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Chapter 1

Introduction

History of scholarship

This book contains an edition and translation of the only known
Prakrit work of poetics, the Alankaradappans or Mirror of Ornaments.!
This work is preserved in a single palm-leaf manuscript, no.
326 of the Jinabhadrasuri Palm-leaf Manuscript Collection at the
Jaisalmer fort. This manuscript was first noted with extracts in
C.D. Dalal’s catalogue (1923: 62, no. 211[1]). According to Dalal
(1923: 24), this manuscript was in a bundle with two other
manuscripts: (1) a copy of Dandin’s Mirror of Literature (Kavyadarsah),
dated to samvat. 1161; and (2) a copy of Induraja’s commentary
(laghuvrttth) on Udbhata’s Collected Essence of the Ornaments of
Literature (Kavyalankarasarasangrahah). Sometimes before 1968, the
bundle was given the number 326 (Nahata and Nahata 1968:
430). In the catalogue of Punyavijayaji (1972: 138), it is described
as consisting of (1) Dandin’s Mirror, (2) the Mirror of Ornaments,
and (3) a commentary on the third chapter of Dandin’s Mirror;
the aforementioned copy of Induraja’s commentary appears there
as number 330 (p. 139). The newest catalogue, produced by

I have written a short article on the Mirror of Ornaments and its relationship to
Bhamaha’s Ornament of Literature (Ollett 2019). Many of the points made in that
article are developed at greater length in this book.
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Jambuvijay in 2000, gives the same information, although adds the
numbers of the Xeroxes and CD (containing color photographs)
that Jambuvijay had made in the 1990s.

This is the only known manuscript of the work, although Dalal
reported a rumor that a copy was also available in Berlin.? I have not
been able to find any references to such a manuscript in the Verzeich-
nis der Orientalischen Handschriften in Deutschland (Schmitt 2018).

The manuscript consists of thirteen folios written in an old
variety of the Dévanagari script. The manuscript is not dated. Dalal
(1923: 61) conjectured that it was written at the same time as the
dated manuscript of Dandin’s Mirror included in the same bundle.
Punyavijayaji, however, dated both the manuscript of the Prakrit
Mirror and the manuscript of the commentary on Dandin’s Mirror
to the first half of the thirteenth century of the Vikrama era (1972:
138). Jambuvijayaji’s catalogue gives the date of 1300 vs (2000: 36). I
have been unable to examine the other manuscripts in this bundle,
so I cannot say whether the hand of the manuscript of the Prakrit
Mirror is identical to, or later than, the hand of the manuscript of
Dandin’s Mirror. The hand suggests to me a date closer to 1300 vs
(mid-thirteenth century c) than 1161 vs (1103-1104 cE).

The first person to publish the text (almost) in its entirety was the
great Bikaneri scholar Agaracandra Nahata (Agarchand Nahta).?
He related (Nahata 1964: 395-396) that in 1950, Punyavijayaji spent
his four-month retreat at Jaisalmer organizing the manuscripts there.
He was joined by Nahata and Narottamadasa Svami. Narottamadasa
apparently made a copy (pratilipi) of the manuscript then, which
Punyavijayaji compared with the original and corrected (Nahata and
Nahata 1968: 430). In his 1968 article, Agaracandra Nahata says that
his nephew Bharmvaralala “thereupon” (fadanantar) made a Sanskrit
chaya and Hindi translation. But in his 1964 article, he provides a
few further details. When Narottamadasa Svami first came across the

Dalal (1923: 62): barlinasthapustakasangrahe *py etat sriyate.

For bibliography items written primarily in Hindi, I cite the author’s name in
transliteration from Dévanagari; for bibliography items written primarily in English,
I cite the standard Romanized form of the author’s name.
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text in 1950, he had wanted to make a study of it himself, together
with a Sanskrit ¢ha@ya and Hindi translation, and availed himself of
Punyavijayaji’s help. He came to know, however, that Jinavijaya and
H.D. Velankar were planning to publish the text themselves. So he
left his work on the Mirror of Ornaments aside. Finally Agaracandra
Nahata published a few gathas in an article of 1964 (specifically vv. 1—-
5, 40, 53-58, and 134), and then published the entire text in 1968.%

I do not believe that Jinavijaya and Velankar ever published their
edition. I also do not know whether Nahata’s text is based on images
of the original manuscript or the “copy” prepared by Narottamadasa
and corrected by Punyavijayaji, but I assume it is the latter.

In his 1968 article, Agaracandra Nahata’s procedure is to give the
reading of the manuscript (or more likely transcript), often followed
in parentheses by his own tentative suggestions for emendation. But
his readings were quite often wrong, and there are parts of the
manuscript that he skips entirely. The Sanskrit translation (chaya)
and Hindi translation by his nephew, Bharmvaralala Nahata, are
sometimes very far off the mark (“fanciful guesswork” according to
Bhayani 1999: 1), especially when Agaracandra has misunderstood
the text in his edition, and also when the text transmitted by the
manuscript is corrupt, which is not infrequent.

Harivallabh Bhayani published an edition of the text in 1999.
Bhayani’s edition is an enormous improvement on the Nahatas’.
Bhayani’s skill in conjecture is evident in the large number of
metrically-required corrections and sometimes extensive rewritings
of individual verses. Yet the conjectures are marked only sporadically,
and only in the first half of the text. Very often an obviously corrupt
verse is presented as is, even if the verse is unmetrical. Bhayani clearly
used Nahata’s edition alongside the photocopy of the manuscript,
but the sources of the readings are never indicated.® Like Nahata,
Bhayani did not note additions or corrections in the manuscript.

There are a few differences between the readings in these two publications, which
are noted in the apparatus.

For example, in verse 90, Bhayani reads vilasira with the manuscript, rather than
vilasia with Nahata, without however indicating its source.
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The edition is moreover marred by frequent typographic mistakes.
This is true especially of the accompanying English translation,
which is, besides, full of grammatical mistakes. In many cases even
Bhayani was unable to make sense of the text, as indicated by
question marks in his edition and ellipses in his translation. I note
that the edition was published in the eighty-second and final year of
the life of the great scholar, and it appears that he was not able to
completely revise the edition before his death.

What is most puzzling about Bhayani’s edition is that he noticed
the close similarity between the definition of individual ornaments
in the Mirror and the corresponding definitions in a Sanskrit work
of poetics, the Ornament of Literature (Kavyalankarah). Yet in several
places he identifies this latter text as the Ornament of the ninth-
century author Rudrata, when in fact he quotes from an entirely
different text that happens to have the same name: the Ornament of
Literature (Kavyalankarah) of Bhamaha. This “confusion” was already
noted by Nalini Balbir (1999-2000: 636) in her review of this work,
where she points out that “la principale référence sanskrit parait étre
le Kavyalamkara de Bhamaha.” But Bhayani nevertheless suggested,
based on these alleged parallels with the Ornament of Rudrata, that
Rudrata’s text was a source, and hence a terminus a quo, for the Prakrit
Mirror (Bhayani 1999: 2). It is moreover clear that Bhayani did not
consult the text of Bhamaha’s Mirror when producing his edition,
since Bhamaha’s text suggests emendations that Bhayani did not
make. I do not know how to explain this confusion, except that
Bhayani produced his edition first and added the comments about
its relationship to (Rudrata’s) Ornament subsequently, perhaps with
the assistance of another scholar.

Bhayani appreciated that “[t]here is scope for comparative and
historical comments in the case of many Alamkaras,” but said that
“it deserves a separate effort” (Bhayani 1999: 5). In his edition he
merely reproduced some notes by Parul Mandak on the history of
two specific ornaments (SEEING-AS COMPONENT, utpréksavayavah and
REVELATION, udbheédah). In her review, Balbir (1999-2000) pointed
out a number of further parallels, involving both definitions and
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examples, between the Prakrit Mirror and Sanskrit works of poetics,
principally Bhamaha’s Ornament of Literature and Dandin’s Mirror of
Literature (Kavyadarsah); she also noted in a separate publication
(2014: 56), perhaps following Bhayani, that Rudrata’s influence can
occasionally be discerned.

In 2001 —just two years after Bhayani’s edition appeared — the
Parsvanatha Vidyapitha in Benares published the text once again.
This is essentially a reprint of the text of Agaracandra Nahata and the
Sanskrit chaya and Hindi translation of Bharmvaralala Nahata, except
that it has been updated in several respects. First, it takes account of
Bhayani’s edition, which had appeared once the manuscript had ini-
tially been submitted to the press. Second, it contains two introduc-
tions, one by the editor, Bhagacandra Jaina “Bhaskara,” and one by
Surésa Candra Pandeé. These valuable introductions put the Mirrorin
the broader context of Indian poetics, essentially answering the call
by Bhayani for “comparative and historical comments” (although it
will be clear that I disagree with Jaina and Pandé on many points).
Second, Surésa Candra Pandeé extensively revised Bharnvaralala
Nahata’s translations, which he said were “generally unsatisfactory”
(prayah santosjanak nahim, Nahata and Pande 2001: xiv).

Pandé noted very clearly the close correspondence between
the Ornament of Bhamaha and the Mirror of Ornaments. In his
introduction, he placed the definitions of eleven ornaments
side-by-side (SEEING-AS COMPONENT, IDENTIFICATION, COMPARISON,
EXAGGERATION, DOUBT, OUT OF CONTEXT, FUSION, TWINNING,
SENTIMENTAL, and COUNTERPART COMPARISON), and noticed many
other similarities (Nahata and Pande 2001: xvii—xix). In his revision
of Nahata’s text he often quotes the corresponding definitions from
Bhamaha, and sometimes from other Sanskrit authors, including
Dandin and Appayya Diksita.

Jaina considered the Mirror of Ornaments to have been influenced
by the Sanskrit alankarikas (Nahata and Pande 2001: ix). Pandé left
the question of influence somewhat open, but he considered the
text itself to date from “around the seventh century,” like Bhamaha’s
and Dandin’s (Nahata and Pande 2001: xx). He pointed out that
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the Mirror considers ornaments alone, rather than rasah or dhvanih,
which might be expected in a post-Anandavardhana work. He also
pointed out that its format— consisting of verses alone —more
closely resembles that of early alankarikas such as Bhamaha, Dandin,
Udbhata, and Rudrata than that of later alankarikas like Mammata,
Ruyyaka, or Hémacandra.

Despite Jaina’s and Pandé’s useful introductions, the edition
and translation published in 2001 is a step backward. The sources
of the readings, which in any case did not include a copy of
the manuscript, are never reported. I could discern no principles
governing when a given source was followed. The text is riddled with
errors, including misprints and mistakes in Bhayani’s edition that
have been uncritically reproduced. The Sanskrit chaya and Hindi
translations are often very free renderings of the printed Prakrit text,
and despite the availability of Bhayani’s interpretations —which are
usually reliable when the text is not corrupt—many words are
simply misunderstood (e.g. ekkekkama- as ekakrama-, phullandhua- as
phullabandhiika-, etc.). On very rare occasions (e.g., v. 21) Pandé has
improved upon earlier interpretations; in most cases the translations
(into Sanskrit and Hindi) are just as “unsatisfactory” as Nahata’s.

This edition

This book is motivated by the longstanding need for a critical
edition of the Mirror of Ornaments, which was made all the more
acute by Bhayani’s discovery (confused though it was) of a close
relationship between the Mirror and Bhamaha’s Ornament. Balbir
judged Bhayani’s edition to be “une base de travail, et non un travail
achevé a la perfection” (1999-2000: 639). As the only surviving work
of poetics in the Prakrit language, the Mirror would have merited a
critical edition in any case. But as I will argue below, the Mirror might
be the oldest surviving work of poetics in any Indian language (apart,
perhaps, from the Tolkappiyam). To the extent that this claim might
be true, the need for a critical edition is correspondingly greater.
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This book includes a critical edition in Dévanagari with a positive
apparatus (p. 191), as well as script tables (p. 227) and a diplomatic
transcript with facsimile images of the codex unicus (p. 231).5 A
complete glossary (p. 245) and an index of ornaments (p. 275)
follow. For clarity and ease of reference, I include the text of each
verse, without text-critical notes and in Roman transliteration, in my
translation and analysis (chapter 2). The transliterated text differs
from the Dévanagari text in four respects, all of which serve to make
the text clearer to the reader: (1) long ¢ and ¢ are distinguished from
short eand o; (2) parasavarnah nasals are used rather than anusvarah
within a word; (3) spaces have been introduced between a word-final
m and a following vowel; (4) hyphenation between constituents of a
compound has been introduced where possible. Note that I use the
ISO-15919 system of transliteration, which employs 1 for anusvarah
rather than m. When ¢ and u follow the vowel q, they are written
with a diaeresis (i and 1) to distinguish them from the diphthongs
ai and au.

Sources

The sources for my edition are:

J The Jaisalmer manuscript noted above, consulted through
color photographs made by Muni Jambuvijayaji and provided
to me by Muni Pundarikavijayaji. The scribe of j made
corrections (consisting of additions and/or deletions) that are
marked in the apparatus in one of two ways: the changes are
either indicated by the letters a.c. (ante correctionem = before
correction) and p.c. (post correctionem = after correction), or
they are rendered with crossed-out aksaras (for deletions)
and/or aksaras added above or below the text line (for
additions). I have preferred the latter, but adopted the
former in cases where the cancellation or addition of a vowel

6. The editions are typeset in the Adishila font designed by Krishna Prasad
(adishila.com).
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matra could not be typeset appropriately. In the diplomatic
transcript at the end of this book (p. 231), post correctionem
readings are reported if additions and deletions could not be
typeset as such.

N The editions of Agaracandra Nahata. If only N is used, it means
that the two (or three) editions agree with each other. If the
editions diverge from one another, I differentiate them using
the following sigla:

Niges Agaracandra Nahata’s preliminary edition of vv. 1-5, 40,
53-58, and 134 (Nahata 1964).

Niges Agaracandra Nahatad’s edition of the complete text
(Nahata and Nahata 1968), with Sanskrit and Hindi
translations by Bhamvaralala Nahata;

No2go1 Agaracandra Nahata’s 1968 edition as reprinted, with
introductions by Bhagacandra Jaina and Surésa Candra
Pandeé and revisions by Surésa Candra Pandé, by the
Parsvanatha Vidyapitha in Benares (Nahata and Pande
2001).

Bh Harivallabh Bhayani’s edition (Bhayani 1999). Bhp refers to
the Dévanagari version of the text, printed after the Roman
text; variants from this version are only noted when they differ
from the Roman text (they are all typographic mistakes).

A number of other sigla are used for verses that are attested
elsewhere (vv. 47, 52, 68, 75 and 101); see the discussion of the
examples below (p. 15).

My edition contains numerous additions that I myself have
introduced, consisting of headings, punctuation after the verse
number, an avagrahah (v. 2), and in one case, the conjecture of
a missing quarter-verse (v. 83, defining CORROBORATION). These
additions are always printed in gray rather than black text. The meter
of each verse is indicated, in Sanskrit, to the right of the verse in gray
as well.
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Apparatus

The main register of footnotes is a critical apparatus that reports
variant readings. The apparatus is positive: whenever a variant
is listed, the source is provided for every reading. In principle,
readings are either manuscript readings or conjectures. The readings
of J, N, and Bh are reported whenever they differ from the reading
adopted in my text, with the exception of orthographic variation
(see below). Even after excluding orthographic variation, many of
the variants I have reported are totally insignificant, being obvious
mistakes, either of the scribe of J or, more commonly, of the modern
editors. Accordingly I have tried to alert the reader to variants with
interpretive significance by typesetting all other variants in gray.
When a reading in my apparatus is marked only with N or Bh,
this means that Nahata or Bhayani read it in their text without
marking it as a conjecture. This might mean that they read the
manuscript as such, or in Bhayani’s case, it might mean that he has
simply failed to mark his conjecture as a conjecture. When a reading
is marked with either of those sigla, and with the additional note
conj., this means that Nahata or Bhayani has explicitly signalled the
reading as a conjecture. Nahata did so by putting the reading in
parentheses; Bhayani did so only sporadically, by noting the reading
of the manuscript in a footnote. Bhayani never explicitly refers to
the reading of Nahata, but sometimes reads the latter’s conjectures
in his own text. In such cases, the apparatus entry will read conj. N
Bh, that is, the reading is a conjecture of Nahata that was accepted by
Bhayani. The question marks and brackets that appear in readings
ascribed to Nahata or Bhayani are original to those editors. If I am
the first to propose a conjecture, the apparatus will read conj. ed.
Some scholars distinguish between emendations and conjectures (see
Tarrant 2016: 65), the former being mechanical and reasonably
secure corrections, and the latter being based primarily on the
editor’s imagination. I consider any reading that differs from the
transmitted reading of the manuscript in any respect other than
orthographic normalization to be a conjecture. Hence the vast
majority of my suggestions are marked with conj. The only readings
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that are not so marked are orthographic normalizations of either a
reading in the manuscript or a reading proposed by an earlier editor.

Note that my conjectures are sometimes quite radical, based on
what I consider the sense of the verse to have been, and just as
often tentative. They are “diagnostic conjectures” in the sense of
Maas (1958: 53-54). Readers are free to consult the readings of
the manuscript or of the two earlier editors, all of which are fully
reported in the apparatus.

The sign om. means that a source omits the reading in question.

I was unable to make good enough sense of verses 124 and 132,
and hence the reading of j is reported as is, in cruces.

The top register of footnotes reports parallels, i.e., those verses
that are cited in more or less the same form in other sources (see p.
15 below). I do not include Bhamaha’s Ornament of Literature here
(his definitions are reproduced in the translation and study).

Orthographic normalization

In terms of the orthography of the text, I have largely followed
that of the manuscript, apart from generalizing the following
orthographic principles in the critical edition. (The diplomatic
transcript preserves the orthography of j.)

» I use anusvarah for a syllable-final nasal that contributes to the
weight of the syllable, whereas the manuscript sometimes uses
parasavarnah (e.g., it writes both B~ and '&;ﬁ%; I only write the
latter). Earlier editions are inconsistent (even more than the
manuscript) on this point.

» Where the manuscript reads an anusvarah that cannot
contribute to the weight of the syllable, I have deleted it. Note
that this variation is confined to the word-final morphemes
fé and . Nahata’s editions are unsystematic on this point.
Bhayani’s, by contrast, systematically writes a candrabinduh
when the nasalization does not contribute to the weight of the
syllable (i.e., non-moraic nasalization) and anusvarah when it
does (i.e., moraic nasalization).
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» The manuscript does not distinguish between v and b. I write
b or v where etymologically appropriate.

» The manuscript sometimes writes s for s; I write s throughout.

» I use the avagrahah in cases of vowel sandhi wherein the
initial vowel of a word is lost. The manuscript does not do
so consistently. An editorially-inserted avagrahah is printed in
gray.

» There is no separate letter or marker for a short ¢ or o, which
can occur at the end of a word (and rarely in other positions)
in Prakrit. In general, short ¢ and o are sometimes written
as ¢ and 0, and sometimes as ¢ and u, depending on scribal
conventions. I have followed the manuscript on this point.

» The manuscript seems to write an independent ¢ in two
ways, one of which very closely resembles the sign for w.
Nahata, Bhayani, and I myself have often hesitated between
transcribing the letter as 0 or u in cases where there is
no grammatical difference (e.g., kilau or k#lac for kridah,
fem.nom.pl., in v. 120).

» The manuscript typically writes a dandah (l) after the first
half of a verse, and a double dandah () after the last half
of the verse, followed by the verse number; in about half the
instances, this verse number is followed by either a single or
a double dandah. I have standardized the punctuation on this
point; added punctuation marks are printed in gray.

» I have omitted from my edition the “hyphenation” mark 1,
which is often (though not always) used within a word before
the string hole of the manuscript or at the end of a line of text.
It is almost the same as the punctuation mark |, apart from a
very short horizontal stroke in the middle.

The Jaisalmer manuscript almost never employs ya-srutih, the use of
the consonant y in the place of an elided stop consonant in between
vowels. There are six exceptions, all of which I have regularized and
noted in the apparatus.” A similar phenomenon, called va-srutih, is

7. They are: v. 29 lihiya; v. 33 valaya; v. 45 kaya; v. 48 bhiruyana (but this is an addition);
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etymologically expected only when one of the vowels is labial (u, 4,
or d), butit appears to have been at least partially lexicalized; I retain
the manuscript’s writing of v in thova- (v. 15) from Sanskrit stoka-.

There is a considerable degree of variation in the manuscript
regarding the outcomes of intervocalic pin Sanskrit. The manuscript
sometimes writes v for an original intervocalic p (e.g., ravaa- for
Sanskrit ripaka-), but sometimes leaves the consonant out entirely
(e.g., riaa-). There is some authority in Prakrit grammars for the
complete loss.® More often, however, p is simply lenited to the
corresponding semivowel, v. I consider the loss of pin these contexts
to be an overextension of the rule that elides an original intervocalic
v. That rule is applied regularly in the manuscript (e.g., bhuana- for
bhuvana-, etc.). In my edition I write wvama-, ruvaa-, etc. The
manuscript’s orthography is preserved, of course, in the diplomatic
transcript.

Readings that are only orthographically distinct are noted in the
apparatus with the sign ~, hence U=gdl] Bh (~J) means that Bh reads
U=gdl, and the reading of j is identical but for orthography. The
diplomatic transcript can be consulted for the reading of j in such
cases (here, in line 130 of the edition, the reading of jis ﬁ%?‘ﬁ, with
parasavarnah instead of anusvarah).

The text

The Mirror of Ornaments consists of one hundred and thirty-four
verses. After a brief introductory section, it lists forty-two literary
ornaments (alankara), which it proceeds to define and exemplify in
turn. Sometimes these ornaments have subvarieties that are similarly
defined and exemplified. Generally, the definitions take up either
one half of a verse or a full verse; the examples are always given in

v. 68 kuvalaya; v. 72 pasayana.

Light on Prakrit (Prakytaprakasah) 2.2: kagacajatadapayavanm prayo lopah “generally a
single intervocalic k, g, ¢, j, ¢, d, p, y, and v is elided.”
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a full verse, which is introduced by a brief prose tag. There is one
concluding verse.

The author

No author is named in the text; in fact there are no proper names
at all. The fact that the initial benediction (v. 1) refers to suidevianm,
i.e., sruti-devr or the goddess of learning, suggested to Dalal (1923:
61) that the author was a Jain, since Jains venerate “traditional
knowledge” (sruta-) as a goddess, equivalent in their tradition to
Sarasvati. Pande had claimed that the use of sui rather than sua
indicates that the author belonged to the Vedic tradition (Nahata
and Pande 2001: xv—xvi), which his own editor, Bhagacandra Jaina,
was quick to correct: Jaina cited several cases in which sui is used
instead of sua in the Jain tradition (Nahata and Pande 2001: i).
Jaina also pointed to the well-known image of Sarasvati from the
Jain stipa at Mathura as evidence for the fact that the goddess of
knowledge was known and represented —if in this case by the name
of Sarasvati —as early as the second century CE. The recent discovery
of a manuscript of Jivabhogin’s commentary on the previously-
lost Panhavagaranam (Prasnavyakaranam), dated to the end of the
seventh century, confirms that Srutadévi was known at this time,
and iconographically depicted as riding peacock, like Sarasvati.’
Nothing in the remainder of the work, however, suggests a Jain
affiliation. Siva and Visnu make appearances in the examples (v. 73
and v. 20 respectively), but no Tirthankaras or any other figures from
Jain legend.

Bhayani suggested (1999: 2) that the author of this work might
have been the well-known Apabhramsha poet Svayambht, who lived
in the ninth century ct and who also wrote a metrical handbook

Acharya (2007: n. 11, p. 6). For the iconography of Srutadévi/Sarasvati in the Jain
tradition, see Shah (1941) and Nagarajaiah (2009). Acharya and Shah note that
Srutadévi is referred to in some canonical sources, namely the Bhagavatisatram
(Viyahapannattr) and the Mahanisithasatram; the former was in principle compiled
before the final recension of the Svétambara canon in the early sixth century, but
the latter has clearly taken shape well after this period.
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called Svayambhi’s Meters (Svayambhiicchandah). Bhayani noted that
the poet’s son, Tribhuvana, ascribed works on grammar, meter,
and poetics (alankarah) to him, and hence Bhayani suggested that
the Mirror of Ornaments might be Svayambhu’s work on poetics.
But this conjecture was based partly on Bhayani’s view that the
Mirror borrowed from the Ornament of Literature of the ninth-century
author Rudrata, which is probably incorrect. As we saw above, it
is Bhamaha’s Ornament of Literature, rather than Rudrata’s, that
the Mirror most closely resembles. Moreover, none of Svayambhu’s
other surviving works is anonymous. And finally, Svayambhu was
an Apabhramsha poet. Even though he included Prakrit verse
forms in his Meters, the bulk of the work defines and exemplifies
Apabhramsha verse forms. By contrast, there is no reference atall to
Apabhramsha literature or verse forms in the Mirror of Ornaments.

Repertoire and order

The Mirror clearly lists forty-two ornaments in vv. 5-9, and says that
there are “more than forty” in v. 10. They largely, but not entirely,
overlap with the ornaments defined in early works of poetics such as
Bhamaha’s Ornament and Dandin’s Mirror; see the discussion on p.
40 below.!0

There are a few discernible principles behind the order in which
the ornaments are discussed. The Mirror begins with COMPARISON,
which is widely considered to be the most fundamental of the orna-
ments of sense (arthalankarah). The Treatise on Theater (Natyasastram)
also discusses COMPARISON first, although paradoxically none of
the earliest works begin in this way (Bhamaha and Bhatti begin
with ALLITERATION, and Dandin with As 1T 15). The last ornament
discussed in the Mirror is TWINNING, which is qualitatively different
from the rest insofar as it is (with ALLITERATION) an ornament of

Nahata and Nahata (1968: 430) understood v. 9 to refer to forty ornaments, and
hence tried to get the total number that he counted — forty-five — by counting six
of them, from INTENSE AFFECTION (89) to PREDOMINANT QUALITY (96), as a single
ornament.
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sound (sabdalankarah). Dandin, too, discusses TWINNING only after
having completed his discussion of ornaments of sense.

The discussion of individual ornaments sometimes cross-
references others. For example, the definition of SEEING-AS
COMPONENT refers to SEEING-AS, FUSION, and IDENTIFICATION. The
crossreferenced ornaments always appear earlier in the text. In
general, however, there is no rationale given, nor any discernible,
for the ordering of ornaments within the text. Nevertheless in
my reading there are a number of ornaments that are so closely
related to each other that their contiguity within the text seems very
much like a deliberate choice. These are INFERENCE, MIRROR, and
SEEING-AS; and ACCOMPANIMENT BY OTHERS and CONCOMITANCE.
COMPARISON and IDENTIFICATION are contiguous, as well, and
they are often considered a “pair.”!! COMPARISON-IDENTIFICATION
follows (with the intervention of BENEDICTION) MIXTURE, of which
it might strictly speaking be considered a subvariety; SEEING-AS
COMPONENT can also be considered a subvariety, but it is separated
from this group by the apparently-unrelated LESSON. There are some
ornaments that appear to be closely related without, however, being
continguous to each other in the Mirror, such as INTENTION and
REVELATION, and SUPPRESSION and DISAVOWAL.

The examples

Balbir (1999-2000: 637) noted that “paradoxalement, on ne
trouve aucune illustration directement empruntée aux oeuvres en
maharastri auxquels puisent en général les poéticiens sanskrits.”
This is surprising, given that at least some of the Prakrit examples
given in other works of poetics—either focusing on literary
ornaments, such as Mammata’s Light on Literature (Kavyaprakasah),
or on meter, such as Svayambht’s Meters (Svayambhiicchandah) —
are traceable to well-known works such as Hala’s Seven Centuries

Dandin, too, defines IDENTIFICATION right after COMPARISON, and says that the
former is “just a COMPARISON in which the difference between the two things is
occluded” (upamaiva tirobhitabhéda rapakam ucyate, 2.66).



16 # MIRROR OF ORNAMENTS

(Sattasar), Palitta’s Tarangavai, or Kouhala’s Lilavai. Balbir did,
however, trace a few examples to verses collected in anthologies and
other works of poetics. These are:

» Mirror 75 (example of DOUBT): Treasury of Gaha-Gems v. 461.

» Mirror 101 (example of CONCOMITANCE FUSION): Treasury of
Gaha-Gems v. 294.

» Mirror 52 (example of word-based ALLITERATION): Light on the
Erotic p. 1266.

With the help of Suhas Mahesh, I have been able to trace a few more
examples:

» Mirror 47 (example of ILLUMINATION): Treasury of Rasa-filled
Gahas v. 148 (no. 25 in the balalayannavajja).

» Mirror 68 (example of MATCHING): Treasury of Rasa-filled Gahas
v. 138 (no. 11 in the balalayannavajja).

The Treasury of Rasa-filled Gahas (Rasaulagahakoso), compiled by
Municandra in the twelfth century ck, has not been edited in its
entirety (see Pavolini 1894 for a sample). I am working on an edition
with Suhas Mahesh. The Treasury of Gaha-Gems (Gaharayanakoso)
was compiled by Jinésvara in 1194 ck, and the Light on the Erotic
(Srigaraprakasah) was written by Bhoja in the first half of the
eleventh century CE.

Either JinéSvara, Municandra, and Bhoja quoted these verses from
the Mirror, or they quoted them from other sources that the Mirror
also drew upon. I think the latter scenario is much more likely. First,
if Bhoja had direct access to the Mirror of Ornaments, we might have
expected him to quote many more verses than the one that shows
up in the Light on the Erotic (since, after all, he quotes thousands of
Prakrit verses between his two major works of poetics); the one that
he quotes is not quoted as an example of ALLITERATION, but rather
of a messenger sowing dissention between two parties “by telling of
the man’s love for another woman.”
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“Bespoke” examples, composed by the author himself to illustrate
each ornament, are found in early works of poetics, namely
Bhamaha’s Ornament and Dandin’s Mirror. But this seems unlikely
to me in the case of the Prakrit Mirror. The examples seem to
be relatively diverse in their style, content, and (in the case of
the TWINNING examples) meter. Moreover they do not give the
impression of having been composed exclusively to illustrate a specific
ornament; if they were, a few of them might have been clearer. It
seems more plausible to me that the author of the Mirror selected
verses from existing Prakrit poetry that is now lost, as did Jinésvara,
Municandra and Bhoja. We know the names and authors of many
such works from later texts, such as Bhoja’s works of poetics and the
metrical handbooks of Virahanka and Svayambhu; these texts and
many others quote hundreds of Prakrit verses whose sources remain
unidentified.

Whatever their source, many of the examples evoke a specific
social imaginary that had been associated with Prakrit literature
since the latter’s beginnings: a village on the Godavari river (v. 81),
populated by farmers (vv. 62, 125) and their daughters (vv. 52,
81), where young men and women arrange furtive meetings. For
this reason, Balbir (1999-2000: 637) noted that “quelques strophes
présentent des affinités avec la poésie de la Sattasai et relevent de
la méme inspiration en mettant en scene les protagonistes habituels
de la lyrique amoureuse.”

Some of the examples in the Mirror praise a king. Authors often
find a way to surreptitiously mention the name of their patron in
their works, and we might wonder whether the Mirror’s example
verses do so as well, especially if they were, like Dandin’s, composed
by the author himself.!? Some eulogistic verses in the Mirror contain
an address to the king in the vocative case: naha “lord” (v. 21),
narinda “Indra among men” (v. 99), and naraséhara “crown among
men” (w. 93, 105). These would all seem to be very generic terms,

See Pollock (2006: 169) on the “index fossil” in Sanskrit grammars; to this we can
add Dandin’s use of kalakala, a title of Narasimhavarman II, in his Mirror, and a
surreptitious mention of the Pallava capital of Kanci (Bronner 2012: 76).
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with the exception of naraséhara- (narasekhara- in Sanskrit). That
term is rather rare, and may be a title rather than a generic term
of address.!?

Similarly, v. 99 suggests that the addressee’s proper name — which
isnotused in the verse — begins with the letter s. There are too many
kings whose name begins with s to give us any strong leads.

Finally, there is a sequence dharahiva in v. 112, which, if taken as
a term of address, should refer to “the lord of Dhara,” one of the
titles used by the Paramara kings since the later tenth century, and
especially associated with the eleventh-century king Bhoja. If this
were the only way to interpret this sequence, then we might have
to entertain the possibility that the Mirror was composed after the
eleventh century. But I think it is rather the case that dharahi va
means “as if in streams” (dharabhir iva).

Language

The language of the Mirror is Prakrit, sometimes called “Maharastri
Prakrit” to distinguish it from other closely-related Middle Indic
literary languages. It is essentially the same language in which
the major works of Prakrit literature, including the Seven Centuries
(Sattasar), Slaying of Ravana (Ravanavaho), Tarangavai, Lilavai and
so on have been composed. I have not noticed any forms or
usages that are specific to “Jaina Maharastri,” the language used in
commentarial literature by Jain authors in the first millennium ck.
The language is also entirely free of “Sanskritisms,” or Sanskrit forms

In desultory searches (with the help of a reviewer) I discovered two figures named
Narasékhara. In a pattavalr of the Pallivala gaccha of Svétambara Jains (Désai and
Kothart 1997: 222), Naraseékhara is the name of a king of Ajayagarh, whose son,
Mahidhara, was converted to Jainism by the monk Sughosasuri. According to the
pattavali Sughosasuri died in 397 vs (340 cE) and Mahidhara in 425 vs (368
CE). And in Vardhamanasuri’s Story of the First Jina of the Age (Jugaijinindacariyanm),
composed in 1160 vs (1103 cE), the story of a king named Narasékhara of Vaijayanti
is narrated by the monk Pundarika to Kantimati (vv. 3310-3467). Narasékhara’s son
Ranasiira beheads a snake that he thought was going to kill his father; Narasékhara
later learns from a Jain monk that the snake was his father in a former life, and he
renounces the world.
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that have been partially adapted to Prakrit phonology, with the one
exception of saccavaam (= satyavadan, for which a vocative form in
-anta would be more natural in Prakrit).

A few formations are worth noting. The use of adjectives made
from the suffix -ira- (Schwarzschild 1993) is reasonably common:
see gunjira- (114), gholira- (62), naccira- (130), nisasiri- (24), and
vilasira- (92). The form alankaraitta- (76) appears to show a suffix
-itta-, which the Prakrit grammarians teach in a possessive sense
(Pischel 1981 [1900]: §600).!* In context it appears to mean
something more like “those who are familiar with ornaments.” But
this would, if I am not mistaken, be the first time the suffix is attested
in literature. In terms of usage, I note that in my reconstructions
I have occasionally resorted to the use of the infinitive (-um) as a
converb (-una), e.g., w. 65, 76.

The lexicon includes a fair number of so-called dést words. These
are Prakrit words whose corresponding Sanskrit form either does
not exist or is not used in the same sense. The vast majority of these
words are attested in other Prakrit works, as shown in table 1.1. There
are a few cases where a deés7 word has been restored by myself; I have
collected those instances in table 1.2.1°

For example, Hémacandra at The ‘Perfected’ Grammar of Hemacandra (Siddha-
hemacandrasabdanusasanam) 2.159: alvillollalavantamantettaramana matoh. Note that
Hémacandra’s own example is kavvaitto, which might mean “someone associated
with literature, a littérateur,” rather than “one who possesses a poem.”

The abbreviations are those of Ghatage (1996), and the editions referenced
are those listed first in the bibliography. They are: CaupCa = Caiipannamaha-
purisacariyam (Story of Forty-Five Great Men); Chapp = Chappannayagahao (Verses of
the Connoisseurs); DeNaMa = Desinamamala (Lexicon of the Regional); GaRaKo =
Gaharayanakosa (Treasury of Gaha-Gems); GaSa= Gathasaptasatakam (Seven Centuries);
Lila = Lilavar; Pail.aNa = Paialacchinamamala ( ‘Prakrit Laksmi’ Lexicon); PaumCa
= Paiimacariya (Story of Padma); Siddha = Siddhahémacandrasabdanusasanam
(Perfected’ Grammar of Hémacandra); SupasCa = Supasanahacariam (Story of
Suparsva); TarLo = Tarangalola/ Tarangavat; UtNi = Ultaradhyayananiryuktil; VajLag
= Vajjalaggam; VasuHi = Vasudevahindi (Wanderings of Vasudeva). The lexicons and
grammar are given in bold when the citation is a definition.
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Table 1.1: Dest words in the Mirror of Ornaments

Word Meaning Verse  Occurrences elsewhere
ajjha- f. “(unfaithful) wo- 125 GaSa. 838, 858; VajLag. 308,
man” 313, 318-1, 439, 679; Lila. 1100;

DeNaMa. 1.50

ekkekkama- adj. “mutual” 30 GaSa. 220; TarLo. 311, 313; Setu
12.19; VajLag. 429; Lila. passim;
GaRaKo. 168; DeNaMa. 1.145

kannullia- m. “ear-ornament” 23 _

cincaia- adj. “adorned” 18 TarLo. 510, 1206; PaumCa 15.13;
Lila. 1029, 1286, 1295, 1327;
PaiLaNa. 85

coriae adv. “in secret” 66 GaSa. 206

talliccha- adj. “intent” 31 DéeNaMa 5.3

dhadi- f. “attack” 119 PailaNa. 276 (Skt. lexicons
dhair)

paccala- adj. “capable” 26 UitNi 103; TarLo. 1112; PaiNaMa.
36; DeNaMa. 3.69; SupasCa. vol. 1
pp- 85, 142, vol. 2 pp. 324, 425

pida- m. “will, power” 98 VajLag. 280; SupasCa. vol. 1 pp.
176, 184

pellavellia adv. “in a commo- 85 GaRaKo. 388

tion”

phullandhua-  m. “bee” 53 GaSa. 754, 796; CaupCa. pp. 193,
257, 262, 282; PaiNaMa. 11;
DéeNaMa. 6.85

bailla- m. “bull” 82 UitNi.488; TarLo. 210, 1190;
VasuHi. p. 57; VajLag. 160;
Lila. 1108-1109; GaRaKo. 336;
DéeNaMa. 3.91

bhasala- m. “bee” 36,68  VajLag 236, 241, 243, 253, 254;

Lila. 759; GaRaKo. 67, 174, 624,
634; PaiNaMa. 11; SupasCa. pas-

sim

Continued on next page
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Continued from previous page

Word Meaning Verse  Occurrences elsewhere

rincholr- f. “series” 19,27  GaSa. 75,120, 563, 575, 689, 836;
TarLo. 1468; VajLag. 207, 633,
654, 31-2; PaiNaMa. 64; GaRaKo.
344, 645; DeNaMa. 7.7

vellahala- adj. “gentle, soft” 69,94  GaSa. 599; VajLag. 96, 421; Lila.
356, 1308; DeNaMa. '7.96

sellia- f. “female calf” 82 cf. DeNaMa. 8.57 (sella-)

hala- f. “female friend” 27 GaSa. 430, 893, 899, 901, 930;

Lila 406; DeNaMa. 2.195

Table 1.2: Dést words in uncertain contexts in the Mirror of Ornaments

Word Meaning Verse  Occurrences elsewhere

anada- m. “lover” 39 DéeNaMa 1.18

ladaha- adj. “handsome” 125 TarLo. 1303; GaSa. 7, 817; Chapp. 74;
VajLag. 315, 284-4, Lila. 71; GaRaKao.
285, 348; DeNaMa. 7.17

vidavidia-  adj. “composed” 25 Siddha.8.4.94

hava- adj. “moving 39 DeNaMa 8.75
quickly”

Meters

The Mirror is written almost entirely in the gatha (gaha) meter, the
preeminent verse-form of Prakrit literature. The only exceptions are
two examples of the ornament TWINNING. One of them (v. 130)
appears to be in a galitakam meter, although not one thatI recognize,
and unusually formed with five lines. The other (v. 131) is in the
anustubh sloka.
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Gatha

The gatha consists of two lines, each made out of eight “groups” or
ganas of four moras (matras) each.'® A heavy syllable contributes two
moras, and a light syllable contributes one. In the odd-numbered
ganas, there must be a syllable boundary between the second and
third mora of the gana, and hence these have an “unsyncopated”
rhythm. The combinations of syllables allowed in these positions are
ss, sl lis, and Wl In the even-numbered ganas, this constraint does
not hold, and the “syncopated” rhythm Islis also allowed. The sixth
gana of the first line, moreover, must be syncopated (hence it must
take the form Is|, or alternatively Illl with a word boundary after the
first light syllable). The sixth gana of the second line consists of a
single light syllable. The eighth ganas of both lines are in fact a single
syllable, which conventionally counts as heavy (s orl). A schema for
the firstline is given in figure 1.1; the second line is identical, except
that the sixth gana must always be I. The frequency of each pattern
is shown in figures 1.2 and 1.3.

Figure 1.1: Schema of the gatha, line 1

Gana 1 2 3 4 5 6 7 8

SS SS SS SS SS N
U ted patt sittsieosieosue sl N
nsyncopated patterns
Y P P s us s s s
e me e e il
N IS IS
Syncopated patterns m m m
Single syllables S

Both syllable patterns and word boundaries figure in the rhythm
of the gatha, and hence there are positions where word boundaries
are more and less likely to occur. The “regular” location of a word

I use the following symbols: s = heavy syllable; | = light syllable, | = word boundary.
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boundary within the line is after the twelfth mora (i.e., after the third
gana), and lines that have such a word boundary are called pathya
(“regular”). A little less than three-quarters of the Mirror’s lines are
pathya. The remainder are called vipula (“extended”), defined by the
absence of a word boundary after the twelfth mora. All of these lines
observe the “law of vipula@” formulated by Jacobi (1886), according
to which a vipula line must have a “syncopated” shape (Isl or I[lll) in
the fourth gana.

As shown in figures 1.4 and 1.5, there are also places where word
boundaries are vanishingly infrequent. I consider word boundary
to be prohibited after the eleventh and nineteenth moras of both
lines (i.e., between the last two moras of the third and fifth ganas),
and moreover after the twenty-second mora of the first line (i.e.,
between the last two moras of the sixth gana). There is also a
prohibition on word boundary right before the last syllable of both
lines, effectively enforcing a constraint on final monosyllables. I
have taken these constraints into consideration when proposing
conjectures and adjudicating between readings. In one case, I have
changed the text by making a “close compound” of a compound
word.!” This refers to the possibility of performing word-internal
sandhi in the seam of a compound, signaling that the compound
counts as a single word for the purposes of phonological rules, and
hence for metrical purposes as well.

Beyond these prohibitions, there are a number of strong
tendencies that are however not inviolate. Similar to the case of the
third and fifth ganas, where a word boundary is prohibited between
the final two moras, a word boundary is quite rare between the final
two moras of the seventh gana of both lines.!®
The rules of the gaha meter are observed with rather less strictness

Namely vihua-jana- to vihuaana- in the first line of v. 30, to avoid a word boundary
after the nineteenth mora.

It occurs in 45 (first line), 48 (second line), 75 (first line), and 85 (first line; I have
converted taruna-jano in the second line into the “close compound” tarunaano to
avoid a word boundary in this location in the second line as well), and 106 (first
line).
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in the “tables of contents” found in vv. 5-9 and vv. 12-13. Several of
these are vipula lines (the first line of vv. 8 and 9, and the second of
wv. 12 and 13). Moreover in the first line of 8, there is a bad word
break in the fifth gana, and in the first line of 9, the required word
break after the first syllable of an all-light sixth gana is missing. The
same looseness of construction might account for the light second
syllable of the adverb 7o (written here iu), which appears twice in the

first list in the meaning of “after this.”

Figure 1.2: Distribution of shapes per gana in line 1
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Galitakam

Verse 130 is highly corrupt. In my restoration, it has five lines, with
adjacent rhyme at the end of each line. The only common verse-
form I know of that has five lines is the matra, associated with early
Apabhramsha verse, and this verse does not fit the matra’s schema.
I propose, instead, that this verse belongs to the family of meters
called galitakam or galita. In general, this term refers to a Prakrit
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Figure 1.3: Distribution of shapes per gana in line 2
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meter made up of two or four lines (padas), each of which is made up
of a certain number of mora-regulated groups of syllables (ganas);
they may either have the same number of moras (matras) in all their
lines (so-called “even” or sama-), or the equivalence might be limited
to the odd and even lines respectively (so-called “half-even” or ardha-
sama-). Most importantly, a galitakam generally features yamakam,
translated here as TWINNING. These verses are only known from two
works of the fourth and fifth centuries, The Victory of Hari (Harivijao)
by Sarvaséna and The Slaying of Ravana (Ravanavaho) by Pravaraséna,
as well as discussions in metrical handbooks from a later period
(including Virahanka’s Collection of Syllable- and Mora-Counting Meters
[ Vrttajatisamuccayah] and Svayambhu’s Meters [ Svayambhucchandah]).
In most of the examples, the verses feature a specific type of
TWINNING, namely, end-rhyme between adjacent lines. The most
common fourline patterns have between twenty and thirty moras
per line. Virahanka says, however, that any kind of Prakrit verse with
even or half-even lines can be considered a galitakam, as long as it
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Figure 1.4: Word breaks in line 1
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features TWINNING, and suggests that there is a great variety of both
forms and names (4.106-109); Svayambhu agrees (p. 109).

Table 1.3: Metrical structure of verse 130

Line Pattern Total moras
1 S s Isl 1lls 1s 18
2 S ss Isl sIs 1s 18
3 [l st st sis 1s 20
4 I st s sis 1s 20
5 SS sl ss Hls 1s 20
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Figure 1.5: Word breaks in line 2
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Verse 130, the schema of which is given in table 1.3, would
be atypical from a number of perspectives. First, it has five lines,
rather than four. Second, the first and second lines have eighteen
moras, and the third, fourth and fifth have twenty. These lines are
relatively short, and they are uneven. Third, the type of TWINNING
found in them is not the usual end-rhyme between adjacent lines,
but adjacent rhyme within a line. This last feature, however, is
attested for certain galitakam verses according to Virahanka, who
calls this pattern of TWINNING samudga- (4.56, 4.103). This leads
me to think that verse 130 was perhaps intended as a galitakam, and
textual corruption has obscured its original metrical form. It is also
thematically connected to Pravaraséna’s work, and might have been
intended as a recreation of, or homage to, its galitakam verses.
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If verse 130 is a galitakam verse, that might give us a somewhat
more narrow window for the date. The earliest work to feature
such verses, as far as we know, was Sarvaséna’s Victory of Hari (early
fourth century ck), and the last was Pravaraséna’s Slaying of Ravana
(early fifth century cE). Both of these works are products of the
“second phase” of Prakrit literature, when the kings of the Vakataka
kingdom took an active interest in composing Prakrit poems (see
Dundas 2022). A relatively large set of galitakam verses are defined
in Virahanka’s metrical handbook, possibly composed in the eighth
century, and a much smaller set are defined in Svayambhu’s, just
a century afterwards. This suggests that, by Svayambhi’s time,
the popularity of galitakam verses had decisively waned. Thus we
might expect the work from which verse 130 was drawn to have
been composed between the fourth and eighth centuries of the
common era.

Anustubh

Verse 131 is a kind of anustubh, with eight syllables in each of
its four lines. Whereas a “standard” or pathya anustubh, however,
should end with the pattern ISIS in its even-numbered lines and ISSS
in its odd-numbered lines, this verse must necessarily have SIS in
its odd-numbered lines as well, since all lines end with the same
series of syllables. This is the type of metrical pattern licensed as an
“extension” of the anustubh by the early authority Saitava (Steiner
1996: 238-239).

The early period of poetics in India

Balbir noted that the Mirror, “autant qu’on puisse juger en le
soumettant a diverses confrontations, doit remonter plutot a la
premiere époque des alamkarasastra classiques.” To understand the
Mirror and appreciate its place in the history of Indian poetics, then,
we must place it in the context of the works to which it bears the

greatest resemblance: those of the early period of poetics.
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Poetics — that is, systematic thought about literary art—has a
long history in India. But as Bronner (2002: 442) has noted (see
also McCrea 2011: 231), it never had a “root text” to serve as the
undisputed starting-point of discussion, like the satra texts of the
Mimarmsa and Nyaya systems, or like the Kamasutram or Arthasastram.
Instead, we can speak of a “prehistory” of poetics, including
references to some important ideas in various inscriptional and
literary sources, followed by the earliest surviving works of poetics
per se. These are the Ornament of Literature (Kavyalankarah) of
Bhamaha and the Mirror of Literature (Kavyadarsah) of Dandin.
The subsequent tradition of poetics really begins from these two
authors, who therefore served as “founding fathers” in a sense
(Bronner 2002: 457).

There has been a vocabulary to talk about literature for as long
as there has been literature, but evidence for the articulation of
concepts that would later be theorized in the tradition of poetics
begins to appear in the third century BCE. Tieken (2006) has argued
convincingly that Asoka used the word “sweetness” in his Fourteenth
Rock Edict in a sense almost identical to that which it has as a
technical term in poetics, namely, as that quality of speech (gunah)
wherein hearing the same thing again and again does not cause
annoyance. This suggests that the theory of poetic qualities (gunah),
the earliest surviving treatment of which appears in the Treatise on
Theater, dates back at least to the early third century BCE. More solid
evidence for this theory is provided by the Junagarh inscription
of Rudradaman (Kielhorn 1905-1906), dated to 150 ck. In that
inscription Rudradaman is said to be skilled in composing verse
and prose using several technical terms of poetics, including “or-
naments” (alankarah) besides the names of a few poetic qualities.19
This inscription was one of Buhler’s primary pieces of evidence for
establishing that the poetic tradition of kavyam extended at least as
far back as the beginning of the Common Era (1890).

See line 15 (Kielhorn 1905-1906: 44): sphuta-laghu-madhura-citra-kanta-sabda-samayo-
daralamkyta-gadya-padya- etc.
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The Treatise on Theater is a compilation of material related to the
composition and performance of stage-plays. Its date is unknown.
Its chapters on “verbal representation” (vacikabhinayah) include a
short grammatical description of the languages of the stage-play, an
inventory of metrical forms, and, in chapter sixteen, a discussion
of the key elements of poetics. These elements include thirty-
six “characteristics” (laksanani), four “ornaments” (alankarah), ten
“faults” (dosah), and ten “qualities” (gunah). All of these except the
“characteristics” have been integrated into later works of poetics (see
Raghavan 1973 [1942] for a preliminary attempt to understand the
characteristics).

Thus it appears that at least the main concepts around which
the later discourse of poetics would be structured, including

” «

“ornaments,” “qualities,” and “faults,” were available as early as the
beginning of the Common Era. This is unsurprising, since kavyam
itself — the set of literary forms that constitutes the object of poetics
as a discourse —appears in the historical record in precisely this
period. What is more surprising is that there seems to be a gap of
several centuries between these references, including the Treatise
on Theater’s broad overview, and the earliest texts of poetics per se.
Obviously there were texts that are now lost, as noted just below.
Nevertheless we must try to explain how the vocabulary of poetics
could have circulated, in a relatively stable form, for hundreds of
years before appearing in a lasting textual form in the work of

Bhamaha and Dandin.

Bhamaha

Bhamaha’s Ornament of Literature (Kavyalarnkarah) is generally held
to be the earliest work specifically dedicated to poetics in South Asia
(Kane 1961: 83). Nevertheless we know nothing for certain about
Bhamabha, including his date and his place.

The Ornament itself was only rediscovered at the very beginning of
the twentieth century. It was found by Professor M. Rangacharya of
the Madras Presidency College and its discovery was reported to R.
Narasimhachar, who discussed it briefly (Narasimhachar 1903: 20)
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in the introduction to his edition of Nagavarma’s Analysis of Literature
(Kavyavalokanam) 20
dating to ca. 1400 CE that was once held in the Maharaja’s

Sanskrit Library in Trivandrum. A transcript was apparently made

This was apparently a palm-leaf manuscript

and deposited in the Government Oriental Manuscripts Library
in Madras. These were the sources for Trivedi’s editio princeps of
the text in 1909.2! The edition of Sarma and Upadhyaya, which
appeared in 1928, is based on three “transcripts,” about which even
the editors knew nothing regarding their date or provenance (p. 70).
They conjectured that all three are ultimately based on the palm-
leaf manuscript in Trivandrum. Independently, Naganatha Sastry
brought out an edition in 1927, which utilized two other manuscripts
(or perhaps transcripts?), both from Tamil Nadu.?? Almost all other
editions, like that of Tatacharya Siromani (1934), simply reproduce
the text of one of these early editions, usually without mentioning
their own source(s). The one exception is the “critical” edition
of Subhadra (2008), which aggregates all of the available sources,
which include two paper transcripts and one palm-leaf manuscript
that had not previously been consulted.?® Unfortunately, what P.V.

See also Narasimhachar (1912). Narasimhiengar (1905) also refers to Ran-
gacharya’s discovery, which he accessed from a transcript lent to him by Pandit
Anandalvar of the Mysore Archaeological Office.

The original manuscript may be no. 872 in what is now the Trivandrum University
Manuscript Library (225 granthas, palm leaf, Malayalam script). There is no trace
of a transcript at the GOML Madras.

One of these manuscripts was in the possession of Brahmasri R.V. Krishna-
machariar, Sanskrit Pundit, Government College Kumbhakonam, and the other in
the possession of Brahmasri Charkavarti Acarya of the Tiruvadi Sanskrit College
(Naganatha Sastry 1970 [1927]: xix). They are not described. Apparently the
other materials (including Trivedi’s edition, the manuscript in Trivandrum, and
the transcript at GOML) were personally inspected either by Naganatha Sastry or
Brahmasri Subrahmani Sastrigal (Naganatha Sastry 1970 [1927]: xx).

See the description of sources on p. 277 of Subhadra’s edition. The palm-leaf
manuscript belonged to Dr. C.M. Neelakandhan of Kalady, although Subhadra
appears not to have noted any variants from this witness. The other sources are
paper transcripts belonging to the Adyar Library and the Trivandrum University
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Kane wrote in 1961 regarding the editions of Bhamaha’s Ornament
still stands: “The mss. material is meagre and the editors do not
explain many knotty points, nor do they bring together all the
various readings in Bhamaha’s text as quoted in many works and
the explanations of his verses by numerous writers from the days of
Udbhata, the Dhvanyaloka and Locana onwards” (1961: 81).

Thus, on the one hand, all of the manuscript material for
Bhamaha’s Ornament seems to be suspiciously univocal; all of
it may well derive from a single palm-leaf manuscript made in
Kerala around 1400. On the other hand, we have a reasonable
quantity of materials in which Bhamaha’s work is quoted. As
Kane noted, Bhamaha’s work was relatively popular in Kashmir
from the eighth to tenth centuries. It was commented upon by
the brilliant Kashmiri critic Udbhata in the late eighth or early
ninth century, who also borrowed liberally from Bhamaha in his
own treatment of literary ornaments, the Collected Essence of the
Ornaments of Literature (Kavyalankarasarasangrahah). In fact, just a
year after Kane wrote those words, Raniero Gnoli published a
fragmentary manuscript that has now been conclusively identified
as Udbhata’s Explanation (Vivaranam), the only commentary
known to have been written on Bhamaha’s Ornament. Since then,
Kulkarni (1972) recognized that Udbhata’s Explanation, and thus
indirectly Bhamaha’s Ornament, were utilized by a number of other
works on poetics, including Hémacandra’s Teaching on Literature
(Kavyanusasanam) and the anonymous Analysis of the ‘Wish-granting
Vine of Literature’ (Kavyakalpalatavivékah). Bhamaha’s work is also
quoted by Jayamangala, the author of a commentary on Bhat{i’s Poem
(see below), who lived prior to 1050 ct (Kane 1961: 77).

All Bhamaha says about himself in his Ornament is that he is the son
of Rakrilagomin (6.64). He names several authors whose works do
not survive and whose dates are not known, such as Médhavin (2.40,
2.88) and Ramasarman (2.20). It has been noted since the discovery
of the Ornament, however, that its fifth chapter is indebted to

Manuscript Library; their source is not mentioned.



24.

25.

The early period of poetics in India # 33

Buddhist logical theory, and Tucci (1929) demonstrated more pre-
cisely that Bhamaha “had direct acquaintance with Dinnaga’s works”
(146), and does not rely on Dharmakirti. Dinnaga is commonly
dated to 480-540 ck, following Frauwallner (1961: 134), although
Deleanu (2019) puts him about a half-century earlier, to 430-500.
I would assume that Bhamaha would have read the works of Dhar-
makirti (600-660), had he lived at a time when this was possible.

As for a terminus ad quem, the earliest author I know of to
explicitly quote or refer to Bhamaha is Santaraksita in the middle
of the eighth century ce (Kane 1961: 84). Bhamaha is apparently
quoted by Maheésvara, the author of a commentary on Yaska’s
Niruktam, and Mahésvara has sometimes been dated to the mid-
seventh century on the basis of circumstantial evidence which I do
not find convincing.24 Bronner (2012) has convincingly shown that
Dandin responds to Bhamaha, and as we will see below, Dandin
probably wrote his Mirror of Literature at the turn of the eighth
century. Similarly, while the relative position of Bhatti and Bhamaha
is far from settled, I am persuaded by the arguments of Diwekar
(1929) that Bhatti’s Poem responds in certain places to Bhamaha’s
Ornament.”> These parameters would place Bhamaha between 500
and 640 ck. I personally would be inclined to put him closer to
600 ck.

The Ornament is made up of about 400 verses arranged into six
chapters. The ornaments themselves are presented in the second
and third chapters. The fourth chapter discusses faults (dosah),
and the fifth chapter discusses logical faults in particular. The
sixth chapter contains advice for avoiding grammatical errors and
solecisms.

See Bronner (2012: 95-96): Mahésvara was supposedly a student of Skandasvamin,
and so too was Harisvamin; Harisvamin is alleged to provide a date of 638 cE for
himself, but there are philological and historical problems with this date (see Kahrs
1998: 15-16).

De (1923: 51) takes a different view, viz. that Bhamaha knew and criticized Bhatti,
but partly because he accepts Jacobi’s argument that Bhamaha knew Dharmakirti.
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Bhamaha is also the name of the author of a popular commentary
on a Prakrit grammar, called the Light on Prakrit (Prakrtaprakasah).
This latter work is conventionally ascribed to Vararuci. Bhamaha’s
commentary, called Captivating (Manorama), is anything but. As
both Pischel (1981 [1900]: §33) and Nitti-Dolci (1972 [1938])
have shown, this Bhamaha has often misunderstood the satras.
His acquaintance with Prakrit seems bookish and artificial, and
his comments are usually just lists of forms (like the ubiquitous
vaccha- “tree”). There are nevertheless a few longer citations in the
last chapter, and several of these appear to come from Hala’s Seven
Centuries (Nitti-Dolci 1972 [1938]: 36), although the resemblances
may be coincidental. I have not been able to trace any further
citations; none appear to be from the Mirror of Ornaments. Whether
the author of the Captivating commentary and the author of the
Ornament of Literature are the same person will have to remain an
open question. While it is hard to believe that the intelligent and
lucid author of the Ornament could have written such a plodding and
pedestrian commentary as the Captivating, there is no convincing
evidence against the identification, either.?

Bhamaha may have written other works besides the Ornament. As
noted by Kane (1961: 88), a few verses not found in the Ornament
are attributed to Bhamaha by later writers, such as Hémacandra
(twelfth century), Gopéndratippabhupala (the author of the Wish-
granting Cow [ Kamadhenuh], a commentary on Vamana’s Sutras and
Commentary on the Ornaments of Literature [ Kavyalankarasatravyttih]
composed around the fifteenth century according to Kane 1961:
147), and Narayana Bhatta (the grandfather of Kamalakara Bhatta,
and the author of a commentary on Kedarabhatta’s Ocean of Meters
[ Vittaratnakarah] composed in Varanasi in the sixteenth century).?’

Kane (1961: 88) is doubtful about the identification himself, but notes that Pischel
and Pathak (1898: 16) consider the two Bhamahas to have been identical. When
two works that are enormously different in quality are ascribed to the same author,
scholars will sometimes propose that one was a “juvenile” production (e.g., the Cycle
of Seasons [ Rtusamharah) ascribed to Kalidasa).

Some of Gopéndra’s quotations from “Bhamaha” seem to be misattributed, such as
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It is rather suspicious that, with one exception, none of these stray
quotations are attributed to Bhamaha by any other authority.

Bhamaha’s Ornament was studied all over India. As noted above, it
served as the starting-point for a new discourse of poetics in Kashmir
in the ninth century. And the Sinhalese monk Ratnasrijnana had
studied the Ornament carefully when he sat down to write his
commentary on Dandin’s Mirror of Literature in the tenth century,
probably when he was staying in eastern India.

Bhatti

Bhatti tells us that he composed his Slaying of Ravana (Ravana-
vadhah), better known as Bhatti’s Poem (Bhattikavyam), at Valabhi,
in the modern state of Gujarat, which was then ruled by the
king Dharaséna. This probably refers to Dharaséna IV (r. ca. 641-
650 ck).?® The poem tells the story of the Ramayanam while
also systematically exemplifying certain rules of Sanskrit grammar.
Beyond Sanskrit grammar, however, Bhatti’s Poem also exemplifies
a series of literary ornaments in its tenth chapter. Bhatti himself
does not identify these ornaments. For their identification scholars
generally rely on the commentary of Jayamangala (prior to 1050

the quotation from Bhatta Tauta on p. 4 (prajria etc.) and from Dhananjaya on p.
20 (bhagavanto etc.). Whether the widely-quoted verse defining a sutra (alpaksaram
etc.), or the verse defining a wrtti- (sutramatrasya ya vyakhya etc.), are correctly
attributed to Bhamaha (p. 4) is uncertain. Two quotations attributed to Bhamaha
are found in the Ornament (p. 41 = 1.54, and p. 98 = 2.17), and one quotation
(upaslokyasya mahatmyad ujjvalah kavyasampadah, p. 5) is not found in the Ornament
but is also attributed to Bhamaha by Kumarasvamin in his commentary on the
Prataparudriyam (under 1.10). There are two other quotations that Gopéndra
attributes to Bhamaha that I have not been able to find anywhere else: a versified list
of the 64 arts on p. 29, and a definition of muktakam on p. 36. Regarding the alleged
quotations of Bhamaha by Narayana Bhatta, found on p. 6 of his commentary,
they pertain to the letters with which it is auspicious or inauspicious to begin
certain kinds of compositions. The short quotation from Hémacandra’s Lexicon of
the Regional (Destnamamala) is apparently just for the use of the word sugrismaka-.

Virji (1941: 215) and Knutson (2019: 124); Kane (1961: 74-76) favors the
hypothesis that Bhatti was patronized by Dharaséna II (r. ca. 570-600 cE).
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CE according to Kane 1961: 77), who often quotes Bhamaha’s
definitions. As Jayamangala’s commentary suggests, the repertoire of
ornaments illustrated by Bhatti is very similar to the repertoire found
in Bhamaha’s Ornament of Literature. Nevertheless it is clear that the
two authors relied upon different traditions. For example, Bhatti’s
examples of TWINNING belong to a totally different tradition of
analysis than either Bhamaha’s Ornament or the Prakrit Mirror. The
same can be said of its examples of COMPARISON and IDENTIFICATION.
Moreover, Jayamangala identifies one ornament as nipunam, not
defined in Bhamaha’s Ornament but equated by Jayamangala
with IMAGINATION (bhavikatvam), and conversely the ornament
aprastutaprasamsa (OUT OF CONTEXT), discussed by Bhamaha, is not
illustrated at all in Bhaiti’s Poem (Kane 1961: 73).

This theoretical independence from Bhamaha, however, does not
necessarily imply that Bhatti was unaware of Bhamaha’s work, or vice
versa. Several scholars (including Diwekar 1929) have noted a clear
intertextual relationship between Bhaitti 22.34 and Ornament 2.20,
although the direction of the relationship is unclear. Bhamaha says
that dull people will have an awful time with poetry that can only
be understood with the help of a commentary, even if it’s “really
fun for intelligent people”; Bhatti admits that his poetry can only be
understood with a commentary, which is “really fun for intelligent
people,” and if it’s hard for dull people, well, too bad for them.?’
As noted above, I follow Diwekar in taking Bhatti to be responding
ironically to Bhamaha’s censoriousness. There are other points of
intertextual contact (e.g., the phrase darvakandam iva syamam, noted
by Diwekar 1929: 836).

Ornament 2.20: kavyany api yadimani vyakhyagamyani sastravat ~ utsavah sudhiyam
eva hanta durmedhaso hatah ~~ Bhatti 22.34: vyakhyagamyam idam kavyam utsavah
sudhiyam alam ~ hata durmeghasas casmin vidvatpriyataya maya ~~
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Dandin

Dandin’s Mirror of Literature (Kavyadarsah) was perhaps the most
popular manual of poetics in the world.>* Dandin tells us in
the introduction to another work, Avantisundarz, that his great-
grandfather, the poet Damodara, was invited to Kanci from Vidarbha
and patronized by the Pallava king Simhavisnu; Dandin himself was
orphaned at a young age and moved from place to place following
the invasion of Kanci (according to Bronner 2012: 76, probably
the 674 cE invasion of Kanci by the Calukya king Vikramaditya
I); Dandin returned to Kanci as a young man, when the political
situation had stabilized, and appears to have enjoyed the patronage
of the Pallava king Narasimhavarman (r. 690/1-728/9; Bronner
2012: 76). These details should place Dandin’s activity in Kanci
around 700 ck, or slightly later. I know of no compelling reason to
reject this date.

The Mirror is a synthetic work of poetics in three chapters,
composed entirely in lucid Sanskrit verse. The first chapter discusses
the forms (including languages and genres) of literature, as well
as the “ways” or styles of literature and their associated qualities.
The second chapter is a survey of literary ornaments, implicitly
only ornaments of sense (arthalankarah), since ornaments of sound
such as ALLITERATION and TWINNING are discussed elsewhere. The
third chapter begins with a discussion of “difficult” techniques in
literature, including TWINNING and various forms of riddles. The
subsequent discussion treats poetic faults. In some manuscripts this
discussion is relegated to a separate fourth chapter.!

The position of Dandin’s Mirror in the early history of poetics
was controversial for many decades, but Bronner (2012) has
reviewed the evidence and come to the conclusion that Dandin was
responding critically, and often in a playful or tongue-in-cheek way,

Pollock (2006: 163) places it after Aristotle’s Poetics; Bronner (202356: 1-5) starts
from this comparison and notes that the Mirror was actually much more influential
in the centuries following its composition than the Poetics was.

See Dimitrov (2007) for a critical edition and translation of the third chapter.
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to earlier authorities, chief among whom was Bhamaha. (In fact,
as Bronner notes, this is precisely the relationship envisioned by
Dandin’s earliest surviving Sanskrit commentator, Ratnasrijnana.)

Bhamaha and the Mirror

Even a casual reading of the Prakrit Mirror and Bhamaha’s
Ornament side-by-side will reveal that their definitions of individual
ornaments are strikingly similar to each other. In many cases, the
similarity is such that the two definitions could not possibly have
been formulated independently of each other. We therefore must
consider three possibilities: (a) the Ornament’s discussion was based
on that of the Mirror; (b) the Mirror’s discussion was based on that
of the Ornament; or (c) their discussions are independent of each
other, but based on a common source.

I believe that (a) is the case, i.e., that Bhamaha utilized the
definitions found in the Prakrit Mirror of Ornaments as the principal
source for his own Ornament of Literature. But I also admit that there
is no “smoking gun” regarding the direction of borrowing. What I
endeavor to do in this section is simply present the evidence that
I consider to bear on this question. Readers may well come to
different conclusions than I have based on this evidence.

What the authors say

The author of the Mirror says nothing about how he (presumably)
composed the work. He does, however, refer to earlier authors of
works on poetics (satthaarehim, v. 80).

By contrast, Bhamaha tells us precisely what his intervention into

the discourse was in v. 2.96 of his Ornament:>?

I have of course devised this Ornament
of Speech with illustrations I myself
composed.

32. Translations throughout this book are my own unless noted otherwise.



Bhamaha and the Mirror # 39

svayankytair eva nidarsanair iyam
maya praklpta khalu vagalankytih

The problem is that pra-+klp has a range of meanings. It could
mean that Bhamaha’s discussion of ornaments is entirely original,
or alternatively it could mean that he outfitted an existing set of
ornaments with examples of his own creation.*® But it is notable
that the examples (nidarsana-) alone are described as “self-composed.”
To me, this rather clearly suggests that the definitions are not “self-
composed.”

Bhamaha again explains the nature of his intervention at the end
of the third chapter (3.58) and fifth chapter (5.69):

I have described the way of ornamenting
speech at length, considering it according
to my judgment.

giram alankaravidhih savistarah
svayam viniscitya dhiya mayoditah

I have discussed the varied ornaments
of speech after seeing others’ diverse
works and applying my own thought.
e migaditas tas ta vacam alankytayo maya
bahuvidhakytir dystvanyesam svayam paritarkya ca

These verses, especially the second, foreground Bhamaha’s indepen-
dence from earlier treatments (see Lele 1999: 19-23). But in doing
so they acknowledge the influence of these earlier treatments as
well. Until now, Bhamaha’s “independence” has had to be gauged
from his own remarks in the Ornament, in which he explicitly takes
issue with earlier discussions. But if the Prakrit Mirror was one of
his sources, we are in a position to evaluate Bhamaha’s avowed
independence from a new perspective.

33. Sankara Rama Sastri (1956: 127) translates it simply as “done.”
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Repertoire

There is a long-term tendency, in the history of Indian poetics, for
the number of ornaments discussed in a work to increase over time.
But it is not the case that a larger repertoire necessarily means a
work is later. Dandin spoke of thirty-five ornaments of sense (listed
in 2.4-7), and he might have wanted to discuss the same number of
ornaments as Bhamaha, who discusses roughly thirty-five as well.>*
Table 1.4 gives the approximate number of ornaments discussed by
each major authority, in ascending order, with their dates where
known.?® (I say “approximate” because there are several cases when
itis not clear whether we should consider an ornament to have been
“discussed” by a particular authority, or whether something “counts”
as a separate ornament.)

From table 1.4 it is clear that the works most comparable to the
Prakrit Mirror are those of the “early period” of Indian poetics,
namely Bhamaha, Bhatti, and Dandin. I exclude Udbhata, since
his work is manifestly based on Bhamaha’s. I would have included
Vagbhata but for reasons of space: his Ornament (Vagbhatalankarah)
is also brief, and discusses only thirty-nine ornaments, and moreover
gives some of the examples —albeit a minority—in Prakrit. But his
work is clearly indebted to Dandin’s and Rudrata’s, with some post-
Dandin reshaping of the system (for example, his exclusion of the

I thank Yigal Bronner for pointing this out to me. I say “roughly” because Bhamaha
does not give a single list; he also sometimes mentions an ornament without
discussing it at all (as in the case of TRACE [lesah] and REASON [hetuh]), and
sometimes defines it, while noting that it is only an ornament in the opinion of
“others” (as in the case of BENEDICTION [as#k] and As 1T 18 [jatih]). Sankara Rama
Sastri numbers the ornaments at thirty-six; Kane (1961: 82) at thirty-nine; Lele
(1999: 16) at thirty-seven.

The dates and number of ornaments are drawn principally from Kane (1961). For
Dandin, I arrived at thirty-six based on his own accounting of the ornaments in
chapter 2 (2.4-7) with the addition of TWINNING. For Bhamaha, I have followed
Sankara Rama Sastri’s numeration. Jaina gives somewhat different numbers: 32 for
Vamana, 62 for Rudrata, 67 for Mammata, 35 for Vagbhata, and 133 for Appayya
Diksita. (He adds 86 for Visvanatha, 70 for Jagannatha and 33 for Hémacandra).
See Nahata and Pande (2001: iii).
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Table 1.4: Number of ornaments in works of poetics

Text Number of Approximate
ornaments date
Treatise on Theater 4 —
Visnudharmottarapuranam 17 —
Marror of Literature (Dandin) 36 700
Sutras and Commentary on the 36 800
Ornaments of Literature (Vamana)
Ornament of Literature (Bhamaha) 37 600
Bhatti’s Poem 38 650
Vagbhata’s Ornament 39 1140
Collected Essence of the Ornaments of 41 800
Literature (Udbhata)
Mirror of Ornaments 42 —
Ornament of Literature (Rudrata) 68 850
Light on Literature (Mammata) 68 1100
Necklace of Sarasvati (Bhoja) 72 1010
Totality of Ornaments (Ruyyaka) 81 1140
Ocean of Ornaments (Sébhakara) 100 1200
Moonlight (Jayadéva) 100 1250
Joy of the Water-Lily (Appayya Diksita) 115 1580

“emotion tropes” [see p. 47] from the chapter on ornaments, and
a separate chapter on rasas). There is some overlap in repertoire
with the Prakrit Mirror: twenty-six of its thirty-nine ornaments are
also discussed in the Mirror, hence 66% of Vagbhata’s repertoire and
62% of the Mirror’s is shared between them. But this is quite a bit less
than in the case of Bhamaha, Bhatti, and Dandin.

Table 1.5 gives all the ornaments defined by the “early period”
authors. There is considerable overlap between them. The most
important distinction is that the Mirror defines eight ornaments
that are not found elsewhere. Conversely, each of the other authors
defines a smaller number of ornaments that are not found in the

Ornament (four in the case of Bhamaha and Bhatti, and seven in the
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case of Dandin). The greatest amount of overlap is found between
the Mirror and Bhamaha’s Ornament (89% of the Ornament’s total,
and 81% of the Mirror’s total), as shown in figure 1.6. Dandin shares
about 86% of his repertoire with the Prakrit Mirror, and Bhatti,
about 87%.

Table 1.5: Comparison of the repertoires of the Mirror, Bhamaha,
Bhatti, and Dandin

Ornament Mirror Bhamaha Bhatti Dandin
upama 11-40 2.30-34 10.31-36 2.14-65
rupakam 41-45 2.21-24 10.26-30 2.66-96
dipakam 46-49 2.25-29 10.23-25 2.97-115
rodhah 50ab, 51 _ _ —
anuprasah 50¢d, 52-53 2.5-8 10.1 1.55
atisayah 54-55 2.81-84 10.43 2.212-218
visesah 56-57 3.23-24 10.59 2.321-327
aksepah 58-60 2.68-70 10.38-39 2.120-166
jatih/ svabhavoktih 61, 62 2.93-94 10.46 2.8-13
vyatirekah 61, 63 2.75-76 10.40 2.178-196
rasavat 64ab, 65 3.6 10.48 2.278-290
paryayah 64cd, 66 3.8-9 10.50 2.293-295
yathasankhyam 67-70 2.89-90 10.44 2.271-272
samahitam 71ab, 72 3.10 10.51 2.296-297
virodhah 7lcd, 73 3.25-26 10.64 2.331-338ab
sasandeham 74-75 3.43-44 10.68 [2.356]
vibhavana 76-77 2.77-78 10.41 2.197-202
bhavah 78-82 _ — —
arthantaranyasah  83ab, 84 2.71-74 10.37 2.167-177
anyaparikarah 83cd, 85 _ _ _
sahoktih 86ab, 88 3.39-40 10.66 2.349 ab,
350-353ab
arjasvi 86¢d, 87 3.7 10.49 2.291-292
apahnutih 89ab, 90 3.21-22 10.58 2.302-307
prevah 89¢d, 91 8.5 10.47 9.974-977

Continued on next page
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Continued from previous page

Ornament Mirror Bhamaha Bhatti Dandin
udattah 92ab,93-94  3.11-13 10.52-54 2.298-301
parivrttih 92¢d, 95 3.41-42 10.67 2.349c¢d,
353¢d-354
uttarah 96-99 _ _ _
slesah 100-103 3.14-3.20 10.55-57 2.308-320
vyajastutih 104-105 3.31-32 10.60 2.341-345
tulyayogita 106-107 3.27-28 10.62 2.328-330
aprastutaprasamsa 108ab, 109 3.29-30 _ 2.338¢d-340
anumanam 108¢d, 110 _ _ _
hetuh _ [2.86] 10.73 2.233-257
suksmah _ [2.86] _ 2.258-262
lesah _ [2.86] _ 2.263-270
adarsah 111-112 _ _ _
utpreksa 113-114 2.91-92 10.45 2.219-232
samsystih 115ab, 116 3.49-52 10.71 2.357-360
asth 115¢d, 117 3.55-57 10.72 2.355
upamarapakam 118ab, 119 3.35-36 10.61 (?) [2.356]
nidarsana 118¢d, 120 3.33-34 10.63 2.346-348
utpreksavayavah ~ 121-122 3.47-48 10.70 [2.357]
udbhédah 123-125 _ — —
valitam 126ab, 127 _ _ _
yamakam 126¢d, 2.9-20 10.2-22 3.1-77
128-133
upameyopama — 3.37-38 10.65 —
samasoktih _ 2.79-80 10.42 2.203-211
ananvayah _ 3.45-46 10.69 [2.356]
bhavikatvam _ 3.53-54 10.64 (?) 2.361-363
avritih _ _ _ 2.116-119

The Mirror is entirely lacking several ornaments that are discussed
or illustrated by all the other early texts. These are UNIQUE (anan-
vayah), CONDENSED EXPRESSION (samasoktih), and IMAGINATION
(bhavikatvam). Interestingly, the last two of these are absent from
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Figure 1.6: Repertoires of the Prakrit Mirror and Bhamaha’s Ornament

Ornament .
Mirror

the discussion of ornaments in the Visnudharmottarapuranam, which
mentions only seventeen (Kane 1961: 71). There is one additional
ornament that is included by Bhamaha and Bhatti alone, namely
TARGET-COMPARISON (upaméyopama). The Mirror omits it, although
it defines a subtype of COMPARISON, namely “mutual COMPARISON.”
Dandin also includes this as “mutual COMPARISON,” almost certainly
independently of the Mirror.

The eight ornaments mentioned exclusively in the Mirror (among
other early works of poetics) are rodhah (SUPPRESSION), bhavah
(INTENTION), anyaparikarah (ACCOMPANIMENT BY OTHERS), uttarah
(PREDOMINANT), anumanam (INFERENCE), adarsah (MIRROR), udbhe-
dah (REVELATION), and wvalitam (REVERTED). Because of the lack
of parallel discussions, these “unique” ornaments pose particular
difficulties of interpretation. The relationship between anumanam
(INFERENCE) and what other early authors call sétuh (REASON) will
be discussed later. Two of these “unique” ornaments, REVELATION
and INTENTION, are similar in name to ornaments defined by later
authors, and there may be at least an indirect connection. But as
the discussion below will show, there does not appear to be a direct
relationship between the Mirror and these later texts.

If we hold that Bhamaha utilized the Mirror as a source, we
must explain why these specific ornaments were excluded from the
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Ornament of Literature. The answers are likely to be different in each
case, and my conclusions are preliminary. Several of them, including
REVERTED, seem to have been narrowly tailored to the genre of
Prakrit love poetry. Others, such as PREDOMINANT, may well have
struck Bhamaha as non-poetic. In still other cases, the text may have
been corrupt or unintelligible even in Bhamaha’s time; I have been
unable to restore the text of the final example of REVELATION, for
example.

If, alternatively, we hold that the Mirror utilized Bhamaha’s
Ornament as a source, these ornaments would have been added
from another source. We would however have to explain why four
ornaments discussed by Bhamaha—namely UNIQUE (ananvayah),
CONDENSED EXPRESSION (samasoktih), IMAGINATION (bhavikatvam),
and TARGET-COMPARISON (upameéyopama) — were omitted from the
Mirror. Of these, UNIQUE and TARGET-COMPARISON are similar to
subvarieties of COMPARISON that are already defined in the text, and
IMAGINATION is an ornament at the level of the text that might have
been difficult to discuss and illustrate within the Mirror’s parameters.

Besides the number of ornaments discussed by each author, we can
also consider the order in which they are discussed. Both Bhatti and
the Prakrit Mirror give no rationale for their order, although each
starts with a sequence of well-established ornaments (COMPARISON,
IDENTIFICATION, and ILLUMINATION in the case of the Mirror,
and ALLITERATION, TWINNING, ILLUMINATION, IDENTIFICATION and
COMPARISON in the case of Bhat{i’s Poem). Dandin does not exactly
state the principles on which his order is based, although he
appears to prioritize AS IT IS (jatih/svabhavoktih) as “the number one
ornament” (adya salankrtih, 2.8; Bronner 2023a: 56) in part because
Bhamaha had rejected it. Otherwise Dandin treats the most well-
established ornaments first, namely, COMPARISON, IDENTIFICATION,
and ILLUMINATION. He includes TWINNING in a separate chapter
dedicated to “difficult” ornaments.

By contrast, in the second chapter of his Ornament, Bhamaha gives
the impression of having organized his ornaments on the basis of
the sources in which he encountered them. The first ornaments to
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be defined are (a) the five that some unnamed “others” have alone
accepted as ornaments (2.4). As others have noted, these are the
four ornaments discussed in the Treatise on Theater (ILLUMINATION,
IDENTIFICATION, COMPARISON, and TWINNING) with the addition
of ALLITERATION. Then (b) Bhamaha adds “six others” (2.66),
ViZz. DISAVOWAL, CORROBORATION, DIVERGENCE, MANIFESTATION,
CONDENSED EXPRESSION, and EXAGGERATION. The discussion of
EXAGGERATION leads to a slight detour, where Bhamaha articulates
his “law of indirectness” (2.85, Bronner 2023a: 67), according to
which an ornament must represent a kind of indirect speech. This
leads him to reject several ornaments that are accepted as such
by others, including REASON (hetuh), TRACE (lésah), and SUBTLE
(suksmah, 2.86). Then (c) Bhamaha adds two more, MATCHING and
SEEING-AS, the latter of which at least was recognized by the earlier
author Médhavin (2.88). Toward the end of this chapter, (d) he
reluctantly adds As 1T 18 (svabhavoktih) as well (2.93).

When we compare Bhamaha’s second chapter to the Prakrit
Mirror, we note two things. First, the latter does not even mention
CONDENSED EXPRESSION (samdsokti), an important ornament dis-
cussed by Bhamaha and Dandin and exemplified by Bhatti. Second,
the Mirror includes without comment two ornaments, AS IT IS
and INFERENCE, that might violate Bhamaha’s “law of indirectness.”
Bhamaha discusses As 1T Is only reluctantly. While Bhamaha does
not mention an ornament called INFERENCE (anumanam), it may
be related to the one he calls REASON (hétuh). The Mirror does not
define TRACE (lesah) independently, but it recognizes a variety of
COMPARISON called “trace COMPARISON” (v. 25¢d).

In his third chapter, Bhamaha changes his mode of presentation.
Rather than trickling out ornaments one, two, five, or six at a time,
he begins with a list of twenty-three ornaments that he will discuss in
order. The method of listing all of the ornaments to be discussed
(either within a chapter or within the work as a whole) in order
in a table of contents is found in the Prakrit Mirror as well as in
Dandin’s Mirror (as well as in other works, e.g., Rudrata’s Ornament
of Literature). Why Bhamaha chose different modes of presentation
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for his second and third chapters must remain an open question for
the time being.

Within the third chapter of Bhamaha’s Ornament there are
implicit groupings of ornaments. The most important and
distinctive are what I will call the “emotion tropes.” These are
a group of six ornaments that Bhamaha discusses at the very
beginning of his third chapter: INTENSE AFFECTION (préyah), SEN-
TIMENTAL (rasavat), HAUGHTINESS (@rjasvi), EXCUSE (paryayoktam),
COINCIDENCE (samahitam), and EXALTED (udattam). These same
ornaments are also exemplified in the same order in contiguous
verses in Bhaitti’s Poem (10.47-52). Bhamaha either does not
define these ornaments at all (INTENSE AFFECTION, HAUGHTINESS,
COINCIDENCE, and his initial treatment of EXALTED), or he provides
an exceptionally brief definition in a single line (SENTIMENTAL,
EXCUSE, and his second treatment of EXALTED). He provides
examples of all of them, but very unusually, he appears to refer to
other works of literature: the Ratnaharanam (Stealing the Jewels) in the
case of EXCUSE (3.8), and Rajamitram (The King’s Friend or The King
and His Friend) in the case of COINCIDENCE (3.10). Other examples
make reference to well-known stories: those of INTENSE AFFECTION
and HAUGHTINESS seem to be based on the Mahabharata; that of
SENTIMENTAL, on the story of Udayana and Vasavadatta; and those
of EXALTED, on the Ramayana and on the story of Canakya and King
Nanda. These should probably not be seen as quotations, but rather
brief descriptions of events in those narratives.

Bhamaha’s decision to abide by different practices of definition
and citation in this section corroborate’s Pollock’s (2016: 56)
contention that the ornaments in this section are all concerned
with “verbal expressions of emotions.” More generally, perhaps,
we can say that they all pertain to the verbal expression of the
internal states of characters. It is, indeed, in this section alone that
recognizable literary characters, such as Rama, Krsna, and Karna,
appear. Thus it appears that Bhamaha either deliberately brought
together a number of ornaments that pertained to a character’s
internal state, or followed an earlier text that made this same
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intervention. I am inclined toward the first view, in part because I
think that Bhatti’s treatment can be accounted for by the hypothesis
that he knew Bhamaha, and in part because there is a motivation for
their placement at the beginning of the third chapter in Bhamaha’s
Ornament. His second chapter had concluded with a discussion of
how ornaments generally require indirect speech (vakroktih, 2.85—
86), and ornaments such as SENTIMENTAL constitute an exception to
this rule: they need not involve indirect speech, but they can still be
thought of as “ornaments” of literature because they elicit important
aspects of the characters’ inner lives.?

Regarding the other ornaments in the third chapter, there is
a clear internal motivation for ending with the three at the end,
namely MIXTURE, which presupposes that the ornaments to be
mixed have already been discussed, IMAGINATION (bhavikatvam),
which Bhamaha claims to apply to an entire literary work, and
BENEDICTION. The latter is in fact not included in the initial table
of contents, but is added at the end and said to be accepted as an
ornament by “some people” (3.55).

When we compare Bhamaha'’s third chapter to the Prakrit Mirror,
we see that ornaments that are “gathered” in specific places in
Bhamaha’s text are scattered, apparently randomly, in the Mirror.
MIXTURE and BENEDICTION are located toward the end, as we might
expect, but not at the very end.

Definitions

What does it mean to say that the definitions in the Mirror and in
the Ornament are “similar”? The language of Bhamaha’s work is of
course Sanskrit, and that of the Mirror is Prakrit. Correspondingly,
the body of Bhamaha’s work is composed in the anustubh sloka meter,
while that of the Mirror is composed in gatha verses. In Bhamaha’s
Ornament, the examples are usually introduced by a word or so at
the end of the definition itself (e.g., yatha, “as follows”), whereas in

Hence these ornaments do not exactly constitute a “disparate collection” in
Bhamaha’s Ornament, as described by Ingalls et al. (1990: 243).
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the Mirror, the examples are always introduced by a short phrase in
prose separate from the definition. After this, the main difference
is the length of the definition. In Bhamaha’s Ornament, almost every
ornamentis defined in a single sloka. By contrast, in the Mirror, out of
forty-two total ornaments, eighteen are taught in a complete gatha,
twenty-two are taught in a single line of a gatha, and two are taught
in a quarter of a gatha. Hence, for the ornaments defined in both
the Mirror and Bhamaha’s Ornament, the latter’s definition is either
roughly the same length as, or roughly double the length of, the
former’s definition.

Hence we must account for either the expansion or the
contraction of an original definition. There are certainly cases
in the history of poetics when an original definition has been
“contracted.” One instance of the phenomenon is the “suturing” of
definitions, i.e., their being recast in the form of prose sutras in order
to attain the highest possible economy of expression. The most
famous example is Vamana’s Sutras and Commentary on the Ornaments
of Literature (Kavyalankarasutravrttih) of the late eighth century.
Another instance is the tendency to compress both the definitions
and examples of each individual ornament into a single verse. In
Sanskrit, the best-known example is probably Jayadeva’s Moonlight
(Candralokah), where the first line of a verse typically defines the
ornament, and the second line exemplifies it. Another example is a
Kannada work, Udayaditya’s Ornament (Udayadityalankararm), which
usually gives an example and a very brief definition within the
scope of a single verse. Neither “suturing” nor combining definitions
and examples applies to the Mirror, however. In fact the Mirror’s
examples give the impression of having been collected from other
literary works (see p. 15 above).

Regarding “expansion,” it is easy to see, on the one hand, that the
discourse of poetics as a whole tends toward “expansion” in several
senses: repertoire, higher-order groupings, examples, discussion,
and framing. On the other hand, it is hard to think of cases in
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which the definitions of one text are expanded in another.?” In order
to arrive at a hypothesis about whether expansion by Bhamaha or
contraction by the Mirror is more likely, we must look closely at what
has been added, or taken away, in each set of definitions.

In just one case, a one-verse definition in the Mirror corresponds
to a two-verse definition in the Ornament (see table 1.6). As noted
below (p. 105), Bhamaha’s two verses are rather wordy and repetitive,
which suggests to me that Bhamaha did not manage to fit the Mirror’s
concise definition and list of subvarieties into a single verse, but
rather splitit up into two, which led him to say say no less than three
times that this ornament has three subvarieties.

Table 1.6: Ornaments defined in one verse in the Mirror and in two verses
in the Ornament

Name Mirror  Ornament

ILLUMINATION / dwaam / dipakam 46 2.25-26

Eleven ornaments are taught in a complete gatha verse in the
Mirror, and their definitions in Bhamaha’s Ornament also take up
a complete sloka (see table 1.7). It is in these definitions that the
similarities are most obvious. The correspondence in lexical items,
excluding function words, is close to 100% in all of the above
definitions, and sometimes even the order of lexical items is the
same, e.g., DISAVOWAL. (In some cases, I have slightly emended the
definition in the Mirror on the basis of Bhamaha’s Ornament.) The
principal difference is that Bhamaha’s definition almost always ends
with a word of introduction for the following example. In the case
of TWINNING, Bhamaha does not provide a definition, but his list of
subvarieties is exactly the same as the Mirror.

There are two Kannada works of poetics, Srivijaya’s Way of the Poel King
(Kavirajamargam) and Madhava’s Ornament (Madhavalankaram), that have adapted
Dandin’s definitions in his Mirror from Sanskrit anustubhs to Kannada kandas, which
are slightly longer (Madhava’s Ornament does so more literally than the Way of the
Poet King). I have not yet made a careful study of these processes of adaptation.
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Table 1.7: Ornaments defined in one verse in both the Mirror and the
Ornament

Name Mirror  Ornament
IDENTIFICATION / ravaan / rapakam 41 2.21

42 2.22
EXAGGERATION / aisao / atisayokiih 54 2.81
DISTINCTION / viséso / visesoktil 56 3.23
DISAVOWAL / akkhevo / aksepah 58 2.68
MATCHING / jahasankham / yathasarnkhyam 67 2.89
DOUBT / sandeho / sasandeham 74 3.43
MANIFESTATION / vibhavana / vibhavana 76 2.77
FUSION / sileso / slistam 100 3.14, 17
TRICK PRAISE / vavaésalthut / vyajastutih 104 3.31
BALANCE / samajoia / tulyayogita 106 3.27
SEEING-AS / uppekkha / utpreksa 113 291
SEEING-AS COMPONENT / uppekkhavaavo / utpréksavayavah 121 3.47
TWINNING / jamaam / yamakam 128 2.9

Ten ornaments are taught in half a verse in the Mirror, and the
corresponding definitions in Bhamaha’s Ornament take up an entire
verse (see table 1.8).

Table 1.8: Ornaments defined in a half verse in the Mirror and in one verse
in the Ornament

Name Mirror  Ornament
CONFLICT / viroho / virodhah 71lcd 3.25
CORROBORATION / atthantaranaso / arthantaranyasah 83ab 2.71
CONCOMITANCE / sahottt / sahoktih 86ab 3.39
DENIAL / avanhut / apahnutih 89ab 3.21
EXCHANGE / pariatto / parivritih 92cd 341
OUT OF CONTEXT / appatthuapasango / aprastutaprasamsa 108ab  3.29
MIXTURE / samsiltht / samsystih 115ab  3.49
BENEDICTION / asisa / asth 115¢d  3.55

COMPARISON-IDENTIFICATION / uvamarivaan / upamariapakam 118ab  3.35
LESSON / niarisanawm / nidarsana 118¢d 3.33

How do we characterize the differences between definitions in
each set? One criterion would be informativeness. Does Bhamaha’s
longer definition actually tell us more than the Mirror’s shorter
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one? In several cases we have to answer in the negative. In fact,
some of Bhamaha’s definitions do little more than express using
case suffixes what is expressed using compounds in the Mirror.
One example is CORROBORATION, which is rather self-explanatory,
since the very name (arthantaranyasah) means “introducing another
idea.” Bhamaha not only expresses “another” and “idea” separately
(i.e., not in a compound), but also tells us that “another” means
“apart from that which was already expressed” (as if there were
any doubt). Similarly ouT or CONTEXT, where the compound in
the Mirror’s definition appears in fully analytic garb (ahiara-vimukka-
vatthuno bhananam = adhikarad apetasya vastuno nyasya ya stutth). In
the case of COMPARISON-IDENTIFICATION, as noted below (p. 172),
the definitions are superficially different only because Bhamaha
does not use the word ripakam, but instead replaces it with a phrase
referring to the identity of the STANDARD and TARGET that he uses,
in slightly different forms, elsewhere (e.g., 2.21, 3.14).

In the remaining pairs, Bhamaha’s text contains some element
that is not to be found in the Mirror’s text. Crucially, in every case,
these elements occur in the second line of the verse. With DENIAL,
Bhamaha uses the second line to explain why the ornament is
called by that name, although such an explanation is unnecessary —
apahnutih just means “denial”’—and even if it were necessary,
Bhamaha’s explanation is unhelpful, since it uses exactly the
same verbal root. With MIXTURE, Bhamaha uses the second line
to compare the ornament to a “string of gems.” The case of
BENEDICTION is somewhat special, since the Mirror’s definition is
singularly unhelpful, and Bhamaha appears to be slightly unwilling
to accept it as an ornament at all, presumably because it lacks
indirection (2.85-87). Nevertheless Bhamaha’s addition of two
subtypes, which is not found in the Mirror, takes place in the second
line of the verse.

In several cases, there are questions about whether these “second-
line elements” are even appropriate. In the case of CONFLICT,
Bhamaha’s phrasing is rather awkward, and includes in the second
line the fatuous expression visesabhidhanaya “in order to express
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a special feature” (which occurs, in somewhat different form,
elsewhere in the Ornament: 2.68, 2.75). Similarly, in defining
CONCOMITANCE, Bhamaha uses the phrase “by a single word”
(padenaikéna) in the second line, which is also unnecessary. In
EXCHANGE, Bhamaha has (again in the second line) the requirement
that the ornament “possesses CORROBORATION,” which features in no
other definition of this ornament. And in LESSON, Bhamaha includes
the phrase yathevavatibhir vina, which may be an attempt to render a
phrase in the Mirror, but which in any case excludes several examples
of the ornament, including Bhatti’s (see p. 173).

These pairs suggest, albeit in a circumstantial way, that Bhamaha
expanded on the Mirror’s definitions as follows. First, he tried to
render the single-line definition into a two-line Sanskrit slokah by
putting as much of the definition in the first line as possible, so that
the remaining space could accompany the name of the ornament,
expressions like “is said to be” or “is called,” and a word introducing
the example. With any remaining space, Bhamaha added what he
might have thought to be “filler” material. Of course the argument
could be run in the opposite direction as well—namely that the
author of the Mirror abbreviated Bhamaha’s definitions and focused
on the first line as the most critical part.

There is only one case in which an ornament that is taught
in a quarter of a verse in the Mirror is taught in an entire verse
in Bhamaha’s Ornament (see table 1.9). As noted below (p. 120),
Bhamaha’s definition contains several redundancies, and as noted
just above, one of the elements of the definition (visesapadanat,
“because of bringing about a distinction”) is found in a somewhat
different form elsewhere in the Ornament, including in one other
context (3.25) where it similarly does not correspond to anything
in the Mirror’s definition. I suggest that it serves as a “filler” in
Bhamaha'’s definitions.

Three ornaments, taught in half a verse in the Mirror, are taught
in half a verse in Bhamaha’s Ornament as well (see table 1.10). In
the case of ALLITERATION, Bhamaha’s discussion is quite different
from the Mirror’s, and it is clear that Bhamaha intended to offer a
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Table 1.9: Ornaments defined in a quarter of a verse in the Mirror and in
an entire verse in the Ornament

Name Mirror  Ornament

DIVERGENCE / vairego / vyatirekah 61b 2.75

Table 1.10: Ornaments defined in half a verse in both the Mirror and the
Ornament

Name Mirror  Ornament

ALLITERATION / anuppaso / anuprasah 50cd  2.5ab
SENTIMENTAL / rasio / rasavat 64ab 3.6ab
EXCUSE / pajjaoc / paryayoktam 64cd  3.8ab

“revisionist” account of this ornament (see p. 109). The other two
ornaments, however, belong to a small class of “emotion tropes” (p.
47), which Bhamaha treats as a group at the beginning of his third
chapter. While SENTIMENTAL and EXCUSE are defined very briefly
before being exemplified in the Ornament, the other representatives
of this class are not defined at all. Rather, Bhamaha only gives
examples of them (table 1.11). While we obviously cannot compare
the wording of the definitions in such cases, itis clear that Bhamaha
has treated them as a group, and the Mirror has not. Either it was
Bhamaha who organized them into a group, or the author of the
Mirror chose to undo Bhamaha’s organization and instead offer
a flatter categorization of literary ornaments by dispersing these
“emotion tropes” throughout his book.

Another point of very close similarity between the Mirror and
Bhamaha’s Ornament is the number and kind of subvarieties they
recognize for each ornament. The subvarieties are exactly the
same in number and kind for IDENTIFICATION, ILLUMINATION,
DISAVOWAL, EXALTED, FUSION, and TWINNING. In many of these
cases, such as DISAVOWAL and TWINNING, Dandin proposes a
different classification of subvarieties than Bhamaha and the Prakrit
Mirror. In the case of coMPARISON, Bhamaha explicitly rejects
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Table 1.11: Ornaments defined in half a verse in the Mirror and only
exemplified in the Ornament

Name Mirror  Ornament
COINCIDENCE / samahio / samahitam 71ab exemplified in 3.10
HAUGHTINESS / wjja / arjasvi 86¢d exemplified in 3.7
INTENSE AFFECTION / pémaisad / préyah 89cd  exemplified in 3.4¢d-5
EXALTED / udatto / udattam 92ab exemplified in 3.11

earlier classifications in favor of a unified treatment that recognizes
only one subvariety, namely “counterpart COMPARISON.” In the
case of MATCHING, Bhamaha does not explicitly reject an earlier
classification, but he does not mention any subvarieties, whereas the
Mirror does. In the case of ALLITERATION, Bhamaha proposes several
varieties that do not clearly map onto the two varieties recognized
by the Mirror. In only one case, namely BENEDICTION, does Bhamaha
introduce subvarieties for an ornament that lacks them in the Mirror.
See the discussion of these individual ornaments for my speculations
about what motivated the change in the number of subvarieties.

Examples

As noted above (p. 38), Bhamaha clearly claimed authorial
responsibility over the examples in his Ornament. I have not found
any compelling reason to suggest that Bhamaha was not, in general,
telling the truth. It has been noted, however, that some of Bhamaha’s
examples are presented as if they were taken from earlier works
of literature (Kane 1961: 86). But this is only true for the handful
of ornaments discussed at the beginning of the third chapter, and
even there, I suspect (p. 47) that the “quotations” are not actually
quotations, but brief allusions to events described in those works.
Kane (1961: 87) invokes the chatrinyaya: one can refer to a group of
people, some of whom have parasols and others of whom do not, as
“the men with the parasols” (chattrinah). According to Kane, most of
Bhamaha’s examples are his own compositions, even if a few quoted
verses have been included. Apart from the ornaments discussed at
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the beginning of the third chapter, they do not mention anyone in
particular; they are generic verses, either erotic or political-eulogistic
in character.

I have noted below, however, several instances in which
Bhamaha’s example, while not a translation of the Mirror’s example,
seems nevertheless to have been inspired by it. These include
IDENTIFICATION, EXAGGERATION, MATCHING, and most notably
INTENSE AFFECTION. In this last example, the Mirror offers an erotic
verse, and the Ornament, using almost exactly the same words,
sketches a scene from the Mahabharata.

Of course in all of these cases the reverse might in principle be
the case, i.e., the author of the Mirror was inspired by Bhamaha’s
examples. But it appears that the Mirror’s examples are generally
inspired by, if not actually quoted from, existing Prakrit literature,
whereas Bhamaha’s examples are, by his own representation,
made up.

The argument from translation

One of the strongest arguments for my proposed direction of
borrowing is that, with one exception, no Sanskrit work has ever
been known to be rendered into Prakrit.*® By contrast, Prakrit
works were regularly rendered into Sanskrit, and in a variety of
ways. Individual verses were given a Sanskrit translation or chaya
when they were discussed in commentaries, a practice that dates
back at least to the tenth century.’® And starting in the twelfth
century, abridged Sanskrit translations of earlier Prakrit works were
produced by Jain communities in North India. These abridgements
include Haribhadra’s Story of Samaraditya (Samaraiccakaha) and

The exception is a translation of the Jewel-Garland of Questions and Answers
(Prasnottararatnamala), which was translated into Prakrit by a Jain monk; see
Gandhi (1949: 421-422).

In the tenth century, Abhinavagupta translated Anandavardhana’s Prakrit
examples in the Light on Resonance (Dhvanyalokah) into Sanskrit when composing
his commentary on the latter; in the early twelfth century, Ruyyaka, the first
commentator on Mammata’s Light on Literature (Kavyaprakasah), did the same.
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Uddyotana’s Kuvalayamala (Chojnacki 2018: 1182). In the field of
technical literature, too, we have one case of an Apabhramsha work,
the Prakrit Pingala (Prakrtapaingalam), being rendered into Sanskrit
(in Damodara’s Ornament of Speech [Vanibhusanam] of the late
fourteenth century, Vyasa 2007: 367), and one case of a Prakrit work
(Svayambhu’s Meters, ninth century) being rendered into Sanskrit
(in Candraseékhara’s Chandahsekharam of the early eleventh century,
Velankar 1962: xx—xxii). I know of no case where a work on meter
(or lexicography, or poetics) was ever translated from Sanskrit into
Prakrit.

When trying to adjudicate the relative priority of two commenta-
tors on Mammata’s Light on Literature, Parikh noted that one of them
cites a verse in the original Prakrit, and the other cites the same verse
in a Sanskrit rendering. This led him to confidently conclude that
the former was the basis of the latter, since “[t]he traditional practice
has always been to translate Prakrit into Sanskrit and not vice versa”
(Parikh 1959: 10).

This is not to say that a Sanskrit text could not have been a source
for works of poetics in other languages. On the contrary, we know of
many examples of this phenomenon, in which a Sanskrit work deeply
influenced a work in Pali, Tibetan, Sinhala, Kannada, or Tamil. My
point is that Prakrit is a counterexample to this overall tendency, at
least according to the current state of our knowledge.

This creates a very strong presumption thatitwas the Prakrit Mirror
that influenced the Sanskrit Ornament, rather than the other way
around. But this must remain a presumption for the moment. What
would really support this argument are instances when a Prakrit word
or phrase has been rendered incorrectly into Sanskrit in Bhamaha’s
Ornament, or vice versa. I have not identified any such instances. Of
course there are places where one text could be argued to be clearer
or less awkward than the other, but these are essentially subjective
judgments that, even if they were true, would not necessarily bear on
the direction of influence. In this connection, I must mention J.C.
Wright’s attempt to argue that Dandin’s Mirror of Literature used the
Pali Ornaments Made Easy (Subodhalarkaro) as a source (Wright 2002).



40.

41.

B8 # MIRROR OF ORNAMENTS

That argument fails on several levels, but partly because it proceeds
by a subjective and tendentious evaluation of Dandin’s style.*

The ascription of a commentary on the Light on Prakrit to
Bhamaha suggests that the latter had, or at least was imagined to
have, some expertise in Prakrit grammar. As I noted above, the
commentary unfortunately displays the author’s lack of expertise on
many points. Nevertheless this could provide some circumstantial
evidence that the author of the Ornament of Literature was at least
aquainted with the Prakrit language. The argument would have
been stronger if the Captivating commentary actually cited words or
phrases from the Mirror of Ornaments, but as far as I can tell, it does
not.

Although nothing definite regarding the directionality of trans-
lation can be known from a comparative study of the two texts,
we can nevertheless make some novel observations regarding the
procedures of Sanskrit—Prakrit or Prakrit-Sanskrit translation. One
is that desiderative forms in Sanskrit correspond to compounds
with the noun fanha- “desire” (v. 58, v. 106), probably because
Prakrit does not have a synthetic desiderative formation of its own.
Another is that the passive form viruddha- “opposed, conflicted” is
represented in v. 11 as viroha-padia-, “fallen into conflict,” which
suggests that the verb pada can function as a passivizing auxiliary
in Prakrit, like the homophone padu in Kannada.*!

Conclusion

From the foregoing we can conclude that there is no piece of
evidence that definitively suggests that that Mirror was prior to

Incidentally, some of Wright’s more convincing points—such as the pun on
kantih and atikranta that only works in Middle Indic (Wright 2002: 325) —can
be explained by pointing to an earlier tradition of poetics in Middle Indic to
which Dandin was an indirect heir, and to which, on my analysis, Bhamaha was
a direct heir.

I thank Shubha Shanthamurthy for this observation. Traditionally pada is taken to
derive from Sanskrit pat, but it exhibits “spontaneous retroflexion,” which suggests
the influence of the Dravidian lexeme.
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the Ornament or vice versa. Both scenarios—a Prakrit work being
partially recast into Sanskrit, or a Sanskrit work being partially recast
into Prakrit—are completely unique in the history of Indian poetics.
Nevertheless there are several considerations that lead us to suspect
that it was Bhamaha who borrowed from the Prakrit Mirror rather
than the other way around.

I believe the argument from translation is the most convincing: a
Prakrit work being rendered into Sanskrit is a regular occurrence
in the history of Indian literature, whereas if the Mirror were a
partial translation of the Ornament, it would really be quite unique.
But another feature of the Mirror that is very difficult to describe
on the hypothesis that it is based on Bhamaha’s Ornament is its
repertoire. It does notinclude several ornaments that Bhamaha does
include (such as CONDENSED EXPRESSION [ samdasoktih], IMAGINATION
[bhavikatvam], and TARGET-COMPARISON [upaméyopamal), whereas it
does include some ornaments, and some subvarieties of ornaments,
that Bhamaha explicitly rejects (such as the varieties of COMPARISON,
ASIT IS, and just possibly INFERENCE, if the latter is equivalent to what
Bhamaha calls REASON [hétulr] ). Now of course there are ornaments
in the Mirror that are not even mentioned in Bhamaha’s Ornament,
but Bhamaha might have had independent reasons for rejecting
them. In other words, if we think that the Mirror was based on
Bhamaha’s Ornament as a source, we would have to assume that the
author of the Mirror used Bhamaha’s Ornament for those ornaments
that were defined in that work, and relied on some other text
for the ornaments that were not defined in that work. That is of
course possible — after all, Bhamaha tells us that he utilized multiple
sources — but it comes very close to special pleading. It seems much
more likely to me that the Mirror is represents a tradition of poetics
in Prakrit that overlaps largely but not entirely with the tradition
of poetics in Sanskrit, and that Bhamaha used the Mirror as one
of his principal sources in developing his own discussion of literary
ornaments in chapters two and three of his Ornament of Literature.

This suggestion is likely to arouse suspicion because Bhamaha
is considered one of the founding fathers of Indian poetics, and
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scholars might find it unlikely in principle that Bhamaha had
borrowed so liberally and literally from another work. They might
also be embarrassed if that work had been sitting right under their
noses for a century. But why is it that we consider Bhamaha to be
the progenitor of Indian poetics? In part it is just by default: his is
probably the earliest work in Sanskrit available to us, and in fact it
might not have been available if the weather had been slightly worse
in Kerala one year. He is clearly an original thinker, but as we have
seen, he refers repeatedly to predecessors in the field, and (in my
reading) admits to taking his definitions from another source. But
the other reason is a widespread and inaccurate conflation of Indian
poetics with Sanskrit poetics. Bhamaha was certainly consecrated as the
progenitor of a tradition of poetics in Sanskrit, especially among
Kashmiri authors like Udbhata and Vamana. But Sanskrit poetics is
not Indian poetics. Early Indian literary traditions in the Prakrit and
Tamil languages came to be the object of systematic reflection, partly
if not entirely independently of Sanskrit traditions of literature and
systematic thought. (In the case of Prakrit, the Mirror is of course
the only surviving example of poetics as such, but there are many
more texts devoted to metrics and lexicography.) The same could
be said of literary sciences in the vernacular literatures attested
subsequently, such as Kannada: they are not simply vernacular
“versions” of Sanskrit knowledge. In the case of Prakrit, I would
suggest as a hypothesis that the language disciplines—metrics,
poetics, grammar, and lexicography — flourished soon after, if not
during, the flourishing of Prakrit literature itself, which I would
place largely between the second and the eighth century of the
common era.*? This accords with the very rough timeframe, between
the fourth and the eighth century, that I suggest for the Mirror of
Ornaments, and Bhamaha’s apparent use of the Mirror as a source
prior to the early seventh century closes this window slightly.

Most of the pre-Hémacandra works were lost, due to the “Hémacandra bottleneck”
(Ollett 2017: 143).
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The Mairror and other texts

Bhamaha’s Ornament of Literature is the only other work of poetics for
which close and systematic similarities to the Mirror of Ornaments on
the level of word choice can be demonstrated. There are, however,
a number of suggestive parallels with other, later works of poetics,
especially concerning the ornaments that the Mirror alone, among
“early” works, discusses. This suggests that the authors of these later
works might have known the Mirror, or that they might have known
other works, now lost to us, that similarly discuss some of those
ornaments.

A quick look at the repertoire of Rudrata’s Ornament of Literature
might suggest that Rudrata was familiar with the Prakrit Mirror, or
vice versa: Rudrata defines and exemplifies ornaments named bhavah
(7.38-41), anumanam (7.56-63), parikarah (7.72-76), and uttaram
(7.93-95), the names of which are identical to ornaments discussed
in the Mirror. But this argument is less probative than it appears.
Rudrata added almost thirty new ornaments to those familiar from
earlier works. Whether Rudrata himself invented these ornaments
or simply pulled them from earlier works that are now lost, or
some combination thereof, his Ornament represents the greatest
single expansion of the repertoire of ornaments in the history of
poetics. And closer inspection reveals that nearly all of the similarly-
named ornaments in Rudrata’s Ornament are in fact totally different
from their counterparts in the Mirror. Of those just named, only
anumanam closely resembles the Mirror’s anumanan.

Nevertheless Rudrata’s discussion of anumanam (see INFERENCE
below, p. 163) and anyoktih (see INTENTION below, p. 132) are close
enough to the Mirror’s discussion to suggest that they do have some
common origin. These two ornaments may have been sufficiently
well-established in the period preceding Rudrata that they would
naturally have suggested themselves as additions to the repertoire.
However, Rudrata’s use use of a phrase identical to one found in the
Mirror’s example of “concealed COMPARISON” in his own example of
a “compound COMPARISON” (the equivalent subvariety) suggests to
me that he might have known the Prakrit Mirror firsthand (p. 82).
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The pair of INTENTION (bhavao, p. 132) and REVELATION (ubbhéo,
p. 176) make up a special case. Both Bhoja and Sobhakara appear
to know of an ornament called udbheédah from earlier sources, and
this ornament is quite similar to the Mirror’s, although neither
reproduces the Mirror’s subvarieties. Bhoja, too, identifies this
ornament with one that he calls bhavikam, which is once again similar
to what the Mirror calls bhavao. To me, this suggests that Bhoja and
Sobhakara had access to now-lost texts that defined these ornaments
more or less in the way that the Mirror did. I don’t think that either
of them had access to the Mirror itself. In Bhoja’s case, we might have
expected him to quote from it more extensively if he had.

Thus, in my view, the Mirror of Ornaments had a major, albeit
indirect, influence on the tradition of poetics in India through the
Ornament of Literature of Bhamaha, who utilized it as one of his
main sources. It may have been available to Rudrata, an innovative
thinker who likely drew on a number of now-forgotten sources when
compiling his own Ornament of Literature. After the ninth century
or so, however, it appears to have been consulted very rarely, if
at all, by other authors. Bhoja and Sébhakara were probably not
directly familiar with it, although they evince an awareness of some
of its content that they may have acquired from other texts that are
now lost.



Chapter 2

Translation and Analysis

Introduction: 14

I With a beauty to her step,

Arranged in beautiful words,

faultless ornaments adorning her body,
faultless ornaments adorning its body,

and rich in the the choicest color,
and rich in the choicest syllables,

I do reverence to the Goddess of Learning
and to poetry.
sundara-paa-vinnasam vimalalankara-rehia-sariram
sui-deviam ca kavvam ca panamimo pavara-vannaddham

This verse is an overture (mangalacaranam) which serves two
purposes: it pays reverence to the Goddess of Learning, and also
introduces the main topic of the work, which is poetry and more
specifically the literary ornaments discussed in the following verses.

All of the adjectives describing the Goddess of Learning can be
taken in an alternative sense as describing poetry. Typically this
figure would be described as CONDENSED EXPRESSION (samasoktih),
which is, however, not discussed in the Mirror. Using its vocabulary,
we would describe the technique of assigning multiple meanings to
a single word as FUSION.

63
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Note also that the title suidevian (srutidévim) is quite uncommon;
we would expect, rather, suadéviam (srutadévim), the typical title for
the Jain goddess of learning. See p. 13 above and Nahata and Pande
(2001:1).

2 That which makes every poem good and
worth listening to is what we call
an “ornament” —a sign for bad poets
to stop making poetry.
savvaim kavvaim savvainm jena honti bhavvain
tam alankaram bhanimo lankaram kukavi-kavvanam

Two words are used twice here in different meanings: savva- means
both “all” (Sanskrit sarva-) and “worth listening to” (Sanskrit sravya-),
and alankara- means both “ornament” and “saying ‘enough’ (alam
being the word for “enough” in Sanskrit and Prakrit).! This verse
therefore exemplifies ornaments that our author would call FusioN
and ALLITERATION.

3 A beautiful woman’s face and a poem,
as exceedingly beautiful and as gracious
as each may be, loses its luster
if its ornaments are removed before the public.

accanta-sundaram pi hu niralankaram janammi kirantam
kamini-muham va kavvam hoi pasannam pi vicchaam

Once again, the adjectives describing the woman’s face can be
taken in an alternative sense as describing the poem (the ornament
being CONDENSED EXPRESSION; see V. 1). The “ornaments” are either
cosmetic or literary, and “gracious” refers either to a placid smile or
the literary quality (guna-) of “clarity” (prasada-).

Pandeé perceptively noted a clear similarity between this verse and
one of Bhamaha’s introductory verses (Nahata and Pande 2001:
xvi, 2), 1.13¢d: na kantam api nirbhasam vibhati vanitamukham “even

The double meaning was appreciated by Bhayani, but not by Nahata (and Jaina
and Pande).
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a lovely woman’s face does not appeal without ornaments.” He
also notes that the preference seemingly given here to ornaments
(alankara-) over literary qualities (guna-) contrasts with later
theorists, for whom qualities were more essential than ornaments
(Nahata and Pande 2001: 1). He noted Anandavardhana and Bhoja;
we can include Mammata and Hémacandra in this group as well.

4 So carefully learn to recognize
the various kinds of ornaments,
when ornamented by which
poems are held in high esteem.
la janiana niunam lakkhejjaha bahuvihe alankare
jehi alankariaim bahu-mannijjant kavvaim

Contents: 5-10

S [1] cOMPARISON; [2] IDENTIFICATION;

[3] ILLUMINATION; [4] SUPPRESSION;

[5] ALLITERATION; [6] EXAGGERATION;

[7] DISTINCTION; [8] DISAVOWAL;

[9] As 1T 1S; [10] DIVERGENCE;

[11] SENTIMENTAL; [12] EXCUSE;
uvama-ruvaa-drvaa-rohanuppasa-aisaa-visesa
akkheva-jai-vairéa-rasia-pajjaa-bhaniao

6 [13] MATCHING; [14] COINCIDENCE;

[15] coNFLICT; [16] DOUBT;

[17

[19

[20

[21

MANIFESTATION; [18] INTENTION;
CORROBORATION;
ACCOMPANIMENT BY OTHERS;

—_

CONCOMITANCE;
jahasankha-samahia-viroha-samsaa-vibhavana-bhava
atthantara-naso anna-pariaro taha sahotti a
7 [22] HAUGHTINESS; [23] DENIAL;

[24] INTENSE AFFECTION; [25] EXALTED;
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[26] EXCHANGE; [27] PREDOMINANT in substance,
action, and quality; and [28] the manifold rFusION;
ujja-avanhava iu pemmaisao udatta-pariatta
davv -uttara-kiri-uttara-gun ~uttara bahu-silesa a
8 [29] TRICK PRAISE; [30] BALANCE;
then [31] OUT OF CONTEXT;
[32] INFERENCE; [33] MIRROR,;
[34] SEEING-AS; [35] MIXTURE,;
vavaesa-thur-samajoia i apatthua-ppasamsa a
anumanam aariso wppekkha taha a samsittht
9 [36] BENEDICTION; [37] COMPARISON-IDENTIFICATION;
know [38] LEssON as well; [39] SEEING-AS COMPONENT;
[40] REVELATION; [41] REVERTED; and [42] TWINNING.
asisa uvama-rivaam ca janaha niarisanam taha a
uppekkhavaaobbhéa-valia-jamaehi samjulla

10 Just this many are the ornaments
that are well-established in literature:
counting in order, they are more
than twice twenty in number.
ettia-metta ee kavve supaditthia alankara
ahia uvakkamenam visao donni sankhao

One might expect “two more than twice twenty” (vis@o donni biundo)
since the number of ornaments enumerated is in fact forty-two.

1. Comparison (uvama/upama): 11-40

II That which, through a QUALITY, attains the similarity
of the TARGET with a STANDARD that happens to conflict
with it in place, time, or action, is COMPARISON.

wvamanenanm ja desa-kala-kiria-viroha-padiena
uvameassa sarisaam lahai gunénam khu sa uwvama
Ornament 2.30: viruddhenopamanena desa-kala-kriyadibhih

upaméyasya yat samyam gunalesena sopama
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12 [1] Counterpart; [2] Provided with qualities;
[3] Incomparable; [4] Garland; [5] Doubled;
[6] Complete; [7] Hidden; [8] Chain;
[9] Trace; [10] Slightly loose;
padivatthu guna-kalia asama mala a biuna-riva a
sampunna gudha sankhala a lesa a dara-viala
13 [11] Mutual; [12] Praise; [13] Directed; [14] Blame;
[15] Superiority; [16] Homophonous; [17] Contrived —
These are the seventeen comparisons.

ekkekkama pasamsa talliccha nindia aisaa a
sui-milia taha a viappia a sattaraha wvamau

Uvama,/ Upama (COMPARISON) is the most fundamental ornament in
Indian literary theory. It was probably one of the first to be named
and defined, as it is included among the five ornaments discussed
in the Treatise on Theater (16.41). The vocabulary of COMPARISON is
used to discuss a wide range of other ornaments. It is not surprising,
then, that later theorists who attempted to classify ornaments
according to functional or cognitive criteria almost always selected
COMPARISON as the archetypal ornament. For Vamana, it is first in
the list of ornaments of sense, and has an extensive “elaboration”
in 4.3. According to Abhinavagupta, Bhatta Tauta taught that
“every ornament is an elaboration of comparison.”? For Rudrata, a
major category of ornaments included those based on comparison-
relations (aupamyam) in the eighth chapter of his Ornament of
Literature, and Bhoja follows suit. Ruyyaka, too, placed COMPARISON
at the head of ornaments of sense in his Totality of Ornaments
(Alankarasarvasvam, pp. 31-32). COMPARISON is the first ornament
to be discussed in the Mirror, and the third ornament of sense to
be discussed in Bhamaha’s Ornament, following IDENTIFICATION and
ILLUMINATION.

New ‘Dramatic Art’ (Abhinavabharatz), vol. 2, p. 321: upama-praparicas ca sarvo lankara
i vidvadbhih pratipannam éva; a reviewer suggests that Vamana is probably the
vidvad that Bhatta Tauta was referring to.
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A COMPARISON involves a relation of similarity (sarisaa, samyam)
between a TARGET of comparison (wvameéanm, upaméyam), i.e.,
that which is compared to something else, and a STANDARD
of comparison (uvamanam, upamanam), i.e., that to which it is
compared. Both the Mirror (11) and Bhamaha’s Ornament (2.30)
mention that these two entities are “in conflict with” (viruddha-,
virohapadia-) each other in terms of place, time, or action.® Finally,
they both mention that the coMPARISON is effected by means of
a QUALITY (gunah), which in later works is generally referred to
as the “property that resides in both” (sadharana-dharmah) the
TARGET and the STANDARD. The similarity of the Mirror’s and the
Ornament’s definitions can be gauged, as usual, by contrasting them
with Dandin’s definition in the Mirror of Literature, where he simply
defines COMPARISON by the apprehension of similarity “in any way
whatsoever” (yathakatharicit, 2.14).

The discussion of COMPARISON is typically the longest of all
ornaments in works of poetics. This is true for the Mirror (30
verses) and Bhamaha’s Ornament (35 verses); in Dandin’s Mirror (52
verses) and in Bhatti’s Poem (6 verses), COMPARISON is second only
to TWINNING. Between these early authorities, there are striking
differences both in the number and the kinds of subvarieties they
accept. Bhatti has six, and Dandin has thirty-two; their lists do not
overlap with each other at all. The Prakrit Mirror has seventeen,
about six of which bear at least a resemblance to subvarieties named
by Dandin.

Bhamaha’s discussion is rather different, in that it does not consist
primarily of an enumeration and exemplification of subvarieties. No
example follows his initial definition (2.30). Instead, he explains
the means by which similarity can be conveyed in Sanskrit, i.e.,
using the words yatha or ia, the suffix vat, or a compound (2.31-
33). Then he discusses a single subvariety of COMPARISON, namely,
“counterpart” (prativastupama, 2.34-36). He then rejects a number

I have emended varoha to viroha in the Mirror’s definition, partly because it makes
better sense (varoha would have to be avaroha “conformity”), and partly because it
is suggested by Bhamaha’s viruddhéna.
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of subvarieties (2.37-38) on the grounds that they are already
covered by his definition, and specifically through his reference
to a “common quality” (samanyagunah). He appears to refer to
two separate classifications of coMPARISON (Bronner 2012: 109).
The first (2.37) was “formulated by some great men” (kaiscin
mahatmabhih) and involves a distinction between “blame” (ninda),
“praise” (prasamsa), and “a desire to convey” (acikhyasa). 1 will call
this the “evaluative triad.” The second classification (2.38) is simply
referred to as “a very long list that begins with ‘garland cOMPARISON’
(malopama).” After this dismissal, Bhamaha presents and exemplifies
seven different faults that can apply to the use of COMPARISON
(2.39-65).

The Mirror’s seventeen subvarieties include all of those rejected by
Bhamaha, both the “evaluative triad” of praise, blame, and a desire
to convey, as well as “garland.” This is also true of Dandin’s Mirror:
as Bronner (2012: 107) has shown, Dandin includes in his long
discussion of COMPARISON all the subvarieties that Bhamaha had
rejected, very likely because he had rejected them. One possibility,
then, is that the author of the Prakrit Mirror, like Dandin, included
these subvarieties because Bhamaha had rejected them. Another
possibility is that the author of the Prakrit Mirror wanted to
define and exemplify ornaments without getting into theoretical
controversies. This would put it in company of other “vernacular”
adaptations of Sanskrit works of poetics, but the author does make
certain theoretical interventions (see v. 45, about the classification
of IDENTIFICATION). My own view is that the Mirror was among the
sources that Bhamaha criticized. We will need to revisit this question
in connection with the individual subvarieties.

What is beyond dispute, however, is that one of the discussions
of comMPARISON —either the one found in Bhamaha’s Ornament
or the one found in the Prakrit Mirror—must be based on the
other. The definitions of both COMPARISON in general and its
“counterpart” subvariety are almost word-for-word the same. The
definitions themselves do not suggest one or another direction of
borrowing. One might say that the expression virohapadiena in the
Mirror’s definition is more awkward than Bhamaha’s viruddhena. But
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P

Bhamaha’s gunalesena might be subject to a similar criticism, in that
lesa- seems either unnecessary or too restrictive.

For Bhatti, the subvarieties of COMPARISON are defined exclusively
by the words with which the comparison is expressed.? By contrast,
the author of the Mirror takes a great interest in the structure of
comparison, that is, the relations of similarity that exist between a
STANDARD and a TARGET under different configurations. By contrast,
Dandin’s subvarieties include, beyond the “the propositional
structure of similitude with its many permutations,” “a whole
range of propositions that imply a resemblance between X and Y”
(Bronner 2012: 108). Of the seven subvarieties that have vaguely
similar names in Dandin’s Mirror and the Prakrit Mirror (atisaya-
ninda-, prasamsa-, acikhyasa-, asadharana-, mala-, and prativastu-, to
use Dandin’s words), five are either mentioned or defined in
Bhamaha’s Ornament, atisaya- is used in a totally different sense
(Dandin means by its “exaggeration,” the Mirror “superiority”), and
asadharana- corresponds to a separate ornament in Bhamaha’s text
called ananvayah. All this suggests to me that there is no direct
relationship between the discussion of COMPARISON in the Sanskrit
and Prakrit Mirrors, and that any similarity between them is due to
their shared similarity with Bhamaha’s Ornament.

1.1. Counterpart (prativastu/ padivatthir): 14-15

14 COUNTERPART is that comparison
which has the form of a similar thing,
despite the absence of words like iva, miva, and piva,
through the apprehension of similar qualities.
padivalthi sa woama ja hot samana-vatthu-riva a
wa-miva-pruai-rahia vi sarisa-guna-paccaahinto
Ornament 2.34: samana-vastu-nyasena prativastiupamocyate
yathévanabhidhane ’pi guna-samya-pratititah

4. Bhatti’s varieties are identified by Jayamangala as COMPARISON using iva, yatha, saha,
a taddhita suffix (viz. vat), sama, and an elliptical variety (luptopama), in which the
marker of comparison is absent.
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15§ Few are those kings on this earth
who have achieved the pleasures of the triad.
Rare are those trees that have
sweet fruits, flowers, and glossy leaves.
sampatta-tivagga-suha thova puhavia honti naranaha
mahura-pphala sa-kusuma siniddha-patta tara virala

In my reading this and the next subvariety form a small unit,
wherein the comparison is not between one thing and another,
but between an entire state of affairs and another. In Vamana’s
terminology (4.2.3), the STANDARD and the TARGET are sentence-
meanings (vakyarthah) rather than word-meanings (padarthah). This
will be relevant in the discussion of the next subvariety.

The definition of prativastupama (“counterpart COMPARISON”) in
the Mirror (14) is almost identical to Bhamaha’s (2.34).> Both
definitions state that a counterpart COMPARISON either takes the
form of a similar thing (samanavatthuriva) or is expressed by the
mention of a similar thing (samanavastunyasena). The comparison
is based on an apprehension of similar qualities (sarisagunapaccaa-,
gunasamyapratiti-) despite the absence of a word explicitly marking
the comparison, such as yatha or iwa (in Sanskrit) or wa, miva, or
piva (in Prakrit).

Bhamaha has an additional verse of explanation (2.35), which
refers to the following example: “How many virtuous men are there
who share their wealth with good people? How many roadside trees
are there that are bent with sweet ripe fruit?”® Bhamaha’s analysis
of his own example is not free from difficulties. He claims that the
QUALITY associated with the TARGET (namely, a talented person’s
quality of sharing wealth with good people) actually differs from the

In fact Bhamaha'’s text shows us that vi in the second line of the Mirror’s definition,
which had been taken as a prefix to sarisa by Nahata and Bhayani, is actually the
concessive particle (Sanskrit api). It also confirms pacc[ a] ahinto, the reading of the
manuscript, which Bhayani had changed to paaéahinto.

Ornament 2.36: kiyantah santi guninah sadhu-sadharanasriyah ~ svadu-paka-phala-
namrah kiyanto vadhva-sakhinah ~~
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quality associated with the STANDARD (namely, a tree’s quality of
having low-hanging fruit). As Sankara Rama Sastri notes (1956: 84),
however, there is in fact a shared quality, namely rarity, which is
suggested by the word kiyantah (“how many?”) in the case of both
the TARGET and the STANDARD. In fact, Bhamaha’s analysis would be
roundly rejected by later authors. For Mammata and Ruyyaka, what
distinguishes “counterpart COMPARISON” from another ornament
they call EXAMPLE (drstantah) is the fact that the quality is in fact the
same in the case of both the STANDARD and the TARGET (whereas in
EXAMPLE the qualities are merely similar, and serve to make the two
states of affairs “reflections” of each other).

The example in the Mirror is very similar to Bhamaha’s, in that
rarity is the common property, expressed by thova (“few”) in the
case of the TARGET and virala (“far between”) in the case of the
STANDARD. The parallelism between the TARGET and STANDARD
suggests a further comparison, namely, between the three goals of

human life (#vagga-) and the fruits, flowers, and leaves of a tree.

Figure 2.1: Diagram of a “counterpart COMPARISON”

QUALITY

inherence .~ rarity s _inherence
STANDARD . TARGET
comparison
trees with leaves, people who have
flowers, and fruit attained three goals

There is, once again, little that points toward a direction
of borrowing. Bhamaha’s problematic analysis of his own verse
suggests to me that he adapted an existing example without really
understanding its structure. If, by contrast, the Mirror borrowed
from Bhamaha, then this discussion—the very first definition-
and-example pair in the Mirror—might serve as an implicit

acknowledgement of the Ornament’s influence.”

7. This point was suggested by Yigal Bronner.
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There are partial echoes of the Mirror’s verse in Lilavar 18
(sampatta-tivagga-suho) and in a verse quoted by Jinésvara: “All trees
can grow branches from their roots; few are those trees (taru virala)
that can form a root from their branches.”

1.2. Provided with qualities (gunakalia): 16ab, 17

1640  Thatis called PROVIDED WITH QUALITIES
in which the similarity arises through two qualities.

guna-kalia sa bhannai gunehi dohim pi sarisaa jattha

17 Laksmi looks lovely, beautiful as fresh flowers,
on the chest of Madhumatha, dark as tamala tree,
as if she were a campaka shoot,
beautiful with fresh flowers,
on the slope of the Vindhya mountains,
dark with tamala trees.
campaa-lai vva nava-kusuma-

sundara sahai vingha-katae vva
vaccha-tthalammi laccht tamala-nile mahumahassa

Despite the semantic lightness of kalia- (“furnished with,” “known
by,” “reckoned according to,” etc.), the definition makes clear that
this variety involves two QUALITIES. In the example, the first QuALITY
is the whiteness of both Laksmi (the TARGET) and a campaka shoot
(the sTANDARD); but Laksmi is connected with Visnu’s chest, and the
campaka is connected with the forested slopes of the Vindhyas, and
these additional qualifiers are connected by the additional QUALITY
of darkness. In the example, there are two STANDARD—TARGET pairs,
each of which is joined with the particle vva.

Although not constitutive of this variety, the expressions “tamala-
dark” and “fresh-flower-beautiful” have slightly different meanings
depending on their referents: dark as tamala trees in the case of
Visnu’s chest, and dark with tamala trees in the case of the slopes;

Treasury of Gaha-Gems 709: mulahinto sahana sambhavo hoi sayala-vacchanas ~ sahahim
mula-bandho jehim kao te taru virala ~~
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similarly beautiful as a fresh flower in the case of Laksmi, and
beautiful on account of its fresh flowers in the case of the campaka
shoot.

Figure 2.2: Diagram of a “coMPARISON provided with qualities”

QUALITY 1
: having freshly-
inherence blossomed flowers L inherence

STANDARD 1 comparison TARGET 1

campaka sprout Laksmi
qualification qualification

STANDARD 2 TARGET 2
Vindhya’s slopes | comparison Visnu’s chest
inherence ™. QUALITY 2 - inherence

darkness

This variety is not mentioned as such by any other work. Dandin’s
samuccayopama involves the mention of multiple shared qualities,
but is simpler than this example.? A closer parallel, as noted above,
certain varieties of COMPARISON discussed first by Vamana (4.2.3)
in which a state of affairs (vakyarthah) rather than a single entity
(padarthah) is compared. Vamana gave as an example the following
verse from Kalidasa’s Dynasty of Raghu:

With his body smeared with sandalwood,
and a long necklace slung over his shoulders,
this Pandya looks like the Himalaya Mountain

Mirror of Literature 2.21: samuccayopamapy asi na kantyaiva mukham tava ~
hladakakhyena canveti karmanendum itidyst ~~ “Your face doesn’t only resemble the
moon in beauty, but in what it does, namely delight.”
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with waterfalls bursting over it
0

and the rising sun reddening its slopes.!
Here we can see that, like the Mirror’s example of “COMPARISON
provided with qualities,” the STANDARD and the TARGET are two
states of affairs. To understand how this variety might differ
from the preceding variety, namely “counterpart COMPARISON,” we
can consult Ruyyaka (pp. 33-34), who builds upon a distinction
introduced by Mammata between counterpart COMPARISON and
EXAMPLE. In the former case, the QUALITY shared between the
STANDARD and the TARGET is really the same (in the preceding
example, it was rareness). In the latter case, the QUALITIES are not
actually the same, and hence not really “shared,” but merely similar
enough to each other to present the STANDARD and the TARGET as
“reflections” of each other. In EXAMPLE, strictly speaking, there is
no word expressive of the comparison. But Ruyyaka allows the same
relationship found in EXAMPLE to be present when a word expressive
of the comparison is found, and he gives as an example the verse
from the Dynasty of Raghu cited above. “The waterfalls and the rising
sun,” he notes, “are presented as reflections of the color of his
necklace and body.”!! In structural terms, the example is similar to
the Mirror’s example: the comparison is between one complex state
of affairs and another, or stated differently, each element of the state
of affairs finds a “reflection” in an element of the corresponding
state of affairs, owing to the similarity of their explicitly-mentioned
qualities. To be clear, it seems from the definition of this variety in
the Mirror that it is constituted not by a comparison involving an
entire state of affairs, nor by a relationship of “reflection” between
elements in the STANDARD and the TARGET, but simply by the
presence of more than one QUALITY linking the STANDARD and the
TARGET. I suggest, however, that this feature is strongly associated

Dynasty of Raghu 6.60: pandyo yam amsarpita-lamba-harah kiptanga-rago hari-
candanena ~ abhati balatapa-rakta-sanuh sa-nirjharodgara vadri-rajah ~~

Totality of Ornaments p. 34: atra haranga-ragayor nirjhara-balatapau pratibimbatvena
nirdistau.
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with the features Vamana and later Ruyyaka would identify in the
Kalidasa verse cited above.

For an image similar to the Mirror’s example, see Slaying of Ravana
5.14: “A frown came over Rama’s firm and broad forehead, dark as a
tamala leaf and streaming with sweat; like as a poison creeper clings
to the solid and extensive slope of the Vindhya, dark blue with tamala

trees and drenched with rain.”!?

1.3. Incomparable (asama): 16cd, 18

16c7 Itis INCOMPARABLE, they say,
when the TARGET becomes the STANDARD.

uvaméo kira jie woamanam hoi sa asama

18 There is nobody in the world like you in beauty,
slender girl, you who are like none other than yourself,
you who adorn the entire world with an expanse
of loveliness pure as moonlight.

Jjonha-nimmala-laanna-pasara-cincaia-saala-bhuandai
tuha tujjha vva kisoari samana-rava jaé natthi

In this subvariety, the TARGET serves as its own STANDARD, suggesting
its incomparability with any other STANDARD.

No other text recognizes a subvariety with this name, but Bhamaha
has included it as a separate ornament, with the name of UNIQUE
(ananvayah, lit. “that of which there is no other positive example”),
near the end of his list (3.45-46), which Bhatti includes (10.69),
at least according to Jayamangala. Dandin does not define an
ornament under this name, but instead treats it as a subvariety of
COMPARISON called asadharanopama (2.37); in this he was followed
by Bhoja and Hémacandra (Nahata and Pande 2001: v). Mammata
and Ruyyaka, by contrast, follow Bhamaha in considering UNIQUE to
be a separate ornament.

Slaying of Ravana 5.14: to se tamala-nilam nidala-vattam palotta-séa-jala-laam ~ bhiudr
thira-vitthinnam kadaam vinjhassa visa-laa vva vilagga ~~ (translation by Handiqui
1976: 38).
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In Ruyyaka’s Totality of Ornaments, the discussion of UNIQUE follows
immediately after the previously-discussed example of the Pandya
king, which I had suggested was similar to “COMPARISON provided
with qualities.” The order is suggestive, but I am not inclined to
conclude from it that Ruyyaka knew the Mirror (or vice versa).

Figure 2.3: Diagram of an “incomparable cOMPARISON”

inherence

v

. STANDARD / TARGET QUALITY
comparison

the addressee beauty

1.4. Garland (mala): 19ab, 20

I 9gb A GARLAND is when there is
a series of different standards of comparison.

sa mala woamanana jattha vivihana hoi rincholi

20 Like Hari’s chest, it is beautified by Laksmi.
Like the sky, it is illuminated by the coursing sun.
Like the ocean’s water, it has whales and sharks.
It is your door —
with beautiful lotus flowers,
darkened by the shadows of visiting heroes,
decorated with elephants and dolphins.
hari-vaccham va su-kamalam

gaanam va bhamanta-sura-sacchaam
saara-jalam va kari-maara-sohiam tuha ghara-ddaram

The “garland” variety of COMPARISON is when a single TARGET is
described by multiple sTANDARDS. It is mentioned by Bhamaha
only as the first among an unknown number of subvarieties that
he does not enumerate on the grounds that they all fall under the
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general definition (2.30). Bhamaha must have been aware of lists of
subvarieties such as we find in the Mirror. But if he had the Mirror’s
list in mind, it must be explained why he uses the term malopamadi,
when “garland” comparison is fourth, not first, in the Mirror’s list. 1
think Bhamaha may well have chosen this term for metrical reasons,
especially in view of the fact that he actually accepts two of the
first three subvarieties listed in the Mirror (viz. “counterpart” and
“incomparable,” the latter under a different name). Dandin includes
it (2.42), almost certainly because Bhamaha had excluded it, but
his example is structurally quite different than the Mirror’s and is
certainly independent of it. In terms of its construction Dandin’s
malopama is comparable to what the Mirror calls sankhala (“chain,” p.
84 below). Rudrata’s “garland” (8.25-26) is, by contrast, identical to
the Mirror’s, although it lacks the Mirror’s bitextuality.!®> The same
can be said of Bhoja’s version (Necklace of Sarasvati p. 410), as an
example of which he gives a verse from the Slaying of Ravana.'*

The Mirror’s example is structurally complex: the single TARGET is
compared with three separate STANDARDS, and a common property
between the standard and target is mentioned in all three cases. But
these common properties depend on double meanings (see FUSION
below). For that reason I have left them in Prakrit in the diagram
below.

Ornament of Literature 8.26: syamalatéva tanvi candra-kalevatinirmala sa me ~ hawmstva
kalalapa caitanyam harati nidréva ~~ “She’s thin as a creeping vine, pale as the slender
moon, her voice mellifluous like a goose’s, and she steals my consciousness like
sleep”.

Slaying of Ravana 1.48: soha vva lakkhana-muham vanamala vva viadam harivaissa
uram ~ kitli voa pavana-tanaam ana vva balaim se vilaggai dittht ~~ “His gaze fell upon
Laksmana’s face like beauty, upon Sugriva’s broad chest like a forest garland, upon
Hanuman like fame, and upon the forces like a command” (slightly modified from
Handiqui 1976: 7).
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Figure 2.4: Diagram of a “garland COMPARISON”

STANDARD 1

Hari’s chest

QUALITY 1
comparison
sukamalattanam
>
TARGET
QUALITY 2 the addressee’s door
=
bhamantasira- )
_ i comparison
sacchayattanam comparison.
QUALITY § STANDARD §
STANDARD 2 harimaara the ocean
the sky sohiattanam

1.5. Doubled (biunariva): 19cd, 21

I 9cd It is called DOUBLED when it is fashioned
with standards that are doubled
and similar to each other.

biuna-sarisovamana vinimmia biuna-rivva tti

2.1 Lord, you, like the evening,

bear a similarity to the rainy season:

It has stopped the activity of the entire globe,
while you have rid the globe
of wicked enemies.

It has blotted out the brilliance of the sun,
while you have eclipsed
the power of heroic men.
nivvavarikaa-bhuana-mandalo sura-nasia-paavo
naha paoso vva tumanm pausa-sarisattanam vahasi
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In this variety a single TARGET is compared to two STANDARDS.!?

Unlike the preceding “garland” variety, the STANDARDS have to be
linked to each other, or more specifically, to constitute an additional
STANDARD-TARGET relationship. In the example, the TARGET is the
king, and the first STANDARD is the evening, which is then compared
to a further STANDARD, namely the rainy season. The QUALITIES have
different meanings when understood with reference to the king,
on the one hand, and the two STANDARDS, on the other. (Nahata
and Bhayani had understood the first word, nivvavarikaa-, to mean
only nirvyaparikrta- “made without activity,” but Pandé’s suggestion
that it means nispaparikrta- in reference to the king is ingenious and
adopted here.!®) Hence this example involves a touch of FUSION, or
if we do not confine ourselves to the ornaments discussed in this text,
CONDENSED EXPRESSION (samasoktih).

One of the compounds, sura-nasia-paavo, should strictly mean
“[you are one] whose brilliance has been eclipsed by the
sun/heroes,” but since that would not fit the eulogistic tone of
the verse, I have taken it to mean “by whom the brilliance of the
sun/heroes has been eclipsed.” (Commentaries on Jain Prakrit texts
sometimes account for such looseness of construction by saying
prakrtasailya, “because of the tendency of Prakrit.”)

1.6. Complete (sampunna): 22ab, 23

2.2.4 b If it is neither deficient nor excessive,
then it iSs COMPLETE.

na hu ana na hu ahia ja jaai sa hu hoi sampunna

23 What makes you beautiful, long-eyed girl,
is your face,

Nahata (and Pandé) understood the name of this variety incorrectly, as viguna- (=
asampurna-) .

I have elected to retain the manuscript’s paao (i.e., paavo, pratapah), which has a
well-known double meaning, but Bhayani’s conjecture, pahao, would also involve a
double meaning, namely prabhatah “brightness” and prabhavah “power.”
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Figure 2.5: Diagram of a “doubled comPARISON”

comparison

QUALITY 1
STANDARD 1

- . making the world inactive /
e evenin
g ridding the world of enemies

TARGET

the addressee

QUALITY 2
STANDARD 2

blotting out the sunlight /
the monsoon .
destroying the valor of heroes

comparison

with a ketaki flower adorning your ear,

which is like a lotus,

with a little gosling standing at its side.
sohasi vaanéna tuman keai-kannullia-sanahena
kamalena va pasatthia-muddhada-hamséena pasaacchi

We should probably understand the elements that “complete”
this subvariety by reference to the elements that are missing in
other subvarieties. In the “hidden” subvariety, defined immediately
afterward, the word indicative of comparison is not present because
it is “hidden” within a compound. Thus it might appear that the
characteristic of this subvariety is the presence of a word indicative
of comparison, in this case va.
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In Vamana’s Suatras and Commentary on the Ornaments of Literature
and later texts, a “complete” comparison is characterized by an
explicit use of: (a) a word for the STANDARD; (b) a word for the
TARGET; (c) a word indicative of comparison; and (d) a word for
a common property or QUALITY. The example in the Mirror does fit
this description, but it is in fact more complex than the example
given in Vamana’s Sutras (“this face of yours is pleasing like the
moon”).!7 In the Mirror the principal comparison, marked with va,
is between the addressee’s face and a lotus, but each term is qualified
by another phrase, and these qualifications, in turn, stand in an
implicit relation of comparison: the addressee’s face is adorned by a
ketakt flower, worn as an ear ornament, and the lotus is adorned by
a goose. In view of the banality of the primary comparison (between
the face and the lotus), the focus in this verse is surely on the
secondary comparison, between the kétaki flower and the goose.
Arguably “standing at the side” expresses the QUALITY shared by
both the ketaki flower and the goose, but clearly it is the whiteness of
both the flower and the goose that motivates the comparison, and
this whiteness is merely suggested.

Thus, as often, the example does more than simply exemplify
the subvariety of COMPARISON in question. In the accompanying
diagram, I have made the “extraneous” elements translucent,
although as noted above, these elements are what make the verse
interesting. I suggest that the example is “complete” insofar as
a STANDARD, a TARGET, a QUALITY, and a word indicative of the
comparison are all explicitly present.

1.7. Concealed (giudha): 22cd, 24

22004  If however, it is hidden in a compound,
then it is called CONCEALED.

ja una samasa-lina sa gudha bhannae wvama

Satras and Commentary on the Ornaments of Literature 4.2.4: kamalam tva mukham mano-
Jnram étal.
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Figure 2.6: Diagram of a “complete COMPARISON”

STANDARD 1 ‘ TARGET 1

lotus comparison ‘ the addressee’s face
L

qualification ‘ qualification

STANDARD 2 QUALITY 1 TARGET 2

goose standing at the side ketakr flower

comparison

[ QUALITY 2

whiteness

24 Slender girl, with plantain-pith thighs,

your breaths are pained

because of your sloping breasts,

and the weight of your behind

makes you walk so delicately.

How will you ever make it to your lover?
kaha pavihisi kisoar: daiam thanaada-sa-khea-nisasiri
rambha-gabbhoru niamba-bhara-masinéna gamanena

In a “concealed” comparison, the STANDARD and TARGET are
combined in a compound, and the word that would ordinarily
indicate the comparison (e.g., jaha, va, etc.) is not present.
Bhamaha allows the comparison relationship to be expressed
within a compound (2.32) and therefore does not consider this
to be a separate subvariety, but Vamana would consider this
variety “elliptical” (lupta, 4.2.6), and Rudrata names it “compound
COMPARISON” (samasopama, 8.17-22).

In the Mirror’s example, the comparison is between the
addressee’s thighs and the pith (garbha-) of plantain trees, which
is expressed in the compound rambha-gabbha-uiru-, “plantain-pith
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thighs.”!8 The quality is omitted here, but in other contexts, the pith
of the plantain tree is said to be insubstantial, soft, or beautiful.l?

In fact this very STANDARD is used no less than three times by
Rudrata in his examples of COMPARISON in his Ornament of Literature.
Besides what he calls a “sentence COMPARISON” (vakyopama), viz.
“your thighs are like plantain piths” (8.8), he uses it twice in
exemplifying a “compound coMPARISON.” In one subtype (8.20), the
QUALITY is expressed within the compound (rambhagarbhabhiramoru-,
“plantain-pith-attractive-thigh”); in another (8.22), the QUALITY is
absent, just like the example in the Prakrit Mirror (rambhagarbhoru,
“plantain-pith-thigh”). The use of the exact same STANDARD to
exemplify the same kind of coMPARISON might suggest that Rudrata
was familiar with the Prakrit Mirror (see p. 61).

Figure 2.7: Diagram of a “concealed COMPARISON”

QUALITY

thickness

= ey

STANDARD TARGET

thighs ’ comparison L plantain trunks

1.8. Chain (sankhala): 25ab, 26

25 éZb A cHAIN occurs through interchanges
of a comparison that are composed again and again.

uvama-vivajjachim puna-vidavidiehi sankhala hoi

26 It is you alone who are capable of bearing the load
of the earth’s foundations, like the earth’s expanse

I thank Csaba Dezsé for suggesting the correct separation of words in this verse.

nihsara-, ASvaghosa’s Story of the Buddha (Buddhacaritam, 14.6); mradiman-, Bana’s
Story of Harsa (Harsacaritam, p. 143); subhaga-, Bhavabhuti, Malatti and Madhava
(Malatimadhavam, 2.3, p. 125).
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is capable of bearing the load of the golden mountain,
and like the golden mountain is capable of bearing
the load of heaven.
saggassa va kaana-girt kancana-girino vva mahialahoo
mahi-vidhassa vi bhara-dharana-paccalo taha tuman céa

A “chain” is made of a series of comparisons in which one element
from the previous comparison recurs, in a different role, in the
following comparison. The “linked” structure (schematically: ¢(a, ),
#(b,c), and ¢(c,d)) establishes a similarity relationship through ¢,
such that all of the former terms of the relationship (a, b, and ¢) are
compared to each other, and so too are all of the latter terms of the
relationship (b, ¢, and d). If the principal TARGET is d, the king in this
case, then the figure supplies two STANDARDS, b (Mount Méru) and
¢ (the earth). In the diagram below, I have represented the former
term of each relationship (a, b, and ¢) as elements that qualify the
QUALITY that the TARGET shares with each of its STANDARDS.

Figure 2.8: Diagram of a “chain COMPARISON”

TARGET 1
heaven
addressee

m

qualification comparison

QUALITY
comparison

capable of bearing
qualificatio

. qualification
L

STANDARD 2

>

STANDARD 1

Mount Méru the earth

Dandin does not name a subvariety with this word, but his
“garland” (malopama, 2.42) is structurally similar to what the Prakrit
Mirror calls “chain” (“valor imparts splendor to you as the sunshine
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imparts splendor to the sun, the sun to the day, and the day to the

sky”) 20

1.9. Trace (lesa): 25cd, 27

25 ¢ When the target of comparison is compared
by means of a trace, then it is TRACE.

uvamijjai uvameéo Jie lesena sa lesa

27 One who is noncommittal in love is like
the color of the twilight, my dear: at evening,
the whole series of luminaries is imbued
with the color of the twilight.
50 sanjha-raa-samo cala-pemmo jo jano suhaa saam
bhasai savijha-raena savva-joikkha-ririchol

This subvariety is named for its characteristic feature, which is a
“trace” (Sanskrit lesah), not “fusion” (Sanskrit slesah, which appears
in this text as siéso), as Nahata, Pande, and Bhayani assumed.
Although TrRACE is found in later works of poetics, its early history is
very uncertain. Itis one of the three ornaments that Bhamaha rejects
in Ornament 2.86, along with SUBTLE (s@tksmah) and REASON (hétuh).
Apart from “not expressing an indirect statement” (vakroktyanab-
hidhanatah, 2.86), there is no indication in the Ornament of what
Bhamaha understood lésah to be. Dandin enthusiastically includes
it (“this ornament is fantastic,” 2.266), almost certainly because
Bhamaha had excluded it. But he offers two ways of understanding
it: either as a way of concealing a potentially embarrassing situation
(2.264-265), or alternatively, if one includes a “trace” of praise when
blaming something, or a “trace” of blame when praising something
(2.266-2.270). It is the latter understanding that Rudrata presents
(7.100; see Gerow 1971: 259-260).

The Mirror’s example is certainly corrupt, but in my very tentative
reconstruction, the sense of leso implicated in this variety of

r, «

Jaina claims that the Mirror’s “chain” is the same as Rudrata’s “garland,” which does
not seem to be the case (Nahata and Pande 2001: v).
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COMPARISON would appear to be Dandin’s second, i.e., in this case, a
trace of praise included in a statement in which the overall purport
is one of blame. For being “noncommittal in love” (cala-pemmo) is
hardly ever praiseworthy. The twilight’s color is shared by all of the
celestial luminaries in common, justlike the inconstant person’s love
is shared by all of his or her lovers. Hence lack of commitment, or
even unfaithfulness, is presented in a rather positive light. Judging
by the address to a male (suhaa), the verse is probably spoken by a
woman’s messenger to her lover, and the messenger is trying both to
flatter the lover (hence the praise) while also reprimand him for his
inconstancy (hence the blame). There might be a hint of double-
meaning in the word sanjha-raa- in the second occurrence, since
besides “the color of twilight” it could mean “desire for union.”

1.10. Slightly loose (daraviala): 28ab, 29

2840  When the perfect similarity slackens a little bit,
that is SLIGHTLY LOOSE.

susarisad jam thevam vialai sa ccéa hoi daraviala

29 That full-breasted woman is like a painting:
motionless, stuck to the doorway, beautiful,
or: colorful,
her eyes fixed to the road in longing
in the hope of seeing you.
pinatthant sariva paha-pesia-loana saiikkantha
lilia vva daralagga na calai tuha damsanasae

In the name of this variety, viala probably stands for Sanskrit vikala,
i.e., incomplete or deficient; in the explanation, however, the verb
vialai is likely to correspond to Sanskrit vigalati, to wither, fade, or
slacken. This variety therefore refers to a COMPARISON that is slightly
deficient or “loose.”

The example makes this vague characterization somewhat more
precise. The TARGET is a woman waiting expectantly in the doorway
of a house, and the STANDARD is a painting. The common QUALITY



88 # MIRROR OF ORNAMENTS

must therefore be motionlessness, since this is what the STANDARD
and TARGET share per se. But the woman is described with several
adjectives: some of these could apply, in somewhat different senses,
to both the sTANDARD and the TARGET (for instance sariva could
mean “beautiful” in the case of the woman, or “colorful” in the case
of the painting, and daralagga could convey either “standing in the
doorway” or “painted onto the doorway”), but “her eyes fixed to
the road” (pahapesialoana) and “in longing” (saiikkantha) both apply
primarily to the woman, that is, to the TARGET.

Of course those adjectives—as well as “full-breasted woman”
(pmatthant), which I take to be the grammatical subject — might also
describe the woman who is depicted in the painting, but that could
always be the case: a painting might well resemble that of which
it is a painting; this relationship might be described as “similarity,”
but it is not the kind of similary that is evoked in a COMPARISON.
Hence I understand this example to correspond, within the domain
of COMPARISON, to the “partial” variety of IDENTIFICATION, wherein
some feature of either the STANDARD or the TARGET is “left out” of
the identification (p. 101). In this case, there are features of the
TARGET, namely, the woman’s eyes, her expectancy, and arguably
her full breasts, that are not features of the STANDARD, that is, the
painting, except insofar as the painting represents the woman.

1.11. Mutual (ekkekkama): 28cd, 30

28¢7  ltis called MUTUAL if it occurs
through mutual standards of comparison.

ekkekkamovamanehi hoi ekkekkama nama

30 Both are naturally pure
and delight learned people
or: delight the gods.
Your fame, and the divine river,
resemble each other.
paaie vimalao donni vi vihuaana-nivoui-karao
ekkekkama-sarisao tuha kitli tiasa-saria a
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Figure 2.9: Diagram of a “slightly loose cOMPARISON”

QUALITY 1

motionlessness

// QUALITY §  /

/
/ daralagga |

QUALITY 2

sariva

STANDARD

TARGET

woman comparison painting

QUALITY 4

longing
QUALITY 4

looking at the road

In a “mutual COMPARISON,” two elements are simultaneously the
STANDARD and the TARGET for each other.?! Bhamaha discusses a
separate ornament that he calls TARGET-COMPARISON (upameéyopama)
at 3.37-38, and this is very similar to “mutual COMPARISON” (“your
face is like a lotus and the lotus is like your face”). Dandin
includes a subvariety of COMPARISON that is similarly called “mutual”
(anyonyopama) at 2.18, and it is, as Ratnasrijnana recognizes, exactly
the same as Bhamaha’s TARGET-COMPARISON (“your face is like the
lotus, the lotus is like your face”). The Mirror’s example is more
complex than either of these: the addressee’s fame and the celestial
Ganga are said to be “similar to each other,” and this is corroborated
by two shared QUALITIES, one of which has a double meaning.

In the case of “mutual” comparison, contextual factors usually
allow us to determine the true TARGET of the comparison, despite
both elements being presented as possible TARGETS. In this case, it
is the king’s fame that is the “contextual TARGET.”

There is a slight metrical problem in the example. There should
not be a word boundary after the nineteenth mora of the first line

Nahata and Pandé translate the word ekkekkama- as ékakrama, incorrectly.
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(between vihua and jana). The manuscript reading here, however,
seems irreproachable in terms of its sense, so I have suggested
converting vihua-jana- into a “close compound,” vihuaana-, which
would act like a single word for prosodic purposes.

Figure 2.10: Diagram of a “mutual COMPARISON”

QUALITY 1

natural purity

comparison

STANDARD TARGET

(TARGET) (STANDARD)

the celestial Ganga addressee’s fame

comparison

QUALITY 2

pleasing the gods/
the learned

1.12. Praise (pasamsa): 31ab, 32

3 14b  When the target is praised through blame,
that is PRAISE.

nindaé salahijjai woameéo jattha sa pasamsa tti

32 That wealth of yours, best of men, is openly
enjoyed by your servants, as if you were impotent.
Your heart shrinks from what people might say,
as if you were a coward.

tuha sandassa va naravara bhujjai bhiccehi paada lacchi
hiaam pi kaarassa va vaanijja-bhaena osarai

The next three subvarieties of comparison (“praise,” “directed,”
and “blame”) constitute, in my reading, a triad, and this triad
corresponds to what I have called above the “evaluative triad”



22.

23.

24.

25.

Comparison # 91

(“praise,” “blame,” and “report”) rejected by Bhamaha. Praise and
blame were associated with cOMPARISON from the very beginning
of the Indian tradition of poetics, and it is worth reviewing what we
know about these varieties before discussing the Mirror’s treatment.

The Treatise on Theater mentions “praise” and “blame” as varieties
of coMPARISON. The former is essentially a compliment to the
TARGET by comparing it to something positive: “The king was
delighted to see that wide-eyed woman, as if she were the
embodiment of realization, attained with great difficulty by sages.”%
The latter conversely insults the TARGET by comparing it to
something negative: “She clasped him, worthless and rough-skinned,

like a vine does a thorny, charred tree.”?

Thus “praise” and “blame”
in this context refer to the speech acts in which the COMPARISON is
deployed. Vamana’s discussion (4.2.7) appears to follow suit.
Bhamaha does not tell us what he understood by “praise,” “blame,”
and “report.” But when Dandin offers examples of all of these, they
are somewhat different from the examples in the Treatise on Theater.
Dandin’s “praise COMPARISON” also compliments the TARGET, but
does so indirectly, by complimenting the STANDARDS to which it is
compared: “The lotus was born from Brahma, and the moon is
held on Siva’s head, and those are what your face is similar to.”?*
His “blame COMPARISON,” by contrast, doesn’t blame the TARGET
at all, but rather praises it by comparing it favorably to potential
STANDARDS: “A lotus is full of dust, and the moon wanes. Your face,
though similar to them, is superior.”?>
The Mirror’s examples could not possibly be more different. Its

“praise COMPARISON” does praise the TARGET, although it appears

Treatise on Theater 16.47: drstva tam tu visalaksim tutosa manujadhipah ~ munibhih
sadhitam krcchrat siddhim martimatim iva ~~

Treatise on Theater 16.48: sa tam sarva-gunair hinam sasvajée karkasa-cchavim ~ vané
kantakinam valli dava-dagham iva drumam ~~

Mirror of Literature 2.31: brahmano ’py udbhavah padmas candrah sambhu-siro-dhrtah ~
taw tulyau tvan-mukhenety sa prasamsopamesyate ~~

Mirror of Literature 2.30: padmam bahu-rajas candrah ksayi tabhyam tavananam ~
samanam api sotsekam iti nindopama mata ~~
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at first to blame it (no blame is involved in either the Treatise on
Theater’s or Dandin’s versions of “praise COMPARISON”). Conversely,
its “blame COMPARISON” blames the TARGET only implicitly, through
what is superficially a compliment. No other early work makes
indirection a constitutive feature of these “evaluative” varieties of
COMPARISON.

The “praise” variety comes very close in effect to what the Mirror
calls TRICK PRAISE (p. 156), where what at first glance appears to be
blame turns out to instead be clever praise. Both of the examples
involve double meanings. The Mirror’s example of TRICK PRAISE,
however, does not involve a comparison at all (it is rather that what
appears, on one reading, to be not particularly praiseworthy turns
out to be very much so on another reading), whereas the example
of “praise COMPARISON” involves a comparison explicitly marked by
the word va.

1.13. Directed (talliccha): 31cd, 33

31 Cd That which resembles something
to a high degree is DIRECTED.

anuharai aisaénam ja sa ccia hoi talliccha

33 On monsoon nights the earth is beautiful,
filled with torrents of water
like constellations that have fallen
at the strike of flashing wisps of lightning.
pausa-nisasu sohai jala-ppavahehi paria puhat
cala-vijju-valaa-vadana-nivadia-nakkhatta-sarisehim

The name of this subvariety, talliccha, comes from a Prakrit adjective
normally understood as tatpara or “directed at that” in Sanskrit
(Lexicon of the Regional [Deésinamamalal 5.3; Prakrit Laksmi’ Lexicon
[ Paialacchinamamala] 154ab), though it probably derives from the
expression tallipsa “[that of which there is] a desire to obtain that.”
Its position between the “praise” and “blame” varieties leads us to

expect the third member of the “evaluative triad” here, namely what
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Bhamaha and Dandin call “the desire to merely report something”
(acikhyasa). The desiderative suffix aside, however, talliccha- hardly
seems like the nearest equivalent for dacikhyasa. In Prakrit texts,
talliccha- is often compounded with something that someone is
“obsessed” with. Nevertheless, the example suggests that we are in
fact dealing with the same variety. Perhaps the original idea behind
the name talliccha- was to indicate the “intensity” of the similitude,
independently of praise or blame, which is supported by the Mirror’s
use of aisaenam (which must mean “to a high degree” rather than
“exaggeration” or “superiority,” the latter of which lends its name to
another subvariety of COMPARISON; see p. 95 below).

Bhamaha does not give an example, but Dandin goes out of his
way to make his example “value-neutral” (“my heart wants to report
that your face is like the moon: that might be good, and might be
bad”).2® Vamana’s example actually instructs the addressee (“know
that constellation in the night sky to be Rohini, which has the shape
of a cart”).%” The Prakrit Mirror’s example describes a natural scene,
and not a person, and hence might be taken to imply neither praise
nor blame, although it does comment on the beauty (sohai) of the

scene.

1.14. Blame (ninda): 34ab, 35

344b When the target of comparison is blamed
in the guise of praise, that is BLAME.

uvaméo nindijjai thuivavaesena jattha sa ninda

Mirror of Literature 2.32: candrena tvan-mukhanm tulyam ityacikhyasu me manah ~ sa guno

vastu doso vetyacikhyasopama mata ~~

Sutras and Commentary on the Ornaments of Literature 2.3.7: tam rohintm vijanihi jyotisam
atra mandale ~ yas tanvi taraka-nyasah satakakaram asritah ~~
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35 Long-eyed girl, how beautiful your lips look
in the evening: the dark kohl mixes with the redness
of betel leaf, and its color is like that of
a jamun fruit just turning ripe.
tambola-raa-milianijanéna aharéna sohasi paose
dara-parinaa-jambithala-kanti-sarisena pihuacchi

As noted above, the “blame” subvariety is the opposite of the “praise”
subvariety, in that a TARGET that is apparently praised is, upon
further reflection, blamed. It differs from the variety taught under
this name by the Treatise on Theater, Dandin, and Vamana.

In the Mirror’s example, a woman appears to be praised for the
color of her lips. Ostensibly they are purple, the color of a jamun
fruit, because of the combination of black makeup and red betel-
leaf. But why should her lips be purple? The speaker says that kohl
(anjana-), usually used as an eyeliner, has mixed with betel, which
makes one’s lips red. This suggests that the woman has ruined her
makeup by crying.? Alternatively, the speaker may be referring to
kohl and betel as a way of explaining the purplish color of the
addressee’s lips, which in reality have been bitten and bruised by
her lover. This implied meaning “blames” the TARGET insofar as it
points out an indiscretion. For a verse that is very similar in effect,
see the example quoted by Anandavardhana toward the beginning
of the Light on Resonance [ Dhvanyalokah]: “Who wouldn’t be angry to
see his dear wife with her lower lip bitten? You scorned my warning
to smell the bee-holding lotus. Now you must suffer” (translation by
Ingalls et al. 1990: 103).2°

I thank an anonymous reviewer for this interpretation.

Light on Resonance pp. 76-77: kassa va na hoi roso daithana piae sa-vvanam aharam ~
sa-bhamara-kamala-gghairi varia-vame sahasu énhim ~~. The verse is also included as v.
886 in Weber’s edition of the Seven Centuries.
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1.15. Superiority (aisaa): 34cd, 36

34(5[ If it is spoken in terms of superiority,
the comparison is called SUPERIORITY.

aisaa-bhania sa ccéa aisaa bhannae wvama

36 Your face has outdone the moon: it is crowded
by bees, crazy for the fragrance of your breath —
the enmassed darkness,
taking shelter from the moonlight.
jonha-bhaa-saranagaa-timira-samuhehi nijjia-miarnkam
sevijjai vaanam sasa-gandha-luddhehi bhasalehim

The definition of this subvariety tells us nothing that we could not
determine its name, so we must look to the example. The example
involves a “three-way competition” between the moon, a woman’s
face, and an implied lotus.?? First, the bees that surround a woman’s
face are compared to the darkness of the night sky (the shared
QUALITY being, of course, darkness).31 Second, the woman’s face is
compared to the moon: her face is crowded by bees like the moon is
crowded by darkness. Third, the woman’s face is implicitly compared
to a lotus, which attracts bees because of its fragrance.

Hence the TARGET is similar to the moon in one respect—
presumably for all the reason’s that a woman’s face is compared to
the moon —but it possesses another quality, namely fragrance, that
the moon lacks. And it is for this reason that the woman’s face has
“outdone” the moon.*?

It appears that the characteristic feature of this variety is that the
TARGET is presented as superior to the STANDARD, and hence we
should probably understand aisaa- not as “exaggeration” (which is

I owe this insight, and phrase, to Yigal Bronner.

In this verse, the ascription of a motive to the darkness—namely, fleeing the
moonlight—would normally be considered as an example of SEEING-as (p. 167).

I take it that a further implication — that the moon is bright enough to dispell the
darkness but the woman’s face is not—is not intended.
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a separate ornament in the Mirror) but as “superiority.” Practically
speaking, this would refer to a coMPARISON marked not by the
standard markers of similarity (vva, jaha, etc.) but by a word
expressing superiority (e.g., “conquer,” “outdo,” “excel,” “best,”
etc.). This sets it apart from atisayopama in Dandin’s Mirror, which
involves an “exaggeration” (“the only difference between your face
and the moon is that one is on you, and the other is in the sky”).

Figure 2.11: Diagram of a “superiority COMPARISON”

QUALITY

fragrance

comparison STANDARD

TARGET
moon
STANDARD

face QUALITY

lotus whiteness qualification

l’(}lN/}NI’J\(’H

qualification
STANDARD
comparison
night
TARGET
bees

QUALITY

darkness

1.16. Homophonous (suimilia): 37ab, 38

3 74@ The comparison that is constructed with words
that are similar to others is HOMOPHONOUS.

ja sarisaehi bajjhai saddehim sa hu hot sui-milia

Mirror of Literature 2.22: tvayy éva tvan-mukham dystam dysyaté divi candramah ~ iyaty
eva bhida nanyety asav atisayoma ~~
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38 When he encounters a captivating poem
composed in verse,
another man’s wife, captivating
and subject to his will,
a wicked man writhes, distorts his face,
and finds fault where he sees none.

datthuna para-kalattam chandavadiam manoharam kavvam
khijjai khalo viambhai dusai dosam apecchanto

The name of this variety refers to the fact that the STANDARD
and the TARGET “come together in sound,” that is, a word can be
taken to refer to the STANDARD in one sense and the TARGET in
another sense. These words are thus homophonous (or “bitextual” in
the terminology of Bronner 2010), hence my translation. In the
example, there must be an implicit comparison between another
man’s wife (para-kalattam) and a poem (kavvam), both of which
are described the homophonous adjective chandavadiarm, meaning
either “subject to one’s will” or “composed in metrical verse.” (The
adjective manoharam has a single meaning, “captivating,” which can
nevertheless apply to both the wife and the poem.)

Given that there is no explicit marker of comparison, we do not
know which is the STANDARD and which is the TARGET, although it
is likely that the poem is the “contextual TARGET” (see p. 89). The
lack of an explicit marker of comparison might also suggest that
one of the terms of the comparison is itself homophonous: either
the verse is “really” about another man’s wife, in which case kavvam
should be read as an adjective meaning “praiseworthy”; or the verse
is “really” about a poem, in which case para-kalattam should be read
as an adjective meaning “encompassing the highest art” (= para-kala-
attam in Sanskrit).

Homophony or bitextuality is the distinguishing feature of an
ornament enumerated separately as FUSION (see p. 150), which
actually has a subvariety called COMPARISON-FUSION. And while
the Mirror does not discuss it, the use of words that can be
taken in different senses depending on what they are intended
to be applied to is precisely what characterizes CONDENSED
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EXPRESSION (samasoktil). These similarities raise the question: what,
if anything, differentiates “homophonous coMPARISON” from these
other ornaments?

CONDENSED EXPRESSION (Ornament 2.79) involves an implicit
comparison between something that is actually described in the
verse (the contextual meaning) and something that is not (the
non-contextual meaning). The introduction of the non-contextual
meaning into the verse itself, even if only as a secondary meaning,
would mean that it no longer non-contextual. Hence the example
should not count as an example of CONDENSED EXPRESSION.

As I understand both Bhamaha and the Mirror’s example of
COMPARISON-FUSION, it is:

TARGET has quality
STANDARD has quality y
2 and y share a single linguistic expression

therefore STANDARD is like TARGET

which conforms exactly to the Mirror’s example of “homophonous
COMPARISON.” The only difference I can see is that the present
example lacks a comparison-marker, whereas the example of
COMPARISON-FUSION has it (va). This would appear to indicate that
in COMPARISON-FUSION, the homophony between x and y is a feature
of an explicitly-marked cOMPARISON, whereas in “homophonous
COMPARISON,” it is the homophony itself that gives rise to the
COMPARISON.

Dandin has a variety that he calls slesopama or “FUsiON-
COMPARISON,” where the COMPARISON is explicitly marked, and two
of the three qualifiers of the TARGET apply, in a different sense, to
the STANDARD: “your face is like the lotus: it rivals the moon (or:
closes with the moonrise; sisiramsu-pratidvanduvi); is beautiful (or: has
the goddess Laksmi; srimat); and it is fragrant (surabhi-gandhi, this

meaning being shared between the STANDARD and the TARGET).”?*

Mirror of Literature 2.28: Sisiramsu-pratidvanvi srimat surabhi-gandhi ca ~ ambhojam tva

te vaktram iti slesopama smyta ~~
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1.17. Contrived (viappia): 37cd, 39-40

37(@’ The cONTRIVED has two kinds, depending on
whether there is one contrivance or several.

ekkanekka-viappana-bheena viappia duviha

39 After running around in circles
they struggle to squeeze themselves
through fences and end up rushing off covered in dirt—
the whirlwinds seem to be like the town’s paramours.
paribhamana-vai-niaddhia-sampidia-bahala-renu-vicchuria
naara-anada vva hava vaavatlla munijants

40 The whole sky is like a forest lake that,
when the sun, like a forest-fire, has gone,
is blackened by the darkness, like a mass of soot.

surammi dava-jalane vva volie nahaalam vanasaram va
paccha masiniarena va tamena kasinikaam saalam

This is the most obscure variety of COMPARISON, because the
examples given in the manuscript are corrupt. The definition merely
refers to two further subvarieties based on whether the feature in
question occurs once or several times. I understand viappana- (=
vikalpana-) to mean “contrivance,” that is, in contrast to most
examples of COMPARISON, the STANDARD is not well-known in the
world as a standard of comparison (e.g., the moon or a lotus for
a face), but instead has to be thought up by the poet, based on
particular qualities of the TARGET.

Contrivance has long been part of the vocabulary of COMPARISON,
being found to define one of its subvarieties already in the Treatise
on Theater. The example of “contrived COMPARISON” (kalpitopama)
given there is: “with their slow and graceful pace, and their streams
of rut, the elephants look like mountains on the move.”?> While
the Treatise does not define “contrived,” it is clear that in such cases

Treatise on Theater 16.49: ksaranto dana-salilam lila-manthara-gaminah ~ matangaja
virajante jangama iva parvatah ~~
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the TARGET is something that does not exist in the real world but
is rather imagined by the poet. This is very close to the definition
of “contrived COMPARISON” given by Sobhakara.?¢ Vamana, similarly,
understands “contrivance” to be an invention of the poet; the
reader can understand what the TARGET is like, despite not having
experienced it firsthand, because it shares several QUALITIES with
the sTANDARD.?” We could understand “contrivance” in stronger
or weaker terms: in the stronger version, the STANDARD does not
exist at all in the real world; alternatively, it might exist in the real
world, but it is not conventionally used by poets as a STANDARD for
the TARGET in question. The latter is more accommodating of the
examples given by Vamana and Sobhakara.

This interpretation, however, is tentative, especially given that the
examples, which would otherwise clarify the matter, are in this case
rather corrupt. The first seems to compare whirlwinds to men who
are sneaking out to meet their lovers, in a rather complex image
that involves them “running around in circles” and then “picking
up dirt” as they pass through fences. The second compares the sky
to a forest lake, and the sun to a forest-fire: after the sun/forest-fire
has ceased, what remains is just the ash on the surface of the lake,
which is compared to the darkness.

He gives Birth of Kumara 3.54 as his example 8 (pp. 9-10), where Parvatiis compared
to “a budding vine on the move, weighed down by her thick clusters of flowers”
(translation modified from Heifetz 1990 [1985]: 67): paryapta-puspa-stabakavanamra

sancarini pallavini lateva.

Sutras and Commentary on the Ornaments of Literature 4.2.2, p. 112. He gives as one
example (p. 113) “an orange that looks like the freshly-shaven chin of a drunken
Huna” (sadyo-mundita-matta-hiana-cibaka-praspardhi narangakam) .
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2. Identification (ravaar/rapakam): 41-45

41 When the proper form of the STANDARD
is depicted as the TARGET,
that similarity of substance or qualities
poets here call IDENTIFICATION.
uvamanen’ wvameassa jattha rivijjaé niam ruvam
davva-guna-sammaanm tam bhananti iha rivaam kaino

Ornament 2.21: upamaneéna yat tattvam upameyasya rupyate
gunanam samatam dystva ripakam nama tad viduh

42 That is of two kinds: the first is produced
by bringing all of the terms into the composition,
and the second is confined to just a few parts.
tam cia duviham jaai samattha-paa-attha-viraana-janiam
padhaman biam ekkekkadesa-parisanthiam hoi

Ornament 2.22: samasta-vastu-visayam eka-desavivarti ca
dvidha rapakam uddistam étac cocyate yatha

The first type (applying to an entire state of affairs):

43 Look at the lotus that is the sky:
it has filaments, the fine beams of the moon,
and nectar, the stars—and the bees,
the swelling darkness, are swarming it.
gaana-saroam pecchaha mianka-tanu-kirana-késara-sanaham
tara-kusumasavam tama-hara-bhamaraiilam samakkamai

The second type (applying only to a part):
44 The hunter that is the monsoon,

having rounded up so many travelers

with an unceasing barrage of rainfall

it shoots forth, will now kill me

and my lover without pity.
aviraa-pasaria-dhara-nivaa-nitthavia-panthia-samiho
marihic mam sadaiam pi nikkivo pausa-cilao
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45 Subvarieties of IDENTIFICATION have been made
on the basis of such phrases as “lion-eyed.”
The general idea, however, can be grasped
from these two types of IDENTIFICATION,
complete and its opposite.
bhea namehim cia hari-acchaihi riuvaana kaa
attho lahijjai cia saaleara-ruvaahinto

Rupakam/ Ravaam (IDENTIFICATION) is the first ornament of sense
to be discussed in Bhamaha’s Ornament (2.21-24). This is a
figure in which (a) the identity ({attvam) of the TARGET with the
STANDARD is “depicted” (riapyate) (b) in view of the similarity of
their qualities. The Treatise on Theater defines it as an imaginatively
constructed “image” (rapam) that exhibits some similarity in its
constituent parts.?® The Mirror’s definition, notwithstanding some
slight corruption, appears to be almost identical to Bhamaha’s. One
difference is criterion (b): rather than similarity of qualities, the
Mirror mentions similarity of substance and qualities (that is, if we
read davva-with the manuscript, and not dittha-, as the parallel with
Bhamaha’s Ornament suggests).

Both the Mirror and the Ornament recognize two varieties: (a)
one that targets the entire state of affairs (samastavastuvisaya-) and
(b) one that pertains to one or more parts (ékadésavivarti-). These
two varieties are not found in the Treatise on Theater, nor are they
identified by Jayamangala’s commentary on Bhaiti’s Poem, which
instead gives a fivefold classification.>

In the first type, every aspect of the TARGET that is mentioned is
compared to a corresponding aspect of the STANDARD. The Mirror’s
example (43) identifies the night sky with a lotus (this much is clear,

Treatise on Theater 16.56: sva-vikalpéna racitam tulyavayava-laksanam ~ kinicit-sadysya-
sampannam yad ripam rupakam tu tat ~~

According to Jayamangala they are: (1) ruapakam, (2) (visistopamayuktam)
kamalakam (compare the Mirror’s and Ornament’s COMPARISON-IDENTIFICATION),
(3) (sesanvavasitam) avatamsakam or khandarupakam, (4) ardharapakam, and (5)
(anvarthopamayuktam) lalamakam.
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despite textual uncertainty in the second half of the verse), and the
Ornament’s example identifies monsoon clouds with elephants.*’

In the second type, some aspects of the TARGET need not be
matched to a corresponding aspect of the STANDARD. In the Mirror’s
example, the monsoon and a hunter are identified explicitly, but the
identification of the monsoon rain and the hunter’s arrows remains
implicit. Bhamaha’s example (2.24) also describes the monsoon,
explicitly identifying lightning with tying-ropes and cranes with
garlands, but the identification of the clouds with elephants similarly
remains implicit.*!

The Mirror concludes by referring other possible varieties of
IDENTIFICATION that refer to nouns such as hari-accha- (hary-
aksa-) “lion-eyed.” The idea seems to be that the identity of
the STANDARD and TARGET was conveyed in a particular type of
compound (avadharana-parva-pada-karmadharaya-) in the preceding
verses (pausa-cilao, “the hunter that is the monsoon,” gaana-saroam
“the lotus that is the sky”). But there are many compounds, like
hari-accha- (“lion-eyed”) and indu-muhi- (“moon-faced”) that work
somewhat differently: not only does the STANDARD precede the
TARGET, but the compound as a whole is an adjective that describes
something else. The Mirror notes that any important distinction in
sense (attha-) is captured by the twofold distinction mentioned in
verse 42.

There is clearly a close connection between the Mirror’s treatment
of IDENTIFICATION and Bhamaha'’s, including their definitions, their
two subvarieties, and the appearance of the monsoon in their
examples. The Mirror’s concluding verse makes it one of the only
ornaments (along with COMPARISON) for which its discussion is
longer than Bhamaha’s.

Ornament 2.23: sikarambho-madasyjas tunga jalada-dantinah ~ niryanto madayantime
Sakra-karmuka-varanah ~~ “As they move out, these massive cloud-elephants, with
rainbow-caparisons, and releasing rain-rut, will drive you crazy.”

Ornament 2.24: tadid-valaya-kaksyanam balaka-mala-bharinam ~ payomucanm dhvanir

dhiro dunoti mama tam priyam ~~ “The rumbling sound of the clouds, with ring-
lightning ropes, and wearing crane-garlands, must be terrifying my beloved.”
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3. Nlumination (divaam/dipakam): 46—49

46 When the words are illuminated by a single

action, which occurs at the beginning,

middle, or end, that is called ILLUMINATION,

in three varieties.
divijjanti paaim ekkae ccéa jattha kiriae
muha-majjhanta-gaae tam bhannai divaam tiviham

Ornament 2.25-26: adi-madhyanta-visayam tridha dipakam isyate
ekasyaiva tryavasthatvad iti tad bhidyate tridha

amuni kurvate ‘nvartham asyakhyam artha-dipanat
tribhir nidarsanais cedam tridha nirdisyate yatha

Initial ILLUMINATION:

47 Elephants are adorned by rut,
soldiers by blows from the sword,
horses by their great speed,
and women by their sex appeal.
bhusijjant: gainda maena suhada v asi-paharena
garua-raenam turaa sohagga-gunéna mahilao

Medial ILLUMINATION:

48 The glory of great poets,

the determination of heroes,

the desire of kings —

who can remove them?

Or the hostility of gossips

or the fear of cowards?
sukavina jaso surana dhirima thiam narindana
kena khalijjai pisunana dummai bhiruana bhaam
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Final ILLUMINATION:

49 Scholars by systematic knowledge,
kings by giving, ascetics by serious austerities,
soldiers by daring on the battlefield
become renowned on earth.
satthéna buha danéna patthiva guru-tavena jai-nivaha
rana-sahaséna suhada mahiale paada honti

Drvaam/ dipakam (ILLUMINATION) is also one of the four ornaments
discussed in the Tieatise on Theater. It is defined there (16.53)
simply as the shared “illumination” of distinct expressions within
a single sentence; no subvarieties are mentioned. By contrast
both Bhamaha’s Ornament and the Prakrit Mirror mention three
subvarieties, depending on whether the element that is construed
with each of the other expressions occurs at the beginning, in the
middle, or at the end of a verse.

Bhamaha’s definition (2.25-26) is more prolix and awkward
than the Mirror’s. The first verse mentions the three subvarieties,
and concludes with a relatively fatuous statement (“it has three
varieties on account of the fact that the single ornament has three
conditions”). The second verse attempts to explain the name saying
that “these (viz. the three varieties) make its name meaningful, since
they ‘illuminate’ the objects (arthadipanat).” Despite these relatively
vague definitions, the examples makes clear that ILLUMINATION’s
characteristic feature is a single linguistic expression that construes
syntactically with at least two other linguistic expressions; as
Abhinavagupta says in his commentary on the aforementioned
passage of the Treatise on Theater, the “illuminating” expression
fulfills the dependencies of multiple other phrases.*? In English we
would call such a phenomenon “ellipsis.” In Sanskrit, it is called
anusangah, the “carrying over” of one constituent to serve as a
supplement (vakyasesah) to an incomplete sentence.

New Dramatic Art’, vol. 2, p. 326: yat samyak prakarsena dipakam akanksa-purakam
kriya-guna-jatyadi tad dipakam.



43.

106 # MIRROR OF ORNAMENTS

4

In both the Mirror and the Ornament, the “illuminating’
expression (i.e., the expression that is construed with all of the
sentences) always includes a verb; this is made explicit in the Mirror’s
definition, but not Bhamaha’s. By not specifying a verbal action as
the “illuminating” element, Bhamaha might have been trying to
accommodate examples wherein another constituent plays such a
role, as Abhinavagupta states in his commentary to the Treatise, and
as is reflected in many subsequent discussions of ILLUMINATION.
Bhamaha’s examples do not demonstrate this, however.

Despite the similarity of definition, the examples in the Mirror and
the Ornament are rather different. In all of the Mirror’s examples,
ILLUMINATION has a coordinating force: x A y A z. Bhamaha presents
one example (2.27) where it has a causal force: x — y — 243

Verse 47 is quoted in the Treasury of Rasa-filled Gahas (verse 25 in
the balalayannavajja), with minor differences in the reading.

4. Suppression (r6hé): 50ab, 51

Sodb When one cleverly suppresses something
half-said, that is SUPPRESSION.

addha-bhaniam nirumbhai jassim juttia hoi so roho

S5I “Who does not return? Without him —"”
“Don’t speak. Since the hair on your sides
isn’t standing on end, anything you rush to say now
might turn out to be bad for you later.”
ko na valai tena vina
ma bhanasu a-pulaichi pasehim
airahasa-jampiainm havanti paccha avacchainm

Ornament 2.27: mado janayati pritim so ‘nargam mana-bhanguram ~ sa priyasangamot-
kantham sasahyam manasah sucam ~~ “Infatuation gives rise to affection, and that to
love, dangerous to one’s self-respect; that to longing for union with the beloved;
and that to intolerable inner pain.” I thank Yigal Bronner for mentioning this

distinction to me.
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Roho/*Rodhah (SUPPRESSION) is defined only in the Mirror. The
example is not entirely clear to me. It appears that one speaker says
something about her husband, or lover, only to be interrupted by
another speaker, who tells her not to say anything rash. I can only
imagine that the “clever device” (jutt) involved here is that the first
speaker should not speak without a good omen that guarantees that
everything will turn out well for her; whether horripilation on the
sides is such an omen, I don’t know, but any twitching or pulsating
on the left side of the body was considered a good omen for women.
Another possibility is that the second speaker infers, by the absence
of horripilation, that the first speaker is not well-disposed to her
lover at the moment, and cautions her against saying anything ill-
considered.*

SUPPRESSION can be compared to DISAVOWAL (aksépah). In fact
Bhoja defines pisavowAL by the term “suppression” (rodhah) and
often uses it to discuss his examples in the Necklace of Sarasvati (pp.
495-500, vv. 4.65—66). In the Mirror, it would seem that DISAVOWAL is
characterized by the speaker himself/herself taking back something
that he or she has just said (see p. 115), whereas in SUPPRESSION, by
contrast, the speaker is interrupted by someone else.

5. Alliteration (anuppaso/ anuprasah): 50cd, 52-53

SOCd ALLITERATION is twofold, depending on
whether it applies to words or speech-sounds.

paa-vanna-bhéa-bhinno jaai duviho anuppaso

Ornament 2.5ab: sarapa-varna-vinyasam anuprasam pracaksate

I thank an anonymous reviewer for this second interpretation.
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52 As he sees the beauty of your face, moon-faced girl,
and the weight of your breasts, large-breasted girl,
the farmer boy is growing thin, thin-waisted girl.
You need to say the right thing.

sasi-muhi muhassa lacchim
thana-salin: thana-haram pi pecchanto
tanuaai tanuoari halia-suo kahasu jam juttam

53 The breezes are blowing.
Beads of water from the clouds,
burdened with water, make them cool to the touch,
and they are full of the fragrance
poured forth from flowers jostled by the bees.
vaanti sajalajala-harajalalava-samvalana-siala-pphaisa
phullandhua-dhua-kusuma-jjharanta-gandhuddhura pavana

Anuppaso/ Anuprasah (ALLITERATION) is the first ornament to be dis-
cussed in Bhamaha’s Ornament of Literature (2.5-8). Bhamaha begins
by referring to a general definition, namely, “the arrangement of
similar speech-sounds,” with a brief example.*® He then refers to a
specific variety accepted by “other” authors, namely, gramyanuprasah,
or “unrefined ALLITERATION,” which he exemplifies but does not
define.*® Precisely what makes this variety “unrefined,” especially
in comparison to the previous variety, is difficult to say. Udbhata
had some ideas in his Collected Essence of the Ornaments of Literature
(1.3¢d-10). We do not necessarily need to follow him, but the spirit
of his discussion — that the mere repetition of simple sounds was
less clever (chéka-) than the repetition of certain kinds of complex
sounds—seems to apply to Bhamaha’s examples: in the “good”
example, the conjunct consonant n¢ recurs four times (Udbhata
would call this type of ALLITERATION “urbane,” upanagarikah), and
in the “unrefined” example, the sound [/ recurs nine times. In
the following verse Bhamaha appears to shift the ground of the

Ornament 2.5cd: kim taya cintaya kante nitanta.

Ornament 2.6: sa lola-mala-nilalikulakula-galo balah.
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discussion slightly by recommending a “middle course” (yuktyanaya
madhyamaya) according to which alliteration involves a difference
in meaning while the sounds are “not dissimilar.”*” Bhamaha ends
his discussion with another variety accepted by “other” authors,
namely, latanuprasah or “Lata-style ALLITERATION,” named for the
Lata country, which corresponds to today’s coastal Gujarat. From the
example he gives it is clear that this variety involves the repetition
of entire words that have the same sense, apparently in contrast
to his earlier stipulation that the repeated elements should have
different meanings. According to Udbhata, however, the sameness
of meaning is offset by a “difference in effect” (phalantara-, 1.8),
which is taken by Induraja and Tilaka as having different referents
(tatparyabheda-). In Bhamaha’s example of “Lata-style ALLITERATION,
the repeated words do have different referents in the context of
the sentence: “cast on me your gaze, so pleasant to my gaze; the
moon, moon-faced girl, has risen” (2.8).%8 Bhamaha'’s discussion, in
summary, represents an intervention into an existing discussion,
about which we know only what Bhamaha chooses to tell us.

The Mirror does not define ALLITERATION, but merely notes that
it applies to words and individual speech-sounds. Its example of
ALLITERATION with words would very likely have been considered
latanuprasah by Bhamaha and Udbhata, since it repeats words in the
same sense but with a different reference (e.g., “he is growing thin,
thin-waisted girl,” 52).

Its example of ALLITERATION with speech-sounds involves a
number of different types of repetition, about which we can only
guess what Bhamaha might have thought. It seems likely, however,
that the incessant repetition of the simple consonant / (and to a
lesser extent v) in the first line might have struck Udbhata, and
perhaps Bhamaha too, as “unrefined” (especially in view of the fact

Ornament 2.7: nanarthavanto ‘nuprasa na capy asadysaksarah ~ yuktyanaya madhyamaya
Jjayanté caravo girah ~~. 1 suppose that “middle” refers to a spectrum of repetition,
where on one side there is no repetition of sense whatsoever, and on the other, the
sense is repeated in a flawed and unartful way.

Ornament 2.8: dystin dysti-sukham dhehi candras candra-mukhoditah.



110 # MIRROR OF ORNAMENTS

that the lexeme jala- is repeated three times), while the repetition
of the consonant dh in the second line would have been more
acceptable (and “urbane” on Udbhata’s scheme) because about half
the time it is joined by a preceding nasal.

While Bhamaha is at least aware of the possibility of repeating
individual sounds and repeating words, which is the major
subdivision of ALLITERATION in the Mirror, the Mirror shows no
awareness of the classifications found in Bhamaha’s Ornament
(“unrefined” and “Lata-style”) or Bhamaha’s “middle course.” In fact
meaning does not figure in the Mirror’s treatment at all, whereas it
plays an important role in the latter part of Bhamaha’s discussion.
We might imagine that the Mirror was one of the sources he was
responding to and indeed criticizing, if its example of ALLITERATION
based on speech-sounds is, as it seems to me, partly “unrefined.”
From the fact that Bhamaha’s example of “Lata-style ALLITERATION”
resembles the Mirror’s example of ALLITERATION based on words,
we might even guess that Bhamaha'’s reference to Lata is an oblique
reference to the Prakrit Mirror, although we have no other evidence
for where the work might have been composed.

As noted above (p. 16), Nalini Balbir (1999-2000) found that
verse 52 is quoted in chapter 28 of Bhoja’s Light on the Evotic, p.
1266. The context of that quotation is a discussion of go-betweens
(duta-) and what they should do; under the heading of “knowledge of
means” (upayajnanam), messengers are said to be skilled in various
means or “policies,” including sowing dissension (bhédah). This verse
is an example of “talking about the man’s love for another woman”
(anyanuragakathanam). In Prakrit Verses in Sanskrit Works of Poetics,
Kulkarni (1988: 216) said that “the latter part of the first halfis highly
corrupt and defies restoration.” The text given there is essentially
identical to the Mirror’s reading, except lacuna noted by Kulkarni.
In the accompanying volume of translations and notes, however,
he said (1994: 450-451) that he had referred the verse to A.M.
Ghatage, who had offered a reconstruction of the missing portion.
In his edition of the Light on the Erotic, for which he consulted Prakrit
Verses in Sanskrit Works of Poetics, Rewaprasada Dwivedi reconstructed
the latter part of the line differently. Both Ghatage’s and Dwivedi’s
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restorations are given in the apparatus, although the Mirror’s text
makes better sense to me, and probably underlies the corrupt
reading given in the manuscript of the Light on the Erotic.

6. Exaggeration (aisao/ atisayoktih): 54-55

54 That ornament in which a statement is composed
that goes beyond the limits of the everyday world
for some specific reasons,
itis called EXAGGERATION.

Jattha nimittahinto loatkkanta-goaram vaanam
viraijjai so tassa a aisaa-namo alankaro

Ornament 2.81: nimittato vaco yat tu lokatikranta-gocaram
manyate ‘lisayoktim tam alankarataya yatha

SS If its fragrance hadn’t brought the bees to gather
round the campaka flower hanging from her ear,
who could have even noticed its color,
blending with that of her cheek?
jai gandha-milia-bhamaram na hot avaamsa-campaa-pasianm
to kena vibhavijjai kavola-milia paha tissa

Bhamaha discusses atisayoktih (EXAGGERATION) toward the end
of his second chapter, as the final ornament of a group of six
“other ornaments” that he introduces in 2.66 (see the discussion of
DISAVOWAL on p. 116 below). In treating EXAGGERATION Bhamaha
departs from his usual practice of defining an ornament in one
verse and exemplifying it in another. Here he defines the ornament
(2.81) as “a statement that, on the basis of some reason, goes
beyond the realm of everyday life,” and exceptionally provides two
examples (2.82-83). In the following verse (2.84) he appears to
offer another definition, this time in terms of “a connection with
an exceptional quality” (gunatisayayogatah), and he asks his readers
to “consider it carefully according to the tradition” (tarkayet tam
yathagamam). At this point he launches into a general discussion of
the importance of indirect statement— “absolutely everything here
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is an indirect statement” (saisa sarvaiva vakroktih, 2.85) — and his
rejection of ornaments, such as REASON (Aétul), SUBTLE (suksmah)
and TRACE (lesah), that he considers to lack this quality (2.86-87).
There was something about EXAGGERATION that provoked Bhamaha
to articulate a general “law of indirectness,” as Bronner (2023a:
67) calls it. Perhaps it was the fact that his first example explicitly
involved an inference, which might have led someone to identify
the ornament as REASON rather than EXAGGERATION.* Or perhaps,
as I suggest below, Bhamaha came to view the key feature of this
ornament as an “exceptional quality” that should be stated indirectly
rather than directly.

There is nothing like Bhamaha’s “law of indirectness” in the
Mirror’s discussion of this ornament; in fact the very word “indirect”
(vakra-, vanka-) does not occur in the text. Its definition (54) is
the same as Bhamaha’s, down to the very words. Its example, like
Bhamaha’s first example and indeed Dandin’s as well, involves one
white thing (a campaka flower, a saptacchada tree, women’s silk
garments, sandalwood paste, jasmine-flower garlands) becoming
“indistinguishable” in the presence of another thing that is also
white (a woman’s cheek, the moonlight); the “exceptional quality”
in every case is whiteness.? In the examples in the Prakrit Mirror and
the Ornament, it is just the bees which distinguish the white flowers
from the thing to which they are compared (the woman’s cheek in
the Mirror, and the moonlight in the Ornament). Bhamaha’s second
example, comparing the white clothes of women playing in water to

Ornament 2.82: sva-puspa-cchavi-harinya candra-bhasa tirohitah ~ anvamiyanta bhrngali-
vaca saptacchada-drumah ~~ “The saptacchada trees, obscured by the moonlight,
which had the color of its own flowers, could be inferred by the buzzing of the
bees.”

See fn. 49 for Bhamaha’s first example. Dandin’s (Mirror of Literature 2.213) is:
mallika-mala-bharinyah sarvangmardra-candana (Thakur and Jha read candranah,
clearly a mistake) ~ ksaumavatyo na laksyanteé jyotsnayam abhisarikah ~~ “The women
going off to meet their lovers are invisible in the moonlight, wearing jasmine
garlands, sandalwood paste all over their bodies, and silks.”
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the sloughed-off skin of a snake, is bolder, and has no analogue in
the Mirror.®!

If the Mirror were based on Bhamaha’s Ornament, we would
have to suppose that its author avoided the length and polemical
tone of Bhamaha’s discussion by reverting to his normal practice
of defining the ornament in one verse and exemplifying it in
another. I think it is more likely, however, that Bhamaha began
his discussion of this ornament by closely following the Mirror,
including an example that clearly had the same logic and theme.
Having done that, however, he worried whether some readers
might think that his example, which after all discusses an inference,
actually exemplified a different ornament called REASON, involving
an inferential reason (see the Mirror’s discussion of INFERENCE below,
p- 163). Bhamaha preempts this criticism by making two points that
were implicit in the Mirror’s discussion (and in his own discussion
so far): first, that EXAGGERATION revolves around its namesake, an
“exceptional quality” (gunatisaya-); and second, that in his examples,
this exceptional quality is never directly named, but only mentioned
indirectly: the first does not name whiteness, nor does the second
mention the diaphanous quality of the women’s clothes. If Bhamaha
was not working from an earlier source for his preliminary definition,
it is difficult to explain why he waited until after providing two
examples to explain what was, in his clearly-stated view, an essential
feature of the ornament.

Ornament 2.83: apam yadi tvak-chithilah cyuta syat phaninam wa ~ tada suklamsukani
syur angesv ambhasi yositam ~~ “If water could shed its skin like a snake, that would
be the white garments on the bodies of women in the water.”



52.

114 # MIRROR OF ORNAMENTS

7. Distinction (viséso/visesah): 56-57

56 When, for the sake of making
something’s distinction clear, it is
praised on account of one of its qualities,
even as another one is absent,
that is called DISTINCTION.
vigae vi ekkadésé gunantarenam tu santhu? jattha
kerai visesa-paadana-kajjenam so viseso tti

Ornament 3.23: ekadesasya vigame ya gunantara-samstutih
visesa-prathanayasau visesoktir mata yatha

S7 The lips of women aren’t quite as beautiful
at night, covered with the red color of betel,
as they are in the morning,
though pale from their lovers’ kisses.
na vi taha nisasu sohai piana tambola-raa-pacchaio
Jjaha piaama-pio panduré vi aharo pahaammi

The Mirror’s definition of viséso/visesah (DISTINCTION) is nearly
identical to the Ornament’s definition (3.23).%2 The main difference
is in the interpretation of Bhamaha’s compound gunantarasarmstutih,
which would most naturally mean “praising another quality” (so,
correctly, Ingalls et al. 1990: 149) rather than “praise by means of
another quality” as in the Mirror. (If we take the variant reading
-samsthitih, it will mean “the continued presence of another quality.”)
The Mirror’s definition has a contrastive particle (fu), which appears
to be useless and out of place.

The key element of DISTINCTION is the fact that something
ends up having some (praiseworthy) quality despite the absence
of something that usually accompanies it. This makes it similar to

In fact the reading santhuz in the Mirror speaks in favor of the variant sasstutih
in Bhamaha’s text, which is apparently found in quotations of the definition by
Pratiharénduraja, Abhinavagupta, and Jayamangala, rather than the transmitted
samsthitih. See n. 3 on p. 224 of Trivedi’s text (1909). Jaina states incorrectly that
the ornament was introduced by Rudrata (Nahata and Pande 2001: viii).
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MANIFESTATION, which is essentially the mention of an effect despite
the absence of a cause. And in fact for Udbhata, MANIFESTATION
is an effect without a cause and DISTINCTION is a cause without an
effect, and Mammata teaches them as a pair.53 I doubt that they
were so connected in the early period. What unifies the examples
of DISTINCTION is that what is usually a disadvantage is not really
a disadvantage, and in fact might actually be an advantage; the
reason why this is so is usually implied, as it is in the examples
of the Mirror and Bhamaha’s Ornament, and as Anandavardhana’s
discussion shows.?*

The Mirror’s example bears comparison with a verse from Lilavaz:
“How beautiful is a woman’s carefully prepared hair and makeup
when the night is young? But how much more beautiful is it, ruffled
and disheveled, at night’s end?”5?

8. Disavowal (akkhévo/ aksepah): 58—60

S 8 That wherein something like a negation

is made of something that one sought to say

with some specific intention is called DISAVOWAL,

which is twofold by the distinction of PRESENT and PAST.
Jjattha niseho voa samihiassa kirai visesa-tanhae
s0 akkhéevo duviho hontavakkanta-bheena

Ornament 2.68: pratisedha wvestasya yo visesabhidhitsaya
aksepa iti tam santah samsanti dvividham yatha

Collected Essence 5.4 (yat samagryeé *pi Saktinam phalanutpatti-bandhanam ~ visesasyabhid-
hitsatas tad visesoktir ucyaté ~~); Udbhata’s definition of MANIFESTATION is essentially
the same as Bhamaha'’s (see p. 130). Light on Literature 10.107cd (kriyayah pratisedhe
‘i phala-vyaktir vibhavana); 10.108ab (visesoktir akhandesu karanesu phalavacah); pp.
295-297.

See Light on Resonance 117-118 and Ingalls et al. 1990: 147-149. I personally remain
a bit puzzled about why this ornament is called DISTINCTION when the notion of
distinction is at play in very many ornaments (as attested by Bhamaha’s frequent
use of phrases such as visesabhidhanaya).

Lilavar 1099: sohai jaha mahia-pasahanalaam kaminina gosammi ~ vaanam savvaara-
viraiam pi na taha nisarambhe ~~
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59 If you’re going to go, then go. As my body
is scorched by the fire of separation,
with its intense burning, right with you will go my...
oh, how did I end up saying this?
Jjai vaccasi ta vaccasu maha guru-virahaggi-tavia-tanue
vaccai tai samaam cia ahava kaha jampiam eam

6o You have split the temples of the elephants
of the enemy’s forces with the harsh blows
of your sword. There is nobody who can kill you,
except perhaps the one who can move the mountains.
khagga-ppahara-dadha-dalia-
riu-cami-diraa-kumbha-vidhassa
tua natthi antao mahiharana sancalano hojja

Bhamaha’s definition of @ksepah DISAVOWAL is almost exactly the
same as the Mirror’s. One difference is that the definition-verse
in the Mirror explicitly names its two subvarieties, whereas in the
Ornament, it simply says that the ornament is “twofold.” But that is
because Bhamaha had introduced DISAVOWAL as the first of six “fur-
ther ornaments” (including CORROBORATION [arthantaranyasah],
DIVERGENCE [vyatirékah], MANIFESTATION [vibhavand], CONDENSED
EXPRESSION [samasoktih], and EXAGGERATION [atisayoktih]) in 2.66,
and noted in 2.67 that bisavowAL alone of these six ornaments had
two subvarieties, pertaining to the future and the past.

The Mirror speaks of “present” and “past” DISAVOWAL (honta-
and avakkanta-akkhéva), and Bhamaha speaks more precisely of
DISAVOWAL pertaining to “what is going to be said” and “what has
already been said” (vaksyamanoktavisaya). The first type involves a
speaker breaking off in the middle of a statement and disavowing the
rest of whatever he or she was going to say. In the second type, the
speaker disavows a prior statement. See p. 106 above for a possible
difference between this ornament and SUPPRESSION.

In the example of past DISAVOWAL, the speaker appears to take
back his statement that the addressee, a king, cannot be killed,
by saying that there is one person who might be able to kill him:
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“the mover of the mountains,” i.e., Indra, who is, by a secondary
double-meaning, “the one who fells kings.” This would be a strange
way to praise a king; I can only make sense of it in a narrative
context, where a character attempts to menace a king after praising
him. Bhamaha’s example (2.70) is similar, but it is much more
straightforwardly eulogistic: the speaker wonders (citram) that the
addressee can remain undisturbed by pride after conquering the
entire earth, and then takes back his wonder by asking, rhetorically,
whether a dam can move the ocean.

The discussion of this ornament in both works contrasts with
Dandin’s remarks in his Mirror of Literature, where he begins by
outlining three subvarieties (2.120) pertaining to the past, present,
and future. Nor does it contrast only in terms of the number of
subvarieties: whereas Bhamaha and the Prakrit Mirror understand
DISAVOWAL relatively narrowly as a speaker taking back something
that he or she has said or will say, Dandin broadens it to include
any kind of negation whatsoever, including implied negation (e.g.,

4

“go ahead and leave,” implying “don’t leave”: see 2.141). Vamana
understands the ornament in two apparently unrelated ways, first
as a negation (aksépah = pratisedhah), and second as a hint (aksépah
= “implication”) at 4.3.27. Abhinavagupta, when commenting on a
discussion of akséepah in the Light on Resonance, relates the opinion
of his teacher, Bhatta Tauta, that Bhamaha and Vamana had
understood the ornament differently, and that Anandavardhana’s
discussion follows Vamana’s.?® The various suggestions of Bhamaha,
Dandin, and Vamana have created a certain degree of confusion, or
at least ambiguity, regarding the characterization of aksépah.””
Verse 59 bears some similarity to one of Dandin’s well-known
examples, as noted by Balbir (1999-2000: 636), namely 2.141 (“go if

you’re going to go,” gaccha gacchasi cet kanta). I do not think that

See Eye pp. 111-115, translated at Ingalls et al. (1990: 142-144).

See Ollett et al. (2023: 111-118) for Srivijaya’s discussion of this ornament in The
Way of the Poet-King. A detailed study of the history of @ksepah (translated, depending

» «

on its meaning in each text, as “dismissal,” “disavowal,” “negation,” “reproach,”

“hint,” etc.) remains a desideratum.



58.

118 # MIRROR OF ORNAMENTS

the Mirror’s example is modeled on Dandin’s example, however,
because the latter lacks what is for the Mirror the definitional feature
of DISAVOWAL, namely taking back what one either has already
said or is in the middle of saying. There is, besides, a micro-genre
of such verses in Prakrit, gathered under the “Traveler’s Section”

(pavasiyavajja) of the Vajjalaggam.>®

9. As it is (jaz/svabhavoktih): 61-62

61 AS IT IS is the state that something is in.

DIVERGENCE is through making a distinction.

The first is used constantly by everyone,

the second by poets.
hoi sahao jai vairegdo una visésa-karanéna
annena janehi saa annenam bajjhai kathim

Ornament 2.93: svabhavoktir alankara iti kecit pracaksate
arthasya tadavasthatvam svabhavo bhihito yatha

62, When the village girl steals a glance at him,
holding a pot on her head and swinging her arms,
the poor farmer thinks that the world is his.

sira-dharia-kalasa-gholira-baha-jualai gama-tarunie
mannai vilasa-dittho wvatthiam pamaro puhavim

Verse 61 of the Mirror defines jai and wvairego. Unusually, each
ornament is defined in just one pada of the first line. The definition
merely equates jar with the “nature” of something (sahao). The
second line is corrupt and the translation follows my restoration.
According to Dandin (Mérror of Literature 2.8), jatih and svabhavok-
tih are synonyms, both referring to the description of something
or someone, “the way they are.” Bhamaha, however, only uses the
term svabhavoktih, which he contrasts with indirect speech (vakroktih)
at 1.30. Toward the end of his second chapter (2.93-94), he says

Compare verse 59, for example, to Vajjalagga 366, 367, and 369, all of which begin
with the same phrase (jai vaccasi vacca tumanm).
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that “some people” consider it to be an ornament, suggesting some
reluctance, if not disagreement, on his own part. Just a few verses
beforehand, Bhamaha had rejected a number of other ornaments
on the grounds that they do not exhibit indirect speech (2.86; see p.
111 above). He asks, sarcastically, whether statements like “the sun

” «

set,” “the moon is shining,” and “birds fly to their nests” are actually
literature (2.87). These statements, which Bhamaha calls “simply
reporting the facts” (vartta), were not necessarily meant to illustrate
svabhavoktih.>? But if Bhamaha considers svabhavoktih to be the
opposite of indirect speech (vakrokiih), and if he rejects ornaments
that do not exhibit indirect speech, we will hardly be surprised
about his reluctance to consider svabhavoktih an ornament. He does
nevertheless define and exemplify it (2.93-94), and it seems that
he understands svabhavoktih not just as a statement without indirect
speech, but as a statement that reveals the nature of its subject.
Bhamaha’s example describes the conduct of a boy desperately
trying to keep cows away from his crops.®

In anthologies of Sanskrit poetry, jatih serves as a heading for
“shortverses, extremely condensed yet full of minute detail, each one
attempting to seize the instantaneous totality of a certain event, or an
individual as wholly characteristic of a genus.”® Both the example
in the Prakrit Mirror, about a peasant’s excitement on receiving a
glance from a village girl, and in Bhamaha’s Ornament, about a boy
desperately trying to keep cows away from his crops, would fitin such

a section.5?

Gerow (1971: 324) seems to think that they do illustrate svabhavoktih.

Ornament 2.94: akrosann ahvayann anyan adhavan mandalai rudan ~ go varayati
dandena dimbhah sasyavatarinih ~~ “He screams at some, cries out to others, and
runs around in circles, crying: with his staff, the boy is trying to keep the cows from
descending on the grain.”

Gerow (1971: 324-325).

In fact peasants (pamara-) are the principal human characters in the jatih section of
the Treasury of Subhasita Gems (Subhasitaratnakosah; see Ingalls 1965: 326-336, who
translates jatik as “characterization”).
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The author of the Mirror may well be among the “some” that
have, according to Bhamaha, accepted svabhavoktih—under the
alternative name of jatih — to be an ornament.

10. Divergence (vairego/vyatirekah): 61, 63
For the definition in v. 61, see p. 118 above.

Ornament 2.75: upamanavato rthasya yad visesa-nidarsanam
vyatirekam tam icchanti visesapadanad yatha

63 It is you who are gentle,
you whose brilliance is impossible to resist,
and you who never deviate from right action.
And in this you are like the moon, born from Soma,
and the sun, whose heat cannot be resisted,
both of which never deviate from their course.
The sun and moon, by contrast, are less impressive:
one is fiercely hot,
while you are not violent,
and the other is cold,
while you are not dull.

dusaha-paava-pasarc sommo sai akhalia-ppaho tamsi
tiwva-jada una donni vi ravi-raaniara haa-cchaa

As noted above, vairégd (DIVERGENCE) is taught in the same
verse as jat (61). There it is briefly characterized as working
through “differentiation” (visésakarana-). The general structure of
DIVERGENCE is that a “baseline” of comparison between a STANDARD
and TARGET is mentioned or implied, and then some distinguishing
feature is mentioned that makes the TARGET compare favorably to
the STANDARD. The Mirror’s example compares a king favorably to
the sun and the moon: while he possesses some qualities in common
with each (having inescapable brilliance in the case of the sun, and
being gentle in the case of the moon, and having a fixed course
in both cases), he “diverges” from them insofar as he is neither
tivva- (hot/violent) nor jada- (cold/dull).
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Bhamaha’s definition takes up an entire verse. But it seems to
be no more informative than the Mirror’s. The phrase “on the part
of something that possesses a STANDARD” seems redundant, since
the very idea of comparison is implicit in the definitional feature of
“distinction” (visesa-nidarsanam). Even after mentioning this feature,
Bhamaha redundantly says that it operates by “adding a distinction”
(visesapadanad) .

In the example, a TARGET (the addressee’s brilliance) is compared
favorably to two different STANDARDS (the sun and the moon),
because it combines their respective good qualities in one locus.
To this extent, Bhamaha’s example works in exactly the same
way.%® But the Mirror’s example “diverges” from Bhamaha’s in two
respects. First, besides mentioning the good qualities of the sun
and moon, it mentions their bad qualities as well, which are said to
be absent from the TARGET. Second, the good qualities themselves
have double meanings in the Mirror’s verse, but not Bhamaha’s.
Where Bhamaha’s example “diverges” the Mirror’s, however, is that
besides mentioning the combination of good qualities that are only
found on their own in the two STANDARDS, it also mentions a quality
(redness) that is found in neither one of them.

11. Sentimental (rasio/rasavat): 64ab, 65

6 445 The ornament is called SENTIMENTAL
if an aesthetic sentiment, such as the erotic,
is made very clear.
phuda-singarai-raso rasio aha bhannae alarnkaro

Ornament 3.6ab: rasavad darsita-spasta-syngaradi-rasam yatha

65 Lucky is he on whose chest the doe-eyed girl
falls limp with a yawn, her belt jangling,

Ornament 2.76: sitasite paksmavati netre te tamra-rajint ~ eékanta-subhra-syame tu
pundarikasitotpale ~~ (“Your eyes and their lashes, are both black and white,
beaming red, whereas the pundarika and asitotpala are exclusively white and black”).



64.

65.

122 # MIRROR OF ORNAMENTS

after the messenger’s skilled words

have won over her heart.
durviaddha-vaananubaddha-hiaa viambhium thaddha
padai saiinnassa uré rasantarasana kurangacchi

Rasio (SENTIMENTAL) is the first of the “emotion tropes” to be
discussed in the Mirror of Ornaments (see p. 47). I take rasia- to be a
possessive adjective formed from rasa- (translated for better or for
worse as “[aesthetic] sentiment”), like Sanskrit rasika-, and hence
to be exactly parallel to Bhamaha’s rasavat; both are adjectives
modifying an implicit head, which I take to be the masculine
“ornament” (alankaro) in the Mirror and the neuter “poem” (kavyam)
in Bhamaha’s Ornament.®* It may be noted here that the names of
the other “emotion tropes” are parallel in the same way, except
that Bhamaha’s names are always adjectives, while the Mirror’s
are sometimes nouns and sometimes adjectives. Samahio/ samahitam
and udatto/ udattam are equivalents. Pémaisao is a noun that means
“affection beyond the usual measure,” and Bhamaha’s préyah is a
comparative adjective, “more affectionate,” that is formed from the
same verbal base (pr7). Similarly ujja “haughtiness” is a noun, and
Bhamaha'’s w@rjasvi “haughty” is an adjective.

Bhamaha’s extremely brief definition of SENTIMENTAL is almost
identical to the Mirror’s definition. In accordance with his practice
throughout this section, Bhamaha exemplifies this ornament by
referring to an incident in a well-known narrative. This is evidently
the moment in the Udayana story when Vasavadatta removes her
disguise as an ascetic and reveals her identity to her husband, who
had been under the impression that she had died in a fire.®> We do
not know precisely which work Bhamaha had in mind, and the work
is likely lost in any case. Despite this uncertainty, anyone familiar

The suffixes than and matup are alternatives for each other after stems like rasa- by
Astadhyayr 5.2.115.

Ornament 3.6: devi samagamad dharma-maskariny atirohita. Krishnamoorthy (1964:
86) says, for reasons I do not quite understand, that “the reading of Bhamaha’s
example of rasavadalankara is hopelessly corrupt.”
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with the story will recognize this to be a moment of emotional climax
in the narrative, in which the erotic rasa would be displayed.%

The Mirror’s example is quite different. It does not present a well-
known narrative at all. Although it also displays the erotic rasa, it
mentions several “psychophysical responses” (sattvikabhavah) that
are said, in the dramaturgical literature, to accompany this rasa,
namely falling limp (stambhah) and falling faint. These features,
alongside the apparent (but only apparent) evocation of rasa in the
phrase rasantarasana (“as her belt clanged”), might have led the
author of the Mirror to use this verse.

12. Excuse (pajjao/ paryayoktam): 64cd, 66

64(d EXCUSE is produced when something is said
under the guise of something else.
anna-vavaesa-bhanie vinimmio hoi pajjao

Ornament 3.8ab: paryayoktam yad anyena prakarenabhidhiyate

66 How can people really experience the pleasure
of unrestrained sex if they’re concealing it
from their parents? In such a difficult spot,
beautiful girl, don’t blame him.

garuana coriae ramanti t€ paada-raa-rasam katto
ma kunasu tassa dosam sundari visamaithie kajje

Paryayoktam (EXCUSE) is another one of the “emotion tropes” (p.
47). Bhamaha defines Excust in half a verse, merely as “when
[something] is expressed in a different way” (3.8ab). In the
remainder of the verse he introduces the example as what Krsna
says to Sisupala in a work called Stealing the Jewels. Krsna refuses to

It is probably not Vasavadatia and the Dream (Svapnavasavadatta), one of the
Trivandrum plays, since it does not present Vasavadatta as an ascetic, and
Udayana the Ascetic (Tapasavatsarajacaritam), a play composed by Mayuraja, probably
postdates Bhamaha.
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eat food that is not first offered to learned Brahmins, and this, says
Bhamaha, serves to preclude the possibility of being given poison.5”

Like the Ornament, Mirror defines EXCUSE in half a verse. And like
the Ornament, the example involves the speaker saying one thing
(that her friend’s boyfriend has failed to satisfy her sexually) by
way of offering an excuse (that the “difficult spot,” rather than his
incapacity, is the reason for this failure).

The ornaments that Rudrata calls paryayah (7.42-46) are quite
different from this one, as noted by Jaina (Nahata and Pande 2001:

ix; see also Gerow 1971: 206).

13. Matching (jahasankham/yathasankhyam): 67-70

67 MATCHING is the revelation of several things

according to the sequence in which

they were previously mentioned. It is

double, triple, or quadruple in literature.
Jjaha-bhaniam bahuanam parivadi-paadanam jahasankham
kim puna biunam tiunam caviggunam hoi kavvammi

Ornament 2.89: bhwyasam upadistanam arthanam asadharmananm
kramaso yo ‘nunirdeso yathasankhyam tad ucyate

Double MATCHING:

68 The beauty of the

goose, moon, lotus, water lily, bee, and lotus stem

stands defeated by her

walk, face, hands, eyes, braid, and arms.
hamsa-sasi-kamala-kuvalaa-bhasala-munalana nijjia laccht
tissa gai-muha-karaala-loana-dhammilla-bahahim

Ornament 2.90: padmendu-bhrnga-matanga-pumskokila-kalapinah
vaktra-kantiksana-gati-vani-valais tvaya jitah

67. Ornament 3.9: grhésv adhvasu va nannam bhurijmahe yad adhitinih ~ na bhurijate dvijas
[...] “Whether at someone’s home or on the road, we do not eat food that has not
first been eaten by learned Brahmins.”
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Triple MATCHING:

69 Reverence to Siva, who bears
the river, Uma, poison, and the moon,
pure, soft, black, and white,
on his head, lap, throat, and crest.
J0 vahai vimala-vellahala-
kasana-sia-sari-uma-visa-miankam
muddharka-kandhara-maili-sarmsiam tam sivam namaha

Quadruple MATCHING:

70 Her teeth, lips, and eyes,
even, soft, and long,
dazzling, red, and white,
have bested gems, lac, and lotuses.
tie sama-maiia-dihehi nimmalatamba-dhavala-sohehim
dasanahara-naanehinm jiai mani-javaa-kamalain

While the Mirror announces and exemplifies three subvarieties of
jahasankham (MATCHING) —according to whether there are two,
three, or four series of elements that are coordinated —Bhamaha
does not mention any subvarieties.

There is, in these verses, an inverse relationship between the
number of “matching series” (two, three, or four) and the number of
matched elements in each series (six, four, and three respectively).
In contrast to the Mirror, Rudrata discusses this ornament, not
in terms of the number of matching series, but in terms of the
number of elements that are matched (7.34-37), and comments
that examples wherein two or three elements are matched are “more
pleasing.”%®

Bhamaha’s single example is very similar to the first example in
the Mirror (illustrating “twofold MATCHING,” noted already by Balbir

Ornament of Literature 71.35 (tad dvigunam trigunam va bahusaddistesu jayate ramyam) .
Rudrata’s threefold MATCHING has four series of three elements each, and his
twofold MATCHING has five series of two elements each. Thanks to Yigal Bronner
for drawing my attention to Rudrata’s discussion.
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1999-2000: 636), which exemplifies matching over two series. The
examples, presented schematically, are as follows:

She has conquered the beauty of the goose with her walk (Mirror 68)

moon face
lotus hands
water-lilies eyes
bee braid
lotus-stem arms

You have conquered the lotus  with your face (Ornament 2.90)

moon complexion
bees eyes
elephant walk
cuckoo voice
peacock hair

These verses are identical in concept and structure, both matching
six elements that describe a woman’s physical beauty to six
conventional STANDARDS of comparison. Several elements occur in
both verses: moon, lotus, and bee on the one side, and walk, face,
and eyes on the other. And yet none of the elements in Bhamaha’s
verse are paired with the elements they correspond to in the Mirror’s
verse. It is almost as if care has been taken to avoid such repetition.
Bhamaha introduces yathasankhyam (MATCHING) alongside ut-
preksa (SEEING-AS) (2.88; see p. 167). He notes that Medhavin had
sometimes used a different word for the latter, namely sankhyanam. It
seems likely to me that the etymological link between yathasankhyam
and sankhyanam (i.e., SEEING-AS) prompted Bhamaha to discuss the
two ornaments as a pair.  would guess that Bhamaha has deliberately
“trimmed” the discussion of MATCHING as it occurs in the Mirror,
having considered the enumeration of three distinct subvarieties to
be a relatively pointless elaboration on what is, after all, a very simple
figure. Having gotten rid of these subvarieties, which take up half of
the definition in the Mirror, he would then have had to reformulate

his own definition so as to fill an entire verse.
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The Sanskrit term for this ornament is yathasankhyam (see Asta-
dhyayr 1.3.10), for which the expected Prakrit form is jahasankhan.
In the Mirror’s table of contents (v. 6), however, it appears to have
been lengthened to jahasankham for metrical reasons.

Verse 68 is quoted in almost exactly the same form in the Treasury
of Rasa-filled Gahas (verse 11 in the balalayannavajja).

14. Coincidence (samahio/samahitam): 71ab, 72

71 ﬂb COINCIDENCE is when a lucky strike
of assistance is obtained unexpectedly.

anavekkhia-patta-sahaa-sampaae samahio ho

72 Her lover was extremely angry.
Just as she was about to apologize,
the moon rose, and a breeze from the south
spread toward them.

accanta-kuvia-piaama-pasaanattham paattamanie
wio cando vitao a pasario malaa-gandhavaho

Samahitam (COINCIDENCE) is another one of the “emotion tropes”
(p- 47). While the Mirror defines samahio (COINCIDENCE) in one line
(71ab), Bhamaha does not define it at all, but merely exemplifies it
(3.10) with a scene from a now-lost work called Rajamitram, wherein
Narada appears before some Ksatriya women who are on their way to
appease Parasurama. The audience is presumably expected to know
the context of this incident, which should exemplify a kind of lucky
coincidence, if we follow the Mirror’s definition.

Balbir (1999-2000: 637) noted the similarity of the Mirror’s exam-
ple to Dandin’s example of the same ornament (2.297), where it is
not the southern breeze, but a peal of thunder, that intervenes in a
lover’s quarrel.%? Jaina, too, claimed that “the Mirror follows Dandin”
in its treatment of this ornament (Nahata and Pande 2001: ix).

Mirror of Literature 2.297: manam asya nirakartuim padayor me namasyatah ~ upakaraya
distyaitad udirnam ghana-gharjitam ~~ “As 1 fell at her feet to assuage her anger, this
thunder luckily roared to my assistance.”
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15. Conflict (virohé/virodhah): 71cd, 73

71 Cd CONFLICT is so called on account of
the conflict of qualities and actions.
guna-kiriana virohéna ésa bhanio viroho tti
Ornament 3.25: gunasya va kriyaya va viruddhanya-kriyabhidha
ya visesabhidhanaya virodham tam vidur budhah

73 Your fame, white as Siva’s crescent moon,
though always favorable to all, still blackens
the lotus-faces of the wives of your greatest enemies.

tujjha jaso hara-sasahara-samujjalo saala-pavania-didho vi
mailai navaram vara-véri-vira-vahu-vaana-kamalaim

The Mirror’s single-line definition of viroho (CONFLICT) speaks of
gunakiriana virohéna. The compound leaves open whether we should
interpret “quality” (guna-) and “action” (kiria-) as singular or plural,
and whether the conflict is between these two terms, or between
them (either singly or collectively) and something else. The exam-
ple, however, makes it clear that the conflict is between a quality of
something (the whiteness, and probably propitiousness, of the king’s
fame) and its action (blackening the faces of his enemies’s wives).
Bhamaha’s definition, spread over an entire verse, is somewhat
difficult to understand. I take it to mean “the expression of a
quality or action whereby another action is contradicted in order
to express a special feature” (i.e., reading viruddhanyakriya abhidha
as separate words, the former being a bahuvrihi modifying the latter).
But Udbhata evidently understood it differently, as shown by the
clarificatory change he made in his Collected Essence of the Ornaments
of Literature (5.6: viruddhanyakriyavacah, a single word). Moreover,
Bhamaha clearly has in mind a conflict between an action and
“either a quality or an action” (gunasya va kriyaya va). His own
example (3.26), like the Mirror’s, is eulogistic (Balbir 1999-2000:
636) and involves a quality (the coolness of the yoke of sovereignty,
found in the shadow it casts over the gardens) that conflicts with
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an action (heating, i.e., afflicting, its enemies).7o Unlike the Mirror’s
definition, Bhamaha’s should allow for a conflict between an action
and another action, but he does not give an example of this. My sense
is that Bhamaha reworked, somewhat unsuccessfully, the definition
found in the Mirror; note again the lack of new information found
in the second half of the verse.

The word wvi/pi (Prakrit) or ap:i (Sanskrit), in the sense of
“although,” is the standard marker of this ornament, and found in
both the Mirror’s and the Ornament’s example.

16. Doubt (sandéeho/ sasandeham): 74-75

74 That wherein, after saying that something is identical
to a STANDARD of comparison,
its difference is then stated
by way of praising it, that,
relying on doubt, is DOUBT.
uvamanena sarivam bhaniina bhassae jahir bheo
thui-karanenam sandeha-samsio so hu sandeho
Ornament 3.43: upamanena tattvam ca bhedam ca vadatah punah
sa-samdeham vacah stutyai sasandeham vidur yatha

75 “Is it a lotus? It doesn’t have filaments.
Is it the moon? It doesn’t have an antelope.”
These are the doubts young men have
when they see your face, my dear.
ki kamalam inam no tam sa-késaram kim sast na tattha mao
dittham sahi tujjha muharnm sa-samsaam ajja tarunehin

The definition of sandeho (DOUBT) in the Mirror corresponds exactly
with the definition of what is called sasandeham in Bhamaha’s

Ornament 3.26: upanta-rudhopavana-cchaya-sitapi dhar asau ~ vidura-desan api vah
santapayati vidvisah ~~ “That yoke of yours, although cool in the form of the shadow
that it casts over the gardens of your borderlands, burns your enemies, however far
away they may be.”
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Ornament (3.43). The examples in both texts follow the definition
scrupulously: first a doubt is raised about the identity of the
STANDARD and TARGET (“is it the moon?”); then a difference is
mentioned (“it doesn’t have an antelope”); and the last half reflects
metapoetically on the device (“these are the doubts young men have
when they see your face”).”!

The keyword of this ornament is kin/ kim, which marks a yes-or-no

question and hence introduces the doubt.

17. Manifestation (vibhavana/vibhavana): 7677

7 6 When the verbal action is negated,
and the result of the action occurs nevertheless,
that is called MANIFESTATION
by those concerned with literary ornaments.
na i vihewn kiria-rahiassa vi hot jattha phala-siddhy
bhannai vibhavana sa kavvalankaraittehim

Ornament 2.77: kriyayah pratisedhe ya tat-phalasya vibhavana
Jnéya vibhavanaivasaw samadhau sulabhe sati

77 It grows without its roots being watered,
spreads throughout the sky without flying up,
it is not dark without being influenced by the planets,
pure without being washed —
it is your fame, of course.

vaddhai asitta-mulo anuppaanto vi pasarai nahammi
agaha-gao vi akanho adhoa-vimalo jaso tujjha

Vibhavana/ vibhavana (MANIFESTATION) in Bhamaha’s Ornament and
the Prakrit Mirror is characterized by a result (phala-) in the absence
of an action (kriya-/ kiria-). The similarity of the definitions can be

Ornament 3.44: kim ayam sasi na sa diva virajate kusumayudho na dhanur asya
kausumam ~ iti vismayad vimysato ‘pi mé matis tvayi viksate na labhate rtha-niscayam ~~
“Is this the moon? No, that doesn’t shine during the day. Is it Kimadéva? No, his
bow isn’t made of flowers. As I consider such things to my amazement when I see

you, my mind cannot arrive at certainty.”
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gauged by contrasting them with Dandin’s, in which one reason for
something is “imagined” to be more natural by negating a better-
known reason.”?

The initial part of the Mirror’s definition is rather obscure, but I
take it to mean “explicitly stating (viheum = vidhaya) [the meaning
of the expression] ‘not’ (na tti),” hence explaining why something
can be said to “lack an action.” Bhamaha has a phrase not found in
the Mirror, namely, “provided that the explanation is easy enough”
(samadhau sulabhe sati) . Bhamaha is elsewhere concerned to keep
ornaments relatively straightforward lest they turn into frustrating
puzzles (see Ornament 1.20 and 2.20). The final part of the Mirror’s
definition refers to kavvalankaraitta- (“those who are associated with
literary ornaments,” using a rarely-attested suffix, see p. 19). This
might arguably be taken to refer to Bhamaha’s Ornament of Literature,
although I think it is meant generically here.

The Mirror’s example is somewhat corrupt. I take akanho “not
dark” to refer in the first case to the full moon, the phases of
which might be connected to the influence of other celestial bodies
(graha-), and of course secondarily to the whiteness of the king’s
fame.

One of the better-known examples of this ornament in Prakrit
is the first verse of Pravaraséna’s Slaying of Ravana (Ravanavaho),
probably composed in the early fifth century: “Bow down to Visnu,
who is high without being heightened, pervasive without being
stretched, deep without being low, infinitesimal without being light,

and manifest, even though his true nature is unknown.””*

Mirror of Literature 2.197: prasiddha-hetu-vyavritya yat kificit karanantaram ~ yatra
svabhavikatvam va vibhavyam sa vibhavana ~~
Jayamangala’s commentary has sanvayam kathyaté yatha for this portion; see the note

to 2.77 in Trivedi’s edition of the Ornameni.

Translation by Handiqui (1976: 1). Slaying of Ravana 1.1: namaha avaddhia-tungarm
avasariavitthaam anonaa-gahiram ~ appalahua-parisanham anaa-paramattha-paadam
mahumahanam ~~
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18. Intention (bhavao): 78-82

7 8 It is called INTENTION when something altogether
different is subsequently imagined.
Listen to its two forms being defined as follows.
anno ccia uttarao jam bhavejjai sa bhavao bhanio
duviho hoi jaha taha sahijjantam nisameha

79 When the feelings that are concealed deeply
within the heart are known thanks to someone’s
words at a later time, which are however not heard,
that is a COVER-UP.

kassa i vaanéhi jahim asuehim uttarehi najjanti
hiaantarammi ahiam gudha bhava sa autto

8o When one thing is said, but something else
is made clear, the authors of sastras
have called it REFERENCE TO SOMETHING ELSE.
annam bhaniuna tao anno paadijjae jahim attho
annavaesa-namo so siftho sattha-arehim

COVER-UP:

81 Oh my god! With her delicate arms flailing
the ploughman’s daughter-in-law
took her burned garment and fell,
by a delicious ruse,
into the Godavari’s stream.
ha ha vihia-kara-kisalaahi lahiuna amsuam daddham
padia gola-ure sarasa-misenam halia-sonha

REFERENCE TO SOMETHING ELSE:

82, Hey bhoini! Hitch your yearling calf
to someone else’s bull.
This one’s only good to look at.
He’s not capable of doing any work.
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annassa bandha bhoini nava-vacchara-selliam baillammi
aloa-metta-suhao na kajja-karana-kkhamo eso

The ornament called bhavao here, with its two subvarieties, does not
appear in Bhamaha’s Ornament. It has suffered more corruption than
the others. In my reconstruction, bhavo or bhavao is an ornament in
which a meaning quite different from the stated meaning emerges
upon consideration (ultarao, “subsequently”). In light of Bhoja’s
discussion of what is evidently the same ornament (see below), it
seems likely that bhavao here means “intention,” in the sense that
what is ultimately revealed is a speaker’s or character’s intention.

This ornament has two subvarieties, one called autio/auo and
the other called annavaeso. The first subvariety seems to refer to a
situation in which a speaker, B, makes some comment (vaanéhi) by
which a “hidden intention” (gudha bhava) in another person, A, is
revealed. The manuscript reads asuehinm, which suggests to me that
the speaker’s words are not heard by the person whose intention
is revealed; rather, the ornament represents one person making an
observation about another person’s behavior to a third party. I think
the name of this subvariety (wrongly taken to be giidha- by Bhayani)
is probably to be referred to the Sanskrit word avrta-, “covered up,”
than avrtta-, “turned around.” Perhaps autta-in the definition is used
only for metrical convenience, and the more basic form, found in
prose introduction to the example, is aua-”> Hence 1 propose to
translate the name of this subvariety as COVER-UP. But note that the
ornament refers not to the covering up of an intention, but to the
making known (najjanti) of an intention that would otherwise have
remained concealed.

In the example of the first variety, a speaker, B, interprets the
actions of a woman — acting as if to put out a fire on her clothes, and
then jumping into the Godavari river —as a “delicious ruse” (sarasa-
miséna). We are left to figure out precisely what the woman was trying

There is a similarly-named @vrttih, REPETITION, in Dandin and later works, but
this ornament has nothing to do with it. Dandin’s auvrttih is the opposite of
ILLUMINATION. A reviewer points out that autta- may represent Sanskrit ayukta-, i.e.,
a meaning that is “joined to” another meaning.
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to accomplish, but readers of Prakrit literature will probably know:
the woman is the ploughman’s daughter-in-law (haliasonha-), a stock
character in Prakrit lyric poetry, known to seek out the son of the
village headman (gamanisua-) for an affair. In verse 107 of Weber’s
edition of the Seven Centuries (Sattasar), this woman crosses a river —
once again, the Godavari —in the most inconvenient place possible,
despite there being much easier places to cross, in the hopes that the
headman’s son, standing nearby, will be forced to rescue her when
she falls in.”® That verse is identified by Bhuvanapala (v. 114) and
Prémaraja (folio 60) as having the ornament of siksmah (SUBTLE),
which is not defined by the Mirror and rejected by Bhamaha (2.86).
According to Dandin, this ornament involves conveying an idea by
some means other than language, especially by a gesture.77 In fact
many examples would fit the criteria for both Dandin’s saksmah and
the Mirror’s cover-up. The difference is that the former is defined by
the actions of a person, rather than by the narration of those actions
by another person that “gives away” the secret, as in the latter.

The second variety is a well-known technique in Prakrit and
Sanskrit literature, where it is often referred to as either anyoktih
(Rudrata 8.74) or anyapadesah (Bhoja, Necklace of Sarasvatr 4.86).
Neither Dandin nor Bhamaha mention it, however; nor, for that
matter, do Vamana or Udbhata. In this technique, the speaker
makes reference to one thing in order to speak of something else.
The speaker’s intention of referring to this “something else” can
only be understood by a listener who is familiar with a set of
symbolic equivalents: the bee is the errant man, the lotus is his
long-suffering wife, and so on. In Prakrit poetry in particular, one
set of symbols clusters around a bull. The bull is always a symbol

Seven Centuries v. 107: golaadatthiam pecchiana gahavai-suam halia-sonha ~ adhatta
uttarium dukkhuttarai paavie ~~ (translation by Khoroche and Tieken 2009: no. 558,
p- 167: “When the poor plowman’s daughter / Saw her courteous husband standing
on the river bank / She clambered up / By the most difficult route.”)

Mirror of Literature 2.258: ingitakara-laksyo rthah sauksmyat saksma iti smrtah “A
meaning that is indicated through gestures and expressions is known as SUBTLE
on account of its subtlety.”
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of a man and his associated qualities —strength and virility, if the
poem is complementary, or stupidity and aggressiveness, if it isn’t.
The example given by the Mirror here is quite clear: the wife of
the headman of the town or village (bhoint) is told to find a more
suitable bull to mate with her calf, or in other words, a more suitable
husband for her daughter. Whether the daughter in question is very
young or very old depends on whether we take nava to mean “new”
or “nine,” a systematic ambiguity in Sanskrit and Prakrit; I opt for
the former in my translation. This ornament comes very close to the
ornament that Bhamaha calls OUT OF CONTEXT (aprastutaprasamsa),
and I think Bhamaha actually revised the Mirror’s account of that
ornament in order to include precisely the phenomena gathered
under this heading (see p. 161).

One interesting point about the definition of REFERENCE TO
SOMETHING ELSE is its mention of “authors of sastras,” which implies
that this ornament—which is, once again, absent as such from
Bhamaha and Dandin’s works, and appears in Rudrata’s work under
a slightly different name — was found in earlier alankarasastra works.

While INTENTION (bhavao) seems to have little to do with the
ornament Bhamaha calls bhavikatvam (3.53-54), it bears a similarity
in name and spirit to a few ornaments discussed in other works of
poetics.

One is Rudrata’s bhavah, which is taught in two varieties. In the
first (7.38-39), a character’s emotional state is revealed by some
transformation (wvikarah) that occurs due to a seemingly-unrelated
cause (in his example, a young woman is upset to see a cluster of
vanjula blossoms in a young man’s hand, revealing that she had
missed an opportunity to meet him in the varijula bower).”® In
the second (7.40—-41), a character says something true in order
to convey a second meaning that is quite the opposite. Neither
variety exactly matches the Mirror’s discussion, although they are
similarly concerned with the revelation of a character’s internal state.
As noted above, Rudrata defines REFERENCE TO SOMETHING ELSE

Ornament of Literature 7.38: yasya vikarah prabhavann apratibaddhena hetuna yena ~
gamayati tad-abhiprayam tat pratibandham ca bhavo sau ~~
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as a separate ornament, namely anyoktih (8.74). In his example, a
person who exchanges good company for bad is informed that a
goose doesn’t leave a beautiful lotus pond full of geese to splash
around in a tiny pool with cranes.” Above (p.- 61) I noted that
anyoktih/ anyapadesah was probably well enough established in poetic
practice prior to Rudrata that the idea of adding it to the repertoire
might naturally have occurred to him, whether or not he had access
to the Merror directly.

A much closer parallel is provided by the ornament that Bhoja
calls bhavikam in both his Necklace of Sarasvati (pp. 547-548, vv. 4.86—
87) and Light on the Erotic (pp. 610-611). In fact, Bhoja goes out of
his way to state this bhavikam is identical to another ornament—
taught elsewhere only in the Prakrit Mirror —called udbhédah or
REVELATION. Bhoja’s discussion first outlines three types of bhavika:
one in which a speaker’s intention is made known; a second in what
something else is mentioned (that something else being a symbol or
representative of what the speaker really intends); and a third, called
anyapadesah, which is exactly the same as the Mirror’s annavaeéso
(REFERENCE TO SOMETHING ELSE).®) Bhoja gives the same examples
in both his works. The first kind (Kulkarni 1988: no. 166, p. 373,
translated at Kulkarni 1994: no. 166, p. 159) would seem to differ
from the Mirror’s COVER-UP in that it is the speaker himself or herself
who reveals his or her intention, rather than a speaker revealing the
intention of another character. Bhoja’s example apparently involves
a woman who does not intend to feign anger at her beloved at all,
so she asks her friends to teach her to feign a kind of anger that will
not have a number of consequences that she wishes to avoid: by this
statement, her friends should probably understand her intention.
In the second kind (Kulkarni 1988: no. 189, p. 80, translated
at Kulkarni 1994: no. 189, p. 30 = Vajjalaggam 538), the listener
merely needs to understand that “pestle” (musalam), with all of the

Ornament of Literature 8.75: muktva sa-lila-harsam vikasita-kamalojjoalam  sarah
sarasam ~ baka-lulita-jalam palvalam abhilasasi sakhé na hamso st ~~

Necklace of Sarasvatr 4.86 (p. 547): svabhiprayasya kathanam yadi vapy anya-bhavana ~
anyapadeso va yas tu trividham bhavikam viduh ~~
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adjectives describing it, actually refers to a penis. The example of the
third type, anyapadesah, contains, like the Prakrit Mirror’s example,
a reference to a bull (Kulkarni 1988: no. 188, p. 80, translated
modified from Kulkarni 1994: no. 49, p. 19): “You should be satisfied
with whatever grazing you’ve managed to do undetected so far, bull.
Now the landlord’s field is under protection.”! After this, Bhéja
proceeds to outline three types of REVELATION (udbhédah), which
he claims is identical to INTENTION (bhavikam); see the discussion of
that ornament below (p. 176)for details.

The discussion in the Necklace of Sarasvati suggests to me
that Bhoja was familiar with the ornaments of INTENTION and
REVELATION as they are discussed in the Mirror of Ornaments,
although in my view it is unlikely that he knew the Mirror directly.

19. Corroboration (atthantaranasé/ arthantaranyasah):
83ab, 84

8 3db The introduction of something similar
to what has already been mentioned is CORROBORATION.
atthantaranaso hoi khevanam puvva-bhania-sarisassa

Ornament 2.71: upanyasanam anyasya yad arthasyoditad yie
Jnéyah so rthantaranyasah purvarthanugato yatha

84 The sun glimmers on the mountain of its rising,
not on the mountain where it sets.
Even those who are brilliant
depend upon position for their brilliance.

vipphurai ravi uadaalammi nahu attha-mahi-hara-siraitho
tearsino vi team lahanti thanam lahetuna

Necklace of Sarasvati, ex. 4.234 = Light on the Erotic, p. 610: asaiam annaéna jettiam
tettiam cia vihinam ~ oramasu vasaha énhim rakkhijjai gahavai-cchettam ~~. The same
verse is quoted on p. 368 of the Light on the Erotic when talking about cases where
what is understood differs from what is said.
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The manuscript of the Mirror is defective for the definition of
atthantaranasdo (CORROBORATION), which we expect to occur in the
first half of verse 83. I have reconstructed the first part of the
line, but the portion that is preserved finds an echo in Bhamaha’s
definition (puvva-bhania-sariassa =~ purvarthanugato). Bhamaha’s
definition closely echoes that of the Visnudharmottarapuranam, which
is unusual.®? It may be the case that Bhamaha found the Mirror’s
single-line definition insufficient and preferred the alternative
tradition represented by the Vispudharmottarapuranam. In any case,
Bhamaha goes beyond both texts in noting that the word A7, which
might otherwise be understood as the keyword of this ornament,
is optional, although preferable (2.73-74). It is worth noting that
literary Prakrit does not use the word h..

20. Accompaniment by others (annapariaro): 83cd, 85

8 366{ The mention of things in the presence
of accompaniment is ACCOMPANIMENT BY OTHERS.

vatthunam bhananam taha a pariare annapariario

85 Amid the commotion, the young men take
the same course as her, going quickly
when she is rushing, stumbling over their steps
when the weight of her hips slows her down.
turiai turia-gamano niamba-bhara-mantharai khalia-pao
maggena tia vaccai pellavellie tarunaano

Annapariar6 (ACCOMPANIMENT BY OTHERS) is not discussed at
all in other early works of poetics. A similarly-named ornament,
parikarah, is discussed in Rudrata’s Ornament of Literature (7.72-76)
and subsequent texts (e.g., Mammata’s Light on Literature 10.118ab),
but it differs from the one discussed here.®®> Whereas the Mirror’s

Visnudharmottarapuranam 3.14.8: upanyasas tathanyasya (ed. anyah syat) prastutad yah
kvacid bhavet ~ jiieyah so ‘rthantaranyasah purvarthagato yadi ~~

Pace Jaina, who identifies the Mirror’s annapariaro with Rudrata’s parikarah (Nahata
and Pande 2001: x).
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ornament is named annapariaro, in both the table of contents (6¢d)
and the label for the example (85), Rudrata’s is simply called
parikarah. And while the Mirror’s ornament, to judge from the
example, seems to involve “others” performing the same action
as the subject of the verse, Rudrata’s involves the qualification of
something by multiple qualifiers. This ornament also seems to have
nothing to do with parikarah in the sense of “expansion,” which is a
sandhyangam of the first sandhih (the mukhasandhih) in the Indian
theory of plot structure (see Kane 1983: 70).

If my understanding of this ornament is correct, it is very similar to
the ornament discussed next, namely CONCOMITANCE: in both, the
“same” action is described as undertaken by different agents. The
scare-quotes are necessary because one difference, at least judging
from the Mirror’s examples, lies in the fact that in ACCOMPANIMENT
BY OTHERS, the action is indeed literally the same, whereas in
CONCOMITANCE, the similarity is (or at least can be) primarily
verbal. That is, cONCOMITANCE often includes what the Greco-
Roman rhetorical tradition called zeugma, in a sense explained
immediately below. I admit, however, that this is a subtle difference,
which is nowhere mentioned explicitly. Nevertheless it seems to
be a more promising way of differentiating this pair of ornaments
from each other than other candidates, for example the fact that
“accompaniment” suggests physical proximity and “concomitance”
merely requires simultaneity.

The notion that ACCOMPANIMENT BY OTHERS and CONCOMITANCE
form a closely-related pair of ornaments might help to explain why
Bhamabha, if he did have the Mirror in front of him, omitted the
former. Bhamaha may have seen it as redundant with the more
familiar ornament of CONCOMITANCE, especially if he failed to notice
the feature that distinguishes them, namely the “real” or merely
“verbal” identity of the actions, which was in any case implicit. This
explanation, however, is of course speculative.

For pellavellie “commotion,” see v. 388 in Jinésvara’s Treasury of
Gaha-Gems and Tagare (1948).
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21. Concomitance (sahotti/sahoktih): 86ab, 88

86 élb The representation of an action as simultaneous,
when it belongs to multiple things,
is called CONCOMITANCE.
bahu-vatthu ccia kiria-samakala-paasanam sahotts tti

Ornament 3.39: tulyakale kriye yatra vastu-dvaya-samasraye
padeénaikena kathyete sahoktih sa mata yatha

88 Her shame has gone,

along with her sleep,

and her reputation

along with her body’s glow.

Meanwhile her sighs increase

along with the night.
niddai sama lajja sarira-sohai saha gaa kittt
samaam taha anu raant tie vaddhanti nisasa

The definition of sahotti/ sahoktih (CONCOMITANCE) in the Mirror is
quite condensed, but it appears to agree with Bhamaha’s slightly
longer definition. The structure of this ornament is relatively stable
across the early literature:

x does ¢, together with y

That is to say, the two elements are said to be agents of the same
action, and they are coordinated by the keyword “together with”
(saha, samam, etc.).

The main difference between the discussions is that the
simultaneity is expressed, in Bhamaha’s definition but not the
Mirror’s, “by a single word” (see p. 53). In this case, this phrase
is either strictly speaking unnecessary, since the two actions will
necessary be expressed “by a single word,” namely the verb; or, it is
actually false, given that this single word needs to be supplemented
by an adpositional phrase headed by samam or saha. This phrase
modifies the verb and allows us to understand a second verbal action
similar to the first.
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As noted above, CONCOMITANCE appears to form a pair with
ACCOMPANIMENT BY OTHERS in the Mirror. I suggested that what
distinguishes CONCOMITANCE is zeugma, “[a] rhetorical figure in
which a word or phrase is made to apply, in different senses, to two
(or more) others,” according to the Oxford English Dictionary. The
example given in the OED, from Alexander Pope, is “Here Thou,
great Anna! whom three Realms obey, Dost sometimes Counsel
take — and sometimes Tea.”® In the Mirror’s verse, what it means
for sleep to “go” (gaa) is for someone to not be able to sleep; what
it means for shame to go, by contrast, is to have done something
contravening the rules by which one is supposed to regulate one’s
behavior.

The conceit of nights growing long “along with z” is found in the
Mirror, Bhamaha’s Ornament (3.40, where y is “affection,” priti-), and
the first example in Dandin’s Mirror (2.350, where y is, exactly like
the Prakrit Mirror, a woman’s “sighs,” svasa-) 85

22. Haughtiness (ujja/urjasvi): 86¢d, 87

8Gcs  The ornament of HAUGHTY arises
when it is composed with great heroism and so on.

guru-vira-ai-raio jaai ujja-alankaro

Oxford English Dictionary, s.v. “zeugma (n.),” July 2023, DOI 10.1093/OED/
7547313305.

Ornament of Literature 3.40: hima-patavila-diso gadhalingana-hétavah ~ vrddhim ayanti
yaminyah kaminam pritibhih saha ~~ “The nights when snowfall covers the sky, the
reason for close embraces, grow along with the affections of women in love.” Mirror
of Literature 2.350: saha dirgha mama svasair imah samprati ratrayah ~ panduras ca
mamaivangaih saha tas candra-bhusanah ~~ “These nights, adorned by the moon,
now grow long, along with my sighs, and pale, along with my body.”


https://doi.org/10.1093/OED/7547313305
https://doi.org/10.1093/OED/7547313305

86.

142 # MIRROR OF ORNAMENTS

87 Let my enemies go ahead and try
to take this sword of mine,
swinging so fast it forms a solid wall.
It has never known someone to strike back at at.
It is incapable of defeat.
visattho ccia genhai vairiano vegga-nividiam khaggam
paharantam padipaharam na munai vivaisu na samattham

Ujja/ urjasvi (HAUGHTINESS) is another “emotion trope” (p. 47),
which happens to not be defined, but merely exemplified, in
Bhamaha’s Ornament. Bhamaha’s example is a reworking of a verse in
the Karnaparvan of the Mahabharata, where a snake, eager to avenge
himself on Arjuna, enters an arrow that Karna aims at the latter.
When Arjuna sends the arrow back to Karna, the snake asked to
be launched a second time, but Karna says —in the third person —
“Karna never aims twice.”%0

The example of the Mirror is quite corrupt, and my restoration
includes some merely diagnostic conjectures. Nevertheless it is clear
that the speaker is a warrior who claims that nobody ever lives to
return the blows of his sword. As in the case of INTENSE AFFECTION,
there is a close thematic connection between the examples of the
Mirror and Bhamaha’s Ornament, although only the latter includes
proper names that would allow the reader to associate the episode
with a well-known narrative. It seems likely to me that one of the
examples is modeled on the other.

23. Denial (avanhui/apahnutih): 89ab, 90

8 94b When a rejection is made by means
of a comparison, that is DENIAL.

uvamai jattha kirai nihnavanam sa avanhui hoi

Mahabharata (ed. Krishnacharya), Karnaparvan, 97.27: athabravit krodha-sarvrakla-
nétro madradhipah suta-putro manasvi ~ na sandhatte dvih saram salya karno na madysa
jihma-yuddha bhavanti ~~. Ornament of Literature 3.7: arjasvi karnéna yatha parthaya
punar agatah ~ dvih sandadhati kinn karnah salyety ahir apakytah ~~
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Ornament 3.21: apahnutir abhista ca kincid-antargatopama
bhuatarthapahnavad asyah kriyate cabhidha yatha

90 No, it’s not the sound of cuckoos happily
sitting in the lofty branches that is getting louder.
This sound you hear is as sweet as the flower-bow
of someone playing in the grove.
na hu ucca-vidava-santhia-
pahittha-kalaanthi-kalarava-ppasaro
suvvai vana-vilasira-puppha-cava-mahuro ravo éso

The transmitted text of the Mirror’s definition of avanhui/ apahnutih
(DENIAL) is corrupt, and my emendation is partly based on
Bhamaha’s definition. Both make clear that, as in the case of
COMPARISON, a DENIAL presents a TARGET as similar to 2 STANDARD.
But there are elements of Bhamaha’s definition that are not likely
to have been in the Mirror’s shorter definition, such as the “denial
of a real state of affairs.” The examples in both texts deny the true
identity of a sound (cuckoos in the Mirror, and bees in the Ornament)
and assert that it is the twanging of Kamadéva’s bow.” Hence it
seems possible to me that Bhamaha, after modeling his own example
on the Mirror’s, introduced one of the features of this example
into the definition. I note that Bhamaha’s definition, being one
line longer than the Mirror’s, is rather awkward, with at least one
unnecessary ca.®8

I find the construction vanavilasirapupphacavamahuro somewhat
difficult: the meaning should be as translated above, but I am
tempted to take it more loosely, as “the sweet [sound] of [the god
with] the flower-bow who is playing in the grove.”

Ornament of Literature 3.22: néyam virauti bhyngalt madena mukhara muhuh ~ ayam
akysyamanasya kandarpa-dhanuso dhvanih ~~

The original reading of Bhamaha’s definition remains an open question.
Abhinavagupta, however, quotes the first half of the verse with the reading
abhistasya in the Eye (p. 116), but both editions of Udbhata’s Collected Essence (which
reproduces the first three-quarters of Bhamaha’s definition) read abhista ca (5.3).
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24. Intense affection (pemaisao/ préyah): 89cd, 9

8 9c‘d It is to be called INTENSE AFFECTION
on account of an extraordinary measure of affection.
pie aisaénam pemaisado bhaneavvo
91 The extraordinary thrill that came over her
when she unexpectedly saw you —
if she ever has it again,
it will only be because of seeing you.
sahasa tuammi ditthe jo jao tia paharisaisao
$0 jai puno vi hosai sundara tua dawmsane ccéa
Ornament 3.4cd-5:  préyo grhagatam kysnam avadid viduro yatha
adya ya mama govinda jata tvayi grhagate
kalenaisa bhavet pritis tavaivagamanat punah

The ornament called pemaisaé (INTENSE AFFECTION) in the Mirvor,
and préyah (MORE AFFECTIONATE) in Bhamaha’s Ornament is another
one of the “emotion tropes” (p. 47). The Mirror does not give a
definition beyond separating the compound (89¢d), and Bhamaha
does not attempt a definition at all (3.5). Accordingly the burden of
characterizing this ornament falls on the example in both texts.
The examples given by the Mirror and the Ornament are nearly
identical: either the speaker (Ornament) or the speaker’s friend
(Mirror) will experience the joy they had on seeing the addressee
only when they see the addressee again. In the Mirror, no context is
given, but we are given to know that the speaker’s friend is female,
and the addressee is male, and we can guess that the context is a
romantic one. In the Ornament, Bhamaha explicitly frames the verse
as Vidura’s statement to Krsna. Scholars have looked for parallels
to this statement in the Mahabharata, and indeed Vidura does
express joy on seeing Krsna in the Udyogaparvan, but the parallel
is rather loose. “Can I express the joy that seeing you has brought

me, lotus-eyed one? You are the inner self of embodied beings.”’

ya me pritih puskaraksah tvad-darsana-samudbhava ~ sa kim akhyayate tubhyam
anantaratmasi dehinam ~~, read in some manuscripts after v. 90.28 of the Critical
Edition (p. 370), and v. 92.30 in Krishnacharya’s edition (p. 154).
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Dandin (2.276) uncharacteristically quotes the exact same example
as Bhamaha.

Of the examples provided by the Mirror and Bhamaha’s Ornament,
one is clearly based on the other. This is despite a systematic
difference between the treatment of “emotion tropes” in the two
works: in the Mirror, the examples are not differentiated in any
way from the examples in the rest of the work, whereas in the
Ornament, the examples always refer to incidents in well-known
narratives (by contrast, Bhamaha’s other examples are generic, and
typically either erotic or eulogistic). It seems to me that Bhamaha
took his inspiration from the Mirror’s example and replaced the
anonymous man and woman with the well-known characters of
Krsna and Vidura.

Note that there is an “echo” of the name of the ornament in the
Mirror’s example (aisao in the first line), just as in the example of
SENTIMENTAL. The same is true in Bhamaha’s example (where the
ornament is called préyah and the example contains the word pritih).

As Kane (1961: 86) noted, Abhinavagupta alludes to a statement
of Bhamaha’s according to which INTENSE AFFECTION consists of
“the description of joy directed at a teacher, god, king, or son,”
which is not found in the transmitted text of the Ornament. Ingalls
et al. (1990: 235) float the possibility that this refers to a lost
prose commentary of Bhamaha on his own work, and then suggest
Abhinavagupta has simply misattributed a statement of Tilaka’s (in
his commentary on Udbhata’s Collected Essence of the Ornaments of
Literature) to Bhamaha.””

25. Exalted (udatto/udattam): 92ab, 93-94

92@5 EXALTED is twofold,
based on either wealth or nobility.

riddhi-mahanubhavattanehi duviho vi jaai udatto

Eye on 2.5: bhamahéna hi gurudevanypatiputravisayapritivarnanam préyolankara ity
uktam; Tilaka reads ratir iha devagurunrpadivisaya grhyate (on 4.2, p. 32).
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93 The houses of even your servants, crown among men,
are not darkened by the soot of lamp smoke,
since the darkness is completely overcome
by brilliant light from the jewels you give them.
tuha naraséhara viphuria-raana-kirana-niara-nasia-tamainm
bhiccana vi drva-stha-mailai na honti bhavanaim

94 Even when their broad chests are squeezed tight
by the heavy breasts of young women,
great men do not move: they plant their foot
on the head of the God of Love.
vellahala-ramani-thana-hara-
padipellia-viada-vaccha-pidha vi
na calanti maha-satta maanassa siré paam kaum

Of the ornament called wudatto/ udattam (EXALTED), the Mirror
mentions and exemplifies two varieties depending on whether it is
based on wealth (riddh#) or noble character (mahanubhava-). The
same distinction, between one who is magnificent for reasons of
character (asaya-) and one who is magnificent for reasons of wealth
(vibhati-), is also found in Dandin’s Mirror of Literature (2.300), as
well as in Jayamangala’s commentary on Bhaiti’s Poem (10.52-54),
who however uses the word udaram (“noble”) to name the ornament.
Bhamaha does not define the ornament, but merely exemplifies it
with Rama’s forsaking his kingdom and entering the forest at the
command of his parents.”! He then says that “other people give the
figure a different kind of explanation” based on “various jewels and
so on,” which is exemplified by a verse about Canakya’s visit to the
pleasure-house of Nanda.”?

It would appear that Bhamaha thought that describing someone
as EXALTED should be based, in the first place, upon nobility of

Ornament 3.11: udatto saktiman ramo guru-vakyanurodhakah ~ vihayopanatam rajyam
yatha vanam upagatam ~~

Ornament 3.12-13: élad évaparé ‘'nyena vyakhyanenanyatha viduh ~ nana-ratnadi-
yuktam yat tat kilodattam ucyaté ~~ canakyo naktam wpayan nandakridagrham yatha ~
sasikantopalacchannam viveda payasam kanaih ~~
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character. This would account for Bhamaha’s inclusion of EXALTED
in a section devoted to the internal states of a character (see p. 47).
Nevertheless, out of deference to an earlier tradition, he admitted
that one could also be described as magnificent for reasons of wealth.
Hence it appears that Bhamaha had before him a classification more
or less identical to the Mirror’s, and as in several other cases (see
pp- 163 and 118), he expresses views of his own —in this case, the
superiority of character to wealth — that are not found in the Prakrit
Mirror. Note, too, that the Mirror exemplifies the subvariety based on
wealth first, and then the one based on character. If its discussion
were based on Bhamaha'’s, we might expect the order to be reversed,
although the order can be accounted for by metrical exigencies.
Bhatti also exemplifies nobility of character first.

For naraséhara, which may or may not be a name, see p. 17 above.

Compare the following verse from the “First Telinga Recension” of
Hala’s Seven Centuries, also about “great men” (mahasatta): “The pain
inflicted by the sidelong glances / Of seductive women / — Saints

suffer it too / But they master their emotions.”

26. Exchange (pariatto/ parivrttih): 92cd, 95

9 2cd  EXCHANGE is when something special is gained
by giving away what is one’s own.
S0 pariatto gheppai jattha visittham niam dawm

Ornament 3.41: visistasya yad adanam anyapohéna vastunah
arthantaranyasavati parivyttir asau yatha

93. Translation by Khoroche and Tieken (2009: v. 596 p. 177); v. 817 in Weber’s
edition: ladaha-vilaana loana-kadakkha-vikkheva-jania-sandava ~ jhijjanti maha-satta
cittuvveana-saha honti ~~
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95 Moon-faced girl, thanks to the graceful way
in which you allowed the luster of your lotus-face
to spread, you gave those boys a look,
and in return you took their hearts.
sasi-muht muha-pankaa-kanti-
pasara-karana-kkame vilasena
ditthinn dauna tae gahiai juana-hiadaim

The definition of pariatto/ parivrttih (EXCHANGE) is similar in the
Mirror and the Ornament, but the latter contains one additional piece
of information: it contains the ornament of CORROBORATION (p.
137). The Mirror’s example does not contain this element, whereas
Bhamaha’s example does.?® This additional element is not accepted
by later authors. I would conjecture that Bhamaha had composed his
own example of this ornament—a political example, in contrast to
the erotic example furnished by the Mirror —and when expanding
the Mirror’s one-line definition into a two-line verse, he added the
language about CORROBORATION, which his own example happened
to have. For a similar case, see DENIAL (p. 142).

27. Predominant (uttars): 9699

96 Those ornaments in which the poet makes
a substance, action, or quality the primary element
are PREDOMINANT SUBSTANCE, PREDOMINANT ACTION,
and PREDOMINANT QUALITY.
davva-kiria-gunanam pahanaa jesu kirai kathim
davvuttara-kiriuttara-gunuttara té alankara

Ornament 3.42: pradaya vittam arthibhyah sa yasodhanam adita ~ satam visvajaninam
idam askhalitam vratam ~~ “In giving his resources to those who need it he obtained
the wealth of fame: this is the unbroken vow of all good men who seek the benefit
of all people.”
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PREDOMINANT SUBSTANCE!:

97 If fate is on your side, you can have the best
elephants, horses, palaces, servants, attendants,
gold, and jewels, as soon as you think of them.

vara-kari-turanga-mandira-anaana-sivaa-kanaa-raanain
cintiameltain cia havanti deve pasannammi

PREDOMINANT ACTION:

98 She had better not cry, grow thin,
suffer, or blame fate, that girl
who was unlucky enough to fall under the spell
of a cruel man with many loves, like you.
ma ruaii ma kisaai ma jhijjati ma vikim ualahai
ja nikkiva tuha bahu-vallahassa varat pide padia

PREDOMINANT QUALITY:

99 Gentle as the moon, straightforward, a good man,
truth-speaker, handsome, doer of good deeds, modest—
tell me why it is, king, that when you are seen,
beauty seems to come on its own accord?

the form of the word always has an s?
sasi-somma sarala sajjana saccavaam suhaa sucaria salajja
dittho si jahim ruvam tattha saam kaha nu hu narinda

Nothing in the other early works of poetics corresponds to what
the Mirror calls uttaro (PREDOMINANT). Rudrata (7.93-95) seems to
have been the first Sanskrit author to define an ornament by this
name, but it is an “answer” to a question. In the Mirror, by contrast,
it is defined as the “prominence” (pahanaa) of a substance, action,
or quality. Only the last example involves a question. The examples
illustrate, rather, the “prominence” assigned to a particular category
of things or words: substances (nouns), actions (verbs), and qualities
(adjectives).

It is thus impossible to explain the Mirror’s discussion of this

ornament as a borrowing from any other surviving work of poetics. If
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Bhamaha had used the Mirror as a source, we would have to explain
why he excised this ornament. If Bhamaha had taken the ornament
to involve nothing more than saying that some substance, action, or
quality is predominant, then it would, in his understanding, fail to
satisfy the criterion that he had advanced for ornaments, namely, the
use of some kind of indirect language (see the discussion of the “law
of indirectness” on p. 111 above).

Some emendation is needed in the last part of verse 99. I have
added saam, given that all of the adjectives in the first half of the
verse begin with the letter s. The question would be a riddle: “how
indeed is it that, when you are seen, beauty (ritvam) appears on its
own accord (saam = svayam)?” as well as “how indeed is it that, when
you are seen, the form of the word (r@vam) always has an s (saam =
sakam)?”

In verse 97, anaara- (a silent emendation of Nahata) is perhaps
to be preferred to the manuscript’s anaana-, given that ajnakara-,
and not gjnajana-, is attested in Sanskrit. The expression pide padai
in verse 98 also occurs Vajjalaggam v. 280, where it is glossed by
the commentator as vasihavati, to come under one’s power; similar
occurrences in other texts support this interpretation.

28. Fusion (siléso/ slistam): 100-103

100 That by means of which a TARGET is depicted
within the STANDARD is called FUSION.
That, in turn, is to be recognized through
CONCOMITANCE, COMPARISON, and REASON.
uvamane wvameam ruvijjai jena so sileso tti
$0 una sahotti-uvama-hewhinto muneéavvo
Ornament 3.14: upamanena yat tattvam upameéyasya sadhyate
guna-kriyabhyam namna ca slistam tad abhidhiyate

Ornament 3.17: slesad evartha-vacasor asya ca kriyate bhida

tat sahokty-upama-hetu-nirdesat trividham yatha



Fusion # 151

CONCOMITANCE FUSION:

I0I Ample, full, raised up high,
transforming the color of the sky
their color transformed by fingernails —
the clouds, and your breasts, transfix
those who are overcome with thirst.
pina ghana a duram samunnaa naha-vivattia-cchaa
meha thana a tuha nitthavanti tanhauram loam

COMPARISON FUSION:

102 The sound of the dhakka indicates,
even at a distance, that kings who eclipse the power
of other kings are on the march, like rutting elephants
who dwarf all the other animals of the mountains.
darahinm cia najjai dhakka-saddena suiam gamanam
lahuia-mahihara-sattana matta-hatthina va pahuna

REASON FUSION:

1073 The way she quickly averts her eyes,

looking at everyone else the same way,

and turning away because of the bees —

I’'m sure it’s you, my boy, that she’s looking at,
the way she casts flirtatious glances at you,
finding it difficult to look at other people,
and merely pretending to turn away.

hela-visaria-naanattanéna sama-pecchianna-janaae
alia-parammuhaae he bhadda naana-pahe tamsi

Bhamaha’s definition of the ornament he calls slistam (FUSED) is
uncharacteristically verbose and defensive. He begins by defining
it as an ornament wherein “the identity of the TARGET with the
STANDARD is established by action, quality, or name” (3.14), and
then recognizes that the same definition is given to IDENTIFICATION
(rapakam, defined previously at 2.21). He cites the example given
for IDENTIFICATION earlier (3.16ab = 2.21ab) in order to clarify
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that whereas in IDENTIFICATION the TARGET and the STANDARD are
mentioned as separate but equal elements (samam, 3.16), in FUSED,
they are mentioned simultaneously (yugapat, 3.15) as a result of the
“fusion” (slésa-) of two meanings in a single expression.95 Bhamaha
notes that it can involve CONCOMITANCE (sahoktih), COMPARISON
(upama), and REASON (hétuh), and gives example of each of these
subvarieties.

The idiosyncracy of Bhamaha’s discussion has often been noted
by modern scholars. First, it is only Bhamaha who associates
FUSION with these three other elements (Mazzarino 1989/1990:
252). Second, although the most obvious interpretation of CON-
COMITANCE, COMPARISON, and REASON in this context takes them
as the ornaments known by these names, there are several problems
with this interpretation: Bhamaha himself does not accept REASON
(hetuh) as an ornament (see p. 164 below), and the example of
CONCOMITANCE FUSION does not clearly involve the ornament of
CONCOMITANCE as Bhamaha defines it (see p. 140 above). For these
reasons, several modern commentators have taken these words in
a looser sense, referring to the syntactic constructions in which
FUSION appears: namely, coordination (i.e., the use of the word ca),
comparison (i.e., the use of the word iva), and causality (i.e., the use
of'a causal ablative). See Mazzarino (1989/1990: 251-253), referring
to D.T. Tatacharya Siromani (1934) and C. Sankara Rama Sastri
(1956).

The Mirror’s discussion of siléso (FUSION), in my reconstruc-
tion, also defines it in terms two elements, likewise called the
STANDARD and TARGET, wherein the TARGET is “depicted within”
the STANDARD, that is, “fused with” it. Like Bhamaha’s FUSED,
it has three subvarieties, depending on whether it occurs with
CONCOMITANCE (sahottr), COMPARISON (uvamda), or a reason (hei,
which is not defined as a separate ornament). I would insist less
strongly on the distinction between syntactic constructions and

Ornament 3.15-16: laksanam rupake pidam laksyate kama atra tu ~ istah prayogo yugapad
upamanopaméyayoh ~~ sikarambho-madasyjas tunga jalada-dantinah ~ ity atra mégha-
karinam nirdesah kriyate samam ~~
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ornaments than Mazzarino, because ornaments can be thought of
as specific types of propositions, which are, in turn, often expressed
through specific linguistic strategies. The propositional structure
of the CONCOMITANCE subvariety of FUSION in both texts can be
schematized as:

TARGET does or is x
STANDARD does or is y
x and y share a single linguistic expression

therefore TARGET is like STANDARD

This is the propositional structure of the ornament of coNncomI-
TANCE as well (see p. 140), except that in that case x and y are
identical in meaning and not just in expression. Similarly for the
COMPARISON subvariety:

TARGET has quality ©
STANDARD has quality y
2 and y share a single linguistic expression

therefore TARGET is like STANDARD

Once again, this differs from the ornament COMPARISON only in the
requirement that x and y are in fact different qualities that happen
to share a single linguistic expression.

The final subvariety, REASON, is so called because a given set of
qualities (x in the above formulation) are presented as “reasons” for
a given conclusion (let us call it ¢). Specifically, they are presented
as abstract nouns in either the ablative case (in Bhamaha’s example,
3.20) or in the instrumental case (in the Mirror’s example). Here
there is a slight difference between Bhamaha’s example and the
Mirror’s, at least as I have reconstructed it. In Bhamaha’s example,
the qualities that describe a king (x) are bitextually identical to the
qualities that describe the ocean (y), and hence the conclusion is
“therefore you, king, are like the ocean.”” In effect, this is exactly the

Ornament 3.20: ratnavattvad agadhatvat sva-maryadavilanghanat ~ bahu-sattvasraya-
tvac ca sadysas tvam udanvata ~~



154 # MIRROR OF ORNAMENTS

same as the COMPARISON subvariety, except that the shared qualities
are expressed as abstract nouns rather than adjectives.

The Mirror’s example (v. 103) seems to present a set of reasons
that can be read in two ways, to support one or another conclusion.
The conclusion that is anticipated, in my understanding, is “she is
not looking at you”: this is supported by the reasons translated first
(taking hela as “quickly,” sama as “equally,” and alia as “bees”); this
is countered by the conclusion actually stated, which requires the
reasons to be read differently (namely by taking Aéla as “flirtatiously,”
sama as “with difficulty,” and alia as “pretend”). The sense may be
forced, but this must be the logic of the example. Accordingly, its
propositional structure is actually different from the coMPARISON
subvariety:

¢ for reasons x

1) for reasons y

z and y share a single
linguistic expression

therefore ¢ is like ¢

Here what is “fused” are the reasons for the propositions ¢ and
. In the Mirror’s example, these propositions happen to be
contradictories (“she is interested in you” vs. “she is not interested in
you”). ButI do not think this necessarily needs to be the case. Rather,
the propositions play the role of the STANDARD and TARGET of the
other varieties.

Bronner (2010: 204) describes FUSION as a “theoretical problem”:
most ornaments are defined by their “propositional structure” or
“logical relationship,” but FUSION, in actual practice, generally took
these features over from other ornaments; what distinguished it,
rather, was homophony, or in Bronner’s terms, bitextuality, the fact
of having more than one meaning arise from a single linguistic
expression. The tension was noted most explicitly by Pratihara
Induraja: if FUSION is to be considered an ornament, we must
identify all ornaments that involve homophony as FUSION; otherwise,

itwill have no domain of'its own, and will end up being a subordinate
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part of other ornaments (Bronner 2010: 205). Bhamaha does seem
to have been conscious of this problem, insofar as he wants FUSED to
include both an element of comparison between meanings, shared
with many other ornaments, as well as the specific characteristic of
homophony. Thus Mazzarino (1989/1990) concludes that Bhamaha
envisioned FUSED as an ornament of comparison between the
meanings of a homophonous or bitextual text.

On my reading, this “theoretical problem” begins from Bha-
maha’s fundamental misunderstanding of the ornament of FUSION
as he found it in the Prakrit Mirror. He seems to have taken “the
depiction of the TARGET within the STANDARD” as involving an
IDENTIFICATION between the STANDARD and the TARGET.?” Having
collapsed the distinction between FUSED and IDENTIFICATION in his
definition of the former, then, Bhamaha has to include two verses
of clarification. In my reading, by contrast, the Mirror’s definition
does not imply an IDENTIFICATION; in fact it implies very little. On
the opposite hypothesis, we would have to explain the omission, in
the Mirror, of Bhamaha’s remarks on the difference between FUSED
and IDENTIFICATION. We might do so by appealing to the hypothesis
that the author of the Mirror, like other “vernacular” adaptations of
Sanskrit poetics, was not interested in such “theoretical” questions.

Consonant with his understanding of the ornament, all of
Bhamaha’s examples involve two separate relations: a relation of
identity between a contextual TARGET and a STANDARD; and a
relation of homophony between two terms (called z and y in
the schemata above). This means that his example of REASON
FUSION (heétu-slistam) has exactly the same propositional structure
as COMPARISON FUSION (upama-slistam), in contrast to the Mirror’s,
which probably does not involve a STANDARD and TARGET in the
usual sense at all. For these reasons, it seems very likely to me that
Bhamaha’s discussion is based on that of the Mirror, and not the
other way around.

Bhamaha might even have read wvamaneén’ uvameam, “the TARGET [is depicted] as
the STANDARD.”
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As noted above (p. 16), Nalini Balbir (1999-2000) found that
verse 101 is included in Jinésvara’s Treasury of Gaha-Gems as v. 294.
She pointed out a few textual variants, which are given in the
apparatus to this edition. She considered tanhauram hiyayam to be
“certainement préférable” (1999-2000: 638) to the reading of the
manuscript Mirror (tanhauro l06), which has a syntactical problem,
but I have elected instead to solve the problem by emending the

phrase to bear the accusative case.

29. Trick praise (vavaesatthui/vyajastutih): 104-105

104 It is called TRICK PRAISE when,

by means of a reproach,

a praise with the same object

is produced as a pretext for praising

someone’s absolutely extraordinary qualities.
accubbhada-guna-samthui-vavaesa-vaséna savisaa jattha
kirai mindai thui sa vavaesa-tthut nama

Ornament 3.31: duradhika-guna-stotra-vyapadesena tulyatam
kincid vidhitsor ya ninda vyajastutir asau yatha

105§ It has conquered the moon, which is base,
naturally stupid, and warped by evil deeds —
which does not touch the earth, is naturally
cool, and is curved without reason —
with blame like this do good people
speak of your fame, crown among men.
akuline paai-jade akajja-vanke jie sasankammi
tujjha jaso narasehara kijjai suanehi nindai

Bhamaha’s discussion of vyajastutih (TRICK PRAISE, 3.31-32) has
been interpreted in different ways, in part because of the obscurity of
his definition and example. The “consensus” view is that Bhamaha’s
ornament amounts to a praise of a TARGET in the guise of a reproach.
Bronner (2009), however, suggests that there is no concealed

praise —rather, the author initiates a praise as a pretext, and
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concludes by a pointed reproach.”® TRICK PRAISE, says Bronner, “...
amounts to a scathing letter of resignation, containing a truth about
the boss that an employee would not normally dare to express”
(2009: 182). These stark alternatives require us to spend a little more
time with Bhamaha’s text.”

First, the example: “Rama split the seven sala trees, ParaSurama
Mount Kraunca. What have you done that resembles even a
hundredth part of those two?”1%’ Proponents of the “consensus” view
take this to be an explicit reproach, but which conceals, in the mere
fact of comparing the TARGET to the two Ramas, a kind of praise
(Nobel 1912: 283-284; Sankara Rama Sastri 1956: 148). Bronner sees
it, by contrast, as offering a promise of praise in the first half, only
to end with an unambiguous reproach.

We see in all of the early examples of this ornament (including
Bhatti 10.60 and Dandin 2.342) a comparison between a TARGET
(e.g., the addressee) and a STANDARD (e.g., Rama). They differ,
however, in where the element of blame attaches. For Bhatti,
it appears to be the mythical STANDARD, namely the boar that
supported the earth, that is blamed insofar as it has a big snout,
although I find the example somewhat difficult to understand.!°!
By contrast, for both Bhamaha and Dandin, it appears to be the
TARGET that is blamed, insofar as he (the target is in both cases
a king) compares unfavorably to the mythical STANDARD (Dandin:
“Rama conquered the earth while an ascetic, while you did so as a

For Bronner, the device is like someone saying: “The current provost often makes
me think of the previous one” (apparent praise), “because I often wish she was still
the provost” (reproach).

Jaina and Pandeé did not connect this ornament with Bhamaha’s vyajastutih at all
(Nahata and Pande 2001: xii).
Ornament 3.32: ramah saptabhinat salan givish kraurnicam bhygutiamah ~ Satamsenapi

bhavata ki tayoh sadysam kytam ~~

Bhatti’s Poem 10.60: ksiti-kulagiri-sesa-diggajendran salila-gatam iva navam udvahan-
tam ~ dhyta-vidhura-dharam mahavaraham givi-guru-potram apihitair jayantam ~~



102.

103.

158 # MIRROR OF ORNAMENTS

king— don’t get proud”).!?? Bhamaha’s example appears to say that
the great deeds of Rama, or Parasurama, make the addressee look
like an underachiever. (It is notable that Dandin’s verse, at least in
Ratnasrijnana’s interpretation, refers to the same two STANDARDS
that Bhamaha’s verse uses, namely Rama, the son of Dasaratha, or
Rama, the son of Jamadagni.) What Bhamaha’s verse is missing is
precisely what would lead someone to compare the STANDARD and
TARGET in the first place. Dandin’s verse provides this by referring to
the fact of the addressee having conquered the earth. But perhaps
the comparison itself is enough to flatter the addressee, as Nobel
suggested.!®

Regarding the definition, Bronner takes duradhikagunastotravya-
padéséna to mean “[in the disguise of] praise for a quality that is far
beyond” [those of the TARGET]. I take itinstead to mean “as a pretext
for mentioning qualities that are far beyond” those of the TARGET.
The real controversy, however, surrounds the phrase tulyatam kivicid
vidhitsor ya, as it is read by the manuscripts of Bhamaha’s Mirror, or
tulyata kinicid vidhitsaya, as it is read by Jayamangala’s commentary
on Bhatti’s Poem. Nobel favored the mixed reading tulyatam kincid
vidhitsaya, as do 1. This will mean “[reproach] with the intention
of expressing equivalence to some degree.” Bronner (2009: 182)
favors the reading of the manuscripts, which he takes to refer to the
TARGET, who “strives for parity of some sort or another” —in the
case of his example, this will be the king who strives for parity with
Rama and Parasurama. There are arguments on both sides: Nobel
pointed to the metrical infelicity of vidhitsor ya (requiring what
is technically called a ma-vipula, Steiner 1996: 228-229); Bronner
countered that this is within the range of Bhamaha’s metrical
practice, and further that removing the pronoun jya introduces

Mirror of Literature 2.342: tapasenapi ramena jitéyarm bhutadharint ~ tvaya rajnapi

satvéyam jita ma bhun madas tava ~~

Nobel (1912: 284-285), quoted in fn. 14 of Bronner (2009: 183): “In diesem
ausgesprochenen Tadel liegt ein Lob verborgen. Denn Rama und Parasurama
konnten als Gotter diese auBBergewdhnlich groBen Taten vollbringen, die fiir einen
menschlichen Kénig unméglich sind.”
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a syntactic infelicity. In support of Nobel’s position I would note
that desiderative forms in Bhamaha’s Ornament always refer to the
desire or intention of the poet (1.22 and 2.68, abhidhitsaya; 3.27,
vivaksaya). Thus, in conclusion, I believe that Bhamaha saw TRICK
PRAISE as a reproach of a TARGET by means of “establishing a certain
equivalence” between it and a STANDARD, which then provides a
pretext for mentioning some excellent qualities that are associated
with the STANDARD and transferred to the TARGET. Hence the
reproach ends up functioning as praise.

The Mirror’s treatment is actually much more straightforward. The
first part of its definition corresponds quite closely to Bhamaha’s, but
it actually refers to “praise by means of reproach” (nindai thuz), thus
guaranteeing that it should work according to the “consensus” view.
The key difference is the adjective savisaa modifying “praise,” which
I'interpret to mean that the implied praise has the same object (sa-
visaa-) as the explicit reproach. In the example, the “object” of both
the praise and the reproach is that the king’s fame has conquered
the moon; the difference is that, on one reading of the adjectives for
the moon, this is not particularly praiseworthy, while on another, it
is. Thus this example involves the ornament of FUSION, and it might
not be a coincidence that is introduced immediately after it.

Authorities after Bhamaha, such as Dandin (3.341-344), Udbhata
(5.9), and Vamana (4.3.24), remove the notion of “equivalence”
from the ornament, such that TRICK PRAISE ends up being any
statement wherein a TARGET is praised in the guise of a reproach.
I wonder, then, whether Bhamaha’s confusing and ultimately short-
lived attempt to introduce “equivalence” into his understanding
of the ornament represents an attempt to render a feature of
the Mirror’s definition that is otherwise lacking, namely, the
requirement that both the praise and the blame have the same
object (sa-visaa-). If so, Bhamaha might have understood this phrase
to mean a praise “in which the [two] objects are similar,” i.e., praising
a TARGET that is like a STANDARD.

The final part of the example is slightly corrupt in the Mirror.
My banal emendation at least has the virtue of staying close to the
transmitted text. For the addressee (“crown among men”), see p. 17.
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30. Balance (samajoia/tulyayogita): 106-107

106 When, aiming for similarity in qualities
of something low with something high,
there is a connection with actions taking place
at the same time, that is indeed BALANCE.
guna-sarisattana-tanhai jattha hinassa guruarena samanm
hoi sama-kala-kiria-joo samajoia sa hu
Ornament 3.27: nyanasyap: visistena guna-samya-vivaksaya
tulya-karya-kriya-yogad ity ukta tulyayogita

107 The sound of jeweled bangles, belts, and anklets
all set in motion simultaneously, belonging to multitudes
of young women in rollicking lovemaking, installs
their lovers in supreme kingship.

saanassa param rajjam kirai rai-tarala-taruni-nivahassa
samadala-calia-mani-valaa-mehala-neura-ravena

The general idea of samajoia or tulyayogita (BALANCE, literally “the
fact of possessing a connection with the same thing”) is that one
thing, let us call it the TARGET, is said to perform the same action as
something else, the STANDARD, hence implying a comparison with
the STANDARD that is favorable to the TARGET. This much seems
to be clear from the definitions in both texts, which are almost
identical. There is one key difference: the Mirror speaks of “actions
taking place at the same time” (samakalakiria), whereas the Ornament
speaks of “actions with the same effects” (tulyakaryakriya). The latter
is corroborated by Udbhata’s commentary (Explanation p. 39).
Bhamaha’s example straightforwardly compares a king to Sésa
and Himalaya by saying that their actions have the same effect,
namely, holding up the earth.!® The Mirror’s example is less
straightforward. The lovers (saana-) seem to be compared to kings.
But what actions are they both connected with? It would seem that

Ornament 3.28: seso hima-givis tvam ca mahanto guravah sthirah ~ yad alanghita-
maryadas calantom bibytha ksitim ~~ This example was quoted by Anandavardhana
as the inspiration for a similar phrase of Bana’s (Ingalls et al. 1990: 686).
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the clattering of the women’s ornaments falling off is implicitly
compared to the drums that are played during the coronation of
a king. These sounds are all happening “at the same time” probably
because the verse belongs to a stereotyped description of nightfall
in which all of the young residents of a city take to having sex
with their respective partners at the same time. In that case it is a
feature of the narrative, rather than constitutive of the ornament,
that these sounds happen “at the same time.” I tentatively suggest
that the original reading in the definition was samakajjakiria, “actions
with the same effects,” as in Bhamaha’s definition, and that this was
“corrected” to samakalakiria in light of the phrase samaala in the
example.

31. Out of context (appatthuappasango/aprastuta-
prasamsa): 108ab, 109

1084/ OUT OF CONTEXT is the statement
of something outside of its context.

appatthuappasango ahiara-vimukka-vatthuno bhananam

Ornament 3.29: adhikarad apetasya vastuno ‘nyasya ya stutil
aprastutaprasamseti sa caiva kathyate tatha

109 Look: her mother-in-law’s anger

drives a girl to an empty temple —

where, as luck would have it,

she runs into her lover,

almost impossible to meet,

who was there for reasons of his own.
sasukkovena gade uaha vahuai sunna-devaiilam
patto dullaha-lambho vi anna-kajjagao jaro

The similarity of the definitions of appatthuappasango/ aprastuta-
prasamsa (mentioning something OUT OF CONTEXT) in the Mir
ror and Bhamaha’s Ornament is evident from the use of the
exact same words (vastu-, adhikara-) or synonyms (apeta-/ vimukka-,



105.

162 # MIRROR OF ORNAMENTS

stuti-/ bhanana-). Nevertheless there are at least two major differ-
ences.

Firstis the name. Bhamaha and Dandin call this aprastutaprasarmsa,
whereas the Prakrit Mirror calls it appatthuappasango here. I am not
inclined, however, to make much of the difference, given that it is
called apatthuappasamsa in the table of contents (v. 8).

The other possible difference is how we understand the “context”
(ahiara-, adhikara-). In the Mirror’s example, we might think that the
lover’s arrival is the thing (vatthu-) thatis unexpected in the context
of the empty temple. But in Bhamaha’s example, it is clear that the
“context” is discursive rather than narrative: the verse is about trees
that give their fruit without effort, but it is “really” about a generous
man.19 If the latter is how we understand the ornament, it comes
very close to the REFERENCE TO SOMETHING ELSE (annavaéso) variety
of the ornament called INTENTION (bhavao) in the Mirror (see p.
132). The problem of double-counting doesn’t arise for Bhamaha,
however, because he does not include REFERENCE TO SOMETHING
ELSE. In the Mirror, however, we have to ask first of all whether
its example of OUT OF CONTEXT can be interpreted, as Bhamaha’s
example, in terms of discursive rather than narrative context, and
secondly whether such an interpretation is desirable or convincing
in light of the fact that the REFERENCE TO SOMETHING ELSE is already
defined.

In principle it is possible to imagine a scenario where someone
wants to say to someone else something along the lines of “don’t
worry, what you want to happen will happen, just when you least
expect it,” except instead of saying that directly, he or she relates
the short story found in the Mirror’s verse. The word “look!” (uaha)
in the verse might introduce such a story. But I think this is rather
less likely than the interpretation in which the ornament consists
exclusively in the narration (bhananam) of something that happens
when one least expects it. Insofar as the ornament relates to the

Ornament 3.30: prinita-pranayi svadu kale parinatam bahu ~ vina purusakarena phalam
pasyata sakhinam ~~ “Look at how the fruit of the trees, sweet and pleasant to those
who seek it, ripens in due time without any human effort.”



Inference # 163

content of what one says, rather than the way in which one says it,
it resembles COINCIDENCE (p. 127).

On this interpretation, of course, the ornament is very different
from what Bhamaha, and all later theorists, consider it to be. In my
view this is because Bhamaha made a major but silent intervention
by considering the relevant “context” to be discursive rather than
narrative. This maneuver accomplished several things at once. With
this revision, OUT OF CONTEXT no longer describes something that
happened unexpectedly—which, insofar as it simply relates what
happened, would run the risk of not being poetic in Bhamaha’s
estimation (see p. 118) —but rather names a specific strategy
of indirection (wvakroktih), which is for Bhamaha the essence of
poetic speech. Moreover, it allows him to bring in REFERENCE TO
SOMETHING ELSE “through the back door,” as it were. Despite these
differences, there are some similarities between the Mirror’s example
and Bhamaha’s: both suggest something desired happening without
effort, and both include the call-out “look!” (uaha, pasyata).

32. Inference (anumanam): 108cd, 110

1087/ INFERENCE is when something is established
by an inferential sign for it.

anumanam lingenam lingt sahijjae jattha

I1IO There are bits of bedding stuck to the
fresh fingernail marks on her body:
this certainly suggests that she, too,
has been fooling around with that waste of time.
nanam tia vi suanti tena saha vilasiam haasena
nahavaa-pallava-vilaia-saanijja-dalai angaim

The Mirror defines anumanam (INFERENCE) using the terms that
are found in technical discussions of inference from at least the

time of Vatsyayana, wherein an inferential sign (lingam) establishes
(sadhayati) that with which it has an invariable concomitance
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(lingi).'*® The example explicitly states that fresh nail-marks
“suggest” (suanti) recent lovemaking, and introduces this statement
with the discourse particle nanam, “certainly.” This word is probably
the keyword of INFERENCE, just as ahava is the keyword of DISAVOWAL
(p- 115), or samam of CONCOMITANCE (p. 140).

Ornaments related to inferential reasoning have had a com-
plicated history in South Asian poetics. Nobody until Rudrata
mentions anumanam as an ornament per se. Bhamaha, however, had
explicitly rejected REASON (hétuh), along with saksmah and lesah, as
ornaments on the grounds that these three do not involve indirect
speech (2.86). Dandin characteristically restored these three to
the status of ornaments. Dandin’s REASON is much broader than
the Prakrit Mirror’s INFERENCE. For Dandin, the ornament may be
constituted by a statement of causation in and of itself (karaka-
hetuh), besides a statement of the reason by which one comes to
know something (jiapaka-hetuh).'”” Udbhata appears to broker a
compromise between Bhamaha and Dandin: in the place of REASON,
he includes an ornament that he calls POETIC SIGN (kavyalingam,
6.7), “when something that is explicitly stated becomes the cause
of the memory or experience of something else.”!%® Following
Udbhata, perhaps, Mammata/Allata explicitly identified REASON
(hetuh) and POETIC SIGN (kavyalingam); see Gerow (1971: 175)
and especially Bronner (2023¢) for a discussion of the passage in
question. Rudrata, whose treatment of these ornaments is somewhat
different, also includes one called REASON (hetuh), or perhaps
more appropriately translated cAusk (7.82-83), wherein a cause is
identified with an effect.

Nyaya Commentary (Nyayabhasyam) on 1.1.3: mitena lingena lingino rthasya pascan

manam anumanam.

One of Dandin’s examples of the latter category is: “from the heat of your body,
which neither can the moon’s rays cool nor drops of sandalwood assuage, it is quite
clear that your heart is overwhelmed by love, my friend” (Mirror of Literature 2.243:
avadhyair indu-padanam asadhyais candanambhasam ~ dehosmabhih subodham té sakhi

kamaturam manah ~~).

Collected Essence 6.7: srutam eékam yad anyatra smrter anubhavasya va ~ hetutam
pratipadyeta kavyalingam tad ucyate ~~
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Rudrata gives two types of INFERENCE (anumanam). The second
(7.59-63) speaks of something that has not really happened as
either having happened or being about to happen in view of some
compelling reason. But it is the first (7.56-58), which explicitly
models a formal inference, that is closest to the Mirror’s version
of the ornament. In fact Rudrata’s examples, like the Mirror’s (but
tellingly unlike any of the examples of REASON adduced by Dandin,
or POETIC SIGN adduced by Udbhata), use the keyword nuanam
“certainly”: “every word of yours is full of formality, and every time
you sit down, you keep your distance: you’re like this to me today, my
dear, because you are certainly mad at me.”'% As discussed above
(p. 61), I think it is possible that Rudrata had access to the Prakrit
Mirror, but INFERENCE was already well enough established in poetic
practice that the idea of adding it to the repertoire might naturally
have occurred to him.

It is just possible that Bhamaha had the Mirror’s discussion of
INFERENCE in mind when he rejected REASON. I do not think this
is likely, however. If he did, he would have used the word anumanam
rather than hétuh. Moreover, he mentions it alongside siksmah and
lesah, which the Mirror does not define. Nevertheless, Bhamaha
might have omitted to the Mirror’s INFERENCE on purpose for failing
his indirection test.

In my reading, the ornament called REASON or POETIC SIGN by
other authors is more similar to the following ornament, MIRROR.
The Mirror probably discusses it next for this reason: whereas
INFERENCE mentions a “real” reason for an inferred conclusion,
MIRROR, much like REASON or POETIC SIGN, adduces an imaginary
reason for a “real” state of affairs.

Ornament of Literature 7.58: vacanam upacara-garbham durad-gamanam asanam saka-
lam ~ idam adya mayi tatha té yathasi nunam priye kupita ~~
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33. Mirror (aariso): 111-112

II1I That in which things appear even more captivating
as if seen in a mirror, with a distinct image arising
immediately after they are uttered, is called MIRROR.

aarisammi vva jahim uccarananantara-pphuda-cchaa
disanti paattha hiaaharino so hu aariso

112 Because her hands could not obtain
the joy of touching you as you withdrew
after making love to her, they are weeping
in torrents, as it were, in the guise of
the rays of light from her fingernails.
keli-viramosaramana tuha phamsasavam apavanta
hattha se naha-kirana-cchalena dharahi va ruanti

No other work of poetics presents an ornament called aariso
(MIRROR). The definition and the example in the Mirror are,
moreover, slightly corrupt. It seems, however, that the ornament
is like a “magic mirror,” in which something appears even more
captivating than it really is, thanks to its “image” or “reflection”
(chaa), which arises immediately after something is uttered. In the
example, the objects under description are a woman’s hands as they
withdraw from her lover. They are said, conventionally if not entirely
literally, to emit rays of light from her fingernails. This description
alone would not suffice for MIRROR. We need the final piece of
the puzzle, in which these rays of light are presented as tears of
separation. Hence we have an action, namely the hands’ withdrawal
from the addressee, that serves as the motivation for a “distinct
image,” namely the tears/rays.

On my reading, this ornament is rather close to what is called
REASON (hétuh) following Dandin, and POETIC SIGN (kavyalingam)
following Udbhata: the poet provides a striking image that he
motivates by pointing out something in the situation that can serve
as its cause. As noted just below, it is also similar in certain respects
to SEEING-AS. On the hypothesis that Bhamaha used the Mirror as
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a source, we would have to explain its omission in his Ornament of
Literature. He might have rejected it for the same reasons he rejected
REASON, or considered it redundant with SEEING-AS.

34. Seeing-as (uppekkha/utpreksa): 113-114

113 SEEING-AS, which involves EXAGGERATION,
arises due to the imputation of actions or qualities
that aren’t really there, with a hint of COMPARISON,
but without intending to state what they share.
thevovamai sahia asanta-kiria-gunanujoena
avivakkhia-samanna uppekkha hot saisaa
Ornament 2.91: a-vivaksita-samanya kinicic copamaya saha
a-tad-guna-kriyayogad utpreksatisayanvita

114 The bee, buzzing with his mouth planted into
the half-open bud of the jasmine flower,
looks like he’s blowing a conch to signal
the movement of the king that is the southern breeze.

disai puria-sankho vva malaa-marua-narenda-sancalane
dara-dalia-mallia-maiila-lagga-muha-gurjiro bhamaro

The definition of utpréksa (SEEING-AS) in Bhamaha’s Ornament and
of uppekkha in the Mirror are nearly identical. In this case, however,
we have a bit more information about Bhamaha’s predecessors
than usual. SEEING-AS is first introduced in Ornament 2.88, where
Bhamaha lists two additional ornaments, MATCHING and SEEING-AS.
The latter, he says, has been called sankhyanam by Médhavin.!1;
see also Sankara Rama Sastri 1956: 122). Indeed sankhyanam is
read in some manuscripts of Dandin’s Mirror in the introduction

of MATCHING (2.272, yathasankhyam iti proktam sankhyanam krama

D.T. Tatacharya Siromani has read this verse differently, such that Médhavin called
MATCHING by the name of sankhyanam and did not define SEEING-As at all, basing
himself on the idea that Dandin gives sankhyanam as one of the additional names
of the ornament of MATCHING (Tatacharya Siromani 1934: 58-59
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it¢), but here Ratnasrijnana reads sankhyatam (Thakur and Jha ed.
p- 160). Medhavin thus did not teach SEEING-aAS under the name of
utpreksa, so we can exclude the possibility that the similarity between
the Mirror and the Ornament comes from their shared reliance on
this earlier text. My suspicion is that Bhamaha grouped MATCHING
and SEEING-AS together only to clarify that sankhyanam was used by
Meédhavin in the sense of the latter and not the former, as we might
expect from the name itself.

The example illustrates the criterial features of SEEING-AS in the
following way. It has “a hint of cOMPARISON” (p. 66) insofar as the
thing under description (the TARGET), in this case the bee buzzing
before the jasmine flower, is compared to something else (the
STANDARD), namely the bee blowing a conch shell. In fact the bee in
both the TARGET and the STANDARD are the same — that is why there
is only a “hint” of comparison —but in the STANDARD it is imagined
to be doing something that it is not really doing, which is the second
criterial feature. Moreover, and this is the third feature, the shared
quality (samanya-, samanna-) of the STANDARD and TARGET is not
intended to be expressed; we rather understand these qualities from
the structure of the comparison itself, such as the fact that the bee’s
mouth is as close to the jasmine bud as it can be, the fact that the
jasmine bud is white, the fact that the bee is buzzing loudly, and so
on. Finally, it includes an element of EXAGGERATION (p. 111), the
criterial feature of which is the description of something that could
not normally happen, which in this case is a bee blowing a conch, or
perhaps (implicitly) the bee buzzing as loudly as someone blowing
a conch.

Itis probably no coincidence that SEEING-AS is described just after
MIRROR, with which it shares the feature of imagining a state of affairs
that is not actually part of the diegetic world. The difference, at least
to extrapolate from the examples, pertains to how that imagination
is stated. In SEEING-AS, the action is explicitly marked as imagined by
the use of the particle vva or iva; in MIRROR, the imagined action
is stated as a fact, and the actual state of affairs is described, by
inversion, as a “false appearance” (chala-) of it. The keyword of
SEEING-AS is thus iva construed with a verbal form; later authors
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would also recognize words like “it seems,” “I think,” “surely,” and
so on (Sankara Rama Sastri 1956: 124).

Bhamaha’s example of SEEING-AS makes use both of iva to mark
the imagined action as well as of the phrase “false appearance” (vya-
padeésa-) to mark the “real” state of affairs, effectively acknowledging
its reality by denying it. His example seems to therefore combine
features of the ornaments that are separately counted as MIRROR
and SEEING-AS in the Mirror. I would a priori suspect that this is
intentional on Bhamaha’s part: he did not consider these ornaments
to be sufficiently distinct, and therefore combined them into one,
namely SEEING-AS.

The long compound in the second line of verse 114 bears
comparison to a similar compound in L#davai 27 (which however
describes the wind rather than a bee): dara-dalia-malar-muddha-maiila-
gandhuddhuro.

35. Mixture (samsitthi/samsrstih): 115ab, 116

I1§ db MIXTURE arises when various ornaments
come together in one place.
vivihehi alankarehi ekka-miliehi hoi samsittht
Ornament 3.49: vara vibhisa samsystir bahv-alankara-yogatah
racita ratna-maléva sa carvam udita yatha

116 Your face, moon-faced girl, is the moon,
and your feet are fresh sprouts of mango.
Your breasts are as beautiful as water-pitchers.
Who would not be enthralled by them?
tujjha muham sasi sasi-muhi

taha tujjhambanavapallava calana
thanaa tuha jalakalasa vva sundara kam na mohanti

Bhamaha defines samsrstih (MIXTURE) simply as the combination
of multiple ornaments. His comment that it is “put together like
a string of gems” might be taken to exemplify it, insofar as it
involves a COMPARISON and a CONDENSED EXPRESSION oOr samdasoktif
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(since “put together” can be used of both literary ornaments and
strings of gems). In that case it would be the only definition in
Bhamaha’s Ornament to simultaneously exemplify the ornament it
defines. Bhamaha does not consider any subvarieties of samsystih,
but he does give two examples, which, between them, include at
least five separate ornaments. He begins his discussion by calling
samsystih “a great ornament,” and concludes, rather unusually, but
acknowledging that his treatment is merely a “indication” (dis) of
the possible combinations (3.52).

The Mirror’s discussion is shorter. It gives only one example
wherein IDENTIFICATION and COMPARISON are combined, with a
small amount of ALLITERATION at the beginning.

36. Benediction (aszsa/asth): 115cd, 117

11 Scd What people call BENEDICTION
is just a blessing.
astsalankaram asivvaam cia bhananti

Ornament 3.55: asir api ca kesamcid alankarataya mata
sauhydayyavirodhoktau prayogo syas ca tad yatha

117 May the blessings and well-wishes granted by
brahmins, teachers, ascetics, virgins, faithful wives,
and good people destroy all your sins.

asr-sotthia-vaanai saala-kalusai tumha nasantu
dia-guru-tavassi-kuarr-saiana-suanehi dinnaim

The last ornament that Bhamaha discusses, at the end of his third
chapter (3.55-57), is asih (BENEDICTION). It is not among the
ornaments that he lists at the beginning of that chapter, which
are said to be “ornaments propounded by wise men” (3.5), and in
introducing it he says that “some people” accept it as an ornament.
Despite its literally marginal status in Bhamaha’s system, he gives not
one but two examples, as observed already by Sankara Rama Sastri
(1956: 163). He does not define it as such, but says that it is used
to express “good will or at least the absence of opposition,” which
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are exemplified in turn. Its position at the end of the discussion of
ornaments in Bhamaha’s Mirror is probably intended to function as
a “blessing” to Bhamaha’s readers.!!!

The Mirror’s definition of BENEDICTION is trivial, and only one
example is given. But this example is interesting because, rather than
simply offering a blessing to the reader or listener, the verse refers to
the blessings (asisotthiavaanai) that have been offered by others. The
Mirror appears to favor such self-referential examples (see the exam-

ples given for SENTIMENTAL, v. 65, and INTENSE AFFECTION, V. 91).

37. Comparison-identification (uvamarivaam/upa-
marupakam): 118ab, 119

11840 Itis COMPARISON-IDENTIFICATION
when a COMPARISON is composed
in the presence of an IDENTIFICATION.
wvamarwvaam éam viraijjai jattha rivae woama

Ornament 3.35: upamanena tadbhavam upaméyasya sadhayan
yam vadaty upamam etad upamarupakam yatha

119 She shoots arrows from her eyes.

The noise of her belt brings

the yard geese here and there.

She makes young men fall over.

When the white-eyed girl steps this way

it’s as if the god of love was on the attack.
sampesia-naana-sara rasand-rava-tarala-milia-ghara-hamsa
khalia-juana pasarai vammaha-dhadi vva dhavalacchi

Neither Bhamaha nor the author of the Mirror tell us much about
upamarupakam (COMPARISON-IDENTIFICATION) that we could not
guess from its name: it is merely a combination of a COMPARISON and
an IDENTIFICATION. I read the locative in the Mirror’s definition as

I owe this insight to Yigal Bronner (p.c.).
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a sati-saptamt (“in the presence of an IDENTIFICATION”) rather than
specifying that the COMPARISON is internal to the IDENTIFICATION.
Bhamaha’s definition is longer, but only because it includes the
definition of the constituent IDENTIFICATION.

The examples in both texts are somewhat inconclusive. The
Mirror’s example has a single IDENTIFICATION (arrows that are eyes)
embedded in a COMPARISON (a woman who is like an assault by the
god of love).!'? The second qualifier does not quite fit into the
overall conceit, unless we imagine that the cacophony produced
by the honking geese is like that of a gang of screaming highway
robbers, which may well be the idea.

Bhamaha’s example (3.36) has the reverse relationship, namely
a COMPARISON (moon-like faces) embedded in an IDENTIFICATION
(a foot that is a mirror), but as Gerow (1971: 170) notes, whether
mukhéndu should really count as a COMPARISON in this context is
questionable.!1?

Apart from the Mirror and Bhamaha’s Ornament, COMPARISON-
IDENTIFICATION is accepted as an ornament only in Vamana’s Sutras
(4.3.31). Dandin explicitly rejected its independent status, consider-
ing it to be included in the category of MIXTURE (3.356). Vamana
considers it to be one of two subtypes of MIXTURE (samsystih),
the other being SEEING-AS COMPONENT or utpréksavayavah (p. 174).
There seems to be no particular reason for including COMPARISON-
IDENTIFICATION as an ornament separate from MIXTURE, unless —
and here we have to speculate — early works of poetics spoke of
specific cases of mixture, like COMPARISON-IDENTIFICATION, before
they came to recognize mixture itself as a category. In that case
the appearance of COMPARISON-IDENTIFICATION alongside MIXTURE
in the Mirror and Bhamaha’s Ornament would indicate a kind of
conservatism.

Had the Mirror defined it, I would have seen a CONDENSED EXPRESSION (samdasoktih)
here as well (making the young men fall down — either due to distraction, in the
case of the young woman, or death, in the case of the assault).

Ornament 3.36: samagra-gaganayama-mana-dandah rathanginah ~ pado jayaté siddha-
stri-mukhéndu-nava-darpanah ~~ “Victory to Visnu’s foot: a measuring-rod to the
whole expanse of the sky, and a clear mirror to the moon-faces of siddha women.”
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38. Lesson (niarisanari/nidarsanam): 118cd, 120

118¢7 Asfor LEssoN, that is when
something distinct is shown without
a straightforward COMPARISON.
niarisanam hu visittham jam daviam wjuvama-rahiam
Ornament 3.33: kriyayarva visistasya tadarthasyopadarsanat
Jnéya nidarsana nama yathévavatibhir vina

120 Look: the clouds that are now filling
our field of vision demonstrate the play of time:
in one moment, they fall apart, and in the next
they achieve the greatest heights.

davanti jalahara enhi saala-damsana-vaham samarudha
khana-vihadanta-khana-samunnaa waha kala-kilau

The definition of niarisanam (LESSON) in the Mirror is corrupt and
difficult to work out. It clearly bears some similarities to Bhamaha’s
definition, which however is longer, and hence not all aspects of
Bhamaha’s definition could have been represented in it. The central
feature of this ornament, in my reading, is the fact that something,
usually a natural phenomenon, “demonstrates” or “shows” a valuable
lesson. The word used for “shows” in the Mirror’s own example
is davanti, and hence I have maintained the reading davia- in
the definition, corresponding to Bhamaha’s wpadarsana- (he uses
bodhayan in his example). What is “shown” is simply qualified
as “distinct” or “special” (visista-, visittha-) in both texts. Similarly
rahia in the Mirror points to the absence of the words that are
normally used to mark a cOoMPARISON, which in Bhamaha’s Ornament
are identified as yatha, iva, and vat; in my reconstruction, this
is conveyed by the phrase “without a straightforward (uju = 1ju)
COMPARISON.”

LESSON is treated differently in Bhamaha’s Ornament and in Bhatti’s
Poem. As Hooykaas (1957: 358 n. 1) has noted, Bhatti’s example
uses the word iva, whereas Bhamaha clearly says that the ornament
should not include this word. Hooykaas (and following him, Kane
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1961: 132) took this as an indication that Bhatti based himself on
Dandin’s definition, which does not mention anything about words
of comparison like iwa.'"* None of Dandin’s examples, however,
use a word of comparison, which suggests that Dandin himself
implicitly accepted Bhamaha’s characterization. And if Bhatti was
basing himself on an older tradition than either Bhamaha or Dandin,
as seems quite likely, this older tradition may well have omitted the
mention of words like 7va. Now it is true that the Prakrit Mirror, at
least in my reconstruction, does not explicitly mention words like
wa, butit does appear to mention the absence of a clearly articulated
COMPARISON, which should imply words like iva. In any case there is
no other reason to think that Bhatti based himself on the Mirror or
a text like it.

39. Seeing-as component (uppekkhavaavo/ utpreksa-
vayavah): 121-122

I21 When SEEING-AS merges with an indistinct
IDENTIFICATION, under the cover of FUSION,
this is known by the name of SEEING-AS COMPONENT.
hoi silésa-chalenam majjantt ruvaena aphudena
uppekkha esa sua uppekkhavaava-nama hu
Ornament 3.47: slistasyarthena samyuktah kinicid-utpreksayanvitah
rapakarthena ca punar utpreksavayavo yatha

122 At night’s end, the copse of beautiful flowers,
full of simultaneous blooming, shines brighter
than the moon, as if a lamp had been brought inside it.
sama-viasana-sampunnanm
vanam sukusumana raani-viramammi
ujjovai haa-candam jotkkhenam piva paittham

114.  Mirror of Literature 3.346: arthantara-pravyttena kivicit sadysam phalam ~ sad asad va

nidarsyeta yadi tat syan nidarsanam ~~
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SEEING-AS COMPONENT is only defined by Bhamaha, the Mirror,
and Vamana, who includes it, as noted above (p. 172), as one
of two subvarieties of MIXTURE (4.3.33). Bhamaha and the Mirror
both mention some combination of SEEING-AS, IDENTIFICATION,
and FUSION, but Vamana defines it rather as the cause that might
lead someone to the ornament of SEEING-AS. The pronoun ésa,
while perhaps most commonly used in the masculine, can refer to
other genders (Pischel 1981 [1900]: §426, referring to The ‘Perfected’
Grammar 8.3.85); hence I have retained the manuscript’s feminines
in the last line.

The example is somewhat difficult to make out, partly because
of textual corruption, but it appears that the ornament of SEEING-
As there consists in imagining a copse of flowers as if there was a
lamp inside of it, projecting its light (the simultaneously-blossoming
flowers) outward. The only rusioN I can identify here is that the
word for “lamp,” joikkha-, can refer to the celestial “lights” as well.
Accordingly, the “indistinct IDENTIFICATION” is what is implied by
this word, namely, the identification of the copse with either a
house (which contains a lamp) or the sky (which contains the
celestial lights). The latter identification is bolstered by the adverb
haacandam, which implies that there is more (celestial) light visible
in the copse than in the sky itself.

Bhamaha’s example includes all of these elements more
explicitly.!!’® There, the element of FusiON has been taken by
Abhinavagupta (Ingalls et al. 1990: 155) to involve a further meaning,
namely a servant’s dependency on his master’s rise and fall, in
addition to the day’s dependency on the sun’s rising and setting.
If Abhinavagupta’s comments permit us to think, in the case of
the Mirror’s example, of a FUSION that goes beyond the contextual
meanings of the verse, then we might consider that the opening
(viasana-) of the flowers simultaneously at daybreak is implicitly

Ornament 3.48: tulyodayavasanatvad gaté stawm pratibhasvati ~ vasaya vasarah klanto
visativa tamogrham ~~ “Since it shares its rising and setting, when the sun set, the
day repaired, as it were, exhausted to its house, the darkness.” The SEEING-AS is
expressed by visatzva and the IDENTIFICATION by tamaogrham.
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compared to the opening (viasana-) of people’s eyes after sleeping.
It is suggestive that both the Mirror’s and Bhamaha’s examples
involve the verb “enter” (visati, paittham), and that both refer to
times of the day (the late night/early morning in the Mirror and
the late evening/early night in the Ornament).

In this case, as in the case of COMPARISON-IDENTIFICATION, it
is unclear why the ornament should be counted separately from
MIXTURE, unless the Mirror and Bhamaha are following an older
tradition that only recognized certain kinds of mixture.

40. Revelation (ubbhéo): 123-125

123 That is REVELATION, where there is a
revelation of some things by other things, containing
the unspoken word kir. There is also
a second variety, with the word “surely” (nanam).

50 ubbheo vatthuna jattha vatthuhi hot ubbhéo
abhania-kim-paa-gabbho bio taha nuna-saddena

Containing the unspoken word ki

falrviatthanasalaniamhalissaamuniarasassat
fnivvasiasiraviramucchiunamuhamuviattenamt

With the word “surely”:

125§ Surely that woman isn’t looking at
the mango blossom that is just peeking out—
so it must be your lovely moon-face, my boy,
that she’s looking at for so long.
daraniggaam na pecchai nanam sahadara-manjarinn ajjha
tena tuha vaccha joe ettiam ladaha-muhaandam

In Sanskrit and Prakrit udbhéda-/ ubbhéa- refer literally to the
sprouting of a plant, and metaphorically to the emergence of
something that was previously unknown. Accordingly, udbhédah or
“revelation” is listed as one of the elements (anga-) of the first
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juncture (mukhasandhi-) in the Indian theory of plot structure (Kane
1983: 78-79), where it is defined as the revelation of the “seed” of
the action (b7ja-) that was previously hidden.

Besides the Mirror, only Sobhakara and Bhoja, as far as I know,
define an independent ornament called udbhedah. For Sobhakara
it is one of a triad of ornaments wherein “[a]n idea, unknown to
others, is revealed to them by some means,” including gudham and
saksmam; in udbhédah, “an idea[,] though concealed, comes to be
revealed on account of some ensuant effect” (Parthasaradhy Rao
1992: 294).116 All of Sobhakara’s examples of udbhédah are Prakrit
verses from Hala’s Seven Centuries wherein a secret sexual encounter
is revealed by certain gestures, actions, or physical symptoms.'!”
Mandak (Bhayani 1999: 6) claims that what Soébhakara calls udbhedah
isidentical to the ornament called pihitam by Rudrata (9.50, pp. 130-
131) and Jayadeéva (5.108, p. 165). In Rudrata’s understanding of
pihitam (though not in Jayadéva’s), something is concealed that is
already perfectly obvious; whether this is sufficient to identify it with
Sobhakara’s udbhedah, I do not know.

As noted in connection with INTENTION (bhavao) above, Bhoja
considers that ornament to be identical with another ornament
that he calls udbhédah or REVELATION, as already observed by Parul
Mandak (Bhayani 1999: 6). In Bhoja’s classification, there are three
types of REVELATION: “manifest” (vyaktah), “anmanifest” (avyaktah),
and “both” (ubhayarupah). In all cases, as was true of INTENTION, the
reference is to a character’s intention or inner state; the difference is
whether this inner state is already well-known or not. As an example
of the first, Bhoja in his Necklace of Sarasvatr gives a verse from

Ocean of Ornaments, p. 174, sutra 101: nigudhasya pratibheda udbhedah.

Notably Weber v. 332 (saracchalena puttaa, wherein a young man’s greeting to a
woman is implausibly passed off as a salutation to the gods), v. 359 (gaharaisu occiésu,
wherein a farmer’s wife lingers in the field after the harvest is over in the hopes
of meeting her lover [= Khoroche and Tieken 2009: 5471), v. 341 (pariosaviasiehi,
wherein two lovers pretend to ignore each other in public but in fact speak to
each other with their body language [= Khoroche and Tieken 2009: 31]), and v.
20 (aliapasuttaavinimiliaccha, wherein a woman pretends to be asleep when her
husband comes home late [= Khoroche and Tieken 2009: 79]).
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Sarvasena’s lost Victory of Hari (Harivijao) in which Satyaka asks Indra
to give the Parijata tree to Krsna by invoking Indra’s well-known
affection for Krsna.!'® In his Light on the Erotic Bhoja instead cites
The Slaying of Sisupala 16.18, where Krsna notes (through Satyaka)
that the speech given by the messenger of Sisupala is “gentle on the
one hand, and harsh on the other,” a comment on the fact that the
speech simultaneously proposes peace and war; Sisupala’s intention
is described in the verse itself as “manifest.”'? In both works, the
example of the REVELATION of something thatis not already manifest
is the famous nihsesacyutacandananm verse found in some versions
of Amaru’s collection, wherein a woman reads the physical signs
of lovemaking on her messenger’s body and concludes, ironically,
that she must have gone for a bath.'?’ Bhoja’s example (again in
both texts) of an inner state that takes both forms (i.e., it is partly
already manifest, and partly not) is a verse in which a woman tells
her friend that she can successfully conceal the tiredness of her eyes
with makeup and the paleness of her cheeks with camphor, and
blame her shortness of breath on exercise, but that there is no way to
conceal her thinness, and therefore the signs of love, though partly
concealed, will be manifest nevertheless.!2!

Sobhakara and Bhoja allow us to infer that a tradition of poetics
available to them recognized an ornament called REVELATION that
operated in ways somewhat similar to the corresponding ornament
in the Mirror. Nevertheless the subvarieties of REVELATION in the

Necklace of Sarasvati ex. 4.235 = Kulkarni (1988: no. 169, p. 374): mantesi mahumaha-
panaam sandanesi tiasesa paava-raanam ~ ojjahasu muddha-sahavam sambhavesu
suranaha jaava-loaam ~~. Translated in Kulkarni (1994: no. 515, p. 60).

Slaying of Sisupala 16.18: atikomalam ekato ‘nyatah sarasambhoruha-vrntaka-karkasam ~
vahati sphutam ekam éva te vacanam saka-palasa-desyatam ~~

Necklace of Sarasvatr ex. 4.236: nihsésa-cyuta-candanam stana-tatam nirmysta-rago ‘dharo
netre duram ananjane pulakita tanvi taveyam tanuh ~ mithya-vadini duti bandhava-
Jjanasyajiata-pidagame vapim snatum ito gatasi na punas tasyadhamasyantikam ~~

Necklace of Sarasvati ex. 4.237: amlanotpalakomale sakhi dysau nilanjanenanicite
karpuracchuranac ca gandaphalake sawmvellitah pandima ~ svasah santu ca kanduk-
abhramibhuvah kintu prabhavahinam anganam krasimanam utkatam amum ko nama
notpréksate ~~ (the edition, following Jagaddhara’s commentary, reads amlanotpala).
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Mirror have no parallel elsewhere. My guess is that they are based on
two linguistic strategies for “revealing” something that a character
might have preferred to keep secret.

I have not been able to make satisfactory sense of the first
example in the Mirror. According to my best guess, it refers to
an unsophisticated farmer (haliassa) who does not recognize the
taste of something (amunia-rasassa), in all likelihood the taste of
his wife’s lips, and thus begins to suspect something. This would
be the “revelation” of an illicit affair. The second half of the verse
might refer to the wife’s lover, a sophisticate (viaddha-), who tries to
change the smell of his own breath. I emphasize that this is just a
guess, and I have not attempted to rewrite the verse in accordance
with this interpretation. Some support for such an interpretation
comes from a Prakrit verse cited by Bhoja in his Light on the Erotic,
where the farmer laughs uncomfortably when he comes to know of
an affair between his wife and his younger brother.!?* An alternative
interpretation, based on Seven Centuries v. 636, is that the farmer’s
own mouth is suspiciously swollen (ucchuna-), which would suggest
that he is the one having an affair.!?®

None of the interpretations leads to a clear candidate for a
more precise identification of the criterial feature of this subvariety,
namely, “the unspoken word kir.” Kin has a wide variety of functions
in Prakrit: it is mentioned just below, in the definition of REVERTED,
where it figures in a construction with the instrumental case,
meaning “what’s the use of...” I suspect, but cannot prove, that

Light on the Erotic p. 1568: diarena piathanaé komuivasena kaddamijjanté ~ hasai
pariosasunnam wovattamuham haliavutto ~~ (translation by Kulkarni 1994: no. 1518,
p- 140: “On the occasion of the Full Moon Day Festival when the young brother-in-
law went up to his dear sister-in-law to smear her breasts with fragrant powders, a
young farmer saw that the powder had become fairly wet. He turned his face aside
and gave a wry smile.”)

Seven Centuries v. 636: mahumacchiai dattham datthina muham piassa sunottham ~ tsalut
pulindr rukkhacchaam gaa annam ~~ (translation by Khoroche and Tieken 2009: v.
574, p. 170: “When the Pulinda hunter’s wife / Saw her husband’s lip / Swollen by
a bee sting, / She was stung herself / By jealousy / And fled / To stand in the shade
of another tree.”)
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“an unspoken kim” simply means that the utterance as a whole is a
(sarcastic) rhetorical question, as if to say to the reader or listener:
do you really think that’s all there is to this situation?

In the second example, the addressee is addressed as a “young
man” (vaccha) by an unnamed speaker, who explains to him the
true meaning of the attention of a third character, identified as a
“‘woman” (ajjha-). In fact ajjha-is glossed in Prakrit lexicons as asat,
a woman who conducts a pre- or extramarital affair.!?* The woman
is therefore interested in the young man, who does not however
notice this interest because he is so young and naive, or perhaps
he interprets her attention differently: the mango blossom is one
of the main signs of the arrival of spring (Seven Centuries vv. 97, 396,
543, 586). Probably the young man is also an unsophisticated farmer
(pamara-), as in the previous verse, since such characters are said
elsewhere to wear mango flowers as ornaments on their heads (Seven
Centuries v. 331). The ornament here consists in eliciting an obvious
conclusion, as implied by the word nunam “surely,” which is also a
keyword for the ornament of INFERENCE (p. 163).

41. Reverted (valiam): 126ab, 127

12.6 élb REVERTED is a female friend’s advice,
using the word ki,
to keep a statement made to a suitor.

vara-vaana-palanam kim-paena sahi-desanam khu valiam ti

127 “What good does your beauty do you, friend?” —
“Beauty is like the gem that will grant me power.” —
“But there are others who would gave up
their resistance and fall at his feet.”
kim tuha ravena hala ricvam cintamani vva sattie
annao ujjhiadhaio tassa paesu padiao

124.  Lexicon of the Regional 1.50.
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This ornament is only defined in the Prakrit Mirror, where it has
suffered some corruption. The word valia- (Sanskrit valita-) comes
from a root that means “turn,” “bend,” or “be twisted.” I take it
to refer to the female friend’s attempt to “turn” the addressee
“back” to a particular man. In narrative terms, the Mirror’s author
seems to have identified this ornament in contexts where a female
character was considering breaking off a relationship with a male
character, or in other words, in contexts of a female character’s real
or feigned anger (manam) at a male character. But in formal terms,
this ornament seems to consist in a rhetorical question, namely,
“what’s the use of x?” (expressed by kim [ kajjam] with an instrumental
case-form of x). My restoration of the example is tentative.

42. Twinning (jamaan/yamakam): 126cd, 128-133

12,67/ TWINNING is what is called the repetition
of syllables that are similar in sound
but different in meaning.

Jjamaanm sui-sama-bhinnattha-vanna-punaruttaa bhaniam

128 TWINNING is of five types:

(i) occurring at the beginning, or

(i1) from the middle to the end;

(ii1) the repetition of an entire line;

(iv) serial composition; and

(v) constructed in every single line.
armajjhanta-gaam paabbhaso tahavali-nibandho
nisesa-paa-raiam jaai jamaam ca parcaviham

Ornament 2.9: adimadhyantayamakam padabhyasam tathaval
samastapadayamakam ity etat paricadhocyate
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TWINNING at the beginning of a line:

129 Don’t let him take away your anger,
Mrs. Frog. Scorn the croaking
of the one worthy of scorn,
pained with heavy sighs,
its loud sound reaching the sky.
ma nar manam harehi ninda nindaruhassa salurt

gaanagaa-naa-sananm sasasasauram rasiam

TWINNING from the the middle to the end of a line:

130 All together the monkeys, their labors complete,
looked at its dancing waters with astonishment
for a long time, their limits receding, stretching across
the earth’s circumference, flashing with
pure glimmering jewels and lightning —
and their hearts were given a slight jolt
to see a bridge built over the ocean.

jassa pavangamehi kaasamanm saman
dittham vimhaéna nacciram ciram

mahi-parinaha-gaam visaranta-antaanm
vimala-phuranta-raana-vijjujjalam jalam

seu-baddha-samuddam cala-manarin manar

The repetition of an entire line:

I31 At first prevented from exiting the bulb,
the plaintain, when given water by the clouds,
and given a little attention, comes to have
a straight and lofty stalk.
kanda-langhana-variam
kandalam ghana-variam
wvasanenam kaliam
uddha-unnaa-nalaam
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Serial TWINNING:

132 thambhoramjivvalapajalapahalanibharenibbhareanat
fsasasamesasamarmsaamorumkalium

TWINNING in every line:

133 “For your own sake, tell us! Could it be?
What did he do to you to make you so bold?”
—with these words her friends seemed to
openly mock the daring woman.
tuha kajjé saha sia kéna kaa vandanéna sahasia
bhaniunam sa hasia sahiahi phudam va sahasia

Jamaam or yamakam (TWINNING) involves the repetition of sounds
within a verse.!® It is therefore similar to “rhyme” in European
traditions, and indeed the word is used to refer to end-rhyme in
Apabhramsha poetry. But whereas “rhyme” is commonly understood
to occur at the end of a metrical or musical unit, TWINNING
encompasses a wide range of repetitions within and across metrical
units. Its treatment in early works of poetics has been discussed in
detail by Sohnen and Hattori, although of course without reference
to the Mirror. Putting aside the Mirror for now, we can note that
there were quite a few classifications of TWINNING in the early
tradition: the Treatise on Theater defines and exemplifies ten varieties,
whereas Bhamaha’s Ornament of Literature defines and exemplifies
five. Bhatti’s Poem contains twenty examples. Dandin devotes a
long discussion to twinning, ranging over seventy-two verses and
anywhere between seven and sixty-two varieties, depending on how
one counts.

Bhamaha’s classification (2.9) is as follows, using the notation of
Hattori (1997), where the letters A, B, C, etc. refer to a group of
syllables that is repeated, and x refers to the remaining material
within a verse line:

125.  For “twinning” as a translation of yamakam, see Tubb (2015) and Gerow (2016).
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» Internal rhyme at the beginning of a line (adiyamakam): AAx,
BBx, CCx, DDx

» Internal rhyme between the middle and end of a line
(madhyanta-yamakam): xAxA, xBxB, xCxC, xDxD

» Repetition of an entire line (padabhyasah): x, A, x, A

» Serial rhyme (avalr): AAXBB, xBxBxB, CCxCCx, xDD

» Rhyme across all four lines (samasta-pada-yamakam): xA, xA,
XA, XA

Immediately after presenting this classification, Bhamaha claims
that “sandastaka-, samudga-and others are included” in the foregoing
classification (2.10). Bhamaha is probably referring to the tenfold
classification of yamaka in the Treatise on Theater. That discussion
includes both sandasta- (16.76-77), the recurrence of a group of
syllables at the beginning of a line (AAx etc.), and samudga- (16.68—
69), the repetition of an entire halfverse (padas ab = padas cd).
Jayamangala’s commentary on Bhaiti’s Poem names samudgaya- but
not sandasta-, and Dandin names sandasta- but not samudgaya-.
Dandin moreover defines sandasta- differently than the Treatise on
Theater, having it instead refer to syllables at the end of one line
recurring at the beginning of the following line (xA, Ax, etc.).
If Bhamaha has the Treatise on Theater’s discussion in mind, it is
obvious how sandasta(ka)-and samudga- would be incorporated into
the fivefold classification that Bhamaha presents: the former would
be equivalent to adiyamakam (Bhamaha’s first type), and the latter
would be a subtype of padabhyasah (Bhamaha’s third type).

It is true that all of the types accepted by Bhamaha, with the
exception of his fourth type (avalr), have parallels in Bhatti’s Poem.
But there are many more types in Bhat{i’s Poem than are mentioned
in Bhamaha’s Ornament. Bhamaha also does not mention the
distinction between “adjacent” and “non-adjacent” (avyapéta- and
vyapeta-) yamaka which structures Dandin’s much longer and more
detailed discussion. Hence it is difficult for me to accept S6hnen’s
suggestion that Bhamaha was influenced by Bhatti and Dandin
(1995: 519).
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Bhamaha chose to present a system with five types and based
on principles of construction in preference to another system,
represented by the Treatise on Theater, in which specific patterns are
given relatively arbitrary names, which were applied by different
authors to very different types of TWINNING. Bhamaha preferred
this system evidently because it was more rational and could
accommodate the varieties named in the other system. Moreover,
as Sohnen pointed out, Bhamaha’s five types “come quite close”
(1995: 496) to the classification based on structural principles that
she proposes. I reproduce her classification here with Bhamaha’s
terminology (types B4 and B4 have no correlate in Bhamaha’s
Ornament):

A. Repetition of a complete phrase or sentence occupying at least
one whole pada [= Bhamaha'’s third type (padabhyasah)]
B. Occurrence of the same group of 2—4 syllables:

1. oncein each pada (‘rhyme type’ ...) [includes Bhamaha’s
fifth type (samasta-pada-yamakam) |

2. twice in one pada (internal rhyme ...) [includes
Bhamaha’s second type (madhyanta-yamakam) ]

3. immediate (‘geminate’) repetition of the same group,
once in each pada [includes Bhamaha’s first type (adi-
yamakam) |

4. immediate (‘geminate’) repetition of the same group,
twice in one pada

5. special forms

Bhamaha’s four types, excluding “serial” for the moment, thus
encompass the four major principles of TWINNING: repetition of
a group within a line, either adjacently (padadi-yamakam) or not
(madhyanta-yamakam); repetition of a group across lines (samasta-

padayamakam); and repetition of an entire line (padabhyasah).'?°

Note that I use the word line to translate pada-, i.e., to refer to a metrical line, which is
not necessarily coincident with a typographic line. “Syllables, words, phrases, clauses
and sentences are found in both prose and poetry,” write Fabb and Halle (2008: 1),
“but only poetry has lines.”
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Nevertheless some of these distinctions are only made implicitly.
And while the two types of line-internal repetition happen to involve
adjacent and non-adjacent pairs, Bhamaha himself does not invoke
the distinction, as noted earlier. In fact these two types are named
according to the position of the groups, and here Bhamaha’s
classification loses quite a bit of coverage: it excludes all types of
adjacent repetition wherein the repetition does not occur at the
beginning of the line, and it excludes all types of non-adjacent
repetition wherein the groups do not occur at the middle and
the end. Similarly, Bhamaha’s fifth type, which corresponds to the
repetition of a group across lines, is limited to types wherein the
group occurs in every single line of a verse, and excludes rhyme
structures such as xA xA xB xB, or xA xB xA xB.

Thus Bhamaha’s classification includes a representative of each
general way of constructing TWINNING, but it nevertheless excludes
many possible types. One might suspect that Bhamaha meant to
exclude these types. But this seems unlikely, because some of
the better-known examples of TWINNING in Sanskrit and Prakrit
literature are among the excluded types.

On the Sanskrit side, Kalidasa’s description of Dasaratha in the
ninth chapter of the Dynasty of Raghu involves the recurrence of
the second, third, and fourth syllables of the fourth line as the fifth,
sixth, and seventh syllables (Tubb 2015). This is a type of “adjacent
repetition,” but because it is is not at the beginning of the line,
it is could not be included in Bhamaha’s category of adi-yamakam.
Rudrata, although working with inherited categories of TWINNING,
nevertheless found it necessary to include examples of the precise
type of repetition found in the Dynasty of Raghu, including the use
of the same metrical form (drutavilambitam, 3.57-58).

On the Prakrit side, Slaying of Ravana by Pravaraséna also includes
many examples of the “rhyme” type of TWINNING, where a group of
syllables at the end of one line is repeated at the end of the following
line (Dundas 2022: 78-79). This is a type of “repetition across lines,”
but in the Slaying of Ravana the predominant pattern is to have
two adjacent lines—not all four —rhyme. If one were devising a
typology of TWINNING after the fifth century, when these works were
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composed, it would be strange not to mention these varieties, and all
the more to exclude them. This creates a presumption in favor of the
hypothesis that Bhamaha reproduced his typology from elsewhere,
and most likely a source older than the fifth century.

If the fivefold classification found in Bhamaha and the Ornament
represents an attempt to “rationalize” an earlier tradition, then one
way of understanding the fourth type, called avals, is as a “catch-all”
term for those types that are not included under the other four.
This is how Sohnen (1995: 517) understands it, and as schematized
above, Bhamaha’s example displays a number of different types of
recurrence, each of which happens within the domain of a verse
line.'?’

Returning now to the Prakrit Mirror, we must make two
observations at the beginning. The first is that the typology of
TWINNING is exactly the same as Bhamaha’s. The second is that
its entire discussion of TWINNING appears to suffer from an even
larger degree of textual corruption than usual. The two previous
editors were not able to make any sense of the examples. I have tried
to restore them, but in doing so I have assumed, as a hypothesis,
that we should expect forms of TWINNING that correspond to those
exhibited in Bhamaha’s examples. Hence, for example, the Mirror’s
first example, of line-initial TWINNING, only exhibits TWINNING at the
beginning of its first and fourth lines in the transmitted text, which
is, in any case, clearly corrupt; I have accordingly restored it so that
it exhibits TWINNING in all four lines, just as in Bhamaha’s example
of this type.

What I said of Bhamaha’s classification, namely that it does not
cover the well-known types of TWINNING attested in Kalidasa and
Pravaraséna, applies equally to the Mirror. This is strange, since the
major Prakrit works of the fourth and fifth century, namely the

Ornament 2.14: sitasitaksin su-payo-dharadharam su-sammadam vyakia-madam lalama-
dam ~ ghanaghana nila-ghana ghanalakam priyam imam utsukayanti yanti ca ~~ “The
rainclouds, dark and thick, make this beloved of mine anxious —with her black and
white eyes, with beautiful breasts and lips, with great happiness, her intoxication
perfectly clear, imparting beauty, with thick curls—and then they leave.”



188 # MIRROR OF ORNAMENTS

Victory of Hari by Sarvaséna and Slaying of Ravana by Pravaraséna,
make conspicuous use of end-rhyme, as noted above, especially in
particular verse-forms called galitakam. Nevertheless these patterns
(xA, XA, xB, xB, etc.) are not covered by the Mirror’s classification.
The Mirror Despite the absence of end-rhyme, the Mirror seems to
contain two clear allusions to the Prakrit court epics of the fourth
and fifth centuries in this section, as noted below.

The example of “TWINNING at the beginning of a line” (AAx, BBx,
CCx, DDx) in v. 129 is quite corrupt, but I have restored it on the
assumption that it also exemplifies REFERENCE TO SOMETHING ELSE
(annavaeso): a speaker addresses a female frog (salar?), telling her
not to give in to the loud and clumsy begging of her mate, evidently
advising a woman within earshot against giving in to the solicitations
of a lover.

The example of “TWINNING from the the middle to the end of
a line” has the pattern xAA, xBB, xCC, xDD, i.e., with continuous
rather than discontinuous rhyming units as in Ornament 2.12 (xAxA,
etc.). Despite its corruption, it clearly refers to a moment in the
Rama story when the monkeys look out on the ocean. The same
incident is described at the end of the first and throughout the
second chapter of Pravaraséna’s Slaying of Ravana. Moreover the
meter of this example is not the gaha, like almost all of the other
verses in the Mirror, but rather appears to be a form of the galitakam.
It differs from all of the other surviving examples of this verse form,
however, insofar as it has five rather than four lines, and the first
two are shorter than its last three (see p. 24). I note, however, that
my reconstruction is very tentative, since the manuscript apparently
inserts part of a pada from the following verse into this one, and in
fact the diagnostic form of TWINNING in the fifth and last line is my
restoration.!?

V. 131 exemplifies “the repetition of an entire line,” where the
pattern is A, A, x, x rather x, A, X, A as in Ornament 2.13. In my
provisional reconstruction, it is another REFERENCE TO SOMETHING
ELSE, where the description of the development of a plantain is

128. Earlier editors took the last line of v. 130 as the first line of v. 131.
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probably intended to reflect the development of a person. One part
of the rhyme here, ghanavariarm, also finds a parallel in Pravaraséna’s
poem: “the ocean, which gives water to the clouds (ghana-variam), is
prevented from transgressing the earth (mahi-langhana-variam) by
the embrace of the shore, as fickle as it may be.”!*

I have been unable to make sense of verse 132, in part because, in
this variety, the repetitions are not found in a predictable location
in the verse. It appears to repeat the words ni(b) bhara- and sasa.

The last verse, 133, exemplifies “TWINNING in every line” (xA, xA,
xA, xA). The strings repeated there are also found as an adjacent
repetition in verse 641 of the Vajjalaggam: “the daring woman was
mocked” (sahasiya sa hasiya).'*® Although the reading of the text
is more or less secure, the interpretation might be improved: I have
resolved sahasia in each of its four instances as kathaya syat, sahasikah,
sa hasita, and sahasika.

Slaying of Ravana 2.23: manivalaawm tira-laa-hara-ppahohasia-ramma-nivalaam ~ ghana-
variam velalinganéna cadulam mahi-langhana-variam ~~. The manuscript reads
kandaro (twice), but I have emended it to kandalam on the basis of sense; if we
wish to keep kandaro (vel sim.), a repetition of kandaréna in Slaying of Ravana 6.56
might provide a relevant parallel: dharaniharena a caliam calia-kandarénam ~ phutiai
gaa-ulam analiddhakam darenam ~~ (“a herd of elephants, previously untouched by
fear [analiddhakam darenam], was forced to disperse by the mountain, whose caves
were shaking [calia-kandarenam)”).

The full verse, as presented and translated by Patwardhan, is: ma rajja suhanjanae
sohanijanaé ya ditthamattammi ~ bhajjihisiya sahasiya sa hasiya savvaloéna ~~ “‘Do not
be enamoured of the Sobhanjanaka (tree or flower), which is productive of well-
being as soon as it is seen. You will be broken.” — thus was the daring lady ridiculed
by all the people.”
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Conclusion: 134

134 Go ahead and think of others

that were left out here:

when it comes to literature,

people don’t strive for completeness.

What is revealed here, accordingly,

is the idea; you should see this

as merely an indication.
anne vi wha sese na honti samaggaatthino kavve
tena viatto bhavo ésa disa ccea datthavva
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57
58

59

60
61

62

64

65
66

67

68
69

IS IIHAT 19
qEEHr 57 |
Wawaﬁﬁrﬁgﬁﬁﬁa\ﬁmﬁl T
AfZdeed 4 WERuI=@l d8 JH =1 |l 24 ||

FAEHT ST |

oo o o

60 AE@TEIRT ] ed. (

57 faasTfE ] conj. ed.; qUE JN (~

Bh Bhp).

57 W@ﬁm] conj. ed.;

I § (~ Bh); 3
o= N. My emendation
is based on the suspicion that
TEUfE is an intrusive gloss.

58 ST FHUT | conj. ed.; S & g

N Bh.

60 R ] N Bh; R Bhyp.
60 TR =9 ] ed.; RO [9] Bh;

ﬁTF@;[ =9 J N. Bhayani reports the
reading RO AT in his
apparatus, from where I do not
know.

)); e S
Nig6s Bh; WW N2001-

63 HA ] conj. Bh; €9 J; GO N.
63 9% ] N Bh; & Bhp.

63

64

64

65

65

66

66
68
68

69
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gangsn 5 ¥4 f4sres g 91 g g | e
THEHEHUIE B TEHEHT U |l ¢ |

EUEE I ES Bl
oyl F%Al TRUISTSIST 3%l |
[5{ge] o9 IRSWN U 9&8 Je aqumarg || :% ||

el W3 ] conj. ed.; G | |
% 5, geell @1 & N; geel | @1 &%
Bh.

TR ] j Bh; TERT N; T
Bhp.

Y| W] conyj. ed.;UﬁW J
Bh; UTd ST (SAUEE) U conj. N.
Gar@sT 5 99 ] conj. ed.;
gq&anw JN Bh.

=] ((m/ ed.; ¥4 J N Bh.
W] conj. ed.;
THFHEHUNE Bh (~ Bhp);
T | conj. ed.; T&eEHT 7 N Bh.
%d1] ed.; &1 J N Bh.

W ] f‘””j. Nigss Bh N2oo1;
HEhal I HEHST Niggs.

ffee1 ] ed.; 7= j N Bh.



70

71
72

73
74

75

76
77

78

79
80

81
82

83

84
85
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THEAl S |

wgq fageren <o & Hﬂ%w—g{?ﬂm |
AN g8 T fasmateet 1 1l 3o ||
Ul golesTs IR STey 91 [l 1 |
UETE STTHUNT W1 9 fHel qE dtgest |l 3¢ ||
fOreEE = I

e Heed 9 A Y=ig FEfE arerer o=l |
feerel U H1eREg 9 FUTSEIT g || 3R ||
qfg=sEH =

TSHIUTEN 9iEs JowWaRE g e |
TSI A S TATSUTVTETS SUTFEEd s || 33 |
IHe foifesy Ygaaudur sy |1 fofe |
TN G FeT MgHAT JUUTe 3997 || 3% ||
CHECEL IRl

REIRNE GRS S| 31E'€UT ey 9319 |
LANTSTSIE S adYT fUgei=s Il 3y |l

70 TEHEAT] conj. ed.; THEA J N Bh; 79 SFATEE | conj. ed.; TATARTE
THEA Bhp. Bh; SI@WEMIE § N.
71 w-s"\q/ 1J; 931 N Bh. 80 T@31] ed.; %4 j N Bh.
71 AN (~J p.c. Bh); @3 § 80 UTFET ] conj. N Bh; ®UTT .
g 81 ITH=IT ] Bh N; SUH J.
71 31017 conj. ed.; STV j Bh; SOIE conj. 81 foifestz ] conj. N Bll, UiETE .
N. 82 312931 ] j N Bh; ™31 Bhp.
71 forsgz | conj. ed.; 1%1@"{ JBhN. 82 =] ed; o1 J p-c. N Bh; 51
71 FU ] conj. ed.; FAA 31 JBh N. a.c.
72 THEH ] J p.c. Bh; THEET N; 82 ZEA] J; STRHS conj. N Bhy
THET J a.c. SIAEeT Bhp.
79 ARE] j p.c. N Bh; i j e 83 Y] conj. Bh; G JN.
74 =311 p.c. N Bh; =210 j acc. 84 W1 ] j N Bh; T[T Bhp.
74 AFED1] § p.c. N Bh; [EF=a1 | ac. 85 HROT ] conj. N Bh; TRfore j.
76 U ] j N; T3 Bh; TR4%E Bhy. 85 =l ] conj. Bh; 1= J N.
77 fe=1si 4] conj. Bh; EatemE jN; 85 WIRHU | N Bh; WUE .
23131 Bhp. 85 Tiiéﬂ? 1J p.c. Bh; TUERT=S J a.c;
77 FIE ] J p.c. N Bh; F137E 3 THESI N

Ja.c.



86

87
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ERRICEIEEICi RS A
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Te3] AR 9 THUT HYUiss 1 || o ||

STATSRAY 994 || B |

86 STEHAMEA] ed. (~J); HATHTASTH
N Bh.

87 9311 j N Bh; W37 Bhyp.

88 F3101 ] j p.c. N Bh; T370T1 J a.c.

90 3f9=1] j N Bh; TafaTeT Bhp.

92 B3] conj. Bh (~ j N2oo1 Bhp);
BaT Niges.

93 2=l ] Bh (~ N); STU=8= J.

94 fAAAATH ] J p.c.; A= |
a.c.

95 ﬁf\’)ﬁ%’iﬂ] conj. Bh; ﬁ'@%a AE
forgfrer N.

95 EUifEe ] j N; |iUfS3T Bh.

95 ﬁl@ﬁm] cony. ed.; forer=gan I
ﬁf@?ﬂ?ﬂ N1968; 1%'[3@3“ Bh
N2001.- forer®Ten would be closer
to J’s reading, but grammatically
difficult.

96 UIRLRAUIE =9 B4l ] cony. ed.;
VRIS ) Ry
AU N; UIEq SfUrSdr

<9 Bh.

96 GO ed. (~ Nuggs ); FiOr=id
Bh N2go1.

97 ﬁﬁm] ('())Zj. Bh N2go1;
[EEIECEL! J Nigea Niges.

98 F@UT ] Bh Naoo:; T J; T
Niges; SI&H Nigea.

98 FM*T ] conj. Bh; A3 J N.

98 V&S ] conj. Bh Nago1; TESH
Ni19ge4 Nigss.

98 FUEL 9] conj. ed.; TH 9
N1968 N2001; HBWW conj. Bh;
T Nigga.

99 T=ST] conj. Bh; s JN.

99 ﬂﬁlﬁr 1 J Niges Bh; ﬂﬁlﬁr Nigss
N2oo1.

99 FHRUNEST] J N (~ Bh); HEUIER
Bhp.

99 TP | conj. N1gss Bh N2go1; g
J Niges; H3H Nigsa.
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102

103
104

105

106
107

108

109
110

111
112
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a3l

STAUUEAHEH e wiaeTe forst &4 |
TEOEEAE d WU 38 ®ael w30l | e |

q =1 gfaE Serg Focederercafe| 5ol SuMsiiure] |
UeH el TEEmequUNErsst gg Il ¥R ||

qeFaEast e |l

TN =58 Heimqu]ih U atdue |

AEGHH THETHES gREAS || 83 ||

TEEREETs e |

EIEIEERIE PP EIGI N AEE EIRE Rl e
WiEs ¥ gegel [ fOrEar a=sarer= || vy ||

a3 uHtE o3y Eier=aEle wasur He | e

el afewig (=] gereEasedl || vy ||

101 SIHOUEHSET ] J N;
STATIUEAUSTEE Bh; STATVEUE
Bh[).

101 STy Eﬁﬁf‘l] conj. ed.;va 9
el jN; S F&ST Bh.

101 13t &4 ] conj. ed.; FA=laig §
Nioss; foreaui Y conj. Bh;
ELSEE ¥ N2oo1. Based on
Bhamaha, we can choose IUEE o,
forel or fO1311 with W, ?ﬁ‘f, or HTEl.

102 Z=F991] y N Bh. Bhamaha
suggests ﬁ%’ﬂ'ﬂTo.

102 %93 ] j N; %4 Bh.

103 TR ] cony. ed.; T3 Bh
N2oo1; 319 J Niges-

104 137 ] Niogs (~J N2go1); fa=i Bh.

105 9] j N; 9§ Bh.

106 &A=t ] ed. (~J N); ¥ Bh.

106 T3 1 conj. ed.; TG J N Bh.

106 8] J p.c. N Bh; F4N j a.c.
107 FGHEE 1 conj. ed.; FGAA J;
FGHAIT0 Bh; FGAMHTAUT N.

107 THECTRSE | conj. ed.;
HEMUASS § Bh; AEHUUMASS N.

107 §¥&AZ | N Bh; 9HFHT J.

107 ¥3]jBh; ¥%¥ N.

110 e conj. ed.; IIEGH JN Bh.

110 41 N; om. Bh.

110 ¥% ] Bh; ¥« N.

111 =21 J N1ges Bh; o3 Nagon.

111 3SR | conj. ed.; 3T=BTEE N
Bh.

112 3% ] j N; o< Bh.

112 @fe=ig | j; BfedeTg Bh; Shieis
N.

112 =211 p.c. N; %1 j a.c. Bh

112 4]y Bh; ¥2 N. This verse
comes after 42 in N.
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116
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geEaasi e |

o O(\.Tlgoa:l__q_qu_l_ B- o N |
TESRAU] L3 HEFEUOT Afg@Te |l 2o ||

Aegrerast S5bIe |l

GEHAT T GO A Sfest viEmn |
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v. 47:  Quoted in Rasaulagahakoso no. 148 (no. 25 in the balalayannavajja) = Ra.

[T N o o

113 It ] j Bh; ST Nygss;

3’? (\E e s NZ()()I-
118 =31 ] ed.; 937 j N Bh.
114 &1 Bh Nago1; O Nioss.

114 1437 ] conj. N Bh; Sif93i j N.

115 =31 ] N Bh; 5937 j.

116 TEE1] conj. Bh; TT2{a1 N (~ Ra).

116 3] N; om. Bh Ra.

116 TERUT ] Njggs; THEND J Ra; TR

Bh NQ(JU I

117 TESRAY ] j (~ Ra); LI N;

TMSH(?)TLCT Bh.
117 =] N (~ Ra); T Bh.

117 O] j N Bh; 70T Ra.

118 Hs=1 ] j N; g, Bh; A1 Bhp.

118 §@3i ] N Bh; Sia37 j.
119 1] j N Bh; {907 Bhyp.

119 i1 conj. N Bh; i .

119 f#i] j N Bh; 3f&3f Bhyp.
120 TE ] J N; T Bh.

121 <@si] conj. N Bh; EUEE: J.

123 &l 1] p.c. N; € J a.c. Bh
123 WISET] j N; T37E Bh.
124 xite1 ] j N; <31 Bh.

125 9311 p.c. N Bh; 931 j a.c.
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130
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136

200 # MIRROR OF ORNAMENTS

LS EE
%1 U7 9% U1 {90 AT 9Urg ge@suly ek | e
ITEEHSUSE Tald T=1 =g || e ||
JRATICITE STeT |
o o ¢ oo . _[r_q_ b N | T|'|%T
qUISTTSTE qUIAIST Bfargell ®eg st 9 Il uR |l
FUOTUTET 7&T |
TR SRS B IG TS UTHI 37 | 62 | ThHT | il

FYAYAFGHASTNY G T || 43 ||

SR
e fOTfeEdl Slemggaimer 937u7 | IE

[ERESIE 9 I€9 27 TSIV TFH || 4% ||

v.52:  Quoted in Spigaraprakasah vol. 2 p. 1266 (ed. Dwivedi = Dwi); see Kulkarni
(1988: 216) and Kulkarni (1994: 451), who reports A. M. Ghatage’s reconstruction

= Gha).

127 3T ] j N Bh; 30T Bhp.

127 9G] N Bh; WU J.

128 (F=STE | j Bh; 3T4cTE N.

129 AT ] conj. N Bh;
TISATU[ATET §; GYSTEl Bhyp.

130 &f=5 ] Bh; =81 N; @961 | Gha
Dwi.

130 #UTEITT ] j N Bh; HOTET 0T
Gha; HUTTUT Dwi.

130 #oTeX 4] j N Bh; H0EU0EH
Gha; 99T Dwi. Dwi reads
TIAMTH in his chaya.

130 U=l ] Bh (~ J); =&l N;
ST Gha; THI3T Dwi.

131 TUIRAISE qUISHe ] j N Bh (~
Bhyp); TUIRAISTN qUITTE Gha
Dwi.

131 Ef%3g31 ] Bh Gha Dwi; B(%g3 |
(~N).

131 %89 ] j N Bh Gha; 313 Dwi.

181 S 1) N Bh Gha; om. Dwi.

133 Fﬁm]‘] N1964 N19es Bh;
S Nooor.

134 F&Y¥ ] j Bh Nooor; FEY
Ni964 Niges.

134 4311 J N1oss N2oo1; §3 Nioes;
44 Bh.

134 AS3RA ] conj. ed.; T=8%d N (~
J); §9%d Bh.

134 74U ] j N; 9907 Bh.

135 SIeMEET | conj. ed.; IE L] J
N (~ Bh).

136 AE31] y N1ges N2oo1 Bh; HEH3
Nige4.
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138
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143
144
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146
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haNRaN
ey el =9 gHifgereq fvE faEadue | e

SIEEECEIRE R SIEEa ey MY

137 =% 1 Bh N2go1; /ﬂ\ﬁ'[ J Niog6s
Niges-

137 WA@®R ] j N1gss N2oor Bh;
AFHU Nigoa.

138 T2t ]y N Bh; fAfosi conj.
Nioges.

188 9" U1 j Bh; AU Nigeg
N2001; ¥ U1 Nigea.

138 (@@ ] j N Bh; a3 conj.
Nioges.

139 @1 p.c. NBh; 9 j a.c.

139 W] conj. ed.; F3@ Bh (~J
Nig6a); F38F Niges Naooi.

139 &= ] conj. ed.; ffa3i j N Bh.

139 &1 1] conj. ed.; 78 j N Bh.

189 foear ] J N19es N2go1 Bh; faea
Nige4.

140 W& ] j Bh Naoo1; TR Nigea
1\‘11\968- .

140 341 N; 39 Bh.

140 |42 1) Nigos Bh; % Nigos
N2oo1.

141 #E ] j N Bh; %% Bhp.

141 f3%H ] j N1g6s Naoor Bh; F&&
Nigsa.

141 92T€0T] j Nagor (~ Bh); G270
Niges; T30 Nige4.

141 €] j N Bh; 91 Bhp.

142 FEE@SN | § N; FR@%R Bh.

143 ﬁ]Jp.c‘ NBh; ¥ ja.c

143 T=T] j N1ge4 Bh; T% Niges
N'ZU(H .

143 9=l ] Bh; 759237 N; 75923 |.

144 =] N (~); {37 Bh.

144 UgU ] N; 9T Bh.

145 SIc4 ] j N1ges N2oo1 Bh; STcell
Nig64.

145 GHITETE ] conj. ed.; TETE |
Bh N g64; GElTET conj. N1ggs
N2oo1.

145 % ] N Bh; %% Bhp.

146 3ﬁw\%l—cl"f]\] p.c. N Bh; SETCr] J a.c.

146 EIATEEA ] conj. ed.; Bl TeHd
Ni964 Niogs (~ Nago1); Blaasd
Bh; E{d9@d Bhp; BT J.
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147 EiqewEdal e ||

148 ST TG Tq1 EG WE %L 0b I fRERIaieauy | T
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147 F&91 ] Bh; FE0 N; €3 J.

148 1] N; d2 Bh.

148 HE ] Bh; Hg J N.

148 & ] conj. ed.; T& conj. Bh;
TEHITE J; TEAE(ENE N. I follow
Bhayani in taking 9T% as an
intrusive gloss.

148 arfEe1 | J Nioes; qfaeT Bh Nago:.

148 Y] j Niges; TUE Bh Nagoi.

149 T3 ] conj. ed.; T j N Bh.

150 & ] conj. Bh; T J; TH~
N.

150 ‘T{';W\T] conj. Bh; et N; ECKS J.

151 2R ] N Bh; T2 j.

151 RESFHIEHA ] conj. ed.; R3goeq
T comy. Bh; I3 3foer I f=
Zfae N.

152 q21]1jN; 8 Bh.

152 31331\T] conj. ed.; =TI JN; &g
%I Bh.

152 E=1@UM | N Bh; G0 §.

153 El?:T’T[] Bh; ErLil J; Erenl (3[3:{31‘;[)
N; ST Bhp.

154 SO ST |1 ] conj. ed.;
JITUVHUTETGST § N; SHUHRET (?)
3T conj. Bh.

154 3{Uoof 548 ] cony. ed.; o} X
(?) 5% Bh; 3= 53 N;
AV J.

156 %@H ] j N; <4l Bh.

156 =i ] Bh; Ao j; At (®nT
N196§; qrferet N2(£)01-

156 TEUMT ] j N; THOT Bh.

157 ?ﬁl'(l\gi‘ii] conj. ed.; 3131%31 AE
Wefgerel Bh; Wgig2i(3 N.
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TG 10T o

FEERIETE! THeAT 218 qUE (&HH |

quUTIUEMUTE fAfTfFen B asrel |l &% ||

[7a]¢fqsm e Il

ETgaIEg e Heifie uel |
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TSI 2T |

TEAM0T AR T T FIeLRE &l |
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. e

Sleldd

STEMTUTS FE3MUl INATSTEy JRew |

RIS

T gouT fer=vi fo=vi wI=9ui 2% &ear |l &o

158 FETM | j Bh; T30 (T340
le)(%?’i (N NZ()UI )

159 934 ] j Bh; 9=(4 N.

159 |1 ] conj. ed.; ¥ j N Bh.

159 921 Bh; 9(3)3 N.

159 @37 ] j Bh Nogo1; 3TAT%3T
Nig6s.

159 t"l?T] conj. ed.; tl—?"T JN Bh.

159 & ] j Bh; A1 N.

160 f15N; d Bh.

160 =0T 7 conj. ed.; U 4
Nig6s; U8 & Bh Nagoi.

160 AT ] conj. ed.; T j Bh;
R N.

161 T4 ] j p.c. N Bh; fR j a.c.

162 9974 ] N Bh; 9919 J.

164 <5 ] conj. ed.; 9 Bh ~D; ER
Niges (~ Na2oo1).

164 TE37e1 | conj. ed.; T2 conj. Bh;
g N; 33 .

164 ¥ET] conj. ed.; &<l N Bh; =gl J.

165 3i ] J Nin(;x; 33:{:{ ('())Zj. Bh; 3T
N2oo1.

166 M ] conj. ed.; WUTZ J N; U
Bh.

167 =T ] Bh Nago1; T (401)
=TT Niges.

167 TG 9] conj. ed.; THI(T) Bh
Naoo1; TAI J; THIT (D) Niges.

167 93TE ] Bh; 937 j N.

167 T3] ed. (~J Niges); ¥ Bh
NZU(H .

169 STEfUTel F=AT | conj. ed.;
SEfOITUUTE Fg2T J Bh Nagos;
STEfOTel UUTZ 9T Niges.

169 STEM ] J N; SiEd Bh.

170 =07 ] Bh; ﬁr‘IUT J Niges; ]%FIUT
N2oo1.
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v. 68:  Quoted in Rasaulagahakoso no

171 f=00 ST 11 ] Bh; f3E[01 S0 01
N; om. Bhp.

172 forfSi=T 1 N Bh (~ Bhp); form=n
Ra.

173 f€a1] j N Bh; TE9T Ra.

173 @ElE 1N Bh Ra (~ J p.c.); qR(E §
a.c.

174 f&=v ] § p.c. Bh; [= § a.c;
T30 N.

175 Q=T ] conj. ed.; givfaen JN;
qieeT conj. Bh.

175 TH3ie | conj. Bh; [GEEa J Niges
(~N2o01).

176 GgH®aT ] conj. ed.;mj;
FEETAVHL N1g6s; FEGLATIR
Bh; GSSXAUNSR Nago: .

. 138 (no. 11 in the balalayannavajja) = Ra.

176 Eﬁe’:{] conj. Bh N2001; “Glﬁl"{ J
Niges.

176 G1J p.c. NBh; d J p.c.

176 UHE ] ed.; UT9E j N Bh.

178 T ] N; T Bh.

178 T(ET’IIW] conj. ed.; o qede
Bh; for@1eid N; firvessei .

179 W3] j; S99 N; = Bh.
Possibly 9., as STq2T /A9 is
unattested.

180 3TUTAfHE3T | conj. Bh Naoo1;
WE’T I EEl OJT;D ﬁ‘ﬁqeﬁ N1968-

180 ©x ] j Bh Nagpi; 991 (F9? Ux?)
Nigss.

180 EU3MT | N Bh; HU=R3T j.

180 ?:I'HT'I%'\’ﬂ\T] conj. N Bh; et J-

181 TH ] N Bh; 39 j.

181 U131 ] N Bh; 9forsf j.
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v. 75:  Quoted in Gaharayanakosov. 461 (= Ji).

183 fier "\ ] Bh; fiersm@ (3) N.

183 ‘TWWQW.] conj. Bh; ‘T'ﬂ—";'QTU'IQI'U ]
N; TSHIUT Bhp.

184 =@ ] j N Bh; =<1 Bhyp.

184 ﬁﬁ?’ﬁ] conj. ed.; [ERKII JN; fa
qdqr N; f& Tl Bh.

186 TA0T=1 ] J; UTETUI3T Bh;
@DIAE)H N.

186 T%E\T] conj. ed.; fee J N Bh.

186 ]%[ ] J N2oo1; Fq Bh; Iﬂ%[ Niges.

187 W3@T ] J Bh Nagor; TS (2)
Nigss.

187 A% | ed.; UTEE J; U9 Bh Nogo1;
UI(8)9E Niges.

187 af¢] N Bh; 94 Bhp.

187 FHSTZ | j Bh; F9E N.

188 ¥MOTATT ] | Nyggs; AU Bh
N2oo1-

188 ¥W&ET ] j N Bhp; W&ET Bh;
HUUTT cony. ed.

191 o1 § & 1Ji; (M T conj. N Bh.; @
J-

191 %& ] N Bh; %4 Ji.

191 T ] j N Bh; UTfc¥ Ji.

192 ¥z 95211 N Bh; fIT ¢ Ji.

192 |gei ] N; |iwd Ji; 99T Bh.

192 37 ] j N Bh; % Ji; 37581 Bhp.

193 o1 1 conj. ed.; I 7N (~ Bh).

193 f9%3 1 conj. ed.; ==l N Bh (~
1); FT&T Bhp.

193 '{'%31'{-'5] conyj. ed.;'{ﬁ{m JN
Bh.

193 c¥ | Bh; 59% j; /= N.

193 431 ] conj. ed.; 51 j N Bh.

194 |11 N; 41 j Bh.



195

196
197

198
199

200
201

202
203

206 # MIRROR OF ORNAMENTS

[ECIEUIESEAN]

g3 A STeAl [ TERE VR | LiEl
IFTENTSY o o7hvel SrereifaHel Sl 55 |l we ||

e

2qUUT fErey IO S WTIsIE 9 qrasll iureT | e
el i SE qEr diigsid OEEE 1l wc |l

FEG T F3M0IE S G IqUE Ui | e
fesreiaefen sifeel TEr wmar ¥ == 1l ok I

(Ul WUTSHOT 3 300y qeifesiy Sfg ofeel | M
SUUTECHOTH 1 fHgT FqeemfE || <o ||

196 3TE[‘3'3[31T‘|:[ ﬁ'] conj. Csaba Dezsé;
Wﬂ?ﬁ%’ NE HAUIIATE Noes;
g3y Bl f4 Bh; vy giar ¥
N2001-

197 =0TEvel 4 3F=FU€T] conj. ed.;
T AT 9 AFHVE N; TS(AHR
J; 3T f331 FUEl Bh.

198 I3 | Bh Nagor; SAUG J
Nigss.

198 S 912 | conj. ed.; 3 Sed WA
Bh N2go1; STRSISTHATEE J Niges.

198 & W31 ] Bh Nagoy; G99 |
Niges.

198 HfT2 ] Bh Naoor; ST Njoes;
e ;.

199 91 ] Bh Noos ; fefa J Nioss.

199 211 Niges; § &€ Bh Nago1.

199 q&T] j Niges; 98 Bh Nago1.

199 HfESd ] Bh Nagor; AlEe J;
gzl d Niges.

200 %9 T ] Bh; %8 J; hdsg N.

200 F3UIE ] conj. ed.; TIUME JN (~
Bh Bhp).

200 S ] N; @ j Bh.

200 ¥rgufé ] N; § gUE Bh.

201 1%3T31T‘|Tr|ﬁ[] conj. ed.; =ME
ey AE @B’% e N; fsaeray
conj. Bh.

201 =i conj. ed.; &3 J N;
foretfee1st Bh.

201 &1 ¥4 ] ed.; @Al j N Bh.

201 & 33Tl ] N; 3T 3 J; Te& 30
Bh.

202 30 ] conj. ed.; & J N Bh.

202 qﬁw] conj. ed.; ﬂﬁ'léﬁ Bh (~
Bhp); EE(E J N.

202 T AU | conj. ed.; SUUTOTIOT AE
SUUT U Bh; 3TUUTUT UTSUUT N,

202 T3ITEST | Bh; T31E3ST § N.

208 4 ﬁélgl] conj. ed.; 1 gy conj.
N; f92 j Bh.

203 < ] Bh; 31 J N.



204

205
206

207

208
209

210
211

212

213
214

ST qIUUTE] VUM 31 » 207

SASHA 7T |

21 & fagerdisaasiie aieavl s <5 | T
TS MY TLAET BfssTaive || <2 ||

Ul ST |

U Y HIZ(0T UraasaE | 8hI gt TEgie | e

MSITHTGEA U1 FosTeh TRl Tl || ¢R ||

T ALUTET STUUTEN 27

SO B2 WaU] JeavioTsTaiaed | LI
FYUT AUTUT qE 31 TSR STUUTANLETIE || <2 ||

SrqIoTEl e |

g & IR g sremireeg | e

Jeifur fa qoi @efd 2101 FES0T 1l ¢¥ ||

204 WW] conj. ed.;

ATSSHN J Bh; 3{X AFHN N.

205 m“mwam%] conj. ed.; HETEAT
Bh; @ J N.

205 HEIHRTT 37gai ] conj. ed.; B3t
3Gl Bh; @iesrge j; afesl gl
N.

205 €51 ;¢ N Bh.

206 Y] conj. ed.; _QF\{UTJN; HL 0}
Bh.

206 W’IO‘:I'{EWT] conj. ed.; [ g
7 N; 9% 780 Bh.

206 EIUe1 ] J N; GUel Bh.

208 AUUTEY W | Bh; U0 G N (~
J); STUUTSTEH &4 Bhyp.

208 Uﬁﬁmi‘}i] conj. ed.;
UEEEEE K B ECLE R L
N; Ua=3 3 4fg3t Bh;
UEFE3TeTAigs Bhp.

208 FEHGF ] conj. ed.; T5FEE N Bh
~1-

209 7T ] conj. N Bh; a9 J N; 7l
Bhp.

209 G371 ] ed.; G4l j N Bh.

209 1] j N Bhp; Ul Bh.

209 %] N Bh; # J.

210 |RHEH | conj. ed.; A& JN
Bh.

211 Tl ] conj. ed.; IYUM J; Ty
Bh; JeYf09T N.

911 d& % "] j; q AUUL? N.

211 R3] conj. ed.; TR J N.

211 U] conj. ed.; OTET J; O H N.

211 Bhayani reconstructed this
verse as follows: Wi‘}mﬁ'ﬂﬁ
TR | aeg faferecenomt |
oo |,

212 qu] conj. N; S rOCIEs| J.

213 fa7F¥E | N Bh; fI5%s .

213 gl ] ed.; foeed J N Bh.

214 311 ] N Bh; g1 |.

214 <% ] Bh Na2go1; €% J Niges.



215

216
217

218
219

220

221
222

223

224
225

208 # MIRROR OF ORNAMENTS

AU STET |

gheeme gienrgun freinrwere Efoeme | G
O] 13T TEE UPEGT TEUIRN 1| ¢4 ||

el Ss 3

Tgacy el fRRemadRedsman qei [ | e
THARATETE S g SSNAGHN || ¢ ||

ISMeHN e 1|

g =21 MUeEs IR SEuiates] & | et
Eid Ufeued U1 guig fqasg o gEeH |l <o ||

LEIBSEE

fOrEre 9\ o= SR 9a I |EE 9g e foh | T

AR q8 U] TN A T oEmEn | << |

216 JNEME ] J (~ N); TRATT Bh.

216 qReT]ed. (~ conj. N Bh); feet .

216 HYZ ] ] (~ N); HelT Bh.

216 @f%31] j N; 9@ Bh.

217 UFEHT | Bh; TZEHT | N;
YZEET Bhp.

217 T&U] J p.c.; T&OT § a.c. N Bh

217 39T ] conj. ed.; ST j N Bh.

217 <4 1Bh Nago1; €% J Niges.

218 @I 1] cony. ed.;?l?lﬁﬁf JN;
3 Hesfd Bh.

219 HR3ME | conj. ed.; T Bh;
S J N.

219 T3] N Bh; B .

219 <& ] Bh N2oo1; €% J Niges.

220 IS ] Bh; G54 J; 3 (26D N.

220 Wlff] J N; om. Bh.

221 dEeel | Bh; 919 § N.

221 f&131] N Bh; 5321 .

991 U3 ] conj. ed.; fwzg JN Bh.

221 =] conj. N Bh; T2 J.

221 3TU|‘T]‘] a.c.; 3O J p.c; 30T N Bh.

o e e

221 FIfafesi] j N; (2)ffe3i Bhp;
forafesi Bh.

222 TELd ] ed. (~J); W& N; TEId
Bh.

2929 UREUER 1] conj. ed.; ASIIEI J;
qfeeEY N; afeUE0r Bh.

222 HUT ] 7 N; U1 Bh; 80T Bhp.

222 l%rcléﬁ] conj. ed.;ab_\{ﬁ JN Bh.

292 U G | conj. ed.; TTEEAE N;
U1 GrH Bh; U HAE .

222 ¢9 ] Bh N2go1; €& J Niges.

924 fUETE ] j N; 21T Bh.

224 GH1 ] j Bh; HAT Nioes; TH Nagor.

224 HEE | ed.; @M conj. N; HIETY
Bh; €=  N.

225 HA ] j Bh; ¥9C N.

995 % 1 Bh; T8 J Niges; T& Na2goi.

295 Y301 ] j N Bh; T Bhyp.

295 FEfT ] N Bh; 9gf=d J.

225 UIETET | N Bh; U9 .

225 ¢< 1 Bh Nago1; €9 J Niges.



226
227

228

229
230

231

232
233

234
235

236

237
238

AUEE THIZESAT 3

IS NS T 4 209

IIATE Y Fg Orvgav @1 s7avueEs 2 | T
HEU Ygauul TEEEsy wursrsa 1| <X ||

sUgE S |

U § SIS g o i Sha ey | e
o U@ RgeRaradgy &l TEl || Ro ||

YIRS e |

e gt fog S Sell diel qeiEsas | G
a1 Sz gon 4 2reE gaw g3t g9 = | ’e |

334 TET =

e gmepTEUe gfaer T seE Se | T
a1 uiver gorg seo fafeg fored 5 11 e 1l

LEASES IS AN

@ N o (\31T o o o ’I j‘[‘l—g‘[

fammr 9 <Saftemzer o ifd wEume 11 k3 |

226 ITHZ S ] conj. ed.; IATHIZA
J; ST S Bh; 33T T Niogs;
GW \_TR'%{ N2()01.

226 Eﬁ'{‘s’ T(&WEEI'UT] conj. ed.;
forvefaeoTerer §; fovefast forsrer
N; foUgaE “=1 Bh.

9297 ST TFHT ] conj. ed.;
drerganyt § N; 5T o ey
Bh.

227 <2 1 Bh Nago1; €< J Niges.

229 faed ] Bh; fag=t j N.

229 F&3S ] J N Bh; F&iC Bhp.

230 f4@fER ] j Bh; fA@fae1 N.

230 %% ] Bh; T j N.

230 %0 ] Bh N2go1; €% J Nioges.

232 ffer] J Bh Nooo1; AT Nyogs.

233 221 Bh N2go1; %© J Niges.

234 7811 J N1ogs Bh; fifg Bhp
NZUHI .

285 T ] j N; U=l Bh.

235 faférg 1 N Bh; B .

235 %] Bh N2oo1; %2 J Niges.

236 I ] N; S Bh; Sl .

237 MENET ] conj. ed.; FFReT | Bh
N.

237 BT ] conj. N Bh; FR,

/
238 23] Bh N2go1; %R J Niges.

J-



239

240
241

242

243
244

245
246

247

248
249

250

251
252

210 # MIRROR OF ORNAMENTS

AETUMESIOSSAr st I
[9b | TS THVTHUE S Ul g IS a=adiar 4 |
U Fod HEMETT AU Y 93 &S 1l /% |

gl @ |

o o . I N o = | 'JT[%T
faf¢ areum qu nfgene Jemor feereng 1 ey 1l

-

3

o

AR AU TET0T Sig FE 3

T | ElIE|

AR NSACIAY o TFHN || /& ||

Fegall 7@ |

TR NIUTHI G AUV TR VTSNS | e
feifcrerare f<1e1 gald 39 99uuiH 1l Qe I

frf=Tr == |l

T T3 A AR A1 Brers w1 A 33meEs | el
ST foriera 8 Tgagesd 9% fue ufest |l ’c¢ |

239 WETZ[W?@T] conj. ed.;
HEUHIATSTTE Bh; HEVHTESTE JN.

240 THO1] conj. N Bh; THUT j.

941 HUEH | | N Bh; 9%U%d Bhp.

241 Y] | p.c. N Bh; it g a.c.

241 #1$]JN; TS Bh.

241 %% ] Bh Naoo1; %% J Niges.

243 7] j N; ™& Bh.

943 HIOTEH ] conj. ed.; FLOTHTH I
HYEH N; FUrE? Bh.

244 ] J; I N Bh.

244 TEAE | N; MEAE J; TMEHZ Bh;
TfEeE Bhp.

244 %] Bh N2go1; %% J Niges.

245 =T ] N Bh; TR |,

245 59 | J p.c. N Bh; 9 j a.c

246 <=7 ] J p.c. N Bh; T J a.c.

246 T1j p.c. NBh; ¥ j a.c.

246 & ] Bh N2oo1; %% J Niges.

248 UMY ] ; VMR N Bh.

248 f4a31] J; 491 N Bh.

249 =217 p.c. N Bh; =1 j ac

249 29 ] Bh N2oo1; %% J Niges.

251 A fHE1313 | N Bh; A @133 1
&1 §; A1 4GS Bhyp.

251 f3r=7s ] Bh; feorss ; fese N.

251 3M@E3 | N Bh; I3 J;
3@e3 Bhp.

252 ﬁl—?s']Jp.c. Bh; 7f J a.c; I N;
fi< Bhp.

252 ¢ ] Bh N2go1; 29 J Niges.




253

254
255

256
257

258

259
260

261

262
263

RUSUESEAE

NN

& 211

G W@ G101 9993 gg3f ganet gl10alas | e

o

fegr [ SfE ®ai qeo |ai F7 U g UING 1l *R ||

LN

I IaH ®iTsIg U 91 feoar 7 | I
ql 30 FeISTHESeal Jorstea || 2oo ||

FRIRa S 1|

o =T 1 g FHUUIAT VIl | et
HET YU 31 J8 forgatd querst &is |l eog ||

ITHIISH T ||

UME o1 U3 TrEey gEet T | el
FESIHCELETIVT HAEcfuT o WU || 0% ||

v. 101:  Quoted in Gaharayanakoso v. 294 (= Ji).

954 € | N Bh; 9 J.

954 GE9el ] J; 99931 N Bh.

254 G ] Niggs Bh; GaNH |
N‘Z()UI .

954 G&=1 ] N Bh; G | a.c.; o=l
e

955 %3] N; 31 Bh.

955 e Hal FE U] § VNG | conj. ed.;
TS FE U U7 UINGT j Bh; 9 18
FE ] U7 UG N.

255 22 1 Bh Naoo1; ¢ J Niggs.

956 ITAT ] conj. ed.; 3TAME N;
ISAY J; ISATI Bh.

256 ITH3 | Nigss; S3TH3H | Bh;
L N2oo1.

256 FESTE | ed.; ®Z=E | N; T2
Bh.

256 SIUT] j N; 9T Bh.

256 Tl ] Bh; 9 j N.

257 3941 ] ed.; 33TH J N Bh.

257 EHfedl ] J p.c. N Bh; 3fdl J a.c.

257 %00 ] Bh N2go1; %% J Niges.

oo N o~ /8N

258 @9l ] Bh N; TH& J.

259 31 3] N Bh; T Ji.

259 g ] N Bh; #g Ji.

259 fafeet ] Bh; faetfst j N; feeifret
Ji

959 =B131M] N (~ Ji); B Bh.

260 ¥ 3 ] ed. (~ Ji); ¥ursT 4 Bh;
UTSTE J; UUTATE N.

260 T8 1) N Bh; ¥ Ji.

260 forgafd 1 Bh (~J); FOrgaf Niogs;
fOrgafd Nagor; Feafafa Ji.

260 TURRY @:f?’i] conj. ed.; | qUERY
IS J; dUg 3 @l N Bh; dUg Iy
fed Ji.

260 202 ] Bh N2oo1; €2 J Niges.

262 <1 ] j Bh; Tl N.

262 HEU | conj. ed.; T5EH j Bh N;
W ('()Hj. Nlr)(,‘x.

263 <M | ] conj. Csaba Dezsd;
GV | N Bh.

263 BT ] j N; 0T Bh.

263 9gUT] J N1ggs Bh; q—?:UT N2001.

263 20 ] Bh N2go1; 202 J Niges.



264

265
266

267
268

269

270
271

272
273

212 # MIRROR OF ORNAMENTS

a7

TSGRV THUS3 2TUUTSUTRATT |

NFAITHEATT § 9T UISUUE A 1| o3 ||

EEESEE

ISV Y IaTHaYY FiagsT S |

HRE fUleE 4 a1 Jauacys I |l oy ||

FACHYE T |

AFSU gRESe 3/ 10b|F=ias S qEHE ||

I ST U fEwtg gervify fofere || oy ||

BESIECH

TUTENEUIUETE e EI0Ted &R0 TH |

TIE AHHGHTIS FHSEST &1 g |l 208 ||

264 =3 ] J N1o6s Bh; W N2oo1.

265 &1 N Bh; f&ar .

265 ToENT ] conj. ed.; FEEA N
Bh.

265 TISTUTAIT | conj. ed.; ATURIOMT §
N Bh.

265 UFESIIUVSIVISTE | conj. ed.;
TGS | N; Ulesez o
SUTEE Bh.

266 TCFHEST | N Bh; TWHET .

266 & W& ] conj. ed.; & N Bh; g J.

266 TZ ] Bh; TEl J; &l N.

266 203 ] Bh N2go1; 2°R J Niges.

267 3TESAE ] conj. N Bh; 3T94E .

267 99UH | N Bh; T994 .

268 fiaTZ ] conj. N (~ Bh); U2 .

268 4% 1 Bh; fearet ; fedrsm N.

268 TS U | N Bh; <J3UIH .

268 20% ] Bh N2go1; 2% J Niges.

269 ¥ ] j Bh; IS N.

270 93T ] conj. N Bh; 9=1q j.

270 €] N Bh; I8 J.

270 T ] conj. ed.; ST j N Bh.
Bhayani translates S,

971 TrsTe 'ﬁ@ﬁlﬁé’ IUEER conj. ed.;
s GUM9=10MAE | N Bh.

271 204 ] Bh N2go1; 2% J Niges.

979 ] N Bh; 5/ J.

272 TE1] conj. ed.; TET | N
Bh; %30T Bhp.

272 §H |1 N Bh; 99 % | J.

273 B GHH1@ ] N Bh; THF J;
HHSES conj. ed.

273 W3 ] conj. ed.; S &1 j N Bh.

273 |1 §]ed.; 9§ j N Bh.

273 20& ] Bh N2go1; 204 J Niges.



274

275
276

277
278

279

280
281

282

283
284

285
286

TqHSZAT e |

US04« 213

HUEH T T hiE SIS UIUEeEE | T
THATS S STHUTE R THEATSAT || 2o ||

ST 3G STUAT} o

Y ATEI 37 ARIAHHIYON O] | T
o] feay il |fesT ST 1| goc ||

ST STTEITET ||

TG T 3T qEAE GUUIRase | el
Ul ISl 4 STUUTESIITRT ST | g0k ||

.

U} e |

el et fa geifa qur w8 Hefdst gemEo | e
TEFIGA%E STHAVSESE 3FTE || 220 ||

sfreTfear
A1 112 SIEFH =9 Mg SEOMVAeg S ware | e

S gere festeraivon &1 g eiEr |l 2ee ||

974 A3 ] conj. ed.; EE SRS JN;
FHEAT Bh.

275 HHUEH | J N; HUEH Bh.

975 TEOT] | p.c. N Bh; T § ac

276 209 ] Bh Nago1; 29& J Niges.

278 W& ] ; N Bh; A=z Bhp.

278 %< ] Bh Nago1; 00 J; Row-0¢
Niges.

279 WEM ] | p.c. N Bh; TE | a.c.

979 1] N Bh; 9l J.

980 AU ] ed.; &TUT N Bh.

280 A | THE ] puc; T I N;

AT I3ME j a.c. Bh
281 20% ] yBh Naoo1; €0¢-20% Niges.

283 @42t ] N Bh; [9@1f¥3i Bhp.

983 E3TTEYT | Bh; F3TE0 § N.

284 U937 ] j N; 2931 Bh.

284 fa@TH ] conj. ed.; F7E Bh (~
conj. N); & J.

285 =9 (¢ ] ed.; TG J; 7 T N
Bh.

285 TRV | conj. ed.;
ITZWVMVAY J; TaceRT@omet g of
N; SSSWUURR Bh.

285 <€ ] ed.; T€ N Bh; I€ .

286 T3TeHT ] ed.; I3T=AT § N Bh.

286 TN ] j N Bhyp; 0T Bh.



287

288
289

290
291
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293
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295
296

297
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Tl e |

BT SIS g STaTaT |

el U UIEIhIUTo Ul HIE T &2ifd |l 223 |

-

SIEELCH

SITEHIE HEST STEATH N AT | T
ARGV IWRET 2% drgae || 223 ||

IFET ST |

SIEE JHETEEl 3 Ao Ta | T

R TATG ATASFS IO A 1| 289 1]

A NI o [a)

gt e

TGN ffYearet et wuifa 1l ¢2x ||

gt <t Il

IoH & 9iE aiedfe a8 JsHevEdgar o | T
U 8 TaHed o G % U7 "G 1l e24 ||

287 STAREN ] | N1ggs Bh; ST
N2oo1-

288 T3 ] conj. ed.; T j N Bh.

988 AT ] N; AVYl Bh; A j.

288 TS ] conj. ed.; & Bh; 3T JN.

288 HgH | N; %G8 J; 5939 Bh.

988 TUTSdT | Bh; ST j N.

289 U] | Bh Nago1; B0
Nigss.

289 HWIE 9] J Niges Bh; 5RIE @
N20o1-

289 %3H(d ] ed.; T Bh (~ j); FaI
N.

290 @1 ] j Bh; @&l N.

990 2 1 conj. Bh; §d j N.

290 f%b'f'\{iﬂ'f] conj. ed.; feroom JN;
UM Bh; %07 Bhp.

291 ffaafFasy | conj. N Bh;
AfafafRas j N.

291 HHUUM | conj. ed.; FHUU Nago1;
qHE J N1ges; GTHT Bh; A
conj. N1968~

292 IWHET ] j Bh; 3OHEal N.

295 gﬁ:’%c[ 1J N2oo1; TRIE Niges;
Hffg Bh.

996 f931]N; ¥ Bh.

297 W] j; WG Nigs; TS
Bh; E&El Naoor.

298 |fY | ] Bh; A4 j N.

298 q& AU | Bh; g8 Y& A0 |
N.

298 UZA1 | Bh; THA(MFY Nigss;
TGIHL N2oo1; IHAT J.

299 € 1Bh; §E J N.

299 F&9 ¥ | Bh; 34 9 J; Fodl
N.

299 % W]NBh; & & ;% fd N.




300

301
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Sicaice (BRUIES ]
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IaEgs RiEei 9« 215

AHHICTATAE FATHGHAT T2 Un“e@ | e
SN aalea A ag gl fSuuTe || 22w ||

ITHTE G2 TUT3IHEU o

ITHTEISHR] faigsig Sy ®au 399 | e

forerivaui g fafg & Srfesmannset || e |

ITAEI3N ST |

GUTGSTUTAUTEY TEUTREaI S (Mo 2Tl | e
QIS0 GO TFARHNE o9 da@=el || ¢2] ||

foreriegul 7T I

Mt S@e TUs GASIHUEE qHEE] | el
QRS AQUTIHUUTR I8 HIGHBIS || o ||

300 STEET] N Bh; STHESE .

301 WWWW] conj. ed.;
STHIET T 3 N; A
aqed 4 Bh.

302 TAEA | conj. ed.; TEY N Bh.

302 F | conj. ed.; FI § p.c
?;531-”(2{ Bh N2oo1; F3R Niges;
FHa J a.c.

302 T ] j N; f4et=101 Bh.

302 fSUUTE 1§ N; 2001 3 Bh.

303 fa%E=T ] j N Bh; T2 Bhyp.

304 fore1fe@mi | Bh; fOrstieon § N.

304 Ta¥g ] j Bh; f&f¥gr N.

304 Qﬂ%ﬂ'ﬂﬂ?ﬂﬂ%ﬂ] conj. ed.;
SEETTASTE R J;
TRIAASISTARIEST Bh; =aT=et
IR AT N1ggs;

HSMIATATARE Bhyp; T=aT
1o ST Nago1.

306 "T{]J Bh N2oo1; ¥ Niges.

306 &41] N; &4 Bh.

807  FE]) N; {4 Bh.

307 998 ] ed. (~J); ¥ N Bh;
HAFE Bhp.

307 49@=s1 ] j N Bh; 99%{%5 Bhp.

309 S@E T | conj. ed.; FHET JN
Bh.

310 U7 ] Bh; 0T J N.

310 TFHUUTI ] conj. ed.; THUUTE Bh;
FUUE J; FFE N.

310 32AE ] conj. ed.; I Bh; &3
N.

810 H1@TS ] J Bh (~ Niggs); hIeredl
N2oo1.
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STUFATF 3Tl

TE Uasv Asidl 9ol FHL | e
SFET TF G IWEFETFSEomH g 11 232 ||

IUFEEE! 2 |

GATITEUIEYUU] J07 GHGATT IO | e
[12a|ISAEGE TG Sgaevl T 728 11 <32 |

EESE]

T Ieel FYOT e qcfe Blg IsHaT | e
sforeifhaenTsdl sfisll 98 UuEE 1l 33 ||

Ieell emfvreIfhusTe STt 1|

1 TSI VTSV T3 TE [ e T 0T REEq T | e

TR R =g g =Tt |l 233 ||

311 BT ] N Bh; =5a .

311 WSl ] conj. N Bh; A=l J;
Hial N.

311 a0 ] ed. (~J N Bh); 201
Bhp.

311 TS ] N; $U Bh.

312 TH ] j; TEl Bh; TET N.

312 937] j N; 937 Bh.

312 SWFET | N Bh; SUFA J.

812 UIH1] j N; T Bh.

314 WUT.]J Ni9es Bh; HEU—UT N2oo1.-

314 a0 ] conj. ed.; IOV J N; a0 g
Bh.

314 =011 j Bh; L3707 N.

314 AT ] ed. (~ Bh Naoo1);
ﬁ—{:"’ﬁ%{ J Nioges.

315 I=EE ] N Bh; 3&SE3 .

315 = ] ed; 93 Bh; =g j N; 9l
Bhp.

315 SEFETT ] ed.; STEFATT Bh;
FrEE I FEFI N.

315 @] ed.; a(?) Bh; T J N.

315 UES ] conj. ed.; 92El j N Bh.

316 73"[1 Ifh Na2oo1; 9T J Numx.‘ .

816 Fs93M ] Bh Nago1 (~); 3HS
Nigss.

316 I ] Bh Naoor; 38 Niges;
3E3 J.

317 =41 ] Bh; 74T § N.

318 I NI | conj. ed.; IsH=AT
Bh; feariorst RE et wioreq
N.

318 &I ] N Bh; 7 .

319 371 ] j N Bhp; 3@ Bh.

319 937y ] ; fOrsr=s01 Bh; s
N.

319 H@MOe] | J; G@Oiet Bh; Ar@viie]
N.

319 fuEd | J; B3 N Bh.

320 ] jN; = Bh.

320 H=ZU1 ] 3; 98UU1 Bh; =500 N.

320 f337g01 ] J Niges; 37801 Bh
N2oo1.




321

322
323

324
325

326

327
328

329
330

331

332

sl THN A # 217

Uy ST |
SIS U7 U= VUi FESIEHS Tee | e

J0T € q=8 Wug sl weegeeid || Ry |

Frre] THA H

IV} 600 Hieqdu § qrast i | T
STH3] GEEHMHUUTCIaUUTguTETat HiuTet || ¢:4 ||

EIEEICEI USR]

% qg %9l g@1 %4 [Sdmio =9 9T | LR
JUUTTS IfSHFNUE & UL IS 1l R |

TS TTeTsqE 12b] Jerafe o | LI
TEETIRNE ] SeiE SH3 ¥ d=iaE || 2¢ |

qremgsHe e |

A O\

AT U 79T TR Uig Uiereesd |l | LI
TRUTRTUNSTEU] FIEETETST T3t 1| 99 ||

321 YUIER ] j N; UUiEE 3543 Bh.

392 3] j N Bh; 3¢ Bhp.

322 ¥WEAN ] j N Bh; 9231 Bhp.

322 HAN{ ] Bh; 14 J N.

323 URISl F2E | conj. ed.; (eI FT J;
&M T N; At 983 conj. N;
g3 g Bh.

324 9] N Bh; T conj. N.

324 9z ] J N Bh; 98 conj. N.

324 ¥ ]Bh; @ JN.

824 A3l d] conj. ed. (~]); EREIN]
N; qf#ell [ Bh.

325 (U=l | J Niges Bh; JMoT3T Nagos .

327 &1 conj. Bh; T J Niges; 3 Naoo:.

327 &40 ] ed. (~j N); €374 Bh.

327 %49 ] conj. ed.; 3T | N; T1g
Bh.

327 &AM | conj. ed.; 3FTEM J; TE™
N; 9@ =H conj. N; @31 I Bh.

327 01 =] j N; fore1 Bh.

327 HT ] j N Bh; 92T Bhyp.

3928 AU | conj. ed.; 3TEET J N Bh;
3TEF conj. N.

328 IfSHMULIN | conj. ed.; STSATI
J; STSATI Bh; =S4T N.

328 dEH] conj. ed.; &G 31 J N Bh.

329 7% | N Bh; 38 J.

329 Hs3id ] N Bh; #55Id J.

329 TISTSMTEI | conj. Bh; TISTAET j N.

330 Uff€¥ ] J N (~ Bh); /% Bhyp.

330 STTE ] conj. Bh; STE J N.

330 Y=g ] N Bh; =98 .

332 fofg fOie@eed ] conj. ed.; Figgsl
318 J Nioges; fUg31esT o Bh
N2oo1.

333 3TV ] conj. ed.; TIT J N Bh;
e conj. N.

333 3T ] conj. ed.; GIUT J N Bh.

333 9EsT | conj. ed.; GERST J;
=AU N; 934 Bh.

333 &3 ] conj. ed.; T3 j N Bh.



334

335
336
337
338
339

340

341
342
343
344
345

346
347

218 # MIRROR OF ORNAMENTS

Aot ST |
T TEIHE HTH TH
fag famewor =l =R/ |
Wcrr{w“ i o] fogiqaiasl
WWW
TSagaYE Iq0i qui || 230 ||
eI A e ||
FHEAIUTAT ]
HTF UM |
IATHUT ]
IGIVUTRUMS 3T || 232 ||

ATAS ST 72T |

e

SERINER REEREE BNt el e
TSR S 1| 23R |

$34 Wssd ] Bh (~ N); A= J.

335 & ] conj. ed.; @3 N Bh.

336 TaFEUUT ] conj. ed.; THEUIT J Niiggs;
AUEETEU Bh Nagor.

386 UIfEX ] Bh; UrE=R J Niges; forfer
N2oo1-

337 AfEUNOME | ed.; FEUwqor=met
IATATHIA AR J; FEA 07
N ITTAVT FHiesed TEET Nioges;
HEET Bh N2oo1. J anticipates the
following verse. Bh (and N2go1)

reverses padas c and d, and reads
pada e as the first pada of the
next example.

337 731 ] ed.; T j Bh Nago1; AT 37
Niges.

338 X ] ed. (~ Bh Nogor): T
Niges.

338 3107 ] ed.; T J Njggs; WIUT
Bh.

338 fasJ ] N Bh; 5 .

338 W% ] ed.; 5@ || 220 || J.

339 =& ] conj. ed.; T& J N Bh.

339 Ul AU ] conj. ed.; FTHU J N
Bh.

340 TS SHS STET 1] Bh; om. N;
TSR .

341 HIHFUAMNE ] ed.; om. J N Bh.
Based on Wﬁm’”ﬁf{ﬁ, read
intrusively in the previous verse.

342 HTF ] conj. ed.; FEY J; HIA N
Bh; <0 Bhp.

342 M= ] ) N; = Bh.

343 IATEUVT FfA3i ] ed.; om. J N Bh.
Based on WW@, read
intrusively in the previous verse.

344 WW@] conj. ed.;
iU st §;
@ﬁmmﬁ N1968; 31\1“
TS Bh; 259 3 qUTs]
We’i N2001.

345 S¥3t] Bh; ST § N.

346 T(E'DT{ 1 J Nig6s; TAU'WT{ Bh N2qo1.

347 ATEHEME ] j N; 9¥EH Bh.

347 |EMH ] j N; €M Bh.

847 HHIE | J; WA Bh; THA
Bhp; Hm N.

347 Ff5s ] J; Ff N Bh.




348

349
350

351
352

gFqrSHed e |

ITEER # 219

I Fi GTE 7y H07 HA113a] U0 HrEHST | T
OIS0 91 B |iEslle B T argrae | ¢33 ||

20T T4 g 99 U1 Bifd ATEITSICIUT % | e

quT faerl el TE fog =et ggean || ek ||

T TFFREIU AT || &2 || 3 Hag |l 1| ce ||

348 qT3T] Bh; EE J N1968§ q?{ N2001.

349 W {43111 N Bh; HEM=T J.

350 9O | J Nioes; JUTET Naoor;
JfUvrSTi Bh.

350 F< 9] conj. ed.; %< J N Bh.

351 U {4 HE FE U] conj. ed.;
a—éﬁ HUTH W J N1968§ 3TU-U\T
f3 HUTeT §4T U1 Bh; 3 a0
STHATUT Nagor; 375 0T SFEE0T
Nige4.

351 Eifd ] N1ggs N2oo1 Bh (~J); & fd
le)U|~

351 TFHISRN | conj. ed.;
GHATATEV J Nogs; TN

fEOT N1g6a; THAVIIEVT Bh; GAAT

352 ?ﬁﬁ] conj. ed.; (U Bh N2oo1;
SEll J Ni1964 Niges.

352 TH f&@ ] ed.; 7T j N Bh.

352 T*:T%T] conj. ed.; =] N; EE| J; Ot
Bh.

352 Tgedl ] conj. ed.; EE?GU J Niges
N2go1 Bh; T Nigea.

352 TUUT ] Bhp Nago:; F0U B oot
Ni96s Naoo1; T90T Nigga; T9 Bh.

359 TH | Bh; T J Nioea; T
Ni96s N2oo1.






Sanskrit chaya

ooaNe .

G-Il (fa=ae) frAe e s R- 22 (oIRIH) | gid-3fest = wred
o YUTHTH: TaZ-guTEaTq (oa0TEd) || £ || e Hreai Gaiior I atwd wei |
TAGEHR UITH: THHR FHE-HEAMH || R || TTA-GEAY @G FGHR I+
romY | FIH-gEEa HTed afd TeeE S | 3 || RS Wyt
FEId TGRS EN, | IEFA Tg-Fawd FEAMT 1| ¥ || STH-ETH-SITF-
QHTIITEITTE-FaRET: | T8-S - T -TaE-AiTed: || & || ATTEEd-
gIEd- Y- G- | i aras e Geee 1l & |l
Tl 3 YHIGRE SE-ONgHl | FEAe-PRAr- Uiy 95-a4 1 o |l
SAUSIEI-THATNAT 30 ATEAURIT | SIFATTHIGE Iel J1 = 99gi8: 1| ¢ |l
iR o S FeRH qo 9 | SHeTTarse-afad-aHE: G 1l < |l
TATE-AET UG Hey AfdiSdl AeH: | Afiw Iuhdu fRagman Jema: |
2o || STAMH AT IN-FH1@-FhHA-HUH-afdas | STHIET Heeal @9d 00T &g °1

IYAT 1| 22 || e Ukl §A1 "ol 9 fEuew 9 | Yl el gge
WM =WgHST || ¢R || ST U= qoad ez = | g qur =

forepfouan =1 GEeRioEn: || €3 || afiaeq SO\ a1 wafd JHE-aEg-& a1 9 | 79
fra-faTfe-Tedy Fea-Tu-acaera: || 2% || Jiqasqu a0 || Sure-BeEi-gar:
T gl Wafed T | HY-EoT §-FgHT RVE-TAT (9) aEEl &6t |
eu || TUT-TieraT AT WU O gRATAY T30 94 | SUHE: e aedt ITAmi
et GrEHT || ¢4 || UT-HlodT 1 || TFYsh-add 99-FgA-G-54 M e %esh
3T | 981:-TIS FEHT THIS-AS TYHAL || 2o || STHAT FAT || SAT-(HS-F v -
TER-AVSA-GF&- a9 | 99 q9d FHGN THE-&AT SFId A1ed 1| ¢¢ || &
S A I et wata oty | gz i Gaeeata i e
A@GAT 07 || ER-FT 39 G-FHG TWHMHT JAHH-T=3T4 (o) | TIR-SST
FR-HFLZNNG GE-gA 1l 0 || FEOL-wdmm 7o || Fsaiiiga-yaa-avee:
I-ARG-aT: (FIaiEd., o3F.) | 714 Y& 39 & Uggeacd a8 |l ¢ I
T G 7 @A A1 TEd 9 g qard GO | A g9 FAE-SE 91 el
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U IUAT || R || HYOT F1 || TE T8 @ HAhl-H O G | FHOE
- fEa- ey -2l Tgarfal || k3 1| EIIHT AT || 2 Ay FIER IR T -ae-
GEE-: -3 | - MR- RGO A 1 Y || ST g
a: Jgen wafa | Sudiad STRA aEdt ST G I Al ]% || AgSIHr F94 |
T FF-01: FF-TNE AT | 7e- ey - sRo-gaEqe
THT || & || SIOGAT 1 || § oA IE-HHGIS-TAT A1 S GO 9199 | Jed
AL FI-SAMTH-AE: || e || GHEIMT Ie&dis faTefd 9 yadrigse |
AN TIER M || ¢ || SufghaT 9o || fH-5q 9% 9.
P Grchval | fofEda gr-em 7 Sefd a9 SRERE 11 Q| = g9 |
T fome § i fgu-sm-fEas | saa-ges achifdaee-ata |l o |l
e greaq SUHA 99 91 WRIAM | etz a1 99 wafq qoad |1 3 |
faT=aT o || 99 YUesd T YoId Yo Uhel IgH! | Tem Haead
FEAA-TEAATERT 1| 3R || TAIH T || go-Rmg I Fo-9are: giar
gl | wo-fgge-uae-fafaa-em-ge: || ® || ST e wgfa-saueEe
7 a1 faer | rfeEr-aitrar anfarran woaa ST 1l 3y || SgfafeeTE g il
- TT-FATA TSR T T&T | S-S - Tex geafa ||
3w || SfqRrETEr 7o ||wwmwmmma&%ﬁ1%iﬁwlww
ATGIGSITAL: || 35 || 1 TEREeAd Tee: |1 Wy Wata gfarafoar | whee-
oo 9e faepferar fgfaem 1| 3o || gfafafordrmn == || 281 W-Fes s -ufad
e #e | fEaa Tt e geafa See || 3¢ || T e teraa
T || IA-(- M E-HHied-aea-U- =gl | TR-SN 39 Sgiel araEdi
FE 1 3| Fge-Eweadr T T e || g¥ IE-Sa@U AR e a1-
T 39 | Y- I F0ied Fed || go || IuHE gHEd |
ISTAFATHIE 99 ®9d s &4 | FA-0-977 % TEU=ie &9% &aa: ||
we || qeq fgfas S auea-uerd- eS| vod fgdiaaes-sx-afEfernd
Tafd |l ¥R || G- aEg- %0 0T || -9 JeTed GIg-ad-[ehoT-5ae- a2 |
A-FGHGS TH-TAFS TR || 22 || Theh-3-%0% I || 3{ferd-ugd-
AT ATq-METUa- e -ae: | "iesata A -3l Fga: adigaa: | ge |l
a1 ARG gdentll AR FdT: | 3] SV TT GhSa-ETHmREd || 9y ||
o Y%A I PR | GE-ASAAIad d qoitea Sias e 1 ve
FE-ETEH TAT || =T TTo51 Ao GHeEard-TenoT | J6-T01 gOm: 9Mea-
O "EST: || g || HEA-EE FAT || GFRAH a7 IR0n fifdted T |
e TETed Rl qHITET W= 1| 2¢ || T=a-S10e 20T || R0 o7 3
TIET IE-JUE Afd-fEET: | W-AEEd gael FElde Tl War=d 1l 91 I 31&?-
Hford ety afess goen wafd @ | ue-aui-ae-fre s fgfasrsgom: |

wo || ST AT || %1 5 Fod o {1 o1 Won-gesfeh: W4 | Afoaag-sifeuantsr yafea




Sanskrit chaya # 223

TG || e || TEIEITEr =01 || TiE1-9f8 g @&H Te-3miai qb- 9y
Y&THIV: | TANG A-ga Blosh-Ga: Hd FEwd || 43 || TUgurEr e || 9= |6-
S-S - - H -2 TB-T=M: | F-YT-FGA- GGG T 1] 4 |l
77 i SprfashT=aiey. T9+ | foi=ad 9 a8 AfasEAmisss: 11wy |
AfREEGER a1 || A T-ffed-wi 9 wieeeady- v 0s-agad | ad: &9
ferfersara dre-faferdn o a&am: 11wy || FERTaSTorp Rl Ium=aeer g Segfaei |
raa fRwwEweTEE g TR 3 1 we || RReeEm e | i e FRrg
M AT TE@-I-T=ga: | F91 TEaa-did: qugdsta: T 1| we |13
oy T9 gHifeqe BFad FRm-gomE | | onad fEfeer Tagusrra-ae || ue |l
TIIE 2T || A S Tl A W - EAETan e | S a6y e Ao
Fd Afeudraad |l 4’ || SATHAEH T || TF-TeR-78-3ord- VY- - [53a-FH-
WeEd | 99 A= FRlEu Garel 9od || &o || Wafd TavEl Sidesafade:
TATGRIM-BR0H | 373 T eI Fed Han: || &g || Sifagen || RRr-ga-
FHSHI- YN S-AE-FISAT ATH-aE01 | Fead [Ha™-28 Iufeual are: geam |
&3 || SATGHT 70 || §:HE-IAMI-TY: | GeTe@iod-1eecaqiy | di9-srel g
Fraf -TATED 2-2B 11 &3 || Tpe- JES-8] AHEFISY HUFASTHR: | 34
-0 A Fafa T | &g || W 39 || S-Feva-aemgasEsa
form TqeT | vt 9-qUaedR e Featel || &y || - Aot || ot
THA T o THeIq-T8 T | 91 FHHeaeq I gea faoaferd & 11 & |l
FA-AM0TT TR TN The FumEead | & gafset Bt =qiel Jafa #e )
go || TEIUT 1= || E9-TR1-FHS-FaGA-YF-GUMAM! ol S&H | a1 d-J-
FAT-AEA- I THG-AER: | &¢ || BApn 2= 1| 4 9=fq fove-#me-gwr-fag-
GIVGAT-EY-TEH | GalTg-Faa-Hifs-wiad R T9a || &2 || =Sqaon =1 || 9
TG-S HATATY- -3 | GRS SLa=s-HHa |l wo |
STUTRI-UTH-FET-EuaT HTedl wafd | qor-Beami ey witrar e gfa 1
o2 || GHIEAT FT | AcA=q-F Ua-Fray-aaree gaqamHEm | Sfeqa-s faaag
Tgdl ASI-TAE: || @R || Tl 201 | 99 3N T-3RER-O9sa%: qEhe-aiord-
ZBIST | Afomafd Fae IR-ARAL-TGT-FH || o3 || ST G& Hforear e
7 WS | TR0 Seediid: @ WY Hag: |l ey || 95el 99 | 6 FHeHaq
gl 6 i 9 99 g |78 9@ 99 99 9-H@mEed el |1 e || [fq fFue
Prarfeqeanty wafa a9 wefafy: | oI e |91 seaeai: |1 ok
o == || T STE-eAgad TERS T | - IE-ITAISTIE 3TH-
e TREad || e || 379 U9 3I9Ld: FERAd 9 Wiash! wiow: | i qafd
T q R R 1 e || FEREEETI A dEIEE | geAaisti
TET HET: T SN || o) || SAE0e qdl S+l UshIshad Tame: | S
T g W || ¢o || ST A0 1| T 7 [Ha-e-Fraena s
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T | giar MEEY-IY G- 2o || ¢2 || S=aheEn Fo || 3
T IS T9-T-Fcdhl TSES | B H-AFA-GH 7 H1E-H0T-879 T |
R || ATl Al &uvl g9l e | aEqA WUM e ° 9]
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-qEAd PHAT-GH-FS-THH FRIBd | [o-Aafs-T=d) SEd Seesr: |
¢& | Soo®i 41 || fageq v e afesmr S ey | v uiaver
T A faeg T 9 1| o || HRIRRA || g a9 sl TR-ana 98
AT H: | FH TG TS0 aE qh=d A | ¢ || SuHA 99 hiEd A
Trgfedard | dieafazree JamiaRmE qos: || ¢’ |l gl || 9 @g 39-
ey A - TR F o VS Fe-E-T9Y | 43 a9-[HeTy-I9-A9-AgY @ T: |
Ro || YT T || Hedl cafy 28 A1 Sqeaeal: Yewiasa: | 9 afg gy
fosafd gea¥ 99 29 U9 || %2 || Fig-Ae@gaEana g s=d e | 9:
ufgdl e I Ak st g 1 /R 1| FEgE g9 || 99 aREeR fFegia-
TA-THOT- - AIRIA-JAI | YAWmY So-Rran-atedany 7 wafa e |
R3 || HETGHTE-SAIGTAl FT || HIHS-THUN-Eq-A-aRUiTeq-fashe-aat: -daT o1y |
q TS~ ARGl HEAed IR U Fdl || /Y || aigal 9 || R-gE ga-
UG- ~l-TH-H0-HH (@ | T8 STl o JEran 941 gaan |l /4 || 553
FRALIOTAT T A BRad HianT: | Semr-Ih - segT: 1l /& |
T AT || FR-H - GLF- Al G- -l | =g Ammee waf
9 UG |l Qo || BRI 9 || A1 A FEEal | el @ sy (=
T q9 Tg- I FUFRHAAET gid | o || IO F || AR-EE W
o qoaaed G gaid 9ost | TS 99 &1 9 9% (F99) %4 I 9g
TG 1 /R || SUHUIH &d a9 G 99 3 | 9 §9: Gergudl-sg+al [aea: ||
too || HEITh-AW1 Fo1 || il =1 g |gaan I-fEfia-=smEn: (F9@.) | e
T aF et (FEmEd:) OIgE @ || 2ot || SHHI-ANT 47 || gUed [rEd
TEH-IEE G T | FIFHA-Hel - Aal Ad-g&d=1ed T4 || 20X 11 7g-
G F || -G -TATeA (F%9T) TH-HEIA-SHa (H.) | i g
(3TEF.) T & 9 TIF-9 A || 203 || G- TVI-HEIf - SIS TR1 e
77 | Brad e Tgfa: o1 SAuQRegiaEd || 2ok || SAUSIREGae || Fa
THid-SesHEE-TH 5 IRME | goameh =M TRER FFad gomtaeaan 1l gou I
TUI-FECA-TVE I EFEd A0 G0 | Mafd GH-H1S-CRA1-A0T: GHaTd
q @G || g0k || GHANE I || Taoied W U Bhad d-aia-aeior-faee |
G- d- A0 THA-HEAIETA | 2o || ATEIATTHIS Breh - fErgh- et
o | gAH fose Tt @ 3 1l Ro¢ || STURAVER! Il || 4




Sanskrit chaya # 225

T T AYFAT TA-ITFSH | T TH-STHISTH-HTANTEl A 1| 20 |
IHE AT || IH IE AU gEAt oF 98 [efid gaRM | TE-U8-Uga-
@ RA- T -S|l 220 || e 39 TAEOMHR-CFe-=aTE0: | T2
TS ERI-EINOT: W Wearszl: || egR || TSI Al || Hfe-fArEhaeE . 99
TORICHIAITYA | &l TET - s i wfed: 1| 2eR || Edaean
GleqrafcRANUTganT | Afaferd- e wafd arfazmer 1 g2z 1| ISel
71 || 7299 IRA-Ig 39 Aod-ARG-5-99a | TRfod-Ag -9 e-od-a@-
TEEiel ¥A || ey || Rtegnm-feadmly @9 | sritegrariaeae
quifeg 11 eew || HGBFN || 99 G& IR [REE T JaY-A9-IgarEe: |
T q9 To-HoIMET & & 7 AEdd: || 225 || Smeiaer || 3R -Faiede-
TR Heh-FHGII0T a1 AT=ra=q | f5-T%-quiea- A - Hd=-gerem 1| €2 |l
ITEIFHAGTAT 97 &% ST | e wg fARE wERiageur-adead |
22¢ || STATETE AT || HUNA-TI4- 30 RHI-LE-Ie- i d-TTe-291 | Tafed-gam
ORI H-RATHT=E qaatelt || ¢R || 83 o1 || S¥Efa SToHd 3o 99%e-
TIHE-99 GHEET: | U [SoeAM- &0 Gg=dl: T29d H-3h1el: || 220 || 9afd &9
AT TT=dl EIBUTEEA | SHLTT HATHETTIaAH T || ¢:¢ || SSALmaFat
AT || GH-fEeA-E Yt a9 gFgAl W | SEUad Ba-Aes SAashud
TR 1| 8RR |1 9 I TG T IEGRIGES: | st ue T e
TR |1 €23 || THT SO FT || S[H-3758 FT || fental = Jaid
TEFE-ARAHA | 71 T9 98 U&d TaasHa-0a@-954 || Rw || S-F=1-a1a
foh-uee wt-Sae afoatafa | ame gfd-am-Rrar-aul-gaeear |forad 11 &
Froraregil 71 || & 99 wuvr afe w4 feamioia e | o 3feea-gaasae
TTEET: AT 1| 2R || NTE-HEATA-Td qranaraeqerate- e | f: 39-urg-2rd
AT THE T TE-FE N Re || wEiE-emE e 1| A A Sed fe e
lewmw AT WEAH || 222 || HEAT=aq-qHe I ||
TEq FAH: FagH 96 w8 faerad qamie Ry | weaiorend e
e T ggsae g | 9q-95-995 JouTws §9% || 30 || qenad
TS AT || F73-FFA-ANG Fve@ TA-AMNEH | SUHAT Hisagearadaesy ||
232 || MMAfe-T9E I || G -T16-J0% 7 || 99 F1F HUF FTh- Fdl a5
Trefyar | wforen a1 e qEif: Tpefia |efdew |l ¢33 || st e
e ATEATIAT H1ed | O Sah! Wid U feiE e 1l 2aw ||
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Vowels

Independent form

Dependent form

L}

w1}

Q1

ku

mu
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Consonants
ka kha ga gha na
kka ggi ggha
ca jha na

(@) O =
5 g 5
& * o

.%: IQE .
.t::
: l
o
|

(@)

ca

* ch only occurs as a punctuation sign. The manuscript writes the conjunct

consonant ¢ch even in cases where ¢k is metrically guaranteed.

ta tha da dha na
L S
tta ttha dda ddha nna

- w8
ta tha da dha na
a: A -

tta ttha dde nna

o
o,
=
)
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ba*

bba

o o
o =
= )
)

ma
mma

* b is indistinguishable from v in this manuscript.
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Glossary

The glossary entries consist of the stem of the word followed by its class, or
if it is a noun, its gender:

WORD CLASSES GENDERS
adj. adjective m. masculine
adp. adposition n. neuter
adv. adverb f. feminine

num. numeral

pron. pronoun

part.  particle
v. verb

What follows in square brackets differs depending on whether the word is
tatsama, tadbhava, or dest.' Tatsama words are identified as “ts.” or, in case
the only difference is the place of articulation of a nasal consonant, “*ts.”
Tadbhava forms are followed by either the Sanskrit base from which they
are derived; in case they are derived from a slightly different word than
the corresponding Sanskrit word, the form is prefixed with =. (Note that
I consider verbs to be tadbhava forms and list the corresponding Sanskrit
roots, except in cases where the Prakrit verb is formed from a causative or
passive base, in which case the base is listed.) Dés7 words are identified by
“d.” These will often, but not always, be followed by additional references:
DeNaMa refers to Hémacandra’s Destnamamala (Lexicon of the Regional) and
Siddha to chapter 8 of his grammar, Siddhahémacandrasabdanusasanam (The

Tatsama words are identical to their corresponding Sanskrit bases; tadbhava words
can be derived from their corresponding Sanskrit bases by the application of
phonological rules; and dési words either have no corresponding Sanskrit base, or
the corresponding Sanskrit word has a different meaning. For more on these terms
see Ollett 2017: 153-161.
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Perfected’ Grammar of Hemacandra) . Noun-forming suffixes unique to Prakrit

are noted.

Afterwards follows a list of the forms of each word, followed by a

morphological analysis and each of its occurrences in the text (+ indicates
that the form is found in the prose tag after the verse). When the word is
the last word of a bahuvrthi compound, this is noted with [bahuv.].

MORPHOLOGICAL ABBREVIATIONS

1 first person
2 second person
3 third person

abl. ablative
acc. accusative
atmane.  atmanépadam
bahuv.  bahuvrihih
conv. converb
dat. dative
gen. genitive
ibc.  in the beginning
of a compound
imp. imperative

& part. [ts.] negative particle & =,
ibc. 77; ¥ ibc. 113 (2 times), 121,
123, 123+

% m. [ts.] lap & *%. ibc. 69

T n. [ts.] (body) part € ¥FME
n.pl.nom. 110

AU n. [*ts.] lamp-black, kajjal,
kohl (used as an eyeliner) &
SISO m.sg.instr. [bahuv.] 35

T m. [ts.] end & T3 n.sg.nom.
[bahuv.] 130; 3T ibc. 46, 48+,
128, 129+

d@l m. [*F] ender, killer & iqei
m.sg.nom. 60

Sf@® n. [ts.] within; another &

instr.  instrumental
loc. locative
nom. nominative
obl. oblique
opt. optative
parasmai.  parasmaipadam
pass.  passive
pple. participle
pres. present
pl.  plural
sg. singular
voc.  vocative

AR n.sg.loc. 79; EREU) n.sg.instr.
56

9 m. [¥MH] mango & 9. ibc. 116

g n. [3‘@] clothes, cloth @ sigei
n.sg.acc. 81

ST@ m. [39&] mountain R @
m.sg.loc. 84

EEA adj. [AfTR] gone beyond
#[ged. ibc. b4

AEH adj. [ARTEH] very rash &
EEH- ibc. 51

gl m. [AfEa] exaggeration;
superiority; a high degree &
AZAo ibe. b, 34, 35+, 54, b4+;
AT f.sg.nom. 13, 34, 113;



AT m.sg.instr. 31, 89; AFTAT
m.sg.nom. 7, 89, 90+, 91

HFS T adj. [ts.] not from a good

family / not clinging to the earth

B FO m.sg.loc. 105

T m. [&9] disavowal & e

m.sg.nom. 59+; AT m.sg.nom.
58+; WFET. m.sg.nom. 58

W m. [=17] fire & ¥ T ibc. 59

AHA adj. [¥@] exceeding & FH
ibc. 3, 72

ATHE adj. [¥1GgZ] exceeding &
AT, ibe. 104

s n. [#&T] eye & o= f.sg.voc.
[bahuv.] 23, 35; =51 f.sg.nom.
[bahuv.] 65, 119; =Ds ibc. 45

A adv. [39] today & I 75

o= f. [d.] woman (DeNaMa.1.50)
& o5 f.sg.nom. 125

AE adj. [A] rich & =& f.sg.acc.
[bahuv.] 1

o0 m. [d.] lover (DeNaMa.1.18)
& =101 m.pl.nom. 39

fUTafeREet adj. ESRIEG unexpected
& wrEfEFEet. ibc. 71

AY adv. [3F] afterwards & 37 88

AU m. [1gANT] application &
SAUS m.sg.instr. 113

AU m. [AF99] alliteration &
VLT m.sg.nom. 50, 51+, 52+;
M. ibc. b

AIG adj. [¥A95] linked, bound &
S, ibc. 65

AUMME m. [¥FITE] majesty & Ao
ibc. 93+

SN n. [~ AFIEE ] majesty
(-ttana- suffix) & ARETITE
n.plinstr. 92
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A n. [FAM] inference &
UM n.sg.nom. 8, 108, 109+

SR v. [#19\R] to resemble &
AURRE pres.3sg 31

& adj. [39F] several, many &
A0 ibc. 37

AU adj. [A4] other & 00
m.sg.acc. 80; JVTE m.sg.loc. 82;
0Tl f.pl.nom. 127; Uy m.pl.acc.
134; =00 n.sg.instr. 61; U0}
n.sg.instr. 61; 3TU'UT\Tm.sg.nom. 78,
80; =TT, ibc. 64, 81+, 103, 109

SUUTIRER m. [T
accompaniment by others €
AU AT m.sg.nom. 83;
W‘ﬁ@ﬁfm.sg.nom. 6; STV
m.sg.nom. 84+

AUUETE m. [FAT9E] reference to
something else &8 STUIEEH, ibc.
80

Y m. [QT?}] meaning, thing,
purpose & T m.pl.nom. 111;
ey m.sg.nom. 45, 80; A, ibc.
38+, 42, 84, 126

o adv. [BT?EH] for the purpose of
& ok 72

YO . [T
corroboration &% STaUTaT
m.sg.nom. 6, 83, 83+

seft adj. [31F] one who seeks
AT m.pl.nom. 184

g m. [*¥] half & g, ibc. 50

AYYAITET m. [RIIIEE] mention

out of context & FTTYTIHIT
m.sg.nom. 108, 108+

YRATET f. [STRITHRT] mention
out of context &€& TSI

f.sg.nom. 8
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¥ m. [3FH] repetition &
S m.sg.loc. 130+; =Tl
m.sg.nom. 128

T adj. [31%] deserving & &eed
m.sg.gen. 129

ASHNRA adj. [~ ¥@Fd] ornamented
& FSHNAE n.pl.nom. 4

S@HR m. [ts.] ornament <@ AGHR
m.sg.acc. 2 (2 times), 115; JEH

m.pl.nom. 10, 96; ¥FHFR m.pl.acc.

4; JFHNE m.plinstr. 115; ASHRI
m.sg.nom. 54, 54+, 56+, 64, 80+,
86, 86+, 126+; &N, ibc. 1

ASHERZT adj. [~ ASFNAA] those
associated with ornaments
(-itta- suffix) & FFEREAE ibc. 76

A& adj. [F5] false & A=t ibc.
103

AT m. [3EFE] part & AT
m.sg.nom. 9; ECECH) m.sg.nom.
121+; ===, ibe. 121

ATRA adj. [T past & ATET
ibc. 58, 59+

=S adj. [F94] unhelpful,
unhealthy € @=3TE n.pl.nom. 51

EUEd m. [¥98d] denial &2 s@vEaT
m.pl.nom. 7

fvgs f. [#gf] denial & *m@vgs
f.sg.nom. 89, 89+

@A m. [ts.] ear ornament @
a6, ibc. b5

AR adj. [ARA] unremitting €
ARt ibe. 44

A adj. [ts.] incomparable € S/&HT

f.sgnom. 12, 16, 17+
ol £ [ts.] sword & =¥ ibc. 47
¥E part. [¥] next, then & 1€ 64

A€ pron. [*EH] 1, we & H sg.acc. 44;
2 sg.gen. 59

SR m. [*4R]] lower lip & ST
m.sg.instr. 35; W& m.sg.nom. 57;
&L ibe. 70

AT part. [F9ET] or rather & &l
59

e adj. [9HF] more § Afe adv.
79; =t f.sg.nom. 22

AR m. [2FR] context <@
*{f&eM ibc. 108

afed m. [39] lord, king &

oeIR@ m. [AT&] mirror & ATHRER
m.sg.loc. 111; =& m.sg.nom.
8,111,111+

qME m. [#fE] beginning &€ 2. ibc.
14, 64, 86, 128+; *TfE n.plLinstr.
[bahuv.] 45; *TEs ibe. 128

AR™A adj. [¥F4] covered up
A ibe. 80+; TN m.sg.nom.
79

SR adj. [ANW] disturbed by,
preoccupied with & ¥ n.sg.acc.
129

AN adj. [¥W] come & W ibc.
36, 129; SN m.sg.nom. 109

TS0 m. [STRTSH?] servants ¢
AT, ibc. 97

AT adj. [3q9] very red & 3TTd,
ibc. 70

@l m. [S@ih] a look B @,
ibc. 82

qERH adj. [ATad] fallen & smafest
n.sg.acc. 38

¥ m. [1Ed] whirling, whirl &
ST m.pl.nom. 39

ST . [ts.] row, series ¥ A@Z.
ibc. 128; @, ibc. 131+



@l f. [*R] direction; hope
T f.5g.0bl. 29; WM m.sg.instr.
[bahuv.] 110

S m. [3P¥] inhalation, deep
breathing € @M. ibc. 129

featel m. [*MEfaTE] benediction
& erieTet m.sg.acc. 115

o f. [#mRfT:] benediction &
ST f.sg.nom. 116+; AT, ibc.
9,115

AR m. [AHET] expanse & R
m.sg.nom. 26

% part. [F] indefinite particle € 3
79

TR adj. [3R] other & W ibc. 45

33 adv. [39:] hence, from this ¢ 23
7,8

30 pron. [339] this & 30 n.sg.nom.
75

T part. [ts.] the word iva & . ibc.

14
T8 adv. [ts.] here €& 28 41

i adj. [=fed] desired ¢ sfest
n.sg.nom. 48

S v. [d.] to look (DeNaMa.1.68,
1.86) & 9o imp.2pl 109, 120

Il m. [3%F] rising & I ibc. 84

IR n. [3IR] belly & I f.sg.voc.
[bahuv.] 18, 52

J@E v. [STWH] to reproach, to
castigate & 3¥@E3 imp.2sg 98

I adj. [3MET] risen @ I
m.sg.nom. 72

IH3T £, [IHIST] expectancy%‘z@> e
f.sg.nom. [bahuv.] 29

I adj. [15.] high & 3. ibc. 90

S adj. [%F] straightforward & 33,
ibc. 118
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IN@ adj. [359%] dazzling & IS
n.sg.nom. 130

IS £ [F:] energy € 3= ibc. 7,
86, 86+

IS v, [SEVTA] to illuminate
ISEE pres.3sg 122

3SF adj. [3F] left behind,
abandoned & 3=t ibc. 127

U adj. [39d] high, elevated &
JUUT, ibe. 131

SW adj. [ts.] supreme; greater €
I -tas suffix 78; I m.pl.nom.
7,96; IWE n.plinstr. 79; I
m.sg.nom. 96+, 97+, 98+; 3T ibc.
7 (2 times), 96 (2 times)

IqW adj. [33] exalted; elevated &
g0 m.sg.nom. 92, 92+, 93+; I3
ibc. 7

3 adj. [359] high, lifted up &
I630 ibe. 131

I adj. [ts.] heavy & 3g0
m.pl.nom. 53

S v, [39d] fly up & EEEm
pres.pple. (parasmai.) m.sg.nom.

77

I9EET [3@&”] seeing-as & I
f.sg.nom. 8, 113, 113+, 121;
I, ibe. 9, 121, 121+

INA m. [I82] revelation B IsHH,
ibc. 9; IS m.sg.nom. 123 (2
times), 123+

I f. [ts.] Parvati €@ ¥ ibc. 69

R n. [3] chest & H n.sg.loc. 65

ITEA m. [ITHA] sequence § ITHAT
m.sg.instr. 10

A adj. [3TRA] placed & Itz
f.sg.acc. 62
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ST . [STAT] to compare B
JAMHSE pres.3sg.pass 25

91 f. [STHT] comparison & 341
f.sgnom. 11, 14, 14+, 19+, 20+,
22, 23+, 25+, 26+, 32+, 34, 34+,
35+, 37+, 38+, 39+, 118; 399
f.sg.obl. 89, 113; 3T f.pl.nom.
13; 338 ibc. b, 9, 25, 40+, 100,
101+, 118 (2 times), 118+

TV n. [STHN] standard (of a
comparison) & ST n.sg.nom.
16; ST n.pl.gen. 19; I
n.sg.loc. 100; Ecoivel n.sg.instr. 41,
74 ITATO0] n.sg.instr. 11; IS
n.plinstr. 28; ITH ibc. 19

ITHA n. [STHA] target (of a
comparison) & 39 n.sg.nom.
100; Wm.sg.gen. 11, 41;
EECE|l m.sg.nom. 16, 25, 31, 34

I n. [SYEA] attention, care ¢
JaTgoTTt n.sg.instr. 131

DU adj. [*ts.] lesser & ST
f.sg.nom. 22

%% m. [ts.] thigh € 3% f.sg.voc. 24

S99 m. [I9F] festival & Had
m.sg.acc. 112

FT v. [VIE] to extrapolate £ F&
imp.2sg 134

T pron. [TAq] this € T n.sg.nom.
59, 118; W m.pl.nom. 10; TF
f.sg.nom. 121, 134; 1Qﬂ\Tm.sg.nom.
82,90

@ num. [TF] one & W@ f.sg.obl.
46; TEo ibc. 37, 38+, 56, 115

T adj. [T%%F] each one & T,
ibc. 42, 43+

THET adj. [d.] mutual (ly)
(DeNaMa.1.146) & T
f.sg.nom. 29+; TEEH. ibc. 28, 30

g adv. [~ TEEHE] now @ TUg 120

TR adj. [~ T@Eq] this much &
ufwet adv. 125; TR ibc. 10

A v. [*1VF] to withdraw & JEE
pres.3sg 32; WA pres.pple.
(atmane.) ibc. 112

F pron. [FFA] what? who? & %
m.sg.acc. 116; % m.sg.gen. 79;
% n.sg.nom. 127; 7 m.sg.instr.
133; % m.sg.nom. 51

HAU adj. [F1E1] golden & F=T ibc.
26

#A £, [F1] beauty; luster € =ido
ibc. 95; @t ibe. 35

% m. [ts.] bulb & %3 ibc. 131

%e@ n. [ts.] plantain & %3
n.sg.nom. 131

FHQ £ [ts.] neck & FR ibc. 69

% adj. [Fd] done & %o ibe. 130;
0 f.sg.nom. 133

% m. [®] poet & FZU m.pl.nom.
41; qv%% m.plinstr. 61, 96; HAT
m.pl.gen. 48

wFS adj. [®T] to be done; a task &
EhT?fn.sg.loc. 66, 133; HS
n.sg.instr. 56; %= ibc. 82, 105,
109

%A m. [*eh] slope & Y
m.sg.loc. 17

FUA n. [FTE] gold & FURL ibc. 26,
97

HUfger f. [d.] ear-ornament (?) ¢
FHOUfel f.sg.nom. 23

FE adj. [F] black; dark & ®var
m.sg.nom. 77

FA adv. [~ F4] how? § F1 66

%" m. [*H] sequence, order B Ey
m.sg.loc. 95



FAS 1. [ts.] lotus € FFS n.sg.nom.
75; FH@TE n.pl.acc. 73; FAA
n.sg.instr. 23; A, ibc. 68

FX m. [ts.] hand, ray € =% ibc. 81

FX adj. [ts.] doing, making & =T
f.pl.nom. 30

@ n. [*9&] the palm of the
hand & #%1@, ibc. 68

FI 1. [ts.] cause & FIOW n.sg.instr.
61; T} n.sg.instr. 74; % ibc.
82,95

wT m. [ts.] elephant & & ibc. 20,
97

%@ adj. [ts.] inarticulate & FF. ibc.
90

welE m. [FSHUS] cuckoo

FHBeSo ibe. 90

F@d n. [F@A] wife & F@T n.sg.acc.
38

%ed m. [Fe] pot & FHed
m.pl.nom. 116; %, ibc. 62

FHEA adj. [F@d] made, attained &
A n.sg.nom. 131; EArE
f.sg.nom. 12, 16, 16+

%ZH adj. [%LY] sullied & hedE
n.placc. 117

FAF m. [F1@] cheek § Fa. ibc.
55

%9 n. [F14] poem & HA n.sg.acc.
38; =AM n.sg.loc. 67; FATE
n.pl.nom. 2, 4; %= n.pl.gen. 2;
T n.sg.loc. 10, 134; =%, ibc. 76

HQU adj. [F91] black &8 A, ibc.
69

hHiqulTeReT adj. [&wii&Ed] blackened
& Fviet n.sg.nom. 40

FE v. [VFY] to tell & F2F imp.2sg
52

Glossary # 251

T adv. [F9] how? ¢ FE 24, 99;
%% 59

FRER adj. [F] cowardly € TR
m.sg.gen. 32

HHO £, [T lustful woman &8
/AT ibe. 3

F@ m. [ts.] time & T@. ibc. 107;
=®@o ibe. 11, 73, 86, 106, 120

kD part. [ts.] interrogative particle
& T 75; o ibc. 123, 123+, 126

et £, [Ifd] fame, glory & fefit
f.sg.nom. 30, 88

T panrt. [fFe] hearsay particle
(“allegedly,” “reportedly”) & T
16

T m. [ts.] ray & T, ibe. 43, 93,
112

fRfen £ [BRaT] action R TeRivET
f.sg.obl. 46; TR f.pl.gen. 71;
TRIET. ibc. 7, 11, 76, 86, 96 (2
times), 97+, 106, 113

8 adj. [F9] thin & . ibc. 18

#FE@o n. [[FE@A] sprout, shoot &
frE@E f.pl.instr. 81

TRE v. [~ M) to grow thin &
RT3 imp.2sg 98

@ f. [%eT] play & F@S f.pl.acc.
120

@9 m. [ts.] temple (of an
elephant) € ¥ ibc. 60

F f. [FAW] virgin & F= ibc.
117

FHE m. [ts.] bad poet & FHo ibc.
2

F 0. [VF] to do, to make & FS
conv. 94; =18 pres.3sg.pass 105;
%R pres.pass.pple. (parasmai.)
n.sg.nom. 3; HE pres.3sg.pass 56,



252 # MIRROR OF ORNAMENTS

58, 89, 96, 104, 107; 3G imp.2sg
66

FET m. [ts.] deer, doe & FM ibc.
65

%@ n. [ts.] group, family, swarm
3% n.sg.nom. 43

FASH n. [FIed] waterlily & FI&,
ibc. 68

FEA adj. [FfUa] angered & Figelo
ibc. 72

FGA n. [ts.] flower @ FHGAT
m.pl.nom. [bahuv.] 15; HEHTT
n.pl.gen. 122; g7, ibc. 17, 53

Fgaaa m. [d.] pollen (?) & FaEawd
n.sg.acc. 43

Fors £ [hahi)] pandanus flower &
FTZo ibe. 23

FS1 f. [ts.] play & o ibc. 112

FE 1. [ts.] hair @ F& n.sg.nom.
75; FE ibc. 43

FT m. [F] anger & HEAT

m.sg.instr. 109

W m. [@F] sword &2 @“Tm.sg.acc.

87; @, ibc. 60

@ m. [&9T] moment & @ ibc.
120 (2 times)

@A adj. [&] capable & FaH
m.sg.nom. 82

& v. [\FEF] to falter & @io=g
pres.3sg.pass 48

@& m. [ts.] bad person & @@l
m.sg.nom. 38

|ioA adj. [F@@d] stumbled
|l ibe. 63, 85, 119

& v [VREE] to suffer pain
&= pres.3sg 38

@ m. [@W3] pain & @ ibe. 24

@I n. [&90] indicating & ot
n.sg.nom. 83

I m. [ts.] fragrance & o ibc. 36,
53, bb

g m. [ts.] wind & TR
m.sg.nom. 72

T adj. [719] gone, located in,
pertaining to & T n.sg.nom.
128, 130; =1 f.sg.nom. 88; AT
f.sg.obl. 46, 109; EE m.sg.nom.
77

TAT n. [WH] sky € T n.sg.nom.
20; I, ibc. 43, 129

T m. [T5%] elephant & TEaT
m.pl.nom. 47

T f. [T(] movement, going & Tz,
ibc. 68

M m. [TP%] inner part, (in
bahwvrthi compounds)
containing & T m.sg.nom.
[bahuv.] 123, 123+; T4, ibe. 24

THT n. [*ts.] going & T
n.sg.nom. 102; I n.sg.instr.
24;Trﬂﬂﬁm.sg.nom. [bahuv.] 85

& adj. [T2] heavy, serious & T&,
ibc. 47; &= m.pl.gen. 66

TE m. [¥E] planet & T ibc. 77

A adj. [TEM] taken & e
n.pl.acc. 95

T m. [TM] village & T ibc. 62

1 m. [ts.] mountain & frfon
m.sg.gen. 26; ﬁ'lffm.sg.nom. 26

RIE adj. [~ REERICY buzzing,
twanging, humming (-ira- suffix)
& I m.sg.nom. 114

I m. [ts.] good quality, virtue &
Ut m.pl.gen. 96; IOV m.sg.instr.
47; I m.sg.instr. 11; JoIfe



m.plinstr. 16; I ibc. 7, 12, 14,
16, 16+, 41, 56, 71, 96, 98+, 104,
106, 113

T® adj. [ts.] heavy, serious & e
ibc. 49, 59, 86, 117

TR adj. [JTeN] heavier, more
serious & TE n.sg.instr. 106

& adj. [ts.] hidden & T[T
m.pl.nom. 79; <. ibc. 23+

g 0. [d.] to grasp (Siddha.4.209 ~
\IE) & 7ET imp.3sg 87

AR m. [T=X] domain, object &
Tﬁﬂin.sg.nom. [bahuv.] b4

M@ f. [MEE] the Godavari river
& e, ibc. 81

T m. [ts.] cloud € ¥ m.pl.nom.
101; =9 ibc. 131

WX n. [J2] house & = ibc. 20, 119

¥ . [d.] to be grasped
(Siddha.4.256 ~ &) § 9T
pres.3sg.pass 92

R adj. [= o] wandering
(-ira- suffix) (Siddha.4.117) &
H;feilo ibe. 62

= conj. [ts.] and € 216, 7,8 (2
times), 9, 12 (4 times), 13 (3
times), 14, 30, 54, 72, 83, 101 (2
times), 128; =1 (2 times), 9

9% m. [¥%] moon & & m.sg.acc.
125; %2 n.sg.nom. 122; =&
m.sg.nom. 72

Fw1 m. [FF9%] champak & J9
ibc. 17, 55

TN adj. [FF] quadruple
FIHV n.sg.nom. 67; TN

m.sg.nom. 69+

= f. [ts.] army & =9, ibc. 60
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IR n. [9RA] (good) conduct §
%I'I':{?'Tm.sg.voc. [bahuv.] 99

F@ . [ts.] to move § (T pres.3pl
94; 9@% pres.3sg 29

9@ adj. [ts.] changing; evanescent
& =@, ibc. 27, 33, 130

FISU m. [*ts.] foot B =@
m.pl.nom. 116

@ adj. [A(@A] gone, left € A,
ibc. 107

=M m. [J9] bow & F, ibc. 90

I EEC adj. [d.] adorned
(Siddha.4.115) & =g, ibc. 18

Fif adj. [ thought & et
ibc. 97

Framoft £ [ts.] wish-granting gem
& Terwamator f.sgnom. 127

R adv. [ts.] for a long time & Fr
130

et m. [fF] hunter & FemwRT
m.sg.nom. 44

x| part. [d.] exclusive particle
(“only,” “just”) (Oberlies 1993:
72) & TRt 42, 45 (2 times), 59,
97, 102, 115; == 26, 134; &1 31,
34, 78, 86, 87; = 28, 34, 46, 91

AR adv. [d.] secretly (probably
from =NEHRM) $ FATT 66

T m. [B<:] will, meter 2 B3, ibc.
38

®< m. [ts.] guise; ruse; excuse &
T m.sg.instr. 112; Tt
m.sg.instr. 121

B adj. [FITH] being jostled &

BEM f. [3M@7] shadow, beauty &
=T m.pl.nom. [bahuv.] 63; BT
n.sg.nom. [bahuv.] 20; BT
m.pl.nom. [bahuv.] 101, 111
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S pron. [3d] which, who, whom,
that & 5 adv. 78, 118; ST n.sg.loc.
18; & m.sg.gen. 130; SR
m.sg.loc. 50; ST f.sg.nom. 11, 14,
22 (2 times), 31, 37, 98; S
f.sg.loc. 111; 51T f.sg.obl. 16, 25;
EL| m.sg.instr. 2, 100; B! m.pl.loc.
96; Sif& m.plLinstr. 4; 5T m.sg.nom.
27,69, 91

ST adj. [Sfeqq] spoken & et
n.sg.nom. 59; ¥=E n.pl.nom. 51

S m. [ts.] jamun & S ibc. 35

3 adv. [3E] if & 53 55, 59, 91; 2o
ibc. 49

S adj. [ts.] dull, stupid € ST
m.pl.nom. 63; EE m.sg.loc. 105

SO m. [*ts.] people & =0l
m.sg.nom. 85, 87; ¥, ibc. 30,
117; 5o m.sg.loc. 3; SoifE
m.pl.instr. 61; ST m.sg.nom. 27

SR f. [S4T] people (-ta-suffix) &
ST f.sg.obl. 103

S adj. [Sd] produced & Sforet
n.sg.nom. 42; A ibc. 93+

I adv. [= 9] where & T 16, 19,
31, 34, 41, 46, 54, 56, 58, 76, 89,
92, 104, 106, 108, 118, 123

@A 1. [FHF] twinning & SHA
n.sg.acc. 132+; SWIfE n.plinstr. 9

@ n. [ts.] water B & n.sg.nom.
20, 130; 3@, ibc. 33, 53 (3 times),
116, 120

F@W m. [FeA] fire § F@0 m.sg.loc.
40

STl m. [AEH] lac & T ibc. 70

S m. [F:] fame, glory & ST
m.sg.nom. 48, 73, 77, 105

S’ adv. [341] as (follows) & S€ 57,

78; 5’1 14+, 16+, 17+, 19+, 20+,
22+, 23+, 25+, 26+, 28+, 29+, 31+,
32+, 34+, 35+, 37+, 38+, 39+, 42+,
43+, 46+, 47+, 48+, 50+, b1+, 52+,
54+, 56+, b8+, 59+, 61+, 62+, 64+,
65+, 67+, 68+, 69+, 71+, 72+, 74+,
76+, 80+, 81+, 83+, 84+, 86+, 87+,
89+, 90+, 92+, 93+, 94+, 96+, 97+,
98+, 100+, 101+, 102+, 104+,
106+, 108+, 109+, 111+, 113+,
115+, 116+, 118+, 119+, 121+,
123+, 124+, 126+, 128+, 129+,
130+, 131+, 132+; 5%, ibc. 67

SEEE n. [FATEEI]| matching &
SEEE n.sg.nom. 67; STEEE. ibc.
6

€ adv. [= 7] where € StE 74, 79,
80, 99

ST v. [VSH] to arise €& STE pres.3sg
22,42, 50, 86, 92, 128

S adj. [STA] arisen & ST
m.sg.nom. 91

e f. [Sfd] natural kind & S, ibc.
5; El'l"g’f.sg.nom. 61, 61+

M . [VFT] to know & SUiE
imp.2pl 9; ST conv. 4

SR m. [ts.] lover & SR m.sg.nom.
109

W adj. [FA] defeated ¢ 5oz
n.pl.nom. 70; ﬁf‘im.sg.loc. 105

& n. [TT@] pair & T2 f.sg.obl.
[bahuv.] 62

T m. [ZF] youth & 0N
f.sg.nom. [bahuv.] 119; =, ibc.
95

I adj. [T] joined & I n.sg.nom.
52

iﬁﬁ f. [Qﬁﬁ] joining, reasoning,
application & I f.sg.obl. 50



ST v, [VEA] to look @ Sug
pres.3sg 125

ST m. [3FT] connection & S
m.sg.nom. 106

SEFE m. [SATTR] lamp; luminary
& SEEEm m.pl.gen. 27; Szt
m.sg.instr. 122

gy £ [SAET] moonlight & STvET,
ibc. 18, 36

IR v. [VaR] to flow & =T
pres.pple. (parasmai.) ibc. 53

& 0. [d.] to waste away
(Siddha.4.20 ~ \&) B =13
imp.2sg 98

g adj. [¥] situated on (ifc.). & 31
m.sg.nom. 84

3 n. [®I] place & ETUTn.sg.acc.
84

&4 adj. [(erd] situated & T
n.sg.loc. 66; TN m.sg.instr. 23

8§ adj. [3¥9] burned (Siddha.1.217)
& ¥g n.sg.acc. 81

AU m. [3TA] tooth @ THI, ibc. 70

Za@l f. [ts.] alarge drum & & ibc.
102

W part. [¥ts.] not € M 22 (2 times),
29, 51, 55, 57, 75, 76, 82, 84, 87 (2
times), 90, 93, 94, 116, 125, 134

ot pron. [33H, AM, THA] him, her, it
& v m.sg.acc. 129

TR n. [FA] eye & TEUIE n.plinstr.
70; =TT, ibc. 119

TRV n. [= TETA] eye
(-tana- suffix) <& vr=ToTOTT
n.sg.instr. 103

TR n. [TR] town & =R ibc. 39

TFET n. [787F] constellation @
TFETo ibe. 33
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TR adj. [‘lﬁ?’{ﬁ?’] dancing
(<ira-suffix) & = n.sg.nom. 130

U v. [VAT+3] to resemble ¢ TSI
pres.3pl.pass 79; =g pres.3sg
102

WA adj. [¥] gone

& part. [ATRG] there is not & e
60

TH v, [\TE] to bow, to do reverence
to & ME imp.2pl 69

TRV m. [FTA] lord of men, king
& RUMET m.pl.nom. 15

IR m. [TR] best of men, king &
TR m.sg.voc. 32

TRER m. [FTEER] “crown among
men,” (a title of?) a king & TREE
m.sg.voc. 93, 105

W& m. [T&E] lord of men; king &
UE m.sg.voc. 99; TRET m.pl.gen.
48; MZo ibc. 114

T adj. [GURE] fresh; new & T,
ibc. 17, 82, 116; =, ibc. 27

 adv. [d.] only, just
(Siddha.2.187; Oberlies 1993: 95)
& T 73

& n. [F:] sky & & n.sg.loc. 77;
&, ibce. 40, 101, 112

TREAS n. [79@9%| nail-mark; scratch
& R, ibe. 110

T m. [FE] noise & UM, ibc. 129

UM n. [FE9] name € WM £.sg.nom.
[bahuv.] 121; 1Tl'I"\:l"I:é'n.pl.instr. 45;
UI'I'FI\Tm.sg.nom. [bahuv.] 54, 80

UM adv. [(M] by name, that is to
say €% UITH 28; U 104

@ m. [*ts.] stalk & el
n.sg.nom. [bahuv.] 131
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U@ v. [A&1-4] to destroy & MY
imp.3pl 117

LIITED adj. [FTRE] gotten rid of,
destroyed & T, ibc. 21, 93

uE [19] lord €8 & m.sg.voc. 21

g . [\/ﬁlﬁ] to blame & T
imp.2sg 129; TifE=E pres.3sg.pass
34

ffeT f. [F=a1] blame & T f.sg.nom.
34; =18 f.5g.obl. 104, 105; Rt
f.sg.obl. 31; el ibe. 31+, 34+,
129

Tifeel adj. [M=d] blamed & Tifeen
f.sg.nom. 13

et adj. [S7] own & T n.sg.acc.
92

foreim m. [fa®] buttocks & =T,
ibc. 24, 85

fretfest adj. [%2] pulled through
& forerfzet. ibe. 39

R m. [F=R] group; mass § forRo
m.sg.instr. 40; TR, ibce. 93

foref@n n. [FEaF] lesson B forerf
n.sg.nom. 9, 118, 119+

TR adj. [FIW] clever & W= adv.
4

e adj. [FF9] cruel & WET
m.sg.voc. 98; Wm.sg.nom. 44

T adj. [T gone, left & ]
f.sg.acc. 125

TS adj. [ffSa) conquered &
forfstets ibe. 36; Wf.sg.nom.
68

forga . [MB194] to stop, to halt &
At pres.3pl 101

Rt adj. [FEI@] stopped; fixed
& forgfarets ibc. 44

T f. [(57] sleep & TETE f.sg.obl.
88

T m. [*ts.] composition & foreren
m.sg.nom. 128

o n. [MR] condition; occasion
& forfraieat n.pl.abl. 54

@ adj. (@) pure & @, ibc.
18, 70

PRIEFR adj. [FR@gR] without
ornaments & TR&FR n.sg.nom. 3

T v. [d.] to check, to stop
(Pischel 1981 [1900]: §507) &
Tr&¥E pres.3sg.pass 50

TEfes adj. [Fafaa] fallen down &
oEf=. ibc. 33

TEE m. [*ts.] group & TEe
m.sg.gen. 107; ﬁﬁ'&’fm.pl.nom. 49

TErl m. [(91] falling; strike
ot ibe. 44

Torferfeer adj. [= fee] close-packed
& Tfafest m.sg.acc. 87

e adj.
['\l;lozlcq ek, fTSITIIiEa] made
motionless, made without wicked
enemies & EEEHA, ibc. 21

ﬁ]%’%' f. [FaEfa] happiness & =g,
ibc. 30

o f. [FEn] night € g f.pl.loc.
33, 57

form . [V to listen & Tramg
imp.2pl 78

o m. [fEe) negation & o=
m.sg.nom. 58

frgawr n. [FEa] denial <& Torgant
n.sg.nom. 89

W& adj. [1@] dark; blue; green
e n.sg.loc. 17



ARG adj. [~ M:4@T=e] sighing
(dira- suffix) ¢ @R f.sg.voc. 24

W m. [[F:AW] sigh € viamn
m.pl.nom. 88

WEE adj. [F:39] entire & &,
ibc. 128

T part. [*ts.] interrogative particle
& 7799

O part. [TH] certainly € 707 110,
125; 90 ibc. 124+; U0 ibc. 123

R m. [TR] anklet (Siddha.1.123;
Oberlies 1993: 101) &8 W= ibc.
107

W part. [*ts.] not & U 75

q pron. [4] that & 7 m.sg.acc. 125;
T 80; T m.sg.gen. 66, 127;
foean f.sg.gen. 55, 68; GiEd f.sg.obl.
85, 110; T f.sg.obl. 70, 88, 91; @
m.pl.nom. 66, 96; o n.sg.instr.
125, 134; @ m.sg.nom. 78, 79; &1
f.sg.nom. 11, 14, 16 (2 times), 19,
22 (2 times), 25, 31 (2 times), 34
(2 times), 37, 76, 89, 104, 106,
183; & m.sg.nom. 100, 111, 123

@@ n. [aF@] betel-nut & @@,
ibc. 35, 57

qs adv. [FaT] then & T3 59

T m. [d<] slope & %@ ibc. 24

TR 0. [~ T to grow thin &
TURITEE pres.3sg 52

U adj. [TF] thin & T ibe. 52;
qs ibc. 43

a9 f. [*ts.] body & 9T f.sg.obl.
[bahuv.] 59

qUel [T thirst & TUETE f.5g.0bl.
106; 9U=TT f.sg.obl. 58; TU&T. ibc.
101

A adv. [= ] there @ TF 75, 99
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T m. [d9:] darkness ¢ TS
n.pl.nom. [bahuv.] 93; TH
m.sg.instr. 40; T ibc. 43

@ m. [ts.] tamala tree & THS,
ibc. 17

W adj. [ts.] unsteady & T ibc.
107,119

T m. [ts.] young man & TEUIE
m.plinstr. 75; & ibc. 85

T . [ts.] young woman £ TE(0T
ibc. 107; T&T f.5g.0bl. 62

T& m. [ts.] tree & T& m.pl.nom. 15

T n. [ts.] surface & ¥ n.sg.nom.
40; =1 n.sg.loc. 49; 1@, ibc. 26

AF=® adj. [d.] directed at that
(DéNaMa.5.3 ~ TeR) & afg=s1
f.sg.nom. 13, 31; Alg=D. ibc. 32+

T m. [q9:] austerities & T
m.sg.instr. 49

TEEH m. [TIR] ascetic €@ T,
ibc. 117

T adv. [F47] in that way & TE 6, 8,
9, 13, 26, 57, 83, 88, 116, 123; =1
78, 128

T part. [A] then & dT4, 55, 59

arT f. [ts.] star €@ TR ibc. 43

GIEED adj. [aTfud] heated,
tormented & TN ibe. 59

& part. [3[] quotative particle & T
126; =1 19, 31, 56, 71, 76, 86, 100

™ m. [FEF] the gods & M.
ibc. 30

R adj. [FRI] triple & T
m.sg.nom. 68+; oot n.sg.nom. 67

TR n. [ts.] darkness & TR ibc.
36

& m. [ﬁﬂ'ﬁ] group of three
(specifically dharmah, arthah, and
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kamah) ¢ T= . ibe. 15

Tt adj. [FFEA] threefold & ffa@
n.sg.nom. 46

R adj. [q=] sharp, intense
7. ibc. 63

T part. [ts.] but, however € 3 47,
56

T pron. [FH] you & ¥ sg.nom.
63, 103; A< sg.instr. 95; T sg.gen.
60, 91; @T’I’ﬁng.loc. 91; TH
sg.gen. 116 (2 times); I sg.nom.
21, 23, 26; T pl.gen. 117; T
sg.gen. 18, 20, 29, 30, 32, 93, 98,
101, 116, 125, 127, 133

T m. [TF] horse & T ibc. 97

T m. [qET] horse & T
m.pl.nom. 47

'qf’@T adj. [@fd] hurried, fast &
IR ibc. 85; TS f.sg.obl. 85

A n. [q90:] splendor%%%’%r\#
m.sg.acc. 84

TR adj. [797%] splendorous §
TGO m.pl.nom. 84

a0 m. [¥F] breast € @ f.sg.nom.
[bahuv.] 29; AU m.pl.nom. 116;
U m.pl.nom. 101; T, ibc. 24, 52
(2 times), 94

9@ n. [®@] surface, place & &FH
n.sg.loc. 17

2{%’ f. [¥fd] praise, mention ¢ ¥3.
ibc. 34, 34+, 74; 32 f.sg.nom. 104

DE) adj. [%T%] few; small
(Siddha.2.125; Oberlies 1993: 89)
& 9 28; 9. ibc. 113

qq adj. [TF] few; small & 4w
m.pl.nom. 15

E 1. [33F] seeing, observation &
@0 n.sg.loc. 91; F@. ibc. 29, 120

3 m. [3RA] lover & 73% f.sg.acc.
44

ggA adj. [3¥4] to be seen & TgaAT
f.sg.nom. 134

g€ adj. [¥¥] firm & %%, ibc. 60

R adv. [d.] slightly (DeNaMa.5.33)
& Wo ibc. 12, 28, 28+, 35, 114,
125

& n. [ts.] petal, piece & 3@
n.pl.nom. [bahuv.] 110

3@ adj. [3f@d] broken & (o
ibc. 60, 114

g9 n. [594] substance @ ¥4 ibc. 7,
41, 96 (2 times), 96+

3T v. [Va] to give & TS conv. 92;
TR conv. 95

FO0 n. [*ts.] gift & 3OO n.sg.instr.
49

TR n. [R] door &P 3R ibc. 29; TR
n.sg.nom. 20

T v. [d.] to show (Siddha.4.32;
Oberlies 1993: 90) & arf
pres.3pl 120

T@ m. [ts.] forest fire & 3. ibc. 40

A adj. [d.] shown (Siddha.4.32;
Bollée 1998: 124) & it
n.sg.nom. 118

=1 m. [B¥] brahmin ¢ &= ibc.
117

g adj. [¥%] seen & &g n.sg.nom.
75, 130; ﬁ%m.sg.loc. 91; fagr
m.sg.nom. 62, 99

gt f. [=f2] sight & &fE f.sg.acc. 95

& adj. [%7] firm § &I m.sg.nom.
73

R adj. [39] given & fEvomg
n.pl.nom. 117



& m. [%E] elephant & & ibc.
60

&® v. [VEH] to see & FZ0 conyv. 38;
SR pres.3pl.pass 111; 5143
pres.3sg.pass 114

T f. [fe=] direction, indication
& T34 f.sg.nom. 134

TE v, [VET] to illuminate & TEwaT
pres.3pl.pass 46

@ m. [EM] lamp & ¥ ibc. 93

@t n. [€9%] illumination & Sraet
n.sg.nom. 46, 46+, 47+, 48+; ECEN
ibc. 5

4% adj. [$19] long & €= n.plinstr.
70

TR f. [Af] bad faith & T2
f.sg.nom. 48

T adj. [3¥) difficult to obtain &
3®g. ibc. 109

TR adj. [BFEE] twofold & FfE
n.sg.nom. 42; 3T f.5g.nom. 37;
Rl m.sg.nom. 50, 58, 78, 92

T f. [Tft] messenger $ T2o ibc. 65

Y adj. [ts.] far & g n.sg.acc. 101;
T sg.abl. 102

@ v. [VTI] to blame § 38
pres.3sg 38

TEE adj. [3:9%] hard to bear & 3.
ibc. 63

3 n. [§9] fate B34 n.sg.loc. 97
TWIT n. [39FF] temple § I
n.sg.acc. 109

et f. [39] goddess & 3t f.sg.acc.

1

T m. [37] place & W m.sg.loc. 56;
W, ibe. 11, 42, 43+

U n. [2F] instruction & T4
n.sg.nom. 126

Glossary # 259

A num. [E] two & 0T m.pl.nom.
63; 31 m.plinstr. 16

3@ m. [29] fault Jé%?i'lﬂ'm.sg.acc. 66

g5 f. [4fd] resilience @ &=
f.pl.nom. [bahuv.] 127

q9g n. [4F9] braid § 9. ibc.
68

¥ adj. [ts.] bearing & &0
m.pl.nom. 120; T m.pl.gen. 60;
T ibce. b3

90 n. [ts.] bearing & T ibc. 26

qi adj. [99] borne & g ibc. 62

99% adj. [ts.] white & 99, ibc. 70,
119

aret f. [d.] attack (Turner
1962-1966: no. 6771, Oberlies
1993: 94 and Bollée 1998: 131)
& q'l@"\ff.sg.nom. 119

a1 f. [ts.] flood & 4R f.plinstr.
112; 9. ibc. 44

i £, [ steadfastness
iR f.sg.nom. 48

g7 adj. [99] stable & g ibc. 53

1% adj. [479] washed & 41t ibc. 77

Y% n. [T99] lotus ¢ 9T, ibc. 95

A4 adj. [TEE] fivefold & .
n.sg.nom. 128

g adj. [TUgT] pale, white & 9gU
m.sg.nom. 57

Rl m. [TRG] traveler <@ dfaet,
ibc. 44

9 n. [78] word, step & T n.sg.acc.
94; T ibc. 1, 42, 50, 51+, 111,
123, 123+, 132+; 91 n.pl.nom.
46; 7907 n.sg.instr. 126; T
m.sg.nom. [bahuv.] 85

g f. [7%] nature ¢ 9. ibc.
105; T2ET £.5g.0bl. 30
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T v. [9%2-4] to make visible %
TAEHY pres.3sg.pass 80

€ adj. [9%2Z] visible, manifest &
7S, ibe. 66

AW n. [T%ET] making visible &
TS n.sg.nom. 67; T, ibe. 56

TN 0. [T to begin, to start, to
undertake & FHTATIC pres.pple.
(atmane.) f.sg.obl. 72

WA m. [¥419] heat, pain, suffering
& 11311?|\Tm.sg.nom. [bahuv.] 21;
T4, ibc. 63

QU n. [T6RN] manifestation &
T n.sg.nom. 86

S% adj. [792] entered & T
n.sg.nom. 122

W™ m. [TE9] evening & T
m.sg.loc. 35; THET m.sg.nom. 21

T=e m. [993] apprehension, idea
& TEeTEdr m.plabl. 14

=S adj. [d.] capable
(DeNaMa.6.69; Bollée 1995: 162)
% 99T m.sg.nom. 26

T8 adj. [~ T=BTd] covered &
RESEE m.sg.nom. 57

=31 adv. [T41q] afterwards & T=sT
40, 51

TS m. [T@E] excuse & TS ibc.

5, 65+; 1JI_sr|T31\Tm.sg.nom. 64

T 0. [~ V] to fall &2 w=g pres.3sg
65

TR adj. [4fad] fallen & i
f.sg.nom. 81, 98; 9= f.pl.nom.
127; wieust n.sg.instr. 11

i adj. [AEA] established &
9t m.pl.nom. 10

TRIRN m. [~ A9 striking back
& qfeTel m.sg.acc. 87

TRARG adj. [FARREA] squeezed
tight & 9feufE . ibc. 94

9f$ay n. [9fd=%] counterpart &
Ao ibe. 14+; 7T f.sg.nom.
12, 14

YeH adj. [F9H] first € 99 n.sg.nom.
42

UE . [TVH] to bow & TUIRET
pres.1pl 1

T adj. [TH] obtained & T
m.pl.nom. [bahuv.] 15; T
m.sg.nom. 109; 9 ibc. 71

TR m. [T king & wfermEn
m.pl.nom. 49

W adj. [ts.] other € W n.sg.nom.
107; W ibc. 38

el f. [TE@dT] the state of facing
away € THgAT f.sg.obl. 103

IREN m. [TRFT] exchange & TREmT
m.pl.nom. 7; TRerT m.sg.nom. 92,
94+

e’ m. [TR#] accompaniment
TRER m.sg.loc. 83

qurer adj. [wior] ripened,
developed & 9T, ibc. 35

qiwmg m. [ts.] circumference &
IRUMEs ibe. 130

RO n. [ITGE] wandering,
revolving & TR, ibc. 39

JRErE . [TRETE] series € TRATE
ibc. 67

TETST adj. [TERA] located in
wiEfse n.sg.nom. 42

959 m. [ts.] shoot, sprout & a0
m.pl.nom. [bahuv.] 116; 98 ibc.
110

T m. [$FFA] monkey & TEHETE
m.plinstr. 130



T m. [*ts.] wind & €T
m.pl.nom. 53

TR adj. [79X] best & TRo ibc. 1

TGE m. [J97E] stream <@ WaRE
m.pl.instr. 33

9EET f. [T praise & TG
f.sg.nom. 13, 31, 31+

TG adj. [794] long, extended &
T ibc. 23

T adj. [F99] pleased & THUU
n.sg.nom. 3; TR n.sg.loc. 97

TR v. [TF] to expand § TEE
pres.3sg 77

TR m. [TR] expanse § T
m.sg.nom. 90; T ibc. 18, 95

TENH adj. [F94] extended,
expanded & TR, ibc. 44; TR
m.sg.nom. 72

@ n. [F9EA] placating &
TETAT ibe. 72

g n. [79d] flower & TG
n.sg.nom. 55

T m. [T] path & T m.sg.loc. 103;
o ibc. 29; T m.sg.acc. 120

T v. [TE] to strike & w=id
pres.pple. (parasmai.) n.sg.nom.
87

TeRE m. [‘:Eéf] delight & TENHo ibc.
91

&1 f. [1] luster € TeT f.sg.nom.
55; t‘T‘@[m.sg.nom. [bahuv.] 63

T n. [TMT] morning & TETA
n.sg.loc. 57

TEIUrAT f. [F9dT] primacy & TE0rE
f.sg.nom. 96

TER m. [TER] strike & TERO
m.sg.instr. 47; W& ibc. 60

Glossary # 261

g adj. [7e2] delighted & ego
ibc. 90

g m. [T]] master & T m.pl.gen.
102

Il m. [T€] quarter, foot, line &
Yo ibe. 128 (2 times), 128+,
130+; 9eg f.pl.loc. 127

€ adj. [9%<] visible, manifest &
TqrEl m.pl.nom. 49

TRE m. [T99] monsoon & T3,
ibc. 21, 33, 44

e n. [TaH] falling, striking &
qre. ibc. 33

TR m. [ts.] peasant & TR
m.sg.nom. 62

@0 n. [T@] keeping & el
n.sg.nom. 126

T v. [Fe9] to reach & 9rEaT
pres.pple. (parasmai.) m.pl.nom.
112; Ti=fef fut.2sg 24

I m. [T4] side & TETE m.plinstr.
51; 99, ibc. 23

et adj. [fra] dear, beloved & fa=mor
f.pl.gen. 57

Terem adj. [Fraas] dear, beloved &
TR, ibe. 57, 72

e n. [d.] will; power & T
m.sg.loc. 98

@ n. [3d] the word piva & . ibc.
14

Torgo adj. [ﬁ'ﬂﬁ] indicating,
suggesting, betraying & fgomr
m.pl.gen. 48

g adj. [74] broad § Mg, ibc. 35

W adj. [Fa] drunk & Fei
m.sg.nom. 57

s £ [Hifd) pleasure & fisu f.sg.obl.
89
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fe m. [f3] base, foundation &
1JI"\IETm.pl.nom. [bahuv.] 94; Teed
m.sg.gen. [bahuv.] 60

R adj. [FF] fleshy, stout & Fom
m.pl.nom. 101; 9 ibc. 29

9O part. [39:] again, still; however,
on the contrary & 30 22, 61, 63,
100; 39T 67; 39T 91; ITs ibc. 25

gURTe f. [JeThdT] repetition
JUreTel f.sg.nom. 126

JUUl n. [399] merit & IU0TEH
m.sg.gen. 65

9% n. [T9] flower & %, ibc. 90

@S adj. [331%A] thrilling,
horripilating & 3@3‘{% m.pl.instr.
51

I adj. [‘I:T] earlier, former & 3.
ibc. 83

s f. [T earth & &2 fsg.nom.
33; 3ef¥ f.sg.acc. 62; Tedt™ f.sg.obl.
15

R m. [R] flood § F m.sg.loc. 81

I adj. [IT] filled & IR ibc.
114; IR=T f.5g.nom. 33

=3 v [‘aﬁ/‘%’%{] to see & T=HAT
pres.pple. (parasmai.) m.sg.nom.
38, b2; 1\1ﬂ_§'pres.3sg 125; T=3%
imp.2pl 43

SR adj. [Mf&T] seen & U= ibc.

103

T n. [¥] love € T m.sg.nom.
[bahuv.] 27; T, ibc. 7; T ibc.
89, 90+

YZEBT adv. [d.] in a commotion
& YT 85

TR adj. [ATQ] sent & TR ibc. 29

%W m. [2] touch & THAT
m.pl.nom. [bahuv.] 53; %o ibc.
112

%@ n. [ts.] fruit & HST m.pl.nom.
[bahuv.] 15; &, ibc. 76; 8Fo ibc.
35

IS adj. [TF2] clear € FE adv. 133;
Nl n.sg.instr. 121; $<o ibc. 64,
111

I v. [VEFY] to shimmer & Fdo
pres.pple. (parasmai.) ibc. 130

FET m. [d.] bee (DeNaMa.6.86 =
) & FHYH. ibc. 53

9 v. [ts.] to bind, to compose &
) imp.2sg 82; I3 pres.3sg.pass
37,61

938 m. [d.] bull (DeNaMa.6.91 =
gfad; Oberlies 1993: 122 and
Bollée 1995: 166) & szg
m.sg.loc. 82

% adj. [ts.] bound & Tg. ibc. 130

TEE adj. [ts.] dense & F&Zo ibe. 39

€ adj. [ts.] many € TEAT n.sg.gen.
67; 9% ibc. 4, 7, 86, 98

TRE adj. [F5f] of many kinds
Fgfae m.pl.acc. 4

T adv. [TAT] in many ways &
g&le ibc. 39+

9@l f. [ts.] arm (Oberlies 1993:
124) & == f.plinstr. 68; ATET
ibc. 62

e adj. [f571] double & fagui
n.sg.nom. 67; =0 m.sg.nom.
67+; == ibe. 12, 19 (2 times),
20+

T adj. [BAE] second & =te
n.sg.nom. 42; A m.sg.nom. 123

& m. [F4] wise & F&T m.pl.nom. 49



¥4 n. [¥4] fear & ¥ n.sg.nom. 48;
o ibc. 36; YT n.sg.instr. 32

W€ m. [¥2] soldier & ¥=T m.pl.nom.
47; g1 49

T v [ts.] to say &8 WU pres.3pl 41,
115; ¥og imp.2sg 51; S conw.
80; AMWEH conv. 74, 133; wvmET
pres.1pl 2; {UUE pres.3sg.pass 16,
46, 76; WUUTY pres.3sg.pass 22, 34,
64

WO n. [*ts.] saying &8 oo
n.sg.nom. 83, 108

T adj. [MOE] said & ot
n.sg.nom. 50, 67, 126; AUt ibc.
83, 123, 123+; Hﬁ?:ﬂf.sg.nom. 34;
g n.sg.loc. 64; IV E) m.sg.nom.
71,78

o £, [Tt saying & g
f.sg.nom. 65+; Hﬁflégﬁf.pl.nom. 5

TORTE  adj. [WOREA] to be said &
WORTET m.sg.nom. 89

W adj. [¥E] gentle, kind & W&
m.sg.voc. 103

T v, [\¥F] to wander & THT,
pres.pple. (parasmai.) ibc. 20

T m. [¥R] bee & ¥ n.sg.nom.
55; WRI m.sg.nom. 114; ¥ ibc.
43

W m. [ts.] load & ¥ ibc. 26, 85; &
m.sg.acc. 52; e ibc. 43, 94

WA n. [¥99] house & wauTS
n.pl.nom. 93

59 adj. [¥=4] auspicious & H=ATE
n.pl.nom. 2

@@ m. [d.] bee § W@ m.plinstr.
36; 9, ibc. 68

MR m. [ts.] burden & ¥R ibc. 24

Glossary # 263

A . [WE-9] to imagine & WTSE
pres.3sg.pass 55; WASTZ
pres.3sg.pass 78

AT m. [ts.] feeling; intention &
AT m.sg.nom. 78; {TET
m.pl.nom. 6, 79; &1 m.sg.nom.
134

9 v. [V9H] to appear & WTHg
pres.3sg 27

T . [V¥T] to speak & w&T
pres.3sg.pass 74

= m. [¥dE] servant ¢ F=mor
m.pl.gen. 93; & m.pl.instr. 32

froo adj. [Fr] different; separate
& vt m.sg.nom. 50; FUTT. ibc.
126

et adj. [¥e=h] fearful @ ¥ie=mmor
m.pl.gen. 48

o1 v. [V9H] to enjoy § I3
pres.3sg.pass 32

WA 1. [Y99] world § =M
f.sg.obl. [bahuv.] 18; F=U, ibe. 21

T . [\I] to adorn & MR
pres.3pl.pass 47

¥ m. [#2] difference; distinction
& T ibe. 50; Wm.pl.nom. 45;
Fau m.sg.instr. 37, 58; EE
m.sg.nom. 74

A £ [FiH] a lady of a powerful
household (Oberlies 1993: 128)
& wrefor f.sg.voc. 82

WO £ [ts.] raceme, cluster of
flowers ¢ SR f.sg.acc. 125

W@ 1. [ts.] orb; circle & Hg@0
m.sg.nom. [bahuv.] 21

HIT adj. [ts.] slow & ¥ f.sg.obl.
[bahuv.] 85

AR n. [ts.] building & #f. ibc. 97
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1 m. [T] antelope § F=A
m.sg.nom. 75

W m. [A3] intoxication, masth @
T m.sg.instr. 47

HAM m. [#39] the god of love &
HAUEE m.sg.gen. 94

TR m. [AEY] fish & A=W ibc. 20

TTT v. [~ AfST-T] to sully (Oberlies
(1993: 128)) & AZ@E pres.3sg 73

T adj. [AfA] sullied (Oberlies
1993: 128) & AT n.pl.nom. 93

WA adj. [F3] soft, tender & H3H.
ibc. 70

W3S n. [9%9] bud & 73, ibc. 114

7IS £, [WF5] crest B 73 ibc. 69

T m. [AR] path & TR0 m.sg.instr.
85

T v. [ts.] to submerge & A=A
pres.pple. (parasmai.) f.sg.nom.
121

S n. [F4] middle &€ #s ibc. 46,
47+, 128, 129+

| n. [#9:] heart, mind & A
n.sg.nom. [bahuv.] 130

AU adv. [A97%] slightly & #0130

70 m. [ts.] gem €& A ibc. 70, 107

TR adj. (AT ] charming B TUIEL
n.sg.acc. 38

HU . [V] to think & 7UUE
pres.3sg 62; oo pres.3pl.pass
4

X adj. [ts.] intoxicated; rutting ¥
Ao ibc. 102

A&A m. [A@d] Malaya mountain &
Hq&3 ibe. 72, 114

At f. [ts.] jasmine ¢ ARG ibc.
114

AR adj. [FGUT] smooth & AR
n.sg.instr. 24

G f. [A(9] ink &€ A, ibc. 40

W& adj. [ts.] great & el ibc. 92,
93+, 94

AfE@T f. [ts.] woman & Al
f.pl.nom. 47

Tfge m. [WfER] earth-bearer ¢
Afesto ibc. 84, 102

& f. [ts.] earth & Afe, ibc. 26 (2
times), 130; #&lo ibc. 49, 60

WgHT m. [AgAY] slayer of Madhu;
Visnu & 7gHed m.sg.gen. 17

AR adj. [TR] sweet & AU
m.sg.nom. 90; AgL ibc. 15

A part. [ts.] prohibitive particle €
151, 66, 98 (4 times), 129

A n. [*ts.] anger & 0 n.sg.acc.
129

AR v. [ARA] to kill & ARES fut.3sg
44

AES m. [Aed] wind & HE=1 ibc.
114

AT f. [ts.] garland & AT f.sg.nom.
12, 19; {11, ibc. 19+

firl® m. [Tg] moon £ TeiE
m.sg.acc. 69; Fei. ibc. 43

fafest adj. [ffed] mixed with, met
with € faf@ets ibe. 35, 37+, 55,
119; fife= f.5g.nom. 13, 87, 55;
ff@T m.plinstr. 115

& part. [29] the word miva & W,
ibc. 14

@ n. [F] pretense & oot
n.sg.instr. 81

g v. [d.] to know (Siddha.4.7,
substitution of T with J; Bollée



1998: 189) & FUE pres.3sg 87;
gt pres.3pl.pass 39

U@ n. [@] stalk <2 GO0
n.pl.gen. 68

orersy adj. [d.] to be known B
55131?01\'[ m.sg.nom. 100

g% n. [19] head & 9. ibc. 69

4sS adj. [49] innocent, without
guile (-da- suffix) € ¥g=. ibc. 23

& n. [49] face & T n.sg.nom. 3,
75, 116; 92849 n.sg.gen. 52; e
f.sg.voc. [bahuv.] 116; 98 ibc. 46,
46+, 68, 95, 114, 125

7@ n. [ts.] root; base & @&
m.sg.nom. [bahuv.] 77

E adj. [7] only, merely & T
m.pl.nom. 10; 1\:l?l'l'é'n.pl.norn. 97;
T, ibc. 82

# m. [¥] cloud &€ #&T m.pl.nom.
101

W f. [H@T] waist chain € T8l
ibc. 107

A v. [\VFE] to dazzle, to stupefy &
AR pres.3pl 116

B f. [ts.] plantain & ¥ ibc. 24

© m. [:] dust ¢ T ibc. 66; T
m.sg.instr. 47

T n. [I] gem ¥ WE n.pl.nom.

97; ©Is ibc. 93, 130

WIORR m. [E] the moon &
AR m.pl.nom. 63

@t f. [I9] night & 0. ibc.
122; =0t f.sg.nom. 88

T f. [I] sex ¢ wo ibc. 107

WA adj. [X=] composed & =t
n.sg.nom. 128; Tsfeﬁm.sg.nom. 86

™ n. [TA] kingdom &
n.sg.nom. 107

Glossary # 265

T n. [ts.] battle & I, ibc. 49

W v. [VH] to enjoy & Tl pres.3pl
66

@ f. [ts.] beautiful woman &
T, ibe. 94

@ m. [ts.] sound & T m.sg.instr.
107; @r m.sg.nom. 90; @ ibc. 90,
119

W m. [ts.] sun €@ I ibc. 63; T
m.sg.nom. 84

W m. [ts.] taste, flavor & &
n.sg.acc. [bahuv.] 66; T
m.sg.nom. [bahuv.] 64

Ed adj. [ts.] tinkling, jangling,
jingling & W ibc. 65

T f. [WHT] waist chain & 0T
f.sg.nom. [bahuv.] 65; W ibc.
119

T adj. RGE containing rasa,
sentimental € I, ibc. 5; W
m.sg.nom. 64, 64+

A n. [IRA] croaking & TRt
n.sg.acc. 129

[ adj. [I=T] without & et
n.sg.nom. 118; ey n.sg.gen.
76; A= f.sg.nom. 14

W m. [T] color & W ibe. 27, 57;
AW m.sg.instr. 27

@ £ [d.] row, series
(DeNaMa.7.7; Oberlies 1993: 138)
& Rl f.sg.nom. 19, 27

& m. [[g] enemy & "3s ibc. 60

& £, [%f5] wealth, richness & W&!
f.sg.nom. 76; &l ibc. 92, 92+

T 0. [V¥E] to weep & T pres.3pl
112; 13 imp.2sg 98

T 0. [V&U] to depict & wia=g
pres.3sg.pass 100; &=
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pres.3sg.pass 41
&4 n. [&9] form, beauty & &0

@9 m. [ts.] a bit, a small amount &
@9, 1bc. b3

f.sg.nom. 14; Wn.sg.nom. 41,99, &8 v. [\&4] to obtain, to receive &

127; &4 f.sg.nom. 19; Exui
n.sg.instr. 127; &, ibc. 20+

I n. [&Uh] identification & et
n.sg.nom. 42+, 43+, 118, 118+;
®A, ibc. 5; AT n.pl.gen. 45;
TFATEA! n.pl.abl. 45; 4T n.sg.loc.
118; a9 n.sg.instr. 121

W m. [ts.] dust & T ibc. 39

W&t adj. [d.] shining (Siddha.4.100;
Oberlies 1993: 139) & A& ibe. 1

T m. [I\T%T] suppression &3 =T
m.sg.nom. 50, 50+; e ibc. 5

@UU n. [@F] going beyond &
90, ibe. 131

N m. [@M] attainment & ST
m.sg.nom. 109

@3 f. [~ @] liana ¢ @2 f.sg.nom.
17

T . [\/?681] to define, to
characterize § @Fa=E opt.2pl 4

FFEU n. [SHU| characteristic &
@0 n.sg.nom. 40+

A adj. [@4] placed, located &8
@AM f.sg.nom. 29; @5 ibc. 114

=1 f. [@aHT] Laksmi; wealth @
=7 f.sg.acc. 52; T=S0 f.sg.nom.
17, 32, 68

&=l f. [ts.] embarrassment, shame;
modesty & @ m.sg.voc. [bahuv.]
99; &=l f.sg.nom. 88

@ST adj. [d.] handsome
(DeNaMa.7.17; Turner
1962-1966: no. 10923) & @<z,
ibc. 125

@Efd pres.3pl 84; ¥&% pres.3sg 11;
FESH conv. 81; Fe=Tz
pres.3sg.pass 45; & conv. 84

TEH adj. [~ @gFA] made small &
@gzele ibc. 102

FRU n. [@E0F] beauty; loveliness
& AT, ibe. 18

T n. [ts.] sign ¢ 0T n.sg.instr.
108

Tty adj. [ts.] that which has a sign
& T m.sg.nom. 108

fosteet adj. [ffea] written & Tt
f.sg.nom. 29

S adj. [&H] dissolved & S
f.sg.nom. 22

Bs adj. [TH] greedy & gkt
m.pl.instr. 36

¥F m. [¥] trace § ¥ f.sg.nom.
12, 25; @™o ibc. 26+; SHT
m.sg.instr. 25

I m. [@] world & @1 m.sg.acc.
101; @ ibc. b4

JEW 1. [SA] eye & BT
f.sg.nom. [bahuv.] 29; S, ibc.
68

T part. [39] like & T 122; 9 3, 20
(3 times), 23, 26, 32 (2 times), 40
(3 times), 102, 111, 112, 133; ==
17 (2 times), 18, 21, 26, 29, 39,
58, 114, 116, 119, 127

% adj. [¥%] crooked & F%
m.sg.loc. 105

IO n. [FA] bowing, saluting,
greeting & oo n.sg.instr. 133



FAU n. [FEH] face & T n.sg.nom.
36, 54; TS n.pl.nom. 117; A0
n.sg.instr. 23; F=0E n.pl.instr. 79;
T, ibc. 65, 73, 126

EEIVE adj. [@=1@] what could be
said @ TS ibc. 32

T2 m. [9R] enemy & T ibc. 87

TEW m. [Afaw] distinction @
T2 ibc. 5; TEQU m.sg.nom. 62+

Elé f. [3] fence, hedge & 92, ibc.
39

T v. [d.] to go (Siddha.4.225 = NESH
Turner 1962-1966: no. 12225) &
79 pres.3sg 59, 85; =R pres.2sg
59; T=1g imp.2sg 59

T3 n. [9&7:] chest & 795 n.sg.nom.
20; I=5. ibc. 17, 94

TP adj. [TH] dear & T93 m.sg.voc.
125

T m. [()TW] year & T=5% ibc.
82

g v [VT] to grow & FEM pres.3pl
88; g3 pres.3sg 77

T n. [*ts.] forest P AT n.sg.nom.
122; a1, ibc. 40, 90

qUUT m. [El'lﬁ] color; speech-sound &
U, ibc. 1, 50, 52+, 126

FY n. [35] thing & 7Y n.sg.nom.
86; a0 n.sg.gen. 108; TYs ibc.
14; 70 n.pl.gen. 123; Feyoi
n.pl.gen. 83; TYf& n.pl.instr. 123;
Yo ibc. 42+

g m. [AY] Kamadeéva, the god
of love (Siddha.1.242) € a5, ibc.
119

T adj. [ts.] excellent € T ibc. 73,
97

W m. [ts.] suitor & o ibc. 126
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T@& v. [\TF] to return & ToT
pres.3sg 51

TF m. [d9] bracelet £ T&=1 ibc.
33,107

e adj. [A@T] reverted & At
n.sg.nom. 126; Fiets ibe. 9, 126+

T8 adj. [FF4] beloved & TgeH
m.sg.gen. [bahuv.] 98

FaUE m. [37T] designation &
FATHI m.sg.instr. 34; ™. ibc.
64, 104

FaUEYS f. [FASAE] trick praise
B Wﬂ% f.sg.nom. 104; Wﬂ%
f.sg.nom. 104+

@ m. [37] force € TAT m.sg.instr.
104

T v. [\E] to carry; to bear £ T3
pres.3sg 69; T pres.2sg 21

g _f. [9] wife; bride; young woman
& ageTE f.sg.obl. 109; T ibc. 73

T . [VAT] to blow & AT pres.3pl
53

TRl m. [91d] wind € =T ibc. 39

AR adj. [TRE] water-giver (?) &
EFHQ{ETn.sg.nom. [bahuv.] 131

AR adj. [TRA] prevented & ATiRe
n.sg.nom. 131

iE] part. [&1f9] inclusive particle

“even,” “also,” “t00”) & 73 (2

times), 16, 32, 52; T 14, 26, 30,
56, 57 (2 times), 63, 73, 76, 77 (2
times), 84, 91, 92, 93, 94, 109,
110, 134

= m. [T=A] Vindhya mountains
& fi=1. ibc. 17

Rt v, [FIRI] to yawn, to open
the mouth & T3RE pres.3sg 38

et adj. [f%e] big & =12, ibc. 94
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Toerg adj. [f@e] attracted, drawn
over ¢ =g, ibc. 65

e adj. [33%] revealed & faerar
m.sg.nom. 134

ferqur n. [fEew] contrivance &
TFRTT, ibe. 37

et adj. [Fefeqd] contrived &
Tetfret, ibe. 38+, 39+; faeiioyen
f.sg.nom. 13, 37

e o, [FVT&] to wither, to fade
IEEH pres.3sg 28

#e@ adj. [F%@] incomplete
ﬁ?ﬂiﬂf.sg.nom. 12, 28, 28+

FR@W n. [[M%EF] opening;
blossoming & T/, ibc. 122

B adj. [fR@] left € R m.sg.loc.

56

et adj. [Fesra] pallid & oo
n.sg.nom. 3

ﬁ‘*@:{w adj. [ﬁ?gﬁ{ﬁ] covered with,
inlaid with & =g m.pl.nom.
39

oy f. [FEd] lightning € s ibc.
33, 130

faga m. [fFeT] bower £ T&=a. ibc. 90

fefafesr adj. [d.] composed
(Siddha.4.94, \F=fE ~ V&) &
Fr=fafeu m.plinstr. 25

T adp. [*ts.] without & o 51

ffofeer adj. [faffa] created;
fashioned & AT f.sg.nom.
19; fafurferen m.sg.nom. 64

FomE m. [fFmE] placement
oo f.sg.acc. [bahuv.] 1

et adj. [f@d] stretched & e
m.sg.nom. 72

FAER v, [T to flash & T
pres.3sg 84

frgfet adj. [FRgRd] flashing &
Fgfet, ibc. 93

e adj. [f494] wise; scholar &
1%@30 ibc. 30

T £, [fAEAT] manifestation &
IECIER] f.sg.nom. 76, 76+; T,
ibc. 6

#W@ adj. [ts.] spotless & T
f.pl.nom. 30; F¥@! m.sg.nom. 77;
W&, ibe. 1, 69, 130

™g® adj. [F9] without & .
ibc. 108

fovget m. [[F9™] amazement &
=T m.sg.instr. 130

et v, [[AVHF] to compose &
IELEEH pres.3sg.pass 54, 118

faen f. [fR=FA1] composition &
TR ibc. 42

@ m. [fA] end § Fra
m.sg.loc. 122

®R@ adj. [ts.] rare § @1
m.pl.nom. 15

#RE m. [ts.] separation ¢ . ibc.
59

#R™ m. [ts.] end, completion &
™. ibc. 112

o m. [FRH] conflict & FRE0
m.sg.instr. 71; ﬁfl’&;fm.sg.nom. 71,
72+; TR ibc. 6, 11

oo adj. [FeiE] stuck to,
hanging from & @3 ibc. 110

@t adj. [F@f&d] played, sported
& f@tdel n.sg.acc. 110

FeRR adj. [~ F@gw@] playing,
sporting (-ira- suffix) & &R
ibc. 90

@@ m. [ts.] play, beauty & @@
m.sg.instr. 95; ™. ibc. 62



ﬁlﬂé f. [ﬁ":li] loss; disaster; defeat &
fr@sg f.plloc. 87

FafF@s adj. [fF@@@] intended &
feafEets ibe. 113

Fasr m. [ exchange &
fTEsTefé m.pl.instr. 25

fafer adj. [fafd@] existing in &
fEatet. ibe. 101

¥ adj. [FE4] various & ffa=T
n.pl.gen. 19; Tfaete m.pl.instr.
115

¥ n. [[9] poison & FF. ibc. 69

#®et n. [f=] object & faem
f.sg.nom. [bahuv.] 104

BE®H adj. [M] uneven & =& ibc.
66

FE v. [ts.] to spread out & fo&ids,
pres.pple. (parasmai.) ibc. 130

Fafet adj. [fF@Ea] dissimilar €
ferfeets ibe. 103

@t adj. [fARE] special & &g
n.sg.nom. 118

| m. [fR] distinction & o a@n
m.pl.nom. 5; FEEN m.sg.nom. 56;
@, ibc. 56, 56+, 58, 61

#Es v [[y¥] to fall apart & FEsd.
pres.pple. (parasmai.) ibc. 120

#E m. [FfE] fate & @ m.sg.acc.
98

ﬁi\ﬂ adj. [FHA] waved & T%@% ibc.
81

&R v. [FdT] to state positively &
&3 conv. 76

#R m. [ts.] hero & T ibc. 73, 86

A adj. [fFaE] relaxed & TGt
m.sg.nom. 87

AT num. [FI] twenty & e
f.pl.nom. 10
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T m. [3] speed & T, ibc. 87

F m. [af] enemy & M ibc. 73

IgES adj. [d.] gentle, soft
(DeNaMa.7.96 ~ %) & TG,
ibc. 69, 94

| part. [ts.] together with & Fo ibc.
99 (2 times), 104, 113

@ m. [TF] conch shell & T&T
m.sg.nom. [bahuv.] 114

¥@& m. [45<| chain & d@@T
f.sg.nom. 12, 25; &, ibc. 25+

@1 f. [95a1] number & TETEA £
-tas suffix 10

HE@W n. [*ts.] movement B FFS
n.sg.nom. 114

FA@W adj. [*ts.] one who moves &
AU m.sg.nom. 60

UIT adj. [99] linked to & FFaT
m.pl.nom. 9

= f [ twilight & €2 ibc. 27
(2 times)

WA adj. [AFA] situated § GfSH,
ibc. 90

¥ m. [T2] eunuch & G
m.sg.gen. 32

Hd adj. [@] existing & Fdo
pres.pple. (parasmai.) ibc. 113

TYe f. [Yf] context & TY=o ibc.
104; 992 f.sg.nom. 56

¥E m. [ts.] doubt & HeET
m.sg.nom. 74, 74+; HEo ibe. 74

I f. [9¥9] richness & 9=
f.sg.obl. 71

H adj. [ts.] provided with & d99,
ibc. 15

TR adj. [FAFR=A] afflicted &
Ffifeet. ibc. 39
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W adj. [T full & Hgoot
n.sg.nom. 122; 9Yu0T f.sg.nom. 12,
22, 22+

TR adj. [FF] sent § G,
ibc. 119

FI@W n. [*ts.] twisting together &
TI@. ibc. 53

@1 m. [§34] doubt ¢ d&=t
n.sg.nom. 75; & ibc. 6

WA adj. [€%@] placed upon
RS m.sg.acc. 69; =T
m.sg.nom. 74

g f. [¥97] mixing & W
f.sg.nom. 8, 115, 115+

@ ady. [FFH] on its own &€& F=f 99

FAU m. [FSF] one’s own person &
TR m.sg.gen. 107

AT n. [TEFEA] bed & FA0
ibc. 110

W& adj. [9%6] all & TqAS
n.sg.nom. 40; W&, ibc. 18, 42+,
45,73, 117, 120, 132+

FAT adv. [F3T] always € 911 61; 93
adv. 63

F< f. [9f] virtuous wife £8 @Z. ibc.
117

FR m. [@A] heaven & T RE
m.sg.gen. 26

= adj. [@F931] speaking truth
& w=aet m.sg.voc. 99

S m. [F] good person &
¥ m.sg.voc. 99

U m. [@] noise, sound & |
n.sg.acc. [bahuv.] 129

QU adj. [AA] with; provided with
& |UE n.sg.acc. 43; AUMEN
n.sg.instr. 23

W m. [¥] power & 9T m.pl.nom.
[bahuv.] 94; 0T m.pl.gen. 102

TOE num. [FE321] seventeen &
e 13

Tt f. [2R] power, ability & FT
f.sg.obl. 127

T n. [TH] systematic text & TEAT
n.sg.instr. 49

TR m. [T@ER] author of a text
& FAHRE m.pl.instr. 80

¥T m. [T53] word; sound & T
m.sg.loc. 124+; U m.sg.instr.
102, 123; |=f¢ m.pl.instr. 37

FH adj. [ts.] same, similar & AT
f.sg.nom. 88; | m.sg.nom. 27;
¥, ibc. 70, 86, 103, 106, 107, 122,
126

W m. [9¥] effort & ¥H adv. 130

T adp. [A74] together with & T4
106; @ 130

7 adp. [F9F] together with &
q#ef 59, 88

FWEA v, [FATFA] to attack §
WHERAS pres.3sg 43

Gl f. [¥FAINET] balance %
FHSAEA f.5g.nom. 106+

T adj. [GATE] completed € TAT
n.sg.nom. 40+

qqA  adj. [qwd] capable & qacd
n.sg.nom. 87; A, ibc. 42

FA adj. [*ts.] same & FHT ibc.
14, 18

FARE adj. [ts.] ascended & THIEST
m.pl.nom. 120

FAE m. [ts.] compound & A,
ibc. 22



AT m. [@9Ted] coincidence &
AT ibc. 6; FATEET m.sg.nom.
71, 71+

TR adj. [@HEd] desired &

THI ™ n.sg.gen. 58

HESE adj. [99=9%] resplendent &
TG m.sg.nom. 73

FYOA adj. [TF4] lifted up &
IR m.pl.nom. 101, 120

¥ET m. [§¥95] ocean P 99%
n.sg.nom. [bahuv.] 130

FE m. [ts.] group & apRfe
m.pl.instr. 36; Wfé:f m.sg.nom. 44

g f. [ArdT] similarity & @
f.sg.acc. 41

W n. [@:] lake & W n.sg.nom. 40;
W f.sg.nom. [bahuv.] 119

W n. [TR7] refuge & T ibe. 36

@ adj. [ts.] straightforward &
W& m.sg.voc. 99

WH adj. [ts.] juicy, delicious &
T 81

[qien £, [ARd] river & AT
f.sg.nom. 30

ARE adj. [@=7] similar & ARETE
m.plinstr. 37; GR& n.sg.gen. 83;
Bt f.pl.nom. 30; [
m.sg.instr. 35; WA m.pLinstr.
33; |, ibc. 14, 19

[ige f. [@EErdT] similarity € @@t
f.sg.acc. 11; 9@ f.sg.nom. 16,
28

IREA n. [~ TEd] similarity
(-ttana- suffix) & TG n.sg.acc.
21; AREAT, ibc. 106

|qq . [ARA] river €8 A, ibc. 69

IR m. [T] body & W f.sg.acc.
[bahuv.] 1; TR ibc. 88
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|&T adj. [9%9] identical, similar €
& n.sg.acc. 74; @&l f.sg.nom.
29

T n. [F0H] lotus & T n.sg.acc.
43

|qIE 0. [VFTH] to praise B goTEeE
pres.3sg.pass 31

A adj. [GF90] all & F=IE
n.pl.nom. 2

¥A adj. [#4] worthy of hearing &
F=1E n.pl.nom. 2

FqEF m. [T21F] the moon & TEEFT
m.sg.loc. 105

¥EE m. [TRR] moon P FEHo ibc.
73

TEt m. [TRE] moon & T 116;
. ibe. 52, 68, 95, 116; & 75

98 v. [d.] to shine (Siddha.4.100)
& Wes pres.3sg 17

|E adp. [1s.] together with & T 88,
110

AR m. [FEFN] mango & TEo
ibc. 125

HEHT adv. [ts.] suddenly € =41 91

W m. [@HE] nature @ €8R1 ibc.
71; W= m.sg.nom. 61

gfeer adj. [afea] together with &
Afe f.sg.nom. 113

| f. [@E] female friend & afg
f.sg.voc. 75; @At f.plinstr. 133;
Tfeo ibe. 126

e f. [WRIh] (expression of)
concomitance & ¥&IMN f.sg.nom.
6, 86; WEI. ibc. 100, 100+; TET
f.sg.nom. 87+

el adv. [A194] at evening & 4T 27

WRR m. [AFR] the ocean &P AR,
ibc. 20
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HWAT n. [AWHA] completeness &
¥, ibe. 134

QAU n. [AF] similarity € qE000
f.sg.nom. 113

A adj. [ts.] full of & wrfemr
f.sg.voc. 52

Tl f. [Fe] female frog & Ao
f.sg.voc. 129

¥E m. [4¥] breath & 9¥. ibc. 36,
129

g f. [4%] mother-in-law & Ao
ibc. 109

qE v [\/‘Q'I'I'{{] to speak, to express
(Oberlies 1993: 163) & 4T
imp.2sg 133; Afesit
pres.pass.pple. (parasmai.)
m.sg.acc. 78

R v. [VEH] to prove & ATfesTY
pres.3sg.pass 108

¥EH n. [ts.] rashness, daring &
TEH n.sg.instr. 49

AER adj. [AEMEF] bold, daring &
ARG f.sg.nom. 133

R f. [9efar] the state of
being daring & WERF f.sg.nom.
133

™ v. [94] you are & T 99

TR m. [45R] the erotic rasa B
RAR. ibc. 64

R adj. [[&d] white & &=t ibc. 69

R part. [@] could it be? & e
133

g adj. [RE] taught & Rgr

m.sg.nom. 80

g adj. [F4] glossy & Mg, ibc.

15
T adj. [0 sprinkled & T, ibc.
77

R n. [BR:] head € R n.sg.loc. 94;
R ibc. 62, 84

RS® m. [89] fusion & R
m.pl.nom. 7; & m.sg.nom.
100, 100+, 101+, 102+; fRreds ibc.
121

®a adj. [RA] auspicious & R
m.sg.acc. 69

@ m. [¥9%] servant € e ibc.
97

& f. [RBrE] peak; crest €8 Rl ibc.
93

W@ adj. [2T@] cool & €. ibc.
53

g part. [ts.] good, well & Fo ibc.
122

F adj. [ts.] beautiful & X
m.sg.voc. 91; g n.sg.nom. 3;
W f.sg.nom. 17; 3R f.sg.voc. 66;
g3 ibe. 1

FA adj. [44] heard € g f.sg.nom.
121; gufig n.plinstr. 79; EEll

m.sg.nom. 52

AU m. [G5] good person &
geriite m.plinstr. 105, 117

g £ [gf) hearing & g3 ibc. 13;
g3. ibc. 1, 37, 37+, 126

W adj. [TA] empty & G ibc.
109

g v. [44] to be heard & =3
pres.3sg.pass 90

¥ n. [g@] pleasure & GaT
m.pl.nom. [bahuv.] 15

@& adj. [] handsome & g&t
m.sg.voc. 27, 99; el m.sg.nom.

82

A v, [VEA] to suggest & T 3pl
110



A adj. [A] suggested & g2t

n.sg.nom. 102

W m. [@] the sun & H m.sg.loc.

40; T m.pl.gen. 48; o ibc. 20,
21

& pron. [d.] possessive pronoun
(his, her, its, their) (Pischel 1981
[1900]: §423) % ¥ sg.gen. 112

¥F m. [4q] bridge & ¥3- ibc. 130

Afeen £ [d.] female calf
(DeNaMa.8.57, sello =~ mrgasisuh)
& At f.sg.acc. 82

AT v [\/@ﬂ] to attend, to frequent,
to serve ¢ @'I%l_sri% pres.3sg.pass 36

¥ m. [I9] remainder & ITH
m.pl.acc. 134

qvgr £ [¥9T] daughter-in-law &
e f.sg.nom. 81

wiferer n. [@RETF] blessing § A,
ibc. 117

H adj. [97] gentle & Tw
m.sg.voc. 99; F=I m.sg.nom. 63

WE v [V] to be pleasing & dE3
57; AEM pres.2sg 23, 35

WERT n. [MFE] attractiveness
e, ibc. 47

e f. [T beauty & FETE f.sg.obl.

88; AR n.plinstr. 70

AR adj. [THE] beautified $
et n.sg.nom. 20

¥ m. [ts.] goose & &AM f.sg.nom.
[bahuv.] 119; &80 m.sg.instr. 23;
4. ibc. 68

A adj. [&] struck & g ibc. 63,
110, 122

T m. [29] hand, trunk & g1
m.pl.nom. 112
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gt m. 2] elephant & gefior
m.pl.gen. 102

& m. [ts.] Siva & T ibc. 73

T m. [ts.] Visnu € g ibc. 20

&0 m. [ts.] lion & &R ibc. 45

g3T f. [d.] female friend
(Siddha.2.195; Oberlies 1993:
167) & o 127

e m. [efoH] ploughman; farmer
& =foet, 81

et adj. [efe] laughted at,
ridiculed & &1 f.sg.nom. 133

7l part. [ts.] exclamation of distress
& = 81 (2 times)

TR 0. [ERA] to take away § TRRE
imp.2sg 129

T adj. [ts.] captivating & gTROT
m.pl.nom. 111

T adj. [d.] moving quickly
(DeNaMa.8.75 ~ Sge) & &@
m.pl.nom. 39

feoreT n. [289] heart & f&e™ ibc. 79;
MH.sg.nom. 32; f&etets ibe. 111;
%?Wﬂf.sg.nom. [bahuv.] 65;
feereE n.pl.acc. 95

U adj. [EF] deficient § TRE
n.sg.gen. 106

g part. [@] givenness particle (“of
course”) & ¥ 11, 121, 126; § 3,
22 (3 times), 37, 74, 84, 90, 99,
106, 111, 118

T part. [ts.] vocative particle & g
103

¥ m. [Eq] cause & T3o ibc. 102+
THEAT m.pl.abl. 100

T £ [ts.] playfulness; speed,
quickness (DeNaMa.8.71 ~ )
T ibc. 103
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& v [V4] to become & i
pres.3pl 51, 97; &ifd pres.3pl 2, 15,
49, 93, 134; &M pres.pple.
(parasmaz.) ibc. 58, 58+; qg
pres.3sg 3, 14, 16, 19, 22, 25, 28
(2 times), 31, 37, 42, 50, 55, 61,
64, 67,71, 76, 78, 83, 89, 106,
113, 115, 121; 2= opt.3sg 60;
23 fut.3sg 91



Index of ornaments

This index covers those ornaments discussed in the Mirror of Ornaments as
well as others that are not discussed there but found in other early (pre-

1000 cE) works of poetics.

ABBREVIATIONS
ADa = Alankaradappano
Na. = Natyasastram
Vi. = Visnudharmottaram
Bhatti. = Bhattikavyam (ca. 650)
Bha. = Kavyalankarah of Bhamaha (ca. 600)
Da. = Kavyadarsah of Dandin (ca. 700)
Va. = Kavyalankarasutra of Vamana (ca. 800)
U. = Kavyalankarasarasangrahah of Udbhata (ca. 800)
Ru. = Kavyalankara of Rudrata (ca. 850)

By English name
ACCOMPANIMENT BY OTHERS, p. 138 (annapariarc) & ADa.83cd, 85. Only
here.

ALLITERATION, p. 107 (anuppaso, anuprasah) € ADa.50cd, 52-53;
Vi.3.14.1, Bha.2.5-8, Bhatti.10.1, Da.1.55, Va.4.1.8-10, U.1.3-10,
Ru.2.18-32.

AS IT 18, p. 118 (jaz, svabhavoktih) % ADa.61, 62; Vi.3.14.11ab,
Bha.2.93-94, Bhatti.10.46, Da.2.8-13, U.3.5, Ru.7.30-33.

BALANCE, p. 160 (samajoia, tulyayogita) & ADa.106-107; Bha.3.27-28,
Bhatti.10.62, Da.2.328-330, Va.4.3.26, U.5.7.

275
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BENEDICTION, p. 170 (assa, asth) € ADa.115c¢d, 117; Bha.3.55-57,
Bhatti.10.72, Da.2.355.

COINCIDENCE, p. 127 (samahio, samahitam) € ADa.71ab, 72; Bha.3.10,
Bhatti.10.51, Da.2.296-297, Va.4.3.29, U.4.7.

COMPARISON, p. 66 (uvama, upama) & ADa.11-40; Na.16.41-52,
Bha.2.30-2.34, Bhatti.10.31-36, Da.2.14-65, Va.4.2.1-21. U.1.15-21,
Ru.8.4-31.

subtypes:

blame (ninda) & ADa.34ab, 35; [compare ninda at Na.16.48,
Bha.2.37 (rejected), Da.2.30, Va.4.2.7].

chain (sankhala) €& ADa.25ab, 26; [compare malopama at Da.2.42].

complete (sampunna) & ADa.22ab, 23; Va.4.2.5.

concealed (gudha) & ADa.22cd, 24; [compare lupta at Va.4.2.6, and
samasopama at Ru.8.17-22].

contrived (viappia) & ADa.37cd, 39-40; Va.4.2.2.

counterpart (padivaitha, prativasia) € ADa.14-15; Bha.2.34-36,
Da.2.46-47, Va.4.3.2, U.1.22-23.

directed (talliccha) % ADa.31cd, 33; [compare dacikhyasa at Bha.2.37
(rejected), Da.2.32, Va.4.2.7].

doubled (biunaruva) & ADa.19¢d, 21; [compare bahupama at
Da.2.40].

garland (mala) % ADa.19ab, 20; [Bha.2.38 (rejected)], Ru.8.25-26.

homophonous (suimilia) € ADa.37ab, 38; [compare slesopama at
Da.2.28].

incomparable (asama) & ADa.16cd, 18; [compare Bha’s UNIQUE,
and asadharana at Da.2.37].

mutual (ekkekkama) € ADa.28cd, 30; [compare Bha’s
TARGET-COMPARISON, and anyonyopama at Da.2.18].

praise (pasanmsa) € ADa.31ab, 32; [compare prasarsa at Na.16.47,
Bha.2.37 (rejected), Da.2.31, Va.4.2.7].

provided with qualities (gunakalia) € ADa.16ab, 17; [compare
samuccayopama at Da.2.21].

slightly loose (daraviala) € ADa.28ab, 29.

superiority (aisaa) % ADa.34cd, 36.

trace (lesa) €& ADa.25cd, 27.

COMPARISON-IDENTIFICATION, p. 171 (uwvamaravaam, upamarapakam)
ADa.118ab, 119; Bha.3.35-36, Bhatti.10.61 (?), [Da.3.356 (rejected)],
Va.4.3.32.
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CONCOMITANCE, p. 140 (sahotty, sahoktih) € ADa.86ab, 88; Bha.3.39-40,
Bhatti.10.66, Da.2.349ab, 350-353ab, Va.4.3.28, U.5.15, Ru.7.13-18,
8.99-102.

CONDENSED EXPRESSION (samasoktih) ¥ Not in the ADa. Bha.2.79-80,
Bhatti.10.42, Da.2.203-211, Va.4.3.3, U.2.10, Ru.8.67-68.

CONFLICT, p. 128 (viroho, virodhah) % ADa.71cd, 73; Vi.3.14.13ab,
Bha.3.25-26, Bhatti.10.64, Da.2.331-338ab, Va.4.3.12, U.5.6,
Ru.9.30-44.

CORROBORATION, p. 137 (aithantaranaso, arthantaranyasah) % ADa.83ab,
84;Vi.3.14.8, Bha.2.71-74, Bhatti.10.37, Da.2.167-177, Va.4.3.21,
U.2.4-5, Ru.8.79-84.

DENIAL, p. 142 (avanhui, apahnutih) % ADa.89ab, 90; Bha.3.21-22,
Bhatti.10.58, Da.2.302-307, Va.4.3.5, U.5.3, Ru.8.57-58.

DISAVOWAL, p. 115 (akkhevo, aksepah) € ADa.58-60; Bha.2.68-70,
Bhatti.10.38-39, Da.2.120-166, Va.4.3.27, U.2.2-3, Ru.8.89-91.

subtypes:

of what is present (honta-, vaksyamana-) & ADa.59; Bha.2.69,
Bhatti.10.38, Da.2.123-124 (vartamana-), 125-126 (bhavisyat-),
U.2.3.

of what is past (avakkanta-, ukta-) € ADa.60; Bha.2.70, Bhatti.10.39,
Da.2.121-122, U.2.3.

DISTINCTION, p. 114 (viséso, visesah) % ADa.56-57; Vi.3.14.12cd,
Bha.3.23-24, Bhatti.10.59, Da.2.321-327, Va.4.3.23, U.5.4-5, Ru.9.5-10.

DIVERGENCE, p. 120 (vairego, vyatirekah) & ADa.61, 63; Vi.3.14.5,
Bha.2.75-76, Bhatti.10.40, Da.2.178-196, Va.4.3.22, U.2.6-8,
Ru.7.86-90.

DOUBT, p. 129 (sandého, sasandeham) & ADa.74-75; Bha.3.43-44,
Bhatti.10.68, [Da.2.356 (rejected)], Va.4.3.11, U.6.2-3, Ru.8.59-66
(samsayah).

EXAGGERATION, p. 111 (aisao, atisayoktih) & ADa.54-55; Vi.3.14.10¢d,

Bha.2.81-84, Bhatti.10.43, Da.2.212-218, Va.4.3.10, U.2.11-13,
[Ru.9.1-55].

EXALTED, p. 145 (udatto, udattam) € ADa.92ab, 93-94; Bha.3.11-13,
Bhatti.10.52-54, Da.2.298-301, U.4.8.
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subtypes:

based on wealth (riddhi-) € ADa.93; [Bha.3.13], Bhatti.10.52,
Da.2.300, U.4.8.

based on nobility (mahanubhava-) & ADa.94; [Bha.3.11],
Bhatti.10.53-54, Da.2.299, U.4.8.

EXCHANGE, p. 147 (pariatto, parivrttih) & ADa.92cd, 95; Bha.3.41-42,
Bhatti.10.67, Da.2.349¢d, 353¢d-354, Va.4.3.16, U.5.16, Ru.7.77-78.

EXCUSE, p. 123 (pajjao, paryayoktam) & ADa.64cd, 66; Bha.3.8-9,
Bhatti.10.50, Da.2.293-295, U.4.6, [# Ru.7.42-46].

FUSION, p. 150 (silesa, slistam) % ADa.100-103; Vi.3.14.6, Bha.3.14-20,
Bhatti.10.55-57, Da.2.308-320, Va.4.3.7, U.4.9-10, Ru.4.1-35 &
10.1-29.

subtypes:

with CONCOMITANCE (sahotti-, sahokti-) € ADa.101; Bha.3.18,
Bhatti.10.55.

with COMPARISON (uvama-, upama-) % ADa.102; Bha.3.19,
Bhatti.10.56.

with REASON (héu-, hétu-) €% ADa.103; Bha.3.20, Bhatti.10.57.

HAUGHTINESS, p. 141 (ujja, arjasvi) & ADa.86cd, 87; Bha.3.7, Bhatti.10.49,
Da.2.291-292, U.4.5.

IDENTIFICATION, p. 101 (r@vaarm, rapakam) & ADa.41-45; Na.16.56-58,
Vi.3.14.4¢d, Bha.2.21-24, Bhatti.10.26-30, Da.2.66-96, Va.4.3.6,
U.1.11-13, Ru.8.38-56.

subtypes:

applying to an entire state of affairs (samatthapaaattha,
samastavastuvisayam) & ADa.43; Bha.2.23, [compare
sakalarapakam at Da.2.69-70], U.1.12.

applying to only a part (ekkekkadesaparisanthiam, ékadesavivarti) €
ADa.44; Bha.2.24, [compare avayavarapakam at Da.2.71-72],
U.1.12.

ILLUMINATION, p. 104 (dvaam, dipakam) & ADa.46-49; Na.16.53-55,
Bha.2.25-29, Bhatti.10.23-25, Da.2.97-115, U.1.14, Va.4.3.18,
Ru.7.64-71.

subtypes:

final (anta-) ¥ ADa.49; Bha.2.29, Bhatti.10.24, Da.2.102, Va.4.3.19,
U.1.14, Ru.7.65, 68, 71.
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initial (ai- adi-) € ADa.47; Bha.2.27, Bhatti.10.23, Da.2.102,
Va.4.3.19, U.1.14, Ru.7.65, 66, 69.

medial (majjha-, madhya-) € ADa.48; Bha.2.28, Bhatti.10.25,
Da.2.102, Va.4.3.19, U.1.14, Ru.7.65, 67, 70.

IMAGINATION (bhavikatvam) €% Not in the ADa. Bha.3.53-54, Bhatti.10.74
(called nipunam?), Da.2.361-363, U.6.6.

INFERENCE, p. 163 (anumananm, anumanam) & ADa.108cd, 110;
Ru.7.56-63.

INTENSE AFFECTION, p. 144 (pemaisao, preyah) & ADa.89cd, 91; Bha.3.5,
Bhatti.10.47, Da.2.274-277, U.4.2.

INTENTION, p. 132 (bhavao) € ADa.78-82; [compare Ru.7.38-41].
subtypes:

cover-up (auito) & ADa.79, 81. Only here.
reference to something else (annavaeso) & ADa.80, 82; Vi.3.14.9
(upanyasah?), Ru.8.74=75 (anyoktih).
LESSON, p. 173 (niarisanam, nidarsana) & ADa.118¢d, 120; Vi.3.14.14cd,
Bha.3.33-34, Bhatti.10.63, Da.2.346-348, Va.4.3.20.

MANIFESTATION, p. 130 (vibhavana, vibhavana) % ADa.76-77;Vi.3.14.10ab,
Bha.2.77-78, Bhatti.10.41, Da.2.197-202, Va.4.3.13, U.2.9, Ru.9.16-21.

MATCHING, p. 124 (jahasankham, yathasarnkhyam) & ADa.67-70;
Vi.3.14.11¢d-12ab (kramah), Bha.2.89-90, Bhatti.10.44, Da.271-272
(kramah), U.3.2, Ru.7.34-37.

subtypes:

double (biuna-) € ADa.68.
triple (tiuna-) & ADa.69.
quadruple (catugguna-) € ADa.70.

MIRROR, p. 166 (aariso) € ADa.111-112. Only here.

MIXTURE, p. 169 (samsiiths, samsystih) % ADa.115ab, 116; Bha.3.49-52,
Bhatti.10.71, Da.2.357-360, Va.4.3.31, U.6.5.

OUT OF CONTEXT, p. 161 (appatthuappasargo, aprastutaprasamsa) &
ADa.108ab, 109; Bha.3.29-30, Da.2.338¢d-340, Va.4.3.4, U.5.8.

PREDOMINANT, p. 148 (uitaro) & ADa.96-99. Only here.

TRICK PRAISE, p. 156 (vavaesatthur, vyajastutih) & ADa.104-105;
Vi.3.14.14ab, Bha.3.31-32, Bhatti.10.60, Da.2.341-345, Va.4.3.24, U.5.9.
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REASON (hetuh) €@ Not in the ADa. [Bha.2.86 (rejected)], Bhatti.10.73,
Da.2.233-257, U.6.7 (kavyalingam), Ru.7.82-83.

REPETITION (avritih) ¥ Not in the ADa. Da.2.116-119.
REVELATION, p. 176 (ubbheo) € ADa.123-125. Only here.
REVERTED, p. 180 (valiar) % ADa.126ab, 127. Only here.

SEEING-AS, p. 167 (uppekkha, utpreksa) & ADa.113-114; Vi.3.14.7,
Bha.2.91-92, Bhatti.10.45, Da.2.219-232, Va.4.3.9, U.3.3-4, Ru.8.32-37,
9.11-15.

SEEING-AS COMPONENT, p. 174 (uppekkhavaavo, utpréksavayavah) &
ADa.121-122; Bha.3.47-48, Bhatti.10.70, [Da.2.357], Va.4.3.33.

SENTIMENTAL, p. 121 (rasio, rasavat) & ADa.64ab, 65; Bha.3.6,
Bhatti.10.48, Da.2.278-290, U.4.3-4.

SUBTLE (suksmah) € Not in the ADa. [Bha.2.86 (rejected) ], Da.2.258-262,
Ru.7.98-99.

SUPPRESSION, p. 106 (r0ho) & ADa.50ab, 51. Only here.

TARGET-COMPARISON (upameyopama) € Not in the ADa (but see mutual
COMPARISON). Bha.3.37-38, Bhatti.10.65, [compare anyonyopama at
Da.2.18], Va.4.3.15, U.5.14.

TRACE (lesah) € Not in the ADa. [Bha.2.86 (rejected) ], Da.2.263-270,
Ru.7.100-101.

TWINNING, p. 181 (jamaam, yamakam) & ADa.126¢d, 128-133;
Na.16.59-86, Vi.3.14.2—4ab, Bha.2.9-20, Bhatti.10.2-22, Da.3.1-77,
Va.4.1.1-2, Ru.3.1-59.

subtypes:

constructed in every line (saalapaa-, samastapada-) ¥ ADa.133;
[Na.16.63-65, 77-78], Bha.2.15, [Bhatti.10.13, 14].

from the middle to the end (majjhanta-, madhyanta-) € ADa.130;
[Na.16.79-80], Bha.2.12, [Bhatti.10.3], Da.3.43—-44, Ru.3.42-43.

occurring at the beginning (ai-, adi-) % ADa.129; [Na.16.75-76],
Bha.2.11, [Bhatti.10.4], Da.3.4-37ab, Ru.3.4, 42.

repetition of an entire line (paabbhasa-, padabhyasa-) & ADa.131;
[Na.16.70-71, 81-82], Bha.2.13, [Bhatti.10.2, 7, 10, 19],
Da.3.57-67ab, [Ru.3.17-18].

serial composition (avalr, avali-) & ADa.132; Bha.2.14,
[Bhatti.10.9?].
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UNIQUE (ananvayah) & Not in the ADa (but see incomparable
COMPARISON); Vi.3.14.15, Bha.3.45-46, Bhatti.10.69, [Da.2.356
(rejected)], Va.4.3.14, U.6.4.

By Prakrit/Sanskrit name

aisao, atisayoktih (EXAGGERATION, p. 111) & ADa.54-55; Vi.3.14.10¢d,
Bha.2.81-84, Bhatti.10.43, Da.2.212-218, Va.4.3.10, U.2.11-13,
[Ru.9.1-55].

akkhevo, aksepah (DISAVOWAL, p. 115) €@ ADa.58-60; Bha.2.68-70,
Bhatti.10.38-39, Da.2.120-166, Va.4.3.27, U.2.2-3, Ru.8.89-91.

subtypes:

avakkanta-, ukta- (of what is past) & ADa.60; Bha.2.70, Bhatti.10.39,
Da.2.121-122, U.2.3.

honta-, vaksyamana- (of what is present) & ADa.59; Bha.2.69,
Bhatti.10.38, Da.2.123-124 (vartamana-), 125-126 (bhavisyat-),
U.2.3.

anumananm, anumanam (INFERENCE, p. 163) & ADa.108cd, 110;
Ru.7.56-63.

anuppaso, anuprasah (ALLITERATION, p. 107) & ADa.50cd, 52-53;
Vi.3.14.1, Bha.2.5-8, Bhatti.10.1, Da.1.55, Va.4.1.8-10, U.1.3-10,
Ru.2.18-32.

annapariaro (\CCOMPANIMENT BY OTHERS, p. 138) & ADa.83cd, 85. Only
here.

atthantaranaso, arthantaranyasah (CORROBORATION, p. 137) & ADa.83ab,
84;Vi.3.14.8, Bha.2.71-74, Bhatti.10.37, Da.2.167-177, Va.4.3.21,
U.2.4-5, Ru.8.79-84.

ananvayal (UNIQUE) € Not in the ADa (but see incomparable
COMPARISON); Vi.3.14.15, Bha.3.45-46, Bhatti.10.69, [Da.2.356
(rejected) ], Va.4.3.14, U.6.4.

appatthuappasango, aprastutaprasamsa (OUT OF CONTEXT, p. 161) &
ADa.108ab, 109; Bha.3.29-30, Da.2.338¢d-340, Va.4.3.4, U.5.8.

avanhut, apahnutih (DENIAL, p. 142) & ADa.89ab, 90; Bha.3.21-22,
Bhatti.10.58, Da.2.302-307, Va.4.3.5, U.5.3, Ru.8.57-58.

aariso (MIRROR, p. 166) & ADa.111-112. Only here.
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avritih (REPETITION) & Not in the ADa. Da.2.116-119.

asisa, asth (BENEDICTION, p. 170) & ADa.115¢d, 117; Bha.3.55-57,
Bhatti.10.72, Da.2.355.

wjja, arjasvi (HAUGHTINESS, p. 141) € ADa.86¢d, 87; Bha.3.7,
Bhatti.10.49, Da.2.291-292, U.4.5.

ultaro (PREDOMINANT, p. 148) € ADa.96-99. Only here.

udatio, udattam (EXALTED, p. 145) € ADa.92ab, 93-94; Bha.3.11-13,
Bhatti.10.52-54, Da.2.298-301, U.4.8.

subtypes:

mahanubhava- (based on nobility) € ADa.94; [Bha.3.11],
Bhatti.10.53-54, Da.2.299, U.4.8.

riddhi- (based on wealth) € ADa.93; [Bha.3.13], Bhatti.10.52,
Da.2.300, U.4.8.

upameyopama (TARGET-COMPARISON) & Not in the ADa (but see mutual
COMPARISON). Bha.3.37-38, Bhatti.10.65, [compare anyonyopama at
Da.2.18], Va.4.3.15, U.5.14.

uppekkha, utpreksa (SEEING-AS, p. 167) & ADa.113-114; Vi.3.14.7,
Bha.2.91-92, Bhatti.10.45, Da.2.219-232, Va.4.3.9, U.3.3—-4, Ru.8.32-37,
9.11-15.

uppekkhavaavo, utpreksavayavah (SEEING-AS COMPONENT, p. 174) &
ADa.121-122; Bha.3.47-48, Bhatti.10.70, [Da.2.357], Va.4.3.33.

ubbhéo (REVELATION, p. 176) € ADa.123-125. Only here.

uvama, upama (COMPARISON, p. 66) & ADa.11-40; Na.16.41-52,
Bha.2.30-2.34, Bhatti.10.31-36, Da.2.14-65, Va.4.2.1-21. U.1.15-21,
Ru.8.4-31.

subtypes:

aisaa (superiority) € ADa.34cd, 36.

asama (incomparable) & ADa.16cd, 18; [compare Bha’s UNIQUE,
and asadharana at Da.2.37].

ekkekkama (mutual) & ADa.28¢d, 30; [compare Bha’s
TARGET-COMPARISON, and anyonyopama at Da.2.18].

gunakalia (provided with qualities) € ADa.16ab, 17; [compare
samuccayopama at Da.2.21].

gudha (concealed) & ADa.22cd, 24; [compare lupta at Va.4.2.6, and
samasopama at Ru.8.17-22].
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ninda (blame) ¢ ADa.34ab, 35; [compare ninda at Na.16.48,
Bha.2.37 (rejected), Da.2.30, Va.4.2.7].

talliccha (directed) & ADa.31cd, 33; [compare acikhyasa at Bha.2.37
(rejected), Da.2.32, Va.4.2.7].

daraviala (slightly loose) € ADa.28ab, 29

padivattha, prativastu (counterpart) & ADa.14-15; Bha.2.34-36,
Da.2.46-47,Va.4.3.2, U.1.22-23.

pasamsa (praise) & ADa.31ab, 32; [compare prasarmsa at Na.16.47,
Bha.2.37 (rejected), Da.2.31, Va.4.2.7].

biunaruva (doubled) € ADa.19cd, 21; [compare bahupama at
Da.2.40].

mala (garland) € ADa.19ab, 20; [Bha.2.38 (rejected)], Ru.8.25-26.

lesa (trace) €@ ADa.25cd, 27.

viappia (contrived) € ADa.37cd, 39-40; Va.4.2.2.

sankhala (chain) €& ADa.25ab, 26; [compare malopama at Da.2.42].

sampunna (complete) & ADa.22ab, 23; Va.4.2.5.

suimilia (homophonous) & ADa.37ab, 38; [compare slesopama at
Da.2.28].

wvamarwvaam, upamaripakam (COMPARISON-IDENTIFICATION, p. 171) &
ADa.118ab, 119; Bha.3.35-36, Bhatti.10.61 (?), [Da.3.356 (rejected)],
Va.4.3.32.

jamaanm, yamakam (TWINNING, p. 181) & ADa.126¢d, 128-133;
Na.16.59-86, Vi.3.14.2—4ab, Bha.2.9-20, Bhatti.10.2-22, Da.3.1-77,
Va.4.1.1-2, Ru.3.1-59.
subtypes:

ai~, adi- (occurring at the beginning) € ADa.129; [N2a.16.75-76],
Bha.2.11, [Bhatti.10.4], Da.3.4-37ab, Ru.3.4, 42.

avalr, avali- (serial composition) € ADa.132; Bha.2.14,
[Bhatti.10.97].

paabbhasa-, padabhyasa- (repetition of an entire line) & ADa.131;
[Na.16.70-71, 81-82], Bha.2.13, [Bhatti.10.2, 7, 10, 19],
Da.3.57-67ab, [Ru.3.17-18].

majjhanta-, madhyanta- (from the middle to the end) & ADa.130;
[Na.16.79-80], Bha.2.12, [Bhatti.10.3], Da.3.43-44, Ru.3.42-43.

saalapaa-, samastapada- (constructed in every line) € ADa.133;
[Na.16.63-65, 77-78], Bha.2.15, [Bhatti.10.13, 14].

jahasankham, yathasarnkhyam (MATCHING, p. 124) € ADa.67-70;
Vi.3.14.11¢d-12ab (kramak), Bha.2.89-90, Bhatti.10.44, Da.271-272
(kramah), U.3.2, Ru.7.34-37.
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subtypes:

catugguna- (quadruple) & ADa.70.
tiuna- (triple) & ADa.69.
biuna- (double) ¢ ADa.68.

jaz, svabhavoktih (As 1T 18, p. 118) € ADa.61, 62; Vi.3.14.11ab,
Bha.2.93-94, Bhatti.10.46, Da.2.8-13, U.3.5, Ru.7.30-33.

niarisanam, nidarsana (LESSON, p. 173) & ADa.118cd, 120; Vi.3.14.14cd,
Bha.3.33-34, Bhatti.10.63, Da.2.346-348, Va.4.3.20.

divaam, dipakam (ILLUMINATION, p. 104) € ADa.46-49; Na.16.53-55,
Bha.2.25-29, Bhatti.10.23-25, Da.2.97-115, U.1.14, Va.4.3.18,
Ru.7.64-71.
subtypes:
anta- (final) ¢ ADa.49; Bha.2.29, Bhatti.10.24, Da.2.102, Va.4.3.19,
U.1.14, Ru.7.65, 68, 71.
ai-, adi- (initial) % ADa.47; Bha.2.27, Bhatti.10.23, Da.2.102,
Va.4.3.19, U.1.14, Ru.7.65, 66, 69.
majjha-, madhya- (medial) & ADa.48; Bha.2.28, Bhatti.10.25,
Da.2.102, Va.4.3.19, U.1.14, Ru.7.65, 67, 70.

pajjao, paryayoktam (EXCUSE, p. 123) € ADa.64cd, 66; Bha.3.8-9,
Bhatti.10.50, Da.2.293-295, U.4.6, [# Ru.7.42-46].

pariatto, parivrttih (EXCHANGE, p. 147) & ADa.92cd, 95; Bha.3.41-42,
Bhatti.10.67, Da.2.349cd, 353¢d-354, Va.4.3.16, U.5.16, Ru.7.77-78.

pemaisad, préyah (INTENSE AFFECTION, p. 144) & ADa.89cd, 91; Bha.3.5,
Bhatti.10.47, Da.2.274-277, U .4.2.

bhavao (INTENTION, p. 132) & ADa.78-82; [compare Ru.7.38-41].
subtypes:
autto (cover-up) & ADa.79, 81. Only here.

annavaeso (reference to something else) € ADa.80, 82; Vi.3.14.9
(upanyasah?), Ru.8.74=75 (anyoktih).
bhavikatvam (IMAGINATION) & Not in the ADa. Bha.3.53-54, Bhatti.10.74
(called nipunam?), Da.2.361-363, U.6.6.

rasio, rasaval (SENTIMENTAL, p. 121) & ADa.64ab, 65; Bha.3.6,
Bhatti.10.48, Da.2.278-290, U.4.3-4.

rivaanm, ripakam (IDENTIFICATION, p. 101) & ADa.41-45; Na.16.56-58,
Vi.3.14.4¢d, Bha.2.21-24, Bhatti.10.26-30, Da.2.66-96, Va.4.3.6,
U.1.11-13, Ru.8.38-56.
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subtypes:
ekkekkadesaparisanthiam, ekadesavivarti (applying to only a part)
ADa.44; Bha.2.24, [compare avayavarapakam at Da.2.71-72],
U.1.12.
samatthapaaattha, samastavastuvisayam (applying to an entire state of
affairs) €% ADa.43; Bha.2.23, [compare sakalarapakam at
Da.2.69-70], U.1.12.

r0ho (SUPPRESSION, p. 106) & ADa.50ab, 51. Only here.

lesah (TRACE) € Not in the ADa. [Bha.2.86 (rejected) ], Da.2.263-270,
Ru.7.100-101.

vairego, vyatirekah (DIVERGENCE, p. 120) & ADa.61, 63; Vi.3.14.5,
Bha.2.75-76, Bhatti.10.40, Da.2.178-196, Va.4.3.22, U.2.6-8,
Ru.7.86-90.

valiarh (REVERTED, p. 180) & ADa.126ab, 127. Only here.

vavaesatthut, vyajastutih (TRICK PRAISE, p. 156) & ADa.104-105;
Vi.3.14.14ab, Bha.3.31-32, Bhatti.10.60, Da.2.341-345, Va.4.3.24, U.5.9.

vibhavana, vibhavana (MANIFESTATION, p. 130) & ADa.76-77;
Vi.3.14.10ab, Bha.2.77-78, Bhatti.10.41, Da.2.197-202, Va.4.3.13, U.2.9,
Ru.9.16-21.

viroho, virodhah (CONFLICT, p. 128) € ADa.71cd, 73; Vi.3.14.13ab,
Bha.3.25-26, Bhatti.10.64, Da.2.331-338ab, Va.4.3.12, U.5.6,
Ru.9.30-44.

viseso, visesah (DISTINCTION, p. 114) € ADa.56-57; Vi.3.14.12¢d,
Bha.3.23-24, Bhatti.10.59, Da.2.321-327, Va.4.3.23, U.5.4-5, Ru.9.5-10.

sandeho, sasandeham (DOUBT, p. 129) € ADa.74-75; Bha.3.43-44,
Bhatti.10.68, [Da.2.356 (rejected)], Va.4.3.11, U.6.2-3, Ru.8.59-66
(samsayah).

samajoia, tulyayogita (BALANCE, p. 160) & ADa.106-107; Bha.3.27-28,
Bhatti.10.62, Da.2.328-330, Va.4.3.26, U.5.7.

samasoktih (CONDENSED EXPRESSION) % Not in the ADa. Bha.2.79-80,
Bhatti.10.42, Da.2.203-211, Va.4.3.3, U.2.10, Ru.8.67-68.

samahio, samahitam (COINCIDENCE, p. 127) & ADa.71ab, 72; Bha.3.10,
Bhatti.10.51, Da.2.296-297, Va.4.3.29, U.4.7.

samsittht, samsrsiih (MIXTURE, p. 169) & ADa.115ab, 116; Bha.3.49-52,
Bhatti.10.71, Da.2.357-360, Va.4.3.31, U.6.5.
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sahotir, sahoktil (CONCOMITANCE, p. 140) € ADa.86ab, 88; Bha.3.39-40,
Bhatti.10.66, Da.2.349ab, 350-353ab, Va.4.3.28, U.5.15, Ru.7.13-18,
8.99-102.

sileso, slistam (FUSION, p. 150) & ADa.100-103; Vi.3.14.6, Bha.3.14-20,
Bhatti.10.55-57, Da.2.308-320, Va.4.3.7, U.4.9-10, Ru.4.1-35 &
10.1-29.

subtypes:

uvama-, upama- (with COMPARISON) & ADa.102; Bha.3.19,
Bhatti.10.56.

sahotti-, sahokti- (with CONCOMITANCE) &€ ADa.101; Bha.3.18,
Bhatti.10.55.

héu-, hétu- (with REASON) % ADa.103; Bha.3.20, Bhatti.10.57.

siksmah (SUBTLE) & Not in the ADa. [Bha.2.86 (rejected)], Da.2.258-262,
Ru.7.98-99.

hetuh (REASON) €2 Not in the ADa. [Bha.2.86 (rejected)], Bhatti.10.73,
Da.2.233-257, U.6.7 (kavyalingam), Ru.7.82-83.
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