( way
of ) throbbing.
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Eng. Tran. Kshobha is said to be the disgust which
gives vent to reprochful utterance. As: Oh Chandala
amongst ascetics! by secrctly assassinating me, you
have not only put an end to me, but also to your move-
ment 1nto the celestial regions,
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Eng. Tran. Paschattapa 1s the repentance of a person

who has rejected some agreeable object due to ignorance
or lack of understanding. As in the act dealing with the
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repentance ( of Rama ), Rama ( says )—why was I, an
object of false scandal as 1 was at that time, not kissed
many a time by the Queen ?
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Eng. Tran, Upapatti 15 said to be the presentation
of reason for the fulfilment of some object. As in the
Badyashila (literally a slaughter-slab) too ““Should you like
her who lives if you live and dies if you die, to continue
her existence, then please save yourself with my life.
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Eng. Tran. Asamsa is the hankering after something
( by somebody ),

As in the cremation ground—Madhava ( says )—would
1 again see her face the (veritable) lucky repository (abode)
of cupid.
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Eng. Tran. Adhyavasaya is the firm determination
( to do something ).

As in my Prabhavati, Vajranabha (‘says )’-

To-day, Ishall tear asunder his breast with this club
in a moment and up-root the two worlds ( earth as well
as the nether region ) before you ( i. e. your very eyes ).
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Eng. Tran. Visarpa is the taking up of some action
which is sure to produce evil tesult ; as in the Veni—this
is the consequence of one action and so forth.
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Eng. Tran. Ullekha is the undertaking of the busi-

ness or action. As in the Sakuntala, where two ascetics
address the king we have started for the purpose of
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of bringing faggots. Yonder is seen on the bank of the
River Malini the hermitage of our preceptor graced as it
were by the presiding deity in the shape of Sakuntala. If
no other business suffer, then please proceed there to
accept the rites of hospitality.
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Eng. Tran.—Uttejana is said to use harsh words
meant for the pursuasion of others and for success of one's
own work. Oh Indrajit, you are  of fiery valour
(immense prowess) and you are (physically ) strong
as is implied by your nmame; but still—being afraid
of me—you fight from a hiding place ( or fight invisibly )
and hence fie on you !
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Eng. Tran.—Parivada stands for reproach. As in
the Sundara act, Duryyodhana—Fie! Fie wupon you
charioreer ! what have you done ? The wretched fellow
will do injury to my dear one ( Dushashana ) restless as
he is.
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Eng. Tran. Nitt is the following of the scriptural
injunction, that is vo abide by scriptural injunction forms
the subject-matter (or nucleus) of Nita. As in the
Sakuntala, Dushyanta—Hermitages are to be entered with
a modest dress ( or person ) etc.
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Eng. Tran,— Artha-vishesana stands for the repetition
of a statement in many ways by way of reproach.

As in Sakuntala—Sarngarva says to the king :—Ah!
How is it that you say ‘what has bcen.prese,nted’ ? welly
1t is you who are conversant with the human nature ( or
with the wordly affair). Justsee! a wife living perpe-
tually ( permanently ) in the house of her father (or
living with her paternal relations ) is suspected to be
otherwise—by the people, even if she be chaste in her
character ; or better—however chaste in her character a
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wife if she lives permanently with her paternal relations
fs suspected to be otherwise by the people ; and that is
why a woman be she a favourite of her husband or not,
is desired by her relatives to remain with her
husband.
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Eng. Trans.—Protsahana is the persuading of some
person (in a work) through words of encouragement—(or
by an encouraging speech ). As in the Bala-Ramayana—
This is as dreadful as the Kala-ratri (a black and dreary
night), Therefore why are you hesistating ( to kill her )
simply because she ‘is a woman. In order to save the
three regions (worlds', oh boy, put an end to ( this)
Tadaka.
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Eng. Tran, Sahayya is the help or assistance given
to somebody (i. e. kind hand lent to somebody ) in time of
need or in some critical time. As in the Veni, Aswa-
thama says to Kripa—you, too, should stand by the
king's side, Kripa—To-day I intend to retaliate and so
forth.
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Eng, Tran. Abhimana stands for (that well-known
state of the mind-known as) Sensitiveness. As therein,
too Duryyodhana ( says )— Mother! your statement

( advice ) is weak, (it betrays your nervousness ) and
{ hence ) somewhat un-worthy of yourself,
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Eng. Tran., Anuvritti is following of somebody

through courtesy. As in Sakuntala—the king says to
Sakuntala—well ! do your austeritics prosper ?

Anasuya—Yes sir; now by the arrival of a distin-
guished guest—and so forth.
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Eng. Trans, Ulfkirtana is said to be the narration or
description of some past incident. As in the Bala-
Ramsyana—It is here, where took place the bondage of
ours by thc snake-coils and it is here where Hanuman
brought { carried ) the Drona hill, when your brother-in-
law was seriously wounded on his chest with the sakti«
shaft,



T ey R
Text—g@W%: | qron g FOf q @ @ oqe
& a7 |
g qa—ernfy ¥ Rt argeafy o
Rrfa: srgmiem M srgfe awe
f— Ffr st s @ qeen wEAT-T @@
T TG TAGI A1 WG & I g Ay fiv: @
WY o Sfer, WY o e e swaki §
T sETly SR Ay v sade 1 o oo afy
W squE iy IR & RS swig-aff sfodn ag @
fre: a7 wRwft) dem oA wia s et
w T AT TRE e e, S0, R
T SgAqUT QAN s el MewRlst it L
9 @at 7 sefa g oRFT R AT AT s
gaw fgw ot Rife: wrgealiet g emua diat
AT I NI A W QT TR Segest
| PR, g aEn T st R
Eng. Tran. Yachna 1s the name for prayer or suppli-

cation, made unto somebody either direct or through (the
agency of some ) messenger.

As—Till uow there is time for returning Vaidehi ( i.e. you
may return Sita to Ramachandra till now ) ; Raghava
is favourable to you ; why are you allowing the monkeys to
play ball with the heads ( of the Raksasas here ) ?
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Eng. Tran.—Paribara implies expiation ( asking
forgiveness ) for some wrong or improper act already
done.

As—Afflicted with the grief of losing my life, I accused
you harshly. Oh Lord—please pardon the act (of
mine). Now Sugriava is placed in your charge.
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Eng. Tran. Nivedana stands for the mentioning of
the duty or business which was formerly despised
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{ignored or shelved ) As in the Raghava-Avyudaya
Lakshmana—Venerable sir! You are ( now ) about to
entreat the ocean, what is this ?
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Eng. Tran. Pravartana is the setting up or taking
up of some function in a suitable way. As in the Veni-
samhara King, Chamberlain! due to deference to the
venerable son of Devaki, let the pre-rrranged functions be
taken up ( be set of work ) for the aus'picious victory
of my darling Bhimsena.
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Eng. Tran. Akhyana implies the mentioning of
past incidents. As therein, too, that is the land where
the lake were ( formerly ) filled up with the water-like
blood of the enemy.
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Eng. Tran.—Yukti is the ascertaining of one’s own
duty.

As therein, too, If one can avoid death ( if one has
no fear from death ), by ( simply ) running away from
the battle, then it is ( no doubt) advisible to leave :his
place for another. But if death is inevitable for one who
is born, then why do you sully your fame for nothing
(in vain)?
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Eng. Tran. Praharsa is the excessive joy. As in
the Sakuntala—King—Why, then, I shall not congratu-
late myself—whose desire has been completely ful-
filled.
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Eng. Tran. Upadeshana implies the imparting of
instruction. As therein, too; my friend! it is not
proper for a dweller in the hermitage to go away at

pleasure, leaving a distinguished guest to whom the rights
of hospitality have not been ( yet ) extended.
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ey fafomiien: oteq o3y Wigan wTa 9% &R ST |
gr W fE geAwaw gy g frawam: s
AITAEER fm formgsauar SR SwomEEe Wil

o SaWle: @) geawTmET gfa Sxumerae sty
TTER TRy oAt q g | ITafear gat-



RN g
wWEafaed I ST ATATORRE, IR
wefry for gftr sEeTextegt smanls gana: | o
sofid gar” af A ATR: ATEEERE Came s
ifn e wifem @ eraufe wivge wefa) o =
‘ ghwataarory” gf givdeeg  Areaeg “aRmdT-
wEigfeRigieds®  gegeaw s SuTErd: |
Wy qAiErgE ) qnfy g Raaw fafisy gus deRE
A G-, RTHY ORI, S A v e -
FFOAEEH, IA1 GEEE, 9 TG AR UT Feay
s ffa:—a Jum, wEEE<idl 0T o FTYH | e
A A%l TR TRY |

Eng. Tran, Though these Laksahnas and Natyalan-
karas are fundamentally of the same nature still they
are mentioned here distinctively (separately); and this is
by way of persuing the old tradition. Though some of
these ( these Lakshananas as well as Natyalankaras)
may be incorporated into onc or other of the Gunas, or
Alankaras, or Bhavas or any branch (anga) of the

sandhis, yet they are here specifically mentioned simply
due to the fact that these must need have their presence

in dramas. (A2%),

Text— g1 warfa a—

“qegfqaga fa SPISRGGH,| | EPimmey
SRR, TERE  AETRRRIOEAT AT | SEIgeT
TR v, Sty ghesafMadeEg garseH |
wataemm sfr: ata T

i ghiream aredseawd s |



a5 Tiesn: EEL

fa—| a3 Yyonfa (@xonhy ) aqr AemegRi e
T sateqEty  PRwmTew Srerfr gfa g &9 feg TR
Ty, smEeclegar faRar 3fa dEd smmR—“oafy”
T G AR ¥ AR’ TS W emE
ety ety sl Ay A9 qw ¥ wwwie
Wt Sgeifrgs, e ofhaiEgREaageeRhy | aurfg— i
aew Fafa ey T3 @A e A w3
s, ad, aee fRmafa—

Ty -qedee:  geshgea: @ gfem
AR | AN dlew qEEl @ sEgEciaar afiar
qur =gd P Sqe Wit Bfad ( Sy ) s e q
AREY| TN A qRARNER SR, gdeR Een
gifegr) W SguemegW- Igatden e
d39 @4, AN Aes aefimt agafedamta emrfy
gareegTafa fafepa) I fg g agefisfay’ Sy
afifaf | @ T ez dewi swoty dedt St
gafaay| W e fiTe demet qEnieeEw s
FEEIsgaT gfvar! sk Wmﬁﬂﬁﬂmqamﬂt s
wafafa: safeivn dert: AToR: o forfed | o
TACEIE, AT AT a1 PTRAT | AT — AR
A TG A 1 @ gfer, qRam T ©a9 9 OF R
>oy AR a1 3fa ofmaw | wEnivm @EE SaEw:
ot o a1 Sowm: froma smfaient: afe arem!
W sy fige’ deEy aed smedw o
sfed | Sgrar Sw Wi o a1 @ aan aifEay
@) @R e @ aReE W



R wrieon
Tawer @, of of gfee | ARTIENEAETeL— TG ST
7@ AT T S agEE Ifee T
AT AR AU SRR @AM, 7§10 Aeserad
I =) IR @ SRR AN SR
gfer, aeam| @ AReafaiEa geweRad wad 3
oY | U T wWlAd S sg ow, areEEl qu et
4 fygm sifiefrm | ©av dewwt Swbmar Fridfy safee)
ghez-afeaq ggatvawe fem: @it darfua 3fa qem
gefiat gawadiat Ao gfaae  afem aeem) e RS
gy, W i gawedTia faften oW gane:
SR ST €y areRi | UAA ofed WA 81w
sxiegfafa fadiiam)  gEeE—geEq ey YEsEW I
AT | G A AR X o, GEEle: JATT,
aar frdafafy  fafien agoefiarm ggamy  SASHT #0
wfgemt @ TR, afaam afe: agee afee
i, aeay) W@ AW IR ST EHIgH ) SaUE o
Bee sfeaer aes b dememny T
SO FAT RN e ey -
o, e 3R onEg ot Rt sfe-
drefaa a sie | agqrfy aEwafmE —
SRS Rerad, de SREhnTem_ )
TR @ SR

g M shfemaemds  demerw: givwewam—

d1 ST o 4 qi% ghv Wwsh e qw

sfomrde arfq aenegenfy gawwefy o|uw St 2
W fa: 2 qerafes eraTfafiEmad | gt giee



¥9: aieeBR: LEM
arefaremTel  fifedde s wWr A e aig
daen fomrre e e —
FierrameTwRT —SEha |
TR : et gt e
SNy, JeERRET 1
AERE ARSI AT a1+
AETIETOER QAT |
gfengfradamgsam  gar |
7 g 9 sfa: gl e
ag oHfmar fayade 383 TEmTEnTS  “qfimegaend-
e ¥ M wE A9 SeERTaRd
TG @ JEEdd 9 dvW |-
TS ST T A SORRARA AR T
e —qaq: “ATE AFONTAEE, N TEHEEEERAA |
Tg@ Aqfpaeta aifrwe: fagnee e gf femme
o frguR@ A, swwe: - aan afa < seficeny” g
foemR@  QUVE, o JEFRART  WASER  FeSqAT
TiEeERE SR 4 &h W |
R gEAEEhY e JTeReL
g1 AR T JIRIRA A SRR Sfgaren ahy
smfppEaTwE  gfa fae@ @fig[ oo segR
WRA AAWGAT  ITNRT:  WEATERT wxvEar: | aen afy
TSEROT, SIS AT | 0T  AXSERT: T Fhas-
QAT | qYWE e, OF Arnreed, aiwe Teiisa-
frafaaiernsft  sfewhariem:  “giramdade aa
R}



33¢ arfeRrdon
gt o WAl TETOERH AR
oRegmAE | [ * “GTRad” o SqEE T 1

99 TSN, d ALH ATHET AT qfE FITT FEHH-
TRA weegREt wet wa qufy e Sfefeart
ahygfoearadet  gIgWEEeaSdr | 9| AR
SOERARA AR TG I — qACTA S -
ww oA gawd @ ght Sa—

o I TR— 31 “afy: e, Ay gft Tl @i
oS an gEWTEiA o gfa swam T aed
ST, SR U fafier 7 St s | -
ol o ea el aft 9 W e
(hon frEada ) ot e - “EeafeRE LTS EE
e @ g Fuedr et @ |
S YOI §0 SRR T, SR
W oyt ATIH AW afq g ARAEENEN, aEn
s gfa sfrerenfaam o\ w9 o0 R v s
gl freTv@ sa  ofewieraogem,
gfufafieny | srefingg o SvgwARETEREY gt faere:
R | 9 FPFTYTIRT 7 ATY HATH, SRR |

Eag. Tran.—These must be inserted ( must have
their existence ) in dramas—as the fo!lowing has been
directed by the sages—'“A drama—to be composed by a
poet, must have five sandhis, four vritties, sixty four angas,
thirty six lakshanas and Alamkaras; it must have a

grand sentiment ( as the running, predominent or prin-
£ipal one ). should be full of grace and capable of enjoy-



w5 TRase: EEN
ment and be graced with a majestic style. It must present
great personages, advocate proper conduct and should be
liked by the people. The sandhis should be symmetrically
arranged, the drama itself should be fit for staging, afford
pleasure and be full of a set of graceful words.”

Text—afi: | fteqgfa asg=a 1 ( agen ) st amg—

- “qefiumamgy  dEneg e | Safe
sy dragwfa aEE” aun —

I @ e e gfa @ agEm-
e qar qmemmie ey AW Qemfa gfy
TR AR WUYAH, | a9 ST G ASTEETOO,
SR, SRR SAWTE At e e qreng
gH @ A Iam Ty gk oM ¥ A Iw s
ifq SrEmy=a | “eremaT gw qdr dagwria s
yzafy faaarfs e g4 | TN g
afed fsqaera ¢ ed g FeeiianfgeeRhRN: ) @
gugifrar-- g grEm—antfy, Tem e wm 3w
AEETAGH, T GEE: | TEE, G, e
IO, eFqRe gfa afew | vew Tem, Aafr & ameafo—
7@ qEenid ) o fafvew (IREan W) G
TRt — '

AR g fRfay’ g | STeRmeT A g-
TR Wy @R W, iy s SEd
froaaft ameafafe af: ] oo™ g 99 @W AYC
™ ¥ eemed IWe g ] oM swE I
™ AREEENR I Tqa A



Yvo arferw:
T0@ A AARIAA ATERY SwW Iy ufee] ¥R
T GETENETE AW EEd 9 SEE aedy
TN N g e ofew X qoly ofghn
“srafy sr@fraagie g aewegeifa’ |

Eng. Tran.—Vithi with its (thirteen angas) will be
explained (later on). Now we proceed to describe
“Lasaya’’ with its ( ten ) angas (first).

Text—e: | AU Pegmemds  grmfes | =35
fesrrpa S’ frgw )
IO ORI | e qfe
o g AR |
fag— 1 wifefie TemmeEits o st
qfad qmowe, awg, 9w fafid ) arfr = s awan
A oy, fomied, sndd, giites, s
P, &, foge SRS an Iw@eR
gfa
Eng. Tran—Scholars have fixed the following ten
angas for Lasya ;— viz Geyapada, Sthitapattya, Asina,
Puspagandika, Prachhedaka, Triguda, Saindhava, Dwigu-
raka, Uttamottam# and Uktapratyukta.
Text- Y% | FHRE  gEFRnqiqe@mEy g | 9
e e, |
gfer | ar YO ot arah— et —
TR IRNGR | iy MR afered
sy wefa | geraEEnRT



%: afrege: (R
fra— g’ gaeforRes, g enen
gt g¢ s@ifan Rafiogm ol amew evfse sdfte o
ofem, o gew, TwlaEfem T e, g S swR |
Ny Mg 9T gy gE 1 ZEre) qUT AR SITRqeT
woadt MR Aot arg=h  saR—aw Tl sfieg
o g ‘AmaTirETaaEfvmSTr e TR
T » AR 37 aeemrem 1 ( egafifage:
qiE: )

Eng. Tran—Geyapada stands for the decent or pure
music (emanting) from one seated with a stringed
instrument before a deity. As Malayavati ( prays)
while playing upon a lyre in the temple of Gauri :—

Oh. Gauri! Oh Mother! (Oh Lady!) oh one with
her complexion as yellow as the pollen of the filaments

of a budding lotus ! may my desire be fulfilled through
your grace.

Text—w: | fyamed g weArarvar o 9efy
S e

g sifAeE AR — ST o | ﬁ‘hﬁﬁ-
Ty sgave ferauraae gfa d

foa 9 g sndii wﬁmﬂﬁ:mawﬁw
gt g gEaamiEg ©w wft—an feaeegfafa
SR &I “orE qr PgE g aRremefvEr | -
ey fofqeed agera—efa TemmeR ) o fem-
ey o “Rufqarey” aft @gd  afm “srmadfaar”
T TemmeNeT a8 wwAErew, fraga, s o gfa
worarz@ “Irfior @l gfi o wawwn: n e wvzmwex



R AR

frwrga, deriagRaReg AQ—q9T ARAONRE TS
TN AT @ WA, G FANT ST | @RTE-
wagly @quEiieReay,  SUeyuIEd | agrfy  srdane
aft wwamew, famaed  wm) “erigaant g
g fumuem’  gfa  sifweegmerem  efasErEs,
fifrm o goafased ) O - S -AEATERd Tt
araf wpaTsAy, Ruaqag qan AaE SEEEAE TEW
agared,  femaemy fofiei—eefy sferfamagrar-
T STeEeE, gl o qur—weed arfueat  apat
TRAGERD a1 STFATEA, FUAITSTH | dT ST, SqMTed
GEO STATIT WOUAT A1 NEqesA, ferurem erenfivg
it o7 o GO g wRATGTRIGAT  THOIT STEATSH
g1 sifgmageae | @ sedifear oo gugi S
@ efggm—“gaw o aW fewt] aw Sw g feafa
o fa fufssr) mg  afeer’ guiemer s
W AT g AagAAE Rarfr iy frew ) @ f
vy @iy o swTh gfa desa )

Eng. Tran.—Sthitapatbya is the Prakrit text that is
read by a female under the influence of cupid. The vener-
able Abhinavaguptapada says ( on this point ) ; This is a
case of upalakshana ! ( what is the theory propagated here
should have wider application and hence ) the reading of
Prakrita thue by a male—non-plussed through anger is
also Sthithapathya

Text—g: | fafaerdracfed ArRfRTAaTES ¢
eTfaer g aa



g9 aR=d: v}
fim— 1 ap oA T @@w FERi AR
effear sl ot AR A Sfwer aft  fafeera
e fafed andda a@a arg=w fea’ og Tar aan
aRE  aReRRAH, S qa ANEiIET, SR, aRR
I qur 3fy g9 Tfa seRE g A gfa am s
¥ qX TIERNEA QO TAsTaaAT T ATt
avfya areges faet el aft mafy axr sefefats s
= Eh w1 g ‘“aafa” gfa feaee W A cmaefr =
a@fy frqaafermd qarafs fafeas o @ smaa-
gEAeT, ‘Tl gft oqg w sEmmEnEE, 3Ry Aw
g o sgrerd T9q, WehR e | e ada-
TEMEES @ afpETad qqn awg  sERisfy arfe
FNT WSfaar=arET SEaeET: SUIREH, UA Ri| Weh |
T —
‘o 99 faamsaatae smErfeem =
forg wefefadfimm” fa
Eng. Tran.—Asina implies the sitting of a woman--,
off her ornaments and decorations due to the seizure by

grief and anxiety, together with singing by her without
(the aid of) any musical instrument.,

»

N. B.—An instance of this Asina may be found in the
following lines of Jayadeva, when Radhica sings—

anfy MR fidf: @ dey dkeafi—
arenaTE M |
“ R REAI A AR T |
sfoaamsTee AfanefaeeTdad |



vy ey
o | ot T oxife fefenfs W)
& e fariaaiy’ geamfvesr |
fra—1 ondrafafye s @ awd A4 A
aqt fafeafa seaifa dut oo gfawm: ) & eigag:
agl: A 1 Pregieafa Ardegege—arnt f§ a@m
HEER: A A AEA, AW, ZAd—geRTiew g AW
ey At f  waiu degausn, @ g
gfy oftgfa: qufe avamemes —
7 &t s depq 9391 gEwr g R
|1 ¥ gorTive
aft 9 efifaifictmaftonm  wwe fadafer
gfy 3= 1

Eng. Tran—Puspagandika indicates music accompa-
nied by instruments as well as the recitation of (verses
in) various metres and the topsyturvy attitude ( conduct
or procedure ) of male and female.

. N. B.—g=ifs fafafa = sdaw sggw’ g w9
Mg afrateifss g saee  fadaesim g sy
geh S0 SREg a’ T 3ar sfedEmTREeT—
aa g Prafm, anid| d@ o SR feearE
sfefrramEraram g7 fgdifear it gomfgaadt )

sqea g, fafreg fafon geafesr sl iy a=nes
w ofwar gfRafemmaanits waam deEm @|
G T AWE, T Jd, a9 T THIAET T |
iy @GR, @ gifesmm srdfiinad e,
it eidiRt @@ qm i eReRRfvey Tfy



83t afed: ER A

e T o i) W) A R e g TSNE QA
g A A U, @ REva snthn: edvafifEad-
g, aur Arfed: o g, o efigenTen AR
gt gfa P gorafew wya, of oom fasfe)
s guawEgd o gdifafiaen) ofgfeR 3 gw-
nfvear wHTT U7 qEm SEEE 9 q9 a8 geat e
aAw o wfnd de 93 oRW OY UIEE %-
T, foar 2 R %9 R qa genTies wwfayT
W @ g o e e aow g fifyge-
afE dees Tefd an arfevewas, fid 3 &Afgr /3%
Feri sqrEnaRT gaqt QU gae T R |

o gfadd argl | wIguroeEow o9 aqrfiusgie-
AR afd | qoarfy ® faegleafss’ Zfd am—awi-
g famenmd 11 @i qa Sfe Rodaferees—
W e MEenn fRvm fRow Ardoafmm e
e | oA faserefed froataafean e eftwrag)
afe ¥ AN At @ yrafy T = sy sma
D g sheficamereran @ad gfa s@w swg
ST | '

Text— % | R GRi WA S AfTeSEEg |
domgraR” e femm: =T A |

fra— oft enfem e wan Py SafeRa
PHAEA fea: ¢ AY W gE a1 9 Fgr rongoad
foRAgEe, g9, ferm: e stom: e e
W TS A WA R R Qe g9
qigern: Y1 o g @i g el fae’ qa qu—



v afeeao:
“seix% @ fae I sEaTear few iy g wfe
fafiemrRy " gf)

Eng. Trans.—Prachhedaka is the song sung by a
heroine in consonance with a lyre, through disaffection
due to the break-down of the affection of the lover,
thought to be attached to another woman.

Text—w@r®: 1 eftamario  gam dEg
fwe 1 [ Both 39 and &1 are correct ]

gfar qar AeAN, g —uqsier ATeT
el

fm 1 “eNammifom’ safar s v d@gad-
qfeeggmt garm wxel fagel qreay woltgas sifvas: ey
I ewE @A WEN qAr AR 99 Ay
qftigy, sgaq, vafafe’ w4 Tafygq @ aufga: Araaa
o wmceT At SRR AXT e, 99
=iy ghewd g fafae qg qm cafigr @R
w T | W@ gewEe e (B
gty w43 gz 3R st gafa )1

Eng. Trans.—'frigudaka is the clever acting of actors
that have assumed female garbs (for some purpose).

As in the Malati-Makaranda says—Now I have been
turned 1nio M-=lati (i. e. now I figure as Malati).

Text--@l%: | ®uq NIGE A GRATWONE: | S0HA
g aftn 4 a8 fags - (o aE )
gher sl ot



w5 qReeR: vy
frg—1 we ewfmfss: frege sf g o @
G | oMUY ULAgQ AqENn  HTREE,  fawedE a
T q BN, AGE: IERONEG GoUH A GHIRT G
o afaa: I &1 NF a99 afw 97, a0 I,
ey WA quify sAghn— g Preqegd  gestm-
fam | WEAEAg W fag doem gae) o feemaR |
g weay o 39 At 1 R faemmag a: gfa IRE sea
Q7 g aEg MFHq U fafega 9 g ATRGEAT 1 Q9T SR 9
ggaq”’ gfa e g we: wfanfesr: 3@ ¥ @ g w-
e @@ ameay: ) ofwE fegraeniaeg a e
SR AR sEEEAE S (lost) g a: 9@ @ 3fa e
eI FrrEEn T T, a1 39 - T &%
gn fofmadg ngema 0 @1 gu fagr emRem il q9
gIagad 9@ fagreganimegranadd @y ) C1d
e o faegqes aq, sfa gfogem, g Apafa gar
gy givewte @8 qUowO AR ofd a wafq
W, e g ghiedTe %Y g 9gg ey ema
sfy @ A wag—wrafiffa fify aam feemes e,
A 9% WSAF O U@ TR, ST S2EE aq
wa fereriusd ol wiaess ) g8 fremes o
HEHE aar AT |
Eng. Tran.—Saindhava is that in which the hero
utters Prakrit sentence while playing upon lyre in a very
distinct (clear or nice) way, when he has missed his
heroine in the tryst.

The word Karana (in the text) stands for playing
upon lyres etc.



ve arfyer o

Text—w: | sgeey i gusfgenfad g
TG |

fa— o fod am emmm wEe qw Al
M, Fuaegfovgey gveEAEEE AT TER &g dref
gy ? agrETEn, S3enfn  agsmwferfy  agafforsafy
gfa ama e g3 arewg Aafy = maEer @@ WRE 1
W, IS | WPAEE@AN 40 3 AT e
feafa: ¢ geafmefad -g@7 gaafaar sfo@e  sfage-
gt g afed g9 | amfe aewa gagedt @1 sfagaaed
a1 Sy a1 o@ e It sreme swhufaarn . ganfs-
gartaafrfy caw gfaasan | qarfy ATermmes— gArRiEa-
COB Gt QIR et G R o

g g g uAs TioEwEw) TERA qdr
ATFAS —

tvfva ghaar SR ggE ATt | sdeat
AT SR Pregmia

Eng. Tran.—Dwiguda is the song resplendent with
sentiment (i. e. having a clear appeal to some particular
sentiment) inserted i. either the Mukha or the Pratimu-
khasandhi ( or in the both ) with a four fine set of
words.

N. B.-- The significance of the word wgw@9Ey is not
very clear. The word occurs as we have already seen,
in the work of Bharata as JgEeEHR |

Dasarupaka mentions only the names of these lasyan-
gas—but does not define them individually. Sri Rupa does



= qresey: ERA

not mention themeven by names. He simply lays down-~
“gramT @ @ dvawth spiew | sty et
FfeRs’ w=wd\’  Sidbantavagisha explains this in the
following way :—=gwenfn =gyl faawfa g ¥ @
but how this is possible—he does not say. Perhaps this
is possible in ¥rq gregEa=a* ( see our Kavyadarsha third
chapter ) ; or explain thus—Iaeed: |1 39 A Egiﬂft
a9 faed==gtey, I, a1 having four points i. e.
which pleases all equally ywwaw, derdaggagey ( see
our chap.I Intro. and III under Rasas ) g@¥: @@=
Prgneer q q1 FgrETEy |

Text—oW&: | IJOHIGHS T | SIORERORTIRIIS
TR |

fd— 1 [T, RO, B, SR S
WY, SaewW,  afuRvgew, g e @ S
SIW 9 RN, WNWH STOTH, O IOEIONEY, W |
sfadgem, et T, IOt vA SeRed ewwhn dems
sEEe o g gl SWNgTE wed—-garfy avermey
RIHGRATE], QORI | G o g
wfrarafog |

Eng. Tran—Uttamottamaka is the lasyanga which
emanates from either wrath or cheerfulness and ( conse-
quently ) contains reproaches (in the case of uttamo-
ttamaka—owing to its origin from wrath ) and in which
sentiment oceupies a predominent position.



W™e AT

Text—%® | gEAgeifad fayevramaEw | 3
sy AueRmEEAT | o s
T |

gfa: | EREgRRent |

fig—1 SwIgIREE—g  &a SWIgw AW
Ty wFahT | @ WEW ?  gEEe AR g el A
afad Tafafy qEE| gAY THEMERAE: | E1 g
SEEmeERE W | gqfe—ffasedta W
sqtififrT—sft  weewag| 9 AiRfaeRe @ETt
SR | W UATESREaw g SWd g e |
YorgENEERwT W, § W a3 derewwy | §E-
0 AT T ST g, | Ay T PO e —
fafrrdmareEee ) 9@ Pow  fegea dmae
aiRw | eErmeEmTgteRe: e SRl
dw SO T SgIT SREEAT 9 age ad e
ITERY  Renw wogedr g W 88 sAM 34
ara | Prearfagdarm - fefafahen few afed
T gfy Greewh feemy SR At I
I qReAEEERt  geReheeny,  fRwg  fes
stTfamaRRATET g Tewewa T gfd SEITAd ATE
FER IS ; q@ g it few R ewe g
T, fewr g WM geawe gw e e
79 TR TR SUSgIE AT STReEs AAd ) 390
RS —awTee frgawed ey e O

w3a ommtnfim, - gfr 1
fefad: SriRfy e wrem gl wd i



o TSy 349
qa—“qfy sfrefi @ Rewafy sy sEmeaTE
g frfemegead | sy s g ffeh: S —
o oaw fm Rerdee ade” st @ T “afasly
AT AR v R S g seae
| SREhEETTerarm  faae Ree g
e Sfaen | ey g Rty umRaTia—

IHAGIR AW oTenw (@ @y fgfer soRemsata
Wy ) Maeg @ A g TRA e e 9 ufe
A At T T AEAeRaEO e e e d |
qa1 (g ) fcw@ v g ATl @M, aeEe
TE A IO AW EOEERNES ESMEH W19
SEE, A AT q  fengmeaangs @) giwa g
vk faedifad g Swogre I |

Eng. Tran.— Uktapratyuktam is a subject-matter for
song which is teeming with Vilasa, Hava and Hela, which
is appealing due to the existence of fine couplets and
which abounds with reproach as well as mutual conver~
sations (or accusations).

Examples can be easily gathered fram dramas.

REa—1 o 08 AEREEO R AEHEE SiT—

Text—F 1% | G I8 §o4: TR |

o 1 qufare'a AR |

g | TR AR | JT—STSIHT |

fa—! wrm o aeaw-egveTenR ey |
TR T R SgAiEEE:  SUeRgd  eafed aun
TR o e wR aw fd @g e



MR arfercde

dfra afear: qgeewr_ SRR SRR T @ ey qan
TR | i ggAwRew, T dWeale e
qEree 3 af| | aF 933w o & S MY e
ggadr Pad  oam  shqeigefida  giesn) seRmwRig
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Eng. Tran.—When this (i. e. this drama or qE% ) is
endowed with ( i. e. when it abounds with ) all the four
Patakasthana, Lakshana etc, and contains ten acts-—it is
denominated as a Mahanataka by the wise.
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Eng. Tran.—Now Prakarana (is going to be
defined ).
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Eng. Tran.—The Subject matter of a Prakarana should
be an invention of the poetbased on human beings
( ordinary mortals). The predominant sentiment should
be Erotic and the hero will be either a Brahman or a
minister or a merchant (at any rate ) of the Dhira-
prasanta-type and he will be devoted to the performance
of Dharma (piou’ deeds) Artha (acquisition of wealth)
or Kama (enioyment of pleasures) which is but transi-
torv in character ( or better—which is to be beset with
difticulties or confronted by obstacles).

Example of a Brahman hero—as in the Mrichhaka-
tika ; of a minister hero—as in the Malati Madhava ; of
a merchant hero as in the Puspa-bhushita.
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Eng. Trans.—Somewhere (i. e. in some Prakrana)
the heroine comes of a house-holder’s family ; somewhere
tb~ heroine is a courtezan ; and somewhere both types
of heroines are to be found. Thus through it (i. e. through
the variciy of heroines ) the Prakarana becomes of three
types ; and out of those, the third type turns with swind-

Ters, gamblers and so Forth and also with Vita, and
#Cheta stsg,
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( The examples of ) a heroine coming of a house-
holder’s family—(as) in the Puspabhusita ; a courtezan—
as in the Taranga Vritta ( Tarangadatta etc ) ; both as
in the Mrichhakatika. The remaining characteristics
of this (Prakarana) is the same with a Nataka in as much
as it is ( essentially ) of the Nataka characteristic.
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Eng. Tran.—Now comes the description or definition
of Bhana.
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Eng. Tran—Bhana deals with the exploits of a
Dhurta ( a cheat, a knave, a rogue ora swindler);its
-essential feature is the unfolding of various stages (of a
Dhurta). Thereis a single act in which a clever and
erudite vita describes on the theatrical platform what he
has experienced or any other experienced by others.
Questions and answers in course of addressing one another
should be put in these through the Akasa-bhasita system.
The erotic as well as the Heroic sentiments should be
expressed through the description of good luck (or
amiability ) and valour respectively. The subject-matter
should be an invention of the poet and very often the
Vritti is Bharati, There should exist only two sandhis—
Mukha and Nirvahana and all the ten angas of Lasya
should grace a Bhana.

Here ( in the Bhana) questions and answcrs should
be set in course of repeating the statements of others,
couched up in Akasa-bhasita by himself. The erotic
and ths heroic sentiments should be expressed through
the description of luck or amiability and valour. Generally
the Vritti is Bharati, (though ) somewhere (in some
Bhanas) Kausiki Vritti exists. The word “Lashyanga®

here stands for Geyapada and others.
‘Example is—Lila Madhukara,
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Eng. Tran—Now comes the description of Vyayoga.
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Eng. Tran—Vyayoga has got fot its subject-matter
a well known incident, with a seanty number of females.
As regards males, there are many in the Vyayoga which
lacks in the two Sandhis—Garbha and Vimarsa. There
will be only one act—dealing with battles not. originating
out of a female-affair. Kaisiki Vritti will be conspicuous
by its absence ; The hero will be a well known figure, a
saintly monarch or a Divya (celestial) personage of the
Dhirodhata type. Any one of the ( nine ) sentiments—
save and except the Sringara (Erotic ), Hasya ( comic )
and Santa ( the sentiment of quietitude ) can be the
predominating Rasa here. [ For 9 Rasa, see ch II1 ]
Example—Saugandhika haranam.
Text—3fa: | 819 GHERR: |
faa— o T’ GRAwR T ST, Sufa
Eng. Tran.—Now comes the descripti;m of Samavakaras-
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Eng. Tran—The subject-matter in a Samavakara is )
a well-known one—being relative to (the conflict of ) gods
and demons. There should remain all the Sandhis—
except one—namely the Vimarsa, couched up in three
acts, of which the first one will incorporate two sandhis
(Mukha and Pratimukha) and the remaining two
(acts) will take one (sandhi) each. There will be
twelve reputed heroes from amongst human and celestial
beings and to every one of them will be alloted separate
function. ( i. e. every one of these twelve heroes will have
an individual object ), The predominant sentiment will
be heroic—with all others—inserted therein, There will
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be all the Vrittis but the Kausiki will be scanty (1. e. fow
and far between ) and there will be neither Vindu nor
Praveshaka. All the thirteen angas of the Vithi may find
their proper places ( in a Samavakara). There will be
various metres the ( most) important of these being
Gayatri and Ushnik. It (Samavakara) must deal with three
sorts of Sringara, three types of Kapata (see next ) and
three kinds of Vidrava (see Tikaand next). The topic in
the first act should be flnished within twelve Nadis—i. e.
four hours and 48 minutes ; that of the second act will
have a period covering three Nadis and that of the third
act two.
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English Tran—Amongst tbese.
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Eng. Tran—Sringara is of three types—done with a
pious object in view (dharma), performed with monetary
motive ( Artha ), and urged by passion ( Kama);
Kapata, in its part, is natural, artificial and accidental
( or pheno-menal )—wheress Vidrava is effected by the

unconscious. the conscious, or the sub-concious or semi-
cbnscious.

Amongest these—Dharma Sringara is what is resorted
to without any conflict with the injunction of the Sastras ;
Arthasringara is what is betaken to for-the acquisition of
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wealth : whereas Kama Sringara is what is done under or
with the impulse of passion. Amongst these, Kama Sringar
should (necessarily ) stay in the first act; and as regards
the other two, these is no ( hard and fast) rule—So say
(the authorities) ; by sub-conscious ( ? ) (chetaneachetana)
elephants and the like are implied. Samavakara is so
named as so many topics are dealt within it. As (an
example of it ) Samudra-mathanam,
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Eng. Tran.—Now comes the description or definition
of Dima,
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Eng. Trans.—Dima has got, for its subject-matter, a
well-known incident and it is full of movements or actions
replete with magic, jugglery, battles, wrath and confusion
as well as with eclipses (Solar or lunar). The predominant
sentiment is Raudra ( the wrathlul) and all others
(i. e. all other sentiments) are subsidiaries of these (i. e.
they act as subordinate to the principal the Raudra—
(being themselves incorporated hither and thither). There
are four acts—but there is neither Viskambhaka nor
Pravesaks. There are sixteen powerful heroes—themselves
being gods. Gandharvas, Yaksas. Raksas, Great Serpents,
Ghosts, Hob-goblins and Pisachas. All she Vrittis are there
except the Kausiki and all the Sandhis save the Vimarsa ;
six sentiment there shine ( appear ) brilliantly—the six
being the nine ( sentiments) minus three—viz Shanta
(Quietitude).  Hasya ( comic) and Sringara
( Erotic ).

Here the example is, Tripuradaha—so says the great
sage Bharata in “@®& AR g —aERREY)
&, Prawres feda: siTfoa: | )
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Eng. Tran.—Now comes the description or definition.
of Thamriga. .
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Eng. Tran.—The subject-matter (i.e. the story ) of
an Thamriga is of mixed type ( i. e. partly historical and
partly imaginary ), it is said to have four acts. There
will be three Sandhi-Mukha, Pratimukha—as well as
Nirvahana, The hero—and the rival may be either
celestial or human beings ; there is no hard and fast
rule governing it ; but they must be well-known figures
of the Dhiroddhata type; one of these two ( viz. the
rival of the hero ) will be such as commits wrong deeds
in secret; and in connection with him ( the rival ),
Sringarabhasa ( i. e. Erotic sentiment nqt of high model
i. e. improper erotic sentiment or that of lower type )
should be depicted hither and thither (i. e. hither and
thither in an Ihamriga, an erotic sentiment of low
model pertaining to the rival of the hero should be dealt
with ) by showing him as desirous of (or intent on) adbuc-
ting an un-willing celestial woman. There will be ten
celestial or human Pataka-characters—all arrogant. High
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wrath ( in the hero of his rival ) should be portrayed, but
( actual ) fighting should be avoided on some pretext.
Great persons—even though doomed to death should not
be shown as killed. Some say, on the other hand that
Ihamriga has got only a single act and the hero heroine is
( always ) of divine figures ; others affirm that there must
be battle arising out of celestial females and there will
be six heroes.

The word “Misra’’ means ( i. e. by the assumption * of
mixed type” is implied ) that let its 39 ( matter ) be both
known and unknown i.e. partially known or historical and
partially unknown 1i. e. imaginary. The word ‘‘Anya”™
here means (i. e. the sentence **one of the two “refers to )
the Rival (of the hero ). Pataka-characters—belonging
to both the hero as well as the rival will constitute ten.
The name Ihamriga implies that in it the hero hankers
after the heroine—who is difficult to approach just hke
a doe. As—Kusuma-Sekhara and others.

Text—gfa: 1. 319 a1g:
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Eng. Tran.—Now comes description of Amka.
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Eng. Tran.—Ultsristikanka otherwise known as Anka
has got only ome act with its heroes ( or dramatic
figures ) as mere mortals (or common men). The

predominant sentiment is Pathetic—exhibited in the
wailing of many women.
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The story a well-known one should undergo develop-
ment through the poet’s imagination, The Sandhi, the
Vritti as well as the angas ( of sandhi as well as of Lasya )
will be there as in Bhana.

Victory and defeat ( respectively of the hero and his
rival ) will exist in it, but the fight should be only in
words ; and there shall stay a great deal of self-morti-
fication ( dejection ).

Some say this ( Amka) as utsristikanka simply to
distinguish it from the Amka ( act ) inserted in a drama ;
according to others the name utsristikanka implies that
in this Amka—there stands a different presentation as
not found in acts of dramas. As ( an example of this
is ) Sarmistha-yayati.
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Eng. Tran.—Now comes description of Vithi.
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Eng. Tran.—In Vithi, there will be a single act and
there will be a single hero of any kind ; and he should
produce primarily the erotic sentiment as well as others
to asmall degree, having taken recourse to interesting
replies through Akasa-bhasita ( definition of which has
been referred to above ). There will be two Sandhis,
Mukha and Nirvahana—and all the Arthaprakritis.

By some one (of any kind) is implied—one of the best,
mediocre or ordinary type. It abounds primarily with
the Kaisiki Vritt—as 1t 15 teeming with Erotic Sentiment
( “aar afar” )1
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Eng Tran.—The wise proclaim thirteen angas of
this ( Vithi ) ; they are Udghatyaka, Avalagita, Prapan-
cha, Trigata, Chhala, Vak-Keli, Adhivala, Ganda, Ava-
syandita, Nalika, Asatpralapa, Vyahara and Mridava ; and
amongst these (the first two) Udghatyaka and Avalagita



a8t TR 399

have been defined with illustration in course of dealings
with Prastavana ( Prelude before ).

Text—®16 | ) TTFIAEGIEH, TIH) R, |
ghl  qur -famaAraman — selfreiEEREnEs-
9 |
i1 fag: o sfew efmea smopm e
froangm, sfa aE. TETEETORE T Tw S e
dlogg’ waq)  feandeemea wergfow s
arwfe 1 wig  ANghv- qeEgd T dwEgw &
WA | TR AERAY: § @O A o T
T fmieEEm aefve mmeweniivea R ao
FArE TS |
Eng. Tran.—Prapancha stands for a comic statement
in which there is mutual false accusation. As in the
Vikramorvasi—where there is the mutual (accusing) state-
ment of the jester standing in the terrace as well as of
the maid servant.
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Eng. Tran.—Trigata is more than one interpretation
(of a scntence or statement ) due to mere sameness
( causal or accidental sameness ) of the very words ( of
the sentence ).
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As therein too —the King—

Oh the chief of the mountains! have you seen here
in this charming tract of forest any woman—beautiful in
every limb ( i. e. beautiful all over her body ) and separa-
ted from one ? Bchind the scene—an echo there ( which
means and implies the following—Oh the best or greatest
of all kings, I have come across a perfectly beautiful
lady separated from you in this fine tract of forest ). King,
How is it that he says that he has seen. Now, here the
very sentence that is put up as the question is presented
as the answer. Some are of opinion that this ( Trigata )
concerns only the three—the ( main) aetors and

another. )
Text—=w: | BRWRARarHIAENT gaar oo |
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Eng. Tran.—Chhala is the hood-winking ( of some
body ) though alluring with apparently sweet words.
As in the Venisamhara—Bhima and Arjuna ( say)—
Please tell us where is Duryyodhana that King with a
high prestige, who is the director of the trickery displayed
at the game of dice, the contriver of the burning of the
lac-house, the chief of hundred brothers beginning with
Dussasana and an ally of the ruler of Anga ; that Duryyo-
dhana—who displayed his ability in dragging the hair and
taking off the upper garment of Krishna and whose
servants are the sons of Pandu ; we have come only to see
him not out of grude ( i. e. not in wrath ).

Text—@i®: 1 o @g@s  febm sEghd
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g

Eng. Tran.—Others opine that chhala is the state.
ment which is pregrant with the idea of cheating
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of laughter and anger and is uttered with a view to do
something with reference to some body.
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Eng. Tran.—Vak-keli is the s‘atement in which is
couched up two or three ( or more) questions and
answers all motivated or urged by joke.

“two” or “three” is significant ( signifying two, three
or more )—that is, the term ‘“‘two” or “three” should be
taken in a wider sense implying two, three or more.

As—Oh mendicant! do you take meat? It is
nothing if not ( accompanied ) with wine. Do you like
wine also ? Yes, I like it and together with harlots.
Harlots hanker after money, and how do you procure it ?
Through dice playing or through pilfering ; oh ! you have
taken to dice playing and pilfering, also! There is no
other course-left for down-fallen one. Some opine that
Vak-keii is the ( abrupt ) termination of statement ( sen-
tence ) that has been ( already ) begun, even though
the idea has not teen (fully ) conveyed or expressed ;
others hold that vak-keli stands for a single answer for
many a question.
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Eng. Tran.--Adhival is said to be the utterance
exhibiting or impressing mutual superiority in course of

defying each other. As in my Pravabhati—Vajranabha—
( This sloka has been already translated before ).
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Pradyumna.—Oh you wicked demon! away with
this bragging of yours. To-day let the entire earth be, in
a moment, besmeared with the blood of all the demons
and as such alluring to the flesh-eaters, by the shooting of
arrows from the bow, placed on my vigorous arms.
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Eng. Tran.—Ganda is a suddenly uttered statement
connected with the main topic ( of the drama ), though
it (really ) connotes a different implication. As in the
Veni-samhara—King, oh one with her thigh like the outer
edge of the palm, these two thighs of mine are qute fit
for settling long upon the charming hip of yours.

W
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Then (entering) Chamberlain, your Majesty ; broken !
broken ! etc. Here the statement uttered to inform the
throwing off ( i. e. severance ) of the car-banner is connec-
ted with the breaking of the thighs—which is the main
topic.
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Eng. Tran. —Avasyandita is presenting of a ( quite)
different interpretation of a statoment used to convey the
real sense. As in the chhalita-Rama—

Sita—My boy! we are to start to-morrow for
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Ayodhya. There you should behave unto the king in a
befitting humble manner.
Lava.—Are we then, to be dependants of the
king ?
Sita—My boy ! he is the father of you too.
Lava—Is the Lord of the Raghus our father ?

Sita—( with apprehension ) Do not take it in any
other sense. (Don't apprehend any other thing ) ; not
only of you too, but of the (people of the) entire
Jarth.
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Eng. Trap.—Prahelika impregnated  with taunt
becomes Nalika. Prahelika means an answer given to
conceal (or twist ) the meaning ( of something already
said ). As in the Ratamavali, susanganta—My friend—
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Here sits he for whom you have come. Sagarika~For
whom have I come. Susangata—well for the picture.
Here the implication that “She has come for the king”
has been concealed.
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Eng. Tran.—Asatpralapa means an irrelevant state-
ment or an irrelevant answer (to a question); or a
wholesome advice given to a4 fool—but un-accepted ( flou-
ted ) by him.

Of these the first is in my Prabhavati—Pradyumna
(looking out a branch of some mangoe tree) says oh ! how
it is that here is my beloved—with her hair beautiful as the
lines of bees, besmeared with sweet scent, blooming with
(erotic) scntiment ( or affording pleasure ), lean ( in
constitution ), with her palm like the new twig and speak-
ing as sweet as a cuckoo. And in this manner, it is in the
case of an irrelevent answer. The third is as in the Veni-
samhara in cases of Gandhari’s advice to Duryyodhana.
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Eng. Tran—Vyahara 1s a statement ( an utterance )
that gives rise to laughter and curiosity (agitation)—made
for the sake of another. As in the Malavikagnimitra : at
the dancing performance, Malavika wants to go out.
Vidusaka says—Do not do so ; go after having corrected
the error you have committed in (the feat of) your (dance)-
learning—(that is first clear yourself off from the over-
sight committed by you in course of your showing a feat
of instruction you have received in dancing)—beginning
with this (i. e.'with this set up ) Ganadasa—venerable
sir! please tell what discrepaney you have noticed in
her feat. Vidusaka :—First of all comes the Puja of a
Brabman (i. e. first of all, offerings are made to a
Brahman ) and this order has been vitiated by her,

Malavika—( -miles ) [ and Ganadasa is curious and
agitated ).



9% TRes': 3%

With this and like statement tha; gives birth to

laughter and curiosity (agitation), the heroine is shown to

the hero in her normal appearance and hence due to this
it is ( a case of ) Vyahara,

Text—aWH: | T A I AN IF G A& * fg aq)
g a3 fur g wEAfa—3 qm e S g
QY G, AT T DT WP ¥ g guia o7 e g
oty @wg, aF & wga’ aw Ay @ [ sigheg “aa
S, AT e’ w4 fragran Qerdeor ar
Aeaga awfe faRen g eew wAw ] o wwe
zerY 74, iy Sfrfaqamaed’ frdted samaT, R
A PEI—EET | I QUG AW P R | fadve
R gO—qEn ageeted qf Qafaan, geeeae
AT TAYA—3AT ®H ! qun PR a9 sw Wi
T @ A

gfa et sARE FarEifa 0 Note—qd & weqmawn-
wifq sify waf 3fa afee: 1 qarfy qoes “drawmmmgans- |
@’ gf

N. B—u@ 3 “Groqray prew fagreoaf
T SR Aty &) [ * aataaf aeEema |

Eng. Trans.—Mridava is that in which merit turns
into demrit and vice versa. )

As (the examples being in serial order )—oh my
beloved ! my living (i. e. dragging of my existence in your
'separation ) is ( nothing but) cruelty, dispassionateness



N arfearRd:

and ingratitude. But these have turned into merits
( virtues ) since I have met you again.

That grace of her body endowed with youthful
charms and the sole abode of pleasure—has now been
( being remembered ) for my sorrow.

Text—3fa:1 warfq w1 erxify aewify gnwEfa efr
gy e fadarfa faewagr, arewiyg fafafemf
geEatfa | dtde  aeTEETEERTeRTaET  feaar, dtd)
JT—ATS |

Eng. Tran.—These angas, though possible in dramas
(i. e. though they may be found in dramas etc.) must
needs appear in very clear forms in a Vithi ; and here
they have been cited from dramas ( i. e. as they have been
set on in dramas also). The Vithi is so named asin it
various sentiments appear in a row—just as in the case of
a row of trees,

Example— Malavika.

Text—3fq: | 3 HgaH—

T T FavEe wafae’ ©% sgEe fapnfa

Eng. Tran.—Now comes description of Prahasana
( farce ).

Text - F% | WWEA, qRIG-IROTRRT, (AT |

TR N T Tt R |
3 AR ity s |
o7 greRaeT framt feafaee |



w5 TRl ERY
fm— T @ o wwey wfy afw, gonfa, swen-
wift am s W) SR S AT
fafufaeg)  qarfe g @t qar eenfe e @ e e
frght efa afugm) oo qoiGT UF qw eTENT
Wl A AvEd e g9 gfagemfy sfefeld @
P Py frefory s, afmeess seER g9y,
Pod o @ faemrs: saewe o A faga
ghafra o werw AT fam fvgwem fufa: 9
a1 A W oAl g owEEe g feaferrEmer—-
anfy armaned —“Aloy d@gw wweg  Sewq qURENwRy”
gfa
Eng. Tran.—The subject-matter of a Prahsana—will
be the story of those—that deserve condemnation, the
story proceeding from the imagination of the poet and
endowed with Sandhis, Angas of Sandhis, Angas of Lasya
and (a single) act—as in Bhana, There will be no
Arabhati nor Viskambhaka or Pravesaka. The domi-
nant sentiment is comic and the Angas of Vithi may or
may not stay in it.
Text—@%: 1 (a7 ) aufEawmfgasraliaeas, ags: @
7 WAG S T A |
70 | TRt |
fia—\ @9 i sgew g @R qo—
Formel “sggeaft e fafrd ge qu de em
oF@ e ofghtea @ o REeNEiSe
gremRETeq | wgEEgs TRgaaomE L sifre-
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amEw,  fetmaereafeeer  faafarghed g
T w301 uvay WEAE Afrd afw qur ek
“a WEEH TUIGEATER | qF ge@ew qq—arafe
(mufre ) fagafEcffemer afd Swamafs
& Temashaag 0 g o Regmag sewEn,
NGET TEETE 3 UINT GUGEE @Y A TEEEA
sty —areitenfear | o1y ggaw qofeEe: Ag@mETior e
qafer: forsm: amem: &f v wafiy sPgR ow A E)
duife o SRER Caut WY &P OF 98 S AT W
o g YEe T gEMfa IWd 4@ SEEm a9r
Lo el

Eng. Tran.—In Prahasana, the hero comes from
amongst ascetics, religious persons and Brahmans ; and
the Prahasana in which there is one impertinent fellow
( from amongst these, playicg the part of the hero ) is said
to be Suddha ( pure ). As—Kahdarpakeli.

Text— W | SNfud %o o agrrfafy afig: |

a1 qur ge TRaw |

fra @ sy & Ay e, v s gl
sirefgrm Rrerarfrars: 1 o sy e qa. seEe
qq deiy gfq frg1  Ag @Ry dgan & e e
afAaeaEaa, ggug g RearmaEmiem ) o afeeg
“Hymg devrerg, deoy’ g degfay @ wEe
“drogr deeir;, ge-dgey” g @mt FEm  siaieg—
Ay ezl W T 3W @1 dfae
afcafeaiieg e’ gt a2
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Eng. Tran.—That Prahasana which is composed on

( the story of ) some one of these is said to be mixed
( samkirna ).

As Dhurta-charitam.
Text—®: | g& agam Wl G Hfgf=t
o gRITRY grgRMS T T,
JIT  STERSHIE: |
A qOa gemos e —wfEd, aemTeTee:
FEARL, SMaal YEWW geW SfaTod AT eEng A i
ey (Fad SEUAH 3O 1O gfd srmam Sl uAEg
W GgeR o dui: e e af
G I N O TFH ZHAT, AERgTE Sfd ohd a1 HE T
afgs’ @ sfa aafd fur) o ggoeeeE €er QU
FTHASH | 0T AT T
Eng. Tran.—Some call that Prahasana as Samkirna
( mixed ) which is based on the exploits of many impu-
dent fellows. It, on its part, may constitute eithes
one or two acts,

As Lataka-melaka and others.

Text—3fq | giveag—
Ty EEREE T T o

AfrgaaIieasafeawmieg ey |
fra— ew sfgfgoem sl a9 wmEa T@IaT
T AgEs qai fewm e aferfeian g st
(erfrgar: gft a3 g Swrem &@d:) ¥ qwr ofeR
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™ afre (afad) @A Ife qur s & Il @
SEETH, T |

Eng. Tran.—But Muni ( The sage Bharata ) said—
That Prahasana is Samkirna in which appear a harlot,

a slave, a eunuch, a cheat or sharper, and a courtezan—
with normal apparel, appearance, exploits and deeds.

Text—w: | fageg fargdsy avses e |
HAXATONZIFAE IR N
I 1 g% aRivia wanem, gfa i gaere )
fm--1 e agEs: A4 FEA Qo qwEw, 39 IR
TEEY  YERANONE: — dWa: ggfa -qrzm adr W eiver R
T, gadem, 38w AW aErfa: gan dfEan g sfaaata
@, sgEen, g fagam, gfa fag:
atfe FOETE--
T e AIATTE:
fagei- dateg drom g0 e S |
st afad — SRR JIRAIORERET: | 98 Ty
Ffd 77 weEwE faveraRIEs ey EEega-
R gfa
|WR Ag dan e fawfafy e seeeq shghng
T wfa &9y SWA-%3 Peaw s dfed wmem
S¥UEE A SREE w3 s Prean
E i B R Tigaa  fagaafy ameem gfa SE

g fazan sft axtofta gug 7t @ o= shgfem
A ATENI 4T 7 WA Fhaa —
“BRITIVYET JT AT JHATRAGTR: |
T, SR i nfrerRa g i )
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Eng. Tran.—That Prahasana is said to be vikrita, in
which eunuchs, chamberlains and ascetics appear in the
dress as well as in the speech of vitas charanas
( panegyrists ) and Bhatas ( soldiers or wrestlers )

The sage Bharata has not spoken of it separately, in
as much as it is incorporated in the (i.e. his ) Samkirna
Prahasana.

g ey SqEIwIT |
fia— 1 zmevwin fafysy onger aewm Svwww faa-
afqgy satfy) ‘Frar fw gaw  ewEeeAa, da &4
q9AM, SUSTHY I ORW: § g GEPH SURIO sqfaed |
A5 oMY TITAW, Arfwl Swqha —
Eng. Tran.—Now comes the turn of upa-rupakas.
Text—®G | atfas Fagara, efar g
s esforemTamTgEy 39 |
WA Y TAeq AT |
TATGIT F 1 ATGHT I 0
gegad a AqisAt Igrer@a afga: |
TR G ST SIBAT I IAT M
% 9% AT T GRAY g4
3fe: T, S Ewafl g g o
g\ gEAIgEATIEdY: | o1 WS RS |
fa— aftm 3§ Fmam@ Tl gfes e
U WA-IC N ANEg  Fand: e RraEn
defoas sfwq)  ae¥ g  Tawed shooafr same,
W@, R Teeedr st s s L eeTE
afi®: — “IuTd fgad,  SROORE SETAIT e g
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TewR g ol ARmET § T S SREHISEET
s shman Pl adfefn oot qermr s
g |

vt sifaser wfgh—

‘e 330 sfemfargifas glifeam
ageiazTafaaniT e 9 1
ARG STETRIEAE T |
Tt arfy Aftasaear Jifaw fgv o gha

Eng. Tran.—The subject matter ( i. e. the story ) of a
Natika proceeds from the imagination ( of the poet ).

It (i. e. a Natika ) has four acts—abounding with a
majority of females ; and the hero will be a well-known
figure—a king of the Dhira Lalita type. The heroine here
will be virgin princess that has for the first time fallen
in love. The hero always standing in, one of the senior
queen will follow the virgin heroine. The senior queen
will also be a princess a bit advanced in age (i. e. older
than the virgin ) and imprudent. She will be very prone
(prone) to love pique ( i. e. she will take offence at every
step ) and the (nuptual) union of the two will be subject
to her (will ). The Vritti will be Kaisiki and as regards
sandhis— here will stay all of them—but the Vimarsa
Sandhi will be very slightly inhibited. @ The word
“Dwayoh” i. ¢. both, stands for the hero and the heroine.

Example—Sriharsa’s Ratnavali,  Rajshekhara’s
Viddha-sala-bhanjika and others.



a3 gl %%
o, - AfoRe ‘Asqrendy ghEe” oy W oRw
T oomfedt @faar dwn @wdl g AemTe 1@ TwR—
“qfiauiig o agAREfSEa | afver qugs =
R |
i oo Sfqugemim | Jraafe-
Text—gf: 1 o w1 geiremT a1 ¥fndad o

fag—  ory sraTE, sTvew &aafa

Eng. Tran. —Now comes the turn of Trotaka.

Text—%i1E: | QRISFTTE, BeaaTgwisae |

SE% A T g SKAE AIqEH I

Fha— g’ afugswEmears e | qug’ qur—
wiaw™_ | g qar— R |

Eng. Tran.—A Trotaka is said to be that—which
consists of either seven, or eight or nine or five acts—
each act being grand by the presence of the jester and
which is based on the story of mortals and immortals,

The erotic sentiment is here—the predominant one—
as indicated by the presence of the Vidusaka ( jester

who is usually the hero’s a#afyx )in every act. An
example of a Trotaka with seven acts stamvitarambha
and with five acts is Vikromorvasi. [ Note here

the reading Sor§’ afguen and not g=ig afagwey ] |
gfr erg Aty
fag— g 9C wwwmat At fageifa |
Eng. Tran.—Now comes the turn of Gosthi,
Text—wve: « STEavaRe § Perfimtengir |
erenRi SRp aftrarieEt o



¥oo M:
e sty e arfafarar « 1
SHIRREIHT rRwEfafafiar
o | qar aawaf |
fr1 wEd: @R dafe qufval g gew sewar
Afd—Ta 9 QEONE A, A SdREEAr B
ghenfedt @&t wafa @r g mafuw qun femmafea
e waq—ua w4 qafwen  w=fEr dfght  wuihs
sfaar 3w Fre A g1 AT HIATARET,  TEERR-
A AT ChA UF WEA i wfaan @ qun dea-
AW FAOTWRE QSRR ST
qran: | [+ o TNz’ MY cqmy” 3fd IR gw | ageidr
dei su—gn | PemaRd owd: we: IR a1 sAEE
fagoamaT, gy | gatgsfran 92, gfa Taee 3f a1 wafe
(2) ST
Eng. I'ran.—A Gosthi abounds with nine or ten ordi-
nary fellows and five or six females. It is runon by the
Kaisik1 Vritti and its subject-matter is not of a serious
nature. It has got only a single act lacking in the Garbha
as well as the Vimarsa Sandhis and is replete with Kama
Sringara i.e. erotic sentiment dominated solely by
passion.
afe 1 o gge
fm o] wauw @gw wuqiA
Eug. Tran.—Now comes the turn of sattaka.
Text | TS NTARATIM STIHITG |
T 3 RS SRR Y @ |
oY SfASTET: € SRR |
Tq— L e
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gfe: o W e
fa— gz g wwmiwem ik g g
s wafwr gy emerm sfefean &1 AT qET— %9
/S
Eng. Tran.—A Sattaka has all its text composed in
Prakrit. It lacks in either Praveshaka or Viskambhaka
and Adbhuta Rasa (the sentiment of wonder ) largely
abounds in it. Here the acts passby the denomination
Javanika and in other respects, it 1s hike a Natika.
Example—is Karpura Manjari.
Text—3fa: | a1 FreacEsq |
fa— st SRS AREtEE ARTETS frif
Eng. Tran.—Now com:s the turn of Natyarasaka.
Text— @& | AEATWEH, TgA@aq i |
XA H agA, TTaAEigaTges I
ST @R TR Fraawaisw |
gl a=i sremha g&nfa = o
e afagd afufug asfa Fen)
ght— 73 afraggadi—aar Fdadi 0
afrqageaacd —guar fasgadh
fid— | AEREE AW STETH, g UheT g e |
a% qga, areml aa sgww fefa: @@ famdan @
a% argwE SXre: e Wi o 9 wfaa feagan
IEGE WA TG WA, e fieaE ol qar—
“grrgafafa o, @ wafrshd g fefeagade: ey
@ feagler:” | @9 AR 39 fgdt greRe T3 ot
LY
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g At Arfger g FEEEeT W TMEeAETeRs gaT—
‘FEd AvEA OGNS GrEgmite @ g araeeen
wififerfgen . 93 wewemwfa fmfqy o
gaafy: freggnafya freqs1 « %faq g TreRes ufe-
@ TR oAt iR gefti @em, &gt
W gERETERIIE  AeREERE TR Rt |
gamt R e afragem gar faemae |
Eng. Tran.—Natyarasaka has got a single act—endwo-
ed with a variety of cadence and timing, The hero is
one of Dhirodatta type and his upanayaka ( assistant )
will be of Pithhamarda type. Comic—attended by erotic is
the running sentiment and the heroine is of the Vasaka-
sajya type. There are two sandhis, Mukha and Nirvahana
and ten Lasyanga. Some authorities do not wish only the
Pratimukha Sandhi herein.
Example of Natyarasaka with two Sandhis—
is Narmavati ; with four Sandhis—is Vilasavati.
Text—3fq: | &g Searg ( S=TaT ) |
B | ST TR S R |
T = arfa gfe: S Tt aun o
AR g R def: |
g 8t SAaETRiTaTaY agea |
g qar sewfaes |
fim— 1 a9 SeWAR STETE ST —SeW siae
qE SRNY TH @ AGE: W whag § g
frgeau 5! ST qE@ g drengife @l e
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qet afeariar arfaen, qarafe: o ST a3 W)
WUFEHE R —qquag, Py ‘Shorgw’  ofts:  somd
s wfada: Qs 99, 9 9@ dzfa’ a@ IedE
) A% G Rl @ SqaeTIREge: W
fammaa a1
faara: agame qar —a efefalan faed
aferdaa: |
faea: ArfamasaeHt a91-—
AT gERsEony | friaeg
forera: EnfamRtATRET |
famsra: gragriuay qan —adfrgr oyt
faoma iy s
e faemd agaw afEr’ @@ see) sW
TOI=AY g — >R fes |
Eng. Tran,—~Now comes the turn of Prasthapna, in
which the hero is a certain slave and even inferior to him
1s his assistant—the upanayaka ; whereas the heroine 1s 2
certain slavegirl or hatch maid, and the Vritti is Bharati
as well as Kaisiki, The theme of the drama is to be
brought to a close in connection with a'revelry. There
are two acts in it—abounding with much dalliance atten-
ded by time and cadence.
Text—gfa: 1 snim@IRY |
fag—  swwaoy Swrafafa STeT la )
Eng. Tran.— Now comes the turn or description of an
ullapya.



Yoy TR
Text—%M%: | AW FegrewrR]feey
foamIx 34 greparTe: @ I
WY IgEAHAS TR |
el ATETE JAISE 3 =W
g farcrmmiEganfa . qar - agEEg )
fig— ) Smmd @y RS, T T ARWEREG
feay effgqmafuay W& og" a3 ) qn I
farers 5fty 39 ITETR—aR A “oATHiaTan — gy’ qifa
gufiafa: ot gwm, TweTRYL, dE S g agamd )
prgERTRaE a1 qfqer fa’gy @ 9 Tgenwe
T oW AT GAT M ME—d Aea S
73T ST — “IHOTRET T, FEFATITREFA |
Hrqiatae dauerild qgeqd’ v Tasai aa
W qur ageumw % Afead @, Toa, SuTeE |
A% S @@ Aryen, ) a9 @ 9 ogn
i Segfa | T IqT— I
Eng. Trans.—An Ullapya has-got a hero of the Dhiro-
datta type ; its act being one and it dealing with a celestial
story. It is graced with the angas of a silpaka (uparupaka)
as well as it will have the erotic, comic and pathetic senti-
ments. It is charming with many battles and mursic
(of the Asragita type ). There are four heroines. Some
opine that all chese should be inthree acts only of an
I|/YY L
gf1 cere wveaw |
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Eng, Tran.—Now comes the turn of Kavya.
Text—#tE: | FEINCRIEAGE ETEHE T |
QAT TS, |
s FURITSTegRE Mg TR TCATINE |
e ©ft, areggTaT qedt ot qurfea: 0
JYT—ITEATRE: |
fia— @rgy gfa omamt afagw Sue g aadt
gfa gom e @A) oAUy WA WK, aredl, ® e
g faRlg 1 aqr 9 97 WA THE  ETRNE IO @ |
f& 9 A9 avear-Rufm-wmae  safifiafRn: sexa’
W a e egfew g aREe@ afr e @
T A SIRRATRA STR@T S|, WA o/ Sar A
i1 am afyer aifr g, Wi SwEfow v
AR a1 WAa @ oY geuhmet g et
a afqm: freden sfy aftam Refa s ey qu—'
qRETL: |
frafm o fedvwoem dw Mol fdevey
Ry T, SR JAT T I 0f — '
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TR A ATTTCET ER LA |
T FRATIN: ARATFR T IO, SFE-GH I e |
ue’ wmEn oyfewr Iy oRfNRW: swR @ W
AT | AT ARG | & T o RIIRming



veg afergdon:
R gIANgY /NN IW oyfwm W gatii vy
[ * arerswgar” it ot 7 ]

Eng. Trans.—Kavya (39&9%) lacks 1n the Aravati Vritti ;
it has only one act full of comic sentiment. It is graced
with Khandamatra, Dwipadika and Bhagnatala type of
Gita, with Varnamatra ( or Varna and Matra )and
chhaddlaika variety of metres—and is teeming with erotic
speeches, Here the hero is of the Dhirodatta type
and so is the heroine ; and it has the first two Sandhis
as well as the last. .

Text—gfa 1 o9 & gomy)

fim sm= S8 g 3fa SreTs fegea

Eng. Tran.—Now comes description of Prenkhana.

Text—3%: | MAfaRhed S gv Eraamaey |

FEATRASTEH -S|
frgeahey gergfiaaTia’ Jued gy avdrear
‘ a3 SrEar b
qui—arfeay: \

fra— Segwm AW ITEWH § W qn Red S
e (e —o|uE O gEuRgElTee— e rag Y
Ty | qa g A O F e, i g Ivffy-
T e wed o9t ey A fagg aggem
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and figd o WA Neft sgeegenty gf aguly wwd-
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Eng. Tran.—Prenkhana is without the Garbha as
we!l as the Vimarsa sandhi ; its hero isone of the lower
rank—and it is devoid of Suttradhara, Pravesaka and
Viskambhaka and it consists of a single act. It is replete
with duals and angry speeches and it contains all the
(four) Vrittis. The Nandi here is sung in the green-room
and so also is the Prarochana.

Text—3fe: | 31q TEHH

faa— s FATE TS I |

Eng. Tran.—Now comes the turn of Rasaka.

Text—gH: | T&& THATS @VIE P gu Rga |

ArarraTnfE A R
TR Y Forfead |
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qFT i Y 9 @R A9 VR qar SR
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Eng. Tran.—Rasaka has got five ( dramatic ) persons
and has only the Mukha and Nirvahana Sandhis. It is
full of Sanskrit and the dialects ( various forms of Pra-
krita ) and is endowed with Bharati and Kaisiki Vritti.
It is without any Sutradhara ; it has only oneact replete
with the angas of the Vithi as well as with fine arts, The
Nandi here admits of double meaning ; the heroine isa
roted one—whereas the hero is a dull fellow. It will
have a gradual display of majestic ( lofty ) ideas. Some
opine that the same has also the Pratimukha Sandhi.
Text—3f: | th
fa— 1 W= FaTEe dems fageid v
Eng. Tran.—Now comes the turn of Samlapaka,
Text—FT%: | FOIRSFIAIRSY 1 & I |
TqvE W ET = > IR )
WRY: greraedaTaiEET |
a g sfeniafy wrdta 7= SR
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Eng. Tran.—There are three or four acts in a Samla-
paka. The hero therein is a heretic and the ( predomi-
mant ) sentiment is any one ( of the nine ) save and
except the erotic and the pathetic. Besieging of cities,
hood-winking or out-witting, battles and confusion will
stay there and neither the Bharati nor the Kaisiki
Vritti has got any scope therein.

Text—3f: | 3w shriafirgrers =8 —

Eng. Tran.—Now comes the turn of Srigadita.

Text— 0% | JEITIONRE, ST RO, |

sfggarfae miferahany frafie o
yIafrege sftfemee ag o ad shwfe
gl ErETs i

gfa  qe—<ver-Taraey |
Eng. Tran.—That uparupaka in which the #story is
a well-known one and the hero—a noted person of the
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Dhirodatta type, the heroine—a famous figure, and which
lacks in the Garbha and Vimarsa Sandhis and is run on
with the Bharati Vritti—being replete with the word ““Sri”
is taken by the wise to be Srigadita. As—Krida-
rasatalam,

fira —a1a s affae’ seRaR—
=+ s shafed i fefla adgi)
vETEY AR 3h Fa gEe 0

e | SRR |

faa—ftafed sfimfaan sfa amr afeE soeTs emdar
e stftr ot sl evdternfolr srfag S e
fefagfr ¥ q3d) qur sfER H U o @ g WAU wIET
AT WEEgs =Ry —gfq 39 ety
T9ad sqgfa  fTuA oftifgm Sxmwl g M wAn
A |

Eng. Tran.—In Srigadita, Sri (some actressin the
garb of Lakshmi ) having taken her seat (i. e, seated on
the stage ) sings and reads something. There is only one

act mostly in the Bharati-Vritti—so opine some
( scholars ).

Ap Example ( of this type of Srigadita ) is to be
sough: for.

gfa: 1 @q g

fa—. @=L swamE Poors fagonfa

Eng. Tran.—Now comes the turn of Silpaka.
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Text—aT%: | J@AR: RITHSEN: & Iql o7 |
SFRITIGTEATS TAT AT HEONAT: I
UATS FATITIREN: RAGIATa®: | QRfAaTfaRwTr
waaq@ arfa g u
RIATRY-2-aT9TE 1 JEwY: |
A A IaEsETEAT AfaTed: 1l
faaaraa-araTion seeiyEaeAt: |
TIATE o3 Ta e s |
arifefy aden TART TAY | SHaEiaE O
ot erScaTE e |
gha: | oA gEEEET, W fagH | quT—saw-
FrAT: |
faa— faeeeq o arn sfeg STeT% 9@w: U@ e
wafg—an AwafEan @g wofiet @@mEe ) o sTa-
TR —as @ qdT W gy o gaEn faufe,
T AN @it wed s oY wafy 1 a sfEa smAw
A YA—IH a8 THHI eEld &0 dw: f
WA afE o faeTd AR eI quHT
frdm ) enRRd afrea| ovEH, W gREH, R AT
R s g efatrgti aft go—(q) smaiEr—
TEERCEY @ ew ear) () ab (1) &Rk
(0 am: (W) sgm () safw  ogewn omEmer  ar
(o) sg@:  (¢) mE—amEwd s\ S WL
(R) smwvsr  (30) smfeem: @ Sl qUT—wEEIE
saeniamiatee (99) sfaefe: gem sgom o
(R) o @eaEa o/@ @M I (31) AeEW
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(9%) amaq  (94) s@: (36) smgm: (v9) awmy
(9¢) ammgm:) @@ STWSqmgEEM SeRm
T ogawl WU, WA | A aavw  eifvofvqrge:
g ogm: framg (3%) swam: (Re) faer (R9)
o (RR) s (R3) faehe (Ry) @ (Rv) d9R
T gzt g (R€) NAVIAH AR YqAEE  qrA e
11 () =Ha@ia:

Wy, A9 dwfen oot sfer gmTRes?
sty 3nifaq, ewonfa s @ g gfiqeiesy
gwifa 1 &ifv 9 geerw A9 fy QUM ewwi Swnfa 7 e
g fagafa)  aqfe—awde: @9w o @ ARWA-
TN | O Ao ol @Ry, AQN SN geeweoe—
TOE TEH UF IO oy TIe Ty qdT &@wEd-
HTS: |

Eng. Tran.—In silpaka, there are four acts and four
vrittis, All sentiments save the comic and the quietes-
tic are there and the hero is a Brahmana. Initis to be
seen the description of cremation-ground and like things
and the upanayaka is to be an inferior fellow.

Asamsa, Tark‘a, Sandeha, Tapa, Udvega, Prasakti,
Grathana, utkantha. Avahittha, Pratipatti, Vilasa, Alasya,
Vaspa, Praharsa, Aswasa, Mudata, Sadhananugama,
Uchhvasa, Vismaya, Prapti, Labha, Vismriti, Sampheta,
Vaisarady., Pravodhana and Chamatkriti are its Angas ;
and since they are easily understandable, their definitions
are not give here by me.
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The definitions of Sampheta and grathana has been
already known being laid down earlier.

As—(an example of Silpaka) is Kanakavati-
Madhava.

Text—3fa: 1 arg ferfasr
Ra— = swawmt faerfawt fepnfa
Eng. Tran.—Now comes the turn of Vilasika.

T | Wmm
ﬁrwﬁmmalﬁma HftET
EmrafraEang afnary S
&g gavan faeamAt ar faetieer o

gfa: 1 Ffaae “frerfam” o@ farfyafa i
“FETg FETFBETEAT 59 |

fria— 1 sorEger snfgfant W qof ey
Tqmfafin A @@ qar fagweo fdT qun doma T
ffiar) mighae @ fRmafaw 9 e o S
afra  @egrn dfadfagaifaar  gawan g
a2 adtfwa g fremn sfesr @1 faerfes gfa smemay
I7Eaed, | TrengideE syt gA g ererTiam O
et 1

ot g wPw oy e sgam feew
O IR Al Seecaw | dNER-
FUeEEAl  Agdse  agAar e fewew—an
FGUAGTAMNG: TG ¢ | oM woRehy g
WA WA | B, Teareryy: faerfast frfaer shy
W1 AR | 9 ¥ ey ‘Aan”  farfewr
geifsmm, s gy swafk ) frarfoe 9 90w
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fafem, Sreven afig gRifssmEn o et & shRwRn-
T 5 ) g frorfmran @ gwifemamy smaata: gfd
AU | I @y Tenmrefe freee @ g ol
afug a1, AR TR s |
Eng. Trans,.—The well-known Vilasika is profusely
replete with the erotic sentiment; it has got only one
act and it is endowed with the ten angas of the Lasya.
Jester, Vita and Pithamarda, appear in it and it lacks
in the Garbha and the Vimarsa Sandhis. The hero
herein is one of lower order. The story is a short one
and 1t looks gorgeous with fine apparels ( put in by
actors ) ; some read here vinayika in the place of
Vilasika. Others opine that it is included in the
Durmallika ( uparupaka ).
gfa: 1 org gRifeeT |
faa— | sAsat gRifest fagoiifa—
Eng. Tran.—Now comes the turn of Durmallika.
Text—3 % | A IgRGT QT BFAHIARAGT |
ST ARRAI AT T |
forrfe: swiisgsemy faaier Wi, )
qeATfeEdIRsEY fgwwfveraar
qufomeiiaeg NoE AemEa |
agdl e WRE: Hiadaas: 1
gfe: 1 ga—Rregwet |
frg— | gl ST W, b g S9eT Jar
oy & o i qurwrdr ghaw Reawg @



ge3: afede: ¥iY
waf ax TEPud W) ad AR
oaqa Igu: fagun gfd oma A atesgurEnfn g an
aftq @ e sivee: SaFe: @@ 9 A9s a9 iy
! [ w=aEaEs g9 9 o) ST uee: 9w
FRAfY vl | |\ o1 Siy goin AgEl A suwYsE: fyomfe:
fyafa: arfels: aifesthn: arfesifin gfa qma feaa @
wra  arfew afwmgaRiva: & e gRIfseE™
TR og qq ga —aq | EEreifeenis (03 afee dRofy-
graa o) Promedd &l U § 9 g Sew og
o gan feednEm:  feadsmg: Sengs: aE)
gHifpsan  gAISE:  faeed ud SRAT @t eTieRn
ey e afefs ceErduiiig-esa
fredgde; WA 8 g fadhsg  frgweiremem
frowe  PoRe  dewgdw afvw  ®m @
girsy:  wmfe: sfie: ofewhn  smdRfvg—eoe
frema: @) @ g fioag femar @ agdly: qaie
wALIRIAGwRT  avEIT: @@ & g SRaTEE: —
AqEE Aeq PEEIfEd @ T €W AW Ter
qn—Pregadt 1 [ + sifsaemr: sy aY @ )

Eng. Tran.—Durmalli has got four a.cts and the two
Vrittis-Bharati and Kaisiki. It lacks in Garbha Sandhi
and herein the dramatic persons are ( mostly ) gallant
town fellows ; and the hero himself is not one of mean
order. The first act’s incidents should be worked up within
a period of three Nalis and it will abouud with the play of
the Vita. The second act’s incident should be worked



¥9§ arfgedo:

up within a period of five Nalis and it will be full of the
deeds or caricatures of the jester. The third act’s incident
should be worked up by six Nalis and it will present the
achievements of the Pithamarda and the fourth act’s inci-
dent is to be worked up by ten Nalis and it will contain
the exploits of the hero,

An example of this is Vindumati.

Text—3fa: 1 3ta sexfomen |

frg— ) ew=R swawTan, sefomt frgonfa

Eng. Trans.—Now comes the turn of a Prakavanika.

Text —%: | AT SR GrIEATEIRATIET |

QAT AGAAE T 7 i W

g1 T _STROM_ |

fa—1 arfewr va swbmwn  afewmm 9q @9 @l
@A s tr spod | aff §4 ¥% 7 g
AGH )\ AREAE QAT AGE: | SRR B0, qre-
q1E: a6, U SITfRaRe fors: SHATRA: a1 TqaT A |

U AfEFHRY THGT AGE ) 5T g FIYE AG: Aqwd
ST GG — e anETge -
afeger a1 A

S7EYT: SRPIBIAT: IR g TR AFEAT,_ |

Fng. Tran.—A prakaranika is just like a Natika but
in it the herc is a merchant or the like and the heroine
belongs to the same caste or social status or cadre with

the hero.
An example of this is to the sought for.
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gl o e RET | TRAENENTE SRR
o fighen e v gewl stwifay STeTEY
Farfs 39 7 ab@Erfa)  qOETEEC waET W@ shghee
SEETATL | UAR SaA g, oW, ATeEarer gt U aeRa
surrafn Sfafeatfa e wa sftgar fegads warfe
garfr amfs Sewead ‘ag” g o7, aeREE
gay s 9 sfaffa o1, Sd Fwa sfa e, o
frarfaersas w91 a9t “om”  3f0 oXEEH EEGAWH
ggaf

7, ATRAEH_ ITEAHOM, Y gwag  arfzeny ohgfa
AT qTAT: FFeatd |

= +fhgfasa mfzeeaog—

‘i FTENE: s & sEnaRead
q7 A @A we

1 SRR T FREAT, HF, ST,

afe | AAT A SEITT ATfeH,

QEEIAT g S fO% | UAT 3T

wrwaq SaRfH, AagAE:

yfus: feafa — oy Ffaa -

‘A adERG: W S seEnfead
addTR a7 Y AN RN S qie-
wEr aEAyena: TRvmEs s £ W s
g ArEmT  SRUEEN § | aTEdl  SE e R
AT, QUEERE 8T WM SRRt
seonEr, SR etsgRemEr arfesar aegfir
. TN, TR ey amen g

R
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sl deuitany aifste wnen gfa Pemn fraed
zfa

afm arfew axlolf gfy  wasw: ot @l Io—
AETF—

“FEa Tifemay deifged 1 s Regamaeg
UG, UL ATTIAETHI T Sffaqar )

Text—gfa: | o/ g .

B EAN T TATE: gAY & A e
AT g SR |
gaTfadt qur - agaTesstefa:

afe g Feraaw)

faa— sm=w ®ATW oA eswgfa edreeew
R @I T T I gt STed qgem
AR A9 I 2w ght omEm | e feR wal “agare
wafafy’ ofy fBReha aog 1 aarfy e - a9’ qoeTr-
i UG (GO o Qe cA R ST O OO L A
fdshmrme oty afes o R aeEEew
ITEGHH, THA TA NMET AfgA wET G @q a1 o1 a1 I At
fog: gad1 afY T AT TG qIEAT AT I SAGET
degatiagr Wl fe @9 @ ™ g @m0 @ @
et AT JoEeT  drgwmr  afmeIieed fashi
oy SRW” Y IwR)  geaPuewm  abowefw
fretgmalaa qF few ) T qy gt qew Sq@ o
forfy: @ TR qo—R Tt |

Eng. Tran.—Now comes the turn of Hallisa. Hallisa
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has got only a single act—played by seven, eight or ten
females.

The language therein is a high class one—and there
will be a single male actor. The shining brilliant Kausiki
Vritti will be there—together with the first and the last
Sandhis ; and the same will be attended with a profuse
amount of tune and time.

—As Keliraivataka.

gfa: 1 stg wfwr—

fA— 1 em=w wAsT Wit swafs—

Eng. Trans.—Now comes the turn of Bhanika,

Text—m: | TR Tt gafregofaa |

Rl fgs argRrE |
FAIOTIE ARGEAISATEHEF ||
STTESYTTEY st qred qur
waet Frsfaer @R gfa aw: |

SUITE: TR 7 WG A @ B |

fre i g | v
arfaema frefr: enfyamegreg aresd |
QI KYIIEAT TR, |
fosmrreitrra frafaif samt |

der Tht ¥ Mg da SrAE g |

gfa: | WETgRIETNT ( GETNE )| qUT—&TEen |

fia— | qn TRE RO, W gfa s, dga AT,
wfr, Wikl = Jut ey SRt see-
o) o wtwr g S SWA—ET RO



o SHEC
ool gel SRaRafem Rt g dew s qet
ar wriwram,  gsffn ardeenfn gaagas ey
wghfere: | g SgeEafaa o fregafads g
ay e SR W T U@ AT U U9 eig—qun W,
fm g1 ITaITaH UF A|gEn Sifra o Sy WTfuERT
YEGNE @n SR A< | aifd g -oNEY SogTE: | § N
Wi A TR, YW WGP EE S g, e
s fag freae: @ freiermea g R
T W@ e g—am gea— TR
g @ st dreiie
gitgg Rern—g g wifemes: | sfed @ agit 9a
AT, AT, T AgEE AT o P =g’ arad—a1 g
faanamasy,  sdfiewaan| ged QAo @@ 3§ AR
o, #7 diear a1 Qaweni g R Ty
vty fmfe: @ g fremre orew swEAm M
TR, | RN E@8TG—d EPY®@ gANE  garhn | gare
‘gr  oETfd  @wif eigud @ferd A sremart geawf o
VWA I AT SFEASTI AW WA T quT—
aﬁwﬁwfamﬁtfﬁmm%ﬁw‘ﬁgﬁn

T ATRET: SRS~

CoR:  REAISTRT  STERETTRIIOSATE O, fefe qrefe-
qreen eGP | SEET O AT qnE-
aryeRt gum: Reefelaaarfeh o e fem”

Eng. Traa.—Bhanika is full of ( actors wearing ) fine
apparel and has got the Mukha and the Nirvahana
Sandhis. It runs on the Kaisiki and the Bharati Vrittis
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and has only one act. The heroine herein is a high class
lady and the hero belongs to the lower order. Here are
seven angas—the upanyasa, the Vinyasa, the Vivodha,
Sadhwasa, Samarpana, Nivritti and the seventh being
Samhara. Upanyasa is the presentation of the object in
passing talks etc. ; Vinyasa is said to be the expression
of words implying mortification. Vivodha is the removal
or disappearance of ignorgnce ( or misconception ) ; and
Sadhwasa is some misrepresentation. And in it, Samar-
pana is a statement, full of reproach, due to anger or
disturbance (or trouble). Nivritti is said to be the citation

of an example.

And lastly Samhara is the completion of the ( pri-
mary ) object ( of the Bhanika ).

Text—3f: 1 wawl  geAq TRwEREAsh T’
QI ATHIREIRE | 9 A TREReEn g
a1 gEEEa fagm:

frg) fm fam geam ow ARERmAq " ey
T, A CTEROTRE Fw QAT e ghy
Iwq 1 UM efa g Ao &1k Sven a1 @1 faRw
Nh—q@ g @@ ad oEfmer ofr 9 ¥ fdlw o
@ ARRET TeESEmaE, o, At o ax st fget |
A9 o TEONA-T ST U ARSI, ae an sataey
o TR, w? gaC wefr—“cawt “gedwmy  eweort
qa et areSEhee Al aewasimesiy



¥R arfyagdor
aafy oarfa Wi JUETETl 9 g@E  ARwYiEmEaT
waf qufy . adfam ifawy smfm, @ “aqent’
PAEE | AIGRIRAINIIGR:  AIEE B SO,
smRyfaf@y: | o W--gTEO  qqT  SrEdwml -
fagw: AW Ay emmEA wrElal Al I garfy TEe
waifaary mea Ay azww g sy ar g oft
wEhEnn g Qe shfamrgee g fatg:
qurfy sfwa, Sued a1 ¥F 9@ @ T giiea-
daqa  afeEqEeegAi W &t faeed, afeR ad
gfeamtgy sfa w1 sifas, “q” afer oo SueTe-
o a7 AR ARG STW  AEIRET g
@, TR SE: 9" aferd, 0% STEAE A1 GIEEEE
T I STE IR SR i |

TR STERI I SRR q @G A
R AHEER. HAASR gR e s @ g o
AFAT qfer F ITeTE At famdfefa amae
« Eng. Tran.—Though all these ( Rupakas and Uparu-
pakas ) are (primarily) of Nataka-character ( i. e. though
they are endowed in the main with the characteristics
of a Nataka ), yet 5nly some ( not all ) of the characteris-
tics of a Nataka ( spoken in connection with the definition
of a Nataka ) should be inserted here ( in other rupakas
or in uparupakas ), and that ( also ) in accordance with
( i. e. in consideration of ) this ( i. e, of the characteristic )-
propriety and capacity, On the other hand, where ( in
the definition of a rupaka or an uparupaka ) the character-
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istics of a Nataka have been re-iterated, they (these

characterestics ) must needs stay there—such is the
rule.

fimy ow ofem wew wfw oevEmE fEwe
IR sreqriaes g9, Al fag st sweawfn ghmn
TAEIHEAT a7 q SWBATE | A9 A9—FW T WO qriv
q @A Wfad FaAmt merfa 3f s arfew g
‘T REaER” 3 SRUTEH a9 STk e
fy g AewpAn Afag 79 8 AT a1 agion gf s

T @A WA IETRAETE, die Qe
Segfa —

“ag et (ot gfa w=mig ) ofimifyge wolr ot
NYWOGE: | &G T g G9W Nqr g sfi e
sgaataffa” |

fagr=a’ weafa ey - -

“qIgETAd Iq g fageitfa afes—@egE, arEEe

WEATAGH, TOAT | a9 wEeEihfa fragigm e satafs

Tty RgrarRIaTigen qawifig 9 9 % T Srish
A NGRAR R, ARERRGTd, 79 99N JRSE,

s IRoNaafa: | AWy T W |

ST @ A sffeardtf STt g T eny afr g
@ IAH- T, A T Qesrad, g g
gfa sqremanfa TgmrEaTy |

Text—gfa: | oy sty |
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fra— 1 TwERa g e fowr wEwn wfy
ffraa: Y e afteo] SrEmE) sgE
N ATENGH, FH |

Eng. Tran.—Now comes the turn of works which are
to be read and heard,

Text—mE: | g SVTAAT T, TG T |

Ra— sAgemms ¥ SR -—Ed a1 s
a1 g, ofm Fad saugrng 7 g s afieang aq,
w1 T, fg oo wregern fy S an, frar fasm—
9 9T TRYH A gfa )

Eng. Trans.—A Sravya-Kavya is that piece of compo-
sition—which is merely fit to be heard only. It is of two
varieties— Poetical and Prosaic.

Text—afa: 1 7% qEmgTa Mg |

fa— ) ore S u agaae o |

Eng. Tran.—Amongst these ( two ), Poetical pieces of
composition are to be described now—

-Text— FRGTE 90 IHA T THHH |
BT o Aivas forfafeaa o
FHTH AR gal: T a9

fa— ot wma @ serfa--sEes, WEa)
g Agra Tanfa ofafdfa  “e=if” oy sheeafmmmn
TANT SX-NGREAW, SRSET | gRfw myEi-
aggadat g 3 e Sfagem, waRe 9w 9% garfy
gy faesqrin 7@ dwedl T R A9 AR R OF gOe,
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W I qRegsaviin, TR T AR SR
@ g aa v gew 3 s oy wee o gnat e
g% wafd | ik g 90 O3 U T At ol R e
wata aff 99 TaEd T, gfa e w fafin o
g RIAw I ToA v frow @ smEa
qq'qqﬁq:ﬁ:gﬂa%ﬂﬁl Ffzs @ qaifa ey sifEafa
gfa TR QT SauTeRta afe arf e gea 3fd
dgt wefa  vast gefeawi gawt e semER
T

Eng. Tran. Padya ( verse ) is that which is couched
up in metres ; and a single verse ( implying a complete
idea) is called Muktaka ; two—( conveying together a
complete sentence ) is called Yugmaka ; three—a Sanda-
nitaka ; four—a Kalapaka, and five—a Kulaka.

g O g qUEA—
“TRRAEAAS 7% PRTASTY g
AT, _OTEY ST 9 |
HRITET QYOG JAAGET, 78 T g —
Tifemfi aredfs aqar sifq g@dfaa
faa—1 an  afer vd  AEUglgEeE:  AAOERRITET-
far: qog: 9egn SEEER ) &E? qn @g a4 Ofew
AW, eiged, enfewf enfesf, ewetfa awt
PR waw wifq @ gt 91 g Al wA 2 qE-
ARy AMRETEET a4 AW, eqgw TREm g T
oo, Ifefead | oafw oW, awdd | fe qq 9 -9
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TOEEN ENEeM W gWE %6 g W difm
WA EEO: Seehaaas: g SREg
g3 3T |
Eng. Tran —Blessed are those damsels of the city
of Mathura—who out of eagerness embrace, talk, kiss
and drag hundred times ( in hundred ways ) that supreme.
Brahman who is the essence of deep bliss, unchangeable,
birthless and infinite, and to realise whom. even the
yogins constantly meditate—being concentrated in
Dhyana ( meditation ).
Teat—afa: | JW& g1 a9 -
fé O &IT=a &Y | e
SRS FIASHEATEY AT 5.0 U
gf araa Feat? O dewe a9
AERITOTE S Agwsfa:
TEHATY |
fig— swgrsm e @mafi-ea g hmmal R
W oy, AW S TEAS HAME AGAT Ty
gfg: 7 @ R Afy SogsEs S afd
afer, sFawRY st aftrd ag SwWieR  Afy eFgwAiERa
aft g1 @y % qEwEEm: A sfaan @i @
Wt sHERE A TR @l sEgen—anl aRR
gafafe 8¢ v T Sfaw @ § @ ot @fy sorgEEw
Shge gy W g e I T waRndt et
oy WA AMgrm—aEy @ GmEE AgC WOn
Sprfetage |
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T AR, FRUER adT FowA AT Turdr waf ¢
ity = FEEd gt AR SRme TrEEAER-
saY WY W WA S “fRaEeEn e
' TR TR W
Eng. Tran.—*“Will you, my love, place your excellent
cheek on my palm ? Your wrath upon your lover, drawn
by your love, is ( by no means ) justified, even though he is
not faithful to you: and as no sooner did 1cry tosay
this unto the deecr-eyed lady, than the sweet humming
of bees was heard on the mangoe tree.
ford— | ST AT ST, A G, HEwATRt
&afa—
Text—#: | GTa=4Y HEHEY A5 ATqE: 4% |
g aftgy arfy SR feaa: o
TR WAT: AT FSAT TEAISHT A7 |
SETERETREHRI ST graa
Il g S 7QT: GAAEHET: |
gfaerargd TOH-aET ST
AR T €T F Wag |
AR AafagrRiat aegfig = v at i
Ffafa=a1 gerdt qar= o = )
TREE: TR AR I
arforaean: arfadrat: aut: swifasr
AFTIERY: &Y @ e T
g wiferier ST g9 WA |
TSI g TSRS T I
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AR TGRSR _FHUTR: |
grdfasenl 7 ghrertgers: |
TISFTNGH- A= g 11T |
FOATAT: AT ATHIAHT WG N
$4 3 T A1 AT ATTHER AT |
TR GATEIRIT G g

afm . gegrriy ggems g

“aEaMSIaE: * gf agaaaniaTiaaT |

“graYmET” gfa ok famgarangg: |

a1 - (A Y-FagTeT a9 |

41 91 A9 - reafaemifg: )

faamfelt 1 gl afey @ 3 @g@m qad s

fpfi—eaua @iass: @ ausfaana SfE: SET: a
T aue CURASNE. (99 SEREE. S90S
T |

Eng. Tran.—A Mahakavya i. e. an Epic or great poem
is composed in Cantos ; and 1n it there is one hero—a
divine one or one born in a noble family or a Kshattriya—
and he will be of the Dhirodatta type ; or high-family born
princes’ of a single dynasty ( may act as heroes ), one of
the three sentiments—Erotic, heroic or Quietitude—will
be the predominant one. All other seutiments are to be
subordinate to the dominant one( i. . all other sentiments
are to siay therein as subordinate to the principal one)
and all the Sandhis of a drama are to be there. The
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story will be either historical or oue relative to some
great person. In it—there will be four vargas (i, 3t
&, #ra) and one of them will be the main ( w9 )
theme. In the beginning will stay salutation, or
benediction or a reference to the mainsubject ( or
topic). Somewhere ( in such epic ) will lie deprecation
of rogues and somewhere appreciation of the good.
Each Canto—is to run 1n one metre—having a
change of the same in the end. There will be more than
eight cantos—which will be neither too short nor too
long. .In some epic or poem such a canto 1s seen—which
is full of a variety of metres. The evening, the sun, the
moon, the night, the dusk, the darkness, the day, the mor-
ning, the noon, the hunting, the mountain, the seasons, the
forest, the ocean, love-union ( or conjugal union ), separa-
tion, the ascetic, the heaven, the city, sacrifice, wur ( or
battle )., campaign, marriage, counsel, and child-birth
and the like are to be described in proper places with
accessories in it. Its name will be afteg the name of the
main theme, or the hero or any other ; and the name of
cantos will be after the topic dealt with therein.

The Angas too of Sandhis are to be inserted as far
as practicable.

The plural number in the word ‘‘Anya-Vrittakaih” (in
the phrase “Avasane Anyavrittakaih™ ) has got no special
significance. By “accessories’ ( GTHYITX ) are to be under-
stood “water-sports, drinking’ and the like.
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Examples—as Raghuvamsa, Sishupala-Vadha, Naisadha
eharita‘ or the like ; or as my Raghavavilas and others.

Text—sgtg: | g g @I WEeQrEne-
daer: |

fq e TemEd | qur—aEaTER

fam— 1 aifer aerEred o mholty g afy g el
ArarwERer: evaneq gfa awar  sfgAn wEgn qur—
AR | ARG, g 15 Traeg et |

Eng. Tran.—In an epic or great poem, composed by
some sage,the cantos receive the denomination of Akhyana.

As in the Mahabharata.

(Cp. “Mgd, WRAEE WEWEATHI” | JEWIR-
TR mEEN  wEEE weeeeRTER: g
IR | )

Text—- B 1 ST Frdd qeAm, Qs STETaaawr: |

BT e, T TR 1

g g dge 1 o a1 a-TeeRTREERE |

i “degd, A I amrEnar aeRRTRRY de-
ol B e T R ded TR o
WEW ! 5 wER vy Wy Ry s s
WEMASAAT  AGT AT MARN e — TRy
(s ) @, Fameht E SEAT gt ey
w9 o sEeEn oy www: R ke
A R T @y srEwdEw Wt G STER-
fogn  TRWTE, GRET SRR, W R AR SRt
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S T TN SrEqweTered e e aR
den afvE: oihr Prfae @) STEEEEE e
T ARG gIew | seaeal R geeRear-
af@’ =)
Eng. Tran.—In Epics, composed in the Prakrita
language, cantos pass by the name of Aswasa. These are
written in Skanda metre and sometimes in Galitaka metre

also.
As Setubandha ; or my Kuvlayaswacharitam.

Text—sat | o miwe sfew @l Feawriinan
aq T gt fafaargf o

I T T |

fa— | aTW @g WEdIA Saue: WIS | SR
TR} Eepan SRfear, eIl AT e, T S
W A, TS A AR afukE | o sl s
AT axtmAwi s - Afgearn—fefeaamar- s
FEr | E AR Al e ATiwed @l FEawTiaen
s sfa d@xq e & e afem scawa
qEwR v SR, s fafoafa sy
SR A<= | o T 99T - FE: |

Bng. Trans.—In epics or great poems written in the
Apabhramsa language, the cantos pass by the name
Kudavaka ; metres of various descriptions are also there
fit to be used in such epics. As—Karna-parakrama.

Text—3\%: | ARRTNRRWT, %ed guragafa |
: TR 9 : iRt
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g qun faea ) smaifaeme '

fa— | agwrd Srany SgNT weqH, Srang Sy
W AT W XA ded, R ded, e
arpad  geRfy SAge: smamt wmarfane faem
gy gEdd A a1 fafad  shuafad eg'eega shy
dat aeef) ag wewaElt AR Afe—w=Em, o9 @
ggAfed anifed a3 gy @Eel F @
afe o s smfuafy wift 3% @SR amwfa €2
TS — THAAT UEAAs ], s
wAgItIEEiaT: 9 afgmm sft AeF qn, adn
wwe Ay gugfacfa--<ga ars g’ 2 a=amE)
& g a1 4 WA Squd S@  “afrqgmm-afsaag
gflal geda g gEed AT W 99 afwd
e @u | g6 qEd ATHR a1 AR aieeRRE
ghafren  @aga N GEQIRNEE T &
IR Ifa w1 wr@ qu-—feean. eeal-
faem:

Eng. Tran.—A Kavya (poem) is composed in Sanskrit
(bhasa ) or other off-shoots thereof ( vibhasa )—it
consisting of poems (or verses) dealing with only one topic
—ard being shorn of cantos and the Sandhis as well as
their angas.

As Viksha-tanam and Aryya-vilasa,

Test—0%: | GEHHI AT, SACISIAGETR 7 |
gitr | ur Aegarle



q8: qfad: ¥R

fir— 1 AT W W ST AT Sewey S
g f& avewet seTE cRRangETR owan, fefe fefe
&l eigefa sgwf &fa A eaTT Sw »fiwar e
gEaniele —GaRaga qa,  fePeed gfi @y
ey @iaE A4 WARy)  ghverEmid 9 e W
AETHEA, o AAGEREEATEvE T Rre3d ) ot wegea
WY ATy ahawias | o TR q9T- Nega,
wgae: | e Awgew gEd iy qoresTdia ave-
s sfer, & duarv gw—sfieefada’ dgaam
am AR qaagg T @ AEEa IS, RS
Wi, STHGH, A1, TR |

Eng. Tran.—A Khanda-kavya is a poem—which

resembles or imitates a Kavya only partially, As
Meghadutam and others.

Text—gE: | Y PIHAIEGH &GS |
ASYTEAY TP § TAT qRa: 1

gfar ) g afasel &9911 IO —gwEeT |

fag—1 o Qweed s @ T e e
FHT-- AL QIR R
AR guewEgiafEeE  SwEl  oERadear sife—an
g @ | g afk e Ry aft ¥ easda
AEET BN gfa aoRE ek S ssfa—sen
T o | G TR qre, stey AT O
i AT EETERO AT R SN N |
Ml §  swmRa dua ew okl wevan:
siferr: @

¢



3y arfgaon:

aqife QUEerd WWET qEREREAT| W g W
R - ¥ @AY R SAee] gl TR
frfyppavarsas s daae €1 e e fafier qram
e eweey g gurodat el wEER 39
gamdt w91 garfy shfsearsfted sy
Ftaq R I IR |

Eng. Tran.—A Kosa 1s a poem in which verses stand
independent of one another ; but they are in order of
Vrajya i. e. they concern a single subject and are very
charming.

Vrajya implies the placing together of some verses
and objects dealing with a single topic.

As Muktavali and others.

gie: | ey TgETeTi | A R —

fia— “ogrrmd e g sm seERere-
TS AR TORE G RO YAl TR S
[rEngd, T | JF TRWIARA FW [qregnard, N & aw
TR TR TR Y SN |

Eng. Tran.—Now come prose works; and at first
is being explained what is prose.

Text—@%: | AR T, JO% FEFIT )

AAgAERATIT Ui SR I
R FARRIRE TEIIR 93 |
R AT AT
e gos qa— TRl e @ty gewf —
o G s SRS Sl



1

gez: qfeed: ¥4
T GAEEIR T AIMEETRAR TR | Fasie-
sHam ws—atefmgadrfarmfafiefeaa qfowR-
TAIES TATR |

PIE IM qH - PRAGERK WRETOR  SIAAAIA  Reasa
T |

fia—1 ot nm@ s quafa gy ToTed R )
qe_ g W g | aT-gaate sk g |

Eng. Trans.—Prose is what is composed without any
metre ; ( that is nonmetrical composition is prose ).

It is of four varieties; Muktaka, Vrittagandhi,
Utkalikapraya and churnaka ; of this the first is void
of any compound ; the second abounds with the foot of a
metre ; the third entertains big compounds and the
fourth only small ones.

Muktaka—as, grave in speech and broad in the chest.
Vrittagandhi—as mine—(j. e. one of my compositions ) :—
The city of the enemy being awakened by the twang of
the string of the bow—that has been bent by the sticklike
(i.e. firm) arm wedded to the desire for war. Here
the portion—*‘the bow that has been bent” forms the foot
of an Anustubb metre ; the portion **Samara-Kandula”
( desire for war ) also does the same savé and except the
first two letters ; utkalika-praya as mine—

The strong or vast army of the enemy—which is in
war being trampled by the constant discharge ( sifaarfirgst )
of sharp arrows, Churnaka—as mine—

The ocean of the gems of merits, the sole leader (or
the only lover or the sole gallant fellow ) of the
world, the cupid of females, the gladdener of the people
and so forth.



¥1& arfgeeion
Text—afer | ¥t @@’ weg v 3T frfafiea
Fafagy WATEAN FHafages [ww ¥
ARY T TR TR wA |
afa: | aqr wrgAgiie
faa— 1 oM 9 TR SeUEd SqTENta | qF Y
i sugfa—aagt @ Ia A sfag g g
weq g FaTa i Nfafad e @m W
wmrAsier, Fafad, sl srafsmfen: B wd)
Fafva, FAtaa ¥ Tafafa o=Er ufim: O safag
s H, oA A gfa oET fag: @ T
Eng. Tran.—An ( interesting ) topic appealing to or
inspiring sentiment and couched up in prose, abounds in
a Katha ; somewhere in it ( or in some of the Kathas ) 1s
seen metrical composition in Aryya or in Vaktra or in
Apavaktraka metre ; and in the beginning there stays
salutation composed in poem as well as an account or ana-
lysis of the exploits of rogues.
As Kadambari and others.

Text— @ | ATENIYF T, T, F44 EEA T 1
ST TN qer At s
sl AR s g A |
Tt W o1t &RET A I
ARRATITAGR ARG, |

gher | FeT—gRaRaTE

fr— flwe e sranfrewye Pty —

QRN T, W OO a7 SRR



g3 qfeedy: ¥}
afy i fifafedd e wg freda o REaeRa A
W aaifg I »ﬁmwﬁm
JN AW,  RRAER  GegoeTd g
w1 qa iy sIm amenfieETa A9 &
figw 1 PAwme—sssmiy  dmag oA g
iy |
Eng. Tran.—Akhyayika is just like a katha ; but in
1t is to stay an account of the family of the poet and the
like, together with the achievements of other poets.
Here and there in an Akhyayika is to be inserted verses.
Division of the story is to form Aswasa; and on the
pretext of describing other things, the event to come is

to be hinted at the outset in one of the metres—Aryya,
Vaktra and Apavaktra.

As—Harshacharita and others.

Text—gfa | “wifl @hmiesema@edona’ - gk —
TR A, comanfywm  Arqads  fraeqsqn
LIS IR

fr— 1 anfr sifgeee’ —wETE arEnRETT a9
e Aisht Pamafe Coriedoma’ s R
smarafat s feaft R @3 A defe ae-
W sy @ dmfer: sfimy swa e
SERT 99 I @ AENTIH a1 ANETEAT SeiaeT—
T TN AR T &0 o ufe | e e
agw 7ay gy seawa arfaarg

Eng. Tran.—Following the statement of Acharyya
Dandin, running as “there is no ( hard and fast line of )
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difference ( between a katha and an Akhyayika). Se
opine others”, some hold that Akhyayika should be related
by the hero himself.

This too is not proper.

Text—3@1%: | @GN  HYTE JTISAIAT-qq TS
gqU, qgW  qheAT s SwraTae-
ITq” |+ gfa—

QTR JEEAI |

Eng. Tran.—Akhyana and other prose-works are
included in katha and akhyayika and hence they are not
separately mentioned. As it is stated by Acharyya
Dandin—

The remaining ( prose ) such as Akhyana and others
( or of the Akhyana class ) should be included in these.
An example of this type of prose-work is Pancha-
tantra. '

Text—3fa: 1 31g T |

fa— 1 gawdverere a o wEEd 9 e, STy
oy e (Sauw fped ) ssend wtfa—aw g
R o o AT AT A Sy
L |

Eng. Tran.—Now works in both prose and poem ( are
being discassed by me )

Text—7: | TR W1eq” Frgfefandiad |

e | g TR | AT AT— AT |



ap: qfved 2 L
fim— o Wt @A sgaw @A faRE
e Y T TR | JI AT |
A, gaeel  qur—sfisfranrarfraor i
TG pERERARiE—amgRE |
sty e |

Eng. Tran.—A work written in both prose and poem
( that is partly in poem ) is called Champu.

As—Desarajacharitam. Nalachampu etc.

Text—@1%: | TEHERr wegfafrem=ad |

gfa . qun faeafwaaTeT |

faa— o owgfafva TeTey, STel d ey
e @it fregdst Tsfa) oeghea @
wrY gn—faesmiieEne | FoRmEfasT ey - qqr
sfeihrfregradd ; sfisfremrenfafactaashizoafasgraed |
thaan g fefimgmEdi

e P @ R | o fadve
sfierirenfaaorfe Ml EEdemEss T R !
Rty greTfachan siriorefremEdieet o

Eng. Tran.—Royal Eulogy, compdsed: in prose and
poem is called Viruda. As—Viruda maniratnamala.

Text—TH: | &g wrarraffaarirfafafia

a1 g9 79— RRRTRRT SErfaEEeT |

fim— 1 frfaaifa: wwife: dee @ aref-aRas
fefram = wRa Pfafid e T sy i el
W T JYT— FYERE T Gy |
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Eng. Tran.—Karambhaka is ('a prose-work ), compo-
vsed in so many dialects. As—Prasasti-ratnavali—of

mine —composed in sixteen dialects.

Text—3fe: | vy Fashy Nar 3 gamafagaETT, Seagr-
afeere @ gaa sfwn )

fim— 1 gt g afafen oF% 3 3 REEa
TROIEAEETE 9 3G at, 3 9 IE garTmfien AwEHs-
%y SqE:—ANT SRR A a1 eged ) afyw & gt 3E-
s SRR d A qETONIY A W g
I, T SETANRE A Wi -EES ) W@ Iw
RO — e = dut @y v 9 g g gl
A\’ AT 3IAT X 9w A ISR O 9umEd q
famfaan:

Eng. Tran.—Other varieties are known only by name
and do not go beyond the aforesaid classes and hence they
are not separately discussed here.

g arferdd cxeregwrr e ant sgafeds: o
wWfrafanfamaferg aemmeadoe arawEa
FRIT™: FERRITE g7 A AT
gt afiEsiaatengt  frawfeiearengt aafee
quTa: |
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Division of Kavya in Darpana here .
L |

|
[ [
™ T
| [ ] I
| i IR TR TREERHY
10 Rupakas 18 uparupaka |
]

e. g. Nataka e. g. Natika | e | I !
Prakarana Trotaka ghE  AaT AT Fuewey

Bhana  Gosthi TRE-ASIHIY TG AETATY

Vyayoga  Sattaka, Pras- waifia®
Samavakara : thana, Ulla-  &o9s Tgaans agmamreATfs

Dima pya, Natyarasak, 3%
Thamriga : Kavya, Prenkhana
Anka. Samlapaka, Rasaka
Vithi, Srigadita, Silpaka

Prahasana, Vilasika, Durmallika
Prakarani, Hallisha
Bhanika

Ty
[

| T | ] | ]
g%  gORIled SAmfemIY 90 AT rEnfIE

(et ()

| LI

fagg WA
TEIERETA fyfasamfafia
(@’a) ( fafaaam )

[ N. B.=All the avove broad divisions of %@g may
also be either—(i) Dhwani Kavya or (ii)
Gunibhuta Vyanga ( see our Text P, 39-40).
Darpana does not recognise Chitra Kavya of
Kavyaprakasa ( see Intro. here )

-
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Division of Kavya in Kavyadarshax
1. L1
| | I

=
(e=aey %) | |
1. go ! I |
2. 5% L3001 ArEnfger 2w Ty,
3. @
4. dem (A7)
5. aunaeq qETy
(wET)

Il. Again qT& 7% %¥eq a1 Qe
|
| | | |
depaqamn qFd AT SO ETT fasnmr

fafam fofea fofam fafea

I Lastly —&reg

| N |
™ T

[ N. B.—Dhwani-theory was not in vogue during
Dandin’s time ( see our intro. in Kavya-
darsha, and our Tran. & Tika under sl. 10 ch.
1. there ) ].



APPENDIX

As this following arse comes within the purview
of some Text Books and as one and all commentators
from Nilkantha downwards have stumbled down here, and
as it may come within the @@w ( embellishment named
sftr, P. 284 ) so we discuss this here :—under “farfg Tq’
and “dfa=fg g in qgrIRE, Nikantha takes framfa g
as TS for he recognises the usual base & ( from
g+t ) which gives diar (€4® ) in Ist case sing. But
dtarq also being grammatically correct in 1st case sing., it
will be wrong to take it as an JmaugE |+ If anyone takes a
grammatically correct form as 31§ be he an authoritative
scholar, then it must be admitted that he is wrong. We
say an usage as 3§ or poetical license only where there
is no way out.

Let me explain that ffaT ( in st sing. ) is gramma-
tically correct. Panini’s 9gaiz reads in TR list
“dry #fta e dg @)’ ( =frafy etc ), and again there runs ,
the guifeee “@aagva: sg’’ | Hence draiamga R
gives the base fiag meaning “‘one who becomes fat.”” The
above rule for 3tg has no restriction that it should come
in such and such =7 ( voice ), and the instances in the
fagreratgdr under the above rule are I g &%
note that qy: is derived in wWa1=y, &% in AfuwRor
wreg and 3a: ean be derived both in s and &Y
(e.g, afaght I, ar Paegd smefy 33: )1 Neither do
the above rule for erge restricts gender for SGA-SAYTA



( i)
words, thus 3ag is neuter, whereas@g: (&%) is both
neut. and fem, ( for Amara says “eh:rg‘qnﬁ: FE&’ N
Again under &g (which is also 1%, S&T=) medini says
«gat agad = feEmt f gfe =@ @@
Now the question arises what will be the declension of
¥, wqr=7 words in the masculine gender ? It will be
declined like 397 S=rgT=g words as 3%@_ av sigg_etc.
The Paninirule on the point is “Ifaat aaTmonT st
which directs that bases ending in 3Iff 5&F should have
a q (gw) in the first five fyufiag ; and our amym
is 31 Nor can it be argued that Panini does no
recognise g in cases of Ifw @y which is in Iumwfy
list ; for grammarians one and all accept gq for the base
-gag_which is derived as 7+30EA. ( 3umfe ), and Bhattoji
under the Panini rule “g'@isgs ” writes “gi guaa, 3fa
g ST gAfIE” | So digw. is declined as darq
* figtgt Araiq: etc. TIndeed Vachaspatya has drag_ as dfra+
2@ and declines itin the above way ; under the circum-
stances fiae, being correct in Ist case sing., it will be
palpably wrong to‘say it asan A1 So Nilkantha
is wrong here when he says—it is an easinT ; similarly
Sridha.a's declaring fYaT in foromgemor as i use for i,
is also unsound, and all editors also following Nilkantha
here has made this error. Now to say darq is wrong

is unsound and betrays ignorance of grammatical
subtleties.



PREFACE

This chapter of Sahityadarpanais a course for our
B. A. Honours students ; so this portion is being published
first— “zrasiierT gradrfET 39

In my boyhood when I was a college student I felt a
want for a good uptodate explanatory Tika and
Trans!ation of Sahityadarpana, for it was in many places
then incomprehensible to me on many topics and
points. All the extant Tikas are tikas only, not fit for
beginners nor exhaustive to meet wants of readers. And
to remove that longfelt want, I have nowin my fourth
stage of life ( chaturthasrama ) undertaken and ventured
with untiring labour to bring out a fullfledged explanatory
commentary and English Translation of this Sahitya-
darpana in four volumes.

This is the second volume, but first published as said
above to meet the requirements of our B. A. students.
And I hope it will be really useful to my readers—to
students and to all alike, Readings and inconsistencies
in the Text have also been discussed %nd ‘marked out.
The readers are to judge how for I have succeeded :
Errors and inconsistencies it is impossible to avoidin Sans-
krit works specially those involving abstruse matters,
so I apologise for mistakes if any.

Cal. Sept., 56. .
2nd. Ed. in 1963,















