CHAPTER -V

ALAMKARAS AND METRES IN SAUNDARANANDA

INTRODUCTION :- As without ornaments, ladies beauty cannot be
increased, like that, without poetical ornaments or alamkaras, which is
mixed with the words of an epic, cannot increase the beauty of that epic.
Actually, an epic never be considered as an excellent one without its
linguistically essential decoration. We can say that, any female being
however, beautiful in reality, without jewellery she cannot consider
herself perfect beautiful one. If she wears all those necessary ornaments
will not decrease her beauties’ rather it increase her glamour. On the
contrary, if she removes all those jewelleries from her body then off
course there will be some incongruity of her grace. And she obviously
looks like a bit less beauty. So there is the essentiality of ornaments or

jewelleries which really increase the bodily loveliness of a lady.

Therefore, the presence of poetical ornaments and the poetical
metres is well-united in epic which makes it excellent, So that the epic
became genuine. If a poet who wants to get the title of a great poet then he
must be use all the poetical proximate cause like words, meaning, mode,
flavour, musical harmony, metre, musical measure inadequate manner. In
subsequent part of the presence of poetical ornaments (alamkaras) and
poetical metres will be discuss briefly.
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ALAMKARAS USED IN SAUNDARANANDA
COMPRESSED DESCRIPTION OF ALAMKARAS

The famous ‘sicipR oreell: Alamkara sabdha’ which is most popular

among all the common people i.e. ‘diduBLg’ has mentioned as:-

“HATAGIIGYAT FUTAr: TIIIT st Hafd 1

HehRIAwTS eEd fAeega sewrearefAfa 11”7

Aacharya Bamana said about alamkara as, “‘Saundaryamolonkara’,

AocddAcior:”. The contemporary of Bamono, rhetoricians like

Visvanatha, Vamaha ect, were considered as adorns or decorator who had

ornamentation of epics (kavya’s) had viewed about alamkaras are

specially based on ‘word’ and ‘meaning’ i.e.’sabdha,2reg’ and ‘artha,3ry’.

They mentioned together that, alamkaras are two types of viz. one are
‘sabdhalamkara,” and other taken  ‘arthalamkara’. But, later on, this
traditional view of those famous ancient rhetoricians became change and
added other logical views about the alamkara by the modern rhetoricians,

which are of four type’s i.e.
(1) Sabdalamkara, (2) Arthalamkara, (3) Sabdarthobhoyolamkara,

and (4) Rosalamkara.
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(1) Sabdalamkara:-

‘I3 gFOedd gfaAaygd  acgedg dfeddufdNer aF  wifsead
UegTelhRar:- It means where words are used for increasing the

melodiousness of listeners has considered as sabdhalamkara.40

(2) Arthalamkara:-

“HiaAcHTdATFeT T FaIhdd FATEdRAT ;- It means supporting to

the valuable meaning where literature has ornate is considered as

arthalamkara.

(3)Shabdarthobhoyolamkara:-

“Fafd Gol: I UHcHIA: USAIIARIING  Hieoaerigvdfa=or 1
ATEAETAY  ASIIATEHANT  THcep [ IIU—Iehcdle]  AGTIHATGRRAT T
3qfhad 117:- It means that sometime both sabdha and artha jointly

increase a special beauty or sweetness of literature (kavya).In this
particular case, both the alamkara has being used at the same time for
increase literal melodiousness and understanding its meaning has consider

as sabdharthobhayalamkara.

(4) Rosalamkara.: -
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“HEREET M dcde 3UPRHI WA Holed IATARRATAT - it

means where rasa become primary and beneficial, which turned in to a
virtue, for it ‘rasabhava’ and ‘tadabhasa’ means ‘rasa-bhava-aabhasa’ has

considered as rasalamkara.
SHOBDALAMKARA:-

According to the Sahittyadarpana, shobdalamkaras are: -
(1) Anuprasah, (3ouRt:) (2) Yamaka, (zem:) (3) Slesha, (%oow:).
According to Visvanatha, Anuprasah are of five types, viz.
Chekanuprasah (8®IoJuRt:), Brittyanuprasah (qeolurRt:), Sruttyanuprasah
(gcagurt:), Antyanuprasah (3focliojuri:), Latanuprasah (clicIofuR:).
Again, Slesha are of three types, viz. Sabhangaslesha, (s%ierec>w:) and

Abhangaslesha, (smiere>w:), and lastly, in the sabhanga (31sierec>y:) slesha;

where sabhanga (3m9is1) is based on words or 2eg: and in the abhanga

(3rsierec>w:) slesha; is based on meanings or atef:. Therefore, slesha may be

considered as shobdalamkara and arthalamkara both.41
ARTHALAMKARA:-

Upama has it four parts, viz. purnopoma, malopoma, rasanopoma,
anbyoyam. Rupakam, Porinamah, Sondeshom, Atisayokti, Tullyayogita,

Deepakam, Drishtanthyo, Protibostupoma, Nidarshana, Byatirek,
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Samasokti, Bibhabona, Aprostutoprosamsha, Bisheshokti, Byajokti,
Byajostuti, Arthantoronyasah, Kavyalingam, Karanomala, Ekaboli,
Vtantiman, Ullekhah, Apahnuti, Nishchaya, Utpreksha, Swobhabokti,

Akshepo, Birudhah or Birodhabhaso, Bishomom, Pori-samkha, Slesha.
SHABDARTHOBHOYALMAKARA:-
Punoruktobodabhasah:-

“MUAARIGRRIUIIBTRIaHRIo1|

JolSthAGIHRT: A [3oolibrRoegor: ||

For example:-

“SI TGSl ST HTE M -1

ST Feraeeareadgl fa: 117

RASALAMKARA:-

“IAIIA] AGHIAT ATAZT Y9Il |

spuftgrcadrIiod Agicipadct ||

Rasalamkaras are of four types, viz. (i) Rasabat, samaq (ii) Preyoh,
%= (i) Urdhyoswi, sedf3a and (iv) Samahito, senfzas, Among these four

Rasabat (z21raq7) and Prayoh (3=r:) are prominent.
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UEIIol So=I>T AIRITE 5Ti01 ¢ JATGL: 1 DIl dAl¥HoolcidbRI 21fS f3fer & afer: 11

ALAMKARAS USED IN SAUNDARANANDA

Though A$vaghosa was appeared long days back of Bhamoho. So
the people were of that time not acquainted with poetical ornaments or
Kavyalamkaras.42 But we can find out a lot of alamkaras used by
Asvaghosain his creations. From the Famous epic Saundarananda, a few

fit and famous Alamkaras are mentioned here below:-

Upama (3ud):- e arceeidelo=i araeiaer 3udt geit:l”

Saun : “afere] BRI aruRLgyte 91d sfdegapdaia 1

SPIRIURRI foRBRIFA dl dedgiu saFaey 117

(Chap=10; verse=6)

In the last part of this above verse, heaving a comparison between

Himalayas with Sky. So, UpamaAlamkara is received here.

Rupaka (¥u®:): - “wud Harl faws orusa |”

Saun: “olog: A T URRIGRIAAI 2 fIIf2RI dod=IARa 1

RRANGH A5 TADIR Acal d AoleugdIedforsiooiare] 117

(Chap=5; verse=18)
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In the last part of this above verse, heaving the word ‘Jola-ug®I’

which means that ‘lovely-mud’. Here, upamana ‘love’ is compared with

upameyo ‘mire’ or ‘slime’. So, Rupaka Alamkara is received here.

Deepoka (dlum:):-“srRrgauzgaicludgfoe el

31 DRDAD HRGolDRY fepary deq 11”
Saun:  “sKadiq glgemseniite awg a sl
srsiigeldieisnfifognuafa a usir: 11”7 (Chap=2;verse=15)

In this above verse, the two verb i.e. ‘to know’ and ‘to check’
related with karaka ‘beneficial’, “favourable’, ‘strength’, ‘patience’, etc.

so that, this alamkara is consider as Deepakalamkara.

Atisayoktih (afiorife:):- “RigedStaaaraeaiaerFafierezs I”

Saun: “err a1 B & 9p! Astimad: ot arR:1
9191 Ter_IRIA WoraaidgRidnee samem 11”7 (Chap=10; verse==8)

In this above verse, the knowledge about absence of difference or
distinction of upomana with upomeyo is considered as atisayokti
alamkara, which reflected on upomana ‘lying peacock’ with upomeyo

‘Bolorama’s arm’.
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Byatirek (afciecd:):- “IifflaRgUARZRAUATOIooRIoIAIS I, SIfcidD: 1”

Saun: “ssoidiier: ul¥acda Yot: 8R=I URIIA: Yolfel dogar: 1

31 91 old Afoeldriel SIcl oIcIoll < ofuli d Aldotd 117

(Chap=9; verse=28)

In this above verse of epic Saundarananda, here upomana-upomeyo
I.e. moon and youth related to each other. Moon increased after decay or
loss of a certain period, but youth never return after old age. Here,

upomana comparatively having superiority over upomeyo, so that, this

verse come under byatirekalamkar (cafciemIcir?:).

Utpreksha (3ctign):- “srae AFeidoiicsin UgpaeT UIcdoll 1

arc Uil A1 vepifGiaemdadr 11”7

3031 ARSI AT ----------

“SiTol 3ol SI9IT DI =IP] SHITAURRT: 1

S[UII JJUIIgdfcelcle] =T A Udl sa 11”

“Aodgodr: IdoR]edlol 2 of UbcIpeidfl

BRI J]fUTol ZeIloi of Grifdilel cToote 11”
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Saun:- “#Hgidr: Add: Boodl: bMRRAzuUUsHE 1
HFBIAT DIV ArgerRIe samiad 11" (Chap=1;verse=7)

In this above verse, upomana land-part (Bhumi-bhago) is related
with upomeyo yellow koopor flower which is smooth, pleasing, purified,
etc. considered as bachotpreksha or utpreksha alamkara, because, here is

prokrita and poratman relation heaving.43

Samasokti, (JARNRE: ) -“FATA T - FHITRRI fergaTfavot: 1

IIFRIARIT: JEJASTIET TEJaT:11"

Saun:- “gwafoa P FPefizerr e Forw  afn  fAfkpml

DUllofPelloldrADIYd UcAiéigdifola pusciomns 11"

(Chap=10; verse=20)

In this above verse, promptmatter used as ascribed manner with
disconcerted matter are considered as samasoktialamkara. Here prompt
matter tree related with disconcerted matter fragrance, beauty with
colourful flower garland, ear-ring with resembling other ear ornaments.

All are the instance of samasoktialamkara.

METRE USED IN SAUNDARANANDA

COMPRESSED DESCRIPTION OF METRES
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Actually, Metres are directly related with verse or sentence which
directly fastened with poem. It has first ‘sentence’ then ‘poem’ and lastly
‘metre’ comes to exists i.e.”Chondhobodhoopadangpadyam”. We know
that, Ifthere is no sentence or verse then there will be no poem and if there

IS no poem then from where ‘sog.” or metre will exist. In fact, for a poem

some total of four paces or metrical foot is required. A poem is of two

types, viz. (i) (ge1) ‘Britta’ and (ii) (sufer) ‘Jati’. The poems, those follow
the rules of ‘Syllables’ are called circular poem *Brittiya-padya’ (grfi=-
ug). And those poems follows the rules of “Mora’ are called generic poem
‘Jatiya-padya’ (Sidier-ug).Generic Jati (Sifer) poems are metrical measure
of prosody ‘Matra-chondo’ (aIpI-@og:). Only “Arya-chondo’(siRl-86c:) is
the example of (sufer) “Jati’, which is ‘Matra-nirdeshaka’,whose first and

third ‘pada’ or pace heaving twelve (metrical) measure or limit , where its
second and fourth metrical foot are eighteenth and fifteenth measure or

limit respectively.44

Circular (Brittya ‘gefir’) poems are of three types, viz. (1) J#grdi
‘Samabrittya’ (ii) 3 EHgcd ‘Ardhasamabrittya’ and (iii) avFgedT
Bishamobrittya’. All the metres give one to understand by only ten letters

or alphabet. For example, # I T d & & o a1 & (Mo, Yo, o, So, to,

Jo, bho, no, go, lo).
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Three letters or alphabets combine together makes a (stoy) ‘gon’. Like the

same, eight number of three letters (smoy) ‘gon’ heaving, namely, #-sIvy, -

3IU], 3-310], A-3IV], AA-3IV], SI-3IV], $-31V], ol-a10 ( MO-gon, yo-gon, ro-gon, so-

gon, to-gon, jo-gon, bho-gon, & no-gon).

The above are of three syllables, but, go-gon and lo-gon have only

single syllable. Long syllables have mentioned by “---" symbol, & for

short syllables have indicating by “ ~ . For example,

(1) &#-3mor (mo-gon) have all three long (--- - --)
(2) &9t (no-gon) have all three short (_ _  _ )
(3) &-3mu1 (bho-gon) have first long remaining two short (--- _ )

(4) Z-ao1 (yo-gon) have first short remaining two long (_ --- --- )

(5) <-3or (jo-gon) have first and last short remaining one long

C )

(6) T-3191 (ro-gon) has first and last long remaining one short

(=)
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(7) @-3ro1 (so-gon) have first two short and last one long (_ _ ---)

(8) d-3rur (to-gon) have first two long and last one short (--- --- _ )

(9) 313197 (go-gon has only one long (----)

(10) or-3ro1 (lo-gon) has only one short ()

Now, it is very essential to mention ‘Joti’ here because, ‘joti’ is an
essential part of recitation of poem i.e. ‘Kavya’. Where tongue desires to
take rest, that moment is considered as ‘joti’. For example, Malini have
fifteen syllables as, “no-no-mo-yo-yo-yutetongmalinibhogilookoi”. Here

‘bhogilookoi’ pace indicating ‘joti’.

SAMABRITTYAM

Samabrittyam metre has its two sects, (i) Vedic Metre (Vaidic Chondoh)
and (ii) Formal Metre (Loukic Chondoh). These two types of metres, i.e.

Vedic and formal are described below: ---

Name of Metres Vedic Metre Formal Metre
EKASHORA UKTHA SHREE
DWYAKSHORA OTTUKTHA STREE
TRYOKSHORA MODHYA NARI
CHOTUROKKSHORA PROTISHTHA  KONYA
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SHOROKSHORA

ASTHAKSHORA

DASHAKSHORA

EKADASAKSHORA

EKADASAKSHORA

EKADASAKSHORA

EKADASAKSHORA

EKADASAKSHORA

DWADOSHOKSHORA

DWADOSHOKSHORA

TRYADOSHOKSHORA

TRYADOSHOKSHORA

CHOTURDOSHOKSARA

PONCHODASHOKSARA

SHUROSHAKSHORA

SHAPTADOSHOKSHORA

SHAPTADOSHOKSHORA

SHAPTADOSHOKSHORA

SHAPTADOSHOKSHORA

GAYATRI

ANUSHTHUB

PONKTI

TRISHTHUB

TRISHTHUB

TRISHTHUB

TRISHTHUB

TRISHTHUB

JOGOTI

JOGOTI

ATIJOGOTI

ATIJOGOTI

TANUMODHYA

BIDYUNMALA

MOTTA

INDRABOJRA,

UPENDRABOJRA,

UPOJATI,

ROTHODHORA,

SHALINI,

BONSHOSTHOBILOM,

DRUTOBILOMBITOM,

PROHORSHINI,

RUCHIRA,

SHARKARA BOSHONTOTILOKAM

ATISHARKARA

ASHTHI

ATYASHTHI

ATYASHTHI

ATYASHTHI

ATYASHTHI
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MALINI

BALA

MONDAKRANTA,

SHIKHORINI,

PRITHBI,

HORINI,



ASTHADASAKSHORA DHRITI NARACH,
UNOBINSHOTYOKSHOR  ATIDHRITI SHARDULABIKRIDIT
EKOBINSHOTOKSHORA PROKRITI SHROGDHORA,

ARDHASAMOBRITTYA AND BISHAMABRITTYAM

Ardhasamobrittya (3teiRiaigea:) has two metres, viz. (i) Pushpitagra

(gituamem) and (ii) Sundari(Joct). Another name of Sundari (Joc)is

Biyogini(fa=iiferoft). Bishamabrittya (fdwergea) has Anushthub  (3topeca)
which have eighteen syllables. Anushthub (sopecu) also considered as

verse-metre or slookha-chandah.

METRES USED IN SAUNDARANANDA

The famous epic Saundarananda, the creation of Asvaghosa is
well known for various metres. The uses of different types of metres are

discussed as under:-

®  30oJtod ;- “Usaidiol ¢ g A>T A [gagel: |

3] WtQ>d UIGToll IV aforRIAL A: |I”

o oo -“UsadsiagAd/hl auadAfgaqg et |

S[> U UIGlofi/ AN Zq ot Al s e: "

(arecTerar gfer:)
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Chap=1 (v=1--58), Chap=2 (v=1--62), Chap=11 (v=1--58),
Chap=12 (v=1--42), Chap=13 (v=1--54), Chap=14 (v=145),
Chap=15 (v=1--65), etc.

Saun :- “INIH: FAA ATH FIATHYAT I |
JH T I Hled: Frafiariara a#: I’ (sau; chap=1 and ver=1)
‘S e @ dclond: /[glordatogaiaz |
o 91.d o1 U 31 o1 ot:/fop1 &t ar for asit q ol

In each and every pace or metrical foot, sixth syllable will be long and the
fifth syllable is short but in second and forth pace, only seventh syllable

will be short.43

e 3USIIi ;- “RfSogasi AfS dl Siell oT, 3Uegdsll SIdelddl ail |
3IGIGARIGIIA CI§HIATSII, UIG] A RIGUSTIA=Ier. |1
(epIGemstT gfer:)
Saun: - “goit garoiStur g a1 et et ufer suferny areayl
URAIGI¥eN AGolbDR!: fRIRIGRN fSE1R slog11”
(Chap-4; verse-1)

(opIGomstaI gfer:)
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‘golgaraSugastad/adufasnfigareaygl

MATGATAMAG o D bIA:// U A =AM AT BIT T 611"

Chap=1 (v=59--60), Chap=2 (v=63), Chap=4 (v=1--44), Chap=5 (v=1--
52),Chap=6 (v=1--46), Chap=7 (v=1--47), Chap=10 (v=1--53),
Chap=11 (v=59), Chap=14 (v=46--49), Chap=16 (v=1--64), Chap=17

(v=1--70),Chap=18 (v=1--43),etc.

Saun :-“31Y; g2 Arg>sAdcURd ASRIRII of fdza |

MYRIINPIGEIHATH rar el AT ITed bifeieaoe: |I”

(C=1; V=59)

‘Y. gIacgdgadcul//FAdSTAA viol [Ad3aAA o |

snygAosicaAd Y ad/cgargaaRadifiasall”

(C=1; V=59)

Combinelylndrabojrah and Upendrabojrah lift up Upojati metre.

e Pushpitagra :-“3RJfS1 oIeRW Al ADRI A 31  ofoil SIoIrd Yitudrarl”

Chap=3 (v=42), Chap=4 (v=46), Chap=6 (v=49), Chap=9 (v=50),

Chap=18 (v=60), etc.

Saun :- “sfrgfeasroIer: foRurpSgyFYueeg2 aql
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SMAGIRIS D daul fas2fer o1 forar. didzmer 117

(chap-3; verse-42)

“strgfeaaenadfaaucyp//z3gysrgAuAFYIaql

sgdgHASfOTbAsHl f[dsfrasiforadiastll”

In the above verse, first and third metrical foot, heaving four
goni.e.’no no royo’ and in second and forth metrical foot, there must be

five gon i.e. ‘no jojoro go “for particular Puspitagra metre.44

o dorRefdet- “SIdl g doRAHSHA ST I”

Chap=4 (v=45), Chap=9 (v=1--49), Chap=10 (v=54--63),

Chap=15 (v=66--67), Chap=18 (v=44--49)etc.

o  3IUIATA "3RI ololeTl 3]F: AH | AGURATINIHG ofsil ol 117

(Chap=8; verse =57)

o 3uferd Ugfue:- “Sulderaugiud gepIrg #3il il il |

Holl 5121 31, oil 3, ol ol oAl 1”7 (Chap=2; verse=64&65)
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CONCLUSION:-

At last, it is very essential to mention here that before the era of Bamano,
Vhamoho, Dandin, Visvanatha, Asvaghosa created his holistic creation
like, BuddhaCharita, Saundarananda, SariputraProkorono,etc. with his
great poetic expertness. Actually, an epic is consider only when if there is
presence of Alamkaras and Metres. Though Asvaghosa was an ancient
poet but in his composition, we can find out very easily that there were no
crisis of use poetical ornaments and poetical prosody. In fact, the learners
and scholars attracted on his composition, only for the vast and

appropriate use of Alamkaras and Metres.
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