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An in-detail analysis on Parakiya nayika

- Dr Dwaritha Vishwanath, Bengaluru

Abstract: Parakiya is the nayika who does not belong to the nayaka. This division, parakiya
is not mentioned by Bharata in Natyasastra. Infidelity by a lady towards her man was
considered as one of the pasiicamahapapam-s yet today she is considered as the highest form
of devotion. This paper will deal with the transition along with the earliest mention of this

nayika in texts and important events in history which lead to the change.

Dealing with the practical aspects of the nayika, songs of different genres by famous poets is
dealt with. The cause of rasabhdasa and bhavabhasa as stated by alamkarikas is adapted to
this nayika and the activities which can be incorporated and the ones to be avoided while
choreographing is also dealt with. Examples of a parakiya nayika from almkarasastra is

analysed to conclude an apt portrayal of this nayika.

Purpose of the study: parakiya is a character who is not commonly used as she is often

considered as a lady of loose morals. If that be so, how and why have saint poets written
about here? Why are mentions of her found in the puranas? What is the connection of a
parakiya with Vaishnavism? A clear and deep understanding of these concepts needs to be
addressed. Once that is done how is it that she must be portrayed? What are the do-s and
dont’s to be taken care of, for her portrayal are a few questions that need to answered, for an
effective presentation of this nayika on stage.

Scope of the study: The concepts of Indian poetics are broadly common among languages.

But every language adds its unique flavour to the concepts. Love and human emotions being
a universal topic has also been widely dealt with by scholars of all languages. Keeping these

factors in mind, it is well understood that there is no end to this study.



Limitation of the study: This study deals only with the Sanskrit tradition of the nayikas.

Since this study basically deals with the parakiya, detailed description of other nayikas and
their varieties have not been dealt with. Details have been presented where it is necessary for

the treatment of the subject.

Methodology: Since this paper is primarily exploratory in nature, qualitative research
methodology has been used. Also since the data collected have been analysed to fill in the
lacuna, analytical method of research is used. Sanskrit texts have been analyzed to understand
the various facets of the parakiva nayika. The end notes are as per ‘Chicago full note style’.
The capital roman characters are indicative of the chapter number, the small roman are
indicative of the verse number and the Arabic numeral denotes the page number- this has

been followed in the notes wherever applicable.

Introduction:

Nayikas or heroines are most popularly divided into sviya, parkiya and samanya. The
sviya is the one who belongs to the hero while the parakiya, also known as the anya is the
one who belongs to another hero. Parakiya , Anya, Anyastri, Parastri, are a few terms
attributed to her.

The classification of the nayika into parakiyd does not get mentioned in Natyasdastra.
Agnipurana is the first text to mention the term parakiva' followed by Rudrata’s
Kavyalankara, though both the texts don’t define the nayika.

Parakiya is that nayika who is in love with a man to whom she does not belong to.

Parakiya - From a major sin to the most sublime devotion:

Devotion to one’s husband was a prerequisite to attain heaven. The niti sastras of ancient
India do not find place for passion and illicit enjoyment. Infidelity was not a trait of the
Uttama. In fact these kinds of deceitful characters were not even supposed to be principal

characters in great works. Dhitrtacaritratayaiva na mahakaviprabandhavacya.?

Paraparinita nayika mukhyarase udahartumayogya |

Aniida kanyakd tu gaunamukhye ca rase udahartum yogyetyarthah ||’



“In fact, adultery has been seriously dealt with in Indian scriptures long since the bold
declaration of the Chandogya Upanisad (V.10.9), where it has been branded as one of the

five great sins.”

Poets say that a Sviya@ wishes for union, while the Parakiya wishes for both union and money
and the Samanya wishes for only money®. This was how a Parakiya was thought about
almost like a half samanya. But it is not fair to bring money into equation. A parakiya loves

her paramour.

A change in the outlook of a Parakiyva:

The earliest references are found in puranas, where stories of Krishna and his dalliance with
the cowherd damsels are detailed. Bhdagavata, Visnu purana,, Brahmavaivarta Purana,

Padma Purana and Harivamsam®

are prominent among these. In the Bhagavatanka, Krsna
tells the gopis to go back home and not have dalliance with a paramour. They refuse and tell
him that they have renounced the world and have come in search of him, the supreme being.

Having heard these words, Krsna satisfies the yearnings of the gopis.’

The next kind of reference is found in the songs of the Alwars, where the poets not only
wrote and celebrated about the dalliances of Radha and other gopis, they also imagined
themselves to have sported Krsna. Ramujacarya supports this literature with his doctrine of
visistadvaita. According to him, jiva is a separate entity which does not lose its identity even
after attaining salvation, but enjoys the blissful company of the Brahman.! The next
development came up with Nimbarka’s theory of dvaitadvaita philosophy. “Here bhakti is no
longer meditation but love and devotion, through which is realised the final emancipation,
that is participation in God’s nature (the jiva is not merged in the supreme being, but enjoys
his company).’ This enjoyment of the jivatma with the paramatma is the basic concept of the

parakiya literature seen today.

The end of the 11" century saw a sea of change in the colour of parakiya. “Sanskrit secular
poems take a profound mystical turn in the Vaisnava lyrics, where parakiya becomes a key to
salvation, and abhisarika the seat of all siddhi (perfection).”!® Jayadeva, Vidyapati and
Candidasa were the primary sanctifiers of parakiya. Radha was identified with the eternal
parakiya who loves the man other than her husband. In their lyrics, Radhda is considered a

parodha who has to face many hardships when she goes to meet Krsna.



“The radha-bhava, that is devotion towards Krsna equal to that of Radha is said to be the
ideal form of bhakti in the Caitanya cult. It is known as Mahabhava or Madanamahabhava. !!
“The power and single mindedness of her love for Krsna renders her oblivious to the
hardships through which she must pass on her way to meet him (Krsna).”'? “Denial by the
society creates a challenging zest in the prakiya. Adultery in which physical possession
becomes a sheer impossibility, is, therefore, conceived as an apt ideal for delineating this
clandestine relationship of Radha and Krsna.”'® “The love between the gopis (particularly

Radha) and Krsna has been delineated as the love of the real woman for a real man.”'*

“Ripa Gosvami has himself admitted that for all practical purposes the gopi’s are
considered in Krsna’s prakata lila parakiyas on account of the secrecy of their love
and the unmanifest character of their marraiage. Jiva has also acknowledged at least
this much that the mental attitude of the gopis feeling of intense longing for her
beloved. The doctrine of parakiyavada was advocated with so great an emphasis by
the later theorists of this school, that it came to be regarded as a distinctive feature of

this cult!>.”16

A parakiya had a husband and family for which she was answerable in this world, while she
wished a union with the Paramatma (ndyaka). She was the Jivatma yearning to merge with

the paramatma.

Definition of a parakiya:

Parapurusanuraktd parakiya |'’
The one who loves another Man, is called a parakiya.

Parakiya is divided into kanyd or parodha. parakiya dvedha kanyaka parodha ceti |'®

Kanya:
Tatra kanyatvaniidhda syat salajja pitrpalita |
Sakhikelisu visrabdha prayo mugdhagunanvita ||"’
If a girl under the headship of her father falls in love with a man, then she is a Kanya
Parakiya as she is not the hero’s own. She is unmarried and under the directives of her
father. She might be later married to the man of her choice or might not. But there surely is a
hope from her end.
Parodha:

Parinita parapurusanuragini parodha |*°

Though married, the one who loves another man is a parodha.



Kanva and parodha — their difference:

Vagbhattalankara and Alankarasekara mention the basic divisions of a nayika as svakiya,
pandangand, aniidhd and parakiya®!. Here the parakiya is indicative of parodha. Rakesagupta

in his ‘Studies in nayaka- nayika bheda’ supports this division stating —

“From the point of view of social relationship, which forms the clear basis of this
classification, there is a world of difference in the positions of the two types.
Psychologically as well, there is hardly anything in common in the mental set up of
the @dha and aniidha: while the former having a constant feeling of social guilt is
always afraid lest her secret love should be known to others, the latter conceals her
love mostly out of modesty; while the former can never be sure of a permanent union
with her paramour, the latter sustains a reasonable hope of such union, and while the
former has to suffer an all around social persecution of a very severe type in the case
the secret of her illicit love is out, in similar circumstances, may be happily given
away in marriage to the man of her choice. An Aniidha, as a matter of fact, is either a
svakiya or a parakiya in the making”??

Having mentioned this, kanya/ aniidhd is widely accepted as part of parakiya probably
because, an aniidha nayika is not eligible to be a madhya or a proudha that restricting her.
Also this division of nayika-s into sviya and so on are based on her relationship status with

the hero. So, an aniidha is also a parakiya in the strict sense. Thus, it can be concluded that

parakiyas are of 2 kinds — Aniidha and parodha

Divisions and varieties of a Parakiya:

Rasamarijari by Bhanudatta introduces new varieties to this nayika. These divisions have
been improvised upon by Srrigaramaijari. All these divisions are applicable to parodha only.
Sragaramaiijari says parodha is of 2 types — udbuddha and udbodhita. (This division is not
mentioned by rasamaiijart). Udbodhita is when the love is born in the nayika when the
nayaka induces it. This nayika is divided into 3 types like the proudhd nayika into dhira,
adhira and dhiradhira.

Evvade evvade 6 bhama védevvade? *’In this Ksetrayyar padam, the heroine is innocent. She
is not aware of Muvvagopala’s Iilas. She asks her friend - Who is he, who is he O fair one
who is he? Having come in broad day light he came and lifted me by my shoulders, embraced

me and kissed me. In this the hero tries to lure the heroine.



An Udbuddha is the one in whom the love is self induced. Rudrata states that a parakiya
becomes kama piddita or love struck just by seeing or hearing about the hero. He also
mentions situations where a parakiya nayika might see or hear about her hero.
Gurumadanarte nayakamalokyakarnya va samyak ||**

Sakaccitre svapne syaddarsanamevamindrajale va |

Dese kale bangya sadhu tadakarnanam ca syat ||

Here is an example of the nayika falling in love with the hero just by seeing him directly —
saksat. In this javali, a parakiya nayika tells her sakhi that a man who is handsome when
approaches her, she is filled with temptation.

Apudu manasu nilucunaté — ativaré adétimata ||

An Udbuddha is further on divided into 3.

Guptd® - svakaryagopanasila gupta®s. Gupta is one who conceals her love affair. She is of
three types - the one who conceals past affairs (afitam suratam ya gopayati sa vrtta
suratagopand®®), the one who conceals future affairs (bhavisyat suratam ya gopayati s
vartisyamana suratagopana>®) and the one who conceals both past and future affairs

(bhittabhavisyat suratam ya gopayati sa vrtta vartisyamana suratagopand').

The second division is the nipuna according to Srigaramanjari and vidagdha according to
Rasamaiijari. Jaripivartanacaturd nipund. **> The one who is intelligent in concealing her
activities is a nmipuna or a vidagdha. Rasamarijari state 2 types - kriyavidagdha and
vakvidagdha. Srigaramanjart adds another type called the pativaiicana nipuna.

Kriyanipuna 1s the one who indicates her interest in union with her actions. Kriyaya
Surateccham yd jiiapayati sa kriyanipuna. > Rudrata when explaining about the activities of
a parakiya gives a full length description of how she might use gestures to attract her hero.
Pasyayaviksamanam susnigdhaspharalocana satatam |

Diardatpasyati tasminndlingati balamankagatam ||>*

When the hero is not seeing her, she constantly gazes at him with love filled glances. And
when he sees her from far, she hugs the child that is on her lap and cuddles it.

Animittam ca hasanti sadaramabhasate sakhim kimapi

Ramyam va nijamangam savyapadesam prakasayati ||*°

Without any reason she laughs, she talks with her sakhi, with some excuse, she exhibits her
body parts.

Sakhya paryastam va racayatyalankavatamsarasanadi |



Cestam karoti vividhamanulbanairangabhangairva *°

She asks her sakhi to make in order her hair, her ornaments and girdle. Also with her supple

limbs she does many cestas — gestures.

Vannipuna is the one who cleverly indicates her interest in love making through wise usage
of words. . Surateccham vikcaturyena ya jiapayati sa vannipuna.>’

A parkiya uses words that are filled with indirect meanings or implied meanings. In the
following passage from sahityadarpana®®, she tells her lover that everyone is watchful of her
actions, so the rasika must leave that place and not show signs of interest. Though that is the
direct meaning of the verse, she implies that her husband is her lord as he is her provider but
he, the paramour is her loved one as he is a rasika.

Eg: Svami nihsvasitepyasityati , manojighrah sapatnijanah,

Svasriringitadaivatam nayanayérthaliho yatarah |

Tadduradayamarijalih kimadhuna drgbhangibhavena te

Vaidagdhimadhuraprabandharasika ! vyarthoyamatra sramah ||

My husband becomes jealous even if I heave a sigh. The other co wives are so curious that
they smell out my minds reflections, my mother in law like a God understands my smallest of
actions, my co sisters understand all my eye movements. I bow to you from far, what is the

use of your signals now O! The rasika of sweet and cleaver love making. All your efforts are

wasted here.

The last wvariety here of nipuna 1is pativaiicananipund. Pasyatyeva patyau

Jjarasambhogakarini pativasicananipuna.®® She cheats her husband in front of him.

The last variety of Udbuddha is laksita. Laksita is the one whose love affair is known to her
friends. Sakhyadijiatajarasambhoga laksita.*. This is again divided into 2 types. If her
friends infer her love affair then she is called a pracchanna laksita. Sakhyadibhih svabudhya
alocya parapurusanuragini ya budhyate sa pracchanna laksita.*!

The other variety is prakasalaksita - kataksadi cestabhirlokaih sphutavijiiayamana
Jjaranuragd prakasalaksita.*>. When the world comes to know through her activities, then she
i1s prakasalaksita. The prakasalaksita is divided into kulatd, muditd, Anusayana and

sahasika.



kulata - jarakulatanasila kulata.

The one who frequently seeks the company of many
paramours is called a kulata. (This nayika seems to be bordering a samanya as she seeks
many men while a parakiya clearly seeks only one other than her husband).

Mudita — istapraptya ya harsam prapnoti sa mudita.** The one who is very happy having
acquired her desires is called a mudita.

Anusayana — sanketasampraptyabhavena vydakulanusayana. *> Anusayand is the one who is
disturbed as she is associated with the meeting place. The earlier authors had given only the
description of the 3 varieties of anusayana. Srngaramanjari adds 3 names to them. They are
vighatitasanketa — the one who is saddened as her tryst is destroyed, apraptabhavisanketa —
the one who 1is worried about not getting the tryst in the future and
Sankitasanketajaragamand — she is doubtful of her hero’s arrival at the tryst.

The last variety is the sahasika. This variety is unique to Srigaramanjari.
Sahasakytajarasambhoga sahasika. *5 She is the one who enjoys union with her paramour

boldly.

For calculation purposes :Though having given these names and details, Bhanudatta himself

does not include these in the final computation of the nayikas.*’

These divisions cannot be considered as, the division is not based on a common factor. Most
of them are situation based while only a vidagdhd is an inborn trait of a nayika. A Gupta
conceals evidence (based on situation), a vidagdha is clever (inborn trait), laksita’s love has
been disclosed (situation), kulatd is more a courtesan (character) anusayand is sad because of
the tryst being destroyed (situational) muditd is happy as her success in love (situational)*®.
Since, there already exits a division based on situations (the astanayikds), it is not possible to
have another division based on situations. This probably is the reason for Bhanudatta not
considering this division in the final computation.

For example: A muditd is a happy nayika who has been successful in love. How can she be a
khandita nayikda. These two are totally opposite to each other. Similarly, a anusayana is sad
because her tryst is being destroyed. How can she be a vasakasajja or a svadhinapatika?

The other point to be answered here is, could these nayikas be added in the 8§ states? That will
also not be possible as they are not feasible for a sviya or a samanyd. A sviya cannot be a
laksita. Since, she is rightfully married; she will not be worried about her love being
disclosed.

Thus, it can be concluded that, this nayikad division cannot be considered for the final

computation.



Total number of Parakiya Nayikas- Though it was just seen that there are so many more

divisions in a Parakiya, these are not widely accepted, thus boiling down to the divisions

being just two- Kanya and Parodha.

Parakiya in asta avasthas:

Dhanika, in his Avaloka of dasariipakam mentions that the avastha of Svadhinapatika is not
for Parakiya and Samanya®. But this is not justified as it is also possible for a Parakiya or a
Samanya to have a faithful lover. Ajamila from Bhagavatapurana (5* Skandam); who was

attached to a ddsi is an apt example

According to a few works (avaloka of Dhanika on Dasaripakam22), a Parakiyd can only be
a Virahotkanthita, Abhisarika or a Vipralabdha. She cannot undergo any other state as her
lover is not her husband. She cannot be a Véaskasajjika as she cannot decorate or await him in
her house. But, that is not the case, there are many verses and songs available for proof.
Works like Rasamafjari, Srigaramaijari, Rasikajivanam, Rasacandrikd etc have

exemplified parakiyd in all the 8 Avasthas.

Exposition through dance:

Parakiya and how she should be portrayed through dance should be analysed as a two step
procedure. The first step is to analyse the existing literature and figure out the possible
themes and connections to this nayika. Then the next step would be to extract the idea and

adapt the literary idea into dance.

Available literature:

Most of the songs performed in Bhratanatyam is Madhura bhakti, where the jivatma yearns
to unite with the paramatma. In all such songs, the nayika is a parakiya. The nayika is not a
sviya as she is not married to the paramatma (unless mentioned, for instance in pieces of
Annamayya). She is not a samanya (if not mentioned, for instance in pieces of Ksetrayya).
She is a parkiya, as she is yearning for his union and is truly in love with him. She is anya/
parastri to him, yet loves him, thus, a parakiya. Though being inside this maya world, she
yearns to be with him. That is why she is considered the highest form of bhakti. This is
probably the reason why so many poets wrote about this concept.

Themes present in the dance literature:




1. Inviting the hero —

Samayamidé ra ra nasami ! tamasinicakura **

Javali by Pattanam Subramaniyar. This is the time O! My lord. Come, without delay. If the
enemy of the lotus, the moon goes away then desire will not be fulfilled. (if it dawns then we
cannot be together). My husband is not in town and my father in law is no interference. When
the means are known why this futile stubbornness?
Varuvaranal varaccollu nanange varakidadadi mané 32

In this padam written by Subbaramayyar, the nayika sends her sakhi to the nayaka’s place as
she is forbidden to go there. She says that her husband is very strict and if she is caught then
it will become a problem. She gives instruction to him through her friend and says that he
should come without making noise, without wearing flower garlands or other fragrances and
without the knowledge of the security, she asks him to come in the mid night when it is pitch
dark.

e Here though the nayika is inviting the hero, statements which say that my husband is
not around and my father in law cannot see etc in the previous song and statements
like come without making noise or wearing fragrance in the second song; goes to
prove that she is conscious of the society around her and does not want to hurt
anyone. When portraying care must be taken that the heroine is not too blatant. There
must be a subtlety in her actions. Though she does not decorate her surroundings,
since she awaits the hero at her place, This nayika is a vasakasajja .

2. Secrecy:

Paripovalera nirajaksudu vedalara™

A javali by Pattabhiramayya. Here, the nayika tells her paramour, that she has to leave or if
other women saw her they will start talking. She requests him to please be kind and keep the
thoughts and behavior to himself as they were not right and she had to run away now.

e When choreographing for this nayikd, her tendency to be secretive should be
emphasized.

3. Denial of rumours:

Cudani kiidani nindalu jodiniciramma !

Adukonani varunnara haripai napai yémémo janalu . **



In this ksetrayya padam, the heroine says, that the people have concocted various stories.
They have not seen anything yet they talk. Have I ever seen his face she asks? Have I heard

him sing and so on she says.

Apadiiruku lonaitiné capala cittamu cétané

A javali by Pattabhiramayya. ‘Because of my fickle mind, I am subjected to scandal. Without
any sin of mine, which sinner has spread rumours on me?” The nayika feels she hasn’t done
anything which she should not have done, yet people make scandals.

e Here, songs like these are quite open for various interpretations. It could be true that
the heroine is really innocent and the news is just a rumour or it could be that she is
cleverly trying to conceal her activities with her words, like a vannipuna. A look of
sorrow paired with an overtly exaggerated innocence will aptly set the right mood of
presentation.

4. A note of promise:

Madhuranagarilo calla nammabodu —
Darividuvumu krsna krsna ||°°
In this javali written by an unknown poet, the nayika promises her lover that she will soon
return to him when he tries to advance with her in front of public.
e Statements where the nayikad asks him to leave her establishes that she wants to
maintain secrecy of their affair and also a note of promise that she will get back to
him, leaves a clear picture that their affair is an ongoing thing.

5. Thinking about the emotions of her paramour

Intiré vani manasenta cinnaboyend — enta cinnaboyeno ||’
Here in this javali written by an unknown author, the nayikda feels bad wondering how much
her lover must be feeling bad. As she could not go to him when she was called by him as she

was with her husband.

Emira varada ni mému cinnaboyinadi

Na manasu ni manasu préma nindiyundaga®®

Here, the nayika is pacifying Varada/ Muvvagopala and giving him reasons as to why she
could not attend to him immediately as he came. She says it bring malice if people were to

notice her giving him attention.



e When the nayika thinks about how her paramour must be feeling, she establishes her
love for him. She is considerate of his emotions and feels bad when he feels bad. Her
union with him is not just for physical pleasures but has a deep bond of love.

6. Time is not apt

Emi mému sanivaramu — kumbhini piarnasomalinga
Tamaku nyayama ||*°

In this javali, by an unknown author, the nayika is upset with the nayaka who tries to coax
her in front of her husband. Here she is scared of the scandal or the problem that could be
caused by his deeds.

e This again shows a nayikd who wants to keep her husband happy and scared of a scandal.

She wants secrecy and is upset when the paramour does not heed to her.

Parakiyvabhasa:

1. Not scared of the society:

Nipondu séyaka mana muvvagopala ! ni padamana

Napondu niveda bayakura ! cala

Nammitira ninnu nd prananatha®

She says that she will not give up the company of Muvvagopala and he should also not give
up on her. She says that she has full faith on him. She dares her husband and family members

to question her. She does not mind them seeing her with him.

Ittanai tulambaramai nt  ur tirindal
Enna solluvargaladi ararum®’

Here the sakhi is reprimanding the nayika. The nayika is careless about her love affair with
Sendil Muttaiyyar. The sakhi reminds her that she is surrounded by her relatives and she

should be discreet about her love affair.

Cudare adinadacé hoyalu sudati séyu jadalu

Adadi kulakanta attinti kiidalu alagopaluni vididiki vedale®’

The other people are seeing the heroine who is walking and going towards Krishna. They say,
a housewife under the care of her in-laws goes to meet him. She walks wantonly and does not
bother about other people laughing at her and so on. Here people are scolding her saying that

is she a woman or a dog or is she worth her husband! They blame his destiny and so on.



e It should be noted that a parakiya is very secretive of her actions. Even by chance if
her activities are suspected then she tries to deny it by cleverly diverting people.
Strangely these 3 songs are where she is unabashed about her affair. asya guptaiva
sarva cesta |%. All her activities are secretive says Rasamaiijari. The Bhavaprakasa
when explaining about sadharana stri, says that a sviya will not be jealous, a parakiya
will not be open about her keli and a samanya will have both the traits®*. By this, it
can be understood that a parakiya is secretive about her affair.

e Here the nayika is a parakiabhasa. She ceases to be a parakiya by not being secretive.
In the first song Nipondu séyaka, she is bordering devotion than illicit love affair. In
the other 2 songs, her wantonness is being reprimanded by her sakhi and the public
respectively. A kula stri who is married into a good family will not be so blatant.

2. Advancing on an uninterested man:

Ceragu masiyunnanani yocanaséya vaddurasami !
Dorayou na muvvagopala
Parasatulaku dosamennadulédura ®
Here the nayika is an adhama, she beckons the lord for love making, when she is in the phase
of periodical indisposition. Even when he is moving far from her she is making fast advances.
e Srigara should always be between 2 consenting partners. If one person is not
interested then it is a rasabhdsa. It is all the more important for sambhoga. Since here

the hero is clearly uninterested, it is a matter of rasabhdasa and she is a nayikabhdasa.

Parakiya from texts:

A parodha parkiya nayika must be portrayed with secrecy. An apt explanation of how she

must be depicted is given in the following passage which describes a Parakiya Abhisarika.

When a parakiya is an abhisarika, her activities during her journey towards the hero is given
thus in bhavaprakdasa. She covers her complete body with clothes and walks without making
any noise. At every step she is scared if somebody is watching her and turns around to see,
she trembles and is bathed in sweat. Her eyes resemble the eyes of the deer which is
frightened of the tiger. He is aptly dressed to camaflouge in the darkness r the moonlight. She
wears her uttariya or upper garment in colours like blue, kusumbha (saffron/ gold) and

manjistha (bright red) and walks very slowly.

Vilind svesu gatresu nissabdapadasaricara |



Pascannivartitapadd sangamand pade pade ||
Prabhiitavepathumati svedodasnapitangaka |
Sardilladarsanatrastaharinisabaviksana Il
Jyotsnitamasvaniyanayogyavesavibhiisita |
Nilikusumbhamarnjistharagaih pattottariyakaih ||

Avakunthitasarvangt Sanaryati parangana |
Another passage that describes the activities of a parakiya

Drste drsorvikasasca madhuryam bhasanényatah ||
Prasado vadane harsah sambhrmastasya darsane |
Adarsane ca murccha ca tatsatkaresu kautukam ||
Svabhartuh pramukhe tasya smaranam suratadisu |
Prsanam bhogyavastiinam samaje tasya garhanam ||
Sarvatra tasya vakyasya pritipiirvam parigrhah |
Mamba natha manndthetyevam balopalalanam ||
Bhavairevamvidhairanyam laksayenmadanaturam |*

The following activities establishes her as a parakiya - She is a person whose eyes bloom
with love and happiness at seeing her lover, she speaks sweetly and sports a happy
countenance. She is filled with happiness and anxiety when she sees him. She faints when she
does not see him. She is filled with curiosity at his activities. She is reminded of her
paramour even during love making with her husband. When her lover sends things to her, she
scolds him in public. She absorbs his words with love always. In his presence, she cajols the

child as —“My mother! My lord!” etc.

Concluding the Portrayal of a Parakiva:

Parakiya is the highest form of bhakti when the paramour is the Supreme Being. Madhura
bhakti is the simplest form of devotion, where the jivatma (nayika) believes that there is a
saguna Brahman who will protect it (her) and yearns to be with him. This form of parakiya
should not and will not carry traits of illicit relationship. She should be portrayed with a tinge
of devotion. Sometimes to add a zing, there is a clear mention of the husband and family
which indicates the illicit relationship. This nayika should be portrayed as per the definitions

and activities mentioned in the sastras.



Keeping the philosophical aspects apart, a parakiya is indeed a part of this society. It is
imperative to have a healthy combination of various kinds of people in a society. Whether the

character of a parakiya is commendable or not is a discussion outside the pursuit of this

paper.

This parakiya should be secretive in her actions. Though she is over come by passion she
should not advance to an uninterested man. Her actions should be subtle and she should make
the hero aware of her interest in him through clever usage of actions and words. She should
be considerate of her family and surroundings and take the affair forward only when the time

and place is apt.

For rasotpatti to be possible, an apt and ideal portrayal of characters is important. A deep
understanding of the character and her activities will give a unique dimension while
choreographing. Analysing the situations already sung about will create options for adding

saricaris while choreographing.
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