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Abstract: Mālavikāgnimitram, one of Kālidāsa’s early theatrical works, is known for its elegant 

portrayal of courtly love and refined aesthetic sense. This research examines the ornamental beauty 

(alaṁkāra-śobhā) of the text, emphasizing how poetic figures enhance the dramatic texture. This 

study analyzes the use of śabdālaṁkāras (figures of sound) and arthālaṁkāras (figures of sense) in 

verses and dialogues to evoke rasa, specifically śṛṅgāra. According to the study, the drama’s visual 

refinement stems not just from its plot but also from its sophisticated use of poetic embellishment, 

which adds emotional depth and artistic appeal. 

Kalit so'zlar: Kālidāsa, Mālavikāgnimitram, Implementation of Alaṁkāra. 

 

 

Introduction:  

As a superb example of theatrical artistry, Mālavikāgnimitram holds a prominent position in classical 

Sanskrit literature. The drama, which is credited to Kālidāsa, demonstrates a masterful fusion of 

theatrical skill and poetic imagination. Although King Agnimitra and Mālavikā’s love tale is the main 

focus of the work, its artistic embellishments are what really make it appealing. 

Rhetoricians such as Bhāmaha and Daṇḍin have developed the idea of alaṁkāra (ornamentation), 

which has been essential to Sanskrit poetics. This drama is a great topic for analytical study since 

Kālidāsa expertly uses a variety of figures of speech to heighten the emotional and artistic impact. 

Implementation of Alaṁkāra in Mālavikāgnimitram 

Kālidāsa’s skillful use of metaphorical language is the most distinctive aspect of his literary style. His 

artistic viewpoint is mostly expressed through alaṁkāras (poetic embellishments), which he clearly 

prefers. His remarkable grasp of language is demonstrated in Mālavikāgnimitram, and it is further 

enhanced by his intense devotion to the tradition of recitation and poetic refinement. The fullest 

manifestation of Kālidāsa’s creative brilliance is found in language embellished with various 

alaṁkāras, which increase the drama’s emotional depth and aesthetic appeal. There are several 

examples of these characters throughout the play, which amply illustrates his literary genius and 

linguistic skill. Furthermore, in this nāṭaka, Kālidāsa masterfully employs both śabdālaṁkāras 

(figures of sound) and arthālaṁkāras (figures of sense), each contributing individually to the depth 

of expression. The following sections go into greater information about each of these categories. 

1. Upamā alaṁkāra or Simile:  

Upamā is one of the most commonly utilized arthālaṁkāras by poets in Sanskrit literature. It is called 

Upamā alaṁkāra or Simile when there are similarities between two objects that are compared in one 

line without referring to any point of difference and the likeness is explicitly articulated rather than 

implied. Upamā is separated into two types: completely articulated similes (Pūrṇopamā) and 

elliptical similes (Luptopamā). In the Mālavikāgnimitra, Kālidāsa has composed a larger number of 

verses in Upamā alaṁkāra. Here is an example –  
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अनतिलम्बिदुकूलतनवातिनी लघुतिरािरण ैः  प्रतििाति मे। 

उडुगण रुदयोनु्मखचम्बिका गितिम ररव च त्रतविावरी॥ (Mālavikāgnimitra, Act.V.7) 

Be suited Mālavikā seems like that of the friendly starring night of Caitra month when the moonlight 

only appears in the sky. Here in this verse, Mālavikā is being compared with that night of Caitra 

month when only the moonlight illuminates in the absence of a star in the sky. The ornaments of 

Mālavikā are being compared with a star. Hence, the verse is an example of Upamā alaṁkāra i.e. 

fully expressed simile as here all elements are present. Good numbers of upamā alaṁkāras are found 

in the Mālavikāgnimitra. 

2. Utprekṣā alaṁkāra or Poetical Fancy: 

In Sanskrit literature, Utprekṣā is one of the most important arthālaṁkāra. It has been defined by all 

of the alaṁkāras. The figure Utprekṣā, according to Viśvanātha Kavirāja, is created when a thing is 

imagined in a specific way while assuming the character of another object. It comes in two varieties: 

Vācyā and Pratīyamāna Utprekṣā. Upameya is thought to be almost the same as upamāna in this 

alaṁkāra. An example of Utprekṣā figure of speech is employed by the author in the first act of this 

nāṭaka.  

तचत्रगिायामस्ाां काम्बितविांवादशति मे हृदयम्। 

िम्प्रति तशतिलिमात ां मने्य येनेयमातलम्बखिा॥ (Mālavikāgnimitra, Act II.2) 

Here the poet has created his realm of poetic fantasy and imagination. On seeing the portrait of 

Mālavikā, King doubted that she might not be that much beautiful. But, after meeting her, King 

thought that who so ever has made her portrait was not a proficient artist. Here, the inefficient artist 

can be seen as Utprekṣā alaṁkāra. Similarly, there are many good examples illustrating Utprekṣā in 

this Nāṭaka. 

3. Dṛṣṭānta alaṁkāra or Exemplification: 

When a comprehensive understanding of the subject is seen as a result of the illustration offered, it is 

called Dṛṣṭānta or exemplification. It is based on the biṁba-pratibiṁba-bhāva principle. In Dṛṣṭānta, 

two phrases are independent and complete, each in its own right in terms of meaning, and the biṁba-

pratibiṁba-bhāva that exists between them is recognized. A few examples of Dṛṣṭānta alaṁkāra are 

found in the Mālavikāgnimitra. 

अिं िप्रतिबन्धां प्रिुरत गिुां  ििायवानेव। 

दृश्यां िमति न पश्यति दीपेन तवना िचकु्षरतप॥ (Mālavikāgnimitra, Act I.9) 

In this verse, it is said that to accomplish a mammoth task, one should have the support of one’s 

companion. Similarly, despite having eyes, one can’t see anything in the dark without a lamp. Here, 

a reflection correspondence is found between the presence of a companion for accomplishing a tough 

task and the necessity of a lamp to see through the dark. So, this verse contains an excellent example 

of Dṛṣṭānta alaṁkāra. Similarly, there are many good examples illustrating Dṛṣṭānta alaṁkāra in 

Mālavikāgnimitra. 

4. Nidarśanā alaṁkāra or Illustration:  

When there is a relationship between things being conceivable or partially impossible, the figure 

Nidarśanā or Illustration appears. In this alaṁkāra, two seemingly unrelated things become upamāna 

and upameya. Kālidāsa has adequately presented the actual application of the figure Nidarśanā in the 

stanza in the Mālavikāgnimitra – 

अव्याजिुन्दरी ां िाां तवज्ञानेन  लतलिेन योजयिा। 

पररकम्बििो तव ात्रा बाणैः   कामस् तवषतदग्धैः ॥ (Mālavikāgnimitra, Act II.13) 

In this verse, we see, that the almighty has made an association of Mālavikā with that of Lalitakalā 

and created a poisonous shaft i.e. weapon of kāmdeva. Here, the impractical relation of objects 
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resulted in Nidarśanā alaṁkāra. Similarly, there are many good examples illustrating Nidarśanā in 

this Nāṭaka. 

5. Rūpaka alaṁkāra or Metaphor: 

Due to the superimposition (āropa) of the latter on the former in the figure Rūpaka, there is no 

distinction between the object (upameya) and the standard of comparison (upamāna). There are three 

forms of Rūpaka: Pramparita Rūpaka (caused by a causal link), Sāṅga Rūpaka (caused by the entire 

and its parts), and Niraṅga Rūpaka (The pure). Rūpaka alaṁkāra is used wonderfully in the verse- 

लब्धास्पदोऽस्मीति तववादिीरोम्बितिक्षमाणस् परेण तनन्दाम्। 

यस्ागमैः  केवलजीतवक व िां ज्ञानपण्यां वतणजां वदम्बि॥ (Mālavikāgnimitra, Act I.17) 

Here, the meaning intended is that those professors who do not do any discussion of scriptures and 

just consider their profession as a means of earning money can be termed, businessmen. The 

businessman is superimposed (āropa) on the professor in this stanza. As a result, this stanza is an 

excellent example of Rūpaka alaṁkāra. There are a few more Rūpaka illustrations in the works. 

6. Vibhāvanā alaṁkāra or Peculiar causation: 

Vibhāvanā is a well-known figure among the ancient ālaṁkārikas. Vibhāvanā or Peculiar causation, 

according to Viśvanātha Kavirāja, consists of admitting an effect while rejecting the cause. 

Depending on whether or not the cause is specified, it can be divided into two categories. In most 

cases, an effect cannot exist without its corresponding cause. However, in Vibhāvanā, the effect is 

created by the startling way of speech. However, it has not been proven that the effect, in this case, this 

case is attributable to some other reason. The application of Vibhāvanā in the nāṭaka is – 

शरीरां  क्षामां स्ादिति दतयिातलङ्गनिुखे िवेत्सास्रां चकु्षैः  क्षणमतप न िा दृश्यि इति। 

िया िारङ्गाक्ष्या त्वमति न कदातचतिरतििां प्रिके्त तनवााणे हृदय पररिापां विति तकम्॥  

(Mālavikāgnimitra, Act III.1) 

Here, the king Agnimitra says himself, that he has become thin as he could not embrace his beloved. 

His eyes are filled with tears as he could not behold her. Since, his heart is not separated from deer 

eyed Mālavikā, then why he is feeling the pain of separation. In this verse, effects like becoming lean 

and thin, teary eyes, and heart being in a state of agony respectively can be seen as an example of 

figure Vibhāvanā. Another one Vibhāvanā is mentioned in this work. 

7. Viśeṣokti alaṁkāra or Peculiar Allegation: 

This figure is opposed to Vibhāvanā. Viśeṣokti is a figure of speech that occurs when, despite the 

existence of a cause, the result is not present. In this regard, a lovely verse is read in the work’s third 

act- 

शठ इति मतय िावदिु िे पररचयवत्यव ीरणा तप्रये। 

चरणपतििया न चम्बि िाां तवमृजति मेखलयातप यातचिा॥ (Mālavikāgnimitra, Act III.20) 

This stanza reflects King Agnimitra’s pitiful situation. He says to Irāvatī, “Your condemnation doesn’t 

sound bad because you are clever. But, O God! Caṇḍī (hot-tempered lady) won’t you give up your 

anger if I bow down on your feet?” Here, being clever is the cause which should produce the result 

i.e. bow down on the feet and ask for forgiveness. But this result has not followed. The cause which 

prevented this result from happening is giving up the anger, this cause has not been mentioned. 

Therefore, this stanza is an example of Viśeṣokti.  

8. Ullekha alaṁkāra or Representation:  

Ullekha is defined as an object that is viewed as having diverse qualities by multiple perceivers for 

some reason. Ullekha comes in two varieties according to Viśvanātha Kavirāja. The first, according 

to him, is when a particular thing is viewed differently by different people due to various 
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circumstances. The second is when the same and the same thing is recounted in different ways due to 

differences in viṣaya, even though the fact that there are few perceivers. In the stanza – 

देवानातमदमामनम्बि मुनयैः   कािां चाकु्षषां रुदे्रणेदमुमाकृिव्यतिकरे स्वाङे्ग तविक्तां ति ा। 

त्र गुण्योद्भवमत्र  लोकचररिां  नानारिां दृश्यिे नाट्यां तिन्नरुचेजानस् बहु ापे्यकां  िमारा नम्॥  

       (Mālavikāgnimitra, Act I.4) 

Here, According to Bharata and other rhetoricians, Nāṭya is considered a Yajña to be witnessed by 

Gods. Lord Śiva himself has created two forms called Tāṇḍya and Lāsya when he came in the form 

of Ardhanāriśvara i.e. half male and half female. Consequently, three types of guṇas called Sattva, 

Raja and Tama resulted in various types of rasas. Thus, drama is such a thing which provides pleasure 

and mental happiness to different people with different tastes. This verse can be considered an 

example of Ullekha. Because the drama has been described in many different ways here. Ullekha is 

yet another verse contained in this work. 

9. Virodhābhāsa alaṁkāra or Contradiction: 

It is an example of figure Virodhābhāsa where two things appear to be contradictory to each other, 

even though there is no contradiction between them in reality. Effective use of Virodhābhāsa 

alaṁkāra is found in the verse –  

एक श्वये म्बििोऽतप प्रणिबहुफले यैः  स्वयां  कृतिवािाैः    

कािािांतिश्रदेिोऽप्यतवषयमनिाां यैः  पुरिाद्यिीनाम्। 

अष्टातियास् कृत्स्नां जगदतप िनुतितबाभ्रिो नातिमानैः । 

िन्मागाालोकनाय व्यपनयिु  ि विामिी ां वृतिमीशैः ॥ (Mālavikāgnimitra, Act I.1) 

The Lord who possess supreme power, and blesses his followers, himself wears an elephant ride, who 

is united with his beloved i.e. Pārvatī blended within his body, yet doesn’t have any pride and is free 

from every sort of pleasure. But, the entire universe confines into his eight fold forms- May He (The 

Lord) remove the Tama qualities i.e. ignorance from your mind. Here, in this verse, no contrary has 

been made, but the entire verse has been depicted in the form of Virodhābhāsa alaṁkāra.  

10. Aprastutaprasaṁśā alaṁkāra or Indirect Description:  

When a particular is distinguished from a general, a general from a particular or a cause is 

distinguished from an effect, an effect is distinguished from a cause, or items similar are distinguished 

from what resembles them, it is Aprastutapraśaṁśā alaṁkāra. In his Mālavikāgnimitra, Kālidāsa has 

skillfully employed Aprastutapraśaṁśā alaṁkāra. As an example, in the verse - 

अतिमात्रिािुरत्वां पुष्यति िानोैः  पररग्रिादनलैः । 

अत गच्छति मतिमानां चिोऽतप तनशापररगृिीिैः ॥ (Mālavikāgnimitra, Act I.13) 

As the fire shines by the grace of the sun. In the same way, by the grace of night, the moon gets its 

glory (shining). Here Agni or Vānu, Haradatta or Mahārāj (Agnimitra) is indicated. On the other 

hand, Chandramā or Niśā indicates Gaṇadāsa and Queen Dhāriṇī respectively. If by the grace of the 

king-like sun, the fire in the form of Haradatta has established its existence, then by the grace of the 

queen-like night, the moon in the form of Gaṇadāsa has also established its existence. Here, the 

Upamāna are sun, fire, night, and moon, and the Upameya are Mahārāja, Haradatta, Queen Dhāriṇī, 

and Gaṇadāsa. As a result, the figure Aprastutapraśaṁśā alaṁkāra exists. Some other examples in 

Aprastutapraśaṁśā alaṁkāra are also found in this nāṭaka. 

11. Arthāntarnyāsa alaṁkāra or Corroboration: 

When a general preposition is confirmed or supported by a particular or a special remark by a general, 

the Arthāntarnyāsa figure of speech emerges. The application of Arthāntarnyāsa alaṁkāra is found 

in the verse –  
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अलमन्यिा गृिीत्वा न खलु मनम्बस्वतन मया प्रयुक्ततमदम्। 

प्रायैः  िमानतवद्याैः परस्परयशैः पुरोिागाैः ॥ (Mālavikāgnimitra, Act I.20) 

Here the king speaks to queen Dhāriṇī and says that he does not understand anything. Moreover, he 

added that he doesn’t have any upper hand here. Those who are contemporary to each other can’t 

tolerate the success of one another. Here, the quarrel between Haradatta and Gaṇadāsa has been 

referred to as because they are equally scholastic and educated. This resulted in Arthāntarnyāsa 

alaṁkāra. Some other examples in Arthāntarnyāsa alaṁkāra are also found in this work. 

12. Kāvyaliṅga alaṁkāra or Poetical Cause:  

When the reason for anything is contained in the sense of a sentence, the sense of words, or the sense 

of a word, Kāvyaliṅga or poetical cause figure emerges. To put it another way, the reason we have to 

deal with this figure is poetical rather than logical. Kālidāsa has employed Kāvyaliṅga alaṁkāra in 

the stanza– 

तकिलयमृदोतवालातितन कतठने तनतििस् पादपस्कने्ध। 

चरणस् न िे बा ा िम्प्रति वामस् वामोरु॥ (Mālavikāgnimitra, Act III.18) 

In this verse, Agnimitra utters for Mālavikā the above lines and where it is said beautiful soul didn’t 

your soft feet feel hurt as you hit the Aśoka tree with your Lotus like feet. In this stanza, to show the 

intensity of pain in the feet, the ‘Lotus feet’ term has been used. As a result, this stanza is a Kāvyaliṅga 

alaṁkāra example. In a similar vein, there are numerous good instances of Kāvyaliṅga alaṁkāra. 

13. Viṣama Alaṁkāra or Unequal:  

According to Viśvanātha Kavirāja, the Viṣama figure of speech appears in four situations, the first of 

which is when the marriage would be impossible due to their severe dissimilarity. Second, a tragedy 

occurs in addition to the failure of an agent to achieve the fruit of his or her activity. Third and fourth, 

when a cause’s quality and action are diametrically opposed to the effect’s quality and activity. In this 

play, a beautiful verse illustrates Viṣama’s figure of speech. Viz.-  

क्व रूजा हृदयप्रमातिनी क्व च िे तवश्विनीयमायु म्। 

मृदु िीक्ष्णिरां  यदुच्यिे ितददां  मन्मि दृश्यिे त्वतय॥ (Mālavikāgnimitra, Act III.2) 

Oh God kāmdeva! To make one’s heart and mind happy is a matter of lamentation. Where is your 

wonderful flower like a weapon? This entire universe is an admixture of ‘soft’ and ‘heard’ entities 

that can be seen in you only. Here, in this drama, the difference between flowers like weapons and 

lamentation is very much evident. As a result, this verse exemplifies the use of the Viṣama figure of 

speech. The fifth act has yet another example of Viṣama alaṁkāra. 

14. Svabhāvokti alaṁkāra or Natural Description:  

The figure Svabhāvokti is the description of the action and physics of a difficult-to-understand thing. 

When excellence linked to a thing’s innate qualities is discussed, this figure appears. Only one 

example is recorded in the Mālavikāgnimitra, in Svabhāvokti alaṁkāra. Viz - 

तवपुलां तनिितबिे मधे्य क्षामां िमुन्निां कुचयोैः । 

अत्यायिां नयन्योमाम जीतविमेिदायाति॥ (Mālavikāgnimitra, Act III.7) 

Whose buttocks are large, waist is thin, bosoms are fully-grown, eyes are sharp, seems like my 

beloved who is approaching. In this stanza, the natural description consists of Mālavikā’s physical 

beauty. So, the verse is a proper example of Svabhāvokti alaṁkāra. 

15. Saṁsṛṣṭi alaṁkāra: 

When several autonomous figures such as Śabdālaṁkāra and Arthālaṁkāra combine freely with one 

another, the figure is known as Saṁsṛṣṭi alaṁkāra. Miśra is a combination of one, two, or more 

figures. In the Mālavikāgnimitra, there are several examples of Saṁsṛṣṭi alaṁkāra. As an illustration 
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of the verse - 

तविृज िुन्दरर िङ्गमिाध्विां िव तचरात्प्रिृति प्रणयोनु्मखे। 

पररग्रिाण गिे ििकारिाां त्वमतिमुक्तलिाचररिां मतय॥ (Mālavikāgnimitra, Act IV.13) 

Beautiful Lady! Don’t be scared of meeting me, I am extremely impatient to see you for long. The 

way creeper Mādhabilatā embraces a mango tree, in the same fashion you hold me as well. Here in 

this verse, Nidarśanā and Vṛtyānuprāsa alaṁkāra are very much evident. These two being used in 

an independent way results in Saṁsṛṣṭi alaṁkāra. Also, some other examples are found in this work. 

16. Saṁkara alaṁkāra:  

Another Miśrālaṁkāra is Saṁkara, which has three characteristics: (i) when two or more ornaments 

are in the relationship of principal and subordinate, (ii) when they reside in the same place, or (iii) 

when there’s scepticism regarding him. The Mālavikāgnimitra has a lovely application of Saṁkara 

alaṁkāra in the verse – 

शरकािपािुगििलेयमािाति पररतमिािरणा। 

मा वपररणिपत्रा कतिपयकुिुमेव कुन्दलिा॥ (Mālavikāgnimitra, Act III.8) 

Wearing a very scanty ornament, her cheeks like that of a pale read, she resembles that of a spring 

ripened Kunda creeper with a few flowers on it. Here, luptapamā and vṛttyanuprāsa are assimilated 

and created Saṁkara alaṁkāra. In addition to this stanza, the Mālavikāgnimitra contains several other 

examples of Saṁkara alaṁkāras. 

17. Arthāpatti alaṁkāra: 

The Arthāpatti is held when a fact is concluded from another according to Maxim of the stick and the 

cake. Arthāpatti differs from Anumāna in that the two things in Arthāpatti are not located in the same 

location. The verse - contains an effective application of Arthāpatti alaṁkāra- 

पति नयनयोैः  म्बित्वा स्वपे्न तिरोिवति क्षणाि् िरति िििा बाह्नोमाध्यां गिाप्यबला ििी। 

मनतिजरुजा म्बिष्टस् वां िमागममायया कितमव िखे तवश्रब्धां स्ातदमाां प्रति मे मनैः ॥ 

(Mālavikāgnimitra, Act V.11) 

See, your friend Mālavikā disappears very soon after meeting me just for a moment. She doesn’t let 

herself be embraced rather, she moves away very fast. Every time she tricks me, how can she be 

trusted? Here, the original meaning is derived from an impromptus meaning. Thus, it is Arthāpatti 

alaṁkāra.  

18. Paryāyokta alaṁkāra or Round about speech or Circumlocution:  

When there is a statement of fact without a relationship between the expressed and the expresser, the 

Paryāyokta figure of speech emerges. The object is communicated through the process of suggestion 

in this case. The verse - shows an effective use of Paryāyokta alaṁkāra- 

इमाां परीपु्सदुाजाािेैः  परातििवकािराम्। 

ििृातप्रयैः  तप्रय िािुारानृण्यमिुतिगािैः ॥ (Mālavikāgnimitra, Act V.11) 

My dear brother sumati saved the life of Mālavikā from goons by putting his life at stake. In the above 

example, the meaning of the above verse is that Kauṣikī’s brother sumati kept his life at stake to save 

the life of his master’s sister Mālavikā from the gang of goons. This proved his loyalty to his masters. 

As a result, this stanza is a Paryāyokta alaṁkāra example. Some other verses of Paryāyokta alaṁkāra 

are found in this Nāṭaka. 

19. Parivṛtti alaṁkāra: 

The Parivṛtti is the exchange of one object for another of equal or greater value. This is a figure made 

up of Vinimaya or barter. Vinimaya is defined as giving up something and replacing it with something 
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else. However, for this exchange to be lovely, it must not be genuine but simply imagined by the poet. 

Mālavikāgnimitra offers us a very clear example of Parivṛtti alaṁkāra in the play when he says – 

आदाय कणातकिलयमस्मातदयमत्र चरणमपायति। 

उियोैः  िदृशतवतनमयादात्मानां वतििां मने्य॥ (Mālavikāgnimitra, Act III.16) 

Using the leaves of Aśoka as an ornament for her ear, Mālavikā is striking the Aśoka tree with her 

foot. There is a similar kind of exchange between these two – none is lesser or greater than that of the 

other. In the above-mentioned verse, the exchange between Mālavikā and the Aśoka tree is a fine 

example of Parivṛtti alaṁkāra.  

20. Anukul alaṁkāra: 

Anukula is a figure that appears when something that appears to be unpleasant turns out to be positive. 

In the third act of this drama, Kālidāsa only presents one example of Anukula alaṁkāra. Viz.  

मने्य तप्रयाहृिमनािस्ाैः  प्रतणपािलङ्वनां िेवाम्। 

एवां प्रणयविी िा मतय शक्यमुपेतक्षिुां कुतपिा॥ (Mālavikāgnimitra, Act III.23) 

My beloved Mālavikā has captivated my heart. So, Irāvatī’s anger is a sort of boon for me. I have got 

a good way to avoid her. Here, the king has considered the anger of Irāvatī on him as a boon as 

because of this anger has paved the way for him to get connected with Mālavikā and away from 

Queen Irāvatī. Now, the king is free from all bonds to love Mālavikā. Here, the attitude of the king is 

commendatory towards Mālavikā and derogatory for Irāvatī. So, this verse is a proper example of 

Anukula alaṁkāra. 

21. Tulyayogitā alaṁkāra or Equal Pairing: 

When specific things are committed to one common attribute, the Tulyayogitā figure of speech 

emerges. A beautiful application of Tulyayogitā alaṁkāra is found in the verse –  

अनुतचिनूपुरतवरिां नािाति िपनीयपीतठकालिम्। 

चरणां रुजापरीिां कलिातषतण माां च पीडतयिुम्॥ (Mālavikāgnimitra, Act IV.3) 

O sweet spoken, anklet less, do not hurt your aching golden feet and my heart by keeping it on the 

golden foot stool. Here, in this verse, the pain of Mālavikā’s feet and that of the king’s heart are being 

compared with and associated with one another. Hence, it can be termed Tulyayogitā alaṁkāra.  

22. Vyājokti alaṁkāra:  

Vyājokti is the deliberate concealing of anything that has been found. In Vyājokti, the subject of 

description is not specified, and something comparable to it is superimposed in some way. The 

intended meaning can be connoted or implied here, even though the fact that it is cleverly veiled. In 

a nutshell, Apahnuti is true concealment, whereas Vyājokti is a ruse. Effective use of Vyājokti 

alaṁkāra is found in the Mālavikāgnimitra in the verse – 

नािाति कृिापरा ोऽपु्यत्सवतदविेषु पररजनो दिम्। 

इति मोतचिे मय िे प्रतणपतििुां मामुपगिे च्॥ (Mālavikāgnimitra, Act IV.17) 

Despite being delinquent, during the days of any auspicious occasion our king’s man and woman 

must be set free from prison. Hence, Mālavikā and Bakulāvalikā have come to touch my feet. Here 

in the above verse, Mālavikā and Bakulāvalikā have come to show their gratitude toward the king for 

releasing them from the prison. On any occasion, one should not be punished. O queen, Irāvatī, you 

do not think anything. It is a fine example of Vyājokti alaṁkāra because the entire situation is hidden 

and disguised under an excuse.  

23. Punaruktavadābhāsa alaṁkāra:  

Punaruktavadābhāsa is an Ubhayalaṁkāra, according to Sanskrit rhetoricians. The 



            Journal of Creativity in Art and Design, Volume: 4 Issue: 1 Year: 2026,                                        ISSN: 3030-3028 

17 
 

Punaruktavadābhāsa, which consists of the usage of different words of the same apparent import, is 

what appears to be a repeat of a sense at first glance. There is only one verse in Mālavikāgnimitra 

where Kālidāsa utilizes this Punaruktavadābhāsa alaṁkāra. For instance, consider the following 

verse - 

िूणीरपट्टपररणद्धिुजािरालमापाम्बणालम्बितशम्बखबईकलाप ारर। 

कोदिपातण तननदत्प्रतिरो कानामापािदुष्प्रििमातवरिूदनीकम्॥  

(Mālavikāgnimitra, Act V.10) 

A group of goons have blocked the path. They possess a quiver in which there is a sharped arrow. 

Their legs are covered with peacock tails and by making noise they suddenly appeared like demons. 

In this verse this Punaruktavadābhāsa alaṁkāra is evident.  

Findings:  

The study of ornamental beauty (alaṁkāra) in Mālavikāgnimitram demonstrates s poetic brilliance 

and creative maturity. The drama exemplifies how alaṁkāras contribute to poetic expression, 

deepening meaning and enhancing aesthetic experience. Kālidāsa’s expert use of śabdālaṁkāras 

(figures of sound) and arthālaṁkāras (figures of sense) indicates his outstanding command over 

language. Devices like Upamā, Rūpaka, Utprekṣā, and Anuprāsa are used with accuracy and 

naturalness, without appearing forced or overbearing. Kālidāsa used 36 types of alaṁkāra in his play 

Mālavikāgnimitra. His use of various types of alaṁkāra proves his mastery in this field. Instead, they 

merge effortlessly into the dramatic structure, adding to the realistic depiction of persons, feelings, 

and circumstances. The Alaṁkāras play a crucial role in evoking śṛṅgāra rasa, the emotional essence 

of the drama. Kālidāsa uses imaginative parallels to highlight the beauty of Mālavikā, the intensity 

of love, and the polished environment of the royal court. Alaṁkāras elevate narration into an artistic 

experience. 

The study emphasizes Kālidāsa’s skill in striking a delicate balance between decoration and message. 

The alaṁkāras do not dominate the essence (rasa), but rather assist to illuminate it. 

Mālavikāgnimitram’s literary value and continuing appeal stem from its harmony between form and 

substance. 

Finally, the play’s ornamental splendor is more than just a mere adornment; it is a fundamental 

expressive force. It exhibits the depth of Sanskrit poetics and identifies Kālidāsa as a top artist, whose 

language, studded with alaṁkāras, continues to enchant readers and audiences across generations. 
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