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PREFACE

This is a dissertation accepted in 1943 by the University of
Bombay for the award of the Degree of Ph.D.

The doctrine of the Saradhis and Samdhyarngas, with its
endless definitions and classifications, would appear, at first sight,
to be at best a wooden theory having little or no value. An attempt
is made here to show that there was vitality in the theory at the
time it was conceived and that even now it has a distinct value of
its own, being a very significant effort in literary criticism in
general and dramatic criticism in particular.

I have no words to cx_ﬁress my deep sense of gratitude to my
Guru Dr. V.G. Paranjpe under whose guidance I worked. Those
days when I received from' him valuable guidance and paternal
affection are still green in my memory and will ever remain so. I
do not know how to thank adequately Dr, R, N. Dandekar who

has been a source of encouragement and inspiration to me all these
days.

I donot know how to thank adequately Mr. S. Balwant of
Ajanta Books International who has always taken keen interest in
my works. This book was out of print for a long time and I have
been receiving queries about the same. I do hope and trust that this
second edition, like the first one, will receive warm appreciation
from the students of the Natyasastra of Bharata. My best thanks
are due to Mr. 8. Balwant who has brought out the present edition
in such a fine form.

June, 1978
—T.G, Mainkar
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Introduction

Of the remnant of that part of the ancient Indian civili-
sation which suffered from the deluge of foreign invaders after
‘the second century B. C, the Nityaidstra of Bharata might be
regarded as one of the most important, if not absolutely
the most important text for the study of the culture of
ancient India. If by culture are understood the intellectual
achievements of a people, then the Arthadastra of Kautilya,
the Natyasdstra of Bharata and the KE#masfitras of Vatsiyana
are the three most important works for a. cultural study
of ancient India, as they reflect fully the achievements of
the ancient Indians. In all probability these great works are
the product of an age which enjoyed political peace and not of
an age troubled frequently by political disturbances. The
contents of the Natysdstra pre-suppose a high stage of develop-
ment of literature dnd the fine arts, which again pre-suppose a
long period of peace. The Natyasdstra discusses not only the
technique of the play, but also music, acting, dancing, the
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nature of the language to be used, the construction of the theatre
and other such problems connected with the ancient drama.
The very fact that these problems are discussed shows a
considerable development gud the method adopted of classifi-
cation. definition amd amalysis also shows a long tradition and
a continued development. Bharata was probably the last author
to make a survey of the literature that preceded him and bases
his observations on a study of those works. The chapters
on music show a power of analysis hardly to be paralleled
elsewhere. 'The classification of musical notes and melodies
is perfect and the fact that it has not been improved upon isa
tribute to the genius of Bharata. What is true about the chapters
on music is also true about the chapters on dancing, acting
etc. It is a great achievement for one man to have discussed
the problems for the first time in such detail and- it may
therefore be said that the work of Bharata pre-supposes the
existence of a fullfledged and ,well-developed Indian theatre
and the work, even though the earliest among those come down
to us, is probably the last to be written in that ancient period.

Another point about the Natyasdstra is that while it is a
compendium of literature and the fine arts it shows obvious
signs of growth by accretions. For instance, the portion
discussing the dialects occurs twice, Similarly the portion
about the discussion of certain matters like ViSkambhaka etc.
also occurs twice at chapters 18 and 19. Besides portions or
verses appear many times to occur out of context. The obvious
conclusion is that there are later additions made by later
writers.

As has been said before, the Natyasastra appears to go back
to the second century B. C. or even earlier; but the period from
the second century B.C. to the second century A. D. was
disturbed by invasions and the people were in mno mood to
think of literature and the fine arts. Consequently no works
appear in this period and this period between the second century
B. C. to the second century A.D. is a barren spot in the
history of the literary activity of ancient India.

After the second century A. D. the conditions were changed.
Foreign invaders now no more disturbed the peace of India and
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she enjoyed prosperity under the Kuéhinas and the Guptas
With this return of prosperity and peace began the revival of
the study of literature of the theatre and of the fine arts. The
period from the second century A.D. onwards is a period of
very prolific and rich literary activity. The ancient works
were probably studied with zeal and enthusiasm and were
restored in many cases, The Natyadastra that we possess might
be such a redaction made inthis period of this revived literary
activity. A parallel may be found in the case of the Kdmasfitras
of Vitsiyana, a work which was originally written for the
prostitutes of Pataliputra in the reign of the Mauryas and was
rewritten in this period. Similarly the Natyasdstra of Bharata
was also probably written in this period with the help of the
older material. In the meanwhile, i. e¢. between the second
century B. C, to the second century A. D., no books were
produced and, if at all the Natyasfstra was studied and there
were commentaries and notes on it, none of them are available.
Thus a great work of the ancient period has to be studied without
any help by way of commentary writlen by either a contem-
porary or by any one who came soon after the writer of the
Nityadastra. The absence of commentaries makes a -study
of Bharata very difficult, Bharata’s own method is of classi-
fication, definition and analysis. He also gives us a fully
developed terminology, but he does not illustrate his definitions
and we have to grope in the dark in ascertaining the exact
meaning of his definitions. The dramatic theory is also discussed
in the DaSarfipa, the Nityadarpana, the Sihityadarpana and
such later works, but they belong to a later period and even
the earliest amongst them is removed from Bharata in point
of time by at least a few centuries. Even Abhinavagupta, the
author of the Abhinavabhdrati, a commentary on the text of
Bharata, flourished as late as the ninth or the tenth century
A. D. and thus there is a gap between Bharata and his earliest
known commentator. Abhinavagupta has been taken as an
authoritative and faithful guide for the cryptic and corrupt text
of Bharata; but it must be remembered that an interval of seven
to eight centuries is enough to give rise to new interpretations, even
misrepresentations, Thus the Dalarfipa, the Natyadarpana and
other works in many cases do not interpret Bharata correctly
and some times miss the point altogether., The Natyadarpana
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is more interesting. It tries to explain the dramatic theoty,
especially of the construction of the plot; as it was propounded
by Bharata and in the course of discussion refers to many
divergent views held by different schools about Bharata’s text.
From this it will appear that even Abhinavagupta is studying
a text which preceded him by many centuries, which had no
reliable commentary and for which there were many different
interpretations offered by different schools and hence it is quite
possible, that Abhinavagupta also represents a particular school,
or in any case there is also a possibility of Abhinavagupta
being as far away from the right meaning and correct inter-

pretation of Bharata as all the later writers are.

This being the state of affairs, a fresh study of Bharata
becomes necessary. Bharata’s own terminology must be taken
as a clue to his definitions. Later interpreters, i. e. text-book
writers and even commentators like Raghavabhatta or Dhundirdja,
who follow these later text-book writers in many cases all like
blind men led by blind men, are of no use in fixing the meanings
of Bharata’s terms. They do not attempt a critical study of
Bharata’s theroy of dramatic construction, which . has been
discussed in the brief space of 72 stanzas in chapter XIX
and which shows an insight, a mastery of analysis, hardly
to be met with in modern literary criticism. The theory of
the Samidhis and the Samdhyangas has remained very obscure
in spite of and in some respects on account of the later
interpreters of Indian dramaturgy, and neither the old commen-
tators nor modern. scholars either in the West or in India have

- go far studied this subjectiwith the attention it deserved. 'The

following is an attempt to study in particular Chapter XIX
of Bharata and to give a fresh interpretation of Bharata’s theory
of dramatic construction.




CHAPTER I

The Samdhis and the Samidhyangas

The entire dramatic action has been divided by Bharata
in his Nityasdstra into five sections on two different
principles of classifications; the sections, according to one of these
principles, are called ‘ Sarhdhis’ which, again, have been
divided into 64 sub-sections, the Sarhdhyangas. According to
the other principle, the five sections are called Avasthis,
Dramatic incidents have also been sub-divided into five classes
called ‘ Arthaprakrtis’. Another set of 21 Sarhdhyantaras
has also been enumerated. The later text-book writers have
tried to establish an artificial and wholly unwarranted
connection amongst the Sarhdhis, the Avasthds and the Artha-
prakrtis, with the result that the original idea underlying the
analytical study of dramatic action came to be completely
obscured and a study of the Samdhyangas was treated as
more or less an ornamental part of their commentaries by
some of the commentators. This embhellishment itself has
been completely discarded by wmany other commentators, so
that the later commentaries tend to become only instruments
of textual interpretation rather than of dramatic appreciation.

A historical survey of the ancient Sanskrit literature on
the Sanskrit drama will show clearly this process of
deterioration. Bharata presupposes a long line of predecessors and
there is a gap between Bharata and the next text-book writer,
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Abhinavagupta, the commentator of Bharata, in a way bridges
this gap and enables us to interpret Bharata properly. The
later text-book writers have apparently not understood Bharata
in some respects and have in some respects introduced
changes in the old theory based mainly on textual interpreta-
tion and not on a study of the extant dramatic specimens.
Only a few of the commentators have tried to appreciate the
dramatic construction in the light of the Sarhdhyanga theory.
A detailed study of the Samdhis and the Samdhyangas will
include the following main heads —

1. Characteristics of the five Sarhdhis;

2. The Sarhdhis and the Avasthis and the Arthaprakrtis;
3. The Sarhdhi theory and different types of drama;
4. The Sarhdhyangas;

5. The order of the Samdhyangas;

6. Number of the Sarhdhyangas;

7. Purpose of the Samdhyangas;

8. The Daéi view;

9. Rasa and the Sarhdhyangas;

10. The Sarhdhyangas and the Lakganas;

11. The Sarhdhyangas and the Sarhdbyantaras.

I Characteristics of the Five Samdhis

g& sfyge mit e qig &
qoT fadgor AT GEaET ArEH &g ||
NS. XIX. 37.

In these words Bharata states his theory of the five
Samdhis, which has been accepted by almost all the writers
on Sanskrit dramaturgy, Later writers explained it and the
commentators applied it to the dramas. It is necessary to
understand the nature of these Sarndhis before an approach is
made to the Sarhdhyangas which are smaller and subordinate
divisions of the Sarhdhis.

About the nature of the Sarhdhis there is very little
difference of opinian among the text-book writers and
Bharata's definitions have been wverbally accepted by them
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1. Mukha : Bharata defines it as

79 fisageefaaarscaasEr |
B150 FATFAET aege TRy |

NS, XIX. 39.

( Mukha is that section of the play where the seed originates
and the incidents are capable of display of the various Rasas.
These incidents are inherently connected with the ' main

plot ). Here only the beginning is made. Abhinavagupta
. explains this as

IR AATTR: | gaat: ]

BORI. MS. p. 297.

The description and explanation by DR, ND, RS, BP is not
very different. The commentators rightly show these divisions.

Raghavabhatta in his commentary on SK (p. 15) points
out that the beginning of the first' Act up to the middle of
the second Act, where both the King and the Vidiigaka take
a seat, forms the Mukha-Samdhi in the play. It is in this
part of the play that the preparation of the whole drama is
made. Thus in Milavikdgnimitra also Katuyavema (p.12)
points out the preparatory stage in the very first Act with the
remarks that the King’s desire for Milaviki is the Bija and
his eagerness to have a look at her is the Arambha and by a
combination of the two the first Act forms the Mukha~-Sardhi.

2. Pratimukha : Bharata defines the second stage as

disegaEd 9g oAty Faia |
qE=IEE qaw a3 afvge W
NS, XIX. 40.

( That section of the play where everywhere there is a
development of the seed sown in the Mukha, although it may
be apparently lost sight of soon after its appearance, is the
Pratimukha. )

Abhinavagupta comments upon the Drgtanagta character
and remarks that the views held by others, viz,

1. That it is seen as an effect, but not seen as a caude, or
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2. That it is seen as acceptable and not seen as fit to
be abandoned, or :

. 3. That it is seen in the incidents connected with the
hero and not seen in the incidents connected with the sub-hero.

e ———

_ are not sound, asthe unity of the plot cannot be marred
by the introduction of something else, nor can the destruction of
what has been undertaken in the Prarambha be shown to have
started or occurred. This can only mean that the bursting of
the Bija is only a particular stage in its development towards
the Phala. Hence, even though it is seen, it might possess
certain opposing elements and hence, like a sprout appear-
ing out of the dust with which it is covered, the Bija also
bursts out unexpectedly. According to him, there is a slight
development in the stage action.

Righavabhatta (p.69 ) in his Commentary on the Sdkuntala
points out that the Pratimukha-Sarhdhi extends from the
middle of the second Act up to the end of the third Act.
Katayavema (p. 24) locates the Pratimukha-Sarhdhi in the second
Act of the play, as he finds Prayatna on the part of the King
in his decision to examine the disciple of Ganpaddsa first.
He places the Bindu at the end of the act and remarks that
by the combination of the two, the second Act forms the
Pratimukha’ Sarmdhi.

3. Garbha : Bharata defines the third division as

sRgETe diwe ST ar |
QRN 97 | T4 g9 e |

NS, XIX. 41.

( That section of the play where the seed springs up and

there is obtainment as well as frustration followed by renew-
ed struggle is termed as the Garbha. )

It is a stage further than the Pratimukha,as ND ( p. 55)
points out ¢ dsreall-gegaFa] FA@WaITO: * and explains this by
saying that the Garbha shows the Bija developing. towards the
Phala after having advanced through the two stages, viz. origin
( Utpatti ) sand bursting forth ( Udghatana ). The Mukha gives
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the Utpatti, the Pratimukha shows the Udghatana and the Garbha
shows further development.

Raghavabhatta (p.115) in his commentary on the $akuntala
points out that the Garbha-Sarndhi in the play stretches over the
fourth Act and the middle of the fifth, as there is in this
portion ‘ loss ® due to the curse of Durvasas and ‘ gain’ by the
favour of Abhijadna. Katayavema on MA (p.38 ) points out
that the Garbhi-Sarndhi is in the third Act of the play as
the Praptyas3 is to be seen there.

§. Vimarda : Bharata defines this fourth division as

mitfedrart ARvagasaar |
fRrgrRmdgr @ fraw gfr sl

NS, XIX. 42,

(That section of the play where there is Vilobhana, follow-
ing of a wrong cue or a plot by which the leading characters
are deceived, or there is some entanglement (ASlesa) and
thus where the development is arrested, is called the Vimarsa. )

The definition is mot quite clear. The certainty of the issue
is somewhat clouded here. As Abhinavagupta points out, the
essence of Vimarda is doubt. (&g f&awsh:, saFETAEA: Jeqas-
@ | ) The forces favourable as well as the opposing have

equal strength and naturally there is a doubt as to the ultimate
success. Abhinavagupta further quotes other views, e. g.

(i) =3 vt fyea 2y a3t |

(i) @ Asraws it R
faasTET HATIAT: @ fAAst AR |

then he quotes Udbhata's view :

(i) aramEATmAEgREad IR |
AB. MS. p. 298,
and that of Sankuka who thinks that in this part of the play
the principal characters feel that their efforts have been futile
and that they have been deluded. ° WERaa Aot R fEeg
waf¥a.’, The ND (p. 56) makes it clear ¢ SrEHara gy
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fansit sgaa12¥:) ? and includes anger (Krodha) and curse ($ipa)
under Vyasana. He also thinks that here the development is
arrested and the realisation is postponed. In the Garbha the
seed undergoes ramification, but the end ever appears within
reach and then recedes and after that there is a renewed search
for it. In the Vimaria there is the uncertainty about the end
owing to the complications and some projects having been
miscarried. Thus, here there is a pause after the continuous

progress of action after the Garbha, where the plot is at
its highest.

‘o A | ag fwd sy S | seaw, miw afgar
sfgerer sftwrder SwwRor sBuorager (4@ ], WAl @
faat: | agE weagh: |

wafaRiwtardt AerrasRish ar |
TeT FIRTETF: |§ s ghy @

HIEATE | gEEIrSTaR e @af: |
FALTIAT yATFeama: @ 7 F4E ||
HARTTE | YHET THE TETANG A |

wAErRy G38 fras wsfy & frg: 1
e Pymarfaar wal | Arenmagze:) fraw: lsrgase)|
frerasd aar gEd@iamRa aRe gwasma: ae: |
UARTTY TANA ATGIFTadT Aredar vadi  dqrsao
TAE FPEET Tae Sy e 1

NLR. p. 33.

Inspite of this explanation given by the NLR (p.33)
one cannot have a clear idea about Vimaria as the word
Vilobhana is very vague. It is doubtful whether Bharata had
in his mind the situation where Rima is tempted away by the
wiles of Rivana and his demons, a situation which is frequently
referred to as an illustration by the later text-book writers.
Similarly, the word Aélesa is a problem. The only idea that
can be formed from all these explanations is that Vimarsa is a
hindrance and postponement of the realisation.
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Righavabhatta in his commentary on the SK (p. 168) points
out that from the scene where Gautami tries to remove the veil
of Sakuntald in the King’s presence upto the end of the sixth Act
we have the Avamarja-Sardhi as there is the calamity or Vimaria
due to the curse. Katayavema, however, in his commentary
on the MA (p. 65 ) does not refer to this Vyasana, but finds a
combination of Nigatipti and Prakari in the fourth Act and
takes this to be the Vimaria-Samdhi.

8. Nirvahana : Bharata defines this last phase as

gaTAgAReial gErrar A |
woITagaTa < ¥ fdgot g a7l
N&., XIX. 43.

( That section of the play where all the main incidents, each
having potentiality of development, are comuected with each
other, approach the catqstrophe and have a common end is
called the Nirvahana. )

Raghavabhatta ( p. 230) holds that the Nirvahana- Samdhi in
the $K commences in the seventh Act and extends to the end
and Kitayavema ( p.90 ) places the Nirvahana- -Sarhdhi of the
MA in the last Act,

To summarise, (1) in the Mukha the commencement is
shown; (2) in the Pratimukha the development of the seed is
sometimes visiblé and sometimes mnot, but all the while there
is some progress; (3) in the Garbha the seed undergoes
ramification, then it recedes and there is a renewed search for
it; (4) in the Vimarga the iucidents of the Bija, fully developed
in the Garbha, become doubtful in result due to either temptation
or seduction, or due to some entanglement, or due to the following
of a wrong cue; ( 5) in the Nirvahana the scattered threads are
harmonised and knit- together,

Il The Samdhis and the Avasthas and the Arthaprakrtis

Closely connected with this theory of iie five Sailidhis and
with a definite bearing on the structure of the plot of the play
is the theory of the Avasthds, or stages in the dramatic action,
They envisage primarily the movement of the plot and it is but
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natural that they should be a sort of an under-current
running through the Sarndhis. Naturally there is a very close
connection between the two. These stages also are five in number
and have been termed as Prirambha, Prayatna, Praptyass,
Niyatpti and Phalayoga. These have been defined by Bharata
as follows :

STeGFIRTIAE] TFIT AT |
HEd: FSANTE | eI 9599 ||
AT FEAH ST Io %S Fia |
9 TEGFREE @ SO gHifea 1|
ST AT HIAFAA T |
WTFAEIT @ FAT TR S |
fraat < w99 WA 9@ |
faerat a1 STl awor g FrfafEEm
afis qay 7 afved frrwsy |
4T e3an fage g wedT | S9ad ||

NS, XIX. 9-13.

From this it will be seen that Arambha is the beginning
of the action, Prayatna is the effort for the achievement of the
desired end, Priptisarhbhava is the hope of realisation, Niyatipti
is the certainty of realisation and Phalayoga is full and complete
realisation.

Bharata says :
qevY & SEE TGITE IR |

ATTIHANT YAT: THTIT AT 2 1
NS. XIX, 4.

These Avasthis are necessary in each and every plot
and they are connected with the Sarhdhis in such a way
that each Samdhi gives or represents its corresponding Avastha.
In fact, the order of the Avasthis is settled and definite and
it is the Samdhis that follow this order. Although Bharata
has not stated anything about the inter-relations of the Avasthis
and the Samdhis, th: later writers have worked a good deal in
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this very field. In this connection the ND tries to link the '
Samdhis and the Avasthis :
¢ Qe GEATTTA: TRITRITIN FAI |
1::37.

e

P s

( The Samdhis are the divisions of the main plot and
follow in due order the five stages. )

To make this clear it would appear according to the ND.

1. The Mukha gives the Arambha;

2, The Pratimukha gives the Prayatna;

3. The Garbha gives the Priptisambhava;

4, The Vimaréa gives the Niyatapti; and

5. The Nirvahana gives the Phalayoga.

The DR seems to go a step further in bringing" in the

constituents of the plot or the Arthaprakrtis given by
Bharata in :

frsifusguarens w0 sENT |
AANFTA: T AT Aisar aifafy |
NS§. XIX. 21.

and formulating a Vathdsarmkhya for the Samdhis. According
to the DR,

HANTAA: TH THAHTAARIAT: |
JATER T~ JETET: 957 G4 |
' 3 DR. 1, 22,
According to this theory, Avasthds combine with the
corresponding constituents to form a Sardhi. From this it
would appear that according to the DR,
1. Bija and Arambha combine to form the Mukha.
2. Bindu and Prayatna combine to form the Pratimukha,
3, Patikd and Praptyd5d combine to form the Garbha;
4, Prakari and Niyatipti combine to form the Vimaréa;
5. Kdrya and Phaldgama combine to form the Nirvahana.

This is the idea of the structure and the contents of the
Sathdhis as set forth in Bharata according to the ND and the DR.
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Later writers do not differ from this view about the formation
of the Sarhdhis and they have accepted the Yathisarnkhya of
the DR, Not only text-book writers but also commentators
like Katayavema ( pp. 12, 24, 38,65 ) and ‘Dhun{iraja ( pp. 62,
83, 108, 148, 219 ) in their commentaries point out the Samdhis
with their constituents. Thus, for instance, at the end of
every Act Kitayavema .remarks

w9 NACHE GUAAIT FEAFIRAagErTaq |

arl frrguaEAan: |araT Sfagaard: |

grearmrEr gy (1) aneagrg miard: |

a7 g3 THCRTAFATE PR AR GTRAATAT
sgdaf: |

As has been already said, Bharata has not said any-
thing as regards the inter-relation of either the Sarhdhis on
the onme hand and the constituents of the plot, or the stages
of the action on the other. On the other hand, Bharata,
himself® seems to suggest that the five elements of the plot
may not be present in a play and that only the five stages
of the plot are generally present. The lives

gy R s¥e sead werfdfia |

qUTgEA San gEEen wat {1
NS, XIX. 14,

o~

and

AT T EIeAT arsar qArafy il
' NS, XIX. 21.

seem to suggest some such idea, ard if accordingly Patdkd

- or the Prakari is absent, it is very difficult to see how the

Samdhi which is contemplated in the DR would be formed
in that case. It is moreover possible that a stage might
stretch over and beyond a Sarmdhi. In that case also it is
difficult to see the formation of a Sardhi according
to the Vathisarkhya principle. Probably the doctrine
of the stages is a later addition to Bharata and the DR
makes an unfortunate attempt to correlate them with the
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junctures, For to look minutely into the problem, such a
correlation cannot possibly exist. In the Garbha-Sarmdhi
there are both Apripti and Anvégapa, which are inconsistent
with the Praptisambhava. Similarly, there is uncertainty in
the Vimaria which is inconsistent with the Niyatipti. It is,
however, possible to say that the Avasthis are stages of the
dramatic action and even a Sardhi like the Garbha, which,
even though consisting of Aprapti and Anvésana, may still
include the Priptisarnbhava towards the close. Similarly, the
Vimarsa has uncertainty as its chief content, but suggests,
towards its close before the story passes on into the final
stage, also certainty,

There is another difficulty. The Patika and the Prakarj
may be absent altogether, or, if present, may stretch over
into the other Sarhdhis. It has been actually said that
Patiki runs on even into the Vimaria (Avimarfa)!, but
ends at any rate before the end of the main plot. In this
case it is difficult to see how the Pataki would form the
Garbha. Similarly, the elements of Priptyasi might appear
even twice, as for instance, in the Mrch.,® where it is seen
in the beginning as well as at VIII. 46. Priptyaid depends
upon the element of struggle and in this case also it is
difficult to see the correctness of the Vathisamkhya theory.
The view of Matrgupta (as described by the NLR. p. 20)
as regards the internal structure of the wvarions Sarhdhis
deserves notice. According to him, every Samdhi has three
elements in it : The Mukha-Sarndhi has Arambha, the anxiety
for the object, the beginning of thought about measures, and
some approach towards the Sddhya. Similarly, the Pratimukha
has the three elements, Libha or obtainment of the means for
the Sddhya, Prasata or the increase in the effort, and employment
of the means. The three elements of the Garbha are Sarbhoga,
( enjoyment ), Udbheda ( sight of success ) and Patiks
( belp from friendly persons ). The Vimaréa has the three
elements, viz. Nasa ( frustrations ), Sreyas ( some betterment
of the prospects ), and Savighnatayi Sarhpattih ( realisation

1. NS. XIX. 29.
2, Dr, V. G, Paranjpe. Mrch, edition, p. 115,
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tainted with obstacles). The three elements of the Nirvahana
are the Sammpatti ( Realisation ), Siddhi, ( triumph over counter-
heroes ). and Nirviha, ( completion of the action ). ‘Thus, the
fiteen elements of the entire dramatic action are represented
through the five Sarndhis.

Il The Theory of the Samdhis in the Different Types of Drama

Sanskrit dramaturgy recognises ten types of dramas, the
distinction being based on the number of the Acts and the
Samdhis, the status of the characters and the subject-matter
whigh each of them contains. Bharata in 44-47, XIX. tells

us 'that
1. Nataka and Prakarana have five Sarndhis;
2'.' Dima and Samavakdra have four Sarndhis, the Vimarasa -
being absent;
3. Vydyoga and 'ihﬁmgga have three Samdhis, the Garbha
apd the Vimara being absent;
4. Prahasana, Vithi, Anka and Bhina have two junctures,
the Pratimukha, the Garbha and the Vimaria being absent.
Possibly this appears to be in conformity with his
directions in '
qigeeaty eBrd Aty a1 g |
Prawrequrafra: TrgmafaEg S |l
Lol
Twon wgae e fagda )
ffiaPragaral BRI ST g5 ||
N§. XIX. 17-18.
~ The absence of the Sarhdhis wculd naturally mean the
absence of the various Samdbyangas belonging to these

Sardhis. It appears that the theory was over-developed and
gave rise to various complications. The BP gives the follow-

ing view held by Subandhu.!

The various types of Nitaka are Pdrga, Prasinta, Bhisvara,
Lalita and Samagra., The Samdhis present in these types
are as follows —

PR

...... A

1. BP, p. 238, L. 15 to p. 241, Lii-13
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1. Plirna has all the five Samdhis, but it is not ‘clear
whether the five Saradhis are the same as have been enumetat-
ed by Bharata. It is likely that these Sarndhis of Subandhu
are different; for while the Sarhdhis are :commion "to botk,
the others are not of the Phirna variety and have nothing in
common with those described by Bharata.

50 Prnsinta has the following Samdhis, viz. Nydsa, Nyasa:
samudbheda, Bijokti, Bijadariana and Anuddigtagarmhira;.
3 Bhisvara has the Sarndhis, M4ld, Niyakasiddhi, Anga-
glini, Parikgaya and Mdtrivadigtasamhira;
4, Lalita has the Samdhis, Vildsa, Vipralazhbha,
Viprayoga, Visodhana and Uddigtarthopasarmhrti; ° e
5. Samagra. This type is represented by the Mahanataka.
Further, it is said that '

1. Upakgepa, Parikara, Parinydsa and Vilobhana are present
in all of these types.

2. Yukti, Prapti, Samddhdna, Vidbina and Paribhdvand
are present in Prd3dnta only.

3 A]nﬁpnvﬁda, Sampheta, Prasanga, Vidrava and Sath
graha are present in the Bhasvara type.

4. Virodha, Prapaya, Paryupdsana, Pugpa and Vajra are
present in the Lalita type.

o~

Many of these names are found in Bharata, viz. Upakgepa,
Parinydsa, Vilobhana, Virodha, Pugpa, Vajra etc. But -itis very
difficult to know their nature as contemplated by ' Subandhu.
The BP account shows that Subandhu’s school held different
views and had its own tradition to which there is no reference
in the Natyaddstra. ‘This distinct tradition is probably un-
known or at least not recognised by the Natyasdstra, and this
elaborate development, therefore, might be a later affair, But
it appears that the Natyadistra is conscious of many Sardhis
besides the the prinéipal five. For

qmly: afafirds aqaagER |
L H mamammaaml i
NS. XIX. 38.
T, 8. ..2
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It is not quite clear what these Segasarndhayah are. They
have not at all been treated by Bharata. This will only show
the elaboration which the ‘theory received at the hands of later
téxt-book  writers: and also will -show the existence of
variant traditions, The application of the theory, however,
will be clear when full plays representatives of the ten types
become available and are analysed according to the observations
to bé met with in these treatises. In what follows, the five
principal Samdhis and their 64 Samdhyangas are discussed and
hence there is in the main discussion of the theory as applicable
to the Nataka and Prakarana types.

: I¥ The Bamdhyarigas

The five Samdhis have been critically studied and the
different situations which go to form a Samdhi have been
enumerated by the Sanskrit theorists. These situations form
sub-divisions of the Samdhis called the Samdhyangas.  As has
already been sald, according tothe DR and the later writers,
an Avasthd and an Arthaprakrti combine to form a Samdhi.
It remains to be seen whether the Samdhyangas bear out
that idea. Hvery Samdhi has several Aagas which should
give the Avasthi which that particular Samdhi is said to
represent. Thus, the Samdhyangas of the Mukhasamdhi
should contain the Bija and the Arambha, those of the
Pratimukha the Bindu and the Prayatna, and so on.

1. Mukha-Sarmdhi and the Sarndhyangas : Viewed from this
poiut of view, in the Mukhasamdhi the Upaksepa, the Parikriy3,
the Parinydsa and the Samadhina contain the Bija; while Vukti, -
Prapti, Udbheda and Karana constitute the Arambha.

9, The Pratimokha and the ‘Samdhyarigas. : In the
Pratimukha there is Drgtanagtatva of the Bija, so few of the
Angas deal with the real development, The Parisarpa gives
the search; while other Angas are of the nature of a mixture
of tones and of entertainment; they nevertheless contribute to
the Rasa of the play.

8 'TheGarbha and the Samdhyarigas : The Garbha contains
the Priptydsd, which is possibly indicated by the Aksepa.




The Samdhis and the Samdhyangas _ 19

A

Here is Prapti as well as Aprépti and therefore some of the
Samdhyangas show these two facts. However, according to
the DR, the Patdkd combines with the Prdptydid to form
the Garbha, but the Samdhyangas have mnothing to do with
the Patdkd. It has been expressly said that the Patakd
should not have any Samdhyangas.! From .this it will appear
that the Samdhyangas of the Garbha do not bear out the idea
.that a Samdhi is formed by a combination of an Avastha
and an Arthaprakrti.

§. The Vimarda and the Samdhyangas : The Vimarsa,
according to the DR, contains the Vighn# as well as the
Niyatdpti. Naturally the Samdhyangas should indicate both
these. The ND (p. 56 ) remarks—

AR Gt FwRaay e |

From this point of view, Apavdda, Sampheta, Vidrava and
Virodhana seem to be connected with Vighna, whereus Vyavasiya,
Adana and Prarocani seem to be connected with the Niyatapti
as these show Phalasimipya.

It has been said that at times Priptyasd and Niyatdpti may
go beyond the limits of the Garbha and Vimaria respectively.
But a consideration of the Angas shows that the [Samdhis, even
though their contents are different, towards the close have germs
of the next stage. Thus Prdpti, Aprdpti and Anvesana might
be the contents, of the Garbha, but towards its close it might
include the Prdptisambhava. Similarly, in the Vimaria, the
progress of the story is checked; but towards its close, before
the story passes on into the Nirvahaga, is seen Niyatdpti.

8. The Nirvahana and the Samdhyarigas : The Nirvahana
is expected to glve the Phalayoga and Kérya. From thls

1 The Samdhls of the Prisangika are called Anusamdhis
( ND_p. 54 ), and are merely hinted at (‘qay fAavg=3 ), ND.p.48,
The remarks ¢qaFNSAAMTRIT TiE-Aw™ ’ Dh. on MR
(p. 108.) are indicative of the acceptance of the Yathisamkhya

theory Cf. Ragh. on SK. ( p. 168) about Prakari and syt
SFLFMAEAT.
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point: of view Vibodha and Grathana seem to be connected
with the Phalayoga, while’ Ananda and Krti seem to be
connected with the Kérya.

In this way the Samdhyangas seem to be connected with
the Avasthis, while it appears that the Arthaprakrtis and the
Samdhyangas are not connected in any way, as neither the
Bindu nor the Patdkd, nor the Prakar] are in any way
connected with the Samdhyangas. The ND is fairly correct
in saying

A AT AN I NS PRI

QR SRR TR HA |
_ : 1-37.
This is borne out by the Samdhyangas, which are sub-
divisions of a Samdhi. It appears that the place of the various
Samdhyangas in the different Samdhis and in the action was
also a consideration in the mind of the theorists. At the same
time they never thought about the Vathasamkhya theory of
the DR.

Y. Order of the SBarmdhyargas

Closely related to the problem of the presence of the
Samdhyangas is the question of the order in which they
should occur in a particular Samdhi to which they are said
to belong. Bharata hac said nothing about the order, but it
-is likely that he had in his mind the consideration of the
Rasa and the development of the Karya.,' In XIX. 50

he says
|t arfy ganfy s3ersaggRa: |
WEILIIG TR qrRAF I, ||
-, He seems to say nothing about the order and seems to
suggest appropriateness as the only principle to be followed.
Abhinavagupta in his comments on this verse makes this
clear in his remarks

FIEW I FEIRVAGHIZAVSIGAIA BN A g oET-
PreTrsaF TR T |
' BORI. MS. p. 301.
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(That is, due to order, sequence means the sequence

required by the task of developing the main Kirya and not

the sequence which has been resorted to in the definitions
and discussions.) Oreagain,

Wmmwlma‘mﬁr
ety Tae g% faw: |l :
BORI. MS. p. 303,

( It appears that the sage did not desire any definite
sequence; otherwise how can there be an inclusion of the
Samdhyangas and Lisyangas?)

The DR also has not considered the problem in detail. It
only points out that in a Samdhi some of the Angas are principal
( Pradhfina ), while the remaining are subordinate.

1. In the Mukha, Upakgepa, Parikara, Parinydsa, Yukti,
Udbheda and Samadhdna are essential ( Avasyambhavi).

2. In the Pratimukha, Parisarpa, Praiama, Vajra, Upanydsa
and Pugpa are principal. ;

3., In the Garbha, AbhGtaharapa, Mérga, Totaka, Adhibala
and Akgepa are principal.

4. In the Vimar$a, Apavida, Vukti, Vyavasiya, Prarocand
and Adina are principal. ;

About the remaining Afigas the DR says that they should
be tised if occasion requires them, ° Itaregim yathisarihhavam
pragoga iti’. It is the ND which gives some suggestions in
this matter and it has tried to locate the position of the
Samdhyangas and has shown a possible order among some of
them. Abhinavagupta also refers to certain Samdhyangas which
belong to a particular Samdhi and cannot be transferred :

STRRTFT AETTSRY TATAATTE qRIRY: |

BORI. MS. p. 303.

Perhaps these might be the Angas which produce the
particular Avasthi to be represented in the Samdhi, It
is but natural to expect that the * Niyamabhanji’® group
will show some order, while the others may mnot. The
observations of the ND in this connection are as follows —
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1. Mokhasarmdhi : Upaksepa, Parikara and Parinydsa form
a sequence. The Bija sprouts only when it is sown or
scattered and it becomes definite only after sprouting, Therefore
the three form a sequence.

egfireaat a e, ﬂ?«mﬁwaﬁm gy
SAIOTHENTEAHHAT (A9 | ND. p. 61..

Vilobhana comes. after Paringdsa ( Paringdsinantarameva
ND. 64 ), while Samidhina may be placed anywhere in the
Samdhi ( Racanivasdnmadhydikadesa eva. ND. 59 ).

Udbheda and Karana are to be placed towards the close
(Upantye), and Bheda is to be placed last (SarvaSamdhlsva-
mkante pﬁlrabhedarﬁpatvﬁt. ND. 59 ).

2. Pratimokhasamdhi : As the development in this Samdhi
is not very regular and the Samdhyangas are of the nature of
entertainment, naturally it is very difficult to expect any order.
And hence probably ND. says

‘ Uddedakrama nibandhesu ndpeksaniyah.’ p.69.

Vildsa is to be placed at the beginning of the Pratimukha
and then should be placed the Angas which make clear or spread
Vildsa ( Pratimukhasya ca 4dau eva Vilsah); after it come Angas
which manifest Vilgsa. These are Prirthani, Narman, Narmi-
dyuti etc. These deserve to be used only in plays which are
Kamapradhina. ND.70. The ND further states that Pugpa,
Pragamana, Vajra, Upanydsa and Upasarpana are necessary
( Avasya ), but does not say anything about their order.

3. Garbhasamdhi : Nothing is said about the order, but
it is said that Samgraha, Akgepa, Adhlbala, Miérga, Asatygharana
and Totaka ard important. ( ND, 82 ).

§. Yimarda-samdhi : Here also the order is not suggested,

but some of the Angas, e.g.Sakti, Vyavasiya, Prarocani and
Addna are said to be important.

8. Nirvahanasaradhi : Here Samdhi is Avaiya; so are
Paribhfs?, Bhisaga and Kdvyasamhfra.
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These are the views of the ND on this point. Taking
these into consideration and also the view of the DR that the
Satidhyatigas should be connected with the Avasthd in the
Samdhi, their order will be as follows : — :

In the Mukha-Samdhi, the order will be : Upakgepa,
Parikriyd, Parinydsa, Samadhdna (giving Bija ), Udbheda and
Karana ( Arambha ). =

In the Pratimukha Satidhi, Vildsa will be followed by its
contributory Samdhyafigas and Parisarpa somewhere.

A

In the Garbha-Saridhi, the Aksepa and the principal group
must be present.

In the Vimaréa-Samdhi, Virodha, Prarocani, Adana and
Vyavasiya must be present and in the Nirvahana-Samdhi
Vibodha, Gtrathana, Krti, Ananda, Upagiihana and Kaivya-
samhira are necessary.

This is the plan for a Kamapradhfna play. The various
commentators usually follow this order.
¥Y1. Number of the Safmdhyaigas

Bharata in

agw@jé‘iqr-&‘mwﬁt affag | XIX, 67.

has stated that the number of Samdhyangas is“'((54, but on
actually counting the Samdhyangas that he has enumerated it is
found that they are 65. It appears that this inconsistency was
seen by Abhinavagupta, who remarks in this connection —

¢ Wfyas ( sraEsEeat ) erma(=a 1) auag SOt arfE |
FIRATEASS qaArg: | o g TaTEe e fdgorart
SO oAy eeareay | § T TARTTRAT] qgNE-
deamqfd: |’ BORI. MS. p. 310. 2

Accord:mg to Bharata, Mukha has 12 Angas, the Prati-
mukha has 13, so also the Garbha has 13, the Vimarsa has
13 and the Nirvahana has 14. Thus, the total is 6S.

Abhinavagupta says that to remove this discrepancy, some
drop the Prarocand in the Vimaria which in that case has 12
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Angas, so that the number becomes 64. The other view referred
to by Abhinavagupta is that the Pradasti in the Nirvahana" should
not be counted as an Anga and that Samdhi should 'be
regarded as having 13 Angas. Thus, the number becomes 64.
The DR reduces the number to 64 by dropping Prarthani
of Bbarata. The ND gives the number 65 but does not try
to reconcile the discrepancy. On the other hand it remarks —

‘ derER T AT ST SR Ragelshy srﬁ‘ﬁ-
tmm#ﬂrﬁﬂﬁ'!w ¥ s seatd ga: 1

ND. p. 59.

The SD and the NLR take up the discussion, but have no
independent views. The SD remarks ( p. 103-6 ) that Prajasti
may. be left out as there is no ‘ Bhiitdvasaratva’, which has been.
explained as ° Bhitni prigino ndtyapdtrani tadavasaratvam ’,
Pradasti is a blessing for the specatators and as such affords
no sacope for the actors; while every Anga is an incident
which gives scopeto the characters in it ( Angdni bhatdvasardni
iti ucayante). It may be suggested that Prdrthand admitted:
by Bharata in the Garbha but dropped by the DR and its
followers should be counted as a Samdhyanga instead of
Prajasti and thus the number of. the Samdhyangas will
be 64.

YII Parpose of the Samdhyaigas

Bharata tells us that the function of the Samdhyangas in
a play is six-fold.

TR AT FATEATIIRE: |
et sAvE quTAl X A
ATRAAZIHEMA ABTATAT HHITAT |
agTar 'n"]a‘ QagE A Futa ||
XIX, 51-52.

( Construction of the desired end, the expanswn of the
story, the obtainment of love, concealment of the secrets,
picturesque description and manifestation of that which is to
be shown—these are -the six objects of the Angas.) All other
writers' agree with Bharata on -this poiat,

e ———— I R P Sy MG e
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YIII. The Dada View

The Samdhyangas, as the name itself indicates, are the
subordinate parts of the Samdhis which in their turn are
broader divisions of the plot. These Samdhyangas are so many
situations or parts of the dramatic action which gov to make a
distinct phase of it. The relation of a part to the whole exists’
between a Samdhi and its Samdhyangas. Abhinavagupta
remarks * Itivittikhandalakdnyéva samdhyangini ’ and Réjanaka
Alska says * Angini samdhinim avayavdh’'. The same has
been more clearly explained by Abhinavagupta in his explana-
tion of Bharata’s :

gedfiat arfx gty SR Asagya: |
WEILIOIFNN AFAFTIITIEA I XIX. 50,

Abhinavagupta pomts out that the Angas become parts of
a Samdhi because of ¢ Pradefavartana and Sampattigupavattva '.
Between them there is angdngibhiva. The Samdhyangas lie
in a Samdhi and contribute to the general action that is presented
in it. It is through the Samdhyangas that a Samdhi is
worked out. For instance, the Mukhasamdhi is, as Abhinava-
gupta tells us Prﬁrnmbhopayogt artharddih ' and the Samdhy-
angas of the Mukha from upakgepa up to Karana give us the
working out of this ‘ Artharalih’ and hence they are divisions
of that Samdhi. This is the meaning of the ‘Samdhisampatti-
gunavattva’ or ‘Sampddakatva’ and ‘PradeSavartana’ and because
of these the Samdhyangas beélong to a Samdhi and are subordinate
to it ( Samdhiparatantra ).

Abhinavagupta quotes a view which deserves consideration
here. The relation of the Samdhyangas with the Samdhis,
their nature and other like matters, were the subject of much
discussion, as appears from Abhinavagupta’s comments. ‘e
says — some hold that here every stage has three different
sections : the beginning, the end and the middle ( Upakrama,
Upasamhira and Madhya). Then every stage has the subtle
five stages beginning with the Arambha and in this way there
arise 15 stages ( Pancadadyo dasdh ), occurring in fixed  order
ofie aftef the other; and here the first have been described as
the basis of the stage, for in them is apprehended 'thre . relation’
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of the principal and the subqrdinate and all are shown in the
Nirvahana, since the final fruit is to be secured there, while
in other places like the Mukha some are suppressed. In that
case there should not be the distinction like 12 etc.

‘B AR 38 STHH SYEEI AT RITe A
ATHI, T TAF GEHU A TFATTATHDA ATAH -
g qAT FANIA: AATATEEG, qATAT GFAd A |
siffga g | SR T fadgd FeAMTe g9 TEEITE,
wqa § FER SIEEARRN, A TRWRAIIR aRer
g1 | ' BORL MS. p. 302. :

According to this view, an Upakrama, Upasamhdra and a
Madhya and so also the Avasthipancaka will be seen every-
where. In this way, in every phase there would appear to be
15 stages indicated by the Angas. Sometimes some of them
are suppressed while iu the last phase all the stages are
to be shown. The arbitrary division into 12, 13, 13, 13 and
14 has, then, no significance or justification according to this
view. The view has been refuted by Abhinavagupta as
follows — :

¢ But then this is not sound. Jf it is as you say, there
should be the same order, but that is not to be seen; the six-
fold aim and the purpose would be of no use, as there would
be only one purpose of detailing out ( Anupaksaya ). And if in
the matter of working out the seed etc. there is to be no regula-
tion and consideration, how can there be the convention that
the two Samdhis have 12 Angas and two have 13?

‘ AR orEd | OF fY TEIAmg FAT A0 WS, A 7
HAES | TATAYEINTS qaETgIYs €6 | gIEd 194
g R WA WA, NHOSH ¥ PrmfgEgIes
AT FAFAR FaE W garerEg: |

Abhinavagupta rightly observes that in the case of the 75
Daéah, the order he gives would have to be necessarily follow-
ed and that the division then would be meaningless, and he,
therefore, rejects the view. W
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Udbhata and some others, we learn from Abhinavagupta;
‘ held that the Angas belong to the. particular Samdhi where
they are enumerated and that they are not transferable and
moreover that they must occur in the particular order given
and that they all must occur in a play ( * Wﬁ'{ﬂlﬂf
g 9 &4 9 g = #1g: | > ). Abhinavagupta. rightly points the
flaw in the view and says, ‘This is also -not sound for
certain Angas like Vukti can be used in all the junctures.
Only some of the Angas, by their very nature are subject
to this rule, like the Upaksepa, for example. When it is said
that a play has 64 Angas it is only suggested the possibility
of the presence of these 64, and it is not a rule.’

ARG . ... Ji: Ay aftay e freeaa
... SAYTFIA EavwerRy famnfy aawgy: |
qg SS0N, VgWUqEFEIFAHA, I aHquEAe 9wy A g
fast: | BORT MS. p. 302,

e

He rightly notices the very general nature ot some of
the Angas and regards that the presence ¢f all the Angas is
not necessarily required. About the order also, his view that
on account of the inclusion of Samdhyantaras and Lasydngas,
a close order cannot be maintained has been already referred
to. Abhinavagupta’s comments are reasdnable and this is the
view generally accepted by the writers on dramaturgy.
Saradatanaya in BP refers to the view held by King Bhoja

aTa=agIA m%r qraaTiT S |
fraey: 13 o Faolat ASREES: 11 21423,
but has stated earlier what his own view.is,' ‘
AmrRamatsdiet sard AR T
aqrawaATady freers g7 1l . 21378,

The commentators, however, seem to have followed the
view held by Udbhata, and Jagaddhara is the only exception:
smong them. For he seems to have followed thé other view.
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IX. Resa and the Samdhyaigas.

Rasa is the soul, the essence of drama, as it has been
- observed ‘ Nahi rasddrte kaicidarathah pravartate’, while the
Itivitta or the Samividhinaka is only the body ( Sariram) and
hence i8 secondary in importance. Naturally the Samdhyangas
which are the divisions of the plct ( Itivritakhanialakani )
are also subordinate to the Rasa. The idea that the Rasa is
the ¢hief consideration and nothing must be done which would

il the impression, is always present before the mind of the

hor and the critic. The Samdhyangas, being parts of
the Samdhis, must contribute their share of the Rasa.

Abhinavagupta raises the problem as to whether the
Sanidhyangas are subordinate to the Samdhi to which they
belong or to the Rasa. Thus,

aF: afarEat: wiasay @IREes qaw Faea |
BORI. MS. p. 312.

and then he points out that the Samdhis depend on the
Avasthis ( Samdhayo hi avasthiparatantrdh ) and the Avasthds
are closely related to the Rasa and finally gives his opinion

A R colaE Rrmarfye el agwey |

The ND also says, ‘Rasaprano hi ndtyavidhih’ and
while discussing the relation of the Samdhyangas with
the Samdhi on the one hand and with the Rasa on the other,
remarks, * The Samdhyangas are to be used in all the Samdhis
to avoid a break in the conmtinuity of the main plot. This
continuity is to be secured for the development of the Rasa.
For, if there is'a break, there isalso a break in the Sthiyibhiva
and the like and hence there would be an impossibility of the
enjoyment of the Rasa. Therefore only those Samdhyangas
which easily contribute to the development of the Rasa and
delight the heart of the Sahrdaya are to be used. For the
Samdhyangas should be looked upor® as of the nature of the
Sthdyin or the Vibhiva, Anubhiva and Vyabhiciribhiva. When
it is said that the Samdhyangas should be used whenever
there is-appropriatenesss, or occasion for them, it is meant
that they are contributive to the Rasa. Hence a particular Anga,
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because of its nature to contnbute to the development of a
particular Rasa, may be used in a Samdhi twice or thrice, e. g
in the Venisamhdra,the Sampheta and Vidrava are frequently used
to aid the development of the Vira-rasa and the Vildsa is
frequently used in the Ratnivali to aid the development
of the Srngdra.

. The misuse of the Angas is also criticised. The ND
referring to the Venisamhdra II, ( sc. 1, where Bhiuumati and
Duryodhana figure ) remarks, that it is out of place as the
occasion is not proper (Vildsa niyaksya tidrie avasare anucitah).
This shows that the consideration of mere theory is to be
subordinated to the cons:derat:on of Rasa. Completeness of
form’ would never make amends for a (law in the Rasa and hence
Rﬂ]ﬁnakn Knandavardhana said,

AFTERIFTTAl TETRY ST |
A g IO TERARAEITFASSAT |l 111. 12

So also SD VI. 138,

AT a6 araafy sy |
TATGIAT d5g @ay i gean
‘ ag wxelyfa: fagw @fs v amwisey 1’
The sthdyibhdvas are eight : rati, hdsa, Soka, krodha, utsdha,
bhaya, jugupsid and vismaya. It will be seen that many of the
Samdhyangas are closely connected with them.
1. Vildsa, Prarthan and Paryupdsand are connected with Rati;
2, Narma and Narmadyuti are connected with Hasa;
3. Udvega and Vidrava are connected with Soka:
4. Vajra, Sampheta and Totaka are connected with Krodha;
- 5. Parisarpa and Vyavasdya are connected with Utsgha;
6. Udvega is connected with Bhaya; and
7. Upaghfiana is connected with Viemagq,

Similarly Srama, - Viidd, Vitatka and Nirveda of the
Vyabhicdribhivas are represented by Kheda, Apavida, Rfipa,
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respectively. Even the ‘ Niyamabhanji’ group, viz. Upakgepa and
others are connected with the Bhavas. For, we have the Uphksepa
in the Venjsamhdra in the verse ‘ Ldkgdgrhanala’ etc. which is,
as Abhinavagupta points out, Krodhdtm# and the Upakgepa in
RamAbhyudaya is Bhaydtma. In this connection the views of
the ND are clear. These situations, according to it, might serve,
also as exciting causes, i. e. Uddipanas of a Rasa. Hence
Abhinavagupta’s pronouncement about the Samdhyangas that
they are the Vibhdvadiparikara is absolutely correct.

X. The Samdhyarigas and the Laksanas

Along with a discussion of Abhinaya there is to be
found a discussion of Kavya also in Bharata’s Natyasdstra
and he gives us -a list of 36 Lakganas in Chapter XVI.
There was a time when the Samdhyangas were considered as
Laksanas, both being regarded as Alamkdras, as is to be
seen in the remark by Abhinavagupta ¢ 8F% #°g=q FlaIvEoEE-

q-.ﬁnq:tq'(ﬂiiﬁ ohfy sqqfR3g=y | ' Dandiv also is seen to
include the Samdhyangas in the Alamkdras, e. g. in

I TAFTEARSROMITATGL |
sTafirafig EASHTET A | KD. 1. 367,

The phraselogy being rather vague, it _:s difficult to say
whether the Samdhyangas were regarded as Alamkédras in
thé technical sense or as simply embellishment in a generic
sense, the distinction between the two being that the
Alamkaras are mere poetical: embellishments, while the
Samdhayngas are constructional ones. The very fact that
Bharata enumerates them .separately is an indication that
"at least for him they were not identical. The Samdhyangas
are situations or parts of dramatic action while the Lakganas
are embellishments which only beautify the play. Rdjanaka
Alaka distinguishes them as “ Angani Samdhindm avayavih,
lakgandni vibhiisanam ityadi kAvyavyavasthipakani’, while
Bhoja clearly remarks, ‘ Samdhyangésu tu gunilamkirayogo
ndpekgyate ’. :

From this it is clear that the Samdhyangas are different
from Alamkaras. Thus Vilobhana is different from Gundnuvaida
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and Anuminn should be dlstmgumed from the Anumfna
Alamkdra, and in many cases a nearer approach to Bharata’s
ideas behind the Samdhyangas will be possible if they are-
understood as parts of the dramatic action and not as
Alamkéras.

Xl. The Samdhyarijas and the Samdhyantaras
Bharata in Chapter XIX gives a list of 21 Samdhyantaras

g gedial e |
W AEEAT 0 HLIA T AT 9F 7 ||
SR § Mowafyaiy 7 |
gy T Wi YT @A wy gy 7|
ST der TR SRR |
ZAY @@ @nhad ug gy wag

XTIX. 107-109.

These Samdhyantaras and the Samdhyangas should naturally
have some relation between them and different views have
been held about this relation. Abhinavagupta has mentioned
two ,views which are as follows :

“A Samdhi is an internal division, related to the incident
occurring there, sothe Samdhyantaras are related to the Angas,
for they fill up the gap between the Samdhyangas. Moreover,
the main purpose of the dramatic action serves to unite them and
the Samdhyantaras do an important service to the Samdhyangas
in this respect ™.

9. ¥y g B @R | qegEe arwerse
XTI | BORI . MS. p. 313,

According to this view, the Samdhyantaras help the action
of the Samdhyangas and are their subordinate parts.

Another wview is that they are but varieties of the
Samdhyangas, of the nature of Upakgepa and others. It can
be shown from different plays like the Venisamhira, the
Ramibhyudaya and the Pratimaniruddha, where the Upaksepa
is Krodhitmi, Bhayitm3, and Svapnaripah respectively,
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that they are of the nature of the Vibhdvas, Annbhlvns or
the Vyabhicdribhidvas.

This would link the two by still closer relations. The ND
rightly points ont that the list of the Samdhyaitaras which we get
in NS. XIX. 107-109 is a heterogenous list of dramatic
devices, certain feelings and certzin Angas already being
described in the text. It mentions the following reasons —

1. Sdma or Ddna both are identical with the Samgraha
of the Garbha-Samdhi.

E 2. Mati and the like are identical with the Vyabhi-
: cdribhdvas, and

3. Dnta, Tekha and others form the very plot of the play.




CHAPTER 11

Critical Material Relating to the Sanidhyangas

It has already been said that a survey of the ancient
Sanskrit literature, especially of the Sanskrit dramatic litera-
ture, shows a progressive deterioration. There is a gap between
Bharata 'and the earliest text-book writers and these later text.book
“writers have apparently not understood Bharata in some respects
and have in some respects introduced, in the old theory of
Bharata, without entering into the spirit of his observations,
changes based mainly on mere textual interpretation. The theory
of the Samdhyangas has become very obscure in spite of, and in
some respects on account of, these later interpreters of Bharata.
Hence, the complete critical ‘material about the Samdhyangas
has been collected and a detailed examination of them has been
made in this Chapter. An attempt has also been made to fix
the meaning of the technical terms, after an examination of the
‘various deﬁnitions together with the illustrations of each of the
Samdhyangas as given by the authors of text-books such as
the DR, the ND, the NLR and others, as well as by the
commentators in their commentaries on the different dramatic
“works.

T 8: w3
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Hgas of the Inkha—Samdhl
Upaksepa

Definitions :

STSATNE AAREIRT g & | NSXIX 69.
fis=are STRT: | DRI 27.

s fheay: | NDI. 43.

fis=re STR9: | BP 208. 12.

dfrs=rra 98T | PR 109.

STRTEY AT GIAT BWQ g | RS IIL 32,

SIS GETHETRY ¥ ¥ | SD VL 69.

s eI T: | NLR 24,

Tllustrations : 1

CPaEERATER | ATRAT AT SO
mmﬁw IR A FaRaT-
faea&: | DR p. 27.

3. ‘5w q@ wentyan ¢ at gent mﬁagama‘n
g rEEE A | TEAUATIR gy
ageRreTRT gy & g | SK p. 23.

3. ‘s, gty emd’iﬁwram?ﬁw gy |

¢ preaTded agw%mﬁw gy @ | gEEETERTEE-
s @1 SSTATETgIATTd | MR p. 64.

g, ¢ TST—erfy SATTE & qErg:’ | A THAHIAE ASAH-
& A9 AEgIaT AN GEgIE WA |

MA p. 12.

u, ‘e @RrEdY...quor o’ AAELHEE SEREERA
q’ﬁaum s fiwe Rreararged am
ey g wafy | VK p. 10.

§. ¢ g¥qr wuar... 3@ frewate ' ov BReTeRR-
AR NSTEEIRY! ATH deaggFaq | UR p. 14

NE@E e

S e L e F



v, ‘ aw-srgeAEl dEfER .. st sgeTam Saar

| AETAET Suee | o sgaAnegAn RrarREsds-
AT IR A ET N ATaTgT A AT JEdE-
FFIY | T STHT: €/ | MV p. 10.

The word Upakgepa means ‘throwing neat,’ i. e. ‘mention or
suggestion * and hence this sub-section of the dramatic. action
appears to be one in which the start of the action—* Kivyarthasya
Samantpatti '—is mentioned or suggested. = With the definition
of Bharata all the writers of the text-books agree in substance
and they illustrate it with the incident in R 1-3, when
Yaugandharayana gives out his plans and describes the favour-
able working of fate. In SK e similar incident forms the
starting point of the action. Samdhyangas are so many
incidents or sub-sections of the dramatic action and hence any
one of these Angas will not only import an abstract idea
but also a concrete incident or incidents, and hence this Anga
may mean not only the mere mention of the start of the action,

" but may be taken to mean also the circumstance which has
started the action.

2. Parikara ( Parikriya )
Definitions : - ;

AgIIATIEE §9: IRWGT @: | NS XIX. 70.

qgaTged TR1%ar | DR 1. 27.

@EsaTE: TRRAT | ND I, 43

qZaTged kAT | BP 208-12.

e, FgTHLT TRAC: | PR 109.

TRBFAT § TgSIHL0 7 | RS 1L 33.

anEATIIged ¥4 TRWET |@: | SD VI 70,

QeTs ¥ WAl Mg @ TREL | NLR 25.

Illus rations - '

1. 3T GATTATY ¢ AT & fagoagR: . wowTaeR
TRA C @qqr dgute ahmasgean | s
AT TEeToTeT e | BR 9.2,
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3. sufgErie geg faavesdced e aitst: |
Yofeer fiwda: gelaaE ¢ NUE 97 W AA TG
& wead ' gfa | ND p. 60. o
3. ‘onerrgATEETE | sadraar ofteT sy dlanwae-
famg | dowel g ¢ IgMATgE X4 TREG @ |
{ﬁ‘ | SK p. 25.
¥, ‘6 ar Adgeald...qd fivwer g SiEC Tl
UL LS Lo PR ILE UL IS ILEREE B S sg0-
HONfEARARFH | MR p. 65. 1
4. ‘gETAl’ TEIRET ¢ GEEENT | TENA SiSd Tger-
FOMRET I GaggaFd wafq | MA p. 13. _
§. ‘a4 TTARWT ' A ‘GOR{ARE ¥Ed e v
AESIBLONANLEL ATH gregg e AFia | VK p.12.
v, T8 BN IRAYIAIGIIEETHNTE  TEEARIR-
& | agFaq * fiwer TgHet o g | URp. 17, F
¢. wETH A W | ¥ BYIACTH TS TEHLM-
aREN AT araggIaq | qgFaq ‘i TEEO
gfisc: ' gf@ MV p. 12 !
Parikara means in early texts like the Mbh (i) girdle, )
(ii) setvice, or (iii) retinue, attendants, collectively. In early
Psli and Ardhamigadhi texts also the root ‘ parikar’ means ‘to
serve or wait on’; and from this, Parikara, does not appear to
have anything in its literal sense which suggests Bahulya,
" which is the meaning attributed to it by Bharata. A likely
explanation is that from its sense ‘girdle’ or ‘ attendant ’, it
came to denmote an attending circumstance, which forms as it
were a girdle or does some service to the development of the
plot. In later usage also, it means amplification. Cf. Dhvanyaloka
with the Locana, (p. 34) °IR&CEmaTs— RFTd FRHITA
SR®Had % 4%, Bharata defines Parikara as the development |

of the start and the later text-book writers give an identical
explanation. The iHustration from R 1-41, given by Dhanika
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and others, contemplates the development, since in that incident
the events referred to, viz. the catching of a plank in the
ocean, the recognition and the safe-landing, are all the attend-
Ing circumstances of the ship-wreck and serve to develop the

R e T L

plot. The illustration from the SK also suggests development.

by the auspicious throbbing of the King’s arm, which presages
some good-happening.

8., Parinyasa
Definitions :
?. afersesar g s99 ofwra: s¥ifda: | NS XIX. 70,
. gfasIRy: qfit=grg: | DR T 27. :
. farfeeag: qft=gra: | ND 1. 43.
. af¥reyir: oft=ara: | BP 208. 13.
. ga fasefamame: aiware:| dggrddrafeniy: ofimara:)

PR 109
. ¥refasfasyd oft=ara o€ | RS 10T 33.
. giesyRy: gf=gra: | SD VI 71.
<. W7 qRFA14: | NLR p. 25.

Illustrations :

2. ¢ qur TRy qEsRumEiE gfRE, A Yof ga-
gEraeH | e o wd | sRa dreacE:
SRR g afteara: | DR p. 7.

R. wfgw fAwaada RRe feea: gaar ggds-
FeTaa qfild) e aieara: | 797 JofiiER SEgae-
WAF... |’ ND p. 61 _

3. ‘oETE QITREEEAT  TIEAAETH{MSTN A wa:’
HAA R gEFEIAAY | ggaw g ¢ afsisg
FY 9itgrd awed’ g | SKp. 33.

¥. ‘srena: A Pefaaigen’ o fiwferRn ol
a PefEaiEgreaas & auifRay 3 ofa: gagnadiow
=rar| MR p. 71.

AN K O A




33 The Samdhis and the Samdhyangas

P e A e e e e e A A . ettt e

u, mﬁtﬂrim mqmm&w@
ATH GAFHFT Wiq | MA p. 13.

§. ¢ ParaRE oY & ¥ TAXsEn gofysaaEer.. .V
7 WS FAEOTARATE Iy aaggF wal |
VK p. 16.
s, ¢ qEggEafEsvengiE, . sqaley  siET
Xy e || oy aRmeed | gwat: | gage 939
¢ qfimarag SrEEa WAy fsaarss: ' | VSp. 21

Parinyisa means ‘ planting ( of the step, or of the seed )
completely’ and Bharata’s definition of it as a statement of
how it, i. e. the seed, has completely come into being agrees
with this etymology. Hence this third situation would mean
completion of the Bija. The V. L. ‘ Nigpattya’ in the editions
is very unsatisfactory. Raghavabhatta’s reading ‘ Nigpatteh ’
appears to be better, All the text-book writers agree ‘with
Bharata and the illustrations also indicate a completion of the
Bija. It is because of this completion which naturally comes
after the *start’ and the ° attending circumstance ’ that the ND
has justified its third place in the list. “

§. Yilobhana
Definitions :

¢. IR a4 ﬁ@uﬁﬁmms:{m 71.
JOTTEATH ﬁré‘lml DR L 27.

fSiwe &aedy | ND 1. 44.

oTrEaTA S | BP 208, 13.

SreEUEle fSaay | PR 109,
ATTFHTR O 9% q014 a9 ASaw | RS IIL 34,
. TonEgTd WAy | SD VL 72.

STqE ORI SR | NLR 25.

NG E xR




Critical Material Relating to the Samdhyangns 39 !l

e o P T A A s S b o :
~ e~ il

Illu.ﬂ'ratwns i

t. QUT TATISAT ¢ AT EARATY {l%aan%ﬂia I
TEGETEUTIAIA_ FTRFTI:  §ATHEAGTT- I
fisnggoiag @iy | DR p. 7. i

R, aq7 Yofregt ¢ TEEEW ' REEa Flagt ¢ A il
% g5 a1, . 9gUe-g 394 || TENA GAIATTR |
UUEEEAIE Wwe ety A@ag | ND p. 64,

- fTwr-gafiay” fEEEgRe (SRS JAR: )
fyeivd wmggeiigng | qgRe g ‘ gumat  gdag |
RSk’ s | SKp. 32. Hifi 8

¥, O - WEAT B1AYE gfT wgAIR g’ it §
T NSUEo AR@IWAATAY | SRQUEaAT ST it
UHOAATS NG | MR p. 68. 1&

‘ Rafisr-aaigaigariicgTmy. . Ansyg - oW Wit |

NUETEE TREAIAATTSINA ATH Gagaad waiy |
MA p. 22.

. [
§. ‘ FMpwral B GrgAmd aergad’ || ogg, B I
e siwqnatan ASd A aeaggeay |
: UR p. 18. !
5. TEWTT TN FSATRNT 9gAY || A SeuEvian- I
i

XSt AT |RAFEFIL | MV. p. 13.

Vilobhana me;us ‘ allurement or fascination;’ and this
‘explains Bharata’s definition that it is the exposition of the
good points, naturally, of the fruit. Here would be seen the |
particular attraction or fascination which the principal ‘ :
characters feel towards the Phala, and it is this allurement or Il
fascination which actuates them.. In this sense, it would il
appear to be vitally connected with the Bija and as the i ‘ir;I 4
ND observes, it might occur somewhere near or after the 4 L
Parinyisa. The DR appears to follow Bharata, but secems ; 3
to have missed Bharata’s point. The illustration cited ip it, it
being a verse sung by the bard in praise of the K\ng
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shows that it understands this Anga simply as praise. The
RS seems to follow this view. Vilobhana in certain™ cases
might have meant the attraction which the bero has for the
heroine and this may further result in praise or description
of personal charms and beauty; and this is how ¢ Niyaka-
digupa-varnana ’ view must have come in. It is likely that
Bharata thought of the attraction of the Artha. The ND has
understood this rightly and cites as an illustration the situation
from the Venisamhira where Draupadi shows het intense desire
for Duryodhana’s death. It also remarks that this is not praise
but it is the stabilisation ( Sthirikarana) ‘in the minds of the
principal characters of the attainment of the Artha undertaken,
All other texts agree with this, That Vilobhana is not any
general praise is also made clear by the remark of Sahitya-
darpana ( p. 294 ), that in the &K the verse ‘ Giivabhangi-
bhirdmari’ is not an instance of Vilobhana as it is not vitally
connected with the incident that forms the Bija.

8. Yukti
Definitions :
9. GearcoragTAr gfrfeafveiad | NS XIX. 71
3. GyaroRgAr afF: | DRI 28.
3. gfra: FAE=ROT | ND L 45.
¥. guaroaAl gaRanndiag | BP 20814,
. fogFeaTavdEmEaar gEFa: | PR 109.
&. geas sAwATal & faoEr g sy | RS IIL 34,
®. GIIROTHATAT afFE: | SD VL 73
¢. Sreiar QR @ g | NOR 26

Hlustrafions :

Q. T GAETAg ¢ HATY et gateE. . fadmr TFTAAL-
fger. . .Tew SvAal gEa: | ZERA aEiEEr -
QU GERTIS SO ST AT
REacrmaal:  EAIHEH TS GRS AT T

RS | DR p. 7.
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. ‘qger- aamf?: geATRAT ¢ argwmqﬁ HeT: mﬁf
SRFTATHIEETTAY | G99RomY.at FRERaiEaR
gl $K. p. 45.

3 o9 amEd ‘IS’ §ATCHE ¢ AT | g
ag53t: AegFeaTTar Sty Tr giF: | MR p. 69.

¥. ‘uy fyfogard seymERARmOg gt e weliw-
geAageAoargaaTa aragyFd waid | MA p. 18,

W, * FgEE:—. . AAFg: 91 T 354 |39 | T, T
Wy ATy | 3SRy umwgEa Ay wiay’

LG Wmﬁmﬂ*@m giFaArd dEFgE

wafw | agwq ¢ SrenggusEisE A g |
UR p. 18.

§&. ¢ Remfirs:-taisn T agerf giRA sean® FRiwr
. s gAiQER | e fsgauatea i
ghraate dwggTa | MV p. 14.

v. ‘ orEsETRIET ... a qidn aEfy wad e
waerEEE: || 5 s gRraTee: | e ag
saegRae=an | g W | VS p. 61.

The usual meaning of the word Vukti i ‘ingenuity or
reasoning.’ It is quite likely that Bharata had this meaning in
his mind and hence Yukti is skill, especially as shown in a
minute survey or examination of the incidents or circumstances
( Sampradhiranam ). ‘This should be different from the Anu-
méana which is an Alamkara and as such must be distinguished
from the Samdhyanga. ‘That Yukti is such a survey can be
seen from the various illustrations. ‘The illustration from the
R I. shows VYaugandhariyana surveying the measures “he has
taken. All the text-books agree with Bharata in understand-
ing this Anga as a careful survey of the facts and it is in
this sense that Raghavabhatta has illustrated it in the SK where
the King proceeds to collect information about Sakuntald.
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8. Bamadhana

De!:'m'lz'ons A

{. sfwmdEiTrad @aEadiea | NS XIX. 72.

R. ¥IWITH: GATYTRY | DR L. 28.

. gaE: awifRfe: ND I 43.

®. dISITA: GATNAY | BP 20815

4. HHERAITA FHIETAT | PR 109.

& s gRUTAg 8ITAREEAR | RS 110 35.
9, HINETAR 9 aEATIEMg=aa | Sp VL 75.

<. IR GTHAA FHATTAG | NLR 26.

lllustrations :

1. I GATTAN-TTEEgA- T4 GIAG F J9F0TR. .
qETREr ... ‘oefam Wasw ' f@Ad TeEgaEn
GATFSIA@UTL A AATNBEE R GUnT9oA-
WA ¥ TEROAAGANTHEA ST TG TACEHAT-
CICIEICHEE O | %vﬁéxﬁ W=, . TEEUSEa. ..
s 319 Wi AR %vﬂam:s,ﬂ HqAiwE -
W{mﬂrml DR p. 9.

. g9l YofiEg} ¢ 9 WL RIESAR: anai e
‘@meT waica | gl a3 i eyl saTmREmTaEw
gwg 919 Y | wD. p. 62.

3. ‘99 73T ANy’ AAT GUITAAHBAF I |
IR g ¢ VSgEIgand geanTaagea | g

SK p. 46.
‘Fify amErRa efigw ' 3 fiwdla gnamE-
A AT GFIRTIIEE | MR p. 69.

w. ‘YgigehTanlaEn | ¥F 99 AUIaAaHTI
ATH GRIFYFT AT | MA p. 23,
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5. 'wﬁa g géwrﬁrﬁ'wﬁ aga:’ g ey
BFITAREATITA mm' VK p. 16.

s. ‘graydlar @: ' UEAgSIgRE eI Mg IEed -
q19 ATH FeeawgEay | agFy ¢ g sy’
g | UR p.18

€. R ‘QIIEN ATRAT aﬁmﬂmﬁmmﬂtm
ATH GIFYFI| MV p. 12.

SamAdhfina ( sam+d+dhina) means “‘ approach or recurr-
nce (punarupagamanath) of the germinal circumstance
{ Bijarthasya )’ of course now with added intensity. The ND
explanation ‘Samyak #asamanfit dhdpam poganam ’ may be
-slightly artificial, but is on the whole not unsatisfactory. The
illustrations given in it and the DR from the VS relate to the
restatement of Bhima’s fury which is the Bjja. The other
“text-books agree with Bharata, Réighavabhatta and Kitayavema
-give instances which reiterate the ‘autsukya’ of the heroes,
which is the Bija.

3. Prapti

Definitions :

Q. GEHAETHA mfRafrE e | NS XIX. 72,
R. sfi: @A | DR 1. 28.

3. W97 GEEATH: | ND I 45.

g, wify: F1sfy g@wTs: | BP 208. 15.

. FiwgEmTa: S1f: | PR 109.

§. sTR: gEe danh: @il | RS 1. 3s.
e, -gTfy: ETTH: | SD VI. 74.

<. gEEW ageTEd @1 AiH: | NLR 26.

Hllustrations :
1. a1 IONEER ‘¥ wiHT, 9iiEa 57 FAC I .
o AEATY BRAWA. .. ‘D IT-ga: a0l |'gaaa Wiasrg-
AT AT GEXTAT Z199T: TRTOR | 94T AT
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‘ grfcET-Hand @ I5aA:.. fad . agad dwg )
gfa gafisEan: gEUHTEARIE | DR p. 8.

R. quT YofidgR ¢ F5YE- AL, T WATATGI: ..
AR zgm=gh | wd gat Wadwe 3ol ag affa-
AIHIIIFG = GEARI | ND p. 66

3. () ‘T AT ) Tl ‘EAT | SR AN
AEEFIAVAA GCGHAHE  ATATH AN IFIT @y b
qaT gAY Qe ToEan ar fadgariy g
Tequ g ¢ s@dEwTed siPakaidten g )

@) T19 7 Bl ga e nias g Aa SiefaEl
$K p. 36, 50,

Y. sroar ¢ O geaiy | o Siwganr: nfEn b
1S @A (@S0 IS GEITHRGEHIN: | MR p. 70,

4. ‘Yeigefmanfy’ gEnmE  SSAwEEETEA T
|RAFIFT WA | MA p. 23.

§. ¢ Bramafd ... 7 ouizEda  GENIFIRAE
THAT reagge wafy | vk p. 16,

s, ¢ sfpaframanag | gf SiwgEmsesTiieET |

MV p. 88.

Prapti means, ‘approach, i.e. realisation of the barest fringe
of the end’ and hence according to Bharata means ‘ the approach
of a pleasurable circumstance’. The DR and the text-book
writers give an identical meaning. The DR illustrates
from the R and the VS two incidents of good promise, viz,
Sagarika's first sight of Udayana and Draupadi’s delight at
the overhearing of Bhima's vow of wreaking revenge on
Duhjisana and Duryodhana. The ND gives the identical
instance from the VS and adds ancther, viz. Krigna's over-
poweting the Kuru ferces by his supernatural power while
his mission of peace faiis which renders the prospect of peace
impossible. The ND, in distinguishing this from Vidhana says
that Prapti is after some search, while Vidhana is sponteneous
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and relates to a single character; but this distinction is not
satisfactory.  Réghavabhatta gives two instances, ome is in
Dugyanta’s contemplation of Sakuntali as she is attacked by
‘the bee, where, although he envies the bee he really derives
. .plensure; and the second is in I. 27, where Dugyanta describes
the coyness of Sakuntald in indicating her love for him.
8. Yidhana

Definitions :

?. gEgEE AsTEiFymAiE=a | NS XIX. 73.
. R. faaret gEg@sa | DRI 28.
. . fyod gEgEnfi: | NDIL4s.

¥. e gEg:@sT| BP 208, 16.
4. ¥fivgEgEEgaaEg | PR 109

& gEgE® ag e g1 ¥g: | RS IIL 6.

. gEgEFA AsuTFIAAQR wag | SD VL 76.

<. GETEIH NsYWFATAY | NLR 26.

Illustrations -

R. I ARAATES AT — AR GER SABILCATAR
© YYAMATY || TEAA  HISATSFAFFUNE GHI-
TR I gIvAAT T9aE gEg T AR
YT F FUTQE ‘FIIT—ATq YAy 4. . .7 954iq g9
O | IR @mMuE gEI AR AT EaTaty | DR p. 9.

. THA g gEGEA; MAGAT ASHATY wraa—,
39 Wi SRR || §URA  |rgUnNTHISER-
DBAFHTAT GEGEIN: | FAFT I AETEUR
FEANIGA  FIRETIANIANGEAN, SrEagE
Al asrgy awr  Ruanssg ‘e YwwTEat. ..
ARG @ T EAGAAT A T -
gww  TNRaavaEgerew geq | W gEd

R e wsgane, SR, s
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mm qrEAgAT TAE g fﬁm' ‘v
gaer gt s, fie. . 9 e
garag |~ ND p. 68.

3. ‘Prgws:—wmiy a8 qre Resadise: quraRE |
femaaa gaq, fEesaa gteﬂ‘qﬁn SECERE I

W“‘T@H‘UWW@ gEgETar AsyaiEEaa-
ﬁwﬁrvzm[ g | SK p. 56

¢ grgwgFTAl | qANg ¢ AATAIRI: | §A AgEg -
E@P&mi gﬁg@%ﬁtﬁmﬁmm di=rg-
zrﬁm'igagaa qesTaTaaTA S SAAATRA: gERA: k

MR p. 69.
4. ‘tmmgwma%‘t gzoma d|r 39T A Has:
afrsag | o afy areitsad | 3w fivgEgasged
farqragFag | MV p. 88. :

The usual sense of the word Vidhdna is ‘doing or enjoining
something with reference to something’ and so Vidhina accord-
ing to Bharata’s definition, might ‘ mean a step or something
done in order to procure pleasufe or to avoid pain.’ The text-
book writers emphasise the ‘Sukhadohkha’® rather than the
* Sukhaduhkhakrtorthah *. The DR cites as an illustration MM 1.
29, where what was pleasurable in the presence of Malati becomes
fike a hot bed of coals. The ND gives four cases, (i) as
in MM 1. 29, a thing is alternately pleasurable and painful to
one and the same person or (ii) as in TV, where it is pleasur-
able to one but painful to another or (iii) exclusively pleasurable
and (iv) exclusively painful. The distinction between Pripti and
Vidhdna is that while Pripti is the earliest glimpse of the realisa:
tion of the Phala, spontaneously obtained, Vidhina is something
done to procure pleasure or to avoid pain. Righavabhatta cites
8K. II. where Dugyanta’s tortures are described by Miihavya.
Viraraghava cites MV-. T. 27  without any point. AS
already stated , the ND ‘'hds distigs tished between Vidhina
and Prapti, the Iaﬂu being deliberate (Eﬁﬁsﬂ )and the former-

tanenus ( afFRagarmEy) Tf o 1l ‘Bhardta’~ dhﬁptﬁoo.-
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mld slgntfya del!berate step to gain or avert Sukha or Duhka
respectively, then the text-book writers and the commentators
following them have lost sight of the etymological sense of
Vidhdna as well as the explicit definition ‘Krtorthah’. The:
SD alone has given the definition of Bharata correctly.

9. Parbhivans

Definitions :

. SRESECAT WA TRAEAT | NS XIX. 73,
R. TRATAISTYFE: | DR 1. 29.

3. faea9: qfamEsr | ND 1. 45,

¥. qftaraisggaram: | BP 208. 16.
. frafyarrgias: gicamaag | PR 109.
& EABIAIHSR QU SRATFAT | RS IIL 36.
. 9. FESIAT TN HFWT g TRATIAT | SD VI 77,
¢. TP ®WIgy: qftnaEr | NLR 26.
Illu:!ratz'm;r :

?. YT EATHEAT ‘QUIET-%Y qeqW °F oAy - qgHfY...
qRfsTty |’ a3 TR A T
SEgE (AL SEE IS acaay: g |
9T T YoftdEr Fat ¢ BT seTseacaaa-
Aige...grghmrey || sy Sreracanigrghveas-
fRAgTEIRETEIEn: 9fAEar | DR p. 10.

. fmafagda fedaisfy #SigsEear o oft

AT | JAT ANIAR ASAAS!T €Y1 ATAE: © @i afy
T FAAAAT=TGAEE &L. .. qfugrEa: | ND p. 68.

3. ¢ orgarer gfuawai ggar fRw afagsc . o@y

g fage: ' edm w&ﬂnﬁmtn qEEvr g
‘ gqESavAn g afrmaa’ ER 1 SR p. a7,
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®.  qroF- awa”f qwaw ey fachyear wiwgo
£ ey sragias: qaar giEEEy | Uge-

AU TESEARTE FETE NN AEETIa: |
MR p. 67.

4, ‘ QW-FEATATGATTERA O FHAAFEFIC |
T NI AR ASIIRATTANFAT | MV p. 88.

Paribhivani means ‘ meditation or contemplation with the
presentative faculty of the mind.’ Jainism uses this word in
connection with the twentyfive Bhivanids and so also the
Mimarmsi literature understands by the word the idea of the
agent, It is likely that Bharata has used the word in this
sense and this Anga is a situation in which a character
being possessed by an idea (Avesa) is following the first
impulse of curiosity ( kutfhala ). Paribhivani means ‘constant
breoding or pondering. and has nothing to do with surprise or
Vismaya and the explanations of the later writers are clearly
incohrent.  Their explanation, morcover, destroys the organie
connection between the Samdhi and the Anga. As surprise, it
may occur anywhere, whereas pondering or brooding befage
the action is taken to secure a thing, it rightly belongs to this
Samdhi. The various ijlustrations from the plays have an
element of surprise and also are contemplations leading to
‘action, especially so is the illustration from the MR.

10. Udbheda.
Definitions :
g. dyseer SUEY 4 ITAS: @ g viAa: | NS XIX. 74.
AT EAAY | DR L 29.
AT qENZAY | BP 208, 17.
. EEYRUE ITNE: | ND L 44.
TERSTEATES: | PR 109.
TgIed ag s @ ITAT: TEida: | RS 111, 37,
i@ sE: WrggHas: | SD VL 78.
fisade SLEY 9: @ IARY §fY ¥ | NLR 27.

.

-

a 6 40 B X N
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Illusirations :

LA A AU SIS R
Jurfeza=ar ‘ smmE | wfian ¢ sgawe | s
VATGTRATTEIATGRS: | 90T ¥ JohEgR- ¢ oM,
fEfrgEiasggafy. L aEe freeny’ | faa seud
R RR R SThIaE&g: | DR p. 10.

. 397 JofreeR Aty ATl SAISSTAE aRraiaTsarshy
DenshfRa i e ‘e Rewmmeder-
mEarhi:. .. 4 gfe geeeg | 3 sefagasrerE
dfindemagsg g | ND p. 62.

3. " AifaEfa. . AR resEnt . g geTa:
safeariin || sRRiSg TS AEaIiREY | eR g
‘ofsmeren SRET 4 W 93% 5 WA’ g queed g
‘ IRF A g trm?@ﬁﬁﬁ?l

K p. 50.
¥. ey .. 9TRE: gmiaRne: | | §% T NsEa-
FEq: | I [ETAT FAF NG THRAAA| MR p. 66.

u. ‘ JA-A} TIBHAgEIERIIEEIET a9 WA
y L .

AT || oA ETAIRIAGER) ATH GAFHFS AT |
MA p. 22,
&, ‘ gea wfyeRe qogdEr §igg sy dad. . afeg

oy EaEIAAIgEE: | UR p.37.

v, diasE IR3T aREREenrEraE: || sy wagaaed
gEaryaTE IER) gaaha: @  wnasaaserei. ..
VS p. 25,
Udbheda means ‘ breaking out, manifestation or display’ and
is probably used in this sense, so that this Anga wounld be an
incident in which the Bija becowes manifest. According to
Bharata, it is the development of the PBjjartha and the DR

changes this by taking it to mean mere ‘bursting forth of something
T 8. 4

LA
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secret or hidden’ and illustrates it from the R and“the VS,
where the identity of Udayana-and the anger of Vudhigthira,
go far controlled, burst out. The DR, the ND and Jagaddhara
give different illustrations from the VS. Kitayavema
apparently follows the DR in understanding the Anga as a
disclosure by some one else. The BP and the PR agree with
the DR, while the RS, the NLR: and the SD agree with
Bharata in understanding Udbheda as manifestation.

11, Bheda
Definitions :

. guradrzardt a: | Yy Y @fE|: | NS XIX. 75,

. Wg: dyeqrgaT |ar | DR 1. 29.

NgA qraAfaaa: | ND L 44.

AT SYeEgar | BP 208-18.

HsguorateEEd Wg: | PR 109,

AR War JgT Geraugaq | RS IIL. 37.

W5 GEaANTAY | TG TS TeEA I3+ | SD VI 80.

quTaw fufoaea sae Wt WS | NLR 27

- Hlustrations :

Q. gur AoftEER /1A WT @G RN, . QAT
frarg afdean:  gwggan’ AR frsvorrr Zio:
DR SR SaEArss gk | DR p. 1L

2. g7 oiEER ¢ émry fraRg afvean qoggar:’ @A
SN qIveIEYAd  GATATIALIINAT: €
Yqe qEHAE QUTANIA e sfr JFsE |
o & GEawi  Sraea frasSrafaraQ Tl
fra® AEETIYE AgA AFEd g | ND p. 64.

3. gtER g g § USRIEEEesg

oMl MEAEATEI AT AT | ¢ Fg: NEEAT

mar’ =fy qgmoe gfREAFaEE | SK o 5L s

NG XN
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v, ‘¥ g g mfﬁatm@am?ga | 5% dwwr-
SMeEEd VT AFY | SRR @EEeE e
ﬁrmlg'rf{ml MR p. 67.
...daE BEgE W @R ﬁmgﬂwﬁ‘mm
mwmaaagmﬁql agam{
Wg: g | URp. 29.
§. ‘FraTlr:—Teg gt || 5 STETgIUrTiEE AR -

W 9%q: | MV p. 88.

The usual meaning of the word Bheda is ‘ dissolution or
disclosure,’ and the word Samghdta which appears in
Bharata’s definition means ‘an aggregate or integration or
complex, a meaning which is to be seen in the literature of the
Samkhyas and the Buddhists. So this would mean that Bheda
is an incident which amounts to a disintegration or elucidation
of what was inexplicable so far, i. e. a complex of facts
which npow - breaks up and elucidating Itself, develops the
germinal action. The text-book writers have clearly abandoned
the meaning of Bharata, and haye given other interpretations
which are not warranted either by the term Bheda or by
Bharata’s definition of it. The DR understands it as encourage-
ment and has illustrated it from the VS ( Draupadi’s receiving
encouragement from Bhima). The ND changes this further and
understands it as the exit of the characters to some other place
and cites as an illustration the same situation from the VS,
referred to by the DR. The ND notes the view held by the
DR, cites the same illustration and also mentions a third
view according to which Bheda is a situation in which, a break-
ing up of the forces that oppose the Bijotpatti shows itself, a
meaning which is clearly nearer to Bharata’s definition, but
this is not illustrated. The BP and PR agree with the DR.
The NLR by its ‘Samghitena militasya arthasya bhedah’
interprets Bharata correctly, but its illustration is obscure.
Coming to the commentators, Raghavabhatta has adopted ‘protsi-
hani® as the meaninz. But this is unsatisfactory as itis
difficult to see any encouragement in the announcement of the
presence of- Dugyanta in the forest. In fact, this is only a
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corroboration of what the girls have already learnt from the
signet-ring given to them, on which they have read the king's
name. This would have been encouragement of some sort had
the identification of the king been made for the first time-now. ‘
However, the incident of the elephant breaking loose may be

taken as a ‘ Pitranirgama’ but this in itself can never bea
distinct Samdhyanga because the close of an act need not
figure in the analysis of the dramatic action. The commentators
have followed the DR and not Bharata.

42. Karana

Delinitions -

7. TEAIEEITAT; O qFCIRY | NS XIX. 75.
. =707 9FAFE. | DRI 29,
HTOT FEFATHAT | ND L 44,
FTO THATGE: | BP 20817,
g MIRGATAT: L | PR 109
gEgaTAaATCET 7 afe@ | RS 11138
HCor oA SEATEEHIER: | SD VL 79.
qTEAIAEHICRT: B0 | NLR 27

oy

NG F X

Hliustrations :
2. gur GAEAt ¢ AR ¥ FGAET T TATGIAL. . ‘
nfaenH | z&:ﬁmangsr»;:aa’r‘a?‘-izﬂqa?r:rmnmk—-ﬁ(wq|
qq 9 Yot ‘ aenEe ool ARAIgETErs

sftgy ' | SAATRTE A AR TGS A AT A |
DR p. 10.

3. @ g Ragi ARA FOATE: TR araftaigaara=a9n
a1 | e yufdgR-a qfw ¢ gl AgGLAR U NEEH
£igS ag goATs wag | ND p. 63. ~

3. ¢ framar —wgFast tresa | FATRAT ( wgeas 31g)
seoiamT B0 ATMFAITEE | TEET g ‘ gEAae
SR ST AW TEAA ZA | SK p. 49
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Q. ammﬁmnm‘uﬁi.ll rsé:n(w ‘ JagT

wgSESAAgyY wirsafa’ mﬁﬁw&w
%O | MR p. 69. :

w. ¢ fegiiye—( @vEg ) sEgated. Rsmeagemr
A 999 Aged! FEa: || ARl ASgEursEd-
BATCFIETELOHFAY | MV p. 88.

‘g8 3Ty eI | IERA SRUENT qEART: | IgE—
‘ g SRgATAE HOOT afE@day |* VS p. 25

-

~ Karapa is an instrument. (Cf. Panini I. 2.'42., II. 3. 18. 33.)
Thus Bharata’s idea would be that Karaga is a situation in
which there is actual beginning of the matter in hand or a
step which is the cause of the beginning of the matter in hand.
All the text-book writers agree with Bharata and the DR cites
as illustrations the situations from the R and the VS, where
the actual plot begins. The ND agrees with the DR but
mentions another view, which takes Karana to be the avoidance
of difficulties either by reason of a benediction or something

_else and refers to Draupadi’s speech in the VS. I, ‘ yugmikam

mangalam bhavatu’® in which she wishes good luck to Bhima
and others. From the illustrations from the plays it appears
that all represent by it the beginning of the action or a first
step towards the realisation of the purpose., cf, the 1llnstratlon
from SK by Raghavabhatta,

RAiigas Of the Pratimukha-Samdhi
1, VYilasa
Delinitions :
. aHigT UReTmrat e o |@fie: | NS XIX. 76.
. (g faeTa: ||l DR L 32.
. fyerar giidiET | ND 1. 48.

. TRALIALTE: ARFATagH | BP 20910
4. GuafTTgaaray fem: | PR p. 110,

A A

ol v
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&. ﬁETGI gAY zmm‘;:qﬁaﬁf"a'e; ‘| -RS III. 41.
o, g il (e @ T | SD VL 82.

¢. g TRETa e | R ar g e !

gfy gfiwa: | NLR p. 28.

Ilusirations :

4. quT GATEt ¢ anETiE- €59, WS feRaAETEATE-
woa | TgTE ¢ qun HAREEE & W4 FAT I
ghiRd esft@x‘&...unh e g 1 g
quTTCR s ga R E ANTRBEATRZTA AT
odtsngnat faera gl DR p- 12,

3. o SRS FEEFITIEET anasEt afe
T& afgear frewm: g | T & o @rrg, ¢ T B
% gow Awg aRATAACAHA. ... Y FeICAuTHET |
Hrelt et Tt | SR Ty Cfrasigr | ND p. 693

3. ‘fg=a’ smf%m‘aq:mnﬂ&rﬂ& zgarcoas! & Tl
e o amiggaiaed | - ggaun g ' e
FraTae AT qfiEifa: ' s | SKp. 77

2. ¢ STorE: —( GERATEATEY ) TaTd ST ' | ord B
Rafrfsaaarce frema: saaagq | MR p. 82 '

. TA—FTE. . ATATRIA AT gAAATGS T | |
&g, . mafaaa ¥ Rl ' g fANASIE
TAETREE AT aRAg g wafy | MA. p. 25.

§. ‘T — SRAGSAAIAAATG AT qoraAly AAIH TH |
amor: fgonfa | AT AREBAAFSE ATH TAF-
gFd watq | VK p. 28 :

o, ‘OR: —&d, &4, sheFad™ T IUHATAATHAT: ...
Y3gReeT v T ggRasanrHiead At ghaa B
gt | gEanEAr S AR AANCTE (O
IFq: | MV p. 88. '
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Vilsa is ‘ manifestations of love ' and Bharata defines it
as an effort to secure the gratification or the satisfaction of
love. The word ‘Ihi’ whick appears in Bharata’s definition
means Vydpira, i.e. activity or effort. The DR and all the
later text-bock writers have interpreted Bharata nghtty, as is
to be seen from the illustrations which they have given. The
ND discusses the presence of this Anga in the plays having
the Vira-rasa as the dominan* Rasa, and changes the conm-
notation to ‘ Utsihadisampat’® It is according to this view that
Dhundhirija points out this Anga in the MR. The inclusion
of this Anga, in its natural aspect, in_ the Vira-rasa plays,
is unnatural and the Duryodhana—BImnumatl scene ( VS, IL)
has been attacked as improper by the Sanskrit theorists.

2. Parisarpa
Detinitions :

?. TEMEIgEd qfiadeg vad | NS XIX. 76.
3. gEASTFEY 9fk|y: | DR L 32.

3. ABPEIsgaduny | ND L 50.

¥. gRgis 9w TEARIT | BP 20911
. FEALIETATIELO qf@q: | PR p. 110.

§. qaifese diae Ag=oqIEar a1l ATETgEA: A,
qfigd zf¥ &3 | RS IIL 42.

.. g(s)sagrgatﬁwf\m*fwam%rl qqH g™ TE™
gEEATgaT qftad: | NLR p. 28.

Iliustrations :

7. a1 YOEER ¢ TR — Awgany ToTeg. . s
fraara g | geaw dsarfgad geenfraegaase
qeaal qUEAHl AEITEEEEAT  AHHSHU AT
W%gﬂﬁ@mﬁﬁqﬁﬁ sl ayur =
TTEEdl IRFEATATAGAAA AR BTFUAR T
FoAsE * S SE ERAT TEAIgACT REs
st | DR p. 12,
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. ‘gradai’ genfAn ¢ wesnfy | geaa afEnt arTg-
U | Wa‘wzm@w&uﬁaﬁﬁg{’gﬁn
; p. 87.
3. ¢ U ~ A, ISAATANEEAT S g gaasat
w1 ) 3% geeedwige qRad: qEenr e
HEY AT ASNTGAIAN | MR p- 84
Y. ‘TE-TgAT WALy @iy 69 A qwer-
gagung TREdT aTd GREaggEd 99 | MA p. 33
. ‘TNl & J @G @ ATAGERT WA | oA T8
ALIEAT, TREST AT @eIFEEd WAt | VK p. 32

§. ¢ AGEIEAY ... TACY  FEATTGIAIGACRITREAT
¥ | UR p. 58

o. ‘ GEn-FYAq a7 | | AT gEATIgrigareT: afad
S9q: | MV p. 88

Parisarpa means ‘going about in search of something > and
Bharata defines it so as to indicate a following up of the
basic dramatic action* of which the working was seen for
sometime and which has temporarily remained in abeyance.
There is agreement between Bharata and all the text-book
writers. Among the illustrations cited, those of the DR refer
to the apparent recrudescence of Udayana’s love for Sagarika
in act II of R and the revival of the hatred of the Pandavas
for Duryodhana, which has lain dormant, after the killing of
Abhimanyu as referred to by the Kancukin in act II of VS.
In both these cases, however, the description of ‘ Drgtanagta’
is hardly applicable to the incidents as described by Dhanika.
Réghavabahita sees this Samdhyanga in * Yavadendrh anvisyami ’
ete. but the King’s love for $akuntald has never been dormant.
Katyayavema finds it in ° evameva bhavdn suhrdarthe

tvaratim’ against which also the same strictures would
apply. Parisarpa would be only possible where the Bija has
temporarily been lost sight of on account of an under-plot
as in the case of Mrch. II etc. and -it does not appear that
Parisarpa’ can figure in every kind of play.
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8. Yidhuta

'\ Definitions -

A e . A

FaETgagETs! Agmaafiag: | NS XIX. 77
R e | DR 1. 38

mmmwwz | ND I.48

%ﬂ(ﬁ%}wmw | BP 209, 12
wfwgaegfaadr fgag | PR p. 110
aEsRAREARaTEAE: | oRE WAt

frsfzfigd wag i RS 11143

9. AYTTTAAIGHY g |IHUF: | RS 111 44

¢. TaEngagEE! g @ufiag: | SD VI. 48

Q. HIFEGTAE FIAMREY Rgeg | NLR p. 28
[lllustrations :

¢. qYT TATHRAT ‘WUIRBT-Ai, ATTH ¥ 9T AT, ..

HTT AT HASHS mﬁam«&wﬂaﬁﬁa’iﬁﬁwm
fr@anfingeg | 9o ¥ INEER wTgaen gENRR

ZataRETsTgar qoesfraragn a1 QfEgRa@RE |

DR p. 12

2. ‘gEdl- gur TgWe Afy gEmafy ¥ afedivsEma: |
go—F dtwwar @i g@t I’ s R argrgTiE
qgas qeeas g engche: | € | SK p. 89

3. ¢ s (Ryfasa ) staen & fearfy .. gqafagaeg-
fadwed Ry | sifasggf amee Ao |
¢ fyRg: ’ sy 9T | waATd: | MR p. 84

8. ‘TSI - aa e e Ag e |
gt gaa=) aerRaca ol | seneraaTaeaT-
Fgaﬁama“mﬁ-'g‘iﬁw'%nMA p. 3L

o ‘awi- 7 ggfmEl @@ AvEwedg AufTeTy
SgRAIR g agueEgeieey | | AR HIAET-
fyet @ BFagEE wald | VK p. 30.,

sl o o
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6. ‘T (@rﬁiﬂw)%msﬁl eﬁrﬁm
fyaafEgEg | UR p. 59.

. ‘gE-Areman: quEdRonIcEntRa | g8l dfae-
segfassafiyaagFag | MV p. 88.

Vidhiita means ‘spurring off or rejection’ and Bharata has
used this word in this very sense in his definition, which
means the rejection of a request in the first instance. It is
very difficult to see the exact situation which Bharata has
before him. For rejection of =2 request is possible in two
circumstances: firstly, when the hero and the heroine meet, the
heroine may not accept the advances due to shynmess, and
secondly, when the senior queen or some such senior character

: is enraged and is not in a mood to accept the ‘anunaya’ made
=8 i by the guilty character. It is clear that ‘ Arati’ which is the
' : explanation of the DR and, following him, of the BP and the
RS, is not a right interpretation. Dhanika in fact tries to
stick to Bharata’s definition in his two illustrations, and these
illustrations, taking into consideration the Vidh@nana, are
tolerably to the point. The ND, the SD and the NLR have
followed Bharata. Raghavabhatta and Katayavema bave followed
DR and have given up Bharata. The meaning of Bharata is
1 absolutely explicit and it is no use finding a new meaning for
J! _ it simply because the dramatic action does not call for this
J ‘ Samdhyanga in a particular play.
|

§. Tapana

i Delinitions :

L ¢. SAYIAFRA I qIGA ATH TFAA, | NS XIX. 77.
i 2. gesq: I;A: | DR I.33.

3., qTaged am: | ND L 49,
; . ¥. JACCITA: TR FIoaa g: | BP 209. 13.
::-4- : 4, - HTGIIHA T/ | PR p. 110.
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& - AT mrgﬁanw | RS III. 44.
. SYIATEAA g AT AT FFAA | SD VL. 5.
¢. WATAFAA JAAIGAT | NLR p. 29.

Tllustrations :

. W7 TFATAEAT ‘T - AT 1%&4??!5{ GTCET...
FANCAT ST aTaet iy @ @ g ReRagTTeTew
{ﬁr | DR p. 13.

R. U7 IITAEA  CSFF— TRATIEY. . T FAIRE
At wagdiagin afqas @) gRafse- (seE-
TETATTISTA. ..) % BIsT A9 9199 ' gf¥ | ND p.76.

3. * TFST G AIAGAG AT AGT FAAT IAT T TR

| @EEAE wand | ema ¥ Res fawey |
wAq WA ATATFHICAE | TPEY g  TETE I
A dgIEay g | SK p.9s.

B, ‘AT (FESARRTEY)-EF TR ORE: | AqHTgT-
FAA AA: THARFH | MR p. 88.

. ‘T GOWT HSEIE! ¥ ar..Afvgetias siEE-
fafyy safy falfrase] ww: || aaeier: a8 1
gy aFd wafa | VK p. 30.

§. ‘aEft-TwEy FSTC | ... TTH ACIIAAAS: A
¥5q: | UR p. 58. :

. ‘Trw- feRwRAA AgTATAfAT: | wﬁwm
ATy | MV p. 88.

Tapana means ‘ distress’ and Bharata has obviously this
idea when he uses this term to indicate a situation in which
there is harm within sight. In this sense it might be the
forerunner of Nirodha which is Vyasanasampripti. ‘Here also,
as in the case of Vidhita, there are two groups in which the
text-book writers are ranged, the Bharata group and the' DR
group, consisting of the DR, BP, PR and RS who take 2
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different view from that of Bharata. The DR changes Tapana
into $ama and connects it with Vidhate as would appeai from
the word ‘tat’ referring to Vidhata and ‘its illustration from
the R, the disappearance of Sigariki’s yearning, accords with
this explanation. The ND understands Bharata rightly and
illustrates from thé PV where Yudhigthira at the cry of alarm
raised by the chamberlain, takes up his bow seeing some harm.
It also mentions the view, held by the DR, which takes Sama
as Anunajyagraha or Arati-nigraha. Both these explanations
are attempts to connect this Anga with Vidhata, which accord-
ing to Bharata is ‘' Anunayasya aparigrabah’. But it is very.
difficult to see how the Anga can have this sense when
Bharata defines it as Apiyadaréana. The illustration in PR
is ill- chosen as it is neither sight of harm nor disappearance of

' restlessness. Among the commentators Viraraghava, Katayavema

and Righavabhatta follow the DR as the illustrations from the
SK and the VK refer to the love-lorn condition of the characters
and are instances of Sama. Raghavabhatta’s, illustration
from the SK issurprising. He points it outas Sama, butit is
difficult to see Sama there as Sakuntald’s speech ¢ Anyathil
avadyam me tilodakam’ etc. is clearly ApdyadarSana and
not Sama.

§. Narman

Definitions

2. shery fafld o= erel @ g affreg | NS XIX.78.
3. qfgr@ast |49 i DR L. 33.

3. #Yerd gad a7 | ND L. 49.

Q. qﬁ—gqqﬁ a7 | BP 209-14.

. qREmEa=Ew a9 | PR p. 110.

§. qRE@TITE I F94 a8 aq fyg: | RS I 46.
v, qftgraa=r ad | SD VL. 86.

¢. aW identical with FAYR | NLR p. 29.

Illustrations :

9. qT TATIEAT ¢ GEITAT-E(E T A EAAET A1s4 I@&: ...
ag frwesd | g9 Stwbad afgraaTd a9 |
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NIRRT TAATT M. . . gSTTor

quTe YofeER ¢ :
qafa | e AN T ENERAATARS AT
s g IRARETES afyg@rged JFAA |

DR p.

13.

. ‘ST - WA AT Hg antraRg At wEa-|
uaEIfy SrAgTaTREaTATe eRErET=A a9 | MR p. 91
3. ¢ Fgus:— TUANRTAN TUH ATGORG TAT FASAT AT
ag @t fyegar)’ o= oREEE AT, AR

geqgyFd Wat | MA p. 30.

3. ‘Prgwe: — wafy T Beeen: g /& 7 a=w 0
HT qRETE® TEATAET AR SReggEd WA |

VK p.

41

w ‘o @ fFe... TEnRar REETEHEy AHEa |
MV p. 88.
According to Bharata Narman is laughter caused in sport.

There is complete agreement between Bharata and all
text-book writers. The illustration from the VS, as given
DR, however, is of Srngira and not of Hasya.

8. Narmadyuti

Definitions
SrIS=sIEATT g gTE A9gfY ®ay | NS XIX. 78,
giwrsr giidar | DR L33, '
ST FrEArT Siftmagf | PR p. 110,
FITEqEATS JEE ARTRHar | RS 1L 45.
ZraTgat g @I | ND 1. 49.
Jfeasr Firaad | BP 209-14,
gfaeg afgrasn a9gfa: | SD VL 87,
Frarfenmare ged agghy | NLR p. 29.
Tllustrations :

9. g7 TArAet ¢ ganar- gfa sfsfagu ggEiata

L of A 0 e

&6

the

in

AETCET. .. Bata || sERargurEi S g EAraaN

gfaen gt sEafHi | DR p. 14
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2. wm‘m:—ﬁmﬂ@#ﬁ'mm:
qf¥g waT. . TN - BrsAr wEfE | o AN
SRy a9 Rgeaieay ag TN gERgATAAgH |

: ND p. 75.

3. ‘SegAgIa: -AE faEggA g g e
aaRa qga: || sEuEugaEaT fifaaaegicea-
#gq | MR p. 93,

w. ‘et 2f X% WA S | € €9 [aAruE TGRS
71’ 9 TET W TESEAAAGRAT  FAFGR
wafg | VK p.47.

W, ¢ gET -FAN. .. NG qMa AUTIgeaUSTY A
TR R || EnRArgiigeaeitaeg i

Far | MV p. 88.

Narman means ‘ humour’ and Dyuti means ‘splendour’ or
‘brightness,’ hence Narmadyuti would be brightness of Joke, but

Bharata makes it out as laughter used to conceal a flaw. .

Bharata evidently distinguishes this Anga from the preceding one
by an important qualification, while the DR and its followers
the BP, PR, SD and NLR, by understanding this Anga as joy
felt as a consequence of the preceding Anga, i. e. Narman, make
it out as a sort of supplement to Narman. The word Dhrti
is ambiguous, it may mean joy or fortitude, which latter itself
presupposes fear or nervousness; in this latter cuse the definition
in DR would make out this Anga as a feigned fortitude and
not as a contributory joy. As an illustration, the DR - refers
to the R, where Susamgata is teasing Shgatikd and the latter replies
apparently in anger but witha smile and is clearly delighted at
heart on account of the assurance of the King’s love. The ND
follows Bharata but the illustration appears to convey an entirely
different idea, as the Vidiigaka says something to conceal his
folly and that gives rise to laughter. In ‘all probability
Bharata’s idea seems to be that a character langhs away his
or her weakness; it is intentional and the character is conscious
of its weakness. ‘The illustration from the R as given by the
ND does not bring out this. The RS and the Kavyendu, make

’
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it out as concealment of anger. This is right in so far as it
shows that the ladghter is intentional and the attempt is to
hide some weakness, but why that weakness should be only
anger is very difficult to be seen. It may be conjectured that
in the text before those works the reading was Roga instead
of Doga. The PR agrees with the DR and makes this out
as satisfaction or inward delight at the sight of love or
devotion and as an illustration shows King Pratiparudriya’s
bashfulness and delight =t the praise by a servant.

7. Pragayana

Definitions :

{. TUETETET g WEOEU gaT: | NS XIX. 79,
3. TOU FIHEWTHAG | DR 1. 34

3. s gfETERfn | ND L so.

¥. JEAia(= T 9THAY | BP 209.
4. SHUHCIERUIRISESEW | PR p. 110.
%, §9 TAH JEATGAUALHTIOR | RS 111 43.
. SEHER AR WIGAUTE | SD. VL. 88.

¢. IRYOTCATHF STHAY | NLR p. 29.

Tllustrations :

§. quT TeATTR FrgaE: - qae e a9, . qArEr
W fegerT | gERA URfgTBanTRBTERTrATd-
AT TR UG T TEARITAATH Y | DR p. 14

2. ¢ geit-gegd ey | g ¢ Ry e agaa
e ATAIgEIiAas | qgdd g ¢ ST0eET g
WaeTgur ga: | g9 | K p. 106.

3. s (arEafead ). TR | SredETE: S
fafgfrasramiiyg qA7aq | MR p. 88.

g, ¢ Ol - Fraraeal &t ww A ¥g @ At
o7 SOAT ANTITABNA, TAA AT Feagqr
W‘a‘ | VK p. 36.
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. ‘ereft- Rowdt daraRrpfeRofgar | ‘e sfel
m’iﬂranmmmnm %q: | UR p. 58.
‘WIAgIE- W QA AATAgEEmETE et
W...gmﬁ’rsfh 1’ genfyar  SRQCETE-
TEONATATHITACT: qTH: FHFA: MV p. 88.
. a7 ¢ YoftEER- WigRdi- oA wfqATd W AR
an | ...& & ¥ Pt wgr goang afifeag il

ND p.78.

"' The reading Pralamana is not well supported and the,
definition of Bharata goes against it. It has therefore to be
abandoned. Abhinavagupta reads Pragayanam and gives an
elaborate etymology, which unfortunately is not intelligible
from the MS as it stands.

9. ST EfY wiewe: | W= g SIS IIE T Heara] AAT-
e |AT feAT 57 e Feqalea | o g ot wafe |
N1 S 99 g9+ aa: amamfﬁwa'aa:aﬂmzhl

RiAghavabhatta has also quoted Bharata with the same reading.
Other variants are Pragayapa, Praganana. The DR reads
Pragamana in the current editions but Hall and Vidyasagara
have given Pragayana as the reading. The consensus of authority
is, therefore, clearly in favour of the obscure term Pragayana.
All the definitions except that of the BP make it out as a series
of replies and therefore asa repartee. Whatever the intentions
of the DR, Dhanika explains it in a manner calculated to bring
out Bhe 1mt'1~, meaning as a brilliant repartee contributing to
the progress of the passions. If it is taken to be merely a
gseries, the organic connection between the Anga and the Samdhi
is destroyed, for a series of questions and answers may occur
anywhere, while a repartee indicating progress in love may very
well be a natural stage after Vilasa. BP by its Yuktottara seems
to make this out asa fit reply but it has not iilustrated the
definition. All the iilustrations quoted are scries of questions
and answers but are nct significant and Jramatically effective,
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Definitions :

[ ol il g

<,

qT g SAERENITHIAY: & S%ITE: | NS XIX, 79,

gty fadra=eg | DR 1. 34,
Qs | ND 1L 48.

. fdrg: @nfa= | BP. 209. 15.

FRAREWTHATACTA fada: | DR p. 110.

qF HEAAENY Aoy afverEa | RS I 46.
ey sgaamit: | SD VI 89.

a1 g saewamrRQY gfr $iff@: | NLR p. 29.

dllustrations :

2.

2

3.

¥.

7o TEE ‘e e @ | mar sealy darsvs-
AART A1 TEEIR | TAST BT 77 g ST
wEarl' g sEOed anilsmuaTaeeEa
FrETFAANEEEA gysa=ar fAtgaQaathaiy |
DR p. 14
‘ IHATHAY: ATHFATE VEFH| STRerar Tt
aRAT W |’ oA i Arrggafaeg | qel g
1 g SEAEETHRAT @ § B i1 o= amibier-
segRiT s9@aq | $K p. 110,
¢ Ut - St giaTeRl fysaTes: | (SgagE). ..
HI#] qEER | I OF... JUEHIEI Y || 5% e
fRammafadas T | o sea RamaaT @g-
fagd wegagEfEm | axr R mewtHERR
fiamma: | Ramwme Rouaenemeiged IRagew
fadtaam | MR p. 101,
‘AR aorgE, Ay gEmRI ¥ s’ sdw
AefmtiaRga sdftgwaa umr Radrearfda
AT GAFYFd waia | MA p. 31,

We Boianet
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., “adiar: — %1 TR (g T ) SR, A STEgSAT-

. Priesd g @@ Anesi | gefiAr 9 A
fRammafgasafalty s | MV p. 88.

_Nirodha means suppression, control or frustration of hopes,
and Bharata’s Vyasana-sarprapti is vitally connected with this
sense. It is the appearance of difficulty, and thereby the progress
of the intrigue is checked or suppressed and consequently hopes
are frustrated. All the text-book writers agree with Bharata.
In $K the appearance of Gautami, which arrests the developement
of the love-affair, is Nirodha. So also in the R, the arrival of
Vasavadatti acts in a similar manner. The Hitarodha of the
DR makes clear the way in which the Vyasana acts; and it
illustrates it from the R, where the meeting of Sigarikd and
Vatsardja is abruptly ended by Vidfgaka's words announcing
the arrival of Visavadatts. The PR cites as an illustration the
sitnation where King Pratiparudriya postpones the coronation.
ostensibly for the expedition of the world.

9. Paryupasana

Definitions :
{. HEEA ag ATAIIrEAy | NS XIX. 80.
. qdurfecgas: | DRI 34.

3. =9« &, | ND L 48,

. srgana: qgaif: | BP. 209-16.

w. gEEATGAA: 93qTEaq | PR p. 110

§. TEEEAA 4 WEIATEAAtaq | RSIIL 47.

. AT A WEEITEAT | SD VI. 90.
¢. HEEgad: 7garEay | NLR p. 29.

Illustrations :
¢, oot wErEEat T — AR gafigwafy 18 A g
= ¥Ry Gaa | A RemaAsa AT
qRTLET - FFAIA ARG A 9

qraafy™ | DR p. 14
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A N AN N N Wl SN N A L NS

3. ¢ S - sﬁwﬂamm@isﬁmm
frsgt® |’ sfirgsaigaa: T@99EAT | MR p. 86.
3. ‘ Rrgws—rdasfaasha | f g saeEifeg e
qofAgear  qawadt AEfiwr | wEaml. . sfhe-
- Drgw: WewT | ATGL W. .. qTHAAET 7 = |
oS ATTA TFIATAATAZITGA ATH T AFIFT WA |
. | MA p. 34
8. ‘TET —qreft AraTE ety @AE R TR | asa
e gla: %9 g A faggae: | oy areaerd-
qrEAfE aagaFd wafa | VK p. 49.

4, ‘ OE-WTER 9EAE, ESARMNUIRAT  aeET-
AfrwA T || AEHETAGAARTINET A aAR-
¥y | UR p. 65.

§. ¢ diar-gr g g1 fag) 9T oF [ o e wen ] aR-

9% | qCEArE s mﬁm%m@wﬂmﬁ

qTEIEEA | MV p. 88.

Paryupisana means waiting upon another and it appears
that Bharata uses the term with this very idea. He defines it
as the appeasement of the enraged, obviously to secure friend-
liness. It has been observed that in the theory of dramatic
construction Bharata is thinking primarily of love intrigues, so
Paryupdsana as a necessary element may very well figure in
the drama as contemplated by him. The beloved or the senior
queen might be upset and angry and the consequent wooing by
the king or the principal character would be Paryupdsana. All
the text-book writers agree with Bharata, The PR drops
* Kruddhasya ’ altogather and makes it out as Anunaya. The
illustrations from R and the VK are appropriate, while the
illustration from MA appears to be besides the point. It is
indeed styled as ‘ Sintvana’ by Kitayavema, but there is really
no appeasement of the enraged, but rather absence of nervousness
on the part nf the King that is ‘urged by the Vidgaka.




68 The Samdhis and the Sathdhyaigas

i o s

————

13, Puspa

Definitions

fyfivaw ag agWiAfy Efirg | NS XIX. 80.
gt T frdwae | DR I.34.

g7 are farieEe | ND L. 49,

. 9o @ifed T | BP 209-16.
FFUATHTIARTIETIA T | PR p. 110.

a7 Rrarfrernt gei afifa dfiey | RS 1L 47,
geq fyaiwaw« ®ay | SD VI. 91.

faded geT | o PR frae

94 999 | NLR p. 30.
Jllustrations :

¢, quT TR ¢ Tt [ amicst g e ). ok

QTR TR T . . AT HEaEa: || T

AGEAL  STAEAERANRAT ARG AT

e 1 " DR p. 15.

3. ¢ o — FET: e adicg AT I Rernie. ..

fiig  @gAl A YGETEITIRIN sy || e

=1 AN O AFTTREIRIR | TERU TEe- I8

=2 Tieg frdaea’ s | $K p. 113.

2. (o) ¢ STo:- AT T | ST A O oA |

Ty g3 F 93 |’ eEe g U ST A AT 9o |

MR p. 97.

(%)  TOFT:-FRAATSINY TEAZA T4 | B K T

gt Rrfiar far 1 ggwRfy e P. 100.

¥. ‘T - S} a¥ErTRITg Sredr A gty . qi

: aH afgTaRRTSd AW gF a3 T

B fratfeersd At GeaFgE AN | MA. p. 28.

NG Fx e
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u. ¢ QT — FETECIRGA ST,  FHEEETAR-
AT’ o1 RIERATEATGST ATH SeEFET WA |
VK p. 39.

Q.‘mz—&mmeW1':em‘mzmﬁ
foeTg o1 TePAEWIE A1 CESEIETEAHGOA-
. serAfRETwaed F A @eTggTaq | UR p. 65

0. ¢ ww: - afty, sgUgEEREeRARS. . R d

Puspa means flower, i.e. flowery ‘speech or gallantry.
It appears that Bharata intends by it a dramatic action where
flowery, i.e. courtly language is unsed. There is agreement
between Bharata and the text-book writers. The DR as an
illustration refers to the sitnation in the R where the king
takes Sagarikd’s hand into his own and describes her. The
ND develops the idea and says that it is a statement which
significantly states something over and above a former state-
ment made by the character itself or another and that this
adds to the beauty of the form as does the flower enhance
the beauty of the braid. It may even be, according to the ND,
a corroboration, as is to be seen in the illustration drawn
from the SatyahariScandra. The illustration in the NLR
is a description of Rdma’s victory over Parafurima and is mot
quite clear. '

11. Vajra

Definitions @

Q. SIEEd AT aEwin ey | NS XIX. 81
3. TW yARiAgL | DRI 35

3. T FARFHIY | ND I. 50,

¥. SAWRSET IW | BP. 209-17.

w. wa@iAgEs 999 PR p. 110.

§. wor argy frld argTfsgarong | RS 48,
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P A S A PSSP

A, .
PPN AL PP e e PPN

. Wﬂﬁ%{ o | .SD VI 91.
¢. ®EAH I9% WY | NLR. p. 30

Tllustrations :

.97 Garaedi‘ aragar - [ wos ffdm J ool @
qaEd. .. f6 sawe Rwwe | ... N¥gar qgast’
AR THATAGT TEUHE RRESTICNRZAT], AR

frsgafirns awfafy | , DR p. 15.
R. YT JUEER SFeTaAT- ¢ T TITIRATCE, .- - R
IO T9 IR qEAg | " NDp.79-

. iOger—q9 4 WA gaq w9 gA: st Ry
mwﬁlﬁhmﬁflﬁrﬁnmiﬂmﬁml
‘Aremaadt 9y awdEeEa g e |

$K p. 102.
¥. ¢ SRATE: - ST TAT AT, .. T — TANY
araeaay |’ 3% afagafegasd awg | MR p. %4,
W, ¢ AT — ATeTHSARAFAA A afta s | FAFH-
| WARATEG TFEA: BT | AR T H-
WIEIRA araggas wat | VK p. 36
§. ¢ Frafi—... g AN | | wvEr o @4 | giage-
fasgta=aed awgFaqg | URp. 58.
», ¢ WTHTEY: ~ ATy, TWgA, 9rg ! aguEars: @4ty |
afrsgq: gAYA WA g9, . FETSIITEHSTE
T g | g ¥ SEERtgaTAsy qwgEay |

MV p. 88,

Vajra means thunderbolt, which suggests something hard
or adamantine. The definition of “Bharata appears to be
¢ Pratyaksarikgam yad Vikyam ’ and not ‘Pratyakgaripam’. The
word Pratyakgsa, itself is obscure; but is attested to by the words
Pratyaksa, Pramukha and Sikgdt in the definitions of the text-
book writers; the word Ripa is without any sense and must be
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a corruption for * Riiksa, ' attested by the NLR as well as by the
renderings ‘ karkaa’ and ‘nigthura. Righavabheatta quotes a
definition ostensibly by Bharata which is different from that in
the current text of the NS, but it supports the reading Riksa
proposed abeve. This appears to be a situation in which a hard
remark is made to aoother’s face, The DR understands this
as ‘ Pratyaksanigthura’ and illustrates from the R, where Visava-
datts takes the King to task and after a cutting remark goes
away under the pretext of a headache. The ND says that it
is Riksa and at the same time Pradhvamsaka ( a crushing
reply ) and illustrates it from two plays. The PR cites as an
illustration a remark made in anger by the Minister of the
King. The NLR says that it is Raksaprayam and cites Sita’s -
remark with an unknown context but which appears to be a
cutting remark levelled at Rama, The illustrations from the
plays are all appropriate.

12. Upanyasa
Definitions : .
7. IAGTAFAT AV IqAraEg | wa: | NS XIX. 81.
2. ITFaTasg |191aq | DR 1. 35.
3. Sygfgwq=ara: | ND L. 50.
. gq=4TaE: Fa1gaq | BP 209-17.
. FFUAZFATFICIATATE: | PR p. 110,
§. afFafn: aiar AsT TETE: & TSI | RS 1L 48,
o, ITTQ: FATEAY | SD VI. 93. '
¢. ITIUFA S1sT & 39°91@: | NLR p. 30.
Illustrations : | o
0. a4qr TEATTEAT ¢ GATHI- Wa:, oS TFAT | ... Floar ¥
frgael Qs . .aaEEny | g9 ganaEEEr
qQurfist war fofaar @@dsar 9 @y g
TEEITAIEA FIAZAIGIATE Al DR p. 15.
2. W Prarg SeOdERT: @ SeRTE: | g1 FEnTan
¢ grgom—efty, are@at gevEq | Eiar - J S |
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A ~ A TERTTABTER ATC, FARIE
Prar g | Wi ... AR FOEERE ®
ga: aagAEn.. | (@ &g A9 ). ND p.80.
1. (=) ‘T e gafrATR CRaTaTT. . AaTEan
TR T || SrARTEr AT A | E 1T
e - ¢ yETgAyaTE | g | SK p.107.
(%) ¢ eegsq FEATTA. ... FAAAT afsafa |’ o
QTS ATATRETRIRY | TERUHTRA — ¢ IR
g arsiy somTEy @ & v p. 108,
v.'1m:-mmmaz§?fw qffmr=Rm <%
frarfys axfa wgaa: | & UNGURFIFRTA-
e | MR p. 93.
W, ¢ OTTE: ~ HEISATRATHT Gaijor fyafaa: |’ I®@
TR TEITE AT SRR Wafd | 1
MA p. 29,

5. ¢ gt [araany |-, ST auTE S . . ]
AT SGGTET: TR || HA PTG
TR I GRAFEFS WA | :

VK p. 38. |

o, ‘T - RrY, aeqr gdt fade | SEEHRENTE-
st I B AEAT ... | EERAT G W
FrEEATEIAE I | MV p. 88.
Upauydsa means something newly introduced, a suggestion

o an allusion. The word Upapatti in the definition of Bharata

also has a variety of meanings including that of bringing =
about or happening. ¢ Upapattikrtorthah’ probably means a

matter actuated by the accomplishment or the encompassing

of an end in view. ( For this meaning of Krta cf. the inter-
pretation of * Sukhaduhkhakrta * under Vidhdna ). The word =
has been interpreted differently by the text-book writers, The DR
understands it as * Updya’, the BP and the SD as ‘ Prasddana *
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while the ND and the RS explain it by ‘ Yukti’. The DR
in the illustration from the R treats it as a device through
which the Bija is again made to manifest itself. The ND
makes this clear by saying that it is a device to accomplish
something and cites as an illustration the situation in the:
'KR where Rivana utters a terrible threat to accomplish his
end. The BP and the SD explain it as Prasidana and give
it an altogether new turn. The illustration of the PR is
worthless as it is a statement of good omens at the start of
an expedition, and the nature of the - Ariga as a device has
disappeared altogether in it. . Raghavabhatta also understands
it as Prasadana relying on DR which he misquotes and gives.
SKE-III. 18 ‘ Kim sitalaih’etc. as an illustration, '

48. Yarnasambara

Definitions : ,
{. Srgdvala qotEg £ | NS XIX. 82.
3. SIGASATTAT FUEE geqa | DR I 35.
3. qrateY FOEERT: | ND 1. 48,
¥, qUREER TR AASIEaETA: | BP 209-18.
. SgANAAOA FOEETT: | PR p. 110.
§. GEAUTETHS! qUEET oA | RS IIL. 49.
. STgIvETIT REER T4 | SD V1. 94
¢. qaeria REsdl TNEET | NLR p. 30,

Allustrations :

q. gq7 fERY TS  qfRafkaadorse g&r AT
grgIfEa: ST I - . gaa s RamE-
fai agamt quial Twar TR TG
E"ﬁ‘im@ﬁmﬁ!ﬁﬂma@ﬁiﬂ gy DR p. 15.

3. gg% Rawm@i s et fted avd &Ry qoni-
[ ot ] & arasTRAEEA RTEg o
QERRETSORL | qUT T ¢ T - gETRY, Wt
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AT éqmm HERICER ﬁuwmfm
frgusgagaAEEa deay | % g IfErEReEss
FOGEIAAART | IFET I 397 ofide B=gfean
TAHIATAACRIZ * WIGHAT ~=aL1aql qayad a7e@-
AROTEAT AgEAfgergTNe g | ND p. 73.

3. ¢ SrOFE-AS NARA | 76 | ¥ amr feafy xad g
gy AT O & | o7 QI AA0A JUIEEI: | Aoty
qgauTRdal sdEr ‘% amEm | garfar
faoAIgg, SASAAFH | MR p. 103.

. ¢ fygew FwIargutad: | EIGA ‘ aeE o q9-
afy :a%—l STARETZION ANAA FOEER: T |

UR p. 53.

Varna means caste and Varpasanmihira is grouping of the
castes and the picturesque effect of contrast obtained from it.
In India, with its wealth of ethmic elements, it was inevitable
that such an effect of contrast should have been turned to good
purpose by the dramatist (eg. Mrch. II) as well as by the painter,
notably in the Ajanta frescoes. A picturesque effect as such
amounts only to an embellishment and is not an essential part
of the dramatic action. Among the Angas, however, not all
form essential parts of the dramatic action. Hven though not
directly referable to dramatic action, these Angas, being used
as contributaries to direct e..ments of dramatic action, further
it. For instance, in connection with Pragayana we had occasion
tu see, that not a repartee as such but a repartee as contributory
to love wili be an Anga. Such contributory Angas may be
placed in any Samdhi, and althorgh they may be mentioned
in a po #gy ar Samdhi it does not mean either that they must
be used in to .~annot be used outside it (Cf Classification
of Niyamabhanji and Aniyambhanji groups of Ayrgas—Chapter I ).
Bharata mentions this Anga here bec¢ause. in.the Bratimukba
Samdhi the action moves slower and there is scopé -for- pr ttets
apparently extraneous to the action, which however, are as
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wital to it, as otherS' probably Bharata had before his mind
a scene, which figured as an Anga in the second Samdhi,
Among the text-books the DR, BP, SD and the PR follow Bharata
while the ND understands by this Anga a situation in which many
characters are brought together ( Cf. the illustration from R ).
It also mentions Bharata’s proper view of ‘a bringing together
of the four castes’ which it illustrates from the MV, and alsoa
third view which understands-this Anga as a situation in which
there is contempt ( Samhira ) shown for the events described
( Varpa ) and as an illustration reference is made to an incident
in the VS, where Bhinumati desires the news brought by the
chamberlain to be drowned by the auspicious recital of Vedas.
The illustration from the PR, is a verse containing a mere reference
to the four castes; the NLR follows the ND in giving an
alternative explanation as ‘ Varpitarthatiraskdrah.’ Among
the commentators only two, Dhundhirdja-and Virardghava, have
illustrated it, but the group of ‘men referred to is of men
who have gone away, and not of men who appear on the
stage. Neither this illustration nor those given by the DR, ND
and the PR can be regarded as appropriate.

II. Aigas of the Garbha-Barmdhi

1. Abhiitaharana

Definitions :

2. SUEITHE IAgATE frg: | NS XIX 82,
. HYAELT FH| DRI.38.
3. AQATE FY | ND L 55.
¥. AR TEANTIFE JHISHAY | Bp. 210-21.
% H@NWWWF[ | PR 111.
& AR qATEF IHISIHT | RS 11T 52.
. F SATANG FIFAAFAEL0 f4g: | ND VI 9.
€. FITTHT THATYAIF1EL00 | NLR 31.

dilustrations :

L. U1 TATHRAT © |1y L AATATEas. . Afa g R U
FIRAT SATRA T AATEIIAATAT:  AAREET T-
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qWifrath 9 ATeEaTE RS TN RIRor
gt e | DR p. 16.

3. quT wEfrERRY ‘aRdrreres Agvs: [R]
.5 gt || o gewEEsdErd fgvia Sa-
SUTHRAETEET QigTET TN | ND p. 9L

3. ¢ GAGAT-EART. .. qE@ qW gETAfang || kA s
Aqrfesi famfy || wogA @Sl g AITEAR-
SouAnEECMEgIAY, | Tgd § - F9end
qEEFTRER e g "gf SK p. 121.

¥. sRgPeesgunRo RRMIRE @F ATEY AWK
SRR NI ATl | A Tad sfr
FERTIATHAAEEAR TR | MR p. 106.

y. * frges:... Tt 1M FAT ARALR: | ‘o7 ‘g
IR’ A BTETASAANT THATAAA AT
AT GraggFa WA | MA p. 39.

§. ‘Readar....Siesnth arayadr. . .O¥ FATST AT
guae.. REfl || 0 SUTEEYATAT TRNHATATET

AN gy WAt | VK p. 61.

o. ¢ aRGT-GuTirasmerm .. Sy | Safafyy g
g gTad | UR p.68.
1 1 ¢. gt gl m: || o SgEE TR
| AR ATH e | MV p. 186.

| Q. ‘gw: — ermuTAT gW ¥R TEEaA wEgEaT|
ERIEETTET: AR | T ¢ T 3T g I
AT g @ 19 | VSp.75.

Abhgtiharana means resort ( Aharana) to fraud { Abhgta).

J 5 The use of ‘a4 hr' in this sense may be illustrated by that in the
R Ehirya abhinaya when & and hr is used in the sense of things
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«carried op the person or used. The text-book writers agree
with Bharata, and the DR gives an illustration from the R
where Susamgatti and Vidiigaka concert a plan for securing a
‘meeting of the King with Sagarikd. The ND draws the illustration
from the MA, wheré the Vidigaka in order to secure the ring
‘with the serpent seal from the Queen gives out that he is bitten
by a serpent. Both these are resorts to fraud, and it appears that
‘this fraud is utilised either by the hero himself or men acting
in his interest. The NLR has its illustration from the VS
where Asvatthiman says that Yudhigthira has uttered a falsehood
when questioned about the death of AvatthAman. The illustra-
tions quoted by the text-book writers are appropriate.

3. Marga
Definilions :
9. GEATHESA YT AN AR | NS XIX. 83.
. AFETAESAq | DR I.38.
2. ARtE=aTaYEaq | ND L ss.
¥. SxATAwIa HEL | BP. 210-22.
4. gEATATgHIEA AW | PR 111
§. FTEATTSHAT AL | RS IIL 52,
9, FEETESYS ARG | SD VIL 97.
¢. TATAHUA AN | NLR 31,

Tllustrations :

Q. quT GaEsat ¢ figue: - REar.. a9y st ..
[ mam |’ geaa@ auT fagsor anfcsraaa: giv:,
oI fagedr X AT 3y axarEsgaran gl | -

DR p. 16.

. 997 G - (s R .. g Eewat ey
aqT T1 ToRreR- St AEirge: @ Bist ge |
TATATISYA  @ATRAAETAN THAA dasgy g |

ND p. 90.
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3 CgerRmIRd W auTAT qEd gE: |’ @aw Wk

SRUNFGUAAT | TOWY g — ¢ AHIIA W A
ganrdiaa | g | SK p. 126:

¥, ‘ O — A% freaaRaa A faeasarageear. ..
At wAr N || §% axAghEd ARG | MR ps 1L

4. ¢ Peer-gra, ®1 g fewa Brarasmre | o
AqTABYAA AN AT GeAFgEd wafa | VK p. 61.

§. ¢ GRET-geg (P, . oeaE MHATERE TS TETE
SRyt AETAAS: €| OF SRATaTghRaed AT S |

: i UR p. 69. ;

s. ¢ guita: — @y GgaEr st el FEE: |
FF T TEATIHIAAGI AT | MV p. 185.

Mirga means way or the cérrect and traditional way ( Cf.
Mirgi as opposed to Dedi in music.) Bharata defines it as a
statement of facts that brings the correct way. It is perhaps a
statement showing the steps taken to achieve a thing or a
statement of the way in which events are expected to happen.

This apparently is the sense, the DR suggests it, since it
refers to the R incident where the Vidigaka tells the King the

‘precise steps he has taken to bring about the meeting with

Sagarikd. The ND seems to go against this and understands
Bharata too literally and makes this out as a general statement
of truth which becomes applicable to particular case at issue
as is to be seen from the-illustration from the MR where the
King describes the hardship of Kingship, and also from that
from the Raghuvilisa where there is an Arthantaranydsa
which embodies really a statement of fact by Réavana concerning
himself. All the remaining text-books follow Bharata, except
the PR which follows the ND in not taking this Anga as a
disclosure of steps taken.

8. Ripa

Definitions :

¢, Radawar g frae! sefirsd | NS XIX. 83,
3. &9 {ygragay | DR I.39.
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3. ®F ATATAET: | ND L. 53.

v, RESTaqIFaa1%4 ®99 | PR IIL.

u. ®F G*35F89: | RS IIL. 52.

&. ®% 199 f4a®99 | SD VI 98.

w. ®F G*3ZHET: | BP. 210.22,

¢. Pasrd@argFAT ATt €99 | NLR. 31.

Hlustrations :

§. YT TeATTRAl  T- g} (A FE g Eg AR ad
SATRT X241 | TN GAIASEHTTAN RAI gEa
yefiargrars PEsgIaf | DR p. 17.

3. ‘gEdl - aff A @ TSl sAEmAREsad WA -
agias 399 | | AN TISHOAFYIAAT | T4 g
goreT® ¢ w7 fatameEay | 3fw | adify fraste |

_ 8K p. 146.

3, ‘- SIS AAOE |’ T YFEe
rasafaargs e &9 AIAEY | " MR p. 1i2.

g. ‘gquTfd: — @y argaw: gl fEd g’
fradufirgr TS €99 | * MV p. 185.

W, QT GRAIE - ' WANE uPOT goW T quay A |
sRaET g ad |4 REied: )’ NLR p.. 31.

Ripa means delineation, mental picturing and thus the

_ term can be harmonised with Vitarka in the definition of
Bharata, which, therefore, would mean a conjecture where diverse-
matters are mixed up together, The later writers are agreed
In understanding Riipa as conjecture where doubt or uncertainty
prevails. The DR makes this a simple guess by dropping
the word ‘citra’ altogether and as an illustration refers to the
R where the King wonders whether the Queen has ccme to
know of his love affair. The ND is nearer to- Bharata when
it interprets this as * Nanarthasam3aya’. It remarks that Ripa
is here something like ripa,”i.e. an indefinite form. Its ‘nind
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artha,” merely explains Bharata’s ‘citrirtha’ and the illustration
-which shows Rima having various guesses about Jatiyu shows
indefiniteness, The ND gives view of the. DR with the same
illustration and also a third view that this is ‘citrértham-rGpakam’
i. e. a scene in which there is a striking description and
illustrates it by the battle-scene described by Sundaraka in
the VS. All the other text-books agree with the DR, while
the NLR understands ‘citra’ as wonderful and illustrates it with
reference to the R. II1.2. Thus it will be seen that the only
jpoint of difference is in connection with the sense of ‘ citra’ while
all are agreed about Vitarka,

4. Udaharana

Definitions :

7. ag @ifved T TEITECREG | NS XIX. 84.
. |Yey @ngETER: | DR L 39.

. SgTEf: g | ND L 54,

. I AT T ST WA | BP 211 L.

. SREARENITAGIER: | PR 111

. BT 94 a7 AZIELO way | RS 111 53.

. IFTELFEIGF TNATAR | SD VL. 99.

¢. FI9T IAAFIELR | NLR 31.

Jllustraiions :

2. qqT ATt ‘Frgas: - § A-BIAITSTREAT...
TRAT: ...q3AT01 V' g GAASEIRATEY Brardi-
TSR AR ega aATg e iRiT | DR p. 17,

3. TATTE! ¢ T~ HET AEEEAG - ¢ WA: P4 ...
SR WA JIET: B AHTAATeIIN-
wAIATA ggeH: | ND p. 85.

3. ‘sRrmiTEEE) | gEnEar ( IV, 4 ) TagmRAg e luEE-
qefany | qgwv g ‘a9 ST aTEd qgIE

A

6 M £F XK A
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sy’ g mwn mawéw«mw
smﬁlmamm@m THEAT | $K p. 131.

‘T - SR IRE IR A TRl T -
1ﬁﬁwramw TR TFTERAHRATTIAT |

MR p. 113.
. ‘ g - amawrtaraa‘tmm P | o
mmwmmﬂﬁwﬁn ‘

VK p. 63,
§.  IHET- Y TR, AT TFTATRHT AT |
oA MG TIAeAIEResT | UR p. 18
. ‘ qaiy sngggg.a’tﬁzgqm deshes A El?l‘ﬁaﬂﬁ
 PrmergdieaitmgeRaie aeaggeg |
SEAU: ~ A SIBIACHFANTAGA: - ToRY  Ngwh |

MV p. 189; 190

<. ‘HTHTAT-TW AR TERY TOra B ymwrgHm: |’
F AN TRTed T A | TR E- SRR
stfeaFaggEh: | VSp. 72

Udaharana means declaration of excellence. cf. Jayodiharana
and the word Atisaya in the definition of Bharata also means
excellence or distinction. Bharata, therefore, by Udiharana,
means pre-eminent or supernatural excellence. The DR saying
that this is Utkargibhidhina illustrates it by remarks of the
Vidasaka in the R that the acquisition of Sagariki is superior
to that of Kaiiddmbi. The ND is in agreement with this and
illustrates by the verse in the R which describes the superiority
of Cupid over the rest of the archers, which the NLR, however,
regards as an instance of Rfpa. The remaining text-books are
also in agreement. In SK the Utkarga has been shown by the
fact that not only the living beings but the trees also are giving
the dress and ornaments to Sekuntald, while in the VK, the
ng describes his shoulder which was fortunate enoungh in
being rubbed against Urva3i’s shoulder.

T. S¢ o
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5 Krama
Definitions : .
2. wAEeTeRYy wW FARTPER | NS XIX. 84.
2. W GRFETEATETIRTAAYT | DR 1. 39.
- 3. Wit s Aia: | ND L 54
- ¥, w9 SRaTRTaREAEdeR | BP 211 3.
£ | w. gRyRaardfiy: 9 | PR IIL ‘
' &. WragA FAT I8 faeaAAdEga: | RS L. 53.
. WrATEgSieaY w9 @ | SD VI. 100.
¢. afysTasaIgefd: w9 | NLR 32.

Hlustrations :

9. 9T TEAgei W STRERETEN TR ..
RiyzaT® o qanway | §EAd JeEEE st

| QAT SNE oF WAt w9 | a
et ‘o — (s ] amRs, atgdagas
gifgar ¢ g8 agwed freEre | ' graa araggadn
FRUSITE FEATRATRA | . PR g 17

R, qoT YRy T - gaAty SR EEE-
Srahfn ashsar ey | om gageaie
R fa: | qan e ¢ P TR XA
faftagfigey |~ o TRT AEAHISEN g
AEqTFEdT fqurd: A | ND. p. 86

3. ¢ graT: — qEnfT affor. . g8 e, dargh | "
AT FHSATAGII AT | ¢ avATS e w ZA-
dfrag ’ gfa | $K p. 133.

9. ¢ TR — o, FYNILTATR WIS ICIC R
=4 i w1 93 TR Fhagdify $E99C
FEIFRETAICITHAE dafaae TH: | MR p. 119.
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‘ grar - agwmaﬁwmﬁrﬂrmﬂm g
ﬁrsm{l o STIRIHTATY TTW:  WAT AT G-

gF WA | MA p. 43+

§. U1 ‘ AEAHHE GEATN A W @A) AT
dRFaaEArag: w9 3R gy WA | VEp. 71.
o, ‘qaEr-[ETay] 5% aagas qeeaw )’ oy afmd-
TIfAETHA SF@: | after Rama’s (AR THASITAAA -

wedfie g7 gwe qg: ARFOTS wi | o By s 1
UR p. 73.

Krama comes from the root Kram which means ‘to prove
effective’ or ‘to gain foothold ’ and niay signify a bold manner
of proceeding. It is difficult to see how this came to mean
Bhavakatvopalabdhi., From the consensus of the later text-
books like the SD, the NLR which invariably follow Bharata it
appears that the reading must have been Bhavatattvopalabdhi,
from which this Anga can be a situation where there is a bold
manner of proceeding for gaining an insight into the state of
another’s mind. The second view which the DR mentions, i.e. that
this Anga is Bhivajnina, a view which is followed by the ND,
appears tq be the original view. The DR, however, understands.
Krama as the accomplishment of the desired end and
illustrates it from the R where the Vidigaka takes Vasavadattd
as Sagarikd to the King; here is, as it remarks, Bhranta-
Sagarikdprapti, but this cannot be taken as the desired end.
In fact, the King and the Vidagaka are being led into a trap
and finally fooled. As observed above the DR gives another
view, according to which this Anga is Bhdvajnfna, and derives
illustration from the next part of the same situation, where
Vasavadatti comes to know the King’s intentions. In fact, the
whole sitnation might ‘be looked upon as one in which Vasava-
dattd and Kagcanmili boldly proceed to gain an insight into
the King's mind. The ND follows the Bhivajnina view and,
as illustrations, refers to the R and DC, where the King and
Candragupta know the feelings of Sagariki and Dhruvadevi.
It also mentions anothe: view according to which this Anga is
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the knowledge of the events to come, but the illustration from
the VS, viz. the description of Aévatthiman’s might by Krpa as
capable of routing the Paniavas is not Bhavisyadartha. Among
the other text-books BP and RS give both the views, the PR
only the DR, view, while the SD and NLR follow Bharata as

jnterpreted by the ND. The illustration from 4K is the fore-
knowledge of the events for the sage, while in MA and VK
the Kings secure what they desire, the meeting with the beloveds
and are acquisitions of desired events.

6. Bamgraha

v, QIEFTATTEANT: GE: @ g Hiqa: | NS XIX. 5. :
gog: |rHgrAFa: | DR L. 40. '
Hog: QraAgEng: | NDI 53.

gug: GTRETAIG: | BP. 2I1-4.
TgAARTarAg A= a9g: | PR (11

Gug: @rAgrargaanT: afEiga: | RS IIL 54.
Hoe: gragEATEaTs: | SD VI IoL

. ERETAIRYET T §ug: | NLR 32

f\G.m:roc_ua,.u

Jllustraiions :

PR R LR L R
arEgIATAT EYEE aRTRETAANHGIT: @aEETg

gfer | DR p. 18,

>, G - AfwEwaar Wy g Raar gRefeR |
A CIEBEOTAFHIANAY | TG G-  ATAGTATIRINT:
doe: qRETaa: | g $K p. 145. %
3, ¢ pgEy [ FEomw e ] e ' 5% gegaaTif
FHTTATIH a9 | TRITH U&’Jﬂiﬁ?alaﬂﬁqarﬁﬁﬁl .
I3 S OEFRTAETE SIS 5§ I
gATQTAT A | * MR p. 116,
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oA TERT GUEY AN FSAFHT AA(A ) MA p. 57
4. ‘ QAT-HAA TSN JUSBIAS FAA IS TSIIH-
SO’ S AT A BAATEIE! ATH Grsagr g WA |

: ' VK p. 66.

§. ‘WeTg— e, waa: W Aqua: - W w5y gan:
FA MFOAREHTTAERSY AT GeaggTay )

MV p. 187.

Samgraha means winning over and Bharata explains it as
including appeasement, propitiation, inducement etc. and the
text-book writers agree with this. The DR illustrates this Anga
from the R where the King gives the VidGgaka an armlet and with
this gift secures his help in the matter of securing Sagarika;
the ND adds Bheda and Dania as ways of winning over other
persons and illustrates the use of these by Ravana to intimidate
Sitd in the play Raghuvildsa. The NLR illustrates it from the
VS by the old blind King’s attempt.to persuade his obstinate
son; Kitayavema’'s illustration from the MA is not very
satisfactory as there is neither Sdma nor Dana and is
simple Catuvada.

7. Anumana

Definitions :

{. EUTGEITHARGHTANR ®AY | NS XIX, 85.
R. @ngEY feFRISgAT | DR 1. 40.

3. ergHT feady fRXgTa | ND I 53.

®. o) fogisgar | BP 211-4.

u. fegrgsggaagwig | PR 111

§. FAWNIEA fOFITFAM TT& | RS 111, 54.
¢, fogIEIsgaTEatr | SD VI. 102.

<. SAFTHAAGATY | NLR 32.
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Illmlraiions 2 : -
7 qqr ToATaEEt ¢ oo - fae e gel et
aSafr | T TEENRESAR AN SIgUETNA
ATEAZAAT ACRYEATGATACA | DR p. 18.
3. qUT EEATEEE ¢ qrgrRror geaor... g s
grdrar T | ER g fogrgedagaraq | ND p. 84,
3. ¢ TG SERSAT . ... ARGATACATGLIET: | |
qigeda UGN AT GA SRR G WA |
JEET TIETR ¢ Y Fowarsga’ &R | $K p. 136.
¥, Twa: - SAFAHIRGEETS Al froraTaaTaR
wfywsan ' w8 fewrargEawgaEay | MR p. 119.
«, ‘T — o W wWhEATgTraTaaty g | 9T g
wE SHNNTRNEEEIRgATA WA SAEgR WA |
! VK p. 598
§. ‘gLET- @ ar... ieE: el g graaE
ooy || o R g aed SgATE ArH aawgE |
UR P. 70, :
o, ¢ G — ... AT TEATAIAA: AT |
RORITIEARGHTA ATATT THAE R | MV . 150-

Bharata understands AnumAana as definite and true know-
ledge ( mdna ) which is in conformity with (anu) the Rapa.
Bharata understands ( Cf. p. 87 ) Rapa as something of which
we have an indefinite idea, and Anuriipa is something which
is built up by the mind after the type of Rapa. The later
writers have used a more popular and intelligible vocabulary =

_to express the same idea but without any reference to Rip2, and
there is a complete agreement between them. Bharata, however,
most . probably connects this Anga with the Samdhyanga Ripa |
( No. 3.), which, as it has been seen, is a speech containing
Vitarka. In that case this anumaina should be the confirma-
tion of that Vitarka and a realisation of its truth. The DR
illustrates it by the situation in the R, where the king thinks

B
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that Vasavdatti would in all probability commit suicide due
to her great locve and consequent despair at his conduct.
The DR seems to regard the inference about death without
any reference to prior Vitarka as Anumana; but it is possible
to connect this situation with an earlier Vitarka of the King,
“ Does the Queen know all this?’ The present situation i a
confirmation of that Vitarka, ( Cf., DR’s illustration of Riipa )
and hence a valid Anumfna according to Bharata. The ND
replaces Niscaya for the Abhyghba of the DR and its illustra-
tions from the SV and YA are very similar to the illustrations
from the R as shown by the DR. The NLR illustration,
where the inference about the character being a son of the
Sun is made from the excessively lustrous body, has pothing
dramatic about it. The illustration from VK shows the King’s .
inference, that union with his beloved is at hand because of
the throbbing of the right hand. Similarly in MR Rékgasa
infers Ahituniika to be Viridhagupta from the signs.

3, Prartham
Definitions :
7. TREStEATgINIgAT STYAT 9aq | NS XIX. 86.
3. STdr WrErgaq | ND 1. 53,
3. cRediam™i g Srdar ¥ 739, 1 SD VIL 103.
. SAFAATIES a4 wror | NLR 32.

Tllustrations :

2. qoT et e B AT, W AT
#v3 Peeeis agefisaT: aHEsEn || ND p. 84.
>, qur Aei ¢ R s, oar ReagarieRd
... g EmAgaarrgaeInt e VE STHAT-
Sagq | TR fEes YATTACATATHI, TARATATE
ARG GEAATGEROER, | ATl T ST

LEEIE SD p. 303.
3. quq @ETEg AEEE ¢ 9Y g A AR -
fFangTaq | NLR p. 32

.
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S

2 st Prﬁrthanﬁ i9 d reqdest for the pleasures of love or a request

: for joy of miktH. e ﬁR the BP and the PR do not admit _
this Angea. fhe ND agteed with Bharata and distinguishess
the Anga as Rati-gtatthahd, Utsava-prarthani and Prarthan®
simply, not essentinlly coftnected with Rati etc. The Rati-
prirthana is illustrated ftots the DC by the scene where
Candragupta asks Madhavasend for.an embrace. ‘The Utsava-
prirthani is illustrated from the KR by the weary Laksmana s
wishes for success. The SD and NLR agree with Bharata.

9. Kksepa

Definitions :

% : . nﬁwﬁnﬂgmm%im)nxss.
| R, T iCEERIRTEY: TREfdE: | DR L4z
'}, ATRET ASTHTIA | ND I 24,
¥. THASEERRITETAY g #ifaa: | BP 211-8.
4. FEIHIETZETOHTRY: | PR 111 ]
§. wﬁﬁmgﬁwéwq&aaﬁlks 1I1.57.
. e 3 fafa: @ | SD VI 104, -
¢. HexgaRany | NLR. 32.

Tllustrations :

- . YT T T, YR geRAT. e ey
‘ arfir |’ s Wmm'mmmmﬂvﬁﬁ\%
TSEEETAT: | auT IfEER ¢ LS. -
me&mﬁn m’hn‘mﬁamm
- arfrae g | . DR p.20.
3. ! EqUwT—aTAEagRigal. .. | o9 Srewfataaar
TIEET TR T TFTSTAEALIE AEFAH THIAT-
11 QR ATHIFHIRET | T TAeTH— T g K-
| | © grgra: efwifda:  gfv ) $K p. 151
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3. ¢ FOEIR: - ST, . B guaTCsaran i
T TERRASTE T TETERoATRY AHIAEH |
MR p. 126.
g ¢ T — Y AgAE dwwny | o R sorEd) | 9w -
SRfirg gier || o AeTgETATAT W EERER
_mﬁn MA p.61.
w, ¢ T - 35T g o ARy || o JdivERa sqaftaw
i TSI AR AT WA | VE p. 72
g ° m'—m...’uﬂ e B R
 SUERATAEWG A g w9 | URp. 100
o, ‘oEalt gy Faes: Pl srgerety |’
SETATTRATEOTHTRGY AT G aggTad | MV p. 185.
P mpm—_ R R S S

el | oy ¢ AEiseed 9y agrfgagInead !
: VS. 76.

B ]

Akgepa isa jerky and violent movement. Bharata defines
this as a sudden bursting or emergence of the Bija in the
Garbha stage. This interpretation of Bharata’s definition is
supported by the interpretations of all the text-books except
the PR and SD. The expression ‘ Garbhasya’ in NS means
¢ of the Bija’in the Garbha stage and this is the sense of 1he
expression Ghrbhabija in the DR, BP and the RS. The PR
defines the Anga, apparently from the illustrations without any
reference either to the term Akgepa or its definitions by
. other writers. As an illustration, the DR refers to the situ-tion
in the R where the king expressly says that the possibility
of union with Sagarikd entirely depends upon Vasavdattd’s
favour which he now is prepared to seek, so that here the
Bija, i.e. the King’s love has gone to the length of declaring
itself before the rival and seeking her grace. The other
illustration is from the VS and consists of Sundaraka’s
despondent remarks that °this is the fruit of the evil tree’
which shows the Bija attaining the FPhala stage. The ND
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expressly says that the Akgepa is a situation where the

Bija is seen in the Praptyai, that is, the middle stage. It

further, says that Akgepa mg‘y also be the bursting out of the

‘sentiment hidden in the heart/e.g. when the king under the

belief that Vasavdattd is Sagarikd expresses his love for

Sagariki; but this is clearly only a particular case and

cannot be a general statement of the Udbheda. The PR

understands Akgepa as taking appropriate measures for the
desired end and illustrates it by the Royal priest’s invocation
to the God Gageda in order that the coronation of the King
might take place without any mishap. The SD understands it
as the revelation of a secret, but this appears to be wrong. As
regards the commentators the illustration from the SK is the
song of Hamsapadika which suggests the forgetting of Sakuntald
by Dugyanta—a fact which is the Garbha-bija. In the MA
there is a reference to Queen Irdvat] and her favour much in

the same way as in the R.

10. Totaka

Definitions :

¢. ST 39 dle% AT dftray | NS XIX. 87.
3. @Ted q1g% 99: | DR L 40.
3. g% wHE 99: | ND L 55.

. GEEAEFS T4 JA9IEHTSAq | BP. 211-6.

. QeEsATSA q1eFq | PR p. 111

. G9GW g g4 @G f§ dies | RS IIL 55,

®. diz$ qeaaars | SD VI. 105.

<. &#T% 49 qi2HY | NLR p. 32.

Illustrations :

9. q9T EAFE-TIEIgAT ¢ Gragd, JFafug aufag. ..
FIATIATT: $& | IR ARIFATQGEIIIET AETRE-
GANTATFICERAAT @B Slesg+ay | 497 ¥
Foftdenr  ToeEREItE: | L. g ¢ feArgd:
TERATNR BT GEIATET  HATHT BN
qUE RTINS T | DR p. 19.

P -
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A A A I NS X SN SR >

o A S NI S St

3. ¢ AR - ... R T rpgAAg || RA

Regararggaieny | agEw g ¢ dowATaEd qEE

foarg, wftrey € $K p .168.

3. ¢ e — [areaTEsa ) ST, . STE TRA: OEAEL:

fuas afET V5% LT qiesq | MR p. 122

v, ‘g~ T I, ae: FgA A oty | Aqg gA

g || &S A6 ReE AT AEAFIF WA |

; . MA p. 57.

. ¢ TH:—AT:ATT, TTAATIERATIEICL, S, arety |

ot AuEAITARd aes A geaggFay | UR p. 64

§. (W — @ U UFETIHT, fyg fg ... AF

EETTAET  ATE A EEEER wafx |

' MV p. 188.

Totaka is a speech in anger. The root is ‘tut’ to hurt

or to injure, and this appears to be a situation in which there

is a speech made in anger which injures the feelings of other

characters. There is complete agreement between the text-book

writers. The DR and the ND understand this Anga to consist of

the speech of the excited, the excitement being due to anger Of

joy and illustrate it from the R by Vasavdattd's very cutting

and ironical remark to the * King and from the VS by

Duryodbana’s speech which is full of excitement due to

war. Kitayavema’s illustration from the MA is very similar
to the illustration from the R in the DR.

41, Kdhibala
Definitions :
¢, prrafrera@ R4 afyse g | NS XIX. 87
3. sfggegatwafa: |- Sepen=agmaTa: | DR L 40-41
3. sifgds Ferfeaq | ND L.55.
3. NEASATAGTH AgATTTS FaT: | BP. 211-5.
. gEIATREATAETSy | PR. 111
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e e i b
| Q gﬁc&w St Sodafirmeg | RS IIL 55.

= . sfrTeni@rawea a: | SD VI. 109.

¢. BITHYTHIN] | NLR. 32.

= ‘ Illustrations -

; B £ T TRl - ¢ srganrer-afl, @ ar ReamSsr.. .
Taae™ aw SORT | [ Sfrwt gaf ]’ sfyar

TEITMSEATORAT  AERBTGETAATAT  US-
- g ReiaR | DR p. 18.

R T S (B 9w w96...50 T R aE
ATETA FRIIER TRy | o9 Geien
mﬁmﬁqm ATEAGAT TNAACHETR |
FICETATATAAN ATTISAG: | 99T TATI=AT © TAT—
wAR sgersdte: fedndwean® .. .o Iran-
T AR TEr Tmd AwS W | @ g St
ARt | 4gT ot vE sy geuTE it
‘WrmaA: - sefrrdt wegn) ‘gEr 3d9..anf.
wy ag’ ND p. 89

R wEdt - A | R ey ) dimﬁmm-
w‘ | gwfilmtl aewo g svearfu(a ? baw ¥ fres

ga: ' gy SK p. 146.
, ¥. ‘O - FATETAAE: SyaeeT ahrfat A 1’
ESAgETAETafiTewgq | MR p. 119.

. ‘ qF: - R g wﬁ:f%rch faas | w9.. .9 &g F@=ar
FEATSEATANEA | 28 gowAIRETHREATS a
g Ry | UR p. 74.

Adhibala means superiority of strength and may also
refer to superiority of wits and it is likely that Bharata has
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used the word to :ndlcahe a situation where there is frsud or
trinmph over fraud. The DR understands this as deception

-and ;efers to the situation in the R where Visavdatti and

Kancanmili deceive the King and the Vidagaka; it also gives
another view which understands Adhibala as ‘Totakasya
anyathibhiva’ and by way of an illustration refers to the
immediately next situation in the R where the King falls at
the feet of Vasavdatti and tries to pacify her. The speech of
the excited Visavdattd is Totaka and the undoing of that would
be reconciliation or pacification. The ND says that Adhibala
is the overpowering of the other by one between two persons
who are bent upon deceiving one another and as an illustration
refers to the same sitvation in the R referred to by the DR; it
also mentions another view which takes Adhibala to be
* Kapatasya anyathibhiva’ and refers to the second situation from
the R, pointed out by the DR. ‘The first view seems to take
this Anga as success in the deception, while according to the
second view, this would be a trick defeated. If the situation
from the R referred to by the DR and the ND, is looked at
from Vasavdatti’s point of view it is her success, while from the
point of view of the King and the Viddgaka it is theif defeat. It
is uncertain whether the DR wanted to refer to this view. The
ND further mentions a third view which takes Adhibala to be
a taunt and illustrates it from the VS by Bhima’'s taunts to
the cld King. All cther texts understand this as deception
by fHaud or trick, while the NLR followes ‘XKapatasya
anyathikarina * and illustrates it by a - situation from an
unknown play where Haniimat and Angada foil the trick
of Rivana.

12. Udyeda

Definitions :

7. wd guitgeEray: aREida: | NS XX 8s.
3. SEIISiEaT ify: | DR L42.

3. =gay ofi: | NDI. 54.

¢, Sxsfigan Wifa: | BP. 211-7.

4. HYHIRTAATFIAGEN: | PR. 111
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§. WINRE]T AYGLIG=AA | RS I11. 56. \
v, uifsfrar ARred: aReif§a: | SD V1. 107.

¢. Fufasfiawage: | NLR. 32.

Illustrations :

2. a1 TS ¢ @ARET - [ ey ] SeREagRi—

 waf A TR | (A ST AR WAt
T | ggr T YofEER G - (T aN9 ) SAHTEN
oy. .. sfwwly ity | i A |

a1 R s=mwery @ qEfi: | - DR p. 20.
| 3. gegHedi WUAEATRITE  JETWATTS FIFA |
~ NDp.87.

3. ¢ T - [ Ay | |aF, graoEeeey: o)’ s
TEHTCHATEIERT: | MR P. 126. ‘ Trgga: ~[@gmy ]«
@ SANTRE: | TEEETBIRTAIZAGET: | MR p. 136.

v, wd guadt zEar @ T - o1 AR |

o MAEHEREEATESN AT eaggEd WA )
'MA p. 57.

u. ¢ ofrar — [ @@y ] ARG, ... SREE A9 g% |
oy goeRAn Wiftey sgT sFa: | . URp. 7L
6. ¢ GurRy —...wg: agaan safa fed qage: |
g IRSAIEIsT T3 | MV. 185.

Udvega means agitation or excitement; the alternative reading

of Udbheda is not correct as it goes against the definition.
" Bharata, probably from the plays that were before him,
understands this Anga to be a situation where there is fear
from the King, or the ¢memy or the Dasyus. There is complete
agreement amongst the text-book writers. The DR interpréts
Ari as Apakirin and as an illustration refers to the R where
Sagarikd, full of fear from Vasavdatts, describes her helplessness.
The ND illustrates the Dasyubhaya from the play Citrotpal-
svalambitaka where the heroine is actually surrounded by the
Dasyus. Similarly, the fear from fhe King is illustrated from
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the Mrch by referring to the danger in which Carudatta stands;
Aribhaya from the VS where Gandhdr} and others are afraid
of Arjuna and Bhima and lastly fear from another heroine from
the R where Sagarikd, afraid of Visavdattd is going to strangle
herself. The illustration from the MA would be of fear from the
heroine and that from the MR would be of fear from the enemy.

43. Vidrava

Definitions :

. FATAVEEIF: et fgar wq: | NS XIX. 88.
SEAEr T & | DRI 42,

. g Tgr: | ND L 54,

. TETATEL T A | BP. 2117,

. TEEATAT < @54: | PR 111,

. PISAHTTEEAT G &1 & @aa: | RS IIL 56.

. WETHAATEET: WAL FFAT AF: | SD VL. 105,

. wgragarEEar faEa: | NLR 33

Illustrations :

. quT GATAEAT ¢ frge: (TR BT GACT. . W6 TR
qrETINETEEEEn: AR ETAgAT A gfa |
qoT = YoREET [ AT sewe: | et . o1d g
g Waw 3 g (sfyw) seai.. g 5
Sta: | SRSl AENEE g ATERR o g Bt
qrogafysEsTTETeaa: dud g | DR p. 20.

3. ¢ NFAST — FAR q: WIZA ATHYEIRA || A TAA-

SHUAFATRAY | qGEW g TACTE CFrEmATEr T

N 6 M F X v

qua: TR K p. 146.
3. ‘e - [ aratfaed. . ] wa wawdT @igdagl |
g IgrET: a6 | MR p. 117.

¥. ‘ frgus: IFSIATSH. . AT TEATH ﬁrwt?qu’
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[mmmﬁ]mmmm
gF wTf | MA. p. 56.
u. ‘ FAEfi—g@r fewa wohag | Fyaear - ¢ sewraiM |
FATEN orany |’ o AT ARATAARESH AT

maﬁ a1 | . VKp.64
o Wi AR SO TRATGRAE A T
ATEIEIT T | UR p. 73.
auif: - @y dgadn sAE e quEes |’
mqﬁuq: | , MV 185.

¢. Y - A1y, FBREEART  TSITSITEATAES: -
FmgrgiEEY | Rgawe et | agE -
‘ ggpogawT: auar fagay Ae:’ gi|@ | VSp. 29.

R, T FearrAn ¢ [ A9 ] @ AT, sRenae . Em-
‘ grraat fedaa | | s Tae g | ND p. 88.

Vidrava means panic and as such is Closely related with
Udvega and even if it is taken as confusion as some as the DR,
BP, PR, RS and SD have done, the meaning is very nearly the
same. According to Bharata, this is a situation where there
is loss or destruction through fire, King or the fear of these.
In Bharata’s definition the word Bhaya is probably & present
calamity and not a distant one and Vidrava, which literally means
flight is the actual panic or havoc caused by a calamity. This
distinction, if true, has been lost sight of by the later writers,
Sanki and Trisa will denote only future danger. The DR does
not admit the term Vidrava but styles it as Sambhrama and
understands it as trouble or fear and by way of an illustration
refers to the situation in the R where the King and the VidGgaka
are thrown into confusion with the idea that Visavadatts is strang-
ling hersel{ and also to the situation in the VS where Ajvatthiman
is bewildered at the sight of Bhima overtaking Duh3isana. The
ND retaining the term Vidrava, understands it as Sarnki
probably following another reading of Bharata and remarks
that the Sambhrama of others can be included in the Vidrava.
Its illustration is from the KR, of Rivaga's anxiety to learn
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A

A,

from the Mrch. the cause of the cry of alarm. An illustration
of this anga according to Dhundhirdja is to be found in the MR in
Act II, where the sight of serpentsis held to be a bad omen,
Katayavema sees it in the VK. when Urva$i is confused when
the Queen is being ushered in, but 'this can be Niyikitobhayam
and hence Udvega.

I¥. HEngas of the Avamaria Samdhi
1. Apavada. .
Definitions :

9. NEHEATTA T WIEAISTATE: AOT: | NS XIX. 89

. FTITSATIATY: & | DR 1. 45.

3. SqaTy: JOarg: | ND L S8,

¥. UNSASIATE: @ | BP. 211-19.

%, FAFESATIARIAT: | PR. 112,

€. AAIGATET JT9OH HEATIATRAY | RS IIL. 60.

¢, FIIFSATSYATE: & | SD VI. 110. el

<. STAFSATIAAIATE: | NLR. 34.

Illustralions :

. a1 ARl C gewar - @1 &g e, . ssifielt
Aax.. PgQur R ¥ | @ qEIgER-
TEAGATEIATE: | agqT ¥ JuiagR-giaie—arEnes,
sfagrarniar gl . qaeTTMegeTeey: | | iy gal-
qq49 FUYSqIATEYaTR: | DRp. 21.

R. ¢ st —( aftway ) F@waa gxde | A eraisaaiy-
gRE: SaoEE || gy eseseanE |
JIUFAR ISR 9] TEArd_ | MR p. 163.

3. ¢ fagfirer — 36 Wi ... s@s Rrseda g |
... WTRH @R || o [NARATTIAIR AH -
o waAfy | MA p. 81

Bt
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D

8. “TTI-wAg | ATsTEARR @ @eiA et VarRa e
TeRaETIIETEl AT GRAFEE WAl | VK p. 83
4, ¢ PEUgET:~ AYFETTEA  FATTWOEl  AEATTa TE-

A | o N AT T RITR ISTATE- |
MV p. 222,

Apavida means blame or censure and Bharata understands
this as a situation in which there is a statement of faults.
The DR agrees with Bharata and illustrates from the R. by the
gituation where the Queen is being blamed by the King for treating
Sagarikg in a cruel manner and also from the VS. where the
Panchilaka condemns Duryodhana, as the chief cause of the
sin of dishonouring the tresses of Draupadi. The ND agrees with
the DR and has two divisions as declaring one’s own faults and
declaring the faults of another. ‘The BP,, PR, RS., SD., and
the NLR. all agree with the DR.

2. Sampheta.

Definitions :

9. JuufuaaEd g @Fhe: @ SFIET: | NS XIX. 89.
R. |FET AT | DR L. 45,

3. GFRe: ®igW® a9: | ND L 58.

®. GFEET LgATeorg | BP. 211-19.

W, TTEMG0T @9he: | PR 112

&, AUENTIE TFG GFkE ATIFAA | RS IIL 61.
., QEEST YOHIEOR | SD V1 i1l

¢. TeuTAF TFE @¥6e: | NLR 34.

Illustrations :

¢ aar JOhGETC- ¢ AT BAUN, T TIAAGAAHZAT. ..«
I B I LIE LR Ll LI E SRLGLICI
gIAA mﬁm@aﬁwwm
g%z gfr | DR p. 22.
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R. ‘ srgeet (@0 ) AT, ATHAT EFAATAA T+
R ¢ ww CEAlETR S |
a¥ Arrgrgatany | agaon- ¢ e (7 7) fraae
g &%e: afEifda: g | $K p. 175

3, o — ( |rEy ) AER, frg A Teea - eAETY
SO QeI &% | MR p. 167.

¥. ¢ Prgforsr... g8 wler.. e feeed g ) ...
5 O ... WiEH: FE LR ... ATl @ |
TRIIUTEETET AT GeagaFd Waia | MA p.81. -

. ¢ Rsages:-| H: TA-FUE, Hregor.. qaasmt: )
gueAtfy QuETmeT: @6 | MV. p. 222,

_ Sampheta means tumultuous conflict between two persons
and hence speech in anger. Almost all the text-book writers
and the commentatorsare in complete agreement with Bharata.
As an illustration, the DR refers to the VS, where occurs the
conflict between Bhima and Duryodhana. Only the RS puts in
Doga instead of Roga and thus differs from the rest but it is
quite likely that it is a case of scribal error reproduced by the
editor.

3. Vidrava. L

Definitions :

(. TEsETTRA o R fgadg |0 | NS XIX. 9.

R. ZAY IERCEBR: | DR L 45.

3. g9 YSUSAQHA: | ND 1. 57.

. ZAT TERIGTEHE: | BP. 211-20.

W, JEFGCEBAZA: | PR 112.

§. ESAMIRA 91z 4 g WA giw | RS I, 62,

. ZAT RFATRI: ATETTIRENET | SD VIL 113.

¢ wsafawAt 74: | AgEfedaa: gl B | s o
qftagsar 39 | NLR. 35.
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Jllustrations :

{. TREERY ‘R A RAwofuela.. maa en
TnE gOReTeR wawry qw: | qwr v YhEeR
R ¢ WATT FOMAW. .. SIS T AR faon. ...
wefeery | gy wSwE % FfufRiaceaniafy v |

DR p.23.

2. g1 TATAEAT ST wecHTTE R el
qreT qraagadr segafdfy | ND p. 92. :
3. ‘TFOT-gtg AT @SR AT FaATRY e, ..
‘Y g fremare: |’ C@gA FaT ARNEYiER |
qEEu g- ¢ Jesafawar qg sy g @ gi@

$K p. 177.
9. ‘ST — AT ... WATAT, .. SAq_ ¢ TGN
faifre: | * gren-‘erudagagiv femare |’ @ g%
frcafaga: | MR p. 178. : ;_
«. ¢ Qrqrafs: —waT GAWTE SISA A AN ¥, . sRer
s wEweTAar | | sanfyar e fierza s |
UR p. 103.
§. ‘Rsagew: - 9O fe...waggdl WREARE gg-
H Yzwé fafamama | malgmaefs qefaues e ga: |

MV p. 222.

Er
{

Vidrava means panic, but the Sarhdhyanga has been already
placed once in the earlier Sarhdhi of Garbha. The definition
of Bharata is vague and capable of double interpretation, if it
| is taken as Guriinim Vyatikramah then it would be disrespect
o . for the elders. But it is not likely that all plays can have such
B2 . a situation and hence it would be only a casual Anga; another
== | . explanation of Guruvyatikrama may bhe ‘gross transgression’
= ; or going too much beyond the bounds of decorum ( Cf. Guru 3
= | ; Kirtanam of Dhunihiidja ). All the later writers understand 1t

¥ as Gurfindm Vyatikrama, but as said above, this way of under-
1 standing it is unsatisfactory. The DR takes vidrava to be
f_ corporal punishment or imprisonment and the BP, PR, RS follow
|
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it in this respect. There appears to be some confusion about
Drava and Vidrava as the DR admits another Samdhyanga as
Drava and makes it Vidrava of Bharata and in this respect
defines as ‘ Gurutiraskrtih.” The ND, BP, PR, RS, SD
tave followed it. The NLR appears to regard the two as
one irom its remarks ‘ Sa eva dravah’. Bharata does not admit
Drava and Vidrava in the same Samdhi, and moreover he has
two Vidravas, ope in the Garbha and the present ome in the
Avamaria, ‘The Drava of the DR is defined like Bharata’s
Vidrava in the Avamaria and comes also as a substitute for
the Samdhyatiga Kheda of Bharata and the Vidrava of the DR
in the Avamaria appears to be Bharata's Vidrava in the Garbha,
because, fire is included in Vadha-bandha ete. of the DR as can
. be seen from the illustration from the R. There is not much
difference of opinion about the ‘nature of the Anga, but there
is confusion about the location of the two Angas. Raghavabhatta
Dhunihirgja- and Viraraghava follow the DR in understanding
Drava as Gurutiraskrtih and Vidrava as Vadha.Bandha and
both the Angas as of the Avamaria Sarhdhi.

§. Sakti.
J Delinitions .
¢. Fydraraadr wg ar wfe: qitEwifdar | NS XIX. 90.
2. flrawwd w¥=: | DR L 80.
3. HgyErg+ AfF: | ND L 60.
ARIaTHT wfF: | BP. 211-21
fyOgmad oifF: | PR 112,
I RTE 784 Afeaesan | RS 1L 62.
. @, ....FrCres wrAAg | SD VL 115,
. fMCigaa: JfF: | NLR 35,
fllustrations : -
¢ g7 CGATASAl TALL..  @sare wad: fygor g=ar
Sidtsaie: @9 || AR ATLETSTATIOAEI g
DfeTEAET R | YT TAEhT T T fran
s wachy zar fagfasa: |1 DR p. 23.

c\c.m,_cgc




102 The Sardhis and the Samdhyahgas

R. YT TN §¥ AY: .. TR L QRS g )
o QA Ao Rramerafifd | ND p. 100.

3. (Roer) ‘enmdy | genfar... sRedwi SRS
e | uEgA wiEAAEETaEy, | qeEv g-
* RdrereY awg ar AfFER Fifdar ' g SK p. 181

¥. ¢ qen-ReeireTga sErweeEn | . ¢ A
sYRBTeERaSd Alaums gt | Reaeer-
fafy sRAQY 98 @@ RTE F9A | MR p. 172.

u. ‘Taefi-araerdigg AR I7HaT ST AT T
= iyt wgre: | o Adue guwig, afEAe
awgﬁ wafd | VK p. 9%.

. ¢ fyzagee: ... wE9- qE W4T aﬁﬁgﬂ qﬂﬁtﬂ%ﬁa

gata'&rmq |’ wrgde {ﬁl’ fadraamnaeyafia: |
MV p. 222.

Sakti means power and has been defined as the advent of
opposition, or which is the power of resistance. Here is really
a difficulty on account of the reading Virodhopagama which
means ‘ advent of ‘opposition’ while the later writers, the DR,
the ND. make it out as Virodhadama, which presupposes
the reading Virodhdpagama. Apparently taking this later
reading all the Jatter writers have given exactly the opposite
interpretation and have given illustrations accordingly. Advent
of opposition’ would mean that here there is a new impediment to
the progress of the action, while according to the later interpreters
this would be power as well as skill and resourcefulness, which
the characters use in an effort to remove the opposition and
realise the cherished result. The illustrations from the R and
the KR hy the DR and the ND‘are of Virodhajama. The ND
mentions another view which admits Bhavintara as the Anga
instead of Sakti and it is explained as the existence of contrary
intentions. It is illustrated from the TV by the situation where
Vamgandhariyana who wants to dissuade Vasavadatti from
suicide orders on the other hand a pyre to be consfructed for her.
A third view is given which substitutes Ajni in the place of
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‘Sakti which means an order without consideration of the proper
or. the improper results. This Anga is illustrated from the
KR by Ravara’s orders to kill Sitd. The illustrations from the
other text-books, which follow the DR are not very illuminating.
The commentators, Raghavabhatta, Dhundhirdja, Katayavema, [iE |
Virarighava all agree in understanding this Afiga as Virodhasama. i
8. VYyavasaya

Definitions . [l B

¢. sgEaEe e sfEmgeasE: | NS XIX. 91,
. =qAY: WIFYE: | DR L. 47.

3. SAFEMISWEsTE | ND L. 60.

¥. SqEga: |UFGRE: | BP. 212-1.

w. sggaa: gR@a: sfaEndgesas: | BP. 212-2.

§. wufesgad =999d: | PR 112

v, ST WATHATETTELNR | RS 111 65,

¢. sagaam qRG: AfERgE®E: SD VI 112

Q. yfrEegePey ai# sag@™@: | NLR 35.

Jllushq!iom :

9. qqT TATHSAT Trgwion: - ¢ % 9T gAg: ST
T TS S .. TLETATATAT | SqAAZ AT SR i |
ARG TR IR BRI ES il
WIEEATASHATTT | 97 ¥ JofEER © g4 Jarsreitor il |
aEdor g gAY EEveRRETASET | il

DR. p. 24,

3. 9YT GATAEGT GRANTEIITFCA ... TH: |t
A | ) g At | o B Ao ag@ed
FASIgBEgERATH: | ND. p. 103.

3. ‘gET-a1 RcwRufinEg  g@nan ¢ qftas aega)’

| UHERAA SATEMEl ATEATRAY | TEEY qUeYe-
sqqaE: @R i | oW @t L
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e et e e At et o e Sl e el Sl Pt

¥. ¢ o ( Prger ) Coepd TEAR | W1 R WA -
Tawg Pt T €
AEATETTA  AIRFEANIGA AAEE: | ARG R-
USTATIRAY: |AS: A | MR p. 178.
u. ¢ Tron-at &g RrgafiEish a < ¥ gen goafd. .

TR ATREHYA AT AW GEAFI® A |
VK_‘.p.SO.

§. ¢ fysagew: ... AU SR Al ARFART: |
AT WATEHIAACIAAQIT: T6: | TA: ... HAW
SEqTET I ST AST WY FAr 1’ MV.p. 221, 224.

o Cofte: — WeATR  BiCATd @A A BIUW-....- :
STAUEATM  AqEraEd | 45— ¢ SRERgET
sqaEmEy q=y Aq: VS. p. 16

Vyavdsiya means fixed determination and the definition of

Bharata only points out one of the occasious for such a fixed

determination. Sambhava is origin, action, appearance. Accor-

dingly Vyavasiya will be the determined effort -due to the
possibility of the vowed purpose miscarrying. In this sense-

the Samdhyanga becomes the determined action or device to
remove the difficulty or flaw that obstructs the realisation. It
is in this sense that the episode of the magician in the R. isto
be understood. The DR changes the nature of the Anga altogether
in understanding this as declaration of one’s power and refers to
the R. situation where the magician boasts and produces the false
conflagration or from the VS. where Yudhigthira describes his
might. This interpretation of the Samdhyanga as mere boasting
or description of one’s own power destroys the organic connection
between the Samdhi and the Anga. The ND refers to the R.
situation referred to by the DR and understands it as an effort
which helps the realisation of the cherished purpose. It also
refers to the DR view and remarks that in that case Vyavasaya,
Samrambha and Vikatthzud hocome ideni ... ‘The episode of
the magician can be understood as removing the difficulty in the
realisation by securing the liberation of Sagarikd. Similarly the

=

-
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remark in thc VS. that Duryodhana knows the art o[ controllmg
waters is no boasting but a clue for Bhima to find out Duryo-
dhana on whose death depends the realisation. More geunerally
this may be taken as the will to achieve the end. The ND is more
correct than the DR in interpreting the Samdhyanga. The BP
mentions both these views. The PR and RS follow the DR
while the SD follows Bharata and seems to understand this
Anga as the situation where the vow is completed. The NLR
"seems to understand this Anga as a situation which leads to
the object of the vow and refersto the VS. situation referred
to by others. The BP and SD read ¢ FAFRTAFAT’ in the
definition of Bharata and thus entirely change the nature of
the Anga.

6. Prasamga
Definitions :.
1. sawRy AR geot TSR ( TERTENTE: ) |

N$ XIX. 91.
3. AESNA F6F: | DR 1. 45.
}. NE¥Y WAl ®ifq: | ND L. 58.
¥. ATGAABIA TaF T S | BP 211-22.
. JEBIAA qa@F: | PR 112.
§. ST 5 WA wEw: TR | RS 111 63.
. TEF $AIIA TEIT TRBG | RS IIL. 64.
¢. NEF1 THVAAY | SD VI, 116.
Q. ATGATHETH TG | NLR 35.

Hlustrations :

{. qAYT TAAAT-'ZT I fagrRw wghar . e
AATSAST . qRgET || gEAd TRl SIgEeT-
sl SagTIaEbiaaa sag: | DR p. 24,

. @7 Avfweiy wyss-gfufyc (g@ wawer) ‘oW
arEamergfeTgaEa I | .. S0 | ND p, 93.
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3. ‘- v mﬁmmﬁam@mmmql
AN TEFAATEIE | agvi- ¢ Taw R
e B R g’ IR o PR e |

SK p. 181.

9.‘=nurw...m qﬁammm&

waq || sl SomaeSaes mtsﬁaqml
T NG ITE g AT SR |

MR p. 168.

 fgsagEe: - YA RAieATsTnt | ... Ig-
WISARAT THHAAET: Ta@F: | MV p. 222,

Prasamga may mean ‘attachment or incidental or irrelevent,
statement.” The term itself has practically no conpection with
the meaning given to it by Bharata i. e. respectful reference to
elders or superiors. Perhaps Bharata is thioking of a situation
shown - incidentally in which attachment or devotion to elderly
persons is shown and expressed and from that he has
termed the situation itself as Prasarhga, or Prasamga may mean,
the mention of another thing by reason of association or context,
and the definition of Bharata introduces what really can only
be a special case of it. There is agreement between the NS and
all the text-bocks except the BP, NLR and the author quoted
by ND as regards the meaning. The DR illustrates it from
the VS by the situation where Yudhisthira mentions his father
while offering the libaticus of water, It mentions another view
which takes Prasamga to be irrelevant speech or matter and
illustrates it from the VS by referring to the unfounded laments
of Yudhigthira. The BP seems to follow this view as it under-
stands Prasamga as ‘ Aprastutdrtha prakhyapana.’ ‘The RS
adds the hint that there-is also the ‘ Prastutirtha pragamana’
something which advances the progress of the action. In any
case, it is very difficult to see any vital connection between the
Anga and the Samdhi, and the Anga therefore, has to be put
down among the casual Angas mentioned by Bharata. The
commeatators Righavabhatta, Dhundhirija and Virardghava under-
stand the Anga as ‘ respectful mention ’ as would appear from
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the ll!ustratlous and Dhlindh:ra]a explams Guruk: rtana as Guroh

Kirtanam or Guru Bahu va Kirtanam.

7.

Dyuti

Detinitions :

TS gRrasaeaEar | NS XIX. 92.
AR g | DR L. 46.

s gy | ND 1. 59

qEAIE ST A | BP. 211-19.

aSAEAR g | PR 112,

giaaia agfyer asEras ga: | RS IIL 63.

FAAIZAG 16T AM: | SD VI 114.

qSAT | SATTHOT | fqaEd awd g | galraafonar
ATEfaCATHHAT | NLR. 35,

lllustrations :

o 0 1005 SN

1. 94T JUfiEEH~ Ta=T THAYIIA. . ATS ST qT: qiFs. ..

TErRenffRn | ... frer e TS SR’ g
W‘Tﬁm SICCC I S gﬁ'ﬁm

3. ARrITETROr AT S5 - A A | FAT,
3y qfTNg TErAE — AT SeEw: SATeATd i~
TR |’ vageaa QRATIEAEEIAET | R qoeTs
‘ oS g’ o | SKp. 195.

3. ‘UM-SARIGAGETT - TT0FL:—AT: B | T TRAEIT
g | MR p. 179. FEAIFIIHEASHSRTST
ATAATSAY. .. p. 181. 3T STAWEIT A |

. ‘Frgs: - gaer @it = soft afva: ) sEesarg ety

GRAFYET WA | MA p. 82,
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. ‘ gran-afy €4 . mwgmlmﬁtm
@ gdiag || AW adAw TEwwary ghas
g e wafx | VK p: 85.

& TEIRGIEY B...9%SYAT SR | g5 MiwATATES-
ana: | ﬂr{—aﬂﬁﬁﬁa;qﬁﬁmgﬁn VS p. 165.

Dyuti is ‘ piquancy or picturesquness.’ According to
Bharata’s definition it is ‘ challenge or intimidation.” It may be
that heroic qualities shine in challenging or attacking a man and
the whole situation becomes picturesque and hence the situation
is' so named. Dyuti is also placed in the Nirvahana but the
variant reading for that Samdhyanga is Krti and in view of the
explanation ‘ Labhdharthasthirikaraga, it should be called Kiti
and not Dyuti. The DR takes Dyuti to be reprimand or
intimidation and illustrates it from the VS by Bhima’s very ve-
hetent attack on Duryodhana and his frightening him by striking
the water. The ND takes it to be contempt and illustrates it
from the KR by Angada’s contempt for Mandodari and further
remarks that Tarjana, Udvejana and Adhargana can zall be
included in Tiraskdra or contempt. The remaining text-book
writers are in agreement with the DR. Jagaddhara terms the
Anga as Kgati.

8. Kheda

Definitions :
9. FANETIAIASTS: 3A: &Y IJTEA: | NS XIX. 92,
2. é{mmﬂﬁ’nﬁanlag
3. WAARETEEH: WA ¥g 30§ @ | SD. VL 117.
¥. AAREragEs: #q: |3 | NLR. 35.

llustralions :

¢ o PrEeATEaT gRLan: — ¢ AEY sraishe. .. aoEe
%i rou ’ | o ®TA%: | ND p. 96.

3, g.ageHl ag-Aredwaa . ¢ gefa gId e
fyar @ g Pry 1. el Ry ad=3d 7 N



Crmcal Materlnl Rela.nng to the Samnihynﬁpa 109

san L

a‘iﬂm(l whw@ﬁlne ﬁrﬁmrefe:s‘to
mmqﬁmuaﬁ&uﬁ g WAy g
WERRYUINST JGASHET: %: | SD. p. 308.

1.3qYT WEHIOTY SusSg O - CRA diar s

feaeswaEagaT-... GEFFINTO IR THta qracafy |
NLR. p. 35.

Kheda means dejection or fatigue either mental or physu:al.
The ND, NLR and the SD follow Bharata. The NS remarks that
it is identical with the Vyabhicaribhdva and illustrates it from
the VK by the feeling of depression which has come on King
Puriiravas. The SD refers to the Kheda which Sakuntald expe-
riences while watering the trees. The DR, BP, PR, RS, do
not admit this Anga.

9. Nisedha
Definitions :

2. SRaamrsdaTE: ﬁ'ﬁﬂagaﬁﬁa | N§ XIX: 93.
a. ERaarisdeam: SRST gdswT | Sp VI 118,
3. P sEgaswte: |, ND L 59.
8. SRaarawfaTe: sfe¥e: | NLR 35,

; Tllustrations :

{. 34T FAER SEASE - TS — ( FEROTAASOT
g ) $9C waq . o #ar.. AgHETRISTSIEd. .
sRastere  faaw afgq)’ o= Harmeragad
wegaed fadrg: | ND p. 97.

3. aq1 w9 gaTAEl Rges siq sge: - ))...& ¥ -
FAT SATEEt || A - g ATEST A Aar |
NA:-3F BFZATL FADANE | The FIRTAT on this
¢ ATEdE TN aHTTHE SfasE: | SD p. 309,

1. AT EIAG WFYS: | | MevEOEaETFATS |

NLR p. 35.
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Nigedha means °prohibition or frustration’ and this is a.
situation belonging to the opposition which shows the frustration
of the desired events. The DR, BP, PR, and the RS do not
admit this Anga. The ND seems to admit this but terms it as-
Virodha. The NLR and SD agree in following Bharata,

10. Yirolhana

Definitions -

¢ TR g STRATgAUETTIT | NS XIX. 93,
R. Geeamai gy | DRI 47,
‘3. G AhwEHGag | ND I59.
¢. QEITATATST 91 afgQgagead | oTwEeE e
. HCERO QA || BP 212-34.
W, RITEETAFEGFNAT MO9aq | PR 112.
§. RTgw FOSITe: Tega F TO9T | RS IIL 65.
s, BIAEAGTHA QAR ®|IH | SD VIL 119,
¢. FRATEENTHA AT | NLR 36.

Illustrations :

7. 39T JoOfEER ‘ UWI- T wEaaw, BAd goed TE:
5(??( SETI... FEART A TITRGH TFTATEAT TAFX....
TAIAT T4 ngma‘a&’r Wﬁgrﬁﬁtraaﬁr% |

DR p. 25.

2. ‘T yoirdgR- (gfafyc ) vt fsawEizar saal

RS frd...ad Shfyade qaady qran gt |
SD p. 309.

3. JoiTEER - ‘T AT ﬁqu ...... qrETSaAEt
eRwrhgam: g garfwass s 1 NLR p. 136.

Y. ¢ AW GSATE, AITTG ATAFEATRCAT. TARAT
(@t wArEE  qoeRaRTigs: | uaged
fytamEagRTaEy | ¢ sedaaEd g e 3R
anya: s | SKp 180
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‘nw-mwﬁiﬁrﬂn?.hl..iwﬁm srmvmf?ﬂl
qEEITY BITEEIAGARNTIAE! SUaay | MR p. 180.

Virodhana means ‘ opposition ’ and Bharata understands this
Anga as a situation where there are consecutive speeches due
to excitement or anger. Bharata probably has a specific instance
in view and the particular has been generalised into a term of
universal application. The DR, the PR and the BP follow
Bharata but drop the idea of consecutive speeches and refer to

the situation in the VS where Bh:ma and Duryodhana eXchange'

hot words, and from their tréatment Virodhana and Sampheta
appear to be very similar. The ND, however, understands
Virodha as Prastutajyani which he explains as Prastutasya
Kiaryasya atyayah i.e. difficulty or hitch in the acticn, a sense
which has been accepted by the SD and the NLR. This sense
wounld link the Anga vitally with the action of the play but it
lacks the authority of Bharata.

14, Vikatthana

Definitions :
¢. frsear fqgeaq | DRI 48.
R. fymegar g9z | BP. 212-4.

3. WUEASEO (F¥@a | PR p. 112.
¥. HrATSTE faasaq | RS IIL 66.

Tllustrations :

¢. 997 Jofrdgr ¢ fi— qF wFw OiRE g T
TITGRE srur:rf%r fyat af..... g gAIARRIAHIAISE
Rrcarsa® || @A ﬁrmw‘rsngnatergmﬁmswnrﬁ
FAr4Ta | DR p. 26.

3. ¢ Grgadi- AR s . geriar- REsilon i

© qPiRRAl weElgeE | - aagea AR AT
Wﬁﬁaa ATRIFATIANY | FEa0 suETH- fasear
fa=seag ' gfv | SK p. 189,
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3. ¢ SO - T feawieaE gea | ... W -
fesor fysga | MR p. 181,

8. gEiEEEEl W AETHENETEY, @aee: g
JAT T FAT T T ... AT TR
AT GAFYS AT | VK p. 87.

The DR group i.e. DR, BP, PR and RS admit this Anga
which is not admitted by the NS group i. e. NS, ND and NLR.
The DR explains this as boasting or exposition of one’s own
strong points—an explanation which is accepted by all others.
The Samdhyanga Samrambha of the ND appears to be identical
with this as it is explained as Saktikirtana. The ND refers
to the view of ‘ Anye’ as who admit Vicalana and Vidrava
in place of Kheda and Virodha and is possibly referring to this
school. ‘The commentators Réighavabhatta, Katayavema, Dhun-
dhirdja follow the DR in admitting this Anga.

11. Adana

Definitions :

frosrTTTEARIETAtRY §gaq | NS. XIX, 94.

oTgTA HTENE: | DR. 1.48.
FEAIHIFATEAY | ND. L. 60.
HTETH HHENE: | BP. 2126
$H&Te: ATETAq | PR. 112,

. ATEA HAaweg: | RS. 111 66.
SMgnE ATFTA | SD. VI 121,
AFHAGTAARGTAY | NLR. 36.

NG mFxwp

Illustralions :

g. qmauﬁ;igft‘aﬁw—'ag AT AT HGIIRO:~ TR ATE
A YA samr FARNGATSIAE SIS AATRIREY | Rl
N GAAAT © G .. §AAE.. BN GEEaa
FTANHRINY G ETAATABAE QuETRgray. |

DR. p. 26
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APAIEETTY |’ AW ATATHEIANY | TSR g-

‘ AsrEiTAARARY diftey’ 3Ry ) et ageer-

afmafasfy ' gy dopionamg | SK. p. 223,

3. ‘e —( ATATARIE...) ORI SO SRR )

R FHGTEIAE AW RS TaAEy | o

BIBE  UH@IRETARTT 196 THANT gEIgh-
TAFANTINIATT GHEUIT | MR. p. 187.

. ‘ TgREfow- arafig @el, aowiEr F=H |0 &=

QHEUTEISTA ATH Swsaga war |
MA. p. 86.

4.  (Famafend qa: sfrafy s waawh ) ey

AT FGACI AN FEFEE qq |
& VK. p. 95.
& T ARG . SyRRaeEEda: | o st
TIATA ATH Gaqggaay | MV. p. 224.

Adiana means a ¢ symptom or sign ’ and Bharata takes this

Anga to be the approach of the Karya of the Bija. The explanation
in the DR is identical with that of Bharata and it illustrates the
Anga from the VS, by blood-stained Bhima’s entry with the verse
‘Rakgo ndham na bhfitam’ which indicates the destruction of
the Kurus and the coming fulfilment of the vow. The ND agrees
with Bharata, Similarly the BP, PR, RS, SD, and the NLR are
identical in expression. 'Tke illustrations also show that Adana
is the advent of the Kirya.

12. Chadana

Definitions -

{. AAATATHS ATFY HAG JIGHA WA | NS XIX, 04,
R. BB ATSHATFY | DR 1. 46.
3. PIEA HGHIRAG | ND L 58.
¥. IS A | BP 212:1,

T.5.8
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A S e e Pl A A AT T At SN S

4, FFATA IS49 | PR 112,

§. FAMATRHO S Fod fag: | RS 1L 64.

38 w.mwmﬁ'qﬂ'ﬂﬁﬁ:a{iagqﬁq]SDVI. 122.
‘ £, FYATASS A1 q1gAq | NLR 36,

Illustrations :

| g. quv mﬁ@i‘nw-m@ﬁtgﬁmwﬁﬁﬁl’miﬂ |
= STEATREREEAEESEEAmArgeaq | T F
TR HaE: qﬁazﬁ:rﬁmaamafhﬁr]l) :
20 i R p. 24
| 3. WEIIHTA 37 AT 9 BIEAT AU TEATAE] AL
= frgar...gaas: SRR gEEaEy |’ ND p. 95.
= 3. ‘ qen-divgwi = froae _ganfyar ¢ drargRegE |
frae: Rl oaaRm oo ATEYATAET | IR
- FTATEEIRA IY TS agAEd, € | SK p- 2281
= Q. "I~ G5, TR A T qa: EgAfHg | TS
: oY EHAETHISATHE |55 TAFTATAH T | MR. p. 167, 5
W ¢ (g sPraf aneergrers: fews: ') 9%

SWAMT  TEAAEEES] A GAggR Wu |
MA. p. 66.

§. ‘(ATEA SSHOTALT ) W A, GRATSTHASAIRI. ..

= ar Sl suUE ® T WY | T WEAAHEA-

' afT: | TIE-STHETITAA QA qERI A | i
' | VS. p. 198

!

- l Chadana means‘taking cover’and it is probable that Bharata’s

=8 jdea was that for the sake of the end in view, an insultis
% tolerated and following or the reaction to it is concealed, and
| from this concealment of the reaction, the situation itself is

‘ called, ‘Chadana,’ the concealment. Bharata’s idea of a°

. speech following an insult which has been pocketed for the sake

1

l

|

of the object in view is best seen in the MR scene where the
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Samdhyanga has been located by Dhundhirdja i. e. where Cdnakya
pockets the insult he receives from Candragupta for the sake
of ultimate end. The DR understands this Anga as insult and
refers to the R incident where the King is insulted by the Queen,
and thus by understanding the Anga as humiliation inflicted
on others, appears to drop Bharata’s Kiryartham. ‘The ND
interprets this quite differently as ¢ doing away or washing off
the insult’ and illustrates it from the R scene where Sagarikd
intends to burn herself. It mentions also Bharata’s view of
tolerating unbearable insult for the sake of the -object in view
and illustrates it from the Anangsend Harinandin Prakarana
where Harinandin owns the charge of theft in order to savea '
Brahmana. A third view, that of the DR is also mentioned
by the ND which makes out Chidana to be insult offered to
another. A fourth view is mentioned and it makes out Chidana
to be delusion and is illustrated from the VS by the deception
practised on Yudhigthira by Carvdka, Amongst the remaining
texts the SD and RS follow Bharata while the BP and PR
follow the DR. Amongst the commentators, Katayavema seems
to follow the fourth view mentioned by the ND as he
refers to the Kapatakalpani and Righavabhatta follows some
unknown authority in making this out as ‘ self deprecation and
Jagaddhara confuges it with Adana.

13. Prarocana

Definitions :

. SU=Ar ¥ @9 e s | NS XIX. 94.
2. fagraeaoat wigi¥ier @rad=ar | DR 1. 47.
3. wifdfafy: s=ar | ND L 60.

¥. AT qareae Rgaeat sO=aT | BP. 212-12.
4. Rrgarfomsad sy | PR, 112,

& RrgamfErsa AT WSATAAT | RS 1L 66.
v. sO=T g R dgrrdsgfiet | sp vIL 120,

<. wir=Ar  fyRar dgarasg i | NLR. 36.
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e~

lilustrations :

9. qqr IONEER ¢ qETeH: - 9§ T 399 ... TITA
‘@aim%%ﬂmmn{emftmmﬁaﬁmmﬁ
gfafyc |7 @A AqdrmdaaagfcasaT e
aifaA fageaa g sU=RE | DR p. 25.

2. ‘fygu:- NIRRT @G AN HOW TAATAT 2
serfyar Aay | afta: gamE wadtfy’ wag=a=
- . e 8
AT AT | qgE e g
Wiy T enardisar g | SK p. 204

i 3, CTIST— ( ST ) GTAETE AT BB

FHTE waET™: | | g% fAgaRIEEdR SOwar |

' MR p. 183.

9. ¢ TST- FRgTgeRraTTaaTr. . PERAnaEiTEd B |

A WIFASEIAT TATAT ATH FAFEF wat |
VK. p. 93.

o, ¢ e — &, &A1 Rl . Sgrw  frnaws
FEA TR, .. GEETTGRI@AA Sl died gATel-
@ A fegEmRREeTTed saes aw -
TreagEEaq | MV p. 230.

Prarocana means lustre, relish or piquancy and since the
wotd Sambhara in Bharata’s definition means plenty or prospe-
rity, this may be an incident which is relishable because
it shows the prosperity that is to come. In =all probability
Bharata is thinking of a circumstance which suggests the
coming events, in other words, gives a glimpse of the end
which is soon going to be accomplished. The DR makes this

out to be a situation which shows the events that are yet to
' happen as already accomplished and illustrates from the VS

| el 3 where the Pancilaka describes the Venisathhara and the coro-

nation as already accomplished even whety they are not S0.
The ND is identical with the DR but mentions another view
which takes Prarocani to be an order for honour and reception.
A third view is also given which admits Yukti instead of

R e T T R o O T T T I s e T ol 1T

B riatdieton o bk e -antih e bt e 1S S Liee g ap bl o d on i e

T ey TR
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Prarocand. The BP, PR, RS, SD are identical with the DR.

The illustration given by the NLR is not quite clear.

V. Angas of the Nirvahana Sarndhi,

1. Samdhi.
Delinitions :

?. gEASTHA afqiERnfe | NS XIX. 97,

3. gfegaifsanaag | DR I 51.

3. wfeadiawemms: | ND L se.

¥. @leqaTsaTRay | BP 212-18.

. stSA9IEH g | PR 113

&. @ffgeisigaR: | RS IIL 70.

w. TSRS af*q: | SD VI 124,

¢. TR A9 | NLR. 36.

Hliustrations :

. AT AT - ‘FgA: gﬂuﬁumgan FHTA. ..
AT |’ g@aa ARsEiSEEEfRR | ar T
FofidgR e wafir.. .. aaerarey | ¢ THY-
wHa. ..5aaw gEnfane dve AR |

DR p. 27.
R - Tyl e ) oY, Y | gearfkar
‘w3 frceae fafd ) wag=w et et
qBQ 3-° gEAsgTad Gfrfefifey oy |
SK p. 250
3. ¢ Rgrd®: - ot sHwe s SR
¥ AvigTRd Efgaiagy | siee %numﬁﬁ?f—
FITAARHRAHGTAATTHIATEOTT | MR p. 213,
8. W - Il e gedaasami ... 1) e
AREHEINMgeTAai@T e

WY | MA. p. 90.,




& IAT-SIFST ATEIAHA | AT SSRAAA AGEITAA
GRgAA Gagg® Aard | VK p. 109.

Samdhi means connection, union or link and Bharata’s
definition which reads as Sukhabijopagamanam may be some-
how made to yield that this is a circumstance which shows
the Bija on the way to realisation. It is something, therefore,
which establishes a link between the earlier part of the action
and the Nirvahana. The reading given by Raghavbhatta is
Mukhabi‘iopagamanarh which gives the idea that in this Anga
there is a retrospect of the Bija as it was seen in the Mukha-
samdhi ( Cf. Garbhabija in the definition of Akgepa.). The
Nirvahana shows the Phala which is the development of the
Bija and a circumstance again referring to the Bija may serve
as a link between the Nirvahana and the rest of the play.
The DR and others have dropped the gualification to Bija in
their definitions, but the illustrations and the explanatory
semarks after the illustrations would show that they have
practically retained the word. The NLR substitutes a new
term altogether as Artha 4nd defines it as Pradhinarthopaksepa.
The BP and others agree with the DR. The illustrations
from the R in the DR ‘and also from the VK and SK, the
passages where Kitayavema and Raghavbhatta see this Anga
do not appear to refer to the Bija as it appears in the Mukha, -
are not exactly appropriate; while that from the VS is quite
appropriate, especially in view of the remark * Smarati bhavati
yattanmay? uktam’ etc. It may be suggested that the reading
‘ Sukha’® in the definition of Bharata is probably a misreading
for Mukha.

9. Yibodba.

peiz'r:z‘ti'ans o

¢. e gEar B ET )T IR i |

3. fErg: SRR | DRL 51
3. Prdre: sEEtaiEn | ND 163,
$. G sEamong | BP 212-8

NS XIX 98.




Critical Material Relating to the Snmdhyangas 119
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PP S P PP

8. srami A | PR 115,
FEEFETY AT & | RS 1L 70.
{&ate: Hrdantong | SD V1L 125.

. JFAFAFATOAIAIT: | NLR. 37,

Hllustrations :

2. YT GATARA,  TGIMA. .. 3T 39 I T . Hqwal
FANRAT BRI ' | TTA7 CATTSTSAISEANon -
;| a9 JohEg HA-aEd gEg AT ...
HFATG aIRFAT FOHER || TR PTGTAABIEATA -

. wmfEaTT gfd | DRp. 27.

R AN SAEAT  WEEEAE | S
RrilaarAsagguiamg | agao g - SEeEE
gwFan fyaT: aftwifda: sy | SKp. 247.

3. ° U ... FEAfY Wz e | os]
BIUAT0 IS AAFT | MR p. 223.

B. ‘TIAT-HA T (atter FAIFTH: ~wHraghaar wa-afysarinl)’
AT BEFATONFUET ATH FLAFIFT AR/ (MA p. 9L

w. ¢ IASN— (FARCAISIFG ) BT § WeAT QATIOMEA: ...
GrEmEAiEres: AR |7 o SEREOEEEy am
gaggFIq daid | VK. p. 111

§. ¢ T~ WRAISRI UASE: | SEE AGHS BAW
STAASTERS o7 @ A9 || A FEATOTeAD Q9

ATH GragaFay | MV p. 232

e L A

%

Vibodha means awakening and this appears to-be a situa-
tion in which the characters are awakened and alive to secure
the end. Bharata defines this as the search for the end
through device. The DR drops ‘Vuktya' from Bharata’s definition
and in this all the text-book writers follow it. Thus if the
original idea was that the character concerned sought the
phala through some device it is represented . by wnone. The
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illustration in the DR from the R shows a course of events
moving towards the Kirya, there is' no search or pursuit in

it. ‘The illustration from VS is more appropriate as it
shows Bhima going purposely to Draupadi in order to tie up
her hair into a braid. ‘The ND understands this as Karya-
mimansi and refers to the situation in Chalitardma where the =
arrival of Lava and his behaviour at the sight of the state
of Siti indicates that Siti is still alive. The BP and SD agree =
with the DR. The NLR terms thisas Anuyoga and understands =
it as Yuktakdryanvegana. It retains the root * Yuj’ in Bharata’s
Vuktyi and drops the device and adds a useless epithet to
et the search. Its illustration which shows Rama inquiring
t about Siti does not show the propriety of the epithet ‘ Yukta’ 4
i that it has introduced. Réaghavabhatta points it out properly b
_ - in the $K in a passage in which Dushyanta skilfully elicits
bt 1) information about Sakuntald and. Sarvadamana. The passages
BRL from the VK, and MA, in which Kitayavema sees the Anga
! are merely exclamations, and can by no stretch of imagina-
tion be regarded as instances of search.

8. Grathana

A A “Definitions -

i 9. SYRTE AN TUAF TREMAET | NS XIX. 98.
L . 999 agIAY: | DRI 51, ‘

gud FEZAAY | ND I63. 1

L
A

2 %
4| Y. aud qgIAT: §9Fe%: WANTaS: | BP 212-9.
=R z
= . HEATAI0r Fg9q | PR. 113.
i §. W@ qZIaT: | RS 1L 70.
e . IqFITERE ST S99 | SD VI, 126.
) '{i! | ¢. O FEATIRT [YAY | NLR. 36.
l Hlustrations :
=) |‘!. i : -
E || 0. 2T TATHATY ¢ AT — ¥ @A aRITRY

2hE T | A TN AT ST RS-
i | g | quT F YofeER - arEne, A &g Al
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mﬁﬁé}:..mﬁm#@ﬁ ' | gerda g
FIAABIARAIRATTAIAA | DR. P, 28.

3. ‘o sfrgfy wafe: ’ genfRar gud arggTiaey |
qEmu g-* STRTE Tt g SRETa | @ |

$K. p. 255..

3. ' WHEE: - (@@ ) STAARAEAG REATFATA
TPIRURETEsd TS g || TX SRR
gAY | AW ASubETAa A ECEnd-

 H9UTe | MP. p. 224 (p

Y. ¢ ga5ft- w2 GEaAAIgAal 79 A% AL | NG
I | R T HES AF-TATE T ATH AAF T
waTy | VK. p. 111,

4. ¢ 37 AN ETHIRAST:— ST . . TATRE TR |
o3 HEYAIIEY TqH ATH qraggTad |

MV. . 234.

Grathana means ‘stringing together’ The Nirvahana
harmonises all the threads of the Mukha which are scattered
over throughout the drama and Grathana brings all these
threads together in their proper relations. The plural Karya-
nim used by Bharata and the term Grathana itself suggest
the bringing together of scattered threads. The later texts
except the SD and NLR form a compound of the word Upakgepa
with the word Karya so that the Karya is understood as the
ordinary Karya i.e. fruit In the illustration the DR points out
the situations from the R and VS where the Kirya is mentioned.
The ND, BP, RS and PR follow the DR. The SD uses the
plural Karyanam in the definition and substitutes the singular
Karya in the ordinary sense in the explanation. The NLR
illustrates it by a mention of Rdmd’s achievements. This how-
ever, does not represent Bharata’s idea in as much as these are
several achievements and are not threads of the action strung
together. ‘The illustrations of the text-book writers seem to
follow the view of the DR,
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§. Nirnaya
Definitions :

?. AFYTH BU fA0la: |agFEa: | NS XIX. 99.

~

3. sgyarew g fau: | DR.L 51.

3. faoigisgwaenfa: | ND L 63,

¥. faoaETgy@res: A gafedifia: | BP 212-20,
4. FiegIIEETETR A | pR 113,

§. VYT fAuia: FIAq | RS 111 70,

¢, U@ gAi- SrgyaTEgay | SD VI.127.

¢. SFATTHEIR o | NLR 37.

dllustrations :

1. 99T TAEEA © ANFIUA: .. ]9 gaang |
fgomgRar  fagramafier ... arwsT:  sia: |’
TRA AEITET: WTgYaRy sqTaaataE o |
YT T JONEER, A3, . . HSGIST zaATragas: |- ..
war f qer ...y facar o L. geRw ETgyEe-
SAATROF 5 | DR p. 28.

ROANE: - W, ASHRANGUETEAT | gAY
‘grAmEE: | gEmA  foeaggetaey | g
g-* wrgqaEwad fate: @ggee: | 5/ 1 Sk p. 260, 1

2. ‘@I -0, AN HedwgAT . Faraisha I'...5% Ay
QUIERISSqAH0E: | MR p. 231.

¥. ' qIYEi-uY et erg: @iNd FANET S99 ...
fratitdr gafade: | ... sagyqadsgatoEr am
|RgqFEFT Aqfa | VK p. 112

4. T~ TREY FAETHGL AR Bl || o
AMIGAFATSATATIHOT A7 Feagaaad |
FiFay- ¢ AATgIoEEE eed fang: | g |

MV . p. 235,

-



Critical Material Relatmg to the Samdhvanqas 123

e i mef e B

‘\Tlrnaya means ‘deﬁmte of decxswe or convincing statement.’
Bharata’s definition makes it a narration of experience and it
is difficult to connect the two meanings. The decision or
conviction may be brought about by the narration of persanal
experience i. e. first-hand evidence in some plays, but not in
all. Here is a case where the definition is much more res-
tricted than the term and is true probably of the particular
incident envisaged by Bharata. The DR, the SD and others
have incorporated: both the meanings of Nirpaya, conviction
as well as narration of experience, in their illustrations. In
the passage from the SK which illustrates this Anga accord-
ing to Raghavabhatta, there is conviction and a parration but
not of the marrator’s experience. In the illustration shown by

Katayavema there is neither Nirt_gaya nor narration of experi-

ence. Dhunihirdja has apparently an altogether different
definition in view and the text of his commentary as it is
printed appears to be corrupt.

5. Paribhasana
Definitions :

¢. qftaTsEa FEaTagIg: TR | NS XIX 99.

3. qftwrar fagy e | DR L.52.

3. gftamn &faegsg | ND 1. 63.

. qftareEa JEnagig: TRam™u | Br 212-21

. gitareT faey sew: | BP. 212-22.

§. faa wead afarar | PR 113

e, qRATT A=A FeTaRgar 94915 | RSIIL 71

¢. F3fa afaTeo-afargE® aEa | SD VL1128,

Q. qftaTgEq afwmony | NLR 37,

Jllustrations :

§. 9T TAFAT ¢ GRS~ . FAILET. A A g
g |’ ... ATEAIET ... SAATSY AT
TIAAT AT | 497 = JoiEere * Wid—
¢ gt Jarta TEt @Fd .. ENRAT EwSEt Wge. .
qUEFFIO, | | TARA ATIUNEATIOR | DR p. 28.

e AL
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e s & D
’ “-

P e e

o

R.gwr-fiR, wmiafe’ galRa  (Tgeer... f A
feeafafi * | ) cagma afcameor argrgefamy | @
g-‘ Ay éa-eqﬁmqrg:qﬁ-mm’gfgl "

K p. 255.
¥ WITEuagsE: (P22 to P 230.) Ry
TRATYo e | MR p. 232.

8. ‘Saeft- 3oty wER: ... qaTaT e g

a3 Rt sieTaTa TR WIw EesagEE WAty |
: VK p. 115.

4. JIT AYAYEEAS qETgAT Sy Tw- ¢ 30y L. a9
aT gt fr:edd P argargror Wy | ND p. 106

&  FH:—ATAR AT, .. FAG@NY a7 | HF Preisoraey
TRATT AT GAFGFIT | MV p. 235,

Paribhagana means ‘ a conventional sense or an expression of. =
censure or admonition.’ From the definition given by Bharata

it is clear that he uses it in the last sense. Paribhasana will
therefore be an expression of censure and in this situation
the characters are in a mood which is the opposite of that
shown in the situation Prasida. Realisation of a mistake
would result in this expression of cemsure, especially of self-
censure. This is one of the many moods which may be
present at the time of the Karyasiddhi. The Paribhisana and
Prasida are but different ways of the rounding off of a plot,
The DR drops the idea of censure and understands this as mutual
conversatjon. The PR follows DR and BP. The RS gives both
the views held by Bharata and the DR. Raghavabhatta quotes a
writer who is obviously a follower of the DR. The ND under-
stands it rightly and makes it out as self-censure. and
illustrates, it accordingly. The NLR illustration is not
appropriate as there is no Nindana.

6. Dyuti

Definilions -

?. Tegwrde waw gRfehnday | NS XIX, 100.
3. Ffaesardmaag | DRI 53.
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. Bfd: /A | ND L. 64.

. FHfSsaraawd TREG%r g a1 | BP. 213-2.
SITRAOHTT FA: | PR 113.

. BT TemagRadsTong | RS 1IL 72.

. FIIFNAA Ffa: | SD VL 129.

. Swaigatemad gia: | NLR. 37,

dllustrations

¢

R

?

. TYT EATTEAN] ‘TAT-%Y I3A1: @G A TG-A4. .. 4T
TEST AT T7YSH A @AY | TEAGNGT S
TalaE U ghesd  SYeRRrREaifd | e =
JoftiEi ¢ - oy @y Wy gt ¢ whins
Arqaafasta | | A sRsseniisage: R
%T07 Ff4: | DR p. 29.

. IFEL-HARY: @y W AhE wEer’ | o
FiaatagaIfany | agaug-‘SsrwEde Tad Hlaikd-
fadiad =@ | SK p. 262.

. ‘TR-AATET] OF FFIAAGEER || 5] SeaTRaGeor
HiTATATEH | MR p. 314,

8. ¢ qRETAS- AT Haq|- AN FEETAT CANTTIGCEEA: |

TR BEATr WO GRNOERl 1| A @S
RuisToneniaaTy aagyFs Wa™ | MA p. 105.

W, ‘ereatr—(39%iadw) fFegar g gauaier agiaRn

&

q99 |’ @ geadE Rydsong SRR avawa
wafw | VK p. 121.
. ¢ Rrarfi- ARSI ... ATAED ... TR

AU wIAMITCsaNEEg | o9 gsafRgdisor
FAATH GAFIFAT | MV p. 236 ;

Dyuti means °‘ brillance or picturesqueness or lustre or

P

. splendour’ and it is very difficult to see any connection
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between the term and the meaning given to it by Bharata i.e.
Labdhirthadamana. The same term has occured before in a
different semse. Riaghavabhatta appearently is quoting Bharata
and his reading is Krti. Even this alternative reading Krti
does mnot solve the problem. The word Samana in the definition =
of Bharata also varies. Dyuti would bring it nearer to Amanda
and it is possible to distinguish between the two by under-
standing Dyuti as another mood, a mood of joy prior to
Ananda which is realisation itself. But this goes against the
definition given by Bharata. If Krti is achievement then:
consolidation of gains is real achievement. The DR follows
Bharata and its illustration from the R refers to the. King’s
acceptance of Ratndvali and Visavadatt?’s request to him to treat
143> her well. Here the opposition has disappeared and the union

o K is sanctioned by Visavadatti. The ND gives three views one

{1} 45k with the reading Krti and two with Dyuti (1) first it follows
f the DR. Samana is understood as Paripdlana or pacification.
(ii) it states that Krti is Pratikilyadamana and illustrates by
referring to the situation in MR where Rikgasa is completely
won over .and accepts office at Visnugupta’s bidding,
i1y (iii) the third view which understands this as situation
i1 in which there is a pacification of anger.

7. Prasada.

Definitions :

7. GENIYTEEIH: qE1E 5fy Woaw | NS XIX. 101.
3. yarg: 999Eay | DR L. 52,

s 3. ¥qRE: | ND L 64.

kil ¥. SET%: TIIrEAg | BP. 212-22.

u. GIYTEA FE1E: | PR. 113,

il §. FAMYATE FAEATG: qaAEq | RS 1L 71

1% & s, FHATE FETF: @ | SD VI 130.

g\ ¢. FHATYIGIATA: F@E: | NLR 37,

i Tllustvations :

ks g. qoT AT~ 39 @eaar || sy gfEe |
| ¥ Yofider ¢ -, arETETSAd, Rear T9]
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e —————

s s N

fggowan | ° gEAw  Hvr HAiAr e Ty
gfr | DR p. 29.

3. ¢ Arfr-as, SRR gEnfEAr ¢ s Fa
TaSEUHEIIEg | ggwe g - gEmgeETar
wargEg gawar  gfa | SK p. 262.

1. ¢ aaT Tgft AvrenEha TaE: || 5§ ST agaan
RTITAEY TAYTEAY | MR p. 233.

¥. ‘qifli—( Arefasi aw g ) [EANER: frafRagar-
geu qATE  wdisefaiy | @ sfegeTFATSETRY
AW GAFIE WaTd | MA p. 105.

u, ‘T 6 gl SwRaiy wEeeE.. (e
wATE | ) 9T TAIEATSIETE] ATH SAFYS A |

VK p. 114,

& T A .. G4 . qATFE  FIATIAH..«

9 TAITEARAS: TAIST ATH GEAFHEH | MV p. 237.

Prasida means ‘propitiousness, graciousness of disposition,
absence of excitement’ and this appears to be a sitnation in
which the characters, about to realise their desire, are in a
joyous, happy mood or the senior characters on whose sanc-
tion depends the fulfilment are also in a mood to give their
consent to the events that are taking place. Apparently it
appears that this has nothing to do with Seva or Paryupasti,
as the DR and the ND have taken it. ‘The PR and others
follow DR in the definition and the illustrations. All the
illustrations however show propitiation rather than service,
because in these situations the characters are in a joyous

mood, their wishes being fulfilled and their desires granted.

Seva is not seen here and the illustrations appear to follow
Bharata.

8. Sama.

Definitions <
g, pEEETH 7g § 9 @ e | NS XIX. 101
2. GwaY gatwta: | DR L 52, '
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1
il - e
1 3. gwEr grafai|: | ND L 64
| i ¥. guat grafaa: | BP 213. 1.
o 4. GETANA GHG: | PR 113,

it §. GRAT FEAN: | RS L. 72,
£l . GRAY gt | SD VI. 132
HH ¢. FHOrasas aua: | NLR 37

£ L {llustrations :

| 2. AT TR AEAG A~ (CATSIATIHT) GAH AR
SHi afifa® || g@em  wiERaEnRa gt
R . @HE: | 39T T AEER - VT, FAEHE. . AFSATIR
A gt 5 gady emaT || sRW g
g4ty | DR p. 29.

3. ‘ FgET-AERERSH sl adgaawiae 5T 1
SR W ATATEFIAT AETHAY ... 99T GIGHATEATT  q°qT
- GWTeAT Tad. || oAd qEATeIaRgI ey | agaem-
¢ grEeaaAY a%g G949 | faea’ gfy | SK p. 258,

CiguEe . (FEY) o4, @OWEEATE 99 | A| a
HETEHAT... (SCAMTRGT o1 J9o@ afsd ¥ |17 3% .‘

e A

£

" | ‘ g:ﬁﬂm gHY: | MR p. 305, ‘
2l ¥, ‘Sdeh-orEt ot ¥ grmaaRatnT | o grafafntae
audr ATH =IFHED WA | VK p. 119,
=Rk . ‘gUTH . AN FATER ... A O YA AR AAQ>
fadmgafly || o9 g EINHARTs: GHAT A9 aRTg-
143 MV p. 24
| gFaq | p. 240
= [ i Sama in philosophical literature means Quiescence, peace
[ e or pacification of grief and this appgars to be a situatiom in
B R which it is shown that all the troubles for the principal
=k characters are over. The DR and others agree with Bharata in

et understanding this as disappeagance of misery. The NLR
e i i understands this as Virodhapraséamana and points out as am
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Allustration the situation -from R -where Viasavadatti gives up

host:le attltude and presents Ratndvali to the King |
-tikmg him to treat her well as her relafives are ‘far away. !
This makes Sama identical with Krti as mentioned by the ND
since both these situations show Pratik@lyasamana.

9. Ananda.
: Definitions.
?. GHRTRY ASATATHAR: ag-ﬁf’&a | N§ XIX 100,
R. TR FIEFaEIN: | DR L 52.
2. ATART TTSTEEH: | ND I 64.
®. FATART afSBaETE: | BP 213-1
., FfFaTdthTaFT: | PRp. 113, - '
i SRR S | RS | m 2.
9. TR FTf>amrs: | SD VIL 131, -
<. AXGATH ATA+Y: | NLR 37, .

Tllustrations ':

2. aar AN © TAT-A9TE iaﬁl (muﬁrqqrﬁ)
9T ¥ ?alvﬁa{& Fiogt a1y RrgaeRd s, . g9
e || (Fmraanfy ) @t nifacemadt-
IR EaH ARG TS #41 MHATLTA: | DR p.29,

3. ¢ gl .. . AEEAETgERETRY 83 | erdgw:

g || AR AT AF SUTRAY | g g=* e
ToRg ASAATATAS: @ g Breda  IRY | SKp. 251,

3. ‘ger-frfteasrersiy g giy...a9d oF |...(Tored)

A, TZIIN: wormte ) gd fSwarEmiRa: |
MR p. 303.

3. ¢ T - ATTTEAHTAT T 9.« .sr'%fqﬁml
TBTAEATAR ATH GAFIH Aqq | MA p. 105

4. ‘TH-ILATART IR0 TR e A AR TAE T
ATH FREAFES® WA | VK p. 119,

8 =9




130 The Sathdhis and the Semdhysiigas

i~ ~—~

§. ¢ quor- Rz, farERa T TSR
RO | aESRY W T T 1| S ATy
AR S | MV p. 235.

Apanda means ¢ joy or delight’ Bharata has named the
gituation after the feeling of joy which ‘ Arthinim Samfgama®
produces in the characters. The DR. ND, BP. RS. PR

and NLR agree,
10, Bhasana.
Definitions :
Y. GETATEYS WO geaY gt | NS XIX. 102,
. WA wigopy | DRI S3.
}. WISW FTRETAIRS: | ND L. 65.
Y. WATQYE GFTTY 9ieATsaa | BP. 213-3.
4. STASEIGAGAARTATIOR | PR 113.

§. WEWTATE, SqTEATA WTqUr-| RS III 73.

». AWIIATY Wopy | SD VI134.

€. STMATEITEEYN Wrwur wreony | NLR 38,

Jllustrations :

9. JUT TATTAT—TSTT-o7a: ety R, avay Rew-
TECAEHAT  TTRAGHTTS | oo GEAA BTATHAAATR -
STATENUITAT | DR p. 30.

. AT TIATARATHIR TTATE ¢ AR -THA qrgAa=:
fead ditaT TSR, . O $IE T TR AN
TYHTFIE TATRI TR (A TAAAT TGO HA—
STAGHATE WINUIg | RS p. 236. k-

3. ¢ e~ RrsEE, %1 R | ow SEse | 5% SwewE-
FRIEARATEFH | MR p. 312,

8. ¢ seEri—~(ArefreTgie) sy Wik || o agwTAy-
wRfr aagae wafy | MATp. 106.

i
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. ¢ wR T W )T R . |
gasrE @ ... gAwfker fsar |’ o ww-
SRIGRITAATHINO, ATH GRaggwq. | MV p. 237.

Bhigana means ‘conciliatory or kind words® and this
appears to be a diplomatic speech which precedes realisation
or skilful conversation which wins over the other party and
makes the realisation possible. Thus Bharata’s definition
that it is a statement containing conciliation or gift may be
understood. The DR understands this as acquisition of honour
and illustrates from the R by the final scene where the
King is shown to have secured Kfimalibha and Arthalibha.
The BP agrees with this. The PR understands it to be
consent for the events happening. The RS seems to have
understood this as praise since the illustration is the praise
of the Raghu family by Vasigtha, The others follow Bharata.

11. Parvavakya. ="

Definitions :

?. Qi g R adieEeEeET | NS XIX. 103,
. ®MEEM: gFura: | DR 1. 53.

3. WWNTE: FATAAY | ND L. 65.

¥. STAE: qRTE: | BP. 213-4.

4. SEHEEAA qAAT: | PR. p. 113.

S agwn (o 1) e g 31: qEwTaEg | RS 111 73,
». qEaTEIg AR qehﬂ\nﬁq‘qﬁﬂ | SD VI. 135.

¢. wisitgred gaameaq | NLR p. 38.

Illustrations : )
Q. AT AR ‘At - oF faer: witva: aufy
N Tt SwTony ... ATHOIgAR? GAMen | TR
‘ gREUWT TSt faan ¢ srde qeeaceen-

fasmmgufee ammagea sdar@wE iy |

DR p. 30.
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3. ¢ soET-geg wER: | g ¢ s !ﬂﬁ!
AT TR | T g - ' gl P
FTAiFaaRTs: | g | SK p. 249.

3. ¢ Toreg: - Mg, fEgEmEEOEEd | ﬁs’lﬁlwﬁ‘
AR |7 gfiesEgad qEaTET A | MR p. 313

8. ﬁmmmaﬁnﬁ«ﬁmm..m
mwﬁmﬁmrmﬁwm
w1 3 aeaEE® WAk | MA p. 9L

4. WP TEATTARERPATR TR SHTETR
ﬁ&&tm—mwmﬁmﬁmm&m ¥
HATHETIAATEHD: TIATAY ATH FaF g | MV p. 238.

Pﬁrvavékya means an ° earlier sentence ’ and this appears to
I be a passage in which there is a referance to earlier statements
e

AL R R

or incidents. The SD takes this view. The DR understands this
as the sight of the Karya and the illustration from the R is
accompanied by an explanation that the Kirya -as " cherished e
by Vafigandhariyana is seen by Vasavadatti. This explanation
_ is completely at variance with the term and the definition of
i g DR. The ND reads Pragbhiva instead of Parvavikya. The ND

il i gives an identical illustration with the DR and its meaning
| also is the same. According to a view quoted by it, the Aﬁga'
consists of the sight of an expression very similar to oné
which has been used in the Mukhasamdhi. This view really
brings out Bharata’s own idea and the illustration in the ND:
[‘ , from the MR is quite appropriate., The NLR understands
the Anga to be the bursting open of the Bjja but the illustration
ik from VS where Bhima refers to Bhinumati’s insulting language
i-‘ ; in the Mukhasamdhi shows that it is really a reference to an
118 earlier incident. The PR agrees with the NLR. The RS defines
it ambiguousiy as the sight of the Kirga in the carly stage
It The BP agrees with the DR. The comnmentators take the Anga,
i to be Parvabhiva and follow the DR. ‘

3,
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412, Upaguhana.

Definitions :

?. ATHTE T ERORAAGIER | NS XIX 102.
. ergganii: SWE | DR 1. 53.

3. srgarty: SRygaq | ND 1. 64,

¥. SgI@ATN: SITEAY | BP. 213-4.

. FrggaTANTRReEaq | PR p. 113.

§&. sSqIEALyasri: | RS IIL 73.

. FFAGIIEAY IATELIATENTIN: | SD VI. 133.
¢. ATYAAMARIIEAT | NLR p. 38.

Hllustrations :

¢, quT Yol —¢ (ATA ) AGEATATTIATE @,
QRIS . A agshatr.. . Rewaa |
PRAICIATIRIIEANR | SearuHATS R
Wiy | DR p. 30.

3. ‘TH-A1 @REgwaRa | B9 JRieHad | R ﬁw*m
TOIEA: ) FANTEACHOAFRGIAA, | TS -
¢ rgagae g a1 SrfetapgeEa R | SK p. 248,

1. ‘ST, UK | FAGTAEES RS TG TR
fareft | EREEAIENTRIGRIER ATATHH | MR p. 304.
8. ¢ - b g Wy Poy Rrgedare: || @ Agga-

MIREIIEA ATH GaFYS Haq@ | VK p. 117,

4. ¢ K -OETRIGATRA S Srer: gAwar:.. Rt
R gaE wRwE My | o MRS AFhaaE-
WY | MV p. 233. '

The word Upagihana means ‘hiding or concealing ’ but it

‘has been taken as showing ‘the appearance of thc_marvellous.'

The conpection between the term and the sense is mnot
quite clear and it is quite probable that Bharata had some
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SR RSN e T e R
typical situation in an old play before him from which he
picked up the term and has used it. The illustrations offer
no help and the commentators have taken this to be appearance
of marvellous according to the precept ‘Nirvahane adbhutam.’
The DR, ND, BP and all others agree with Bharata.

48, Kavyasarmhara.

Definitions .

. FCATATEHTN: BTEIAER Fa | NS XIX, 103.
]. T ST=9EEC: | DR L. 54.

. $Ra grgafuem: | ND I 65.

FINZIASTATY : BEGEIC 854 | BP. 213-5.

SRS : §gC | PR p. 113, é

TRYATGITAATEIEE I FHGaEHIA | RS IIL 74.

TCAGTAGFATIN: HISAEET §990 | SD VI 137.

. FUAZTAGEATIY: SreaEgC: | NLR 38.

Illustralions :

. ‘Y ym REETEORA’ IEWMA FAEELTHNAT-
TYRIAT | AgEO g TAFAEEAT: BT I59
g | SK p. 263.

3. ‘TUEL-TEn: WEWERAn | g8 fiwaal gErrda
frosional AT SRAEGEER: Qg A
99 | MR p. 307.

3. CEHAIGUETAl ATEEl syAdl A g Wit
JTH TERTAA ISR A9 @ g g AT |

' VK p. 122.

Y. ‘f5 aEaTEAn® .. . ATASTAGEAIN: BISTHET T5Q |
VS. p. 210.

IR

47. . Prasasti.

Definitions :
{. FeigwaThas sufecfintad | NS XIX. 104,
3. safia: gweEaq | DR L 54,




&mwm to ﬂn-‘&Mﬁ

R wofRa: gwdee | NDI 65.

g, m&ﬁwﬁmﬂm BP. 213-6.

., FASEAq Sfa: 1 PR p. 113.

§. WorRUETTHERTTE S ml RS II1. 74.

v. geemfyhag suRecfida | SD VI. 137,

¢. guRTREETRE Ry SR
gaiftE: | NLRp. 38.

Jllustrations :

?. quT YORFER — AR FAT. . AAGH ATTHT |
= gasraarsTaRa: | DR p. 31.

R ¢ sadai wpfRaE @ifds: || oda SR
afigRd | agaUETTAR - ¢ afivgeEi sat
ey | g | SK p. 264,

3, COwr-TEdA @d el o TR w1 W
gsEd SETEAl faguErTRaARs | MR p. 316

g, ¢ ARG, .| | STAArTERREaAE A
sEAITRAAT  GAgge WAl | agwd- | TR
gwsieay | g | MA p. 108.

CHTH TN w3 San | o gHIEAn
FATEATT GIgFg® WA | VK. p. 122.
. Kavyasamhara and Praasti have been understood much in
the same way by all the writers. They are mnot vitally /
connected with the action of the play mnor do they form an
important part of the construction of the plot. They are ways

of rounding off the work. Kav yasamhdra brings its conclusion
and Prajasti brings blessings conferred on the audience.

Appendix

(1) Reconstruction of the Samdhis in the light of the
gamdhyangas as enumerated by Bharata.

( 2) Essential Samdhyangas.
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; (i (3) Dramatists’ knowledge and observauce er;t.h;’.' theory.
L (4) The treatment of the-theory by the commentators.

I. Reconstruction of the Samdhis in the light of -the
Samdhyangas. ; ;

Mukha Samdhi :— Taking into consideration the scope of
LR the, Mukha Sarhdhi as explained by Abhinavagupta, ° Prira-
2 y shbliopayogi yivdnarthardéih’ a glance at the Samdhyangas
will show that they probably belong to this Samdhi, and that
they are organically connected with it. ‘Thus the start, then
the attendant circtimstances and the completion of the Bija,
would themselves form the initial stage. Fascination would
come as the motive for the struggle for the attainment of the
end. Manifestation of the Bija with greater intensity would
clear all doubts about the Bija. Skilful survey of circum-
" stances would precede the deliberate step and as a result of

. the latter, there would be the approach of a pleasurable cir-
cumstance. After that may begin the brooding consequent on
the glamour of the unknown, and afterwards a situation might
occur which would be the sprouting up of the Bijs, and after
a sitnation which elucidates a complex of facts, a step towards
the end may be taken and the play might begin. Thus

1. Upakgepa Start of the action.

2. Parikara Attendant circumstance.
| Wl it 3. Parinyfisa ICompletion of the Bija.
j \i i | 4, YVilobhana Fasoipation exercised by Phala.
- H 5. Vukti Skilful survey of circumstances,
\ 6. Samiadhidna Manifestation of the Bija with greater
‘T X intensity. A
7. Prépt Approach of a pleasurable circums-
i tance.
i 8. Vidhina Deliberate step.
bl 9. Paribhivani  Brooding consequent upon the glamour
| ‘ : of the unknown.
": i " ; 10. - Udbheda Sprouting of the Bija.
Ak “'11. PBheda Elucidation of a complex of facts.
‘: 12. Karaga

Direct step towards the end.
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All these Samdhyasgas give a gradual development within
the Samdhi itself, and in this way it can be shown that all
the Angas are parts or avayavas of the Semdhi, although not
sll may pe necessary in any given play. -

Pratimokha Samdhi : —Taking into consideration the fact
that in the Pratimukha Samdhi, the Bija 1s prominently seen
only at times while all the while there is a steady, if
unobserved, development of it, it will be seen that - all the
Anges are properly placed in this Samdhi. Thus at the
beginning of this stage, whith is an advance over the Mukha
Sarhdhi, there is Vilisa on the part of onme character, the
hero or the heroine, the character might at the same time
be pining, or both might pine or there might be sign of
some harm and hence there is Tdpana. Vilisa is followed
by Parisarpa or search, and the meeting of the two chara-
cters, gives scope for Narma, Narmadyuti, Pugpa, and Pra-
gamana. After receiving some set back, they might think of the
means to the end, Upanyasa. But this represents one side of
the picture for there is a shady side also. The progress of the
love affair is checked by a counter current represented by the
remaining Samdhyangas. Thus Nirodha suppresses or controls
the progress and throws it into doubt. Presumably the seniors
: or the semior Queen appears and takes the hero of the amour
; to task in Vajra. The hero realising that the secret is out,
| tries to recomcile the enraged character by entreaties in
Paryupdsana which are not accepted, at first, in Vidhita.
This early stage gives latitude for stage effect and hence
Varpasarhfra, Pragamana and the like Angas are included. In
this way the second stage might be completely worked out and
thus it would also be proved that all the different Angas
properly belong to the second stage. The Pratimukha shows the
Bije 25 Drgta Nasta and these two aspects might be represented
by the Samdhyangas in the following way:—

Drgta

Vilgsa Effort or desire for the gratification of love.
Thpana Distress or sight of harm.

Parisarpa Search.

Narman Humour,
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Narmadyuti Laughing away of faults or reverses.
Pugpa Gallantry.

Upanyfisa Hxpedient step.

Pragamana  Repartee or appeasement contributory to loves

while the Nagta is seen in

Nirodha Suppression.
Vaigu Cutting remark.
Vidhfta Spurning away first advances,

Paryupisana Appeasement.

H
and the whole at the end is made picturesque by the assemblage
of castes. This will also show that Bharata primarily thought
of a love intrigne—a Kamapradhina riipaka.

@arbha Samdhi:— When it is remembered that in the Garbha
there is Prapti and Aprapti, and that there is a search after it,
it will be seen that here the plot is hampered by the opposing
forces that come into. play and the intrigue develops and is at
its highest. Thus the Abhftdharana and Méirga give the action
of one party. ‘For success it might be found necessary to win

some persons as shown by the Sarhgraha. Rapa, the conjecture, -

would give uncertainty and if there is slight success then
Prarthand and Udsharana are but natural. While this is going
on, the opposition is trying to be effective. They proceed boldly
in Krama. They are trying to counteract the Abhitiaharana by
the Adhibala. They may find something unpleasant and then
there would be Totaka. Due to the unexpected success or the
intervention of the other party there might be panic or fear,
the plans of ome party being frustrated. Anumina would be
the confirmation of Riipa and the action that has come to a stop
might receive fresh impetus by the sudden emergence of the
Bija into prominence in Aksepa. These two sides may be
constructed as

Abhftiharana ' Resort to fraud.

Margza The time-honoured way of truthfulness.
Samgraha Winning over =

Prarthana Request,

Udaharana Statement of excellence or distinction.

Riipa Uncertainty or conjecture.
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This would give the Anvesana and Pripta aspect in the
Garbha while

Krama Bold manner of proceeding.

Adhibala  Superior wit.

Totaka Angry speech,

Udvega Excitement.

Vidrava Panic. ;

Anumina  Confirmation.

Akgepa Sudden emergence of Bija into prominence,

give the elements which make the Bija Aprdpta in the Garbha.
The entire stage might be looked upon as a tussel between the
Abhitaharana and the Adhibala, It is also quite possible that one
and the same party might use Abhftiharana and Adhibala and
can have matters all in their own way. If they belong to
different parties, an interesting conflict is the result. These
two situations may be at times larger situations of which the
other Angas may form minor parts. As the definition itself
tells us, it is the Adhibala that succeeds and since in the Garbha
the progress of the action is checked, the Adhibala in all
probability belongs to the opposing current of action. This
again shows that the Sarhdhyangas are the material out of which
a Samdhi is built and it is not any baseless enumeration
of incidents.

Avamarsa Samdhi:—Avamarsa is the stage after the Garbha
in which the plot is checked and a stage before the Nirvahana
in which the plotis carried to its end. So in this stage it is
natural to expect the effects of the Garbha as well as the signs of -
the Nirvahana. Looking at the Samdhyangas some indicate the
disappointment, anger, fatigue due to the opposition and fru-
stration which was experienced in the Garbha, Thus Apavada
and Kheda show the effects of the Garbha, In that very mood
may come Vidrava, Sampheta and Dyuti-and as a general
result there is the prevention of the desired event in Nigedha,
All this humiliation is concealed for the time being in Chadana,
in a diplomatic way and the characters think of the ways to
gain their ends. Here begins another turn and Prasamga which
is devotion to elders, may come as a sort of ccmpromise; then
Vyavasiya is the action which leads the characters nearer the

.



140 - The Samdhis and the Samdhyangas

P e

P T N T P . o S B s

~goal and Adana is the sign of success. Sakti removes the

obstruction seen in Nigedha and as a result Prarocana gives the
glimpse of the Karya. Thus the stages of the Avamarsa can
be divided like this :

Apaviada Declaration of faults.

Kheda : Mental Fatigue.

Vidrava Gross transgression of decorum.
Sampheta Speech in anger.

Virodhana Consequentive speeches due to excitement.
Dyuti Challenge.

Nigedha Frustration.

These may be called the after-effects of the Garbha. Then

Chidana Pocketing of insult.
Prasamga Devotion. to elders.

Sakti Removal of obstruction.
Vyavasiya Use of power.

Prarocani The beginning of the end.
Adina Relishable prognostication.

give the preparation for the Nirvahana: Owing to a misunder-
standing, it appears that probably many of these Samdhyangas
have been misplaced and the organic connection between Samdhi
and the part of the action which it shows and the Samdhyangas
has not heen made clear by the later writers. As they
understand them- the Sarmdhyangas may be found anywhere.
And then there is no reason why they should be restricted to the
Avamaréa alone. The later writers do not give us any insight into
the art of construction, which a study of these Samdhyangas
ought to give.

Nirvahana Samdhi : —Taking into consideration the fact that
the Nirvahana is ‘the last stage in which the realisation of the
Karya is shown and also the fact, that as a rule a Sanskrit play
is a comedy, it will be seen that all the Sanidhyangas are properly
placed here. The Nirvahana begins to show the Artha laid out
in the Mukha and the two Samdhis are vitally connected or in
any case ought to be so counected. The Sarndhi gives this




Critical Material Relating to the Samdhyangas 141

s

comnection and keeps up the continuity. The various threads
are brought together in Grathana. The Vibodha introduces
ingenuity or crowning efforts. Sanskrit dramaturgic theory

requtires Adbhuta in the Nirvakana and the Upagihana gives : -
it Lurking doubts are settled by the Nirnaya. Sama puts -

anend to all misery. Krti and Ananda import sure possession
of desired objects and consequent realisation of the Phala,

Bharata has also taken into considération the various moods
in which the Phalasiddhi takes. place. Prasfida_and Bhégana
embody graciousness of disposition. Paribhdsd brings in self-
censure., The rounding off of the play requires Sarmhfira and
Prasasti. Thus no Sarmhdhyanga is ont of place hefe and these
form the material out of which the last phase is to be worked out.
These Samdhyangas show the internal development in the Samdhi
itself and the develupme::t might be traced as follows.-

Samdhi Lmk coming up of the germ, retros;:ect of the
' " Bija in its early phase,

Vibodha Ingenious search of means to the end.

Grathana Gathering together of the threads.

Nirnaya " Conviction of a personal account

‘Upagithana ~ The happening of a marvel.

Ananda Realisation of the desired end.

Sama *  Escape from grief.

These give the action, while

Prasada Propitiousness.

Bhasana Conciliatory words.

Krti Achievement—consolidation of gains.

JParibhigana Censure.
Prrvavikya  Reference to earlier events.

give the moods. Pharvaviakya also establishes the connec-

tion of the Nirvahana with the earlier Saridhis. Kavyasamhira

and Prasasti mark the end of the play. This again shows that
the Samdhyangas are the Avayavis of the Samdhi.,

II. Essential Sa:»dhyaijas,

This reconstruction is not intended to suggest that all the
Samdhyangas are essential. To think like that would be simply
following the old commentators like Dhunghirdja and others,
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L it Distinction mnst be made between the Samdhyanhgas that are
| essential and those that are not essential. Even to those old
o R text-book writers all the Angas of a Samdhi were not essential,
L and the DR and the SD have given lists of Pradhina Samdhyas-

A | gas in a Samdhi. It is not quite clear, mor have they given
'.?-1‘ any hint, as to the principle that they have followed in disting-
i uishing between the Sarhdhyangas as Pradhfina:and unimportant.
i Their views are as follows:—

'wll' hi - .
= L {. I RTRITRSTIRATG IR aATI AT -
‘ w/ifad® | DR p. 11.

2. QAU ¥ T qRETTIHRANGEIS ST |

: DR p. 16.

e e el

DR p. 21.

] W, CIAFAT . TR after G, STREEK and
| wafer | ND p. 104, 114, 115.

:_ (1) Mukha : The text-book writers themselves have said
that in this Samdhi Upakgepa, Parikara, Parinydsa, Yukti,
Udbheda and Samadhina are essential or important ( Pradhdna ),
] which means that the remaining are not essential. It may be
1 bl suggested that the Pradhanya of Vukti was not accepted by
gL Abhinavagupta and he was right in saying so. It is too much to
| expect the presence of all these Angas, yet it is to be admitted
that all of them appear to be related to the main action. Just
as Yukti might be dropped, similarly either Vidhdna or Karana
might be present and the same might be said about the Angas
Vilobhana and Paribhdvani, Samdgdhina and Udbheda. Prapti
has been rightly regarded as not very important.

1414 (2) Pratimukha : Here too, it would be too much to
= | expect the presence of all the Angas. The text-book writers
t hold that Parisarpa, Pragamana, Vajra, Upanydsa and Pugpa

|
1 are Pradhina. It may be said that in a love play all these
= I\ |3 might occur, yet to make the theory applicable to all plays in
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general, only essential Angas might be noted. The essence of
the drama is a conflict or struggle and from that point of view
enly Parisarpa, Tdpana, Nirodhana, and Upanydsa appear to be
essential. The others are of a general nature and even in a
love play all of them might not be present, much less in
other types of dramas.

(3) Garbha : In this Samdhi, the text-book writers hold
that the Abhftfharana, Marga, Totaka, Adhibala and Akgepa are
Pradhina, and it may be said that this enumeration is fairly
correct, since, the drama is essentially a conflict and this
conflict is at its highest in the Garbha. From this list-Totaka
might be dropped as it is natural but not essential. The remaining
Angas, Uddharaga, Prarthana are natural in a love story but
by no means essential to each and every play.

(4) AvamarsSa :—The text-book writers hold that in this
Samdhi, Apavada, Sakti, Vyavasiya, Prarocand and Adina are
essential. Instead of Apavdda, Nigedha should be included in
this list as the latter is more directly connected with the
dramatic action and is essential for the Samdhi in which the
action is checked, Kheda, Dyuti, Chadana, Vidrava, Samphets,
and Prasamga are casual and might be present or not.

(5) Nirvahana :—The text-bcoks offer no hints about the
essential angas, yetit might be said that Samdhi, Grathana,
Vibodha, Krti, Sama and Ananda are essential in a comedy. The
remaining angas Upagiihana, Nirnaya, Prvavdkya, Prasida,
Bhisana and Paribhdgana are unessential in the sense that not
each of them is necessary but it may not do to omit all. The
last two, the Kavyasarhhdra and Pradasti are required by the
form of the play.

(6) Remembering the two central facts about a drama
that firstly it is a complete action and secondly that it is a
conflict, the list of the essential Samdhyangas might be given
as Upakgepa, Parikara, Parinydsa, Samidhana, Udbheda and
Karapna in the Mukha Samdhi; Parisarpa, Nirodhani in the
Pratimukha Samdhi; Abhifitdharana, Adhibala and Akgepa in the
Garbha Samdhi; Sakti, Vyavasiiya, Prarocand, Adina in the Ava-
marda Samdhi and Samdhi, Vibodhana, Grathana and Ktti in the
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Nirvahana Samdhi. It will be easily seen that the Samdhyanhgas
represent, the beginning, the conflict and the end respectively and
hence the two dictums of drama are satisfied. The remaining
Samdhyangas are constructional and embellishments, and the
dramatists have option as regards their use, for dramatists
require selection and economy of incidents, time and space.

IIl. Dramatists’- knowledge and ohYservance of the theory.

The Samdhyangas as expo‘unded by the writers of dramag-
turgic text-books and Commentators have been examined and now
it is proposed to see how far the theory appears to be cousciously
followed by the play-wrights in the construction of their plays.

It may be presumed that the dramatists were aware of the theo:y G
since references here and there to certain aspects of the theory:

are to be met with, Thus Binain his Kadarmbati in the descrip-
tion of the Rajakula says Nitakamiva prakatapatakidmka
Sobhitam.”” The MR reference is still more important. -The
author goes on to say

FETRATATR TR Fiaa e -

i TR FewTETEA EIRsae |

Favgaar fraer sgaal g GECeRNe

FA) A1 ALHAAAGATN FIAEAEAT A1 1V, 3, MR.
 This is almost a complete description for the th;ory'nnd
there is most probably a reference to Upakgepa, Udbheda and

- Upasarihfira amongst the Angas. Similarly  the remarks.

afygs:~...¢ afwfaie ﬁﬁwmﬁmm-gas
=fHgesr | | MR. p. 265.

‘ F3Y AAREEAT AT mmmm
AIMSHFAAGTA: G ARFAT WA | o

qgdisg g | ND. 85

also show the authoPs} familarity with the theory which requires
that the Nirvahana should have a bearing upon the-Mukha, and
that the play should be a conflict with a happy end for the
hero. The theory of the Samdhis and the Samdhyangas being

*f aesthetics' and psychology, it is

based on universal lavs

W E valdand V4w

Eegl g

sl e b o A

-

B T Rty - e T

PW e SN

I e ST T




c. 3N Tl L A D A e

e e A s 1T wﬁw

Critical Material Relating to the Samdhgdfgas 143

—————

s

quite natural that the analysis of any good play should reveal
‘the presence of a variety of Samdhyangas in it. ' But it is
difficult to say whether all the old dramas of Sadraka and E
Kialiddsa for instance were constructed in obedience to this
theory and to what extent they felt themselves free to depart
from the same. The verse fmm‘ the MR would show by the
reference to the worries ( KleSa) of the dramatist that. at least
Visakhadatta had tried to move within the frame work.of the
theory; but genius treats rigid rules as a King his royal tobes
and hence in spite of the restrictions imposed by the theory,
good works have been produced. Siraditanaya describes the
‘technical perfection of the VS by calling it ‘ Susligta, samdhi
paacakasamyuta and Sattrimiadbhiisanojvala,’ but the play with
all this compliance with the rules is an inferior play as will
be seen from the criticism that the text-books offer as regards
‘the Samdhyanga Vildsa in II Act Sc. I. Similarly the fact
that the R is chosen for the sake of illustrations by a
commentator like Dhanika would show the technical perfection
of the piece, at least in the eyes of Dhanika. But the R
would never claim to take rank with the best plays in Sanskrit,

1V, The treatment of the theory by the commentators.

Commentators in their commentaries on the various plays
have given an analysis of the plays indicating the Samdhis
and the Samdhyangas and from these observations, it is
possible to know their views. The commentary literature is
very vast and an apology is to be given fér the fact that
many commentaries being not accessible, could not be examin-
ed and one had to remain satisfied with the commentaries
that were easily accessible. The commentaries of Ranganitha,
Lalla Dikshit, Ghanasyama, Rucipati, Dharananda, Prthvidhara,
Abhirdma, Vasudeva, Balabhadra, Viraraghava, Katayavema,
Dhundhiraja, Raghavabhatta and Jagaddhara were examined and
it was seen timt all the commentators dc not try to analyse the
plays according to the NS theory. Righavabhatta, Dhundhirdja,
Kitayavema and Virarfighava take care to point them out while
the remaining commentators seem to neglect the theory.
Abhinavagupta points out that there were three different views
about the Samdhis and the Samdhyangas; they being
T. 8. ~10
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(a) the Dasd View, -

(2) the view th:at the Samdhyangas given in the parti-
cular order belong to a particular Saradhi, and

(3) the view that the Samdhyangas are transferrable and
no order is expected.

None of the commentators accepts the Dasd view while-
Udbhata’s view that the gamdhyangas are restricted to the
particular Sarndhi seems to have bees accepted by the majority
i.e. Réaghavabhatta, Katagavema, Virarighava, Dhundhirgja.
Jagaddhara is the only commentator who follows the view of
Abhinavagupta that such a rigidity cannot be enforced as it is-
not possible to fix the position of many of the Samdhyangas.
on account of their general nature, and that therefore they
may occur anywhere.  This will be clear from the
Samdhyangas given in the Table 2.

From the commentaries, it appears that the Samdhyangas.
are not treated as bearing out the Vathisarmkhya theory, yet
many of the commentators accept the corelation of the Artha-
prakrti and the Avasthd in the formation of a Samdhi, None
of the commentators shows the Samdhis or the Samdhyangas
of either the Patikd or the Prakari and they seem to suggest
that the Samdhyangas are essentially connected with the
Adhikirika. The theory of the Samdhis and the Sarhdhyan-
gas deals mainly with plays where love intrigue predominates
and hence an attempt to locate all the Samdhyangas in a play
like the MV, the VS or the MR must strike one as artificial
while plays like the MA, or the R will be seen to answer the
test of the theory.

Any attempt at locating the Samdhyangas is bound to be
a subjective one and hence a comparative study of the analysis
given in the commentaries and the illustrations {rom the text—
books, shows that at times a situation which amounts to one
Samdhyatiga according to one authority, has been taken to form.
another Samdhysnga by another; similarly in the same play a 1
Samdhyanga is located at different places by different authorities;
and lastly one and the same authority finds two different
Sarmdhyangas in one and the same place in a play. For
instance, Dhanika finds Udbheda and Vilobhana, both in R. I,
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Astipasta etc. or again Dhanika finds Bheda in VS. I. 27.
Manascalam etc. is regarded by the ND, an illustration of
Udsharana while the NLR sees in it the Samdhyanga Riipa.
Dhanika suggests that VS, VI 42, * Digtyd baddha’ etc. is
Upagtihana and is also Krti; similarly Kdtayavema many times
points out two Sarhdhyangas in the same situation. Jaggadhara's
commentaries on VS and MM are important as firstly, he is the
only commentator who follows Abhinavagupta’s view, secondly
his definitions of the Sarhdhyangas seem to come from unknown
source and differ from those to be seen in the text-books and

hence he seems to present a distinct tradition as regards the
Sarhdhyangas.
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CHAPTER III
Application of the theory.

The theory of the Sarmdhis and the Samdhyangas has been
critically discussed in the foregoing Chapters and an attempt is
made in this Chapter to see whether this theory can be revived
again and made a living theory of criticism. For want of space,
it is intended to show just the direction and not to enter into
the details of the problem.

Dr. Keith remarks “ But far more complex is the insistence’
on the sub—-divisions of the five junctures into sixty~-four
members... The definitions and the classifications are without
substantial interest or value”. (Sanskrit Drama,p. 299 )
The censure isin a way just, for didactic criticism, which makes
for the formulating of what comes to be thought of the principles
of play is a mischievous thing ’. Therefore it is too much
to claim universal application for the rigid theory. It is but
natural that a theory arising out of an examination of a certain
type of a drama i. e. love intrigues, cannot have an universal
application in its entirety. The obvious limitations are two-
fold, namely, it is in the main applicable to love intrigues and
secondly, it mcludes many castual features of the love intrigue
play. Hence in an attempt to revive this wooden criticism
and make it living, many omissions will have to be supplied.
The first thing that may be done is that the special features
of the love intrigue like Vildsa and Prarthani may be dropped
which would make it applicable to a larger variety of drama,
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secondly, the casual Angas also might be dropped and only-
the essential Angas need be considered. This would give a
tentative list of Samdhyangas which may be expected in any
play. Even Keith who remarks ‘It isan essential defect of Indian-
theory in all its aspects that it tends to divisions which are
needless and confusing ’ admits that, in the theory of Samdhis, 3
* there is so far obviously force and reason in the analysis E
which if in needless elaboration, recognises the essential need :
of a dramatic conflict, of obstacles to be overcome by the
hero and heroine in their efforts to secure abiding union.’
It has been shown that even the Samdhyangas also are
nothing but the plan of working out this conflict and if the-
needless elaboration is dropped out, then the theory should
be of a fairly wide application. i

Therefore to evolve a living criticism from this apparently
wooden formulae only such Sarmdhyangas which seem to be.
vitally connected with dramatic action and which obey the:
important dramatic laws might be selected ( Cf. Essential
Asngas p. (141-144 ). The Sarndhyngas are the high lights in
the construction and the play is bound to have some of them.
in accordance with its subject matter. The theory of the
Saridhyangas can be applied to tragedies also if only the
Samdhyangas of Nirvahana that give the happy close i. e.
Ananda, Prasida and the like are dropped. The progrees
of the action or the representation of the dramatic conflict may
be indicated as

1. Mukha Sarhdhi Upkasepa |
( Exposition ) Parikara | Giving the Bija. )
Parinyisa |
Samadhina |
Udbheda | Giving the Arambha.
Karana |
2. Pratimukha Samdhi Parisarpa | Contributing to deve-
( Development ) =~ Upanyisa i lopment.
Nirodhan | Giving the obstruc-
¥ Tapana | tion. :
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3. Garbha Samdhi Abhftiharana | Giving the intrigue
Adhibala | of the play,
Akgepa | Bija coming into
/ | prominence.
4. Avamaréa Sarhdhi © Sakti | The determined
Vyavasiya | action for the obtain-
( Postponment, | ment of the desired.
Falling action ) | end.
Adina | Foreshadowing of the
Prarocana | conclusion.

5. Nirvahana Samdhi Samdhi Link with the earlier

|

| part.
Vibodha | Last Crowning effort
Grathana | Gathering the threads.
Krti | Consolidation of

|

gains,

If these nearly twenty points are taken into consideration
the theory has a very wide application. But even then it is to
be remembered that no definite hard and fast rules can be
given about the use of these Angas. These Angas are essen-
tial in the semse, they bring out the conflict in the drama,
secondly, they represent action that is complete, and thirdly,
they are very general—not peculiar to any type—and may be
found in almost every play. It is on this line that the theory
can be revived again.

It is dow worthwhile to examine Some|plays in accordance
with this theory which is being claimed to have a wider
application. For this purpose plays from Shakespeare ‘ As You
Like It’ a comedy and Othello, a tragedy have been chosen.
Before dealing with the application of the theory to these
English plays a criticism is being offered of this application of
the theory by Dhanika and Raghavabhatta.

1. Ratnavali analysed by Dhanika.
The Mukha Samdhi :

The Upaksepa, Parikara and the Parinyisa are quite
Iright as the three situations come one after another and

Silee. Y,
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taken together show the beginning of the play. But Vilobhang
has been wrongly placed. It has been shown that Vilobhana
is fascination and thus it should show either the fascination
which the King has towards Sagariki or which Sagarikg
has for the King and so Vilobhana should be located from .
L 22, onwards. Same incident is further pointed out by Dhanika
as amounting to Udbheda which perhaps shows confusion,
Yukti has been properly placed as this is the survey of facts by
which Vaugandbargyana seems to secure his own aim; and Prapti
which is the result of the Yukti, should be placed in the
next situation- practically-in the remaining part of Act I
that follows in which Sagariki falls in love with the King,
In this larger Prapti, other Angas should be placed. Thus
Dhanika’s Prapti should be _taken as Udbheda as it is there
that Sigarika learnsg that_she is seeing King Udayana to
whom she was betrothed by her father. ‘The fact increases
her affection for him; Samadhina which makes the Bija
firm, might be placed aTittle later where Sagariki intends
to worship Cupid; and have a look at Udayana. ~ Karana
might be placed towards the end of the situation wisre the
Play has begun. Sagariki has seen Udayana, fallen  in love
with him, but is afraid of Viasavadatti and hence goes away,
We also learn that Yafigandhardyana has purposely kept
S4garika with Vasavadatts and also of the prediction that
Udayana will marry Sagarika. To this there . is the opposi-
tion of Visavadattd and hence it may be said that at the end
of Act I Karana, the beginning of the Prakrtirtha is shown,

The Pratimokha Samdhi :

e e o e PV N R

The Vildsa which is the desire of pleasuges of love
and Vidhfita have been rightly placed by Dhanika, Parisarpa
might be placed in the King's desire to see Sigarikg,
Narma and Narmadyuti are quite alright. But Nirodha
should, be located in the bigger situation viz, arrival of
Vasavadattd on the scene which forms the obstruction or
check to the progressing love affair, Vajra is also rightly
placed as it is sudden and harsh remark. Paryupisang
should be king’s attempt to satisfy Vasavadattf, Thus here

T.s. 11 ¢
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it may be said that except Nirodha Dhanika’s analysis is
fairly satisfactory. ; ' :

The Garbha Samdhi: :

The Garbha is the dramatic centre and as such here the
interest is at its highest. As has been Maid already, it is
the struggle between the Abhftdharapa and the Adhibala.
Thus the Vidigaka plans a meeting by Abhftiharana and
Vasavadattd and Kancanamdld outwit the King and the Vidiigaksa
by their plan i,e. Adhibala. Thus Abhftiharans is the plan
“ the Samdhivigrahacintd ”” of the Vidiigakas. Marga is the way

"in which events are going to happen i. e. the way which the

Vidagaka explains to the King. Ripa is the upcertainty or the
suspicion about the opposition. Adhibala should be taken as
larger situation in which Vasavadattd and Kafcanm#ld make
fools of the King and the Viddgaka and Totaks, Udvega, and
Sambhrama should be included in - that bigger situation.
Akgepa suggests the way that is likely to lead to Karyasiddhi
and shows the intensity of the King’s love for Sdgarikd which
has gone to the length of being expressed even to Visavadattd.

The Avamarsa Sarndhi :

The Karyasiddhi is postponed by S&garikd’s imprisonment
and Apavida shows the King blaming the Queen. Vyavasdya
the device that ensures success should be the episode of the
wagician and not his ( magician’s ) vaunt as Dhanika has shown
but it must be remembered that Vyavasiya is determined action
and hence the magician episode cannot be regarded as Vyava-
gfya in the strict sense, as it is no effort on the part of the
king himself. The Vidrava is the confusion created by the
false conflagration and Adéna, the magician’s trick by securing
Sagarikd’s freedom suggests the approach of the end. '
The Nirvahana Semdhi :°

The Sathdhi in the Nirvahana shows that Sagarikd is a
princess and thus the events are linked to the first part of the
play. All the incidents are. explained in Nirpaya which gives
the conviction and all the remaining Angas have been . very
correctly pointed eut by Dhanika, From this it will appear why
the Ra.tnin.ﬁ has been regarded as a technmically perfect pley.
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Il. The Sakuntala analysed by Raghavabhatta.

The Mokha Samdhi :

In the analysis of this Samdhi Raghavabhatta has placed
some of the Samdhyangas in a fairly correct way. Thus the
Upakgepa is the start of the action as the play is a possibility
on account of the King’s decision to see Sakuntald; similarly’
Parikara and Parinyisa taken together suggest development but
Samddhdna has been wrongly placed. It should include the
situation from Parinydsa to the Samadhina as here the King.
has a definite desire for Sakuntald. Vukti has been rightli’_
placed as it is a clever attempt to survey facts by which the
king tries to get his doubts removed and in the very removal
of his doubts the Prapti should be placed. As there is mo
point in the situations pointed out by Raghavabhatta, the entire
narration by Priyamvadi and the delight which the King derives
from the same since he realises that he can marry Sakuntald
should be taken as Pripti. Paribhivani is the meditation and
has been rightly placed. Udbheda and Karana and Bheda
should be taken as identical; since they are to be seen in the
same situation. The Prakrtirtha Samirambha, the love affair.
has begun—the King gives the ring ‘and Sakuntald is unwilling
to leave the place. That the person is King Dugyanta is also
known. Vidbina is not seen at all and Raghavabhatta’s-
attempt to find it is without any significance.

The Pratimukha Samdhi :

In the Pratimukha Sarhdhi, the Vilgsa, the Parisarpa, |, I3

the Vidhata and the Nirodha have been rightly placed. The 8
Nirodha in the Sikuntala deserves notice. The $5kuntala is not. f
a love intrigue and hence there can be no opposition, to the:
love affair. The opposition is due to the ill-luck or bad stars of
the heroine and hence the course of her love is not quite smooth:
Nirodha occurs in Gautami’s arrival and hence the $akuntala has-
remained an ‘unkissed kiss.’ Puspa should be better placed:
in the conversation between the King and Sakuntald. Further,’
just as Gautami’s arrival serves as a check to the progressing
love affair, similarly the curse of Durvésas serves as another,
_and a very important check. The curse of the fiery sage, is
unexpected and harsh; hence the curse may be taken as Vajra.:
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‘ Thus the Nirodha and the Vajra make up the opposition in the
| l play. This will increase the scope of the Pratimukha Samdhi.
1 According to Righavabhatta it ends with Act III, but it
f| should include the curse in it, and after the curse the next
section or the next phase of the-story begins.

i The Garbha Sasindhi :

‘ [ It has been already observed that the Sikuntala is no love
' intrigne and hence naturally there isno scope for Abhftiharana
and the Adhibala., Naturally angn and Mirga cannot be
expected Righavabhatta’s placing of the Samdbyangas is not

==
i convincing. How can the action of Priyamvadd and AnasGyl
i [ ‘ in not informing Sakuntald of the curse be understood as fraud ?
fi That is doing injustice to them. Similarly Marga is mere
1;%‘ {F statement of a fact which is not important from this point of
e view of action. Similarly Krama is without significance.
# Akgepa is to be seen in the song of Hawmsapadiki as that
A again takes up the lost thread. Thus, the really important
IC Angas of the Samdhyarigas of the Garbha, are absent here
"";j - and that is but natural as the Sdkuntala does not belong to that
g;‘ i type of plays which are contemplated in the main by the
i ' theory of the Sarndhis and the Samdhyangas
%ill The Avamarga Samdhi : _
A , Here again the Samdhi division of Raghavabhatta is
Sl unsatisfactory. The Garbha Samdhi should stretch further ta
S the Sakti situation, Sakuntali’s being taken away by the
s l i nymph, Sampheta might be placed ‘either, or in both the situa-
2 tions-Sakuntala’s angry speech and in that of Sdrngarava.

4 : Here again there is no scope. for Drava and Vidrava. The
: i situation poinbed out as Sakti ushers in the Avamarsa Samdhi.
& b Here again the Prarocani has been wrongly placed. It may be

Ll identified with Sanumati incident i. e. Adina, as both suggest

i that Gods themselves are keen to see that the separated lovers

& are united. Similarly Sakti should be placed in the situation
‘ ‘ Recovery of the Ring’ as that paves the way for the union.
il Vyavasiya has been misunderstood by Raghavabhatta and
points out the king’s boast, but since the king does nothing
positive on his own initative to secure Sakuntald, Vyavasiya
which is determined action is absent here,
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The Nirvahada Smbdhi :

The placing of the Samdhyangas by Righavabhatta is
very couofusing. His UpagGhana and Purvabhiva together form
the Samdhi as the union appears to be possible from this
event onwards. Nirnaya might be placed in Marica’s explana-
tion of the curse which explains the entire mystery and
produces conviction. Paribhivend, Anapnda and Krti etc. have
been rightly placed. Whether to regard the fact of non-
transformation of the herb into a serpent as a miracle
or mot is a subjective point and as such Upagfihana
will be present or absent, Raghavabhatta makes an attempt to
find out all the Sarhdhyangas and he is successful in doing
so in the Nirvahana because the umion is here the same as
the union in the love intrigues; the moods represented by
Prasida, Krti, Ananda are natural to a play that has a
happy ending and hence all these are 1o be seen here.

OI. ““Ks you Like It' analysed according to the theory of ;
the Samdhis and the Samdhyarigas.
Note :
(1) Moulton’s analysis of the play is given first and
then analysis of the plays is attempted with a view

to bringing out clearly the difference between the
two ways of studying a dramatic work.

TN M A A s s AR .

(2) The references are to Verity’l‘ Edition.

Moulton’s analysis of the play is as follows.
“As You Like It.” A Comedy of Convention
and Humour.

Plot : Outer enveloping action : Civil War of the
Dukes-ends in religious conversion. ,

Inner Enveloping Action : Feud in the De Boys family~
ends in Dramatic conversion.

Main plot of 1. Love and Disguise Rosalind and Or-
Quadruple loves lando
2. Love and folly Audrey and

Touchstone
3. Conventional love Phebe and Silvius
4, Love at first sight Celia and Oliver

—— ————
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< _ Tﬂple Humour : Natural Rosalind.

A : 1 Professional Touchstone.

¢ Morbid Jaques.

i Outer Atmosphere : Conventional Pastoral life, The. forest

= : of Arden. 0 okl
| Relief : Immanent in the plot, ,,

-,

il ' (p.349. ‘Shakespeare as a Dramatic Thinker’).

In this way he unfolds the various threads in the plot.
It will be seen that this includes the study of the plot, and
atmosphere of the play. '

: Bharata : Examined according to Bharat’s theory,- the
=i analysis of the play would be as follows :—

Artha Praketis :— (1) Classmcatlon of the elements of -
the pilot. R g 3

- 4. Bija : The initial incident : Feud in the de Boys
* family, in fact, Orlendo’s quarrel with his brother :nd the
i challenge to Charles is the initial incident, for it is this
situation that leads to the love affair between Rosalind and
Orlando.

9., Binda : When Rosalind-Orlando story is taken as the
- principal or Adhikarika all other episcdes become subordinate
or. Prasarhgika, and the various places where these episodes
are linked with the main Adhikdrika story of Rosalind and
Orlando are so many Bindus. Thus for instance, Phebe and
Silvius affair is linked as at their sight Rosalind’s love
for Orlando is aroused.

3. Pataka ; All the other love stories, Audrey and
‘Touchstone, Celia and Oliver and also the civil war of the
Dukes are the sub-plots

2 il 4. Pra%ari: The love affair of Phebe and Silvius
which is introduced very late, may be looked upon as Prakari
as it is shorter than the other two. Even Celia and Oliver

I affair may be looked upon as a Prakari.
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Patikd and Prakari both are Prisamgika and hence these are
sub-plots. It is only the length that distinguishes them.

8. Karya : The union of Rosalind and Orlando and
also the other marriages. So also the reconciliation of the
Dukes and brothers. But evidently looking as Wwe are at
the Rosalind and Orlando story as the Adhikdrika, their union
is the Kairya. \c

8. The Ayasthas : (1) HKrarabha, the beginning is to be
seen in the challenge match between Charles and Orlando,
and’ in Rosalind’s love and sympathy for young Orlando
( Act T Sc. ii. lines 175-265.) Both have fallen in love
with each other, & :

e

(2) Prayatna, the effort, is mostly on the part of
Rosalind when dressed ' as a male yet addressed “as
Rosalind she makes Orlando woo her. ( Act III Se. ii lines
370-396. )

7. Praptyaga : Praptyasi, hope of realisation may be
seen at Act IV Sc. i 105-115 where Orlando says, * I take
thee, Rosalind, for wife ’’ and Rosalind remarks ‘a woman ’s
thought 1uns before her action’.

8. Niyatapti : Niyatapti, certainty of success or realisa.
tion is to be seem at Act V sc. ii lines 103-116 where
Rosalind promises .to help Phebe, Silvius and also Orlando
“I will satisfy you, if-ever I satisfy man, and you shall be
married tomorrow...'.'.;Aé.;,you love Rosglind, meet.......Orlando
‘I will not fail if I live'. - :

9. Phalagama : This is to be seen at Act.V-Sc. iv line
105 onwards where Hymen, Rosalind aud. Celia come, upto
line 190 where the marriages and the conciliations take place.
Accurate location would be L. 119 ‘I will have no husband
if you be not he’ and ‘' Wedding is great Juno’s Crown.’

10. Samdhis : The various Samdhis and the Samdhyangas
can be traced as follows : :

1. The Mukha Samdhi : This Samdhi includes the Initial
incidents and the actnal beginning of the main action and hence
Act I.Seenes i and ii constitute the Mukha Samdhi as the
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'} ‘ challenge ’ and the love between Rosalind and Orlando begins
in this section of the play.

'j i ' The various Sanidbyasigas in this Semdhi can be located
as follows., Scene i gives the quarrel and the chnllanze.
Sc. ii the love affair,

Bamdhyangas : —

| 1. Upaksepa : Lines 160-175. Rosalind * We will make
il it our suit etc.” Rosalind’s sympathy and willingness to mediate
fi to stop the fight and this is but the first glimpse of the love
i which is going to be aroused.

2. Parikara : Lines 188-199. Rosalind ‘* Now Hercules
be thy speed, young man!’” The sympathy and admiration
become stronger, being increased.

8. Parinyasa : Lines 213- 217. Rosalind *“ My father loved
Sir Roland as his soul.” Rosalind knows Orlando to be a son
to Sir Roland and her love is increased all the more.

’ §. Bamadhana : Lines 223-225. Rosalind * Gentleman...

Wear this for me” ( Giving him a chain from her peck ). Here
] the love affair actually begins. This may also be considered
l. a8 Udbheda as here is also the outburst or the sudden stronger
|
!
!
‘I
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‘manifestation of the same.

8. Yilobhana : Lines 235-239. Orlando “ O poor Orlando,
thou art overthrown ! Something weaker masters thee.” As
Orlando himself is also being fascinated by lovely Rosalind.

6 Karana : Lines 246-265. Orlando “ Which of the
A two was daughter of the Duke : But heaven]y Rosalind.
TE This shows that Orlando has definitely fallen in love with
| Rosalind and the story has begun. We wait to see the
action which either may take. These are the principal

situations in the development of action in Mukha Samdhi.

r
I II. The Pratimukha Samdhi: The section from Sec. iii
l in Act I to Act II may be looked upon as the Pratimukha
. Samdhi. It is a short one, and the two Samdhis come very

il ’ close to each other, It is a fact that in the earlier part of
;i"’- the play the action moves much quicker,

i
¥
|
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Parisarpa : Lines 25-35 Rosalind’s sympathy and love
for Orlando is referred to, and this constitutes a slight develop-
ment over the events in the first sectiom.

Nirodha : Lines 36-8°. These lines give the banishment
of Rosalind by the Duke, which is a calamity and apparent
difficulty in the progress of the love affair.

Upanyasa : Lines 101-132. These lines give the plot of
Rosalind and Celia to run away-Rosalind dressed as a male
and Celia as the younger sister. Thus this plan in which they
‘go in content to liberty and not to banishment’ is their
resourcefulness in finding some way out which serves as
a means to the end.

Act II Sc. iii, This is also another Nirodha and
Upanydsa as Adam exposes the plan of Oliver to burn
Orlando to death ( Nirodha ) and later on , Orlando and
Adam start for the Forest of Arden.

y These two Nirodhas-banishment of Rosalind and the plot
. egainst Orlando’s life and the Upanydsas that follow-leaving
respective places-are very significant as these make the
meeting of Rosalind and Orlando in Arden a possibility.

The Drstanagta character of love is seen here for the
opening part of Act I Sc, iii shows Rosalind’s love. Then
again Act II Sc. iv shows her love-sick. The remaining
and intervening portion is taken up by other events due to which.
the development is neither clear nor comsiderable.

The Garbbha Sarndhi :

This Samdhi may be located as Act III Sec. i to
Act III Sc. iv where there is the Udbheda of the main
action. This is the dramatic centre and interest is at
its highest.

Samdhyangas :

‘Abhutaharana : Rosalind having changed he: dress and
moving about as Ganymede completely deceives the other
characters and creates interest in the plot.
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Rksipta : Orlando is writing verses on Rosalind - ‘and

_she is reading with the knowledge that they are written by

Orlando, shows us clearly the slowly progressing love
story which is the main action and the Bija coming
into prominence.

Kdhibala : Lines 328 onwards : Rosalind meets Oflando
in- a male dress and deceives him and  this deception lasts
nearly upto the end. This deception too makes the action pro-
gress and is the logical sequence of the Abhftiharana.

Krama : Lines 388-389 : Rosalind “I would cure you if
you would call me Rosalind and come every day to my cote
and woo me.” 'This shows the events to come which constitute
the progress. In this is seem Rosalind’s scheme of deception
of Orlando and her bold way of proceeding to accomplish
her desire.

The Avamaria Samdhi : This is from Act IIT Sc. iv line
65 ‘to Act.V* Sc. i where the progress and some advance is
checked by the intrusion of other episodes of Celia, Oliver, Phebe
‘Silvius, and secondly by Orlando’s missing engagements twice;’
first in Sc. iv lines 1-40 where he is late and secondly when he
is wounded and sends Oliver with the blood red scarf. So this is
Avamarsa due to Vyasana.

‘Samdhyargas :

Apavada : Lines 35-40 Act III Sc. iv. Orlando being
blamed as ‘* Swears, braves, oaths and breaks them bravely.”

Prarocana : Lines 110-115 Act IV Sc.i. Rosalind ‘ Then
you must say ‘I take thee Rosalind for wife......a womsn’s
thought runs before her action.’’ This is very nearly accom-
plishment yet, as Rosalind is in male dress, this shows the
events to come later on.

Nisedha : Lines 100-130 Act IV Sc. iii. Orlando is
wounded and hence the desired meeting cannot take place. So
this is obstruction to the desired end.

Udvega : Lines 155-1b0. Rosalind faints.

Adana : Lines 55-65 Act V Sc. ii, Rosalind “I can do
strange things.” Rosalind here clearly hints the approach ‘of
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the fulfilment as she says, *“ If you do love Rosalind......shall
you marry her?"” :

The Nirvahana Samdhi : This samdhi beging from line 65
Act V Se. ii upto the end, where the realisation is seen.
This is the last part of the play and all the scattered threads
are united and knit together.

Samdhyangas : .
Samdhi : Lines 65-70 Act V Sc. ii. Rosalind “ there

fore put you in your best array......you will be matried tomorrow
to Rosalind.

Grathana : Lines 105-115 Act V Sc. ii. Rosalind asks
Phebe, Silvius and Orlando to come and promises them fulfilment.

Upagiihana : Lines 104 onwards Act V Sc. iv. Hymen
.enters with Rosalind and Celia. The entrance of Hymenp is
Adbhuta. :

Enanda : Lines 110 to 145 Act V Sc. iv where all have
their wishes fulfilled. The Duke and Orlando have their Rosalind,
Oliver gets Celia, Touchstone and Audrey are united and so
-also Phebe and Silvius. .

Krti : Lines 165-175 up to the close, where the senior
Duke seals the course of events with his own approval.

In this way the Samdhi and the Samdhyangas theory can
be applied to this play, and this will reveal that this is a
very close analysis of the main action. Bharata deserves the
credit for having been a critical student of drama in those
ancient days.

1¥. ¢ Othello »» a Tragedy, analysed according to the theory
of the Samdhis and the Samdhyangas : :

Note : The references are to Deighton’s Edition.
Moulton’s analysis of the play is as follows :
“ Othello” A Tragedy of situation developed by Intrigue

plot :

Main action

~Original situation | Bianca’s liaison with Cassio.
*Trio of love Actions | Roderigo’s pursuit of Desdemona.

| True love, Desdemona & Othello.
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Motive intrigues centering in Iago ‘ ~
Four Intrigues | 1. Intrigue against Roderigo to draw money.
| 2. Intrigue against Cassio’s Office.
| 3. Intrigue against Cassio’s life.
| 4. Intrigue against Othello to make lmlt
| feel the pangs of jealousy.

By Iago as motive centre all drawn into a unity.

Reaction : All Iago's intrigues recoiling onm him in
Nemesis.

Enveloping action : The Turkish war.
~ Relief : Episodes of the clown.
( p. 363. *‘ Shakespearc as a Dramatic Thinker ).

Bharata : This is Moulton’s analysis of the plot and the
action of the play. The same according to Bharata would be:
as follows :

Arthaprakretis : —
I. Classification of the elements of the plot.

The starting ciroomstance : Iago’s hatred for Othello and
resolve for the destruction of his happiness by making him
feel the pangs of jealousy is the starting circumstance.
As Bradley observes Iago is an arch liar, his words cannot
be taken as truth whether ‘ Appointment of Cassio’ was the
original incident which makes him hate the moor or the
fact the ‘ moor has lept into his bed’ is the original cause
of his hate, Thus due to the unreliable nature of his words,
it is difficult to say anything about the original incident,
still Iago’s hatred excited by any of these two events is the
initial incident as it is this situation that is the centre of the
. whole tragedy.

Binda : When Iago’s intrigue against Othello to make him
feel the pangs of jealously is taken as the Adhikarika, other
episodes, Roderigo-Desdemona, Cassio-Bianca become Prisam-

' gika and the various places where these are linked to the
Adhikarika intrigue are so many Bindus for instance, Cassio and
Bianca meet and converse and Othello is made to overbea.r all
this which inflames him all the more.

e~
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Patika : Patika and Prakari are Prasamigika varieties of
the sub-plot. So Roderigo’s- pursuit of Desdemona as it begins
in Act I and is given a greater scope may be looked
‘upon as Patikd or the Turkish war which is the ‘ Enveloping
-action,” may be also regarded as Patikd.

~ Prakap] : Cassio-Bianca liasion may be looked upon as
Prakarj. As has been observed Patiki and Prakari both are
Prisatigika and it is only the length that distinguishes them.

Karya : The complete destruction of Othello’s happiness
‘js the Kérya of the play.

In this way the plot may be resolved into its consti-

‘tuent’ elements.
The Avasthas : The movement of the plot.

1. Arambha or the beginning of the intrigue against
Othello is to be seen in Act I Sc.i where Iago asks
‘Roderigo to awaken Desdemona’s father and ‘to plague him
( Othello ) with flies and throw changes of vexation on the joy
‘that it may lose colour ’~upto lines 389 Act I Sec. iii, where
Iago gives out his plan. “ After some time, to abufe Othello’s
ear that he is too familiar with his wife....I have it. It is
‘engendered.” This is the Arammbha of the intrigue.

2. Prayatna or the effort is ceaseless as Iago is giving
blows after blows till the intrigue is successful, so this is
practically to be seen throughout the play. Episodes, such as
securing the handkerchief through Emilie, arranging the night
quarrel and offering wine to Cassio, are to be included in the
.effort of Iago.

3. Praptydd or hope of realisation is to be seen from
Act III Sec.iii where Iago makes Othello overhear the conversa-
‘tion between Cassio and Bianca upto Act IV Sc.i where
Othello says * Ay, let her rot and perish, for she shall not
live; my heart is turned tc stone.’

4. Niyatapti : Certainty of the end begins from line 190
in this very scene Act IV Sc. i where Othello says “Get me some
poison,...this night,” and Iago makes 2 devilish suggestion ¢ Do
it mot with poison, strangle her in her bed,’ and.Othello
-approves of the same with “Execllent Good.
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5. Phaljgama. The end itself comes in Act V Sec. if
where Othello strangles Desdamona and thus the progress of
Iago’s intrigue can be traced in the play.

The Samdhis and the Samdhyangas: The various
Samdhis or sections can be traced as follows.

Muokha Samdhi : This Samdhi which includes the start
of the action and the actual beginning is to be seen in ActI
and Act II. Sc. i The initial incident, Cassio’s appointment
instead of Iago and Iago’s thought to ruin Othello’s happiness
t?th are to be seen in Act I.

' " Bamdhyanigas : The various Sarmidhyangas might be traced
as follows, all in Act I which is the Mukha Samdhi.

Upaksepa : Line 7. Roderigo ‘‘ Though tolds’t me thou
didst hold him in thy hate.” This is the first mention of
the hatred which is the spring of the action.

Parikara © Line 7 to 39. Iago explains his grievance:
that he was rejected for the post of a lieutenant and affirms
his hatred as ‘ whether I in any just term am affived to
love the Moor.’

Parinyasa : Lines 40 to 66. Iago more clearly expresses
himself, and says ‘I am not what I am.’ and in * following
him, I follow but myself...for my peculiar end.”

Samadhana : Lines 142. “1I do bate him as I do hell-
pains.” This is the actual beginning of the trouble and knavery
of Iago.

Udbheda : Lines 372-389, Sc. iii. This is the real beginning,.
for Iago for the first time tells us the course of action he is going.

to take—as to how he is going to take advantage of the facts—
that he is considered as ‘honest’ by Othello and secondly
Cassio’'s too much familiarity with Desdemona and thirdly
Othello’s free and open nature by which he will be tied by
the nose as asses are. Thus the action begins from this place
onwards.

Karana : Act II Sc. i lines 276-302. Iago’s plan_ is
more clearly explained.

-

The Pratimukha Samdhi : This Samdhi covers a very
small part of the play., In fact the jealousy and plan of Tago
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are proceeding, yet at the outset the progress is vary slow as
the narration of the plain unvarnished tale and the affairs of
the senate, the Turkish war, and Othello’s appointment at
Cyprus give very little time for the plot to proceed. This.
section may be regarded as Pratimukha Sarndhi; hence many of
the Sarmdhyangas are absent. Iago’s intrigue developes without
any set-back and hence thete is no Nircdba or Parisarpa
worthy of mention.

The Garbha Samdhi : This Samdhi covers the part of the
play from Act II Sc. iii upto Act III Scene iii where Iago's
plans have gone a long way.

Bamdhyangas :
Abhitaharna : Lines 50 upto 309. Act II Se. iii.

Iago’s fraud in making Cassio drunk and lose his post
and then the advice to win the Moor through Desdemona.

Marga : Lines 309 to 330. Jago states the facts, the
course of action he intends to take by misinterpretations of
Desdemona’s pleading for Cassio.

Krama : Lines 352-359. Jlago tells the two things
to be dope and this shows his plan of proceeding boldly to
realise his desire.

Kkeipta : Lines 34-246 Act III, Se. iii

The famous scene ‘Ha! I like not that’ where Iago begins
. his work by poisoning Othello’s mind and jealousy appears to
dominate his mind.

Upanyasa : Lines 320-330. Iago’s calculations about the
use of the handkerchief, the loss of which proves fatal to
Desdemona and henCe serves as a means to his end.

Adhibala : Lines 400 onwards. Iago deceives Othello by
the narration of false episodes or excites his jealousy all the
more. :

The Avamarda Samdhi : This begins from Act III. Sc. iv.

Vyavasaya : Lines 1 to 200 Act IV. Sc.i

Iago’s action in making Othello overhear the conversation
of Cassio-and Bianta is his device to convince Othello and thus
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to ensure the success of his intrigue. Othello has demanded
the proof and this is the proof that Iago gives and may be
regarded as his determined action.

Adana : Act IV, Sc.ii Othello interviews Desdemona and
expresses his jealousy and wrath and this shows the final
approach of the tragedy.

Prarocana : Line 40-58 Act IV Sc. iii. Desdemona’s
tragic song suggests the end that is to come.

The Nirvahan Saradhi :
ActV forms the Nirvahana Samdhi and the end of the play.

Bamdhi : Act' V Sc. i. Iago from behind wounds
Cassio in the leg. This is the fulfilment of part of his plan
which was ‘to destroy them all.’ '

Yiboiha : ILines 30-31 Othello ‘ Minion, ... I come.’ and
goes to murder Desdemona, this is the crowning effort
which culminates into the tragedy.

Grathama : Tago succeeds in wounding Cassio and

stabbing Roderigo., As this is a tragedy Ananda etc. cannot
be present.

Thus dropping some Samdhyangas appropriate to a comedy,
the theory may be applied to a tragedy and this shows only
the universal nature of the theory. The fact that Nirodha,
Nigedha etc. are not found only shows that from the first Iago
has easy success, and there is no opposition to his plan. Thus
without any obstruction the action very swiftly mpves. The
Samdhyangas used, as well as the dropping of Pratimukha

-and some of the Samdhyangas only confirms the opinion of

the Western Critics, that the action in Othello moves
very quickly.
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CHAPTER IV

Parallelisms between the Nit-ya-§istra theory of
the Drama and Dramatic theories in the West.

Bharata was a great theorist and his theories grew out of
his observations, In his Chapter on the Samdhis and the
Samdhyangas we find Bharata discussing the technical princi-
ples or the plot of the play. ‘ As the technical principles of
every art endure through the ages unchanged ° ( Brander
Mathews, p. 4. Art of Drama,) some of the precepts proposed

by Bharata state permanent and essential principles
of dramaturgy. ;

First of all, there is a clear recognition - of the essential
relations of drama to the theatre, ‘‘ with its declamation, its
gestures, its spectacles and above all with its spectators whom
the play has to interest, to arouse and to hold ', ( Brander
Mathews. 47t of Drama Cf. Definition of Prekgaka. ),
Similarly the present discussion shows the clear recognition of
the supreme importance of the action, the story and the plot.
Bharata has not gone so deep into the question of characters,
but has studied the problem of the structure of incidents and
from this, it appears that according to him “ the incidents and
the plot are the end of a piece. » ( Aristotle, Poetics
Translation by Butcher. p. 27 ). According to Bharata
‘ Natya is Anuksti-imitation’ and this is identical with
Aristotle’s ‘play is an imitation of the action and of life, of

T.8.~12



178 The Sarmdhis and the Samdhyangas

happiness and misery’ (p. 27). Dramatic action, theretore, is not
with a view to the representation of character; character comes
in as subsidiary to the action. The dramatist according to
Bharata and Aristotle is a-‘ maker of plots rather than of
verses’ (p. 37). It has already been observed that ¢ the entire
dramatic action has been divided into smaller divisions
according to different principles’. The ¢ Avasthdpancaka ’
gives us the five stages of the action, they being, the beginning
( Prarambha ), the -effort (Prayatna), the hope of success
( Praptyasa ), the certainty of success ( Niyatipti ), and the
acquistion of the end (Phalagama). This means that the
dramatic action should be a complete whole, since ‘whole isthat
which has a beginning, a middle and an end ’ ( p. 37 ). Bharata.
in his statement of Avastlﬁp';ﬂcal_:n has uttered an axiom with
which Aristotle’s conception of wholeness of action is identical,
the fact being that ‘the middle’ of Aristotle includes in itself
and is capable of being resolved into ‘the Prayatna, the
Priptydsd and the Niyatdpti.’ Here too, Bharata’s approach is:
more critical than that of Aristotle.

Bharata seems to admit sub-plots and episodes ( the
Patikd and the Prakari ) among the Arthaprakrtis and thus
he does not ‘insist on a ‘single plot, undiversified by episodes.
‘and uncomplicated by subordinate incidents and characters.”
(Hudson. ntroduction to Literature p. 324). The examination of
his observations as regards the Act and its contents shows that
he does not insist on the unities of Time and Place as later om
Aristotle did. It appears that he realised that ‘the unities of
Time and Place were imposed from outside’ while the unity
of Action is merely an inherent and essential principle of
plot construction, Bharata admits the Pataka and the Prakari
( minor actions and incidents ), but they cannot gain promi-
pence and mar the unity, since these are to be rounded -off
" before the Garbha and the Vimarda. The heroes of these sub-
episodes must serve the purpose of the principal story, the
Adhikarika. The ND’s observation about the Patdkd that
‘ Tulyakdlatva’® destroys the Upakaryopakdrakabhiva is
significant, and Bharata’s ‘Avadyakakdrydnimavirodhéna’ is also
important. From this it would appear that the Romantic
School ( Hudson. p. 324) holds identical views with our
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theorists when they say * Unity of action does not require a
. singleness of incident but organic connection and coherence’.
Minor actions and sub-plots may be admitted but all the
elements of the plot should be woven together and made
interdependent as cooperative factors in the evolution of the
plot as a whole. As Dryden puts it ‘pawns in the chess-
board shall be made of service to the greater persons, all
the lines of action shall run together in a single catastrophe. ’
Further from the observations of Bharata it appears that
according to him action is undoubtedly central but emotion,
Rasa, is fundamental. Drama must be capable of arousing
emotions in the audi:nce, and such emotion is of prime
importance. Drama is a conflict, it is a crisis—all this is a partial
truth. The simplest yet accurate definition is one by Baker
( p. 45, Dramatic Technigue ). That is dramatic which
by representation of imaginary personages interests, through
its emotions, an average audience assembled in a theatre.
This is exactly identical with Bharata’s view. Coming to the
matter of representation Bharata - suggests that war and death
scenes should not be actually shown.. It may be that theatrical -
conditions might have been responsible for this, yet this
objection to the ‘ hideous on the stage’ is to be found in
Horace also when it is reported that he advised ‘let not
Media kill her children on the stage'. Thus there are many
parallels to be found Dbetween Bharata and the early writers
on dramaturgy in the West.

A —r———

A play is a dramatisation of an underlying story ( Itivrtta)
which covers a larger canvas than the play itself. The dra-
matist is narrowly restricted by the time at his disposal and
he has always to select * the high points’” of his underlying
story. (Clayton Hamilton. So You Are Writing a Play p. 98.)
This task of dramatisation is in conformity with the basic
principles of all the arts and is a matter which requires
in the first place a selection of details in accordance with a
pattern. The Arthaprakrtis suggest the elements of the plot.
Of these the first is the Bija and Bharata defines the same as
“ YeTErd gy GgaT FAAE | Bega geRd Q% axprdsan
and it pervades the entire play as it is ‘ Samasta-itivrttavy3pi *
(ND). Bharata has suggested this in the ‘ Phalivasinatva’ of the
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Bija. This Bija of the play is identical witn the “UGerminal Idea’ i
of which Clayton Hamilton ( p. 77-92. ) speaks in the following
words : ‘‘ Experience appears to show, however, that there ‘are -
only lour different standpoints from which a dramatist may start
out, in approaching a new project. In other w there are
only four different types of germinal ideas which, by the natural
process of psycholegic incubaticn, may be developed into plays.
In the first place, it is possible to start a play from an abstract
theme or thesis, ~-some general proposition about human life;
secondly, it is possible for a play-wright to start with an idea of
character, either with a compelling image of a dynamic personage
or with a concept of a group of contrasted and mutually foiling
personalities. The third methed of starting a play is to begin
with the intention of a striking dramatic situation; fourthly a
dramatist may begin with a haunting feeling of a certain place
and time, or of: a certain social environment, longing to translate
this feeling into the terms of theatrical expression.” These four
stand-points might not be there in Bharata. Vet the ‘ Nindra-
sotpattisambhavatva’, ‘Phaldvasinatva’ and ‘ Samasta-itivittavya-
ptiva’ are all already there.

Just as Bija can be equated with the Germinal Idea,
similarly the Patiks, the Prakarj and the Karya are the
sub-plct, the short episodes and the end respectively. The
Arthaprakrti Bindu is a puzzling concept. It has been
defined as ¢ sEEaUdfa=He fa-grzagmuy '| by Bbarata, which
means that a Bindu is that which secures the continuity
when there has been discontinuity or break due to incidental
matters. Further it is to be noted that in the definition of
the Act, it is said that it should have a Bindu. The
Act is ‘Kincidavalagnabindu’ etc. Thirdly Bharata’s
¢ yavatsamdptirbandhasya ’ and the ND in ‘ywWIRM GREdIIN-
sgiq%Eqig ’ suggest that the Bindu pervades the entire play.
From all this, three points about the Bindu can be gathered,
(i) it is the cause of continuity (ii) it is to be seen in
every Act and (iii) it pervades the entire play. The
commentator Kitayavema is probably right when in each
Act save the last, he points out the Bindu with the remark

¢ IuORIRAT AR=BTHONE FEREIERag |, All this would
show the Bindu to be a linking point or a binding link which
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secures continuity in the play through the various Acts.
Then the Bindu has a striking parallel in the following views
expressed by Clark in his 4 Study of the Modern Drama,
* Every first Act—and every other save the last— must as a rule
arouse the interest of the audience in the fate of the
characters; few Acts can stand independently. It is usually
towards the end of the Act that an indication of the future
course of events is'‘'found. They are in the nature of a
‘ Contintied in our next’ notice, and serve as binding links
in the story (p.9). Thus both the Avasthpancaka and
Arthaprakrtis have their parallels in Western criticism.

‘The task of dramatisation requires selection, omission
and arrangement of incidents. It appears that _ Bharata had
all this in his mind as he &ays that the purpose of the _
Samdhyangas is. :

AT THAT FATATIIRT: |

. e SEERT qET Y9 qEag |
AT AENH THEAT ST |
HENAT T YTGE AT s 1l

NS XIX 51.52.

To this advice of Bharata the following lines of Clayton
Hamilton ( pp. 98-107 ) present a striking parallel. * We
should not lose sight of the technlcal distinction between the
underlying story and the play itself (the Itivrtta and the Kavya of
Bharata). The imagined situation may multiply itself into many
situations. This natural development will /be found to follow
the logic of events and the logic of character. The logic of
events is based on the relation between cause and effect. This task
requires a selection of details, un arrangement of these details in
accordance with a pattern. In reviewing the multifarious incidents
we ought not to find it difficult to distinrguish between those
that are stageworthy and those that are not.” That the
cvents are related by the cause and effect relation is to be clearly
seen in the relations of the various Samdhyangas. Further
Clayton Hamilton would like to have in the -development
‘emphasis, suspense and surprise’ which Bharata has already
suggested in ° Aécaryavadabhikhyinam'. Clayton Hamilton
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in his Se You Are Writing a Play has made some obser-
vations as regards the construction but they are ‘nmot mahy
and as shown abowg, have been in the main on the lines
of Bharata. A deeper analysis of the action like the Samdhyan-
gas is not attempted by him.

Among the Western critics, Moulton in his two works on
Shakespeare  ( Skakespeare As a Dramalic Artist and
Shakespeare As a Dramatic Thinker.) has made an attempt
to go deeper into the structure of the plot and it is interesting
to note the similarity of his observations after a study of
§hakespeare with the observations of Bharata.

Moulton admits a dramatic centre which is the Garbha of
the Sanskrit theory and Garbha has actually been. explained
as Y AFAG T: | ° by NLR. The general dramatic
theory as regards the sub-plot, the treatment, the dramatic
irony and other dramatic elements is more or less the same.
Vet greater similarity is to be seen in his observations on
Shakespeare’s comedies. The Sanskrit theory too, in the main
deals with comedies and love intrigues as -the Samdhyangas,
Vilisa, Prarthand, Krti, Ananda, Sama etc. show. The Sanskrit
‘comedy has its highest point in the Garbha. The intrigue is
"at its highest. Moulton tells us that in Shakespeare too comedy
is similarly a story raised to its highest power (p. 167 ). A
Shakespearean comedy is a harmony of many stories, says
Moulton, which as already pointed above is the unity of
impression or action of Sanskrit theory. The Sanskrit theory
.of Samdhyangas does not discuss the sub-plot and the episode,
it ensures a simple and logical sequence of events in the
main plot, ‘ the Adhikarika’ ( p. 109 ). Moulton further observes
“astory par excellence is found where the movement leads us
‘through a complication and attains to a resolution,’ which is
precisely the same as what the Sanskrit theory says about the
‘Carbha and the Vimarfa giving the complication and the
Nirvahans giving the resolution. The idea of a story par
excellence is precisely the same.

Moultor ( p. 169 ) observes that the complication and the
resolution may take a great variety of forms as error, mistaken
identity and the recognition, folly and its exposure, peril and
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release, moral fall and restoration or moral problem and its
solution. All these aretobe seen in one comedy or the other
in Sanskrit.

Moulton ( p. 176) brings out another aspect of
Shakespearean Comedies in “A drama is a spectacle and
a spectacle implies a spectator; all that is presented is
arranged with a view to the appeal it will make to the
emotional nature of the spectators. In various periods
Comedy has made its appeal to the emotions in various
ways. Even in primitive comedy the sympathies were drawn
out in different directions, they came into intimate touch
with fun and abandon, with biting satire, with broad face
and carricature. Even in Attic Comedy appeal was made
at the same time and to opposite sympathies, to the ludicrous

and to the serious.” The convenient word to express
these diverse appeals to the spectators’ emotional sympathies
is ‘Topes’. He mentions the following tones : Tragic,

Serious, Fancy, Wit, Ludicrous, Satire, Caricature, Fun and
Abandon. The Sanskrit theory of Rasa provides for these
tones through the Sarmdhyangas, such as the Pugpa, the
‘Totaka, the Vajra, the Pragayana, the Narma etc. ;

/
It “has been said that in the Avasthipancaka Bharata is
suggesting the wholeness and completeness of the action and
in the Arthaprakrtis he is suggesting the elements of the
plot. All the Avasthds are essential in every play but not
so the Arthaprakrtis, yet Sanskrit theory lays down that the
elements of the plot should be so arranged that the emotional
tension will appear as natural and complete. Bharata does
not lay down anything definite .as regards the relation
of the elements of the plot and the stages of dramatic
action. But later on Dhananjaya in his Vathisamkhya view
combines the two to form a Samdhi and makes the theory
not only mechanical but irrational. Bharata’s position is
like that of Aristotle while Dhananjaya’s position becomes like
the position of Horace who in Epistle on the Art of Poetry
is said to have declared that every play of serious impor-
tance should be constructed in five Acts. In fact Dhanan-
jaya offers a very striking parallel with Gustav Freytag




184 The Samdhis and the Smhdhyaﬁgas

the author of the Tecﬁmgue of Me Dmma Freytag based
his theory of dramaturgical construction on the assumption
that Shakespeare had deliberately planned his plays in five
Acts in conformity with the Horatian formula and hence,
Freytag stated that ‘every serious play should be built up
in five sub-divisions, the first Act should set forth the
necessary exposition, the second Act should cultivate a rising
interest, the third Act should exhibit the climax of the play,
the forth Act should interpose an interval of falling tension and
the fifth Act should exhibit the catastrophe or the termination. ’
(C. Hamillon p. 151 ) Just as the Sanskrit writers sought to
establish a connection between the Arthaprakrtis, Avasthds and
Sarhdhis, Freytag sought to do the same between Acts and the
five stages. But Dhananjaya’s Yathdsamkhya is untenable and
in a like manner . Freytag’s views have been refuted by later
writers. Vet the most striking parallel between the Sanskrit
theory and the Western theories is the idea 'of the Five
divisions of a play. Bharata’s Samdhis have been explained
in Chapter T and may be compared with the following views
of Aristotle, Hudson and Bradley.

*“ Aristotle indeed divides the integral parts of a play into
four. First, the Protasis or entrance, which gives light cnly to the
characters of the persons and proceeds very little into any' part
of the action. Secondly, the Epitasis or working up of
the plot; where the play grows warmer, the design or action
of it is drawing or and you see something promising that
will come to pass; thirdly, the Catastasis, the height and
tuill growth of the play which may be called the counter
turn, which destroys the expectation, throws the action in new
difficnities and leaves you far distant from that hope in which
it found you; as you may have observed in a viclent stream
resisted by a narrow passage, it runs round to an eddy, and
carricd back the waters with more swiftuess than it Lrought
them on. Lastly, the Catastrophe, the French called it

‘ Denouement,” the discovery, or the unravelling of the plot,
where all things are seen settling again upon the first foun-
dations: and the obstacles which hindered the design or
action of the piay once removed, it ends with that
resemblance of truth and nature, that the audience are satisfied
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with the eonduct of it . ( Dryden. FLssay on Dramatic Poesy.
e 295 ;

Hudson’s observations also are identical. ** Through every
plot we may thus trace more or less clearly what is sometimes
called ‘the dramatic line.” We have, to begin with some Initial
Incident or Incidents in which the conflict originates; secondly,
the Rising Action, Growth, or Complication, comprising that part
of the play in which conflict continues to increase in intensity
while the outcotne remains uncertain; thirdly, the Climax,
Crisis or the Turping Point, at which cne of the contending
forces obtain suclh controiling power that henceforth its
ultimate success is assured; fourthly the Falling Action,
Resciuticn, or Denonement, comprising that part of the play in
whick the stages in the movement of events towards the
stccess are marked out and fifthly, the Conclusion or Catas-
trophe, in which the conflict is brought to a close” (Hudson.
p. 265). This is but the paraphrase of Bharata’s

‘ g@ wiagE IisTAY o 7 |
qu7 fagor 99 Gegdy AEH A |
a7 SrNEHEfRTATIEETIaT |
Fre9 FOTIE qegE TR |
fwwigizd ag Teagiag wiuq |
ga=wEd a9 a8 afege waq |
SxgEd e Aftaonfaly ar |
gAY 9% @ a9 3 Gida: |
aataflimatongl Aenmeaisiy av |
Refmarivegw Ay IR g |
quTAgwadal gearar afifEg |
FREFaTIE X4 @z g & |
NS XIX. 37-43.

So also Bradley in his Shakespearcan Tragedy ( Lecture
II on Coustruction ) accepts the same plan of division but
remarks that there is always the difficulty of drawing the
lines between them. * The scheme of division is more ot




7186 ‘The Samdhis and the Samdhyahigas

less arbitrary, Though it is hard to divide spring from
summer, and summer from autumn, still spring is spring
and summer is summer.” He applies the plan to
“Shakespearean tragedies and in a foot-note on page 41 remarks
“In the same way a comedy will consist of three parts,
showing the * situation,’ the complication, or ‘entanglement ’ and
‘the denonement or ‘solution.’ Here Bradley has made a
division into three instead of fives sections, and in doing so,
he lines himself with modern writers like Clayton Hamilton
‘who in his So You Are Writing a Play points out that * the
modern tendency is to eliminate two divisions, viz. the
development and the falling action in order to intensify
‘the play. The Sauskrit theory speaks of the cancellation of

‘some Samdhis. 4

QR TeHRt gtaarefy A |

N§ XIX. 17-18. "
It is difficult to say whether this was for intensification
‘but it appears that ‘ Saridhilopa’ meant that the work is not a

"Nataka or Prakarana, but belongs to other types like Thamrga,
“Vydyoga etc.

Coming to the more modern criticism in Europe and
America the tendency is to hold that no such theory can be
given. It is for the play-wright to have his own theory and
-rules,

"Clayton Hamilton (on p/ 77 ) tells us abcut Ibsen and
‘William Archer as follows:—*“Ibsen never arrived ata set and
-changeless formula for making plays. He would begin one play
in one manner, and another in a totally different way; and
his technical methods would be adjusted naturally to the
dictates of the task in hand. I remember now that William
Archer told me that it was mainly as a result of his
-conversations with Ibsen that he decided to begin his treatise
Play Making, with the simple but emphatic sentence * There
Aare no rules for writing a play . ( For similar views cf. Ervin
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e 12, How lo wrile a play ). Naturally modern writers do
not worry so much about the analysis of ‘plot making’.
They start with the incident and speak of the building of the
play by selection and omission. ‘In the general conduct of the
play their ideas are similar to our theory, but words like
Exposition or Climax seem to be going out of fashion.

Thus the general conception about the image of the drama
is precisely the same. The handling of these five divisions is
recommended almost in the same strain and had the Western
writers gone deeper into the structure of the play, deeper into,
the five divisions, as the Sanskrit theorists have done, it appears
that even a greater agreement would have been the result, which
would have proved the correctness and the capacity to grasp
the fundamentals and the deep insight of our theorists. This
shows that certain principles of the Art are eternal and among
the three kinds of technique, universal, special and individual,
the theory of the Samdhi and the Samdhyangas belongs to the
universal technique.
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