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This paper will offer a complete review and translation of the passages dealing
with kavyapaka, the ‘tipeness of poetry’, throughout the whole history of San-
skrit poetics. The origin of the idea most probably lies in an impressionistic
comparison between poetry and fruit, the same idea that underlies the notion of
the rasa ‘sap/aesthetic experience’. Indeed, the vividness of the image is even
more striking than for rasa, and the juxtaposition of kavya and juicy items has
aroused the theoretic fancy of many alamkatrikas.

In fact, although it does not enjoy a prominent position amongst critical
devices, paka and its varieties are mentioned and discussed in all major works
on poetics.! Using a chronological viewpoint to follow the development of the
concept, we start from some episodic remarks to arrive at the more complex
classifications offered by Puranic systematists, only to end again with a simpli-
tied categorization. This theoretic insight is followed by a brief review of the
practical application of the theory of kavyapaka, presenting excerpts from clas-
sical literature in which well-known works and authors are compared to fruits.

The Sanskrit texts of the translated passages are given in the Appendix at
the end of the paper, in the order they appear.

1. Paka in theory

1.1 Bhamaha, Kavyalamkara 5.62

Bhamaha is the first author to compare poetry to fruit, although he does not
explicitly mention paka. The rationale of the simile is evident: pedantic poetry is
like a disgusting fruit. His judgment points to the realm of artha: indeed the
passage comes from the chapter devoted to poetic defects springing from logi-

1. So far, the only contribution explicitly devoted to the topic of kavyapikais Dwivedi 1974.
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cal fallacies. There is no trace of a developed set of maturations as in later writ-
ers, only an isolated image. Rasa(vat) is still an alamkara, and the sour kapittha,
‘wood apple’,? will remain as the symbol of bad poetry up to Bhoja and
Rajasekhara.

Poetry which even in the presence of rasa is unpleasant (ahrdyam), unclever
(apesalam) and not easily analysable (asunirbhedam)
according to some is like an untipe wood apple (kapittham amam) (...).

1.2 Vamana, Kavyalamkarasutravrtti 1.3.15; 3.2.15

Vamana refers to paka twice, with different implications. When he deals with
deliberation (aveksana), one of the aids for poetry (kavyarga), he quotes two
slokas centred on ripeness: the focus is on sound (s2bda). This formulation will
be the basis for all subsequent speculations, not only on paka, but also on the
cognate idea of sayya, ‘repose’. Ripe poetry is the one in which words have
found their definitive arrangement and cannot stand synonyms:

As long as the mind hesitates there is insertion and deletion (adhanoddharane).
When the stability of a word is fixed, alas! Floquence is accomplished.

When words abandon the capacity of being substituted (parivretisahisnutam),
experts in the disposition of words call it ripeness of words (sabdapakam).
(Kavyalamkarasatravetti 1.3.15)

The second occurrence comes from the section on qualities of meaning
(arthaguna), under the heading kane#, ‘brilliance’. The three stanzas provide a
first, neat subdivision of pakas. Here, paka is the overall taste bestowed on a
composition by gunas ot by their absence:

The complete blooming of qualities (gunasphutatvasakalyam) is called ripe-
ness of poetty (kavyapaka),

and it is compared to the full maturation (parinamena) of Mango (citasya);
having the quality of difficult matter (kiistavastugunam), and being based on
the refinement of nouns and verbs (suptirisamskarasaram),

poetry has the ripeness of Eggplant (vrntakapakam) and therefore people
dislike it.

Something whose meaning is devoid of the ten gunas is useless:

the sentence ‘ten pomegranates, etc.” is not fit for using.
(Kavyalamkarasatravrtti 3.2.15)

2. Feronia limonia. Botanical identifications follow Khare 2007. I have personally tasted all
the fruits mentioned in this paper during a pleasant tour of Pondicherry’s bazaars with Miss Iona
MacGregor.
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The allusion to the proverbial nonsense ‘ten pomegranates, six cakes, basin,
goat-skin, lump of flesh, a petticoat, this of a maiden, of a swordsmith’s son,
father, dropping’ (dasa dadimani sad apupah kundam ajajinam palalapindah
adharorukam etat kumaryah sphaiyakrtasya pita pratisinah) discloses a game of
cross references between early alamkarikas and grammatical literature.3 The
same nonsense is employed by Patafijali in Mahabhasya 1.2.2 when he discusses
Astadhyayi 1.2.45, a sutra dealing precisely with the ‘meaning’ of words. The
authors of Kasikavrtti, commenting on this sutra, give the word kapittha as an
example of pratipadika. Without jumping to any conclusions, the recurrence of
names of fruits (pomegranates, wood apple) within the same passage certainly
deserves mention.

1.3 Rajasekhara, Kavyamimamsa 5

Rajasekhara devotes the 5% chapter of his work to the investigation of
kavyapaka. His main contributions are the lucid discussion of previous posi-
tions and the abundant enumeration of fruits with their maturities. He rejects
paka as the definitive stability of words and follows his wife Avantisundari in
seeing ripeness as something very similar to poetic propriety (aucitya). A quota-
tion from Vamana on vaidarbhi riti somehow links paka to this poetic style.
Unfortunately, examples for each pika are not given, nor are we offered any
hint as to how they can effectively be distinguished. Were it not for the existing
internal hierarchy, we would be inclined to read the passage simply as a lush
enumeratio chaotica.

Thanks to continuous exercise (abhyasavasatah), the expression (vakyam) of a
good poet reaches ripeness (pakam). The Acaryas ask: “What then is this ripe-
ness?”. Mangala4 answers: ‘It is the maturation (parinamah)’. The Acaryas ask
‘Again, what is this maturation?’. Mangala: It is the proficiency which consists in
the intimacy with verbs and nouns (supam tinam ca sravah)’.5 The Acaryas say:
“That is the felicity of expression (sausabdyam). Ripeness is the stability in the
disposition of words (padanivesaniskampatay’.

It is said: ‘As long as the mind hesitates (...)’. [Vamana, Kavyalamkarasatravreti
1.3.15].

The Vamaniyas say: “The conclusion of the stability of words comes also from
the inserting and inserting again. Therefore ripeness is the aversion of words for
substitution (parvrttivaimukhyam)’. They say: ‘When words abandon (..).
[Vamana, Kavyalamkarasitravetti 1.3.15).

3. For the influence of grammatical thought on Bhamaha and Vamana see Chakravarty
1984 and 1993.

4. On the figure of Mangala see Krishnamoorthy 1971.

5. Cf. supra Vamana, Kavyalamkarasatravett 3.2.15.
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Avantisundari remarks: ‘Again this lack of creativity (asaktir) is not paka’. Because
for one and a single matter, there is more than one reading which is ripe for great
poets. Therefore, ripeness is the composition in which expressions (sizkt)), mean-
ing (artha), and sound (sabda) are appropriate for rasa.S It is said:

According to me the ripeness of exptession

is the right fastening of sound and meaning

suffused with qualities, ornaments, styles, expressions,

by which the connoisseurs attain pleasure.
This is said:

Being the speaker, being the meaning, being the sound, being the rasa

there is still not that by which the nectar of poetry flows.

[Vamana, Kavyalamkarasatravrtti 1.2.11]
The Yayavariya says: “Thanks to its being inferred through the result, paka is in
the dominion of denotation (abhidhavisayah) and can also be expressed through
different words. And now it is subject to usage if the agreement of the connois-
seurs is sanctioned there’.
And this is ninefold for the community of poets who exercise themselves in
poetry.
Among these, not sweet at the beginning and at the end is Neem (picumanda);
not sweet at the beginning but middling in the ripening is Jujube (badara); not
sweet in the beginning but sweet in the ripening is Grape (mrdviks); middling at
the beginning but not sweet at the end is Eggplant (vartaka); middle at the begin-
ning and at the end is Tamarind (#ntidika); middling at the beginning and sweet
at the end is Mango (sahakara); delicious at the beginning and not sweet at the
end is the Betel nut (kramuka); delicious at the beginning and middle at the end is
Cucumber (trapusa); sweet at the beginning and at the end is Coconut (nalkera).
Among these the first pakas in the three triads must be rejected. It is better not to
be a poet than to be a bad poet. Bad poetry is indeed death with breath. The
middle ones [in the triads] must be tefined. Indeed, refinement enhances the
quality of everything. Even impure gold becomes pure gold when heated in fire.
The others are acceptable. What is naturally pure needs no refinement. A touch-
stone has no power compared to the brilliance of a peatl. Again a work of unsta-
ble ripeness is traditionally considered the ripeness of the wood apple (kapittha).
Good speech is obtained just as edible grain is obtained through threshing straw.

At the same time poetry ripens in nine different ways for one who exerts

himself,

The clever should divide it according to the rule of insertion and rejection.

This threefold classification has been shown for the students’ sake,

nevertheless in the three worlds there are many more varieties.

6. This brings paka very close to the more developed concept of propriety (aucitya),
for which see Dhvanyaloka 3.10-14 vrtti and Aucityavicaracarca.
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1.4 Bhoja, Sarasvatikanthabharana with Ratnesvara’s comm. 1.77

Bhoja and the commentator Ratne$vara cast a new light on paka. They treat the
topic under the heading praudhi ‘maturation’, belonging to the category of
vakyagunas. Together with the usual recollection of previous argumentations,
their main contribution is the illustration of a practical criterion to distinguish
different pakas, based on the phonetic texture of single stanzas. The Saras-
vatikanthabharana agrees with Vamana on seeing paka as (a consequence of)
aveksana: results (and pakas) vary according to the nature of the words im-
mutably chosen by the poet. A point of disagreement is the vartakapaka’s place:
for Vamana, it characterizes ‘bookish’ poetry, while for Bhoja, the very same
expertise in lexical subtleties constitutes the gupa of felicity of expression
(susabdata). The existence of arthapakas as opposed to these sabdapakas is stat-
ed at the end of the passage, but the topic is not fully developed. Indeed, it will
be more adequately discussed by Vidyadhara and Vidyanatha.

Now the author defines the quality of the expression characterized by a supreme
pitch:
[Bhoja:] A mature ripeness (praudhah patipakah) of poetic diction goes by the
name maturity (praudhih).
As:
He uprooted the earth; he crushed the enemy’s chest; he ate the fortune of
king Balin all at the same time.
What has been done by this young hero in the span of one life time, could
not have been accomplished by the Ancient Man in three lives.”
Here the ripeness of expression is called maturity: this maturation of Coconut, of
Grapes, and so on which is obtained by practice through a pleasant composition,
adding or removing words like the gramya, etc. [as ‘abhyuddhrtd] or also from
the words prakrtistha, komala and kathora® or nagara, upanagara and gramya.
And so, this sentence is called the ripeness of Coconut. In the same way the rip-
ening of Mango and Grape also remain to be explained.
[Ratnesvara:] This ripeness of poetic diction is called maturity. Ripeness is the
impossibility to substitute words with synonyms (patyayapativartisahatvam). As
he said: “When words abandon (...)” [Vamana, Kavyalamkarasatravred 1.3.15].
‘Mature’ accomplished at the beginning and at the conclusion. And this can be of
three types: Coconut, Mango, and Grapes. That is to say: the ripe coconut is hard
in its skin, it has its soft core hidden in the coir and is much harder in the shell. In
the same way, a composition can be hard in one’s mouth, but immediately after,
it is full of sweetness, and then harder; therefore the nalikerapaka is said to be
quite hard. That is to say, in the first pada of the mentioned example, the four syl-

7. Attributed by Jalhana’s Suktimuktavalito Cittapa.
8. The terms refer to the classification of words according to their phonic texture
(normal, sweet, harsh) or to their social context of use (urban, common, and vulgar).
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lables ‘abhyuddhrea are hard at the beginning, the six syllables ‘vasumati dali are
soft, the four letters ‘tam ripiaral’ are harder because of anusvara, repha, and the
long vowel. Also here ‘zan?’ through a sweet disposition strengthens the similarity
with that part of the shell which is tender: this according to our elders. Thus in
the three padas starting with the second, the similarity with the coconut fruit must
be inferred, because of the four, six and four syllables.
He [i.e. Bhoja] said how this ripeness then arises: ‘here’, by practice’, that is, it is
obtained through exercise. ‘Exercise is the frequentation under the guidance of
those who know how to make and compose poetry’ [Mammata, Kavyaprakasa
1.3 vret]]. He said how that particular paka arises: ‘through a pleasant composi-
tion’, through the sweetness in the combination. And also how that happens:
‘adding or removing’. Adding is inserting in the composition and removing is de-
leting. Then it is said, adding or removing what: ‘words’ like abhyuddhrta, etc. in-
tentionally taken one by one. And then it is said from what: ‘prakrtistha, etc.’.
Therefore this is the meaning: this really must be chosen among prakrtistha
words and so on, which on account of the charm of the composition does not al-
low the substitution with synonyms.
This is the convention: another word may exist, but for the connoisseurs it does
not. This is the kind of an accomplished composition, how could it be otherwise?
A word synonym inserted somewhere else in the composition is not pleasant in
the same way.
And therefore this is a quality of expression (vakyaguna). And the harshness aris-
es from conjunct consonants or long vowels. As in the present example ‘ripira,
etc., someone [i.e. Vamana] has said that vartakapaka is characterized by the pro-
ficiency in using nouns and verbs. But this is really the guna defined as felicity of
expression. ‘In the same way’. As the Grape has a soft skin at the beginning, and
inside contains some hardness on account of its two, three, four kernels, in this
way some compositions are indeed soft at the beginning and at the end and hard
in the middle. ‘Ripeness of grapes’ is the name given to what has a slightly hard
nature made up only of conjuncts and long vowels. Such as:

Are the young leaves of these creepers, cared for by the water you sprinkle,

continuous?

The leaves are similar to your lips, red though long bereft of red lac.

[Kumarasambhava 5.34]
And also as:

The trembling eyes bear the face whose musk #/aka was washed off by the

teardrops of the fickle eyes,

as if the myzga mark of the moon had gone away.9
For this very reason it has been said by the author of the Kavikajpalata®® and by
others that there is no fourth nilakapitthapaka, ‘blue wood apple’s ripeness’. And
as the mature mango fruit is sweet at the beginning, but in the kernel it is hard, so
another composition starting from the beginning is soft and in the middle it is
harder: this is called sahakarapaka. And again as:

9. Anonymous. I read vahati, which gives a better sense.
10. An unidentified work not to be confounded with the Kavikalpalata by Devesvara.
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O kamalini; morning is your friend! Kumudini, you will rejoice the next
moontise!
Blessed night, you are gone, darkness is dispelled! — rathariga birds say aloud
shaking their wings."!
And also here in this example the hardness must be recognized as double. These
here are the only three pure pakas. But there are many more born from contami-
nation. Those are indeed arthapakas and will be analysed differently in the fifth
chapter.

The 5t pariccheda, which has come to us with no commentary, places pakas
amongst the features of rasa: they are laconically defined as varieties of love
(premabhaktayah) and divided into ripeness of grapes, coconuts and mangoes
(Sarasvatikanthabharana 5.125). The passages in Srﬁgérgpfzkés'z dealing with
paka (mainly in chapter 36, the last one in the work) are too fragmentary to be
taken into account here.

1.5 Agni Purana 345.22cd-23

The Agni Purana places pakas among ubhayaguna, that is, amongst qualities of
both sound and meaning. The passage adds nothing to our understanding of
pakas, and is, moreover, invalidated by the typical Puranic carelessness. The
question of the dependence of the Puriana on Bhoja or vice versa is of no in-
terest here: whether Bhoja has expanded the clumsy Puranic views, or the Agn/
Purana has imperfectly summarized the learned king makes no difference what-
soever.!2

A certain high maturity (uccaih parinatih) goes by the name ripeness.

It is fourfold [!], according to the distinction between grape (mrdvika), coconut
(narikela) and mango (ambu). The ripeness of grapes is sweetness in at the be-
ginning and in at the end.

1.6. Vidyadhara, Ekavall with Mallinatha’s comm. 1.12

Vidyadhara treats paka in the first section of his work, while discussing the
causes of poetry, namely abhyasa. His contribution is nothing else more than an
almost literal reprise of previous literature. As often happens, the most interest-
ing insights come from the commentator, Mallinatha, who conciliates paka with
sayya and provides an example of his own to illustrate the theory. The whole
passage is much indebted to Rajasekhara.

11. Anonymous.
12. For a discussion in merit, see the Introduction to Agni Purina, 120-28.



152  Alessandro Battistini

[Vidyadhara:] The expression of poets who exercise incessantly (anavaratam
abhyasyatam) reaches ripeness (pakam). And paka is the conjunction of sound
and sense appropriate for rasa (rasocitasabdarthanibandhanam) [cf. supra Avan-
tisundari quoted by Rajasekhara]. Others say: ‘paka is the proficiency in words
(padavyutpattih) flowing from the ambrosia of what has been heard
(Sravanasudha)’ [cf. Mangala quoted by Rajasekhara]. And others again say: ‘paka
is the aversion of words for substitution’ [cf. the Vamaniyas quoted by
Rajasekharal.
[Mallinatha:] Rasas are srrigara, etc. That use of words capable to express them,
given their distinction between soft and haughty etc., through the appropriate
stitching of sound and meaning (ucitasabdarthagumphanat) becomes a shower of
ambrosia for the ears. Therefore paka is the blossoming of words appropriate for
the savouring of rasas (tasasvadocitasabdanispattih) and can be obtained through
practice. The meaning is that exercise is fruitful. And this paka is famous in the
compositions of Kalidasa and others. Another opinion is: “The aversion of words
for substitution’, it which is the impossibility of being exchanged. And that is also
called also mutual repose (maitrisayya). As in my sloka describing the moonrise:

Because of the touch of the rays of the moon,

all the beings, from the lump of grass, are portrayed by the shiny night as

having a peaceful soul.
If we insert other words here, such as ksapa instead of the words nisz, etc., recip-
rocal mutuality would be broken (parasparamaittibharigah).

1.7 Vidyanatha, Prataparudriya with Kumarasvamin’s comm 2.35-36

After the Puranic exploit, the situation returns to simplicity with Vidyanatha.
He reserves a prominent place for paka among the main constituents of kavya,
along with sabda, artha, gunas, ritss, etc. For this rhetorician, paka is concerned
with artha, and is defined as the basically twofold savouring of rasa
(rasasvadaprabhedah) (Prataparudriya 2.5ab). The emphasis is on the simplicity
of the meaning, and both the pakas are illustrated with examples marked re-
spectively by clarity or obscurity. The ambiguity between rasa as juice / as an
aesthetic experience reaches here its apex here.

Ripeness is the depth of meaning (arthagambhirima), pleasant in two dif-
ferent ways: grape and coconut, with clear differences.

Grape has the rasa/juice bursting inside and outside.

(Prataparudriya 2.35-36ab)

And this is glossed by the commentator Kumarasvamin as: ‘It bursts inside and
outside because is savoured at the very moment of reading (pathasamaye)’.

On the other hand, the ripeness of coconut ‘has the rising of the juice hid-
den inside (antargudharasodayah, 2.36cd)’. The commentator explains: ‘“The
meaning is not grasped quickly because it relies on a detailed explanation
(vyakhyanasapeksatvat)’.
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The asunirbhedam of Bhamaha resounds here (see supra). The difference
lies in the fact that Vidyanatha admits ‘difficult’ poetry as well.
Kumarasvamin sums up and admits the possibility of additional pakas:'3

draksapaka and narikelapaka fall in into one or the other category according to
the slow or quick grasping of the meaning (arthasya drutavilambitapratityol). Be-
cause there is another variety of understanding, a middle one, consequentially
other pakas, such as banana and mango, etc. (kadalirasaladi) can consequentially
be imagined.

2. Paka in practice

In the following passages, taken from margalacaranas and prasastss of kavyas,
single pieces of poetic art are judged (sometimes in a biased way) under in the
light of kavyapaka.'4 Given the ingenuity of the comparison between poetry
and fruit, a theoretic background may not be necessatily be implied.

2.1 Mallinatha, Ghantapatha commentary on Bharavi’s Kiratarjuniya, mangalacarana 6

The voice of Bharavi is similar to a coconut (narikelaphalasammitam): it can be
cracked open with a single stroke, and the connoisseurs may agreeably savour
agreeably its pulp (saram) rich in sources of juice/aesthetic sentiment
(tasagarbhanirbharam).

Mallinatha’s pointed opinion has a counterpart in the popular subhasita:

The simile is proper to Kalidasa,

and pregnancy of sense (arthagauravam) to Bharavi,
to Dandin is grace in wording,

and in Magha all the three qualities are present.
(Subhasitaratnabhandagata 37.63)

2.2 Suryapandita, Ramakrsnavilomakavya, mangalacarana 7

A less apt statement is made by Surya, premising a boasting rematrk to his
Ramakrspnavilomakavya palindrome. Indeed, the judgment is hardly fitting for a
composition belonging to the citrakavya genre, which by definition is abstruse
and difficult (cf. also the synonym duskara).

13. Vidyanatha admits the ripeness of dates (madhuksita) as well.
14. Pika as a hermeneutic tool has crossed the border of Sanskrit literature: Rao 1995,
38 discusses the parodistic attack on a contemporary Telugu poet as being “as ripe as a stone’.
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The versification (chandoktiy) does not contain monosyllabic words
(ekaksarani),

nor unusual words (aprasiddhabhidhanakam);

grammatical solecisms (vyakaranaklistam) are absent:

here there is only the ripeness of Grapes (draksapako).

2.3 Jayadeva, Gitagovinda 12.31

The last stanza comes from the closing part of Jayadeva’s poem. In this bold
prasamsa, Gitagovinda is said to encompass all possible delicacies. Although
the verse is positively a late interpolation it still deserves mention, because al-
most all the sweet items of in the stanza have already been mentioned by pre-
vious theortists. So, even if the author did not have in mind a precise reference
to the theory of kavyapaka (which is very likely, given the conventional charac-
ter of the prasasti), the learned reader would have certainly recalled for sure
some passages in alamkara literature.

O sweet wine (sadhvi madhvika), no one cares of for youl Sugar (sarkare),
you are bitter! Who will look at you, grape (drakse)? Ambrosia (amrta), you
are mortall Milk (ksita), you taste like water! O mango (makanda), weep!
And you, lover’s lips, do not try to compare, therefore go! As for the es-
sence of love, the clever words of Jayadeva arouse the sentiment just too
well.
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Appendix
Sanskrit texts

1. Paka in theory

1.1 Bhamaha, Kavyalamkara 5.62

ahrdyam asunirbhedam rasavattve py apesalam /
kavyam kapittham amam yat kesamcit tadrsam yatha //

1.2 Vamana, Kavyalamkarasutravrtti 1.3.15; 3.2.15

adhanoddharane tavad yavad dolayate manah /

padasya sthapite sthaitye hanta siddha satasvati //

yatpadani tyajanty eva pativrttisahisnutam /

tam Sabdanyasanisnatah sabdapakam pracaksate //1.3.15 vrtti //
gunasphutatvasakalyam kavyapakam pracaksate /

catasya parinamena sa cayam upamiyate //

suptiisamskarasaram yat klistavastugunam bhavet /

kavyam vratakapakam syaj jugupsante janas tatah //

gunanam dasatamukto yasyarthas tad aparthakam /

dadimani dasetyadi na vicaraksamam vacah // 3.2.15 vrtti //

1.3 Rajasekhara, Kavyamimamsa 5

abhyasavasatah sukaveh vakyam pakam ayati /' ‘kah punar ayam pakah?’ ity

155

acatyah / patinamah’ iti mangalah / ‘kah punar ayam parinamah’ ity acaryah /

supam tinam ca sravah saisa vyutpattih’ iti mangalah /' ‘Sausabdyam etat /
padanivesaniskampata pakah’ ity acaryah / tad ahuh — ‘avapoddharane tavad
yavad dolayate manah / padanam sthapite sthaitye hanta siddha satasvat //”
“grahaparigrahad api padasthaityaparyavasayas tasmat padanam

pativrttivaimukhyam pakah’ iti vamaniyah / tad ahuh — Yatpadani tyajanty eva
pativrttisahisnutam / tam sabdanyasanisnatah sabdapakam pracaksate //” Gyam
asaktir na punah pakah’ ity avantisundati / yad ekasmin vastuni mahakavinam

ancko pi pathah patjpakavan bhavati / tasmad
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rasocitasabdarthasaktinibandhanah pakah / yad aha —
Yunalankararityuktisabdarthagrathanakramah / svadate sudhiyam yena
vakyapakah sa mam prati //” tad uktam — ‘sati vaktati saty arthe sabde sati rase
sati / asti tan na vina yena patistavati vanmadhu //” ‘katyanumeyataya
yattacchabdanivedyah param pako “bhidhavisayah / tatsahrdayaprasiddhisiddha
eva vyavaharangam asau’ iti yayavatiyah / sa ca kavigrimasya kavyam
abhyasyato navadha bhavati / tatradyantayor asvadu picumandapakam, adav
asvadu pariname madhyamam badarapakam, adav asvadu pariname svadu
myrdvikapakam, adau madhyamam ante casvadu varttakapakam, adyantayor
madhyamam tintidikapakam, adau madhyamam ante svadu sahakarapakam,
adav uttamam ante casvadu kramukapakam, adav uttamam ante madhyamam
trapusapakam, adyantayoh svadu naliketapakam iti / tesam trisv api trikesu
pakah prathame tyajyah / varamakavir na punah kukavih syat / kukavita hi
socchvasam maranam / madhyamah samskaryah / samskaro hi satrvasya gunam
utkarsayati / dvadasavarnam api suvarnam pavakapakena hemibhavati / Sesa
gtahyah / svabhavasuddham hi na samskaram apeksate /' na muktamaneh
sanastaratayai prabhavati / anavasthitapakam punah kapitthapakam amananti /
tatra palaladhunanena annakanalabhavat subhasitalabhah /

samyag abhyasyatah kavyam navadha patipacyate /

hanopadanasutrena vibhajet tad dhi buddhiman //

ayam atraiva Sisyanam datsitas trividho vidhih /

kintu vividham apy etat trijagaty asya varttate //

1.4 Bhoja, Sarasvatikanthabharana with Ratnesvara’s comm. 1.77

samprati prakarsakasthalaksanam vakyasya gunam laksayati —

[Bhoja:] ukteh praudhah patipakah procyate praudhisamjiaya / yatha —
abhyuddhrta vasumati dalitam ripiarah ksiptakramam kavalita balirajalaksmih /
atratkajanmani krtam yad anena yuna janmatraye tad akarot purusah puranah //°
atra prakrtisthakomalakathorebhyo nagaropanagaragramyebhyo va

padebhyo "bhyuddhrtadinam gramyadinam ubhayesam va padanam
avapodvapabhyam sannivesacarutvena yo ’yam abhyasiko nalikerapako
myrdvikapaka ityadir vakyapatipakah sa praudhir ity ucyate / tatha caitad vakyam
nalikerapaka ity ucyate /' evam sahakaramrdvikapake apy udaharaniye iti //
[Ratne$vara:] ukter iti / ukter vakyasyayam pakah sa praudhih / sabdanam
patyayapativartasahatvam pakah / yad aha — ‘vatpadani tyajyanty eva
pativettisahisnutam / tam sabdanyayanisnatah sabdapakam pracaksate //”iti /
praudha iti / upakramopasamharayor nirvyiudhah sa cayam
nalikerasahakaramrdvikopalaksanais trividho giyate /' tad yatha —
nalikeraphalam pakvam tvaci kathinam sirasv avivrtakomalaprayam
kapalikayam kathinataram tatha kascit samdarbho mukhe kathinas
tadanantaram mrduprayas tatah kathinataro nalikerapaka ity ucyate / tatha hi —
prakrtodaharane prathamapade “bhyuddhrteti varnacatustayam arambhe
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kathinam ‘vasumati dali’ iti varnasatkam komalam ‘tam ripurah’ ity
anusvararephaditghair aksaracatustayam kathinataram / atrapi tam iti
mrduprayanivesena komalakapalikamukhabhagasarupyam dradhayatity
asmadaradhyah / evam dvitiyadipadatraye catuskasatkacatuskair
naliketaphalasamyam unneyam / katham punar evamvidhah pakah
sambhavatity ata aha — atreti / abhyasena nirvrtta abhyasikah / kavyam kartum
vicarayitum ca ye janantl tadupadesena karane yojane ca paunahpunyena
pravrttir abhyasah / [Mammata, Kavyaprakasa 1.3 vretd] asav api katham
pakaviseso bhavatity ata aha — sannivesacarutveneti /sanniveso racana tasyam
carutvam / tad api katham ity ata aha — avapodvapabhyam iti /
samdarbhanupravesanam avapah / tatah samuddhatanam udvapah / kesam ity
ata uktam — padanam iti / uddhrtanam iti buddhya prthak krtanam / kebhya ity
ata uktam — prakrtisthadityadi / tenayam arthah / prakristhadipadato py etad
evoddhartavyam yad ghatanasausthavena patyayapativartanam na sahate /
bhavati hi sahrdayanam evam anyat padam nastiti vyavaharah / so yam
racanasiddhivisesah katham anyatha tajjatiyam eva padam anyatra samdarbhe
nivesitam na tatha svadate / ata evasau vakyagunah / kathinyam ca samyogair
ditghair va svarair bhavati / yathatraivodaharane ripira ityadau /
suptiivyutpattilaksanas tu vartakapakah kaiscid uktah, sa tu
susabdatalaksanaguna eva / evam iti / yatha draksaphalam tvaca arabhya
komalam antara dvitricaturasthisampaditam kimcit kathinyam evam kascit
samdarbham upakramopasamharayoh komala eva madhye kathina eva /
samyogaditghasvaramatrakrtamanakkathorabhavo mrdvikapaka ity ucyate /
yatha — ‘ayi tvadavatjtavatisambhrtam pravalam asam anubandhi virudham /
cirojjhitalaktakapatalena te tulam yad arohati dantavasasa //”
[Kumarasambhava 5.34)| yatha ca —
anavaratanayanajalalavanipatanapatipitahatinamadatilakam / vadanam
apayatamrgamadasasikitanam vahanti loladrsah //” ata eva
kavikalpalatakaradibhir ukto nilakapitthapakascaturtho nasti /

yadvac ca patinatam sahakaraphalam arambhad eva komalam asthani tu
kathoraprayam evam apatah samdarbho mukhad arabhya mrdur antare
kathinatarah sahakarapaka ity ucyate / yatha / — ‘kamalini kusalam te
suprabhatam rathangah kumudini punar indav udgate tvam ramethah / sakhi
rajani gatasi tvam tamo jirnam uccair iti tatalitapaksah paksino vyaharanti //”
atraivodaharane pi dvidha kathoratvam avaseyam / te ‘mi traya eva
suddhapakah / vyatikarajanmanas tu bhiayamsah / eta evarthapakah paicame
prakarantarena pratipadayisyante //

1.5 Agni Purana 345.22cd-23
uccath patinatih kapi paka ity abhidhiyate // 22cd //

myrdvikanatikelamrapakabhedac caturvidhah /
adav ante ca saurasyam mydvikapaka eva sah //'23 //
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1.6 Vidyadhara, Ekavalt with Mallinatha’s comm. 1.12

[Vidyadhara:] anavaratam abhyasyatam eva kavinam vakyani pakam asadayanti /
pakas tu rasocitasabdarthanibandhanam / sravanasudhasyandini padavyutpattih
paka ity anye /

[Mallinatha:] rasah sragaradayah / tesam mrduddhatadibhedabhinnatvad
ucitasabdarthagumphanat tadvyafijanasamartha sati sa padavrttih
karnamrtavarsini bhavati / ato rasasvadocitasabdanispattih pakah sa
cabhyasasadhya iti saphalo °bhyasa ityarthah / ayam ca pakah
kalidasadiprabandhesu prasiddha eva / matantaram aha / padanam iti /
pativrttivaimukhyam vinimayasahisnutvam / etad eva maittisayeti cakhyayate /
yathasmadiyasioke candrodayavarnane — ‘nisakarakarasparsan nisaya
nirvrtatmana / ami stambhadayo bhava vyajyante rajyamanaya /,/” atra
nisadjpadasthane ksapadipadantarapraksepe padanam parasparamaittibharigah /

1.7 Vidyanatha, Prataparudtiya with Kumarasvamin’s comm. 2.35-36

[Vidyanatha:]

arthagambhirima pakah sa dvidha hrdayarigamah /

draksapako natikelapakas ca prasphutantarau //2.35 //

draksapakah sa kathito bahir antah sphuradrasah /' 2.36ab /

[Kumarasvamin:| pathasamaye py asvadyamanatvad antar bahis ca sphuranam
drastavyam (...) evam vyakhyanasapeksatvan na drutam arthapratitir ity arthah /
draksapakanatikelapakav arthasya drutavilambitapratityoh param kotim aradhau
/ atas tadantaralavarttinya madhyapratiter anekavidhatvat tadanusarena
kadalitasaladipakah svayam uhya ity aha /

2. Pika in practice

2.1 Mallinatha, Ghantapatha commentaty on Bharavi’s Kiratarjuniya,
mangalacarana ¢

natikelaphalasammitam vaco bharaveh sapadi tad vibhajyate /
svadayantu rasagarbhanirbharam saram asya rasika yathépsitam //
[Subhasitaratnabhandagara 37.63)

upama kalidasasya bharaver arthagauravam /

dandinah padalalityam maghe sand trayo gunah //

2.2 Suryapandita, Ramakrsnavilomakavya, mangalacarana 7

natkaksarani chandoktir naprasiddhabhidhanakam /
naiva vyakaranaklistam draksapako ’tra kevalam //
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2.3 Jayadeva, Gitagovinda 12.31

sadhvi madhvika cinta na bhavati bhavatah satrkare karkasasi drakse draksyanti
ke tvam amrta mrtam asi ksira niram rasas te /

makanda kranda kantadhara dhara na tulam gaccha yacchanti bhavam yavac
chrngarasaram subham iva jayadevasya vaidagdhyavacah //
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