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FOREWORD

This thesis gives a full and critical review of Bhoja’s Srrigara-prakasa,
which is a hitherto unpublished work on alamkdre of an encyclopadic cha-
racter. In this mammoth work on alerikare, Bhoja endeavours to bring under
literature and literary appreciation, everything of importance in Indian thought,
as embodied in Sanskrit writings, both &straic and non-§straic ; and the
method which Bhoja adopts for this purpose is eclecticism of an all-compre-
hending type. Bhoja’s massive mind and work have luckily found in Dr.
RAGHAVAN’S massive thesis an efficient search-light reaching far backwards
and forwards in the long course of development of literary criticism in
Sanskrit.

The part now published contains Chapters I to XV and forms the first
fasciculus. The whole treatise consists of twenty-eight chapters. It is pro-'
posed to complete the treatise in four fasciculi and two volumes. The last
fasciculus will include a complete table of contents, the necessary indexes and
my introduction. When the whole treatise is published, the world of scholars
will sce how King Bhoja’s mind was moving about a thousand years ago in
the sphere of literary criticism in Sanskrit and what a well-informed Sanskrit

scholar of conspicuous ability—Dr. Raghavan—has done in the same sphere
in modern times.

Madras :
} S. KUPPUSWAMI SASTRI.

9th July, 1939.
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Bhoja : Srrigara-prakasa, Ch. XI, Vol. 11, p. 430, Madras MS.



PREFACE

This thesis entitled “ Bhoja’s $rrigdra-prakdsa” which was presented to
the University of Madras for the degree of Ph.D. represents mainly the
results of the investigation carried on by me as a Research Student at .the
University of Madras from September 1931 to September 1934 under the
guidance of Mahamahopadhyaya Prof. S. Kuppuswami Sastri, M.A,, 1LES,;
Professor of Sanskrit and Comparative Philology, Presidency College, Madras.

Bhoja’s Srngara-prakasa, in thirty-six chapters, running to 1908 pages
in foolscap size in manuscript, is one of the biggest works in Sanskrit Litera-.
ture and the biggest in the whole field of Alarhkara Sastra. Though this huge
work came to light as early as about 1920 when the Peripatetic Party of the
Madras Government Oriental MSS Library secured it for the Library, it has
not so far been fully analysed and critically reviewed in detail anywhere. A
few chapters of this work published by H. H. 8ri Yadugiri Svimin of Melkote,
a short chapter in Dr. A. Sankaran’s work on ‘ Theories of Rasa and Dhvani,’
and a short paragraph in Mr. K. S. Ramasvami Sastri’s Introduction to his
edition of Siradatanaya’s Bhavaprakasa in the Gaekwad Oriental Series—
these are the only publications so far available on Bhoja’'s Srrigara-prakasa.
Besides Bhoja’s contribution to Sanskrit Poetics proper, a thousand things of
interest with reference to almost all branches of Sanskrit leaming lie scattered
in the 1908 pages of this magnum opus of King Bhoja. This thesis gives an
exhaustive and critical exposition of all the contents of the Srrigara-prakasa.
The manuscript of the work on which this study is based is described in the
opening section called ‘ Manuscript Material.’

Though this thesis has been titled ‘ Bhoja’s Syrigara-prakasa, it is only
very rarely that I have restricted myself to that single work. The sections in
this thesis represent a nearly complete acoount of the evolution of the various
concepts which come within the encyclopadic range of literary criticism as
conceived by Bhoja.

This thesis owes its publication to the ‘ Nirvyaja §raddhd’ of Dr. S. M.
Katre and Prof. P. K. Gode, the Editors of the New Indian Antiquary. To
them and to the Publishers, the Kamatak Publishing House, Bombay, I take
this opportunity to render my thanks. My thanks are also due to the Uni-
versity of Madras for giving me an opportunity to carry on research work
under my esteemed Professor, Mahamahopadhyaya S. Kuppuswami Sastri.
I could not have tracked the tropical forest of such manuscripts as the
Srrigara-prakasa and the Abhimava-bharati if my Professor had not given his
kind guidance at every step. o

wgRrgrena gaai af )
7g e Hwn JEIREgRERaE I

University, Madras. }

15th June, 1939. V. RAGHAVAN.



LIST OF ABBREVIATIONS

Abhi. Bha. Abhinava Bharati, the commentary of Abhinavagupta on
Bharata’s Natya $astra.

A. Sekhara _Alamkara Sekhara of KeSava miéra.

Bha. Pra. Bhavae Prakasa of Saradatanaya

Bib, Ind, Bibilotheca Indica Series.

Cat. Cat, Catalogus Catalogorum of Th. AUFRECHT.

Chowk, Chowkhamba Sanskrit Series, Benares.

Com, Commentary.

Des. Cat. ‘ Descriptive Catalogue.

Dhva. A. Dhvanyaloka of Anandavardhana.

D.R. Dasariipaka of Dhanaiijaya.

D.R.A. Dasariipaka Avaloka of Dhanika.

Epi. Ind. Epigraphia Indica.

P } | Gzkawad Oriental Series, Baroda.

G.S. : Gatha Saptasati of Hala

Hemacandra ; K.A. Hemacandra’s Kavyanusasana.

LA. Indian Antiquary.

IHQ. Indian Historical Quarterly, Calcutta.

*Insc. of N.I.” “ Imscriptions of North India” by Dr. D. R. BHANDARKAR,
Epigraphia Indica.

JOR. Journal of Oriental Research, Madras.

KA. Kavyalamkara.

KA, Kiratarjuniya of Bharavi.

KA. Kavyadarsa of Dandin.

K.AS.S. Kavyalamkara-sara-samgraha of Udbhata.

K.A. Si. and V7. Kavyalamkara-sutra and V7tti of Vamana.

KM, Kavya-mimamsa of RajaSekhara.

K.M. Gucchaka Kavyamala Gucchaka,

K. Pra. Kavya Prakasa of Mammata.

KS. - Kumara Sambhava of Kalidasa.

N.C. Naisadhiya-carita of Sriharsa.

N.S. Naiya Sastra of Bharata.

N.S. edn. Nirnaya Sagar Press edition.

Nya. S«. Nyaya Sutras of Gautama.

Punj. Ori. Ser. Punjab Oriental Series, Lahore.

Raghu. Raghuvamsa of Kailidasa.

RA.S. Rasarnava-sudhakara of Singa-bhiipila.

S.K.A. Sarasvatikanthabharana of Bhoja ( Kavyamadla 95 ).

S.M. Sahitya mimamsa.

$7. Pra. Srngara Prekase of Bhoja.

Tae | Trivandrum Sanskrit Series.

v.J. Vakrokti Jivita of Kuntaka.

V.P. Vakyapadiya of Bhartrhari.

V.y. Vyakti Viveka of Mahima Bhatta.

Vya. Vyakhya.

e QIR ICH RN -

o &lo TN -

age agef: : .

*To Jo PTEIMTAHIA:

geo To e CEIRE: '



'CONTENTS

CHAPTER.

13.

14.

15.

Manuscript Material

Lacunae in the Manuscript

Bhoja’s Authorship of the Srngara-prakada

The Scheme, Scope and Contents of the Smgara-prakasa

Detailed Notice of the Contents of all the thirty-six Chapters
of the Srngara-prakasa

The Sarasvati-kanthabharana and the Smgara-prakasa
Kavya and Natya

Sahitya

Ukti

Bhoja and Vakrokti

Bhoja's Svabhavokti

Bhoja, Dhvani and Anandavardhana

Bhoja and Auctya

Riti, Vrtti and Pravrtti

PAGES.

12—69

70—-76

77—86

87—110

111—119

120—138

139--144

145—190

191--195

196—215

216—



ERRATA

PAGE LINE READ
7 11 Bilhana.
10 23 I—VIL
16 -3 Raghu.
17 8 qqifr—
17 10 fafaxfa
18 20 —faEan:
26 6 gA—
35 1 Pustakarman
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83 8 Poetry
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172 13 Anuranana
174 33 qwqq
175 18 zaq:
ADDENDUM

TOTAL VARIETIES OF DHVANI

On p. 172, lines 14-16, it is stated that later writers have worked out the
pussible varieties of Dhvani to 1326, and reference is here made to p. 55 of
Vidyanitha’'s Prataparudriya (Balamanorama edn.).

This number refers to the Suddha varieties and on the next page Vidya-
nitha adds the Misra varieties and gives the total as 5304,

As a matter of fact, Abhinava himself has worked out the possible number
of Dhvani-varieties. He gives it as 7420 and indicates that this number will

multiply infinitely if the infinite variety of Alarhkdra is taken into acccunt.
See Locana, p. 228, lines 1-6.



CHAPTER I
MANUSCRIPT MATERIAL

This study of mine of Bhoja’s Sy. Pra. is based mainly on the four volumes
of the Ms. of the Sy Pra. deposited in the Govt. Oriental Mss. Library, Mad-
ras, R. No. 3252, of which I give a description here.

Vol. One. (I. 39. 52.) containing chapters one to six and a little in the
beginning of chapter seven. Pages 437.

Regarding this portion of the Sy Pra., chapters one to six, I consulted,
for choosing readings and filling small lacunae, a press copy of these six chap-
ters prepared by the Curator, Mm. Prof. S. Kuppusvami SASTRI, and the
staff of the Madras Govt. Oriental Mss. Library, when they had an idea
of publishing the work. This press copy is also deposited in the above-said
Library and has been prepared with three Sritale Mss. of Malabar. Quota-
tions in this portion have been identified as far as possible. This press copy
runs to 555 pages.

Vol. Two. (I. 39. 53.) containing chapter seven from where it was left in
the first volume to chapter twelve. This volume runs to 553 pages. Chapters
nine (with some omission in the beginning) to eleven are available to us in
another copy of this portion of the $§y. Pra. which is a copy from a palm-
leaf Ms. in the Library of the Curator for publishing Sanskrit Mss., Trivan-
drum. [R. 3785. (T. 2. 158.) Mad. Govt. Ori. Mss. Library.] The readings of
this duplicate for chapters nine to eleven are not generally good but I used
the copy to fill up certain small gaps in the main Ms.

Vol. Three. (1. 39. 54.) containing chapter thirteen (with the beginning
wanting) to chapter twenty-three. This volume runs to 408 pages.

Vol. Four (I. 39. 55.) containing chapters twenty-three to thirty-six, run-
ning to 510 pages.

The total number of pages of these four volumes of the Sy. Pra. are 1908.
(437 plus 553 plus 918.)



CHAPTER 1I

LACUNAE IN THE MANUSCRIPT (S'R PRA.)

e Iqrar:
VoLuME ONE :

1. Pp. 25-28 and 30-31 : Many lines are lost in these pages.

2. P. 31. Another gap ; the section where these two gaps occur treats
of Avyaya and its varieties.

VoLuME Two :
3. P.398. Two lines arc missing.

4. Pp. 400, 401, 403, 404, & 409. Small‘gaps in the lines. On pp. 403
and 404 no single line is completely available. But gaps marked 3 and 4 can
be filled up by a reference to the corresponding portion of the Sarasvati-

kanthabharana as well as to the othey copy of the Sr. Pra., chapters 9-11, which
exists in the Library.

VOLUME THREE :

5. The beginning of this Vol, i.e, of chapter 13, is wanting. The por-
tion lost seems to be small ; it mentions Srngara, i.e., Aharhkara, as of four
kinds according to the four Purusarthas, giving the Pravrttis, Vrttis, Ritis,
type of hero and heroine etc., for each of these four Srngaras. The gap is no

loss for the same topic is more elaborately dealt with again in the further
chapters of this volume.

6. Pp. 1-16, 28, and 56-58. Small gaps in most of the lines.

7. P. 210. The section here illustrates the Anubhavas born of mind and
speech (manasika and wvacike). In a hiatus in this section on p. 210 are
lost the illustrations of the mental Anubhavas, Hava to Gambhirya, and of
the vocal Anubhavas, Alapa to AtideSa. On p. 211 we see the jump from
Hava on p. 210 to AtideSa. The Ms. itself notes here that one leaf in the

original was blank. (a3 FEFFERE 92 T 277 )

8. P. 236. Some part of the illustrations of the thirty-six kinds of emo-
tional glances, Kanta etc., is missing and the Ms. here also says that two leaves

in the original were blank. (a5 qFpFET 9737 T TS )

9. P. 238. The gap is in the chapter on Dharma Srngara and is towards
the end of p. 238. In this gap are lost three varieties of physical (Kayika)
virtuous acts ; and the illustrations of the first five varieties of Dharma of
the Nivrtti type along with the enumeration of the ten kinds of Nivrtti dharma.
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VOLUME FOUR :

It is in this, the Fourth Volume, that the greatest loss is seen.

10. P. 464. The biggest lacuna in the Ms. occurs here. It is towards
the end of chapter 25, and sweeps away the last portion of chapter 25, the
whole of chapter 26, and the beginning of chapter 27. Thus the loss is three-
fold here.

(a) The portion of chapter 25, which is lost, is descriptive of some varie-
ties of the verbal sources of knowledge through which, first love
(Parva Anuraga) springs up. The sources of knowledge are
divided into two classes, Dar§ana and Sravana ; the former is
a certain number of Pramanas based on Pratyaksa ; the latter,
on Sabda, and comprises Sabda, Aitihya, Srutanumana, Sruto-
pamana, Srutarthapatti, and Srutasambhava. The treatment
with illustrations etc. of the five beginning with Aitihya is lost.

(b) The whole of chapter 26 is lost. It is not possible to make out
exactly all the subjects dealt with in it. But it can be guessed in
general that the lost chapter speaks of some aspects of Pirva
Anuraga.

(¢) The first half of chapter 27 is lost. The topics that made up this
portion are not known. Where the text begins, we find the
treatment of the subjects, Samketa and Abhisarana and the
colophon says that the chapter as a whole speaks of Abhiyoga.

11. P. 574. There must have bcen a derangement of the leaves of the
original here. The portion refers to the end of chapter 29, devoted to the
description of a set of 48 conditions of Love, ‘ Sending of Messenger’ (Diita
Sampresana) etc. The whole subject is put under the head °‘Diuta
Sampresanadi’ which must have been the name of the chapter also. Some-
where, on or near p. 574, this 29th chapter should have ended. The last
topics of this chapter of 48 items are Itivrttakhyana and Samihitasiddhi.
These are almost finished when there occurs the gap in which are lost the
end, colophon, etc. of the chapter. A small part of this missing portion is
however available, having been misplaced in the middle of the next chapter,
pp. 613-4.

12. Pp. 574-578. These pages decal with certain ideas related to Mana. But
these do not form the beginning of the 30th chapter, which is devoted to
Mina. The real beginning of this chapter has been fixed by me at the end
of p. 578 and the chapter runs up to p. 649.

P. 613. The matter between pp. 574-578 should come over to pp. 613-4,
where there is a gap and an exchange of leaves with the final portion of the last
chapter as pointed out above. Some part of a topic in Miana is also lost in
this derangement of leaves.
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13. P. 622. A small gap in which are lost the illustrations of the six
seats (Sthdna) of Mana, heart etc.

14. P. 678 and 831-4. Small gaps in a few lines on these pages.

15. P. 840. A gap in which are lost illustrations of six of the 64 stages
of Love after Pérva-anuraga-vipralambha.

16. Pp. 913-7. Small gaps in a few lines.

17. Pp. 915-6. A bigger gap, in the last, i.e.,, the 36th chapter. In
this lacuna have disappeared the illustrations of seven kinds of Anubandhas
in the list of twelve Anubandhas of Preman forming the Sampiirna and
Anubandha stage of Sambhoga. Also the enumeration of the twelve varie-
ties of Prema Paka forming the fourth stage of Sambhoga named Samyak
and Prakarsa, together with the illustrations of the first eight Pakas, is lost.



CHAPTER III
BHOJA’S AUTHORSHIP OF THE SR. PRA.

Bhoja! has been credited with works in every branch of knowledge, in
every Sastraz ; and when modern scholars see a ‘ formidable’ list of works
attached to the name of an author, the first step in their research is to doubt
and be sceptic about one single author’s authorship of all those works. And
when the writer happens to be a king, the general ‘ research rule’ is to put
those works down as the works of court-poets who suppressed their own
names and allowed their royal patrons to become famous instead. It cannot
be contended that there were not cases of poets writing works and passing
them off as their king’s work ; and there were also cases where later and
minor writers preferred the suppression of their own names to allowing their
works to die and sent their works out as those of a celebrated old writer.
The former phenomenon at least, namely, the self-effacing spirit of certain
original writers who allow other highly-situated personalities to publish the
works as their own, is not peculiar to ancient India and Sanskrit literature ;
instances can be given from our own research-world of to-day. That apart,
even when the above-said two positions are granted, it must be accepted, very

1. For Bhoja's date, see Epi. Ind. 1. pp. 230-233, BUHLER : Bhoja might have
assumed reigns of government about 1010 A.D. or somewhat later. His Rajamr-
ganka is dated 1042-3 A.p. He died sometime after 1062 A.D.

“Insc. of N. L”” Nos. 132 and 133 dated A.p. 1055 and 1056 speak of Bhoja’s
successor, Jayasimhadeva. Nos. 108 and 110 are Bhoja’s inscriptions dated A.p. 1019.
(ed in TA. XLI and Epi. Ind. XI) and No. 111 is another Bhoja-inscription dated A.p.
1021.

2. According to Ajada who commented on Bhoja's Sarasvatikanthabharana,
Bhoja wrote 84 works and all these were given names which were Bhoja’s own
titles, Birudas. ‘Sarasvatikanthibharana’ and ‘Smgaraprakasa’ were also
Bhoja’s titles like ‘ Rajamrganka ”, ‘ Samarangagasiitradhira’ etc.

“zz i RN RfEstEaRmEEgETsER qa@gammﬁa-

AfETTRAEE T AT IE AT AN RS ete” p. 3,

Des. Cat. of Mss. in Jain Bhandars at Pattan, Vol. 1., Palm-leaves, GOS. LXXVI.

The Prabhavakacarita of Candraprabhasiiri, N.S. Edn., 1., p. 300, verses 75-78,
refer to Bhoja’s works in the several branches :
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6 SRNGARA PRAKASA

learned men among kings there were ; and that when we see modern writers
like Dr. A. B. KeITH producing ‘ very fat’ books on almost all subjects in
Sanskrit, besides works on Dominion Law, we can certainly believe that the
ancient Hindu system of Education and the old Hindu devotion to Learning

did produce giants who wrote a very large number of works, in different
branches of Learning.

This general question apart, we shall come to the authorship of the $r.
Pra. of Bhoja. All the writers who have known the $r. Pra. have quoted
it as a work of king Bhoja ; and Bhoja as an Alarmkarika is a very prominent
name. The work $7. Pra., albeit its size, undoubtedly exhibits a unity of
authorship, the same kind of mind, with all its merits and demerits, being seen
all through. And when one is not prepared to discredit the belief and is not
able to disprove the possibility of Bhoja’'s vast learning, one can accept that
Bhoja himself wrote this Sr. Pra.

But modern research scholars have, as said above, not believed that king
Bhoja himself wrote all these works. As for instance, T. AUFRECHT says
in his Cat. Cat., before giving the list of works attributed to Bhoja,
that it is superfluous to add that not one of these works was written by Bhoja,
that they were written by poets of his court and of his time. In his Fore-
word to Sri YADUGIRI SVAMIN’S edition of chapters xxii-xxiv of the $7. Pre
Mr. A. RANGASVAMI SARASVATI says less strongly : ‘“ The minute analysis
of the subject-matter and the selections of hundreds of quotations to illustrate
fine shades of emotion as is done in the Sr. Pra. should have been the work
of quite a large number of scholars, all working under the direction of a
president who in the present case happens to be none else than the cultured
sovereign.” (p. vii) ‘ Minute analysis’ and ‘ selections of quotations’ by them
selves do not necessarily presuppose the joint working of a number of authors.

The anthology named Saduktikarnamrta compiled by Sridharadasa
gives the opening Mangala §loka of the S7. Pra. on Ardhanari§vara—

A BTSSR AT F A AE | (TR |
FIATIRAATYT: FAATSTGANIETHT g 97 TR |l
p. 37. Bib. Ind. Edn,, p. 22, Punj. Ori. Ser. Edn.
as a verse of a poet named Cittapa! who is cited also as Chittapa, Ksittapa,
Chitrima and Chinnama.2 Some of the forty® verses ascribed to this poet
in the Saduktikarnamrta are quoted in the S. K. A. and the Sr. Pra. Of the
many royal panegyrics among these verses, a few are on King Bhoja. The

1. This verse is not found in other anthologies including the S#ktimuktavali of
Jalhana.

2. See the Sarngadhara paddhati and AUFRECHT'S Catalogus Catalogorum (1.
p. 1936). The Ganaratnamahodadhi, edn. EGGELING, pp. 80. 140. and also F. W.
THoMAS, Introduction to the Kavindravacanasamuccaya, pp. 37-40.

3. Punjab Oriental Series edn. pp. 5, 14, 15, 22, 89, 186-7, 187, 189, 190,
191, 191, 192, 194, 194, 194, 196, 199, 200, 203, 206, 207, 212, 213, 215, 218, 219,
221, 221, 242, 246, 259, 274, 277, 285, 293, 294, 294, and 327.
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Subhdsitavali of Vallabhadeva has a verse mentioning Cittapa as a poet

attached to Bhoja (p. 30, §l. 186. PETERSON’s edn. siisiferaqfigursreafafit: etc. )
The Prabhdvakacarita of Candraprabhasiri (N. S. edn. Pt. I, pp. 242ff)

refers to Cittapa as a poet in Bhoja’s court and as the pupil of Kardama-
raja. All these taken together might induce one to accept the conclusion that
Bhoja’s court-poet Cittapa wrote the Sy. Pra.

The large number of Cittapa-verses and the proximity by time though
not by place predispose one to attach weight to the authority of the
Saduktikarnamyrta but it must be remembered that an anthology as such
must not form the determining evidence. The verse in the Subhdasitavali
connecting at the same time Bhilhana with Cittapa as poets who sang of
Bhoja seems to assume questionable chronology if it means that both of
them were in Bhoja’s court. The verse would not contradict the possibility
of the two poets being later in time to Bhoja of whom they sang. And the
Prabhavakacarita is after all only a book of tales. Even if the Sadukti-
karnamrla is correct in its ascription of the verse ‘ Acchinnamekhalam etc.’
to Cittapa, it is not improbable that Bhoja used one of his court-poet’s ver-
ses which was apt as the Mangala Sloka when he wrote the Sr. Pra.

Whether king Bhoja wrote the Sy. Pra. or Cittapa or some other poet
wrote it for the king, the work is of absorbing interest for its main theory of the
new Rasa of Ahamkara-Abhimana-Srngara, for the numberless noteworthy
points of originality in its treatment of the other topics of Poetics, for the
wealth of illustrative literature, (much of it otherwise little known), that is
quoted and for the characteristic, if not masterly, mind that is revealed
through its whole length. I should now proceed to give an adequate account
of these.



CHAPTER 1V

SCHEME, SCOPE & CONTENTS OF THE $R. PRA.

Tt aEgy 35 Y T IFAW |
JAAGIAEFAATY TS Fo:

says Kuntaka in his Vakrokti Jivita. Writers must name their works in such
a manner that the names themselves give the theme and the main idea of
their works. Works must be significantly named as Abhijiigna Sakuntala,
Mudra Raksasa and so on and not as Ramabhyudaya, Ramacarita and so
on. The name S7. Pra. is not like the name of Bhoja’s other, earlier and
very much smaller work, the Sarasvatikantabharana. Sr. Pra. is a signi-
ficant name. The work purports to explain or treat of Srngara Rasa. Thus
the main part of Bhoja’s huge work, which Bhoja himself thinks as im-
portant enough to serve as the basis of the name of the work itself, is the
exposition of his new-found theory of the one Rasa of Aharhkdra, Abhimina
or Srngara. Besides this Srngara of Ahamkara explained in chapter xi, the
‘lower’ Smgara Rasa of Rati between man and woman is also elaborately
treated in chapters xiii, Xv-xvii, xx, xxii-xxxvi. Thus the chief subjects of
the whole work are the two, major and minor, Smgaras ; and hence is the
work called S7. Pra.

In chapter xi, Bhoja gives the last variety of composition as Sahitya
Prakase and says that his own $7. Pra. is an example of that type. We can
take this Sahitya Prakdsa as another name for the Sy. Pra. ; for it is in this
word ‘ &ahitya’ that the scheme underlying the $y Pra. is found. In chapter i,
Bhoja states that Rasa is the greatest element by virtue of which men are
called Rasikas, that this Rasa is conveyed to responsive hearts through Drama
and Poetry, i.e, Kavya, that Poetry or Kavya is Sabda and Artha, Word
and Sense united. T} @fydt Feay.  Bhoja starts with this foundational
definition of Poetry which he borrows from Bhamaha. These three words,
Sabda, Artha and Sahitya, give us the idea of how the huge Sr. Pra. moves
on. The work treats of Sabda, Artha and Sahitya. In chapters i-vi, which
are purely on Grammar, Sabda, Artha and their varieties are treated of.
From chapter VII, begins the treatment of Sdhitya or the Relation between
Sabda and, Artha. This Sahitya itself can be divided into two parts, the
grammatical and the poetical relations ; and the grammatical part itself is
split by Bhoja into two sets of four, Kevala-§abda-sambandha-§aktis and
Sapeksa-§éabda-sambandha-§aktis. The grammatical relations are eight in
number and are :

Abhidh, Vivaksd, Tatparya, and Pravibhiga ;
Vyapeksda, Samarthya, Anvaya, and Ekarthibhava.
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To these Bhoja devotes two chapters, vii and viii. The rest of the
whole work is devoted to the remaining fourfold poetical relations—Dosahéna,
Gunopadana, Alarhkdra-yoga and Rasa-aviyoga. These four are, in a way
finished with chapter xi, chapter ix dealing with Dosas and Gunas, chapter x
with three kinds of Alamkaras and chapter xi with Rasa. Chapter xii is on the
‘build’ of the Drama which also goes with part of the contents of chapter
xi. The rest of the work, chapters xiii-xxxvi, deal exclusively with Rasas,
the fourth and the greatest ‘ Sdhitya’ of S§abda and Artha in Kavya. Thus
underlying the edifice of this sky-scraper of Sr. Pra. is the foundation and
scheme of Séhitya, expressed in the three words— Sl afedl  Fieam.
Thus, just as the name S7. Pra. gives one, from the outside, an idea of the
main subject of the work, the words g;r.:glq“f queﬁ Foqe, and the
concept of Sahitya give him on the first entrance into the work, an idea of
how the work proceeds with the subject.

The Sr. Pra. is at once a treatise on Poetics and Dramaturgy. Bhamaha,
Dandin and Vamana mention Drama, but they refer us to other works
on that branch of literature and restrict themselves to Poetics. Rajasekhara’s
Kavyamimanisa, as planned out at the beginning of the first chapter, seems to
have dealt with both Poetics and Dramaturgy. Bhatta Tota’s Kavyakautuka,
as citations from it in the Abhinavabharati of his pupil Abhinava show, dealt
with both. And so also perhaps the Hrdayadarpana of Bhatta Nayaka.
But these works are lost. The general tendency of the times was to write
special treatises propounding special theories and not comprehensive works
dealing with all branches. As a contrast to works exclusively on Poetics,
there were works like the Dasarupaka exclusively on Dramaturgy. Bhoja
seems to be the first writer whose work is available to us now, who embraced
both branches and wrote in the same work on both. In later times, writers
like Visvanatha and Vidyanatha followed Bhoja by writing on both, while
therc were others who followed the model set by Mammata’'s Kavyapra-
kasa and excluded Dramaturgy. There were also works modelled after the
Dasarapaka, as for instance, the Rasarnavasudhakara of Singa Bhupala,
dealing with Rasa and the ten kinds of dramas. Besides being an encyclo-
pedic compilation, the Sr. Pra. is also a Prasthina Grantha, a work which
appeared for establishing a theory of pcetry and poetic appeal and in this
respect it resembles in a measure the Dhvanydloka and the Vakroktijivita
and others ; for Bhoja has tried to propound a new Rasa theory in this trea-
tise of his.

It also seems that Bhoja attempted to imitate Bharata whose Natya
Sastra speaks of Poetics also though its main subject is Dramaturgy. For,
Bharata wrote in 36 chapters and so also Bhoja ; Bharata dealt with Sans-
krit language and its grammar to some extent and Bhoja dealt with both
more elaborately. It is however strange how Bhoja omitted treatment of pro-
sody which is very closely related to Poetics. Bhoja could have, with greater
propriety than digressing into the Sastras of Pada and Vakya, compre-
hended within his work the subject of metres. Similarly he could have devo-
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ted a chapter to Kavisamaya which subject latterly attained greater impor-
tance and appropriated to itself a definite place and a few chapters in many
Alarhkdra works. Kavisamaya and Kavidiksd formed part of the pre-
Bhoja work of Rajasekhara, the Kavyamimamsa. This must also be men-
tioned regarding the subjects found dealt with in the Sr. Pra., that other to-
pics of Natya found in Bharata’s work could have come into the $y. Pra.
with greater relevancy than grammatical discussions, Vakya dharmas, Pra-
mana carcas etc.

Some of the grammatical topics can be never left out of Poetics. In
the post-Dhvani period, works which followed the Dhvani-marga began al-
ways with the treatment of the three Sabdavrttis of Mukhy@, Gauni, and
Vya#ijana. Bhamaha, Dandin and Vamana make slight mention of Sabda,
Artha and Bhasds in the opening part of their works ; and in Bamaha and
Viamana, we have the last chapter devoted to a discussion of grammatical
usages in poetic composition. Topics of Logic were also not excluded and
Bhimaha dealt with them in one chapter, Pratijiia, Hetu and Drstanta,
in relation to Dosas. But none entered into discussions on these subjects and
others of Pada, Vakya and Pramana more fully than Bhoja. A perusal of
the notice of the detailed contents of the 36 chapters of the Sy. Pra. which
follows, will show everything that is comprehended in this mammoth work of
Bhoja. The following analysis with the list of the chapter-names will give a
bird’s eye-view of the same.

Chapters I-IV. Sabda and Artha.

Chapter 1. gxegie gwE: )
Chapter 2. grfgafesifz wam: - e
Chapter 3. ggemfgsez J
Chapter 4. fEzmd =ges awE: )
Chapter 5. gquarsg ageq ” ‘{- 374
Chapter 6. fawsgaifz 9gsy ,,

Chapters VII-XI Sahitya; VII and VIII Grammatical part; IX-XI
Poetical part of Sahitya.
Chapter 7. Fgesmzda=™ SICOICEE
Fifw R } A, gfeame,
Chapter 8. gmersegafs ) i, e,
TEE: ) A, CREE,

Chapter 9. FygmymaEH )

gEI: ) 29T oI,

Chapter 10. 3&THRART FHE:—IFEFN:
Chapter 11. @fREw SHm:—@:, FIMeqga~iT:, J9-9 AINEH—IMS I
@R aET:
Chapter 12. Mainly on Drama and its features.
ARG g } ,
I qIFI.
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Chapter 13. Rusm: AGELER
Chapter 14.  guifsrra: - TR AR

With this, a brief treatment of Rasas is finished. Now begins an ela-
borate treatment of Rasa.

Chapters XV-XVII. Vibhavas and Anubhavas of Rati.

Chapter 15. gEmeraafnEaHE:
Chapter 16. 3fiqw ,

Chapter 17. sigam 9%

Next section in four chapters dealing with the four Smgaras of the four

Purusarthas.
Chapter 18. ggs3zw g
Chapter 19. o =
Chapter 20. #m ,
Chapter 21 @y | and
aEFadFETRmE: and  Jlo dre I

Then begins the last and the greatest elaboration of the ‘lower’ Srngara
Rasa developing from Ratisthayin, in its two phases of Vipralambha and

Sambhoga.

Chapters XXII—XXIII general ; XXIV—XXXII Vipralambha and its
four varieties ; XXXIII—XXXVI Sambhoga and its varieties.

Chapter 22

Chapter 23.
Chapter 24.
Chapter 25.
Chapter 26.
Chapter 27.

Chapter 28.
Chapter 29.
Chapter 30.
Chapter 31.
Chapter 32.
Chapter 33.
Chapter 34.
Chapter 35.
Chapter 36.

AU JFIR:
fagergaaiT
BRI EEPPEARE

e CIGUUICE RIS P

» »

AR 9
FATIR FARAITINA SH:
FaEEyonE (¢) S

CIC I CAEE
S U
FROWOY
grimEEd
FYH RTINS
AT =GR NTSHIRT:
GRIMIFEITIHRT:

»



CHAPTER V

DETAILED NOTICE OF THE CONTENTS OF ALL
THE 36 CHAPTERS OF THE SR. PRA.

TG JW A afzeed 9 91 g T ar &)
A IA FSTFALN A AL Fh: N

CHAPTER 1
Two Mangala Slokas.

Ten introductory verses which briefly state Bhoja’s new theory of the one
and only Rasa named Ahamkara-Abhimana-Srngara. A brief note explaining
in prose the same Rasa theory. Drama or poetry present and depict this
Rasa to the Sahrdaya. Pp. 1-4.

Kavya greater than Natya ; poet and dramatist greater than the actor.
Definition of Kavya ; Bhamaha's definition accepted ; /gt &fedt #Raq
poetry is the Sahitya of Sabda and Artha. Sabda and its 12 varieties ; Artha
and its 12 varieties. Sahitya, the relation or Sambandha between the two, Sabda
and Artha ; this is of two kinds,—grammatical or syntactic relations in two
sets called Kevala-§abda-sambandha-§aktis and Sapeksa-$abda-sambandha-
§aktis ; poetic relation of four kinds, Dosahdna, Gunadana, Alamkarayoga
and Rasa-aviyoga.

Kavya
1. 2. | 3.
Sabda | Artha ; Their Sahitya.
12 Kinds i 12 Kinds 1 12 Kinds
Prakrti .~ Kriya | Abhidha
Pratyaya ‘ Kala - Vivaksa
Upaskira ' Karaka Tatparya
Upapada ; Purusa Pravibhaga
|
Pratipadika ! Upadhi Vyapeksa
Vibhakti !. Pradhana Samarthya
Upasarjana ‘ Upaskarartha } Anvaya
Samdsa } Pratipadikértha . Ekarthibhava
Pada i Vibhaktyartha ‘ Dosahéna
Véakya i Vrttyartha Gunopadana
Prakarana [ Padartha Alarhkdra yoga
Prabhandha. l Vakyartha Rasa aviyoga




DETAILED NOTICE OF THE CONTENTS 13

Prakrtis (Pp. 4-58. Vol. 1)

1. Dhaturiipas ’ 2. Pratyayariipas | 3. Pratipadikariipas
6 Kinds | 6 Kmds l 6 Kmds
|
Paripathitas ’ Sup-pratyayéntas ‘ Nama (Pp. 9-10)
Aparipathitas ! Tin-pratyayatas i  Avyaya (Pp. 11-31)
Paripathita- © Krt-pratyayantas l Anukarana (Pp. 32-
aparipathitas Q 34)
Pratyaya dhatus Taddhita-pratyayantas ' Krt (Pp. 34-35)
Nama dhatus - Dhatu- Taddhita (P. 35).
| pratyayantas
Pratyayanama Stripratyaya: v+ . Samasa (Pp. 35-58)
dhitus 1
(Pp. 4-7) (Pp. 7<% ‘ (Pp. 9-58)

In this section there is a large amount of grammatical discussion in the
sub-section of Samasa (Pp. 35-58) ; Samasa is defined and its varieties are ex-
plained.

Pratyayas (Pp. 58-61)

1. Dhatupratyaya . 2. Pratyayapratyaya 3. Pratipadika-
6 Kinds . 6 Kinds r pratyaya
\ 6 Kinds

Upaskaras (Pp. 61-64)

1. Prakrtyupaskira | 2. Pratyayopaskira 3. Ubhayopaskira
6 Kinds 6 Kinds » 6 Kinds

Upapada (Pp. 64-66)
3 Kinds

The names of the first and the second are lost; the third variety is
Tin-upapada. Each of these three again has six sub-varieties.
With this Upapada ends chapter I.

TFRYFAET ITEHT qfi'la |

T ¥ TP TSAQ 7 I g'{féaammaz !
VATERR SBT3 FAERAINTE NS
R AGARRERTRERRRT oFeER SR W g
3R 991: 1
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CHAPTER II. Pp. 66-159

Pratipadika : Three kinds : Vibhaktivayava, Avibhaktivayava and
Anukarana treated respectively between pages 66-132, 132-133 and 133-34.

Upsarjaena : Its treatment ends on p. 112.
Samasa : p. 113.
Vibhakti : p. 134.

This chapter does not seem to deal with the subjects in the order of their

enumeration given at the beginning of the work. The following is the
colophon : '

SFRGEA a1 ErreRaTT: |

Bz aREnTt B

Bratgastd Sar gag 3t Ada: ) .
MATEFITEAIST qIFEmETT 3293 ||

qzfie BAReg afaTerd
Ry & aiFgay =)

IR G IMT~
FETARA: Siafdgfa o

WA+ + 4+ o To SqUiZEIIRE aW fFevT: SEa 0

CHAPTER III. Pp. 160-258.

Pada : 3 kinds, Kriya, Karaka and Upaskdra ; each of these three is of
six kinds. Pp. 160-191.

Vakya : wgdae: qgg:ig“[ g Pp. 191-221. Three kinds, Sarhskrta,
Prakrta and Apabhrarhéa.

Samskrta is of three kinds : Srauta, Arsa, Laukika. <Srauta is Mantra
and Brahmana ; Arsa is Smrti and Purana ; Laukika is Kdvya and $astra.

Prakrta is of three kinds : Sahaja, Laksita and Slista. Sahaja is Samskrta-

sama and Deya ; Laksita is Maharastra and Saurasena ; $lista is Pai§aca and
Magadha.

Apabhrarhéa is of three kinds : Uttama, Madhyama and Kanistha. Uttama

is Avantya, Latiya etc.; Madhyama is Abhira, Gaurjara, etc. Kanistha is
Kaémira, Paurastya, etc.

This kind of classification, of Prakrta and Apabhrarhéa is not available
in Vararuci’s Prakrtaprakdsa. .. It seems to be Bhoja’s own. Laksmidhara’s
Sadbhasacandrika also has no such classification.
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Then, each of these Viakyas is said to be of 11 kinds through Akhyata :

Ae0d. qAEdAf FITAH AEAT: THEATHE Fagd, Tau—THeqad,
HAFEIAY , AT, AIITEAAH, IR, e, e
ey, FEtalkarerad , wlfdheray , e, Reaueramhi o

Pp. 194-5.
Illustrations for each of these. Pp. 194-5. While illustrating, Bhoja gives 12
kinds ; Apeksitakhyata is given as Adhyahrtakhyata and next to it, a new
variety, Anapeksitakhyata is given. See separate section on Bhoja and Raja-
Sekhara. These varieties refer to the number and nature of the verb occurring
in a sentence.

A discussion follows on the possibility of such a classification of Vakya
into Vakyas with more than one verb. Katyayana’'s view is cited that there
is no Sambandha between Akhyatas (p. 210) and then the Sitrakara’s
(Panini’s) view is cited that Vakya with more than one verb is possible.

“ GEF FAAAAT AAT AEIAAN: GEIAT: | GIFRET § AASKIT  AEA-
JREFAFIAT AfgaE=g 51 p- 210.
The Mahabhdsya and the Vakyapadiya are also quoted in this section. On
p. 220 Bhoja begins to explain that in the cases of sentences with more than

one verb, there is no room for the objection of Vakyabheda. The Bhasya-
kara is said to agree with the Sutrakara.

The above classification is said to be based on Artha. Another classifi-
cation of Vakyas based on Sabda follows : 3 kinds called Ekavikya, Aneka-
vakya and Ekidnckavakya. Ekavakya is Sdnubhandha and Niranubandha.
Anekavakya is Adyupasarmhrta and Antopasamhrta ; Ekanekavakya is Sarva-
namayojita and Vibhaktiyojita. These extend up to p. 221.

Prakarana : Pp. 222-228 3 kinds,—Prastuta, Kalpita and Akasmika.
Each is twofold. Prastuta is divided into Anga and Vamaka. Anga is part
of the story, as for example, the advent of the Brahmacirin into Parvati’s
ASrama and his talk with Parvati. “ Prakaranarthasya kathasariratvam.” Var-
naka is a descriptive section, as for example, the description of Parvati in
Canto I of the Kumarasambhava. 1t is so called because, though an essential
part of the story, it is purely descriptive of a person, of a single situation or
of a scene. Kalpita is either Sabhasa or Nirabhasa. Sabhisa is the imaginative
items which are introduced by the poets but which have their counterparts in
history or Purana. E.g. Magha's imaginative description of the same evil spirit
being born again and again as Hiranyaka$ipu, Ravana and Siupala in Canto
I of his Sisupalavadha. Nirabhasa is purely imaginative details. E.g. des-
cription in the Kiratarjuniya of the fight between Siva and Arjuna. Akasmika
is also of two kinds, Sabija and Nirbija. Sabija is an accidental anecdote
coming by the way but which influences the future course of the story. E.g.
Aja meeting the Gandharva cursed to be an elephant and getting from, him
the Astra Prasv@pana, which later helps him to defeat the royal suitors who
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attack him. * Agratah Phalopalambha.” Nirbija is an incident on the way
which has nothing to contribute to the story. ‘‘ Agratah Phala anupalambha.”
E.g. killing of Virddha in Raghu. XII.

This classification goes up to p. 225.

It is then pointed out that one Prakarana may have many minor Pra-
karapas within it. As for example, the Indumati svayarhvara in Raghu. VI
is a Prakarana and within it, the many separate descriptions of the several
kings assembled there are minor Prakaranas. Similarly a Prabandha like the
Uttararamacarita contains within it Prabandhas like the Garbhandatakae in
the last act. This topic ends on p. 228.

Prabandha : It is of three kinds: Padya, Gadya and MiSra. Padya
or verse is of three kinds : Aksaracchandas (vedic verses), Miatracchandas,
and Ganacchandas. All these three again are of three kinds each : Sama,
Ardhasama and Visama. Gadya is Vrttagandhi or Ciima or Utkalika praya.
Misra is Padyapradhiana, Gadyapradhana or Tulyariipa. These classifications
end on p. 232.

Then follows a long discussion on the definition of Sabda whose treat-
ment in 12 varieties Bhoja now finishes with this chapter. . g TR
He has defined it as Prakrti, etc. in an enumerative manner. There is the
other structural definition that Pada is a collection of letters. quigqE:
I | Bhoja discusses the issue. Upavarsa is quoted on Sabda and
the subject later touches on the doctrine of Sphota. This section closes on
p. 237 with the chapter itself ending here.

Thus, with the third chapter ends the treatment of Sabda in the triad,
Sabda, Artha and Sahitya.

The colophon of the third chapter is as follows :

Ih: FHAR FrEIwg:
TERITE I STAMGRAE: |

srdqaTes fedaw
AFAFIE TRATEIR: 1l

W+ + ge 5o aFeatIIHRET W gdra: wwE: |

CHAPTER IV, Pp. 238-308

With this chapter begins the treatment of Artha and its twelve varieties.
The first is Kriya. Kriya is defined as Dhétvartha. Dhatus are classified
into three kinds : Astyarthas, Bhavatyarthas and Karotyarthas. Pp. 238-9.

Then a long discussion on Kriyd and Karaka follows in which the
Vakyapadiya is profusely quoted. The discussion extends from p. 239 to
p. 268.
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Kala : pp. 268-278. Kiraka : pp. 278-305. Purusa : three- kinds, —
Prathama, Madhyama and Uttama, p. 305-8. The chapter ends here.

AsHY R 7 o FE eI |
I (AT AR 1)
FT Y FST : JaE arsfy aka: |
g f§ 9: g9-9Y A TSI |
framrt FRIsIafa 96T TR
T HaTfgEai aeatiRE |
ST & g: JAIQ TR

FETEERENRT 8 g SfaaEs |

T AR + o Fo  FHRATAATTANEHTIN A9 TR SHE: ATE:

CHAPTER V. Pp. 311-366

This chapter deals with Upadhi, Pradhana, Upaskarartha and Pratipadi-
kartha. The chapter closes with a discussion on Nipatas. The Vakyapadiya
is profusely quoted.

It Brfa: samafy 5 B
ErngerEE. mfqefeErdy aftia: o
FEEA FRUEaHi Qasd T e )
FATA LA R Fra~ER LT |
3} Rrrerdaferd=ag Brde seadegmdfady: |
PrTaEReadTaa: Brida auerdafa: Sos=ga

B+ + Po To IUTTATTANHITN W qRR: S |

CHAPTER VI. Pp. 366-427

Vibhaktyartha : Pp. 366-382. 3 kinds, Sarmkhya, Kiraka, and Sesa. A
discussion follows.

Vrttyarthe : Pp. 382-392. 3 kinds, Apadartha, Ekapadirtha and Ane-
kapadartha. Then follows a discussion on the definition of Vrtti. Pp. 384-392.

Padartha ; Pp. 392-407. Jati, Vyakti and Akrti. A long discussion on
these three in which the views of Vyadi and Vindhyavisin are quoted: Most
of the matter here is reproduced from the Nydyamarijari of Jayantabhatta.

Vakyartha : Pp. 407-427. Bhdvani, Vidhi and Pratibhi. Vidhi *m—
cludes Nisedha also. Tt
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On p. 424 begins a discussion on Vivarta of the Sabda Brahman ; Artha
is explained as Adhyésa on, Vivarta of, or Viparipima of Sabda ; the suggest-
et idea or Pratiyamanirtha also is considered as Viparinama among Arthas.

Pp. 425-427.
With this, the' sixth chapter, closes the treatment of Artha. The next
chapter begins Sahitya.
frrerrdisy gead: qeTEIgEia: |
AR arErnda SEida: |

ERRIER ORI IERIBCERIERLE
Fd T AETIEAIIIEAARGHA, |l
=T A ST FeIEE: BRT:
Feqrafadomiaatames ara |
fratagcadadieaiera sumaa 9d 39 |
o qg1de g FEEEt qagarsd: agar e o

AT +  + o To FRATTMEZTGTATRTT T4 TF: THF: 1

CHAPTER VII

Vol. I, pp. 428-437 Vol. 11, pp. 1-75.
This chapter begins the treatment of the twelve-fold Sahitya.

AR A RTRIE R R e A F T - g O IR A @ FRANRE!-
foriteq: aeqrda: gem awean: aifeafag=aa
1. Abhidha : 3 kinds, Mukhya, Gauni and Laksana.

1 st

p. 428.
T Tiofy @equny (Vol. II, pp. 9-18)
l | I |

T ] I' T T T ""'_““_‘N“l
TAREEl  qEAEER: iR and sraw A san SR
sffrwar ereneriern ([ Pp 434437 %, o awforegm seee

Sfw , &l Vol. I, ey ,, 6w,
gl , fad |, and pp. 1-2 L Vol I, &g , afea,
qua 2 ﬁqﬁwm» Vol. 1L . l m 39 ﬁw Y
R, few J wow ,, @&,
g, MR, A |,
e e L._....Y_.__J e

Pp. 429-433. Pp. 9-11. Pp. 12-18,
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Vol. 1. of the Madras Ms. of the Sy. Pra. closes here with p. 437 in the
middle of Gupanimittd Gauni.

2. Viveksa: Pp. 1821 garfengi—
(1) oite—3g:— R —ere faaen afed |
(#)  smim—erdfemEf—erdaarg— SRt & ane amdag-
Fad | O gaEEl qEadisgaER W
() dreda—gwstare —frtea: Fwwn st ¢
Pp. 21-22. 3 verses of general literary criticism bearing on poets’ Vivaksi.
HETAN GEIETT, AqAY IqART, W R, I S,
TR STAATART, S999 GgIHRAET, Jg 9% e, A oWiT o, ag@alo,
TREAR o, WA ] 0, =g &gRifNe, fftrr fRg.fo
waRART fAaer T | G’y SiteRa—
“afermar g HadE: el
el Q=3 fopd a1 afady v’
iy 5—
fEerafset frag iZeify w1z el afewnz
SE dfsst o Az gFsw gweh gerdshy 1 (Vakpati, the Gaudavaho, 66)
frg—
FREEA ST SIATAT T
Fiageg SRR FaTauadaidd |
T TR RN gertag -
frfar: #AE FRTREEERTE: |

fererean
(Pp. 22-31)
EAEN R BETUNCRDED | SIECONEED |
F: BETUIED fiEg:, g, fada:,
@ 5%, ifa, ga, iﬁﬂ TR,
faag: %ﬂz, &S
. ~ J - — J
P. 30 Pp. 30-31
s Pp. 2225
ICORHIGEES)] SICDREIRCEE e
AT, AL~ HYTHIG- wEm, fgm,
Ao, fadhe ) AU, NIGHGEE-  fyom, g,
e &h: etc,
T P 2526

gatea: IFTRY: TR
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faSz:  Pp. 2630

b E(EDCEL e IR
IR ,, T, q
TREas: -, sEAy :;
U, »» STTEARIH

o

Then gFTMR and stfyafy; Vivaksd ends on p. 31,
Tatparya: Pp. 31-42. 3 kinds: Abhidhiyamdna, Pratiyamdna and

Dhvaniriipa.
l
| | =

Sfﬁi'eﬁmm naﬁarlum 'eaﬁ-?m{

fafer: & fair: |__"~'_|

e faay fafa: Hedeata: IR

fafirfaaa: fordt forareren AR SRR
frfafaay i Pp. 36-39  Pp. 4041

by, R General remarks on Dhvani

etc., etc., etc. and Tatparya,

Having spoken of Tétparya and Dhvani, Bhoja takes a few of his own
introductory verses in chapter I of his $r. Pra. on Siva, Gane§a and on his
new Rasa theory and gives us a model exposition of their Tatparya. The
verse afRgsaad  etc., is especially commented upon at great length to yield
many meanings, including the indication of the scope of the whole work. This
goes from p. 42 to p. 54.

Between pp. 55-65 is a Sastraic discussion on the difference between
Upami and Riipaka and on Guna.

Pravibhaga : Pp. 66-75.

afraET:
0 A S A1 9 QT TR oAk siewsd SemaEe, T8
IR TariaY: Rig: grafeaqan geFET smarer gfm: |
The chapter ends thus :
afirar (1) =1 fraen (2) = argd (3) 9 R
IAE: FTST BAL: TRGETATERT: )
AAGT T GERIFA I G |
tFned aw qraer gagEer AW |
IJWEITE: TTAT: FAT FARIT: THRAFI |
@RI EATEF IR Eaigiagar:
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CHAPTER VIII. Pp. 76-114.

This chapter begins with the treatment of the second set of Sambandhas
between Sabda and Artha. The four considered in the previous chapter are
called Kevala-§abda-§aktis. The four considered in this chapter are called
Sépeksa-§abda-faktis and they are Vyapeksd, Samarthya, Anvaya and Ekér-

thibhava.
sqqear P. 76—
anfirenfaey ey A
sifer anfirarae g At
AT ,, iy N FAANNTIEY
-, faufomy , AW ,,
freq- AR ” fw
gEsq- TN s N
arfera— ) sSqARTFTAT |, Pp. 82-84.
ERE ”» m I
“ —~ ) W ”
Pp. 76-79. N — y qieEET .,
Pp. 79.-82 e .
s,
faRwererfa
.
Pp. 97-98

On pp. 84-87 there is a discussion on Gupa. Then Anvaya is taken up : three
kinds of it with sul*glasses, Sakta, Vaibhakta and Sakti vibhakti maya.
Pp. 87-90.

There is a second discussion beginning on p. 90 quoting largely from the
Vakyapadiya. It pertains to Abhihitinvaya-vdda and AnvitdbhidhfAna-vada
going up to p. 96. On p. 97 again begins the treatment of other varieties of
Naisedhiki vyapeksd which ends with p. 98.

Akanksa : Pp. 99-100.

Sannidhi : Pp. 101-103 : 2 kinds, Abhidhdna-visaya and Abhidheya-vi-
§aya.

Yogyata : Pp. 103-105 : 2 kinds, Mukhyartha-dvaraka and Jaghanyar-
tha-dvaraka, with sub-classes.

Samarthya : Pp. 105-130. Bheda, Sarmhsarga and Ubhaya. Again the
discussion on Abhihitinvaya and Anvitabhidhina-vadas. Pp. 108-128.

Ekarthibhava : P. 130. First is discussed its difference from Vyapeksa.
Pp. 130-131. On p. 131 begins its treatment in all its varieties. Its varieties
are three, Vakya-tulyartha, Vakya-adhikdrtha and Vakya-anyartha, all the
three comprising the various Samdsas, Taddhita, Akhyéata etc. On pp. 131-
133, the various kinds of Samdsas are given with illustrations.
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On p. 133, under Upameya-samdsa, begins a long discussion on Upa-
méana and Upameya and the Upameya-samisa, going upto p. 138.

Pp. 138-139 Taddhita-ekirthibhava and its three varieties : Sambandha-
visaya, Karaka-visaya and Sviartha-visaya.

graaafaa: FOEE: ' SIBIEL D
S R R D
| | | | i |
I I, SWH, ATIFH, q&T: Sgafa:
Pp. 139-142 Akhyata-ekarthibhiva and its three varieties : -
1 2 3
FHT grafeaan st
6 kinds of gfes—ar=rar:,
iﬁw:, TERTIRrEL:,
frRiwer:, s, faede:
C —— J
Pp. 139-142

Vakyarthe : P. 142. Bhavanda, Vidhi and Pratibha ; Muktaka, Yuga-
laka, Sandanitaka, Kalapaka, Kulaka etc.; Kosa, Sanghita ; Prakarana called
Avantaravakyartha ; and Prabandha which is Mahavakyartha. These are
varieties of Vakyartha or Ekéarthibhava.

The Prabandha is one like Subhadraharana, Janakiharana or Rama-
yana characterised by five Sandhis, 64 Sandhyangas and the four Vrttis.

Beyond this Prabandha-maha-vakyartha, there is still another and fur-
ther Maha-vakyartha which is the moral (Vidhinisedha) suggested by the
Kavya. Following Hari, Bhoja calls this also Sabda-brahman.

TG AFICARIRTTE RTINS Jufgaeerwer  ‘qwag, afdasd, =
(A’ gAY TSP, @ qRaReeT Igateed: g
AgrEraTl: sdqe AaRvaamifraarass Radge |

sr@ve: A TR TR A |

FIAGIRr s 9% sEnrT=shy |

3 gy RfEEIqEgETT |

& a1 MO TTEh: U (e 1-16 )

With this, the eighth chapter, is finished the grammatical eight-fold re-
lation between Sabda and Artha and with the next chapter Poetics proper

begins with the treatment of the four-fold poetic Sahitya between Sabda and
Artha. The chapter ends thus :

IRPITENST Ia:
TR AT |
ATE T FAEAY
ﬁﬁgcﬁar:wﬂ#t&mn
@R T+ + Fe To EUATEITRRTERTN AW AW TR

qamM: |
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CHAPTER IX. Pp. 144-265.

This chapter begins with the treatment of the last part of the Sahitya,
Dosa-hana, Gunopadéna, Alarhkirayoga and Rasa-aviyoga. These alone are
said to secure the Samyaktva of Vakya. First Dosa-hana is taken up and Dosas
are said to be of three kinds, of Pada, Vakya and Vakyartha. Bhamaha and
Dandin on Dosas are quoted. Then follows a grammatical digression as to
the real nature of Padas and Padarthas in Vakya. Bhoja then gives a list
of Vakya-dharmas, forty-eight in number :

Pradhana, Sesa, Prayojaka, Aprayojaka, Nantariyaka, Mukhya, Gauna,
Vyapaka, Laghu, Guru, Arthavida, Anuviada, Bheda-vivaksda, Abeda-vivaksa,
Vyavahita-kalpana, Upacara-kalpand, Tadbhavapatti, Yogytapatti, Samban-
dhabadhana, Vikalpa, Samuccaya, Niyama, Nisedha, Pratinidhi, Uha, Badha,
Tantra, Prasanga, Avrtti, Bheda, Samanyatide§a, ViSesatide§a, Adhikara,
Adhyahara, Viparinama, Vakyasesa, Avadhi, Apoddhidra, Anirjiidta prasna,
Kriyantara-vyudasa, Lingadbheda, Lingadibheda, $Sabdantaradibheda, Sak-
tyadibheda, Srutyadiviniyoga, Srutyadibaldbala, Srutyadikrama and
Kramasambheda.

These forty-eight are defined and illustrated both from Mimamsa and
Kavya. The subject extends up to p. 197. On p. 180 there is a discussion
on Vakyaéesa and Srutarthapatti.

Pp. 197-8. The discussion on the reality of Padarthas in a Vakya closes
with a long quotation from the Vakyapadiya and Bhoja justifies the treat-
ment of Pada-dosas separately.

TEAYHA TIARITAETIAN |
The Dosas then begin :

Dosas
Of Pada : 16 ! Of Vakya : 16 Of Vakyartha : 16
I I
Asadhu Sabdahina Apartha
Aprayukta Punaruktimat Vyartha
Kasta Apakrama Ekartha
Anarthaka Bhinnavrtta Sasams$aya
Anyarthaka Yatibhrasta Apakrama
Apustarthaka v Visandhi Khinna
Asamartha . Vyakima Atimitra
Apratita . Sarhkirna Parusa
Klista f Garbhita Virasa
Gidhartha | Apada Hinopama
Neyartha | Afarira Adhikopama
|
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Of Pada : 16 Of Vakya : 16 Of Vakyartha : 16
Sandigdha Unopama Asadr$opama
Viruddha Adhikopama Aprasiddhopami
Aprayojaka Bhinnalinga Niralarmkara
Desya Bhinnavacana Adlila
Gramya Slesadi gunaviparita Viruddha
Definition and Definition and Definition and
Illustration of these on [llustration of these on Illustration of these on
pp. 199-202. pp. 203-206. pp. 207-211.

The S. K. A. is simply repeated here with the difference that while in
the former work Bhoja leisurely defines each in a verse and explains each illus-
tration with some Vrtti, he hurries over this section in the $y. Pra. with brief
prose renderings of the definitions of the S. K. A.

The Guna section begins on p. 211. faglyer = #Hegeg FCaeg™: ( ?)
FANIFITE SRR TZNIREH, SSgRIM | Vamana's verse on Guga
and Alarhkira— q9aftg &¢ etc., is quoted. Of Guna and Alarikira, the
former is of greater importance. g3 FOYRINSEFRARAN: U oy and Va-
mana’s verse on this point gf¥ wafy TP etc., is quoted. On this point,
the S. K. A is brief but the §7. Pra. slightly elaborates.

Gunas
f |
Bahya : l Abhyantara : VaiSesika gunas ;
Sabdagunas : 24 s Arthagunas : 24 Dosa-gunas

The same 24 are Gunas of both Sabda and Artha.
They are :

All the three sets of 24
Dogas given above in
the Dosa section are
shown here to turn
out to be Gupas in
certain circumstances.
Pp. 223-241.

Slesa, Prasida, Samata, Madhurya, Saukumarya,
Arthavyakti, Kanti, Udarata, Udattatva,
Ojas, Aurjitya, Preyas, Su§abdati, Samadhi,
Sauksmya, Gambhirya, Vistara, Sarnksepa,
Sammitatva, Bhavika, Gati, Riti, Ukti and
Praughi. pp. 211-223.
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On p. 242 begins a long discussion on Gupa-vrtti and Upacira-vrtti
with other extraneous discussions also and it extends to the very end of the
chapter on p. 264. The following is the end of the chapter :

a%AE. IR T NIRRT 7 |
AT Faq S T 57 Vg 7 9@
facie o qEwR w@itaa
qat Fafd Saeg a9, @ ffy A o

AN ATINFIAT QORI T BFTIITatE: |

FEY JARIRSFRAN IH: I TGAT & FHRASHIITE |

W mms + + go Fo NNEANMMEFETERTY AW AGH:
SHE: GHITHETAT, |

CHAPTER X. Pp. 265-352.
This chapter is devoted to Alarhkdrayoga, the addition of figures. apy
AN ST 9 HERKIE Iedlriniad THERISEHRICART 3999 |
Some general remarks on the three kinds of Alarhkaras,—Bahya (Sabda),

Abhyantara (Artha) and Bahyabhyantara (Ubhaya), with the simile of three
kinds of toilet of women.

On Alamkaras also, there is no substantial difference between the S.K.A.
and the Sy. Pra. The treatment in the latter is briefer and has some minor
differences. See Alarhkdra section and special section on the S.K.A. and the

Sr. Pra.

Alamkaras

Bahya (Sabda) 24

Abhyantara (Artha) 24

Bahyabhyantara
(Ubhaya) 24.

Jati, Gati, Riti, Vrtti,
Racana, Ghatana,
Mudrd, Chaya, Yukti,

Sravyatva, Preksyatva,
Abhineyatva,
yatva, Vakovakya, Pra-
énottara, Prahelika,
Gugdha, Citra, Slesa,
Yamaka & Anupriasa.

Each has six varie-
ties. Pp. 266-296.

At the end, there
are some general re-
iarks on these Sabda-
larhkaras.

Adhye- |

Jati, Siksma, Sara,
Samahita, Bhava, Vi-

' bhavana, Hetu, Ahetu,
Ukti, Bhanpiti, Pathiti, .

Sambhava, Virodha,
Dsrtanta,  Vyatireka,
Anyonya, Parivrtti,
Milita, Vitarka, Sma-
rapa, Bhranti, Upa-
mana, Anumina, Ar-
thapatti, Abhava, Aga-
ma and Pratyaksa. pp.
296-324.

There are some gene-
ral remarks at the end.

Upama, Ripaka, Sa-
mya, Sam$aya, Sama-
dhi, Samasokti, Sahok-
ti, Samuccaya, Tulya-
yogitd, Le§a, Apahnuti,
Aprastutaprasamsa, Ut
preksd, Arthantaranya-
sa, Dipaka, Parikara,
Krama, Paryaya, Ati-
§aya, Aksepa, ViSesa,
Slesa, Bhavika and
Sarhsrsti.

Pp. 324-351.
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The chapter ends with a praise of Sarhsysti as the greatest Alarhkra.
Next to it comes Ubhayalamkira, next Arthdlarmkdra and last Sabdalarnkéra.

TG TR ROIEEHET: |
FEARFAT: NIA: JAEIIAET: |

& f M(anRhr: 7= awai: s
S SEIHT: GERNSFARAT: 1

s3fE ity aRqeeAn:
aasRETata® 9FsTd |
SRINGI It G RG]
Ffa gafersiy ane o
A+ + Fo To IAASHCTRTT T/ FIO: T ET: |

CHAPTER XI. Pp. 352-449.

This is the most important chapter of the §7. Pra. It deals with the
last and the greatest aspect of Sahitya, viz., Rasa-aviyoga. Here it is that
Bhoja expounds his new theory of Rasa.

Synthesis of all Rasas in Prema ; Syngara is the only Rasa ; enumera-
tion of the 49 Bhavas which are born of Srngara ; criticism of the ideas on
Rasa traditionally handed down. Aharkara-Abhimana-Srngara is the only
Rasa. Not Rasa from Bhava but Bhavas from Rasa. Pp. 352-356.

Three aspects of Rasa, Prakrsta, Bhavariipa and Abhdsa. Rasaviyoga
in Viakya and Prabandha by the three ways of Dosahdna, Gunopadana and
Alamkrayoga. Guna and Alarhkdra and Rasa also are only Alarhkara and
hence NanAlamkara-sarhsrsti is the one means of Rasaviyoga. Pp. 356-7.
Dandin is quoted and followed on the point that Guna and Rasa also are
lualilml_ a.

Samhsrsti is the only Alarhkdra ; its two varieties, Pradhana-angabhava
and Samakaksyatd. There is some grammatical discussion here based on

Dandin’s own observations on the Utpreksd verse (dqdfig gHismie etc.
pp. 357-365.

P. 365 : Gunas are also Alammkaras. P. 366 : Rasas also Alammkaras. The
new Ahamkdra theory of Rasa with three Kotis,—Aharhkara, Rasa and
Preman characterised respectively as Piirvakoti, Madhyamavastha and Utta-
rakoti ; upto p. 368.

Pp. 368-9. The explanation of the difference from one another of Rasa-
vat, Preyas and Urjasvi on the basis of their etymology ; these three are both
Rasas and Gunas. They are Rasas when they attain climax (Yuktotkarsa)
and Gunas when they are not so (Ayuktotkarsa). As Gunas they are called
Bhavika, Preyas and Aurjitya. Bhoja takes a verse of Dandin as the basis
for this interpretation, Pp. 369-370. Etymological significance of the name
Rasavat. Pp. 370-371. Vibhavas, Anubhivas and Vyabhicirins are not
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Alarnkaras ; they are factors producing the Alarhkdra called Rasa. 'P. 372.
Three kinds of Alarnkéras,—Svabhavokti, Vakrokti and Rasokti. Pp. 372-
376 : illustratioin and explanation of the eight Rasavadalarmkaras according
to Dandin and his illustrations.

Pp. 376-381. Criticism of Bharata’s doctrine of four subsidiary Rasas
from four main ones and Bhoja’s view that all the 49 Bhavas, even in the
state of Prakarsa, are alike born of the one Rasa of Aharhkara-Srngara. Cri-
ticism of the view that Rasas are only eight. Four new Rasas pointed out :
Santa, Preyan, Uddhata and Udatta. The possibility of all Bhavas becoming
Rasas as held by Rudrata accepted by Bhoja. Though Rasa is only one, viz.,
Aharhkara, the 49 Bhidvas born of it can be called Rasa in their developed
state which forms the Madhyamavastha of the Aharmkara rasa.

Pp. 381-382. Statement of Bhoja’s theory of one Ahamkara-rasa.

Pp. 382-385. Explanation with simile and illustration of how Vibhavas,
Anubhivas and Vyabhicarins develop Rasa. Pp. 385-386. The various stages
of the developed Rasa,—Nispatti, Upacaya, Rasa-siminya and Rasa-viSesa-
nispatti. Pp. 386-388. The various stages of Bhava, Rasa, Abhasa, Utkan-
thia, Abhisanga, Nirvrtti, Utpdda, Abhivrddhi, Sthairya, Bhiva-viSesa, Rasa-
viéesa and Abhasa-viéesa.

Pp. 388-410. Nanalamkara-samsrsti, Alamkéra-sarhkara and its varie-
ties ; Guna-sammkara, Rasa-sarnkara, Alamkara-sarnkara, Guna-rasa-samkara,
Gunalamkara-sarmkiara and Rasdlarmkara-samkara.

P. 389. Two kinds of Gunas, Sollekha and Nirullekha.

P. 410. Rasdviyoga in Vakya ends here. “ gis3 amﬁ[ﬁ]qzh wifsgm

gh: 0”

Then begins Rasdviyoga of Prabandha through the avoidance of flaws and
the addition of Gunas and Alarhkiaras of the Prabandha as a whole. Bhoja
thus speaks of Dosas, Gunas and Alamkdras of larger scope pertaining to the
Prabandha as a whole.

Pp. 410-411. Prabhandha-dosa-hana.
P. 412. Different kinds of Prabandha enumerated.

Prabandha
Preksya : 24 kinds l Sravya : 24 kinds.
Nataka, pp. 412-415. . Akhyayika, pp. 427-428.
Prakarana, pp. 415-417. ’ Nidaréana, p. 428.

Thamrga, p. 417. , Pravahlika, p. 428.
Vyayoga, p. 417. I Manthulliki, p. 428.
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Preksya : 24 kinds Sravya : 24 kinds.
Samavakira, pp. 418-419. Manikulya, p. 428.
Dima, pp. 419-420. Katha, p. 428.
Utsrstikanka, p. 420. Parikathd, p. 428.
Bhanpa, p. 420. Khandakatha, p. 428.
Prahasana, pp. 420-421. Upakatha, 428-429.
Vithi, p. 421. Brhatkatha (Gunadhya's), p. 429.
Natika, p. 421. Campi, 429.
Sattaka, pp. 421-422. Parvabandha (Mahabharata)
. 429.
These are the twelve kinds of Kégdabandha (Ramayana)
Vakyarthabhinaya. p. 429.
Sargabandha, p. 429.

Srigadita, p. 422.
Durmallika, p. 423.
Prasthana, p. 423.

Aévasakabandha, p. 429.
: Sandhibandha, p. 429.
| Avaskandabandha, p. 429.

B]-.‘.’y al,{ B 423;123 24 | Kavyasastra, p. 429.
agaxd, pp. Bt i Sastrakavya, pp. 429-430.
Bhanika, p. 425. :
¢hi 495 | Kofa, p. 430.
Gosthi, p. 425. | Sanghita, p. 430.
Hallisaka, p. 425. Sarhhita, p. 430.

Nartanaka, p. 425.
Preksanaka, p. 425.
Rasaka, p. 425.
Natyarasaka, pp. 426-427.

Sahityaprakasa, p. 430.
(Bhoja’s own Sr. Pra.)

These are the twelve kinds of
Padarthabhinaya.

|
|
i

These are each defined and illustrated with the mention of many rare
and lost works. On DaSariipaka, the first ten types of Drama, Bhoja only
reproduces Bharata’s definitions.

Pp. 430-431. Enumeration of the Gunas and Alarhkdras pertaining to
Prabandha as a whole. Pp. 431-446. Explanation and illustration of these
in three sets as applied to Sabda, Artha and both.

P. 447. In the end is quoted Dandin’s definition of Mahakdvya from
which Bhoja derives these Prabandha-gunas and Prabandha-alarhkéras. Pp.
447-449. Then a quotation from Bharata’s description of drama (N.S. XXI.
§ls. 107, etc. Kasi Edn.) is given to which Bhoja adds a few verses of his
own, making some general remarks on the nature of dramatic varieties. Thus
ends this chapter on p. 449 dealing with Rasa-aviyoga, first in Vakya and
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then in Prabandha, through the three-fold process of Dosa-hina, Guniadina
and Alarhkira-yoga. '

TRRISIAIGAI ST R
A qEES @R |
AT Tsat @ RAAREn: gy
g @ FfRgERas

W WA + + + Po To TAMIARTHEHTTN ATH THIET: SH:
TR

CHAPTER XII. Pp. 450-553.

The chapter opens with the description of Nataka with verses taken
from Bharata. The chapter is devoted to the study of the structure and
technique of drama which consist of :

I. (1) Five Arambha-vidhis.

(2) ,» Arthaprakrtis.

(3) , Avasthas.

(4) »  Sarnsthas.

(5) »  Samavasthas.

(6) ,» Sandhis.

(7 » Vrttis.

(8) Four (five?) Pravrttis.

(9) 24 Pravrtti-hetus .. .. .. First ‘64’

II. (1) Ten Lasyangas.
(2) Thirteen Vithyangas.
(3) Sixteen Vrttyangas.
(4) Twenty-one Sandhyantaras.

(5) Four Patakasthanas. : .. .. Second ‘64°.
III. Sixty-four Sandhyangas. .. .. Third ‘64°.
IV. Sixty-four Kavya-laksanas. .. .. Fourth ‘64°.

P. 452. Five Arambha-vidhis.

Pramana : Yukti, Ukti, Drsta, Nidar§ana and Arthapatti.

Prameya : Dharma, Artha, Kima, Loka, ( ? ) and Lokayatra.

Vimarsa : Karmapim arambhopdya, Purusadravya-sampat, DeSakdla-
vibhiga, Vinipata-pratikdra and Karya-siddhi.

Nimaya : Anupalabdhasya Jfiznam, Upalabdhasya Niécaya-balidhanam,
Advaidhasya $Saméayacceda (?), Ekadgé_.afirstasya Viéesopalabdih and
Viparyaya-cikitsa. - :
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Pravrtti : Alabdha-labhartha, Labdha-paripdlanartha, Raksitabhivrddhy-
artha, Vardhitopayogartha, Upayoga-paryaptyartha.

Pp. 452-455. Five Arthaprakrtis : Bija, Bindu, Patika, Prakari and
Karya. Definition and illustration of these.

Pp. 456-457. Avastha, Sarhstha, and Samavastha explained as action aid-
ed by divine agency (Daiva), by pure human endeavour (Peuruse) and by
both. Each of these three have five stages.

Five Avasthas : Arambha, Prasava, Udbheda, Kificicchesa and Samapti.

Five Samsthas : Prarambha, Prayatna, Prapti-sambhava, Niyata-pha-
laprapti and Phalayoga.

Five Samavasthas : Prarthang, Labha, Samyoga, Nasa and Préapti.

A SR Ja€] AU, EATEEARRY: drever; G Sadeea: |

Pp. 457-8. Five Sandhis : Mukha, Pratimukha, Garbha, Vimar§a and
Nirvahana.
P. 459. Five Vritis . KaiSiki, Arabhati, Sattvati, Bharati, and Miéra.

Pp. 459-465. To make up the number sixty-four Bhoja must have given
five Pravrttis but he gives only four. The four Pravrttis are Paurastya, Augdh-
ramagadhi, Daksindtyd and Avanti. Other views on other kinds of Pra-
vrttis are here mentioned.

Twenty-four Pravrtti-hetus : Defa, Kala, Patra, Vayas, Avastha, Sakti,
Sadhana, Abhipridya, Vyatyasa, Viparinima, Nimitta, Abhigama, Sangrama,
Vihara, Upahara, Chala, Chadma, Aframa, Jati, Vyakti, Vibhava, Prakima,
Sankima and Viprakima. On P. 465 ends the treatment of the first set of
sixty-four items.

Pp. 465-469. Ten Lasyangas with definitions and illustrations.

Pp. 469-477. Thirteen Vithyangas with definitions and illustrations.

Pp. 477-480. Sixteen Vrttyangas with definitions and illustrations.

Pp. 480-487. Twenty-one Sandhyantaras with definitions and illustrations.

Pp. 487-489. Four Patakasthanas with definitions and illustrations.
These constitute the second set of sixty-four.

The Sixty-four Sandhyangas. Some general remarks on the purpose of

these according to Bharata. The Angas of each of the five Sandhis are enu-
merated, defined and illustrated from dramas. Pp. 489-524.

The Sixty-four Laksapas. Pp. 524-532. Vide my paper on Laksana,
JOR. Madras, VI, pp. 70, 71, 81, 82.

In this chapter many rare and lost dramas are quoted.
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The chapter ends as follows :
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Vol. II of the Ms. of the $r. Pra. closes with this twelfth chapter. Pp. 553.

CHAPTER XIII.
Vol. 111, Pp. 1-33

P. 1. Four kinds of §rngara pertaining to the four Purusarthas, Dharma,
Artha, Kama and Moksa.

Pp. 1-8. The Vibhiavas, Anubhdvas and Saificarins of the forty-nine
Bhivas beginning with Rati.

P. 9. Two kinds of Rati, Sambhoga and Vipralambha.

Pp. 9-33. Nine kinds of Rati: Naisargiki, Samsargiki, Abhiyogiki
Adhyatmiki, Aupamaniki, Vaisayiki, SAmprayogiki and Abhimaniki.

Each of these has five stages, Janma, Anubandha, Pravrddhi, Sarhvrtti
and Anuvrtti. Each of these (nineXfive : forty-five) are illustrated. The
nine kinds of Rati are given with illustrations in S.K.A. V. Pp. 515-520. The
chapter ends on p. 33 with thesq verses :—

Y W TRAW FAEILAE: |
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fraidaigd: Y SRTgTeafamaie |
« fafafre e #=0...39 (2) 39 S

gasfia + + W So TFASTERTDY AR ATVTIG TH: TAEH: I

CHAPTER XIV. Pp. 34-83

The illustrations for all the forty-eight Bhivas in their five stages of
Janma etc.



2 ‘$RNGARA PRAKAS/
The chapter closes thus :

T TR A GRReARRE
| FAACRAER, . .. SR

Sceigeesispereeacoe SEYEGE
I R TR |

7=y 3 FRG SR Akt @ v
el 7 guwy TFe: SRFaEaH € 91

A + + + o Yo g THF ( UH or JAAITHF ) TEHITN
T AGATN: SR G

CHAPTER XV. Pp. 84-162.

P. 84. Rati is taken up for special treatment with elaborate exposition
of its Vibhavas etc., in all their infinite varieties.

Two kinds of Vibhiva,—Alambana and Uddipana. Alambana of two
kinds,—Nayaka and Nayikd. Four main kinds of Nayakas,—Dhirodatta,
Dhiroddhata, Dhiralalita and Dhirainta, p. 85. Each of these four is again

of various kinds according to the four features,—Guna, Prakrti, Pravrtti and
Parigraha.

Guna : Twenty-four : high pedigree etc. Men are of three kinds in
respect of this Guna,—Uttama, Madhyama and Adhama. See Bharata,
XXXIV. Kasi Edn.

Prakrts : Sattvika, Rijasa and Tamasa.

Prayrtti . Anukiila, Daksina, Satha and Dhrsta.

Parigraha : (Number of wives) Asddhirana like Rama and Sadharana.
Pp. 85-88. Illustration of these twelve varieties of men.

P. 88. When this twelve-fold classification is applied to the first and
major four-fold classification of heroes we get 104 kinds of men. Dhirodatta
8 plus Uddhata 44 plus Lalita 44 plus Pranta 8=104. Pp. 88-111. Illus-
tration of these 104 types. See S.K.A. pp. 405 and 589-592 for an enume-

ration and illustr_gtiop of these types.
ARIRETT TORT: STH AIAISYA: |
gFq: qifa®: § &F, qoaeaaed ||
ArTRONSAIA: @ A3g: aRuer |
IEAT S = IFE ST 1)
W JEISTEST o FIfAa: |
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Some mixed varieties are then given. Endless is the variety of character.

TaAasi R #1: SHar A |
agmMHfy SAY arrFET FARET: |
AR Fgeeglsy =1
AT TTHA G F: F:E: 0

TREEgIfa= QuHRErT: |
Frgiasra Aer aEd Hae o

g fanfed uy TaFEmT sfeemtFade: so=: |
FAfasTgairagaEl agRegadiaarsiemd |

P. 111. Nayikds : Four main kinds : Svakiya, Parakiya, Punarbhi
and Samanya. The first two are then divided into :

Uttama, Madhyama and )
Kanistha,
Udha and Anidha,
Dhira and Adhira, and T Pp. 112-114 illustrations of these

Mugdha, Madhyama and Pra- varieties.
galbha.

Punarbhii :  Aksata, Ksata, Yatayata and Yayavara.

Samanya : Udha, Anidha, Svayarhvara, Svairini and Ve§ya. The last,
Veéya is of three kinds, Ganika, Vilasini and Riipajiva. By the mixture of
the various sub-classes we get a total number of 143 Nayikas, fyamnfiz=aa,

in the first class called Svakiya. All these 143 are illustrated at the end
of which, the following verses summarise : (P. 139)

TANTE, EHAET TR TGS
IFATEEAZT ATRAFARTE |
AfTIfe o gl seaTe: |
qEt e 19 @hiErEag [dgik
TTT RO AT AT
SRAFIRIE AEIAIST THR: |
frogaRy av g% wiemwdRa:
‘ST q(ﬁm{@aeiﬁmz 1

Pp. 139-160. Mixed varieties of the Parakiya, 143, and their illustrations
T AR gaagean( & )aRsegEta:
P. 161. Another classification of Nayikds : Vasakasajja, Abhisarika,

Vipralabdh3, Khanditd, Kalahantarita, Prositapatikd, Virahotkanthitd and
Svadhinapatika. '
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P. 162. The chapter ends thus with the treatment of both kinds of
Alambana-vibhdva. The S.K.A. deals with the classification of Nayikds on
pp. 592-602.

gt oue: HIQISFaED
EDIRSEARDIHEC AT L |
IFIFR qAY g
FAUITFRS FAT |
Cf. S.K.A. V. Karikas 110-120 and Vrtti with Illustrations on pp. 592-602.

aq1 g ( azaa(?) yaaed gty g
asAIMEE qEgaga( agl) - — v aES |
& qleqal govTaan frgae
T (F ) areoaiafeaatgaET mEm: |

S AW + + *7 + I + TASTATLIEIREDN AH THITI0 TFE: |

CHAPTER XVI.
Pp. 163-207. Uddipana Vibhavas.

1. Rtu : Six. Each has four stages, Sandhi, Utpatti (Sai$ava is the name
given by Rajasekhara), Praudhi and Avasiti (Anuvrtti according to Réaja-
Sekhara). Illustration of these four stages of the six seasons, pp. 163-172.

2. Other Uddipanas, like Malya, Angaraga etc., and their illustrations.
Pp. 173-178.

3. Desa : Grama, Pattana, Upavana, Kantara, Parvata, Sarit, Sagaradi.
Illustrations upto p. 183.

4. Kala : Ratri etc. Illustration upto p. 191.

FATEO: SfgEEe: (T ) |
TIFEAT: Rassa aFiogg

AT PTATTEERIATTH |

FATFONE AT I3dZ_ AT TFH

FIETHRUT adfae@: FHatd ag Zawes: |
TUaAfafEd FraaRTIfaR( @ erraagRa: |

5. The 64 Arts—Catussasti-kalds. These sixty-four are Mila-kalas.
:They fall into the following classes, Karmasrayas 24, Dyutasrayas 20, (Nirji-
vas 15, and Sajivas 5), Sayanopacérikis 16 and Uttara-kalas 4.

There are other numerous Avantara-kalds dealt with in works devoted

‘to them but Bhoja says that he omits them lest his work should grow bigger
still, ' L
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Twenty-four Karmasrayas :

Gita, Vaditra, Nrtta, Natya, Citra, Pustakarma, Patracchedya, Lipi-
jiilana, Vacanakau$ala, Vaicaksanya, Milyavidhi, Gandhayukti, Asvadyavi-
dhana, Rafijanvidhana, Ratnapariksa, Sivya, Upakaranakriya, Ajivajfiana,
Tiryagyonicikitsita, Mayakrta, Pasanda-samaya-jiiana, Kridakausala, Sam-
vidhana, and Sarirasamskara-kausala.

Fifteen Nirjivas :

Ayaprapti, Raksavidhidna, Ripasammkhya, Kriyamarga, Jivagrahana,
Nayajfiana, Karanajfidna, Citracitravidhi, Gadharagi, Tulyabhihara, Ksipra-
grahana, Anuprapti, Lekhasmrtyanukrama, Cchala vyamohana and Graha-
nadana.

Five Sajivas : Upasthana-vidhi, Yuddha, Tata, Gata and Nrtta.

Sixteen Sayanopacarikis : Stri-purusa-bhava-grahana, Svaragaprakasana,
Pratyanga-dana, Nakha-danta-vicira (two) Nivisrarhsana, Guhyasparéa-anu-
lomya, Paramartha-kau$ala, Harsana, Samanarthata, Krtartha-protsahana,
Mrdu-krodha-pravartana, Kruddha-prasidana, Supta-aparitydga, Carama-
svidpa-vidhi and Guhya-guhana.

Four Uttara-kalas : SaSrupatam ramanasya viksanam, Svayam $apatha-
kriya, Prasthitanugamanam and Punar-niriksanam.

Pp. 192-204. Illustration of these sixty-four Kalas.

6. Vayas . Four Avasthas : Sandhi, Utpatti, Praudhi, and Atipraudhi.
Illustrations on pp. 204-205.

Pp. 205-207. Vayasyopade$a, Sandesa, Upacara, Daivasampat, Upa-
carasmarana.

The chapter ends thus :
FoTAaRagarn |y, .. gwfREn:
fzaendt s saiia T
FHlgaRazed q@E( a )qqHq: |
FAZEIAT AiF: FRwefy dazg
Iz AFgEgaEt HEataaam g9ad] S |
AZTRAA AT TGE A AGIIATAAITT SFTH: 1
et + + 4+ 7o "o IqAfFAEEATIN AW XTI TEE:
qHq1g: |
CHAPTER XVII. Pp. 208-236.
Anubhavas
@AAGAE SAEIEE: | g fAvE: SgEEEReE aEFR: T agdEene

QEAAAIT: AT GUOEAT: SSTIIAEE (A RAAA TG AT |
Vide S. K. A. V. 543, pp. 477-478.
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Illustrations of the Anubhdvas of Manas, Vak, Buddhi and $Sarira up to
p. 210.

1. Mana-Airambha-anubhivas : Bhava, Hava, Held, Sobh3, Kanti, Ud-
dipti, Madhurya, Dhairya, Pragalbhya, Audirya, Sthairya and Gambhirya.
—12. Vide Bharata’s N.§. XXIV. p. 271, §l. 24. Sthairya and Gambhirya
are added by Bhoja from N.§. XXIV. 31.

2. Vagarambhas : Alapa, Praldapa, Vilapa, Anulipa, Salldpa, Apalipa,
Sande$a, Atide$a, NirdeSa, Upade§a, Apade§a and Vyapade§a.—12.

3. Buddhyarambhas : 3Xx4 = 12.

Riti ! Vrtts ‘ Prayrtti
Pancali ’ Bharati Paurastya
Gaudi i Arabhati Udhramagadhi
Vaidarbhi 1 Kaiéiki | Diksindtya
Latiya ; Sattviki : Avantya

l

4. Sarirarambhas : Lila, Vilasa, Vicchitti, Vibhrama, Kilakificita,
Mottayita, Kuttamita, Bibboka, Lalita, Vihrta, Kridita and Keli.—12. Vide
Bharata’s N.§. XXIV, p. 270. Kasi Edn. Bharata gives only ten and
Bhoja adds the last two for which Singabhiipala criticises him. See also
S.K.A. V. 42. p. 478.

For the first set of twelve Mana arambhas, see Bharata's N.§. XXIV,
p. 270. Sls. 7-11; p. 271. Sls. 24 and 31. Bharata gives them in three se-
parate sets. For the Vagarambhas see N.§. XXIV. p. 273. Sls. 49-51.
Twelve Vanmargas or Margas of Vacikabhinaya according to Bharata. Bha-
rata did not speak of Vrtti and Pravrtti as Anubhiava or Buddhyarambhanu-
bhiva. Singabhiipala follows Bhoja and Bhoja himself follows Rajasekhara.

Illustrations of these up to p. 220, except the last, Sarirarambha.
Riti, Vrtti, and Pravrtti on pp. 211-220.

FRTANG AR RO SRR |
I FAERRITERST 05 1l
ARG RESTAIA: ARG TEE: |
RO, FEfFaRd sgfdan |
Hrordisaaramera( & &: |
SarHgERr R 1
SEHTRE T WRasviar:
FEEHNIHFOTEAN T |

Sarirdrambhas : pp. 221-236.
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Visarga, Vinigithana and Sandastaka with illustrations.

1. Adhardrambhas : Bharata VIII. 135-140.
Kapolarambhas : Bharata VIII. 130-134.
Hasarambhas : The six kinds of Hasa in Bharata VI.
Bhriikarma : Bharata VIII. 114-123.

Tarakarma : Bharata VIII. 93-100.
Aksiputakarma : Bharata VIII. 106-113.
Drstiprakaras : Bharata VIII. 101-105.

Then are given 36 Drstis, Kanta etc. Bharata VIII. 37-91. The
chapter ends thus :

FHERgiEs I o T AR JEAET: |
A (2) & Fo1. . 9TRET 1
wEr: g T 9 e & = artcaw: |
- FRATETRTETES TFRWET TR |
spwT (9B ) qestrames aragaatEe: |
waTEta AT JulkREtaEdg (1) it (A )

R @@+ + 3 + Fo + AFAAAFTY A FAZI T GAE: U

With chapter XVII, a section begun in chapter XV closes. In chapters
XIII and XIV, the 49 Bhavas were given and then Bhoja proceeded to enu-
merate and illustrate the varieties of the Vibhavas and Anubhavas with re-
ference to one Bhava, namely, Rati, and this subject finishes with chapter
XVII. The chapter ends with the two verses, given above, on the general
Rasa theory of Bhoja that all the 49 Bhavas with their Vibhavas and Anu-
bhavas only serve to heighten the inner inborn Srngara of Ahamkara.

NSO wDN

CHAPTER XVIII. Pp. 237-264.

With this chapter begins a section which ends with chapter XXI. These
four chapters deal with the four Srngaras of Dharma, Artha, Kama and
Moksa. Chapter XVIII Dharma$mgara.

Definition of Dharma :

T qat T gReifERaEm: |
It is of three kinds, Pravytti, Nivrtti and Niyama. Pravrtti is of ten kinds,
being done by Vik, Manas and Kaya. (4 plus 3 plus 3 :10)

Vak (Speaking) : Hita, Priya, Satya and Apta.
Manas (Thinking) : Astikya, Dayad and Parasva anipsa.
Kaya (Doing) : Guriipdsand, Dana and Artatrina.
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Vide Vatsydyana's Nyaya-bhdsya, p. 14. Chowk. Edn. Vatsydyana is
slightly modified by Bhoja. Illustration of these ten on pp. 237-8. Illus-
trations of the three physical Dharmas are missing in the Ms.

Pp. 238-9. Nivrtti of ten kinds. Five are missing in the Ms. Those
available are Nivrttis from Nréarhsatd, Parasvabhidhyd, Nisiddhaseva, Steya
and Hirhsa. Illustrations from Kavyas.

Pp. 239-242. Niyama, also of ten kinds.

a fgaes: A -aEEFERETRR: | daa RfreatatEmicn,
ERIARRTEY, T3t EIRT:, AERAREEIEET:, AAAISTIHaq;, qaFEiaF:,
sreianTE:, SRFNETE:, GRUEISEAY,, A sonfETRer: |

Definition of Dharma again and of its three forms Pravrtti, Nivrtti
and Niyama. P. 242.

The Riti, Vrtti and Pravrtti of this Dharmasrngara are given as
Paficali, Paurastya and Bharati respectively. With the exercise of a lot
of ingenuity, the old definitions of Bharati vrtti, Paficali riti and Paurastya
pravrtti are shown to refer significantly to the various aspects of Dharma-
§rngara.

P. 244. The Nayikd of this Dharma$rngira is Svakiya and the
Nayaka, Dhirodatta. A'list of the Gunas of a Dhirodatta. This goes upto

p. 264. All these Gunas, given in three sets, are illustrated with two illus-
trative verses each.

I 1 wrogonfaly: ogedd: 1 2 Ol gagsm) 3 FaarRdediaag |
4 TERfIT a5 AR ITAETHT | 6 A=Y FEn ) 7 AiEgE
gife: | 8 TREARAY ATIT: 1 9 FqFEARY ARG | 10 TESTAGEIN |
11 qeagag @ sed: 1 12 quuarey @ 9gfe: 1 13 srendg | i)
14 gwerg @ sifvate: | 15 ARy 7 fers: | 16 Sl 7 st

1 sfteq, gifdosy, eda , apftag, g@esy, s, Sagar and AfEeEa,

I 1 sggeg @ 2 swwaidy @G 3 a9y Iaw 4 gadsmyg R
5 IO AR 6 seuEawE egfd 7 gegadt (or gAEY) Rad: 8
weEaon ag 9 RAfvey fm 10 fAhY ang: 11 sous s&r: 12
ey dier 13 gada sEigad 14 St gfa: 15 awdfas af:
16 qqEge QArE: 17 feramssr) g@: 18 Agriy samg: 19 aafaafy
wifa: 20 eatmadiy F1a: 21 AGGRY @ 22 ERAR PAER: 23
TR €343 24 snararfasd oM: 25 AENENRY g=am: 26 Taigad 7
qeaft @t 1 (79, 7T, s, gy etc.—absence of these even when

causes for these appear). Most of these are given two illustrative verses
each and the section affords interesting reading.
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The chapter ends thus :

qad, TRIER AR Jivan
AT ervREATTEiEg |
qrETdl ARAT s dfdgfanges:
R aifdE () fea Qg amE: |
q UY JHEhars. . 54 ()

At (1) gaagieasTEm |
9% TAE: FRARMTY

=g gm@r.......(s7) FFgaE

g ofl + + 3 + F + TATGTIFRAY A TGN THFE: FAH: |

CHAPTER XIX. Pp. 264-299
Arthasrngara.
Definition of Artha :

J4T A AT GAAAFAT FSTAARAFIA N
Three kinds of Artha :

Nava, i.e.,, eamed by oneself (Svayam arjita). It is of ten kinds :
Vidya, Bhumi, Pasu, Dhanya, Hiranya, Bhanda, Upaskara, Kalatra, Putra
and Mitra.

Bhitapiirva defined as Pranastinita.

Pitrya, i.e., ancestral property (Kula-kramagata).

These two are only of eight kinds. These eight kinds are the same as the
eight in the ten in the list of ‘Nava’ minus Kalatra and Putra both of

which cannot but be Nava. All these have varieties and are all illustrated
on pp. 264-266.

P. 226. Arjana. Four kinds: Alabdha-labha, Labdha-pariraksana,
Raksita-vivardhana and Raksitopayoga.

P. 267. Means of Arjana : Vinaya, Varta, Vyavahara, Raksda, Mantra,
Upaya, Vikrama, Yuddha, Upanisat and Prasama which are the various
sections of the Arthasastra. Artha earned by these means is for the help of
attaining the other three Purusarthas. Arthasmmgara is activity in the
direction of Artha.

— SR AFATEATARE: APTLAC |
P. 268. The hero of Artha$rgara is Dhiroddhata ; Nayika, all kinds ;
Riti, Gaudi; Vrtti, Arabhati; Pravrtti, Udhramagadhi. Ingenious expla-
nation of the definitions of these Riti, Vrtti and Pravrtti as applicable to
conditions of Artha§rmgara.
P. 270. The Dhiroddhata who belongs to Arthasrngara is of 44 kinds
according to Guna, Prakrti, Pravrtti and Parigraha.
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His Gunas : 24 a5 Hfiltarer S4ged ¥R | JoRmaTe, snggamihn: o=,

MewfaRy: Jgeam, sqaiein: aam, TRk, Tty s, fanly
AfY srprar, SNweT ifed:, @@iFAY AGI:, JFERY JAGC, JEOY Awgd,
gy SEY:, Ugarey iR, sRIMy By, Yy sy, Rk R,
et stfime: (S g ag@af: 3y )
The last item mentioned above namely, Jatyadi gunas, refers to 24 Gunas
which are as follows : Jati, Anvaya, Abhijana, Nivdsa, Aspada, Pada, Pit3,
Sastra, Vagmiti, Kalavaidagdhya, Céaturya, Riipasampat, Saubhagya,
Tyaga, Saurya, Adinavakyatd, Sakti, Daksata,—18. Six are missing.

Then are given eight special Gupas of the Uddhata : Mana, Tejas,

Saundarya, Vilasa, Vikatthana, Asthiratva, Agambhiratad and Sihasa. Illus-
trations for all these go up to p. 280.

Three kinds of Dhiroddhatas—Uttama, Madhyama and Kanistha—ac-
cording to the presence of all or some or a few of the above given Gunas.

From p. 280 to the end of the chapter on p. 299 illustrations of the
49 Bhavas in all the three kinds of the Uddhata hero. The chapter ends
thus :

G TASEAT ATHEAT |
w1 SrEsfiEsh ReaEgesiay |
IGA! AF: qa1 sggtaeg R |
FRET g WA A af: i

Frendyargard: sifqmfias ad+ g

dresqaitsagen: FafmEIUTEgEEAE, |
afea NOzam: 7 37 FEa aEFentaamE-
camE () s gen afug aRwamdEag:
5 A+ + 2+ Fo ATTFTCARDY T4 TRYATT: TH: G 1

CHAPTER XX. Pp. 299-325.
Kamasrngara
The Kamasitre of Vatsyayana and the Jayamangala on it are utilised
here.

P. 209. Definition of Kama : it ame srieas: g@masi(or a)AY frdraor:,
Two kinds : SAménya riipa and Viéesa ripa. The former is the pleasurable
experience of the five senses and the mind. The latter is pleasure born of
love to a sweetheart. The latter is of two kinds : Pradhina which is the
sense of touch in her—Spar§a-sukha. And Apradhdna which is joy in think-
ing of her beauty etc.

P. 300. Everywhere Kama is a kind of Abhimidna of Sukha :
garwAFad! gf=gaggfy: Therefore it is said that certain kinds of unpleasant

experiences also are part of Kdma. The Kamassutras' definition of K&ma is
quoted.
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Visaya-samprayoga, Tatsampratyaya, Sariskdra, Smarana, Abhildsa,
Manahpravrtti and Sarhkalpa—all, forms of Kama. Illustrations of these.
P. 301. Further classification into Hetubhiita and Phalabhiita.

P. 302. Two kinds of Samprayoga, Anga samprayoga and Adhisthina
samprayoga. The latter is again two-fold, Bahya and Abhyantara.

In Kama$mngara the Nayaka is Dhiralalita ; Nayika, all kinds; Vrtti,
Kaiéiki ; Pravytti, Daksipatya ; Riti, Vaidarbhi. Explanation of the appli-
cability of the definitions of these to conditions in Kama$mgara.

P. 304. 44 kinds of Dhiralalita.  Explanation of the Lilitya which
characterises his Citta and affects all his actions. As in the cases of the
other heroes, here also a number of Gupas are given and illustrated. Then
follow illustrations of the 43 Bhavas in a Uttama, Madhyama and Kani-
stha Dhiralalita. These go up to p. 325. The following are the Gunas in
two sets :

[ epoqanfafe: 91, AEER: Tgay, saaizhn: daam, ey sagay
afifaam:, Fedaarn, g R, saddsd: i, @y gif
TSR A1, GEFARISE AT, GISAAAAA:, FSAATHE, LFaNAG IF:,
Arzfey Ty, JEehrT sfiam: |

11 & Rrrepn: — g, fogarn, ey, ©fesadr, Bagan | sy, iy,
Zgafwar |

The chapter ends thus :
q U 157 (| ) STH: asdereIiaad |
a%ad fazaaaed a3ad J=ad: e |
afedt am:, a1 Afgleg H2A |
gafaifamEre St FEaaEa: |
FEAUGATTEA] J@1d -
RegIESaFEageT: |
guqIgaIaag garta—
RSN . .. ... TN A U

3f T "G + + o To FINITFRIFTDT 719 {&Faw: SFw: &

CHAPTER XXI. Pp. 326-349.
Moksasrngara.

Pp. 326-7. Definition of Moksa. Gautama’s Nyayasitra is followed.
P. 328. Tattvajiidna : The different Tattvas according to the different
systems of philosophy and branches of knowledge beginning with the one
Tattva of Brahman of Advaita to the sixteen Padarthas of Gautama’s
Nyaya. P. 329. Different conceptions of Nihéreyasa according to the seve-
ral systems of philosophy.

In Moksa$§rngira, the Vrtti is Sattviki, the Pravrtti is Avantyd, the
Riti is Latiya, the heroine is Svakiya and the hero is Dhiraprasanta. P. 332.
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Pp. 332-337. A list of Gunas of the Dhiraprasinta Néyaka in two sets :

() gagAarTeay | gN@IaRERN: | 3FEaEly smear ) foRy Syem: |
IWNREACAGRS: | THATG ANeFd: | Megreafy 7 fla: | Fsg9mg 56T | §hQy
STTHAT | AIANY FS | STnlERY IeAT | |IIART A | GIRG FAHET |
qaifela: @ aefaan | wAaDd: wlerd: | SentEhn At

(2) ¢ BrRrom—ear, afiey , a=:, sa:, A, ssEy | SRy, o )

The section on Moksa§rngara ends on p. 337.
AR AT AT EI T T 0T, |
R agaqTead qeamAtaaEEag |
3z SIfaTE=an Qg gafeTd |
BT QAT Frear A= a=F: |
IR RIS AEFEEEER |
ag: s qeaan: gagearggyT 0
P. 337. Another topic begins here viz., the classification of characters
into Hero, Anti-hero, Sub-hero etc.—Nayaka, Pratinayaka, Upandyaka and

Anunayaka. Illustrations of these four multiplied by the four old types of
Dhirodatta etc., which give 16 varieties in all. P. 340.

P. 340. Four kinds of Nayikas, Udatta, Uddhata, Lalita and Santa
and from another point of view another classification of Nayikads into Na-
yika, Upanayika, Anunayika and Pratinayika. P. 343.

Pp. 343-346. 24 Gunas of Nayakas which has already been given once,
Jati, Anvaya etc. Illustrations of jthese.

Pp. 346-349. 16 qualities of the Nayikds : Mahakulinata, Rupasam-
patti, Yauvana, Suvesatd, Saubhagya, Sucitd, Silasarhpat, Friyar:vadata,
Caturya, Vagmita, S$astrajiiana, Adinavakyatd, Avikatthanatva, Manita,
Krtajiiata, Drdhabhaktitva.

The chapter ends on p. 349. The following verses at the end sum up
this section of the chapter on the varieties of the hero and the heroine and
on their qualities.

7 T NS} NH1 AFH AACIHET T2 |
A9 T NaAGETGATARA 0 |
TRETCTAEATT 9ZE1-01 § HFH: |
ATErEaT FgeA AgEEacsy faf o

I EalE (/@ eI fgEa (sar) aeamies |
sfear qraaEg Tear WaqaaE

AARIEIHES TEEaEIAT
freaaTaeiy Sfwd. amsmm |

FAFAT JIEI, FATHER:
g qEaer@Etedd quigmE: |

&R A + 43 + To AR THA T TR TR qaw: 0
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CHAPTER XXII. Pp. 350-385.

This chapter is called Anuragasthapana.

P. 350. Dharma, Artha and Kama are the three Purusarthas sought
after by all men in the second stage of life of the house-holder. Of these
Dharma and Artha are the means and Kama is the end and as such Kiama
is the most important among these three.

Kama is general or special, and is Sukha. A number of verses on love
culled from dramas and Kavyas are given here :

FRG:TATAN T etc. FARTIR @A ete. AR I etc.
FARAETRR o Sqaageaa: |
frgendisft srtm afl foggama
a1 RE {9 163 agEa: |
FEFTY qageaT o At gy (BHARAVI KLA. X1 27-28.)

P. 351. This love is of 64 kinds :

Abhilasa, Akanksa, Apeksd, Utkantha, Ipsda, Lipsa, Iccha, Vancha,
Trsna, Lalasa, Sprha, Laulya, Gardha, Sraddha, Ruci, Dohada, A&3, ASis,
Aamsa, Manoratha, Astha, Abhinive$§a, Anubandha, Agraha, Vimarsa,
Manisa, Abhipraya, Paksapdta, Lobha, Asanga, Abigvanga, Sakti, Moha,
Akita, Kutiihala, Vismaya, Riaga, Vega, Adhyavasiya, Vyavasiya, Kama-
nd, Vasand, Smarana, Sankalpa, Bhava, Rasa (Hasa), Rati, Priti, Daksinya,
Anugraha, Vatsalya, Anukrosa, Vidvasa, Visramba, Vasikira, Pranaya, Prapti,
Paryapti, Samapti, Abhimanipti, Sneha, Prema, Ahlada and Nirvrti.

UH AZATSES A |
ITEOTAIGET ETITT M |

Pp. 351-358. Illustrations of these 64 forms of love. Illustrations for
four of these, Ipsa, Lipsa, Iccha and Viaficha, are missing. Each of these can
be in eight forms :

Nityanuraga, NaimittikAnuraga, Samanyanuraga, ViSesanuraga, Pra-
kasinuraga, Pracchannanuraga, Akrtrimanuraga and Krtrimanurdga and
definitions of these. These eight are called the Mahardhis of love in the
S.K.A. (Vide p. 484.) Twelve are given there. Only eight are here taken
and the remaining four are brought under one or the other. Vide also
pp. 581-584, S.K.A. where they are illustrated.

8 varieties of Nityanurdga : Anurdga pertaining to Visaya, Afraya,
Alambana, Uddipana, Sthana, Sarnsthiana, Ripa and Svariipa.
q I —JEAATAS G AT | qEF A G AqT: | Jg A©AS d7
oeE= | 93 SV9Y(T §5 IENqaq | 39 Tfpa 9q & | 39 gPaS ad, TeaEE_
A9 RIS I &I, | I (e a @ I
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Each of these is again of three kinds :

Visayanurdga is Ucca, Nimna or Sama;
Afrayanuraga is Uttama, Kaniyan or Madhyama ;
Alambaninurfiga is Sighra, Madhyama or Cira;
Uddipanénuriga is Mrdu, Madhya or Canda ;
Sthaninuriga is Sadrk, Sadréa or Sadrksa ;
Samsthinanuriga is Sarhyak, Mithya or Ati§ayi ;
Ripanuraga is Caru, Acaru or Ubhayatman ;
Svariipadnuraga is Gabhira, Utkata or Prakata.

Definition and illustration of these up to p. 362.

P. 362. Naimittikanuraga : also of (8 X 3) 24 kinds :
Kala ; Haimantika, Vasantika, and Varsika ;
Samaya : Pravasirambha, Pratyagama and Prathama-sangama ;
Vela : Pradosa, Ni§itha and Prabhata ;

Upéadhi : Tamas, Candrodaya and Jvotsna etc. ;
Sadhana : Snara, Vilepana etc. ;

Samaves§a : Upasara, Prasida and Mada ;

Defa : Vivikta, Gahana and Sevya : and
Prakirpa : Gita, Utsava and Citadi.

Illustration of these on pp. 362-365.
Pp. 365-368. Samanyanuriaga of 24 kinds :

Dravya-gocara, Guna-gocara, Karma-gocara, Samksipta, Viksipta,
Samasta, Vyasta, Suddha, Sarhkirna, Sadharmyakrta, Vaidharmyakrta,
Mahavisaya, Alpavisaya, Defahetu, Kalahetu, Dharmavisaya, Dharmivisaya,
Samayajanma, Sambandhajanmia, Prakrta, Vaikrta, Vayahkrta, Vaidag-
dhyakrta and Saubhagyakrta.

Illustrations for all these are then given and while illustrating, Bhoja
gives the last as Prasiddhikrta and not as Saubhagyakrta as in enumeration.

P. 368. ViSesdnuraga—24 kinds.

Jatikrta, Kriyakrta, Gunakrta, Dravyakrta, Sadharana, Asadharana,
Pratiyamana, Abhidhiyamana, Bahya, Abhyantara, Sadrfa, Asadréa,
Svaprakasa, Anyabhibhdvi, Ullekhavan, Anullekhi, Atirikta, Anatirikta,
Naisargika, Svasammata, Stokasammata, Bahusammata and Sarvasammata.

Illustrations of these up to p. 371.

P. 371. Prakasanuraga—24 kinds.

Svakiyavisaya, Svayarhvardvisaya, Kanyavisaya, Punarbhiivisaya,
Vesyavisaya, Saméanyodhivisaya, Navodhivisaya, Praudhavisaya, Svadhina-
bhartrkavisaya, Prositapatikdvisaya, Virahotkanthitavisaya, Kalahantariti-
visaya, Khanditavisaya, Vasakasajjikdvisaya, Ekacarinivisaya, Sapatni-Jyes-
thd-KanisthA Subhaga-visaya, Siddhantacarinipracira, Dharmanubandha,
Arthanubandha, Sédnubandha and Niranubandha.

Illustrations of these up to p. 375.
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P. 375 Pracchannanuraga—24 kinds.

Pardngandvisaya, Svanganavisaya, Svairanivisaya, Kumarivisaya,
Dhirdvisaya, Adhirdvisaya, Vipralabdhavisaya, Abhisarikavisaya, Sulabha,
Durlabha, Sannikrsta, Viprakrsta, Sambaddha, Asambaddha, Sapade$§a, Nira-
pade$a, Bhayanimitta, Lajjanimitta, Kalaniyata, De§aniyata, Nagara, Upa-
nagra, Gramya and Prakima.

Illustrations of these up to p. 378.

P. 378. AkrtrimAnuraga—24 kinds.

Sahaja of 2 kinds : Ekavisaya and Anekavisaya.

Yauvanaja of 2 kinds : Sarira and Manasa.

Ahérya of 2 kinds : Sthira and Bhangura.

Visrambhaja of 2 kinds : Mugdha and Pragalbha.

These are the main (4X2)=8 varieties which mix and produce 16
varieties. Illustrations of these up to p. 382.

P. 382. Krtrimanurdga—24 kinds.

Nityanukari, Naimittikinukari, Samanyanukari, Visesanukari, Pra-
kasanukari, Pracchannanukari, Sahajanukari, Yauvanajanukiri, Visrambhi-
nukari, Aharyanukari, Sdlambana, Nirdlambana, Prasiddhavisaya, Apra-
siddavisaya, Suprayukta, Dusprayukta, Saprayojana, Anyaﬁrayojana, Sapra-
tibheda, Nispratibheda, Strikrta, Purusakrta, Ubhayakrta and Anubha-
yakrta.

Illustrations of these up to p. 385. ,

The closing verses of the chapter sum up the varieties of Anuraga above
given as 12,288. That is, 64 kinds at first ; then 8 kinds having each 24
varieties which give 192. These two classes multiply into 12,288. Further
varieties are also possible, though only 256 (192 plus 64) are here illustrated.

gr3d agenn ( 12000 ) amwftfomagat ( 288 )
afa FAFFN §@ [ ] TFTT: 9% |
AQTFE, T g ARATIFITCTAF: |
T gd=l RreTMRHEEIRIE: |
AgeN’s 937... ... AfFeERIRFET
Ayt P g agfi Rt
s, aufrramEta frE
FR: FIT AT RE
TR ol + o o AFTRTEAMAY A FITraw: SHm: TRawms: |
CHAPTER XXIII. Pp. 386-408.
Vipralambha and Sambhoga $rnigdra are here dealt with briefly.
P. 386. Two kinds of §mgira : Sambhoga and Vipralambha. The
latter is of four kinds : Prathamanuriga, Ména, Pravasa and Karupa. And

Sambhoga is of four kinds : Sambhoga after each of the four above given
Vipralambhas.
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P. 387. Two aspects of love-varieties : Vicitra and Ré&gavardhana.
Analysis of all types of Anuréiga given in the previous chapter from the point
of view of these two.

Pp. 388-90. Varieties of Sambhoga : Svanganavisaya, Paranganavisaya
and so on. [Illustrations up to p. 390.

Varieties of Vipralambha : Same. Illustrations up to p. 392.

P. 392. Illustrations of the four Sambhogas and the four Vipralambhas,
mixed varieties and aspects of Vicitra and Ragavardhana also p. 399.

P. 400. Analysis from the point of view of the heroine and her varieties.

P. 402. Two kinds of Samparka, that between Sajatiya persons and that
between Vijatiya persons. Two kinds of Anugama, Sthitinugama and Agantu-
anugama.

P. 404. Illustrations of poems of different poets as containing one or
more of the four Vipralambhas and four Sambhogas. The combination of two
or more of these eight kinds of Sambhoga and Vipralambha put together in
the same poem is called Sarhvidhi. Hundreds of varieties are set forth as
possible and some of them are briefly illustrated. P. 407.

The chapter ends on p. 408.

FEAEATERT JIHGUT-
AT FAEENAZAIU |
qr wTAfES @y Aasnr-
FARTRARTETE! 93M: |

TR+ + Fo To ATFEIFAVTIFIAT a9 FAE: TG 0

CHAPTER XXIV. Pp. 409-438

P. 409. Vipralambha : Definition and four-fold classification, a summary
of what has already been said.

Nirukti or Etymological explanation of all ideas associated with the
words Vipralambha, Mana, Pravasa etc., by the words themselves, their
roots and their suffixes and affixes.

ey Aan: MAFT UF THERSEETE TR T SR e ST |
Vipralambha is derived from Labh with Pra and Vi meaning Vaficani. This
Vaﬁcané‘is‘ of four kinds, Prati§rutyadana, Visarmmvddana, Kalaharana and
Pratyadana. Though Labh means Prapti, the addition of Pra gives its direct
opposite meaning of Aprapti or Vaficana. Instances of where Pra is added to
give the opposite meaning are given here. Tisthati—Pratisthate. Vasati—
Pravasati. Smarati—Prasmarati. The Vi added to Pralambha has four
meanings and qualifies the four meanings of Pralambha. The four mean-
ings of Vi are Vividha, Viruddha, Vyaviddha and Vipratisiddha and these
four qualify respectively the four meanings of Pralambha.
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Prathamanuragavipralambha : Prati§rutyddana : Vividha.

Mana : Visamvadana : Viruddha.

Pravasa : Kalaharana : Vyaviddha.

Karuna : Pratyadana : Vipratisiddha.
Thus both the four kinds of Prakrtyarthas and four kinds of Upasargarthas
are present in the four types of Vipralambha. These are illustrated up to
p. 412,

Though Bhoja assigns these distinct meanings to the words with refer-
ence to each variety of Vipralambha, he adds that there is Samplava, over-
lapping, i.e., the appearance of other significances in one variety. Thus even in
Prathamanurdga which has Prati§rutyadana and Vividha as Prakrtyartha and
Upasargartha of Vipralambha, there appear the characteristics of Pravasa
viz., Kalaharana and Vyaviddha. Illustrations up to p. 420. Bhoja concludes
that such overflow is natural and the point is that in Prathaminuraga, Pra-
tiSrutyadana and Vaividhya predominate in a degree absent in the rest.

P. 421. Explanation of the meanings of the words Prathamanuraga etc.
Raga is from Rea#ij. Anu means Pascat or Saha. Riga is colour. Raga is
relatable to the root Rdj to shine and Anuraga is associated with Sobha, Aujj-
valya, etc. (Srngara itself is Suci and Ujjvala as Bharata says.) Anuriga is
Anusakti, or colouring. Colouring also is a significance, for love gives a hue
to the face which is a Sattvika bhava. Rajate means also Prakarsam Apad-

yate.  (oEFAMEAA I@EAAE T S )
#Y TAM AZ A1 AW | AFET IO, FIIA! O | IIAAMED FIET: or GqN
ATET: | 997 may mean IFET: JIU: |
Illustrations for all these cases up to p. 424.
P. 425. Mana.

Mana is a double negative—Ma, Na—*no, no’ which refers to the refusals
uttered by the angry lady in Mana. The path of love is Kutila and bristles
with ‘ Nay’s’.

Maina means according to the Nirukti given above Pija, Jiiana, Bodhana
and Mapana. Illustrations from love-literature of love in these phases.

Mana meaning Jiiana is Abhimina which considers even unpleasant feelings
as part of pleasure.

qd FAFEIAMN gAAMARTAAR qE: )

79 gead s SAfeaty ( Smfeaamfy ) a9 |
The last is the measuring of the depth of love. Then follows a small gram-
matical discussion why Mana which is a Lyudanta is used in the mascu-
line gender though it must be in the neuter. Justification of the masculine

gender with Patafijali’s use of ‘ Anumana’ in the masculine. Illustrations of
these four aspects of Mana.

P. 425. Pravasae : “Vasa nivase” and “ Vasa acchadane” are the two
roots from which Bhoja derives Pravisa. The first root gives its opposite
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meaning when Pra is added to it. Pravasa therefore means, first, going away.
Then another meaning is suggested :

SFN qEEfR A qragat S wiE: ReRi e saE:
For, exile increases yearning. Bhoja tries to find grammatical justification in

the words themselves for all the various circumstances natural to those states
of separation. Another meaning is then given.

gfy a1 99q: FfEOISEa: S 39 F90 NAT SqEAg 3R I g
e g gam: |
These are the three different possibilities from Pravasa derived from ° Vasc
nivase’ with Pra.

‘Vasa acchadane’ with Pra is not taken as giving the opposite meaning
Pra here indicates Prakarsa or ViSesa which refers to the special dress, Vi
Sesa acchadana in Pravasa. In Pravasa, those in separation rarely do thei
toilet or they dress themselves differently. Illustrations for all these varieties

P. 426. Karuna : 1t is derived from 1. Kr to do, meaning many things,
creating, placing etc. 2. Kiratih from Kir to scatter, Viksepa. The seconc
etymology refers to the fact that one in Karuna is separated (Viksipta) fron
Bhoga or enjoyment.

1. Ky to do. Abhiitam udbhivayati as in Patam karoti. Mirchan
karoti.

2. In Corarmkiram krofati which means ‘J: 9\t 2 I=y HTR’
Kr means Uccirana or Vildpa. One weeps a good deal in Karuna.

Two other meanings of Kr, Sthipayati and Abhyafijayati are explainec
and illustrated as applying to conditions of Karuna, p. 428.

P. 428. Above were given the significances of the words with the Prat
yayartha subordinated to the Prakrtyartha. Now, taking the Pratyayarth:
as the dominant factor, the several significances are elaborated. = The si:
cases and Karta, Hetukarta, Bhavakarta, Karmakarta, Kartrkarma anc
Bhivakarma are illustrated up to p. 431.

P. 431. oty seyrerfamen——q, sy, adAW and st
Illustrations of these up to p. 434.

P. 434, 3y goaTeAE: BRTERIROE g
A. Nitya : Sasvatika, Vaikalpika and Naiyogika.
B. Naimittika : Auddyotika, Aupabhogika and Prayogika.
C. Svabhavika : Agantu, Naisargika and Sarhsargika.
D. Vaiparamar$ika : Samkirma, Prakirma and Viprakirna.

These are further divided into many classes :
A-1. Nimesa, Muhiirta, Nadika and so on.
A-2. Dina, Masa, Paksa, Rtu and Ayana.
A-3. Sarhvatsara, Yuga, Kalpa, Manvantara, Pralaya and Maha-
pralaya.
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B-1. Pratas, Pratyiisa etc.

B-2. From nightfall to dead night and the last quarter of the night
before dawn, as also the rise and the setting of the moon.

B-3. The seasons, Sarad etc.

C-1. Mada, Pramada, Utsava and Vyasana-parihira.

C-2. Balya, Kaumara, Yauvana, Maugdhya, Madhyasthya and

Priagalbhya.

C-3. Para, Apara, Yaugapadya, Ayaugapadya and Ksipra.

D-1. Kirida, Keli, Dyiita, Vrata, Gosthi and Preksa.

D-2. Vivikta, Udyana and Saudhadiseva.

D-3. Astamicandra, Indrotsava and Yaksaratri etc.—love festivals.
Illustrations of all these up to p. 437.

This subject of Nirukti of Vipralambha and other words is seen in the
S.K.A. also. See S.K.A. V. Karikas 46-76. Pp. 478-481 and pp. 554-581.

The chapter ends thus :

q Uq FS: FEAA 8T ITERM: |
ERce ol vk e I

st g4 Yo, auRagERad, |
TFIAIGAA [Ageey agias |
T RAASRT: TTATGR:
HA: H4q19: HTYH TF |
ATEIEERE e
ANz (3w ) WE (D) 1 (wrg?) @ (@) a7 0

2 A1 + 71, 9. RaSTAEISERRY @ Sgiim s 0

CHAPTER XXV. Pp. 439-464. End lost.

P. 439. The first topic dealt with in this chapter can be called in Bhoja’s
terminology Sddharmya-vaidharmya-pariksd of the four kinds of Vipralam-
bha. What Bhoja means is that each of the four varieties is distinct with its
own characteristics which distinguish it from another, Vaidharmya ; but at
the same time, we also see in experience that in one variety, features of the
other kinds of Vipralambha also are present, Sidharmya. That is, in Piir-
vanuraga, a few features pertaining to Méana, Pravasa and Karuna may ap-
pear. If in love before the first union which is Piirviinurdga Vipralambha,
the two are separated by distance it is an aspect of Pravasa and has
Sadharmya with Pravasa.

Then Bhoja gives that love has the following stages, Bhava, Bhavajan-
ma, Bhivanubandha, Bhivaprakarsa, successive stages of development. See
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S.K.A. V. Karikas 13-27 and 35, pp. 488-491. These are then defined. These
four stages are called the four Samgddhis of love.

ag™H AEAHIgErISRIgeneaEed] ( ATed ) EEA 3f |
This goes up to p. 439.

P. 440. Bhavaskandha is then taken up. It is the first contact of the
Alambanas in the midst of Uddipanas. The contact of the two, the hero
and the heroine, may be by their seeing each other, DarSena or by their hear-
ing of each other, Sravana.

These two,—Dar$ana and Sravana—can be of various kinds :
Daréana : Pratyaksa, Anuméana, Upamana, Arthapatti, Sambhava and
Abhava.
Sravana : Sabda, Aitihya, SrutAnumana, Srutopamaina, Srutarthapatti
and Srutasambhava.

A mixing of these two is inevitable and according to Bhartrhari's

d qisftd gat &% etc., there can be no kind of experience or know-
ledge unrelated to Sabda or word.

According to the above- given classification, Anuraga may be Dar$ananu-
raga or Sravananuraga and Dar§ananuridga may be Pratyaksanuraga, Anu-
mananuraga and so on.

Bharata himself gives Dar§ana and Sravana in N.§. XXIV. 149 :

BT TG, ST, AR |
ag¥: G FW: GEITE |

But Bhoja takes this opportunity to enter into the vast discussions on Pra-
manas in the several systems of knowledge and philosophy. He harnesses here
Noetics for the analysis and study of cases of love which happen to be so in-
finitely varied in life in respect of origin and nature. Bhoja gives a wholc
world of illustrations here of love born of the two actually seeing each other
or of hearing about one another, as in the case of Nala and Damayanti.

In this connection Bhoja loves to dwell then and there shortly on the
definitions of these¢ Praminas, Pratyaksa to Aitihya, and on the necessity to
accept all these. He refutes those who accept only two or three Pramanas
and try to include the others in Anum3na or Sabda. Gautama, Vindhyavasin,
Dharmakirti, I§varakrspa and others are quoted here.

Pratyaksanur.aga Definition of Pratyaksa.

g sgwe gfa wd fage s@an)
Six kinds of Pratyaksa : Saksat, Pratibimba, Pratibhana, Utpreksa, Smrti
and Svapna. The first is Pratyaksa par excellence.
g afafwaengeay: (ISvarakrsna’s Samkhyakarikas) qreedeae: |
Svapna etc., says Bhoja, may be considered by some -as Pramandbhasa but
even the ghost of  Praména. is enough to produce love. They are Pramana
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in so far as they are effective in producing Arthakriyakarijidina. These six
are illustrated.

P. 442. Anumaninurdga and Anumina.
foream fefxafqafagamm :—
HIAIAT GTAE AEE T qgad |
agwTa g Janfed agadaa®d |
faadaaat g @ fFade an.
fregfagatagaiss smssEta
—Prasastapada-bhasya, p. 100, Chowk. edn.
T4 g foxasma a7: | GRMEET SAIGUAaRHETEIT |

Six kinds of Anumana are given. Gautama and I$varakrsna give only three.
Bhoja’s six are Samanyatodrsta, ViSesatodrsta, Pratyaksatodrsta, Paroksa-
todrsta, Vidyamanavisaya and Avidyamanavisaya. The illustrations of these
are Karyena kidranam, Svarena putram, Krttikodayena Rohinyudayam, De-
§ntarapraptya Adityagatim, Dhimena Agnim, Nimittena bhavinam artham.

Illustrations from Kavyas of love produced through these six kinds of
inferential knowledge. = The other four-fold classification of Anumana into
Svartha and Parartha is just mentioned to be reserved for a future occasion.

P. 443. Upamananuriga and Upamana. Gautama’s Upamanasitra is
quoted for Upamanalaksana. Nya. Su. I. 1. 6. It is also of six kinds :
Upamana of Sadharmya, Vaidharmya, Mudr3, Silpa, Sarhjiia and Abhinaya.

SRR (R ) |

g JZEGAT TAGIAH TZ=AF 1
Illustrations of these six kinds by verses which contain the praise of beauty
through Upamanalamkara or which portray knowledge of a person through
Upamana.

P. 444. A discussion on the necessity of Upamana as a Pramana. Bhoja
holds the view that Upamana is the greatest of Pramanas. He quotes Vindh-
yavasin to support him. In the course of the discussion Gautama and
Dharmakirti are quoted. There is also an anonymous quotation from the
Nyayavarttika of Uddyotakara. This goes up to p. 446.

P. 446. Arthapatyanuriga and Arthdpatti. Six kinds of Arthdpatti of
the Drsta variety : Pratyaksapiirvika, - Anumanapirvikda, Upamanapiirvika,
Arthapattipiirvika, Sambhavapiirvika and Abhavapirvika. Illustrations.

P. 448. Sambhavanuraga and Sambhava of six kinds : Sambhavana, e.g.,
Meghodayad wvystih ; Sam$aya or Vimar$a, e.g., Sthanur va Puruso va;
Vitarka, e.g, Purusena anena bhavitavyam; Prayovada, e.g., Priyena
au§inardh takrapayinah ; Sampratyaya, e.g., Yatha etad Ghatadvaram tatha
agre Nagakanyakdnagaram ; and Pratyanusandhi, e.g., Sopi kapolapandu-
tadisticitah tasyah smarabhisvangah, Sopi tvannibandhanah. Illustrations
for these.
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P. 449. Abhavanuraga and Abhfiva of six kinds. Abhava of Prak, Pra-

dhvarhsa, Itaretara, Atyanta, Sambandha and Sarva. Examples.
&Y g0 ity &k gfa afka; awn: $& 7, anfial afi; S o8 @it

qep arnfy Al |
Then a brief discussion establishing the view that Sambhava and Abhava can-
not be included in Pratyaksa and Anumana. This goes up to p. 452. Here
ends the treatment of varieties of love born of knowledge of objects of love
through perception, inference etc. That is, Dar§anfnuragaprakéras are here
finished. Then Sravananuriga through the six Srivana pramanas headed by
Sabda begins.

Sabda.  mEafagEng srafiEs sdEE TSI
It is of two kinds, Aupade§ika and Vidhi. Upade$a is of six kinds : Vi-
dhivida, Arthavida, Samjfiavada, Svaripavdda, Mantravida and Anuvada.

Vidhi.  gyfafageaiaarmr ff:

It is of four kinds : Vidhis of Utpatti, Niyoga, Prayoga and Adhikara.
Illustrations of these are then given.

Arthavada : Four kinds, Stuti, Nindd, Purdkalpa and Prakyti. Stuti

and Purdkalpa praise and induce, and are Pravartakas ; and the other two
abuse and dissuade, and are Nivartakas. Illustrations of these four.

P. 454. Sarhjfiavada : gjegfagnadg: g n Four kinds. From Arthavada
there is a change from six kinds for each to four kinds for each. Samjfidvéida
is naming. Anvarthiki samjiia, Paribhdsiki—, Naimittki—, and Y@adrcchiki—.
Illustrations of these names from Kavyas where the poets themselves have
explained the names :

qTYY AW JYIEAAT | AT GATeOT: qUET g g and so on,

Svariipanuvada : Svaripa is of four kinds, Jati, Guna, Kriya and
Dravya. See Dandin’s Svabhavokti alamkara.

Mantravida : AFEAUIGAI: IFAAN: A |
Four kinds of Mantras, Vaidika, Paurdnika, Saiddhantika and Laukika.
The third refers to Mantras like those of S3kta and the fourth refers to tradi-
tional charms and spells current in the world as illustrated in Rajasekhara’s

verse  MaEH MAfSmEET etc.

P. 456. Anuvada : Four kinds, Vidhyartha, Nisedhartha, Stutyartha and
Nindartha. Illustrations.

Thus 24 varieties of the Upade$a type of Sabdapramina and love through
them are dealt with. Bhoja then takes up the second kind of Sabda, viz.,
Vidhi which is of the form of Vidh&na and Nisedha.

P. 458. Further varieties of Vidhi and Nisedha.

Six other minor Sabdapramfnas, following the second chapter of Jai-
mini’s siitras, to decide Bheda : Sabddntara, Abhyasa, Sarhjfia, Sarhkhya,
Guna and Prakarana. Illustrations. When Bheda i8 made, six other
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Sabdapramanas help to find out Pradhfina-anga-bhiva and they
are Sruti, Linga, Vékya, Prakarapa, Sthina and Samakhyd. (Mimarisi).
Ilustrations.

P. 461. When the distinct import of each word is got and the subordi-
nate idea and the main idea are also distinguished, Krama or sequence must
be determined and six further Sabdapraminas are helpful here : Sruti,
Artha, Patha, Sthana, Mukhya and Pravrtti. Illustrations.

P. 463. Determinants which decide the one meaning of a multi-sensed
word are also given here as other Sabdapramanas : Artha, Prakarana, Linga,
Aucitya, DeSa and Kala. Illustrations.

Then there is a big gap in the Ms. In this gap are lost the sections on
the further varieties of the verbal class of Pramanas, viz., Aitihya, Srutanu-
mana, Srutopamina, Srutdrthapatti and Srutasambhava. Perhaps with the
treatment of these remaining five, this XXVth chapter ended. The end is lost
and we do not know what name Bhoja gave to this chapter in the colophon.

(3R A+ + Fo + To + QAT TFAT: )

CHAPTER XXVI. P. 464. Lost.

The whole of this chapter is lost. There is a big gap on p. 464 of Vol.
IV in which are lost the end of the previous chapter (XXV), this XXVIth
chapter and the beginning of the next, XXVII.

Therefore, we are unable to know what exactly this chapter dealt with.
It is, however, sure that it spoke of some aspect of Piirvanuraga, for that is the
subject ranging from chapter XXV up to the first half of chapter XXIX after
which begins the treatment of the next aspect of Vipralambha named Mana.

(& oo o + 5o + A T 0 )

CHAPTER XXVII
Pp. 465-477. Beginning lost.

According to the colophon, this chapter is called Abhiyoga-vidhi-pra-
kada. The subjects which Bhoja dealt with under the head of Abhiyoga are
not fully known. In the portion spared to us are dealt with Sarkete and
Abhisara.

P. 465. The text here begins with the subject of Sanketa, love-tryst. The
various circumstances attending Sanketa are thus given and they are illustra-
ted. Sanketa upacara, -Manoratha, -Utkantha, -Harsanpa, -A$vdsa, -Agama,
-Bhrarhéa, -Vighna, -Upaghna, -Bhanga, -Anusanga, -Afaya, -Apasaya, -Prar-
thand, -Bahuména, -Vatsalya -Anukro$a, -Aksepana, -Abhiraksa, -Tatparya,
-Upajapa, -Upédlambha, -Vipralambha, -ASis, -Prasna.

All these except one have each two Prakrt illustrations. This goes up to
p. 472.
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P. 473. Abhisarana.—Virahavisiirana, Sakhisampraéna, Itivrttakh-
yana, Sakhi§ik$d, Dhvantapratiksd, Dhvantanu§ocana, Dhvantasatkara, Can-
drikdbhisarana, Candrikanirveda, Candrodayaninda, Candratiraskdra, Abhi-
saranasadhvasa, Abhisaranotsiha, Abhisarikd vrttdnta, Vaiicitd vrttanta,
Paribhoga dar§ana, Sakhivy@jagarbha (-garha ?), Avinayagihana and Cihna-
nihnava.

Each has two illustrations, all Prakrt except two. These are the several
stages of a lady hurrying to her tryst to meet her lover. From separation and
intention to go and meet him, up to return and hiding the signs of her
guilt, the several stages are given.

P. 477. The chapter ends with these verses summing up the contents
of this chapter :

T AT FIRTRT |
3( ¥ g geaAIaAsEIEaRERET |
TR EA R T I |
A/ a3y gAY A% a0y g o
SIE R B0 01 SERIC Y
:q¢ gty Aontggat |

TG
QATUTFETT: THRIFT ||
2R o ARSI o AARARCRNT 370 + To + ARTARREFRTD T
AT S 0

CHAPTER XXVIII. Pp. 478-535.

Diita presana is the subject dealt with in this chapter. Dita presana
forms part of Abhiyoga, which forms part of PiirvAnuraga, the first variety
of Vipralambha.

P. 478.
The Diitas or Love-messengers or aids and accomplices are 84 in number.
The main principles that distinguish them are ten :

SO R Z= TEERa s SR |
ST Araan e gy 3 U

1. Jati: Deva, Manusya, Kinnara, V@nara, Suka, &arikd, Para-
vata, Harhsa etc.

2. Guna : Pitr-paithmaha, Adrstavaikrta, Avisarhvddaka, Alobha €ila,
Amantravisrdvi, Dharmika and Bhirasahisnu.

3. Kriya : Sahapamsukridita, Upakdrasambaddha, Janmantararjita,
Sahadhyayi, Samanasilavyasana, Ya$ ca asya rahasyani marméani vidyat, An-
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4. Dravya : Malidkdra, Tambiilika, Gandhika, Saurika, P'thamarda,‘
Vita, Vidisaka, Pasandins and friends.
5. Sambhandha : Guru, Sakha, Sisya, Atman (?), Jiiati, Aurasa, and
Kaniyan.
6. Artha : Arthanartha pratighata, Saharthataprapti, Pratarana,
Anmnya, Kirti and Pratiti.
7. Prayojana : Sneha, Kutiihala, Abhiprayopalambha, Piirva prar-
thand, Anyataraprarthani and Silasangharsa.
8. Prayoga : Pracchanna, Prakdsa, Hina, Utkrsta, Uddhata, Udatta,
Dhrsta and Satha.
9. Yogyata : Nisrstartha, Parimitartha, Patraharaka and Mikadiita.
10. Stritvadi : Iksanika, Bhiksuki, Sakhi, Dhatreyika, Vidhava, Dasi,
Silpakarika and Silpini.
Illustrations of these up to p. 487. Yogyata is reserved for illustration
in a separate section in a future context called Diti kalpa. The qualities
which make up Yogyata are given :

T TEE: TIHEEE: |
AR AR A FEWE: (|
P. 487. Another set of Dita gunas, especially his power of speech and
imagination are stressed by quoting the following :

awnfia Rgsar x x wret @ fkarfaafr (Rg Veda)
TS SRS dESE A: ete. (ASATHIE, )

Another set of Gunas which form Yogyatd are Suérisd, Sravana, Grahana,
Dharana, Vijfiana, Uha and Apoha and Tattvabhinive§a. Another eulogy
on eloquence or Vagmita is made here and poets’ verses on excellence of

speech are here collected.

P. 489. Distribution of these Gunas among the various kinds of
messengers.

The reclassification of those under the class called Stritvadi according to
Yogyata, p. 497.

P. 497. Ditakarmas : 24. Prave$a, Viévasotpadana, Upavartana, Anu-
vartana, Upanyasa, Avasthanivedana, Ingitikarajiana, Upayajiiana, Prakara-
pajiiana, Pratirana, Samadvasana, Atyayapratikidra, Prayojya presana, San-
dhiraksd, Pratapavyavamana, Upajapa, Pardkramana, Bandhuratndpahira,
Mitropagraha, Suhrdvibheda, Carajiiana, Glidha-dandaticira, Carasamidhina,
and Samadhimoksa.—24.

Cf. Bharata XXIV. 12. Kasi Edn. Protsihana kau$ala, Madhura ka-
thas, Daksinya, Kalajfiatva, Ladahatva and Samvrtamantratva. Bhoja gives
again the same 24 Gunas in verses. Each of these has sub-classes. As:
for instance, Pravesa is of 18 kinds. These are all illustrated. Whole pages
of the Malati Madhava are here reproduced as illustration. The illustrations



56 SRNGARA PRAKASA

go up to the end of the chapter on p. 534. The chapter ends with this
summary :

Ju1 garrROTT g
agfiafrakt aarer SR |
SRfFRENT T gger @ &f

god ax Xt qdF i

1 FIHGCHRTTT g =t ARy gat sgis:
@ 73 fregfa a7 & a1 qoENvRy gHfey gmgha

T+ 430 + o+ + FARATGATAMAONA AW Agridyw: T
qHrg:

CHAPTER XXIX. Pp. 536-574. Incomplete.

A portion at the end of this chapter is lost. The colophon is therefore
missing but as can be seen from the opening line of this chapter, it deals

with 48 love conditions generally called Diutasampresanadi, Sending oif
messenger etc.

P. 536.

Ditasampresana, Sande$adana, Supatrapranidhana, Ditinugama, Sakhivigar-
hana, Margodiksana, Gamagamacinta, Cirayadvimar§a, Ditagamana, Akara-
pariksa, Diitapratibheda, Diitaparipraéna, Ditavyavahara, Ditavakyakarnana,
Gamanavrttinta, Pravrtyupalambha, Priyasande$§a, Suhrtsammantrana, Avas-
thanubhava, Sahadyotsihana, Priyaditagamana, Ditapratipatti, Vartabhi-
dhana, Kiaryaparyanuyoga, Dutavaékya, Uttardbhyupapatti, Ditaprativakya,
Ditavakyaksepa, Ditabhibhartsana, Parijanaksobha, Gurujanaanka, Saha-
yavega, Itikartavyatd, Svayampravrtti, Nayakanayana, Priyabhigamana,
Upasth@na, Sambhramavikalpa, Nayikapratibodhana, Suhrtparihdsa.—40 .

These 40 are given in a set and each illustrated with two verses and have
no sub-classes. P. 547.

The other 8 remaining conditions are dealt with at length with minor
classifications and they are :

Ditapuraskara, Itivrttakhyana, Avasthajfiana, Avadhdna, Sarmvidhana,
Saktivivecana, Samagamopdya and Samihitasiddhi up to p. 569.

In Avasthajfidna, Jiidna is divided into Drsta, Sruta and Anumita. Ava-
dhina is split into Defa, Kala, Karya and Patra. S$Saktivivecana into Pra-
bhuakti, UtsahaSakti, Mantrasakti and DaivaSakti. Saméigamopédya is of
various kinds : Tapasya, Sihasa, Maya, Chadma, Chalitaka, Hatha, Vesa,
Ripantardpatti, Indrajala, Vinirgama, Lekha, Cestdnuvartana, Karyopadesa
and Sahdyya, p. 569. Under Itivitta in the Itivyttajiiina mentioned as
second, Bhoja again speaks of what he has dealt with in chapter XII, the five
Arthaprakrtis, the five Avasthds, Samsthds, Sandhis etc. Under Samihita-
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siddhi, Bhoja treats of Pramanas and Prameyas, of Anumdna with its five
Avayavas. A portion of the text of this section is scattered to pp. 613-614.

This chapter ends with this, all the 48 having been dealt with. The text
does not contain here any colophon. The leaves of the original must have
been misplaced here. A part of the closing portion is, as said above, found
on pp. 613-614, i.e, in the middle of the next chapter. This chapter might
have been called Ditasampresanidi prakasa.

R+ + o+ To + To + gAGNTIME (?) wEE AT TR

BRI

CHAPTER XXX. Pp. 574-649.
Manaprakasa.

Beginning indistinct. On p. 574, the subject of the previous chapter
viz., the 44 items Diitasamhpresana, etc., is finished and topics relating to Mana
begin. The colophon and the exact end of the previous chapter, the 29th, are
not found. I found that on this page, viz., 57th, the 29th Ch. ends, though
a part of its final portion has strayed to pp. 613-614.

Chapter XXX deals with Mana which is the next Vipralambha. Pp. 574-
578. Though these pages treat of subjects concerned with Mana, they do
not form the beginning of the chapter. I have fixed the beginning of this
chapter on Mana on the last 3 lines of p. 57§ where we find a definition of
Maina and then an analysis of the various kinds of Mana. The portion on
pp. 574-578 should come over to pp. 613-614 and they form part of the 7th,
8th and the 9th aspects of the 24 aspects of Mana dealt with in this chapter.
As already pointed out, there is a derangement of the leaves here.

P. 578. The following is a beautiful discription of the part played by
Mina in love :

ST, S AATSRiAE | # gACer AR, ) o f Qs ax @
qaRy, s agwena @ ArERy ¢ FRATREY ausee @ aiftady, Bt
...... R | AIFAY, FUA AqIEI @ (TR) AY, FgNish Fwsam @ afvar-
BIAY, FEERISY SRR 3T FEAGEINY, TRISTORRT §7 FRwEAy, It a7eg I0-
AT TF ... ... JEIR: R |

Definition of Mana ; its varieties : It is Uttama if the heroine gets it ;
it is Kaniyan if the hero gets it ; it is Madhyama if both have it.
P. 579. 24 aspects of Médna are enumerated and illustrated.

AARYINERANET:, AFAGE:, AT REgsmon, spsasm, -
wATHONN, RgHA, anmﬁrﬁr TRUEHIN, AR, AASIETEr,
AR EFONN, AFNSHUR, ARG, aaireEr:, mﬂ?ﬁﬂﬁ(ﬂlﬁ AMGETIE:,
AR, AFTRNET:, ATEEHOT, mm., AFIIIAGEIO, HAWRS
F9%:, AadeT—sR sgfiafat: (|
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P. 580. Visaya, Adraya and Alambana, each is of 12 kinds. Visaya is
the person regarding whom feeling arises ; Aéraya is a person in whom the
feeling arises ; Alambana is that aspect of Visaya which is exactly the object
of the feeling. Illustrations up to p. 587.

P. 587. 24 varieties of Mana .

Bhiama, Kopa, Krodha, Utprasa, Rosa, Irsyayita, Mantrayita, Asiyita,
Vaimanasya, Unmada, Manyu, Matsarya, Abhiniveéa (?), Avakhya(jfia),
Vistirand, Vailaksya, Anu§aya, Kélusya, Ksobha, Avega, Amarsa, something
meaning Kopétireka, Ugratd and Pranayakalaha. Illustrations up to p. 595.

Pp. 595-600. Another 24 aspects of Mana : Sahaja, Ahdarya, Yauvanaja,
Visrambhaja, Sthira, Bhangura, Sama, Visama, Prakasa, Giigha, Canda,
Mrdu, Udbhata, Masrna, Rju, Vakra, Sadhya, Krcchrasadhya, Yapya, Asa-
dhya, Purdna, Jirna, Punarnava and Nava.

Visayaprakima : 24 kinds. Up to p. 601.

Aérayaprakima : P. 601.

Kéarana and Pratapa.

P. 604. Visaya-aéraya-prakirna karmas. Each six kinds : Mana vai-
krtas, Manavitarkas, Manabhangopayas, Manapariprasnas, Citra catiktis, Pri-
yopalambha ; Vailaksya, Anuéaya, Jfiananythatva, Chayabhrarnéa, Utkan-
thave$a, Vaiklavya, Pravilapa, Santapa, Visayavyavrtti, Arambha and Abhi-
dankda. Up to p. 606.

P. 606. Satta, Anubandha, Prakarsa, Samparka, Anugama, Punahpra-
durbhava of Mana.

P. 608. Minabhangopayas : Sama, Dina, Bheda and Danda. Sama is
Priyavacana, or Anuvrtti or Pranama. Dana is of three kinds (indistinct).
Bheda is Sankddyutpadana, Indrajala and Maya. Danda is Upeksa, Prati-
kopa and Prasthana.

P. 610. Manapariprasna.
P. 612. Citracatiktis.

P. 613. There is a small gap in the text here. But, the matter has
only strayed to pp. 574-578.

Pp. 613-614. Matter here belongs to the previous chapter as already
said.

P. 615. Six kinds of Vimar§a and 6 kinds of Upalambhas.

P. 617. Prakimakas : This is the ninth in the first list of 24 aspects

of Mana. The Prakimakas are Pratibodhana, Samasvéasana, Parihésa, Upa-
deSa, Pratisedha, Upajapa and Skhalitagopana.

P. 621. Manavikdras (tenth)—six. Jayate, Vivardhate, Viparinamate,
Apaksiyate and Vina$yati.
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Mainopalaksanasthanas (Eleventh) : Hrdaya, Caksus, Vaktra, Vak,
Vapus and Cestita. :

P. 622. There is a small gap in the text in which the illustrations of the
last given six varieties of Manasth@na are lost.

P. 623. Manotpattikaranas (12th). Vipriyakarana, Priyakarana, Vari-
ta vamatd, Kamacara, §athya, Pratirana, Khandana, Avajfiia, Akrtajiiata,
Sapatnindmagrahana, Gotraskhalana and Akrtajfiata. Akrtajiiatd is repeated.
Illustrations.

P. 624. Manopalaksanas : Avajfiana, Atyadara, Vikrtaviksana, Analoka,
Asambhasana, Vakparusya Aséridgama, Dirghani§vasa, Vilaksasmita, Vya-
janivrtti, Atyantanukillya and Prasadhana agrahana. Illustrations.

P. 626. Minoddipanas : Vayasyavakya, Vipaksasannidhi, Sakhivailak-
sya, Sapatni-upahdsa, Saubhigyadar$ana, Daksinyokti, Atyantopeksa, Dra-
stavyapralapa (?), Aparadhasmarana, Vipaksanukampa, Ardraparadhata
and Priyanunaya. Illustrations.

P. 628. Manavilasas : Vakroktis of various kinds by the lady in Mana.

P. 630. Manamottayitas : fgarm g FEwfar sifast amazfdcy |
P. 632. Manasukhanubhavas ; six kinds : Bahumata, Jighrksita, Anu-
baddha, Raksita, Upadruta and Vidruta.

P. 634. Manotpattiprakimakas .

P. 636. Manopadhibhangas : The Upadhis are Anga, Caksus, Citta,
Catu, Dhairya, Karya, Sakti, Akara, De$a, Kala, Patra and Sarhjfia.

P. 638. Manabhangakaranas : Mada, Trasa, Bhaya, Rtiipagama, Upa-
vanavikasa, Surabhivanavata, Kokiladyalapa, Prabhdta, Pradosa, Can-
drodaya, Pravasirambha and Vivikta. These are given in a verse also.

P. 640. Mianopa&ntis :  Virodhi-pradurbhava, Pratipaksa-abhiyoga,
Pratyanika-dharsana, Vipaksa-abhibhava, Paribhramméa, Avasrarhsana, Skha-
lana, Vighattana, Unmilana, Palayana and Punarbhdava. Illustrations.

P. 642. ManopaSamalaksanas : Nayana-nimilana, Mukha-prasida,
Bagpa-moksa, Pulakodbheda, Rosa-pratibheda, Akramanindd, Manojugups3,
Mananusaya, Manayogya ?, Mananuyoga. Illustrations.

P. 644. Mianabhangopadhis : Nidra, Mada, Trasa, Bhaya, Ajfiana, Pra-
sanga, Pramada, De&a, Kala, Karya, Patra, Supta etc.

P. 646. Mananubhavasaukhyas : Padapatana, Prasahyaslesa, Hatha-
kacagraha, Cumbana-balatkara, Priya-pranayokti, Updlambha-siikti, Sneha-
pariksa, Vipaksa-abhibhava, Sakhi-§lagha, Bandhu-bahumana, Labha visesa,
and Srngara vrddhi.

The chapter ends here with a resumé of the contents of this huge chapter
on Mana in aenustbh verses.
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CHAPTER XXI. Pp. 650-732.
Pravasa vipralambha.

P. 650. Pravasa comes next to Mina and before Karuna from both points
of view of Ragavardhanatd and Vicitratd, promotion of love and giving it a
varied interest. .

P. 651. The four aspects of Vipralambha are attended by four mental
states, Viksepa, Vikdsa, Sankoca and Sanksepa.

P. 652. Definition of Pravasa ; three main kinds : due to Daiva, Dhar-
ma and Artha.

P. 653. Further analysis of Pravasa into 52 kinds, from generalised
and particularised points of view :

Saméanya bhedas : 24 :

Bhiitapiirva, Abhiitaptirva, Sadharana, Asidharana, Sahajaraga, Visrab-
dharaga, Praptasamaya, Apraptasamaya, Sapratividhana, Nispratividhana,
Sannikrsta, Viprakrsta, Savadhi, Niravadhi, Alpakala, Dirghakala, Sarsrsta,
Asamhsrsta, Prak@Sakrta, Pracchannakrta, Sopasarnhdra, Nirupasarhhara,
Nayikanimitta and Nayakakrta.

Viéesa bhedas (3X4)=12 and (4X4)=16:

1. Daivakrta : S8pa, Papa, Sambhrama and Vibhrama.
2. Dharmakrta : Sabhipriaya, Nirabhipraya, Sanutidpa and Niranu-

tapa.

3. Arthakrta : Sabhyanujfia, Nirabhyanujfia, Sopadhiana and Niru-
padh@na.

1. Daivadharmapanna : Prakrtistha, Komala, Kathora and Pari-
nata.

2. Daivarthdpanna : Grimya, Nagara, Upanigara and Viprakima.
3. Dharmarthdpanna : Hita, Ahita, Sukha and Duhkha.
4. Daivéarthdpanna : Vivrta, Ayata, Tryaéra and Caturasra.

Illustrations of all these fifty-two (24, 12 & 16) from pp. 656-667. On
pp. 664-5 Bhoja gives anustubh definitions of the 28 varieties of the Visesa
class of Pravasa.
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P. 667. Each of these fifty-two has its stages, three in number, begin-
ning, spreading and ending, Prapti, Vyapti and Samipti. Each of these
three stages consists of eight minor moods.

Praptiskandha :

1. Pravasadanka : fggfrggrraasr |
Pravasirambha : qrgsey Sgmfcam:

Priyaprasthana :  arey feffimang 1

Priyanugama : syeftarme, Seon forman srgawan |

Priyapraéna : Parting words, embrace etc.

Pratinivrtti : Send-off ; love’s departure and the lady’s return.

7. The seventh is called Pravasacarya, the life of the lady in sepa-
ration and this is elaborated as follows :

Desa : Svakiya, Parakiya, Svakiya-parakiya, neither.
Kala : Sadharana, Asadharana, Ullekhavan and Anullekha.
Karya : Simanyavat, Visesavat, Nitya and Naimittika.
* Patra : Uttamadika, Udattadika, Mugdhadika and Dhiradika.
Aucitya : by Jati, Kriya, Guna and Dravya.
Sakti : Autsahiki, Vaisiki, Sahayiki and Daiviki.
Sadhana : Updadana, Hetu, Karana and Adhikarana.
Upéaya : Svabhavika, Prayatnika, Sarvalaukika and Yadrcchika.
Illustrations up to p. 681.

8. P. 681. Pravasavrttinta. Though this is included in the pre-
vious Pravasacarva, it is mentioned here separately for further elaboration.
Here De§a, Kala etc., mentioned above are analysed from other points of view.
Desa is Gramya, Aranya and Sadharapa. Kala is Upakranta, Prakranta,
and Vyatikranta. Karya is Nirvartyavrtti and so on.  Patra is Uttama,
Madhyama and Kanistha. Aucitya is of Sneha, Udyoga and Autsukya.
Then is mentioned the absence or loss of Sakti, Sadhana and Updaya. On the
whole, this last item has twenty-four sub-divisions and with these the elabora-

tion of Praptiskandha is finished on p. 686. This further division of the
Praptiskandha is called Prakanda.

IATIFISI S Mg IIRA: |
SyEE SRR TR: o
P. 686. 1. The Asadharana Dharmas of Virahins : Many varieties
and illustrations up to p. 689.
2. Viyuktavastha : gafy Rrqr, srgerd =, @R go: fgensfae, aw
FETIOT: I-HIEE, Y RIS e, a9 zd s St e g8t 90
Each has two illustrations. P. 694.
3. P. 695. Virahoddipana : eight kinds, Deéa, Desacihna, Kila,

Kalacihna, Vastu, Vastucihna, Kirya and Karyacihna. Another set of the
same : Smarana, Icchii, Dvesa, Prayatna, Cittirambha, Vagarambha etc.

2B LIl o N
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Each of these has further divisions and all these with illustrations end on
p. 711.
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4. P. 711. Virahapratikdra : Means to allay the pain of separation.

5. Sahayasvasana up to p. 715.
6. Utkanthavinoda.
7. Sande§adana, writing letters. Up to p. 720 where Vyéaptiskandha
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P. 720. Samaptiskandha : eight kandas : Pravrtyagama, Pravytti-pari-
prasna, Avadhipratiksd, Margodiksana, Daivanimitta§akuna-upasruti, Su-
svapnadar§ana, Sunimittinubhava and Priyapratyagama. Sub-classes and
illustrations up to the end of the chapter on p. 732.
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CHAPTER XXXII. Pp. 733-782.

Karunavipralambha.

P. 733. Introduction on’ Kamasrngara and its two phases, Sambhoga
and Vipralambha with their varieties, a repetition for the nth time.

P. 734. Definition and description of Karunavipralambha and its place
in Love. 4
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Difference between Karunavipralambha and Soka.
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P. 735. Twelve kinds of Karunavipralambha through Aséraya : Daiva-
asraya, Parusa-, DeS§a-, Kéila-, Svariipa-, Parimana-, Anuridga-, Sambhoga-,
Vipralambha-, Nayaka-, and Nayikd-. These have further classes. Illustra-
tions up to p. 753.

P. 753. Anubhivas are all-important in the description of Karuna and
Bhoja gives eighty of them, developing in five consecutive stages of sixteen
each, the five stages being the same as the five Sammdhis we are familiar with
in Drama. The eighty Anubhavas are :

Vyasanabhighata, Angabhibhava, Cestasammilana, Mohasamave$a,
Cetanapratyagama, Mircchavicceda, Sokapratyagrata, Sokavega, Duhkhani-
ryatana, Duhkhavasida, Duhkhasarhdipana, Duhkhavyavahiara, Duhkhati-
vahana, Baspamoksa, Avasthanubhava, Avasthantarave$a.—Sixteen Anubha-
vas of the Mukha stage.

Paridevana, Anu$ocana, Gunasamsmarana, Svabhagyagarhana, Vilapa,
Pralapa, Praviiipa, Atmaninda, Hrdayopalambha, Jivitajugupsa, Daivadhik-
kara, Sokonmada, Duhkhasambheda, Sahayapeksana, Sahayanuniti, one is
missing.—Sixteen of the Pratimukha.

Suhrtparidevana, Suhrtpralapa, Parijananu$ocana, Parijanakranda,
Guriparodana, Gurujanavilapa, Sahayakrandana, Sahayabhyupapatti, Saha-
yabhasana, Sahayaprasna, Sihasigraha, Maranabhinive§a, Sahayabhyarthana,
Sahdyasiksa, Maranopakrama and Maranadhyavasaya.—Sixteen of the
Garbha.

Samasvasana, Uddharsana, Pratibodhana, Utsihana, Anukampana, Vis-
rambhana, Pralobhana, Upapattidar§ana, Prasvasana, Satyapana, Pratya-

yana, Apyayana, Tanmatavyiksepa, Bhayopadarsana, Upalambhana and
Pratikopa.—Sixteen of the Vimar$a.

Maranadhyavasaya-vidrava, Sokatiraskara, Sokalaghava, Sokavinoda,
Tapasyodvega, Daivasampadyoga, Trikaladrstadarsana, Tadupade$a, Saha-
yasvikarana, Tadadhyavasiya, PratyihaS§amana, Pratyasanubandha, Samaya-
pratiksa, Sarhvidhinakaprakara, Pratyujjivana and Punassamigama.—Six-
teen of the Nirvahana.

Illustrations up to the end of the chapter on p. 781.
R afe: FeTmenITHARRGLT MEswE: |
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CHAPTER XXXIII. Pp. 783-834.

Sambhoga.

With the previous chapter the elaborate treatment of Vipralambha is
finished. With this chapter the elaborate treatment of Sambhoga begins.

P. 783. Description of Sambhogasrngara with its Sthayin. etc. It is
fourfold, the Sambhogas after the four varieties of Vipralambha, above-dealt
with, Piarvanuriga-anantara, Mana-, Pravasa-, and Karuna-.

Nirukti of the word Sambhoga. The root is Bhuj and the Upasarga,
Sam. The Pratyaya is Gha#i. All these parts of the word have four signifi-
cances each. Bhuj: Palana, Kautilya, Abhyvahfira and Anubhava. Sam :
Sanksepa, Sankara, Sampiirna and Samyak.

P. 784. Eight meanings for the Pratyaya here : Bhiva, Hetu and the
six Karakas. Then eight Pratyaya-utpatti-kédlas : Bhiita, Vartamana, Bha-
visyat, Vyakta, BhiitaviSesa, Vartamanaviesa, BhavisyadviSesa and Vyakta-
visesa.

Illustrations for all these from Nayakabhasas like animals and trees and
Nayakas. Bhoja quotes from Canto iii of the Kumarasambhava and waxes
poetic in commenting upon it at great length. This goes up to p. 794.
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P. 794. What has been above dealt with is Tiryaksambhoga called Sa-
méanya sambhoga. Then begins Nagarika sambhoga or ViSesa sambhoga.
Explanation of the different Nirukti with illustrations up to p. 797.
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Though this is generally true, it is specially true in a degree of emphasis that
Sanksepa and Palana belong to Pirvanuraganantara Sambhoga, Sankara and
Kautilya to Mananantara, Sampiirna and Abhyavahéra to Pravasdnantarz,
and Samyak and Anubhava to Karunanantara Sambhogas.

P. 798. Justification by citation of authorities from Panini and others
for the four meanings given to the root Bhuj.

P. 799. Varieties of Palana, Kautilya, Abhyavahdara and Anubhava.
Palana : Labhda-pariraksana, Raksita-vivardhana, Vivrddhopayoga,
and Alabdhapratiksa.
Kautilya : Vaiparitya, Vaiyatya, Vaidagdhya and Vaicitrya.
Abhyavahara : Sraddha, Nitanta-asakti, Paryaptata and Krtarthatva.
Anubhava : Samyagjfidna, Priyadhyavasaya, Karyanusthana and
Phaladhigama.

P. 801. There are still further subtle aspects making up each of these
and these are then analysed.

Bhoja then shows that all these being the very stages by which love
begins, grows and realises itself, Palana itself is Kautilya etc., Kautilya is
also Palana etc., and so on. There is mutual Samplava between one and the
other. Illustrations, with reference also to the numerous varieties of hero
and heroine given in a previous section, up to the end of the chapter on p. 834.
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CHAPTER XXXIV. Pp. 835-863.

Prathamaénuraganantara Sambhoga.

Pp. 835-6. Explanation of the name. It is made up of the following 64 :
Visrambhana, Preksodiksana, Parihara, Pariharavilasas, Kandukakrida,
Kelidyiitas, Rtipaya...........cccvvvurinimnaenn. cara, (7-11) Samayita ?
Kalavasthanubhava, Parvahnika, Madhyahnika, Apardhnika, Astamaya, San-
dhyatamas, Candrodaya, Jyotsni, Pradosika, Niéitha, Ratriparavrtti, Pra-
bhitika, Vanavihdragamana, Vanavihdra, Puspdvacaya, Sramdnubhava, Pra-
cchayadiseva, Jalakrida, Nepathya-yogas, Kridaparvatavihara, Ekasalmali,
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Navalatika, Paficalanuyana, Navapatrika, Kadambayuddhas, Bisakhadika,
Indrotsava, Kaumudipracara, Yaksaratri, Astamicandraka, Kundacaturthi,
Suvasanta, Sahakarabhafijikia, Dolavilasa, Udakaksvedikd, Madanotsava,
Grhapratyagamana, Sahayavyapara, Prasadhanagrahana, Gosthivihara, Vasa-
grhopagamana, Abhisarikapratiksana, Ditivisarjana, Svayam va gamana,
Agatopacdra, Paricarana, Visarjana, Kaficukadimoksa, Ratarambha, Rata,
Ratavasina and Nidranubhava.

It can be seen that only 58 are clear and six are lost. These are then
illustrated, each with two, three or even four examples. On p. 840 there is
a lacuna in which are lost the illustrations of items 5-12. The chapter ends
on p. 862.
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CHAPTER XXXV. Pp. 863-901.
Manantaradi Sambhoga Prakasa.

This chapter, the penultimate, treats of the three remaining varieties of
Sambhoga. It is not known why Bhoja satisfied himself by~packing all these
three within a single chapter, after having dealt with other subjects so leisure-
ly and at such length. The Vipralambhas of Mana, Pravasa and Karuna
are followed by Sambhoga and these three kinds of Sambhoga are dealt with
here.

Pp. 863-5. Explanation of the Samasa etc., in the name Mananantara
sambhoga. In this Sambhoga which follows the disappearance of Mana,
there appear—

Mana-§aithilya, Manipagamalingas, Manapahnava, Manapagama,
Prarodana, Priyabhyupapatti, Mudhapratisedha, Parisantvana, Citracatik-
tis, Skhalita-gopanas, Pranipata, Priyotthapanas, AS$rupramirjanas, Mana-
§esa, Aparadhasmarana, Prema vaimanasyas, Stanotkampa, Ni$vasitas, Sveda
and Romaiica, Kapolosthaspandanas, Mukhaprasida, Vyajasapathas, Vak-
raviksitas, Updlambha, Pratyuttaras, Avakhya (jiia ?)bhraméa, Premavir-
bhava, Premalinganas, Priyoparodha, Srngaravrddhi, Hathakacagraha, Pra-
sahyaslesa, Papitadana, Padabhighata, Dayitayatana, Pratyanunaya, Prema-
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vaikrtas, Lajjagama, Manaramaniyakas, Visrambhasambhasanas, Manasakti,
Manapratipadana, Sakhiparihdsa, Mananu§aya, Mananinda, Mananucintana,
Mianapradhvamsa and Mana-apunarbhava.

These are illustrated each with two or more examples.

These are the 48 stages through which Mana vanishes little by little.

P. 881. Pravasanantara sambhoga.
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P. 881-3. Explanation of the Samasa etc., of the name. From the re-
ceipt of the news of the far-away lover to actual meeting with him, there are
24 stages :

Priydgamanavarta, Priyasakhivakyas, Distya-vrddhis, Prityadi, Sam-
bhrama, Abhyutthana, Priyabhyagama, Sandar$§ana, Priyabhyupapatti, Pari-
janapramoda, Mangalasamvidhana, Praharsa of Manas, Utsava, Bhavanapra-
tisamskara, KarSyadyupalambha, Praharsopacaya, Premapusti, Prasidha-
nagrahana, Vryttinusmarana, Avasthanivedana, Duhkhadipariprasna, De$a-
sampad upavarnana, Svaduhkha sankirtana and Srngara vrddhi. Two illus-
trations each up to p. 890.

P. 890. Karunanantara sambhoga :
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Pp. 890-2. Explanation of the Samasa etc. of the name. This aspect
is analysed into those stages which mark reunion after Karunavipralambha.
The stages are 24 :

Priyasandaréana, Sambhramakulata, Pramodavrddhi, Cittavismaya,
Priyabhibhasana, Jivite atilajja, Priyopacchandana, Suhrd apeksa, Vrttanta-
kathana, Visrambhotpatti, Itikartavyayoga, Bandhavagama, Priyajanabhyupa-
patti, Gurujanasneha, Jfiati-abhinandana, Bhagyaprasarhsa, Naipathyadigra-
hanpa, Puraprave$a, Nagarikaksobha, Grhopagamana, Utsavdanubhava, Dayi-
tasahacarya, Srngarapusti and Saukhya-parampara. Two illustrations each
up to the end of the chapter on p. 901.
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CHAPTER XXXVI. Pp. 902-918.

Sambhogavastha.
This is the last chapter.

P. 902. Each of the four Sambhogas described above has four stages,

which form the subject of this chapter. The four stages are Satta, Abhivyakti,
Anubandha and Prakarsa.

Satta is the mere origin of Rati on the meeting of the two.

Abhivyakti is its clear perceptibility by the appearance of the Vyabhi-
carins and Anubhdvas as also the further development of Rati by the kindling
Vibhavas like Candra. ‘That is, Abhivyakti is the Samyoga of the Vibhavas,
Anubhavas and Vyabhicarins with the Sthayin.

Anubandha is the continuation of the developed Rati in which the desired
objects are sought after and the objects of dislike are tried to be avoided.

Prakarsa is climax when Rati is said to have developed into the Srngara
rasa.

In these four stages, the four Upasargarthas of Sam, in Sambhoga, ap-
pear respectively. Sattd exhibits Bhoga which is Sanksipta ; Bhoga is Sankir-
na in Abhivyakti, Sampirpa in Anubandha and Samyak in Prakarsa.

Two are the main kinds of Sambhoga : Saméanya, the Sambhoga of ani-
mals and birds, and ViSesa, the Sambhoga of Nagarakas. This is a repetition.
Illustrations for these two are given again. Explanations of the Vibhavas etc.,
in the illustrations given here from the first and the third cantos of the
Kumara-sambhava. 1llustrations of the four Avasthas also are contained

herein. Samanya sambhoga is first explained and Visesa sambhoga is taken
up on p. 909 .

Visesa sambhoga is of 12 kinds in each of the four stages, Sanksipta,
Sankirna, Sampirna and Samyak.

Satta in Sanksipta : 12 kinds of Réaga : 4 kinds in a Sattvika hero, viz.,
Haridrardga, Rocanaraga, Kampilyaraga and Ritirdga ; 4 kinds of Raga in
a Rajasa hero : Kusumbhariiga, Laksaraga, Aksibardga and MAfijistharaga ;
4 kinds of Raga in a Tamasa hero : Kardamaraga, Kasayaraga, Sakalaraga
and Niliraga.

P. 913. Abhivyakti and Sankara : 12 kinds of Preman in this stage :
Avrttavyaja, Anuvyttavyaja, Parinata-, Adhyahrta-, Krtrima-, Apeksita-, An-

tar-, Bahir-, Ubhaya-, Bahu-, Nirvyaja-, and Sarva-vyaja. Illustrations up
to p. 916.

Anubhandha and Sampiirna. 12 kinds of Preman here : Dharmanuban-
dha, Artha-, Dharmartha-, Adharmartha-,.................ccovvviinun....

-The seven remaining Anubandhas and the illustrations of all the twelve are
here lost.
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In addition to the above lost, the enumeration of the 12 varieties of
Preman in the fourth and last stage of Prakarsa and Samyak are lost. These
varieties are termed 12 kinds of Prema pakas. When the text next begins on
p. 916 we have the following Pakas illustrated : Picumandapdka, Kapittha-,
Kramuka-, Kharjira-, numbering four. Mrdvikd pdka, Narikelapaka and
Amrapdka may be three of the eight lost. The other five are not known.
The three are suggested on the evidence of the S. K. 4., p. 609, chapter V.

The huge Srrnigara Prakdsa ends here on p. 907, first with a eulogy on

Kéama §rngara, the Prakarsa of Rati.
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The work then ends with the following eulogy on Bhoja’s new Srngara of
Aharhkdra even as it began with the same :

.es < LORET |

srferEeT Ay [( 3 Y (U ) o

agigaet (A1 JargFamEgama: |

FAISTAN JARCTFCETI FHAL N

F9=gAr fram Wiy e (Far) (3 )0

( srFaTfTE FPAR: ) FERT TAEFALN

71 afeganitar wnge (fd Bar)

( 91EFRR ) IFW TFRAFESR:

T: HTFR CIE W& @S qal: |

TEAMIRAYSTIE SeaTiaTEE.

The work then concludes with two benedictory verses, the same as found
at the end of the S.K.A. :
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CHAPTER VI

THE S. K. A. AND THE SR. PRA.

The first work of Bhoja in Alarmkdra is the S. K. A. In this work
itself Bhoja has said everything he wanted to say specially as his own original
contribution ; and whatever he wanted to recast in his own way, he has done
even in the S. K. A. But the §. K. A. was a small work and soon Bhoja
wanted to write a bigger treatise, more especially to expound at greater
length the subject of Rasa which had been treated in the S. K. A. in only one
chapter, namely the fifth. Considering the subjects dealt with in both works,)
we can safely say that, as far as Poetics goes, the Sr. Pra. adds substantially A
nothing new which is not contained in a brief manner in the $. K. A. itself.
In this respect, one can call the Sr. Pre. an elaboration, Vistara or Vyasa, of
the Samgraha, the S. K. A. As has been indicated in the section on the
scope and scheme of the Sr Pra., the §. K. A. restricts itself to a treatment
of the last four-fold aspect of Sahitya, namely, Dosa-hdna, Guna-adana,
Alamkara-yoga and Rasa-aviyoga or Rasa-anvaya. These four form the
essence of Sahitya. The Sr. Pra. starts with the definition of Kavya as
Sabda and Artha with Sahitya, and treats in a thorough manner of all these
three parts, Sabda, Artha and Sihitya. The nature and varieties of Sabda
and Artha are elaborately dealt with in six chapters. Then are taken up for
an equally elaborate treatment the various kinds of relations—Sambandhas—
existing between Sabda and Artha. These relations are twelve in number ;
eight of them are called Sabda-sambandha-$§aktis, Vrtti (Abhidha or Mukhya,
Gauni and Laksana), Vivaksi, Tatparya (Abhidhiyamana, Pratiyamana
and Dhvani), Pravibhdga, Vyapeksa, Samarthya, Anvaya and Ekarthibhava.
These eight relations are dealt with in two chapters, the seventh and the eighth.
The subject-matter of these eight chapters at the beginning is entirely omitted
in the S. K. A. and forms the additional matter in the §r. Pra. After the
eighth chapter begins the tail-part or rather the crowning part of Sahitya,
Dosa-héna etc., with which the S. K. A. begins. Thus the S. K. A. begins
with the ninth chapter of the Sr. Pra.

The Mangala Sloka of the S. K. A. mentions the four-fold form of the

Goddess of speech, namely, Dhvani, Varna, Pada and Vakya.
AT qF ATFT SARIGAIIIA | JEI1: QAR andl aigameas o
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We can take that, in this verse, there is indication of two of the subjects

dealt with in the first eight chapters of the $7. Pra., namely, Pada and Vakya.

It is not known how Bhoja who set about his task in the $r. Pra. in an ela-

borate manner, catching this way and that, all kinds of topics that seemed

to have even a slight relation to Poetics, started only with Pada and did not
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begin with the very beginning, the Dhvani or Sphota and Vama, mentioned
in the Mangala Sloka of the S. K. A. He could have then been more thorough
and, as when treating of Pada and Viakya, he utilises a lot of the Vakyapadiya
of Bhartrhari, he could have utilised, in an ampler measure, especially the
first Brahma-kénda, if he had taken up Sphota and Sabda Brahman for
treatment in the Sy. Pra. This does not mean that, as it is, the S7. Pra. does
not speak of the Sabda Brahman and the Sphota. They are twice referred
to, once in chapter 7, while dealing with the Pratiyamana and the Dhvanya-
mana, which are also held and explained by Bhoja as Vivartas of the Sabda
Brahman ; and a second time in the 27th chapter, where the greatness of the
Sabda Pramana is pointed out with the citation of the text of Hari, Na so’sti
pratyayo loke etc.

To return to the S. K. A., it begins with the 9th chapter of the Sy. Pra.,
whose first eight chapters have more Grammar than Poetics. Poetics proper,
in the $r. Pra., begins with the 9th chapter. The contents of the Sr. Pra.
beginning from here can be known from the second verse of the S. K. A.

e TR, TSR 7 |
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Thus, the main subject of chapter 9 of the Sr. Pra. is the first, Dosa-hana,
which, together with Guna-adana, forms the contents of the first chapter of
the S. K. A. The next topic is Alamkara-yoga, i.e., adding of Alarmkara, which
is of three kinds, of Sabda, of Artha, and of both. These three are separately
dealt with in the S. K. A. at length in three chapters, the 2nd, the 3rd and
the 4th. All the contents of these three chapters of the S. K. A. are packed
in one chapter, the 10th, in the §7. Pra. Thc next subject is Rasa and the
S. K. A. devotes its fifth chapter to it. Chapter XI of the Sr. Pra. corresponds
to this fifth chapter of the S. K. A. If we omit the XII chapter of the $r. Pra.
devoted to dramatic technique, we may safely say that the whole of the
Sr. Pra. is an elaboration only of the fifth chapter of the S. K. A. which
contains everything of the bigger work in a germinal form, to speak rather
roughly. Thus :

S. K. A.--corresponds to—Sy. Pre.

Nil Chap. I-VIII
Chap. 1 . . IX
. I, I
and IV |, w X
w V " » XI and XIII-XXXVI, ie,
to the very end.

To state the agreement and difference more elaborately : In the chapter
on Dosas in the $7. Pra., the 9th, Bhoja discusses things not found in the
Dosa-chapter in the S. K. A. As a preliminary to the treatment of Dosas as
pertaining to separate words in a sentence, i.e.,, Pada Dosas, Bhoja discusses
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the relative reality of the words making a sentence. The second additional sub-
ject herein introduced is the enumeration, definition and illustration of forty-
eight Vidakya-dharmas. The rest of the chapter tallies wholly with the matter
on pp. 3-42 of chapter i of the S. K. A. But there is a difference in manner ;
in the §r. Pra. Bhoja has to hurry over Dosas, Gunas and Alarhkéras and
hence, though there is substantially no difference between the sections on these
three topics in the §r. Pra. and the S. K. A., Bhoja sets them forth elabo-
rately in Karikas and adequate Vrtti in the S. K. A. but rushes through them
in the $§r. Pra. in brief prose paraphrases of the S. K. A. definitions. Here
and there, there are a few additions. As for instance, while giving the
Gunas, their differences from the Alarhkaras, the Alarnkdras and their three
varieties, explanatory passages and telling similes from the toilet of ladies
are given in the $r. Pra. Towards the end of the Sabdalarhkara section, some
Karikds making some general remarks on the twenty-four Sabdalamkaras are
added in the Sy. Pra. These differences regarding the treatment of Gunas and
Alarhkdras in the two works of Bhoja are pointed out in the sections on
Guna and Alarhkara also in this thesis. Further, just as the Dosa section
opens with a grammatical Sastraic discussion on the reality of Padas in
Vikya, so also the Guna section closes with a long Sastraic discussion on
Guna-vrtti, Upaciara, Prama, Bhrama etc.

In the fifth chapter of the S. K. A., Karikds 1 to 3 give in a nutshell
Bhoja’s Rasa theory of one Srngara-Ahamkara-Abhimana Rasa. This is ela-
borately set forth with arguments in the first part of chapter xi of the S$r. Pra.
The additions on this topic in the bigger work are the arguments for this
new theory and the refutation of the many old ideas on Rasa.

S. K. A. chap. v. Karika 3 contains Bhoja’s idea of Rasika, which is
found expressed at some length in the 11th chapter of the $r. Pra., as also in
the Dhvani section of Chapter vii of the Sr. Pra.

S. K. A. Karikas 4-6 give the means of securing Rasa-aviyoga or Rasa-
anvaya in a Vakya through Dosa-hana etc., i.e., through the avoiding of
such grave flaws as Gramyatd. These three verses of the S. K. A. are stated
in a plainer manner and with greater amplification, in the next section on
Viakya-rasa-aviyoga-updya on p. 356 (Vol. II). Then “ Nani-alarmkara-
sarhsrsti ' given in the 11th Karika of S. K. A. v. is taken up by the Sr. Pra.
A fine eulogy on Samsrsti as the greatest of Alarnkiras is then given with
a chain of-similes and this is absent in the S. K. A. Then follows a classifi-
cation of Sarhsrsti into two kinds, Pradhanangabhava and Samakaksyata
with a grammatical discussion on the verse of Dandin, Limpativa tamo’rigani
etc. The whole of this discussion is found on pp. 639-642 of the S. K. 4. v.
The next section explains ““ N@nalamkéra samspsti ” and proves that Gunas,
Alamkaras and Rasas—all these three—are Alarhkdras. This portion cor-
responds to pp. 612-639, S. K. A. v. Then follow the verses of Bhoja on
his new Rasa theory with explanation and illustration, and these are not to
be found in the S. K. A. Then Karikd 8 of S. K. A. on the three Uktis



THE S. K. A. AND THE $R. PRA. 73

in Kéavya, namely, Vakra-ukti, Svabhdva-ukti and Rasa-ukti are taken up
and elaborated in the $r. Pra. Rasokti or Rasavadalamkara or the Nigpatti
of Rasa from the Vibhavas etc., regarding the eight Rasas, forms the next topic
in the Sy. Pra. and this section is entirely a reproduction of S. K. A. v. pp. 512-
515. The succeeding section of the Sr. Pra. refutes Bharata’s theory of Rasa
and establishes Bhoja’s theory that Rasas are infinite and this is not found in
the S. K. A. The analysis of the one Rasa of Bhoja into three phases, the
Pirva koti, Madhyama avasthd and the Parama kasthd is then found re-
produced from p. 613 of the S. K. A. The next section in the $r. Pra. is not
found in the S. K. A. It explains Bharata’s Rasa siitra and the Nispattf of
Rasa with a series of attractive similes. Then the $r Pra. illustrates the aspects
and states of a Rasa,—Bhava, Rasa, Utkanthd, Abhisvanga etc., which are
found here and there in the S. K. A. but not in this same order.

Then begins the section giving the various ways of “ Nanalarhkéra sams-
rsti”’ which is reproduced with some slight change of order in the sub-sections
from pp. 615-639 of S. K. A. v. With this, Rasdviyoga in Vikya is finished
and Rasdviyoga in Prabandha is then taken up. A substantial part of this
section is the classification of compositions into Dréya and Sravya and defi-
nition of all the varieties of these two classes and this is not found in the
S. K. A. But Rasaviyoga in Prabandha is found briefly treated in the
S. K. A. in Karikas 126-137 (v) and the Vrtti thereon which forms the
closing section of the fifth chapter of the S. K. A., pp. 642-648.

Chapter x11 of the Sr Pra. treats of the structure of Drama, the five
Avasthas, the Sandhis, Vrttis etc. Though this subject is practically omitted
in the S. K. A., there is slight treatment of the subject in Karikas 127-8 and
the Vrtti thereon on pp. 643-7, chapter V.

An account has been given above of what aspects of Rasa as related
to Vakya and Prabandha treated of in the S. K. A. are repeated and elabo-
rated in the Sr. Pra. in Chapters X1 and x11. There are yet portions of
chapter V of the S. K. A. on Rasa which still remain to be elaborated in the
S7. Pra. These form the bulk of the §y. Pra., from chapter xiii to the end.

Chapter xiii (vol. III) of the Sr. Pra. opens with a four-fold classifica-
tion of Aharkara-Srngira into that of Dharma, Artha, Kama and Moksa.
This is not found in the S. K. A. v. The rest of the 13th chapter deals with
the varieties of Rati which are found on pp. 515-521, S. K. 4. v.

Chapter xiv of the Sr. Pra. illustrates all the remaining 48 Bhavas in the
five stages of Janma, Anubandha etc. This is an elaboration of S. K. A. v.
pp. 495-511.

Chapter xv of the $r. Pra. takes up Rati for special and greater elabo-
ration. This chapter deals with the Alambana vibhdva, hero and heroine ;
and this is an amplification of S. K. A. chap. v. pp. 587-601, which form the
Vrtti on Karikas 101-123.

Chapter xvi Sr Pra. deals with the Uddipana vibhavas of Rati. Only
a little of this subject is found in the S. K. A., pp. 527-529. In the $7. Pra
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there is a vast survey of seasons, countries, time, arts and accomplishments,
toilet etc.

Chapter xvii, $y. Pra. Anubhavas of Rati. The S. K. A. gives them in
chap. v. Karikds 40-42 and on pp. 532-537. The Sr. Pra. elaborates and
adds new Anubhavas, bringing here the Ritis, Vrttis and the Pravrttis as
Anubhdvas born of the Buddhi. The major part or this chapter is not
found in the S. K. A.

Then begins a new section in the $r. Pra. with chapter xviii and end-
ing with chapter xx. This section treats of four Srngaras, of the four Puru-
sarthas and is entirely omitted in the S. K. A. But some topics in chapter
xx on Kama §rngara, i.e., Love, can be found here and there in the fifth
chapter of the S. K. A.

The latter part of chapter xxi is on Nayaka, Upanayaka and Pratinaya-
ka, Nayika, and the several qualities of these. The corresponding portions
of the fifth chapter of the S. K. A. are pp. 587, 588, 604-6 and 606-608, as
also Karikas 122-123. ,

With chapter xxii begins a further elaboration of Srngara. In chapter
xxii 64 kinds of Anuraga are given and these are additions not found in
the S. K. A.

Then are given in the same chapter eight forms of Love, Nitya, Naimit-
tika etc., which are contained in S. K. A. v. Karikas 97-8, and on pp. 581-
584. In the S. K. A., these are called “ Mahardhis ’ of Love ; here is a rare
case of the S7. Pra. attempting at greater brevity ; the S. K. A. has twelve
varieties which the Sr. Pra reduces to eight, but the additional four are not
left out. A large number of sub-varieties of these eight given in the Sr. Pra.
are almost ignored in the S. K. A.

Another wave of a greater amplification of Love now rises in chapter
xxiii. Syngara in its two aspects, Sambhoga and Vipralambha, with their four
kinds are here dealt with. The corresponding part of the S. K. A. v. is on
pp. 537-545.

Chapter xxiv, vol. 1V, Sr Pra. gives the Etymology, Nirukti, of the
word Vipralambha and of the names of its four forms, Pirvanuriga etc.
This Nirukti is a subject which has already been dealt with at length even
in the S. K. A., the additions in the S7. Pra. being in further classification
and illustration. The corresponding part of the S. K. A. is chap. v. Karikas
93-96 and pp. 575-581.

Chapter xxv speaks of Piirvanurdga through Dar§ana and Sravana, in
oonnection with which Bhoja digresses at length into the Pramainas, Prat-
yaksa etc. Though this subject, in the main, must be said to be omitted
in the S. K. A,, there is mention of three kinds of Jfiina—Drsta, Sruta and
Anumita under the head “ PariSesa of Rasa” on pp. 525-6, S.‘ K. A. v.

Chapter xxvi of the S7. Pra. is lost ; it, no doubt, dealt with some as-
pect of Pirvanuraga but we are not able to say whether it contains entirely
new matter or not, and to what part of the S. K. A. v. it corresponds.
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Chapter xxvii of the $r. Pra. is called Abhiyoga and its contents are
not available in the S. K. A. There is yet a very brief mention of the sub-
ject under the head “ Paristi of Preman,” Karikd 54 and on pp. 548 S. K. A.

Chapter xxviii of the Sr. Pra. describes Ditas, their varieties and their
work. This huge subject covering a big chapter in the S7. Pra. is briefly
dealt with in the S. K. A. along with Abhiyoga as one of the Paristis of
Love. See Karika 54 and p. 550, chap. v. S. K. A.

Chapter xxix can be said to contain matter not found in the S. K. A. It
gives 48 aspects of Love (Piirvanuraga). However, two of these 48, namely,
Diita sampresanam and Duta prasnah, are found on p. 550, chap. v., S. K. A.
under the head “ Vipralambha paristi.”

Chapter xxx of the $r. Pra. dealing elaborately with the nicely distin-
guished minor moods in ‘Mana’ is represented in the S. K. A. only by a
single Sloka illustrating Mana on p. 538. The same is the case with Pra-
vasa and Karuna Vipralambhas treated in the Sr. Pra. in two big chapters
xxxi-xxxii, which are merely mentioned and illustrated on pp. 538-9, S. K. 4.,
V.

Chapter xxxiii of the $r. Pra. is on the Nirukti of the word Sambhoga.
This is an amplification of S. K. A. v. Karikds 77-78 and the Vrtti on pp.
562-5.

Chapters xxxiv and xxxv treat of the four Sambhogas after the four
Vipralambhas and these form an amplification of S. K. A. Karikas 89-92,
and Vrtti on pp. 540-2 and 565-574. The several ‘love-galas’ in the 34th
chapter are given under the head “Prakimaka” in Karikas 93-96 and ex-
plained and illustrated on pp. 575-581, S. K. A. v. In the Sr. Pra. two or
more illustrations are given for each and the list is swelled with the addi-
tion of some more items to a total of Bhoja’s favourite number 64. Simi-
larly, in chapter 35, 48 stages through which Mana disappears, 24 stages
through which Pravasa comes to an end, and another 24 stages from Death
to Re-union are all additions of the §r. Pra., not found in the S. K. A.

Chapter xxxvi, the last. This deals with the four stages of Sambhoga,
Satta, Abhhivyakti, Anubandha and Prakarsa. These are given in S. K. A.
v. Karikas 13 and 25-27 and on pp. 488-491.

In the S. K. A. Srigara-abhdsa is not classified as Samanya Sambhoga
but is so done in the Sr. Pra. where Bhoja divides Sambhoga into Simanya,
i.e, of animals and Visesa, i.e., of Nagarakas. Other topics dealt with in
the last chapter are 12 kinds of Ragas, 12 kinds of Vyajas, 12 kinds of Anu-
bandhas and 12 kinds of Pakas. Of these, 3 Pakas are mentioned under
the head “ Paka bhaktis” in Karika 124 and illustrated on p. 609, S. K. A.
v ; similarly only 3 Ragas are mentioned under ‘“ Raga bhaktis” in S. K. A.,
Karikd 124, and pp. 609-610; so also, only 3 Vyajas in S. K. A., Karika
125, and pp. 610-611 ; and only 3 Udarkas under the head “ Udarka bhak-
tis” in Karikd 125 and on pp. 611-2.
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In the fifth chapter of the S. K. A. Bhoja has formulated the whole
subject of Rasa under certain heads given in Karikds 9-12. As a whole,
all these conditions of Love are called “ Rasa-anvaya-vibhiitis”; and we
have the subjects put under some kind of names like Rasa-viSesa, Rasa-

pariéesa, -Paristi, Nirukti, Prakima etc. These names are not regularly
utilised in the $7. Pra.

The agreements and differences between the S. K. A and the Sr. Pra.
can also be seen clearly by perusing the section in this thesis giving a de-
tailed notice of the contents of the S7. Pra.

At the end of the $r. Pra. there are some Anustubh verse§ on Bhoja’s
Aharhkara-Srngara Rasa and these are not available in the S. K. A.

The $7. Pra. closes with the same two verses found at the end of the
S. K. A



CHAPTER VII
KAVYA AND NATYA

‘ srtstAeT: #9199 agamIag ; wiaaIeas FegRafio’
Bhoja : Sr. Pra. Ch. I.

There is a consensus of opinion among literary critics in considering
Drama as the greatest form of literature. It is also interesting to note in
connection with this enquiry the historical fact that Poetics rose out of
Dramaturgy. Aristotle’s Poetics considers Tragedy, a type of drama, as the
greatest form of Poetry. Among writers of the Sanskrit Alarhkara Sastra,
it is Vamana who first said, that among compositions, the dramatic is the

best, for it is variegated and hence complete or full and wonderful like a
picture.

“gRiy qmETE o afg R, ReEvzag Rlwarmea | adtsEEg:-
FAI FTETHGAGT HEFT FW: FoaARy | FNETFE & & a7 NeMd, qgT FawEAT
15 - TARACO I 1 I K. A. Sa. and Vytts. 1. 3, 30-32.

It is only from drama that other kinds of composition, Katha, Akhyayika,
Mahakavya etc., are derived. The Sanskrit critics do not engage themselves
on this question on the historical aspect : whether Poetry, rhapsodic, epic
or religious lyric appeared first or dramatic dialogues. It is from the point
of view of literary perfection that the question is answered by Vamana that
Drama it is that is the perfection and the rest, epic story etc., are its modi-
fications. The one reason Vamana explicitly gives for considering Drama
as Sreyas, best, is that, like a picture, Drama is variegated or wonderful by
the complete presence of everything. What is the significance of this com-
parison of Drama to picture and what is the meaning of the term Viéesa-
sikalya? What are the Vifegas or various items making up literary com-
positions ? What are those characteristics which are missed in Mahakavya
or Katha but which are present only in Drama? These points are not
explained at length by Vamana. Poetry, story or any kind of narration
has to be dramatic if it is to be powerful and effective in appeal ; its cha-
racters must live as in Drama where living persons personate the characters.
This quality of reality which is in Drama, resembling a return to the life
of the story, is not found in Kavya which is not Dr§ya—enacted and seen—but
only Sravya—read and heard. Perhaps it is this visibility and reality ap-
proaching the nature of happenings in the world which we actually see with
our eyes that is suggested in Vamana’'s comparison of Drama to picture,!

1. Vide my paper on ‘Some Sanskrit Texts on Painting’ in the IHQ.
Vol. IX. p. 901.
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which presents the thing to our eye and appeals directly like the world. But
the Drama cannot be considered greater for this reason alone. For the drama-
tist lacks the convenience of the epic or narrative poet who describes the
emotions etc., and this description is impossible in Drama. It is on this point
that SCHLEGEL distinguishes Drama and Poem ; the latter has the poet’s
explanations while the former is devoid of these and has instead actors etc. Ex-
planations of moods and situations which are now done by many English
dramatists to-day by lengthy stage-directions which portend the steady anni-
hilation of the difference between narration and Drama are really unnecessary
in Drama, for the reality created by persons coming in dress in their moods
and acting their feelings concretely renders such explanations superfluous. So
it appears that in point of appeal to the audience, the Drama seems to achieve
the purpose more quickly, more directly and more effectively. One can explain
Vamana’'s remark that Poetry, Story etc., are modifications of Drama : epic
or narrative poetry is only Drama re-told with the filling up of the gaps
between scenes and supplementing with narrative explanations. It is also true
to say that all men are not able to understand the passing scenes in Drama, an:d
need explanatory links. To these, the narrative is easy understanding and
gives sure Rasdsvada. The epic contains within it all varieties of poetic com-
position—descriptive, lyrical and dramatic. Such process of reducing all types
to any one chosen according to one’s own liking is possible in the case of
every type. Thus, John DRINKWATER, writing a book on the lyric, deems all
poetry lyrical. One can similarly speak of all types in terms of any one.
Surely there is truth to an extent in all such contentions. DRINKWATER’S case
for all poetry being lyrical can be supported by the observations of our Sanskrit
writers also. Through the pretext of characters, it is really the poet who
speaks, for, as man, he has the idea of the probable and of the emotions to
which he also is liable. That is, the poet universalises and it is because of
. this universalisation that a reader or a spectator is able to hold concourse
with poetry or Drama. ’

“ IFPRA Frag Aead, AR =i 3R 7
Namisadhu on Rudrata, xiii, p. 169.

“ q & agmRf: acdfEsgeRe wmen tadarme: sifas e
fieg UATEETHTAT TREET EAMAAAATESTTT: QTR 3R 1

Kumarasvamin on Vidyanatha's Pratapaerudriya ; Balamanorami, Edn.
p. 205.

Thus poetry, by its very nature, from the point of view of its origin
in the poet and from that of its end in the appeal to the heart of another
man, the reader or the spectator, is lyrical. Therefore, it seems that all at-
tempts at such bringing of other types under one considered as the greatest,
exhibit only - expressions of opinions and not absolute truth. Each type of
literature is so called only because, as Abhinava says in connection with
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the classification of Drama into heroic, social comedy, farce etc.! of the
comparative preponderance of a certain feature, by virtue of which characteris-
ing feature the type gets that name, lyric, epic, dramatic and so on. As
a matter of fact, each type contains aspects of all other types also. So when
Vamana praises Drama as the best form of literary composition, it is his
opinion, an Arthavada-like observation, which can be supported but which is
not absolutely true.

Following the trend of Vamana’'s thought, we have the greatest Sans-
krit literary critic, AcArya Abhinavagupta, claiming Drama as the perfection
of literary composition. He says that full Rasa-realisation,  (greTEedte,
cannot be had in stray verses, Muktakas, because all the various conditions
rousing Rasa, namely, the excitant, the ensuant and the accessory emotional
conditions are not fully present there. Therefore, it is only in a full poem
or a full story—a Prabandha—that complete Rasasvada is possible. Much
more than from a Prabandha is the Rasasvidda complete when a Drama
is presented. For, as we said above, Drama tries to give us as great an ep-

proach to reality as possible ; as approximate a reproduction of the world
as possible. '

“gE (WEREEE REEAl aagey ) S O 99| qegaeg

FUEAF U | I(E AAA: - gAY FAETE 49: | aFRE RrerTe RAvaEEa
(#1379, and 3o 93, 30-39)” Abhi. Bha. Gaek. Edn. 1. p. 288.

Therefore it is that while explaining the minor poem or the stray verse
(Muktaka), one has to give out the context etc., thereby supplying the
conditions among the Vibhavas etc.,, which are lacking in the verse itself.
The dress, movement and other actions are wanting in a poem and hence
these are made up by description. Thus Rasdsvada is primarily and supre-

mely got only from Drama ; next to it from a Mahakévya ; and lastly, from
the minor poem and the stray verse.

“ AEAMATOT F TA AMITITCA(AARFAAA, agaAaAT gwF | 9 q
T g WO taday aREey g g sfmwaal’ ek agat deaeasd
R | Abhi. Bha. Gaek. Edn. 1. p. 288,
Abhinava again expresses himself to this effect that Drama is literature par
excellence because from it only is full Rasa-realisation possible. (p. 292 Gaek.
Edn. Abhi Bha.) If we realise Rasa in Kavya also, it is because of the
intrinsic dramatic quality of the poem. The poet’s powerful descriptions

give such vitality to the narration that the whole poem begins to live like
enacted drama before the mind’s eye.

“ 1o AAGEAA! TAETAFAT | + o+ o+
FT T AN | p. 292 Abhi. Bhi. Gaek. Edn. I.

1. Vide p. 286 of my article on Dasaripaka, in JOR., VII, pp. 277-290,
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Shortly after Abhinava, Bhoja, the author of the $r. Pra., expressed his
view that he regarded the poets and the poems as greater than actors and
acting. He says at the very beginning of his work : “ Rasa is realised by the
audience when presented by clever actors ; or when they are meditated upon
as described by poets in their poems. In this respect, things are not so
charming when they are seen directly as when they are narrated by men
of gifted speech. Therefore, we regard the poets as greater than the actors ;
their poetry, (poem or text of the Drama) as greater than acting.”

“g (@) T AGIRATETAE, AqARTTET gRaaT: | aratiEdg a1 Ry
AR gIAE: qAAETdS | 9959y q1 AgEhfe: ggEg, snemmaAE: Byt
AAITIIRATL |

a7 F a91 944 FART INIAEE TE, J9T ARAAT FANITAED: )
m.——

sfeqforaer oy qe faafeng gt aufer )

g 30 I I gFERTen gdgar

[ sdfaaan: aify qur faas" Fafa =t

q91 gAEd IFATala gEREANRT: Segman o ]

qAsRIAT: FAAT qgaaR; AfIadar FeaRah 17
Sr. Pra. Mad. MS. Vol. I, Chap. 1. pp. 3-4.

Sanskrit Alarhkara Sastra has no separate name for the dramatist ; he is
also Kavi, poet ; drama also is called poetry, Kavya. Bhoja here says that he
prefers poets and poetry to actors and acting. The art of giving the reality
before us through action, Bhoja considers, is not so great as the art of the
poet-dramatist who wrote the drama and made it sufficient for Rasa-
realisation, even without the aid of the actor’s art coming in to interpret or
aid or supplement the poet’s art in the Drama.

When Bhoja says that things are not so charming when seen actually as
when they are received, touched by the magic of those who are gifted in
speech, what strikes us on the surface is that Bhoja is here distinguishing
Nature and Art and that he is discussing the question of the former becoming
the latter thrdugh the process called representation. But what Bhoja really
tries to distinguish here is, as can be seen from his conclusion, the actual
ocular witnessing of a drama from the text of the drama which is the work
of the poet’s genius. So it is that he concludes that he esteems the poet and
his drama more than the actor, the producer, their acting and stage machinery.
This position, however, differs only slightly from that of Bharata and Abhi-
navagupta. Naétya means the enacted drama and so it is that Bharata devotes

1. ﬁﬂm3” in the Gatha is translated into “ T: ”’in Sanskrit, on the
basis of Laksmidhara’s Sadbhasacandrika, p. 197 giving'‘@®gg” as an Adesa for
“qzgfd ?. “Drstdh” fits in with the sense.
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attention to the building of the theatre, to musical accompaniment,
to action and to the delivery of the speech. Otherwise he could have stopped
with Rasa, K@vyabandha and the Da$ariipaka chapters. When Abhinava
says that it is from Drama that complete Rasa-realisation is got, he means
the enacted drama ; for he speaks here of the make-up, the intonation (Kaku)
in the delivery of the speech etc. But the Sanskrit critics are not so un-
critical like some European critics as to say that the dramatist is nothing ;
that the dramatist’s glory is in finding out his actor to interpret his play and
that acting, the stage paraphernalia, theatre architecture etc., are more im-
portant than dramatic poetry or literature.

The question has been long discussed in the West. Fortunately we have
a fine article by J. E. SPINGARN on this very subject, giving us definite details
on this very question, the title of the essay however being * Dramatic Criti-
cism.” First of all, it should be remembered that our Aristotle, namely, Bhara-
ta, dealt with drama not only as the art of the genius called poet but
also as the art, in part, of the producer and actors. Bharata speaks of the
appropriateness of dress ; the Nepathya-rasa is one kind of Rasa, says Matr-
gupta ;* but Bharata views that question as settled that drama is first the
art created by the poet-dramatist and then the art presented by the actors.
A serious controversy as seen in the West whether it is not the art only of the
actor, whether it is not more an art of the actor than of the poet-dramatist
or whether it is, as held by the other extremists, purely an art of the poet-
dramatist, never faced the Sanskrit writers. Bharata’s followers and com-
mentators answered the question most sanely. Before coming to this answer,
as seen in the works of Abhinava and Bhoja, we shall survey the views
of the European critics.

Aristotle himself was responsible for starting the discussion. For he held
the view that Tragedies might be acted and effectively too, but acting, dress
etc., have really nothing to do with the greatness of the tragedy. Of Aharya-
abhinaya, dress and scenery, he said : “ This has an emotional attraction of
its own, but of all the parts it is the least artistic and connected least with
the art of poetry. For the power of tragedy, we may be sure, is felt even apart
from representation and actors. Besides, the production of spectacular effects
depends more on the art of the stage mechanist than on that of the poet.”
In chapter xiv he said that a great drama need not be acted at all and can
affect us even as it is read. Surely it is only inferior drama that needs light ef-
fects and spectacular scenery. Aristotle said : * For the plot ought to be so
constructed that even without the aid of the eye, he who hears the tale will
thrill with horror and melt with pity at what takes place.” Again in chapter
xxvi, he said that tragedy like Epic Poetry produced its true effect even
without action ; it revealed its power by mere reading.

1. Quoted by Raghava Bhatta in his commentary on the Sakuntala.—See
p. 113, Vol. XI, JOR, Madras, my article on Number of Rasas. .
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One Lodovico Castelvetro, an Italian scholar who translated Aristotle
with a critical commentary in A.D. 1570, disagreed with Aristotle. He said :

(1) It is not true that tragedy produces equal effect when read as well
as when acted.

(##) When acted, learned and ignorant alike follow it, whereas only the
learned can follow and appreciate it by merely reading it.

(#44) Drama is for the stage, to be acted, and this fact shall form the
basis of any dramatic theory.

This at least, Castelvetro said that when a dramatist wrote a drama he had
to keep in view that it was to be acted before an audience. He granted that
the cultured could feel its power by mere reading but he opined that acting
the drama is the general rule, for all the world is not cultured. Another writer
named Didetort went further and said in his work called “ Entretiens” that
the essential part of the play was not created by the poet at all but was
created by the actor. Still further went the playwright, GRILLPARZER who
attacked the “read drama”, with relentless contempt for all fine writing,
poetry, soliloquy etc., which, according to him, did not contribute to action.
He considered that there can be no distinction between the theatrical and the
dramatic. Then there was the age of “theatricalism rampant” beginning
in France in the middle of the nineteenth century. SPINAGRAN characterises
this stage of dramatic criticism as ““ dramatic materialism .

As against this opinion, coming down to modern times from Castelvetro,
there was a persistent view, promulgated by Aristotle himself,
as pointed out above, which did not condemn stage, action,
producer and actor but gave them their proper place, which
was however only next to that of the poet-dramatist who created
the Drama. And this view agrees perfectly with that of Bharata and
Abhinava and other Sanskrit writers. Bharata, by his encyclopadic treatment
of ‘Drama’ as well as of ‘Theatre’, took into consideration both the poet
and the actor.! Abhinava, his greatest exponent, says that Drama is the
greatest form of literary art, for, from Drama alone is complete Rasa-realisa-
tion possible. Only when actors take parts and speak with appropriate dress,
accent etc., do all emotional conditions get fully presented i.e., in Abhinava’s
language, the Sama pradhidnya, equal importance, of Vibhavas (excitants and
object of emotion) Anubhdvas (ensuants) and Saficarins (crossing feelings)
is had only in the enacted drama. The fullest Rasdsvida—Rasa-asvada-
utkarsa—is thus got first in the enacted drama. There is some truth in
Castelvetro’s contention that Drama needs to be enacted if one means to give
its joy to the uncultured as well as the cultured. The cultured can, he ac-

+

1. Bhoja also is not an extremist. Though he considers the text of the Drama,
the Kivya, which is the work of the poet’s genuis, as greater than actors and acting,
we know from reliable authorities like Saradatanaya, Sarngadeva, Par§vadeva and
other Natya and Sarhgita writers that Bhoja wrote another work dealing with action
and music and other subjects of Natya Sastra.
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cepts, relish a play by merely reading it whereas to the uncultured, presenta-
tion of play on the stage by the actors alone carries understanding. Somewhat
similar is the position taken by Abhinavagupta. It all depends upon the
nature of the audience. Everybody is infected with the emotions when a
play is acted but he who can relish it by reading alone must be highly cul-
tured. Says Abhinava that the more a man is Sahrdaya,® the more he is
attuned to aesthetic impression from literature by constant literary habit, the
more mirror-like his heart is as a consequence of constant study of property,
the more easily is this Rasa roused. Such a Sahrdaya can enjoy drama even
by reading it. Even when stray verses are read he quickly understands the
setting etc., his mind fills up the missing emotional conditions, and he enjoys
it completely ; whereas for another of a less cultured and less attuned heart,
a lot of prefatory explanation is necessary to make the stray verse relishable.
Similarly a drama also, if it has to be understood by less cultured souls by
mere reading, has to be explained.

“ fERg ERAMTI UF (@ERENEY: | 99 J979 U9 99y, TEgaed qA89% T |
317 TAA:—~ T FTETE 59: | AR ) Arazag Ry (i 30-33) )
TEIEATRT g qa ANATITCN AR, agasiam g&% | aq1 T a9
aizqzn AR TRFe ¢ §ar T AfteEay Tt agat feeed RRud
I I FerersrRgEkegTer [ ] arwn, A aRfmREEgeie-
asft aftegz v @eescreT: Femd: ofi | oTq OF 297 FETAT T4
ﬁmﬁﬁqﬁmﬁ 1. Abhi. Bha. Chap. VI, p. 288, Gaek. Edn. I
Even in the case of the Sahrdayas, there are times when their hearts are
turbid and minds distracted—Kalusa viksipta. So much so that not only do
the dramas not infect them when read but they do not, even when enacted.
Therefore it is that the Sanskrit critics first posit that to appreciate poetry
and drama one has to be first of all a Sahrdaya ; and not all are Sahrdayas ;
secondly even Sahrdayas are not influenced by drama when they are distrac-
ted. Abhinava says that it is to remove such distractions, to increase recep-
tiveness and even to make an Ahrdaya into a Sahrdaya that the
preliminaries, music and other operatic elements, and the peculiar atmosphere
of the decorated theatre are intended. ‘“ Nija sukhaddi vivasibhava™ is a
vighna or obstacle to Rasa-realisation and it has to be removed by music
etc.

“ feigaifiaaihge 9 agay gE fmekl ageadEsaTeT ah-
qEAY: AMREARE! SFSMITIERT: AR TrRgaAR -

ﬁ’mm%m&ﬁw Iqee gATCAG, 39 sregdlsh aggEaneard Hm“rﬁﬁa% | 7
Abhi. Bhé. Gaek. Edn. 1. pp. 282-283.

1. The Sahrdaya, Abhinava defines, as one whose heart has been made trans-
parent (receptive) like mirror by constant ‘ chewing’ of poetry and who is therefore
able to become immediately the emotion that is portrayed.

“Iqt FRIGHSTEAEENE, RERE GRGF quATER AT %
TIIYIGIS: Gg3A1”°  Locana on Dhva. A. p. 11
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Therefore greater is the appeal of drama ; greater in degree in the heart of a
Sahrdaya ; and greater in respect of the numbers of people to whom appeal
is made. For the uncultured as well as the cultured (as well as the cultured
who are not receptive in mind by their individual cares) are able to enjoy
the drama when it is enacted.

“—3f I gAY AISIHOE | AEIIFT T 2T Adeqaty 1”7
Abhi. Bha. Gaek. Edn. 1. p. 288.
It is on this score that drama is the best form of literary composition.

The drama is called DrSya, that which is seen, only so long as il is
acted. But when it is not acted and is capable of being enjoyed by mere read-
ing, it is simply Kavya. Bharata uses the word Kiavya often to mean the text
of the drama. The name Natya refers to the Kavya in a certain dramatic
form, dialogues, division into acts etc. and when it is enacted. The vocabulary
of the Sanskrit critic has significantly no word for dramatist as distinguished
from poet. To him everything is Kavya, drama as well as epic poem. Drama
versus Poetry is a problem as absent in Sanskrit Alamkara Sastra as Prose
versus Verse. All these are Kavya. What is it in essence? It is expression
ensouled by Rasa—agai tqren Fisqq 1€, expression which rouses emotional
sympathy in a responsive heart. It is the representation of moods and feelings
and this is its eternal, unchanging, essential and fundamental character. It has
various forms like epic poetry, drama and lyric. In the drama, poet’s
explanation, description and narration are omitted and their absence is made
up by the addition of the art of acting. For, this, in essence, is the difference
between poetry, epic or otherwise, and drama. The one describes the emo-
tional condition ; the other presents the same through the actors.

AFARRATAT q0iaT Feag=aa 1!
AT g Az darriEaE

SCHLEGEL also said the same thing as regards drama and poetry.2 He con-
sidered drama as dialogue with conflict or change but without eny ¢xplanation
by the poet. This lack of explanation makes it necessary that dramatic
dialogue to be understood must be aided by the introduction of men, women

1. Quoted in Mahimabhatta's V. V. p. 20.

This is from the point of view of the primary end of Kavya or Natya namely
Ananda. Even from the point of view of the secondary purpose namely the didactic,
the Vyutpatti in the form of Vidhi-Nisedha, there is no difference between Kavya
and Natya. There is, as Mahima says, only difference in ‘ means’—updya. The
drama is for educating the duller people whom Kavya fails to influence. For, as
said above, the drama when enacted is understood by less cultured people also.
Further music, action etc.,, make drama a more charming medium of instruction, a
sweeter pill to swallow.

“qEre SwTAl 9 qq e Rfufeaireegataees | 399 sgamwa-
SIS FHIRIedsyd, ITAATHAT:, A RSAL: | etc”

p. 20 Vyakti Viveka, 1.

2. Vide SPINGARN’S essay on Dramatic Criticism.
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and scenery ; otherwise an interpreter has to explain the sequences. Bhatta
Tauta points out that Rasa is realised when the emotional conditions of
Vibhavas etc., are powerfully realised ; they can be realised in that manner
surely in a drama which depicts to the eye all those conditions rousing the
Rasa. Drama gives a Pratyaksa-siksatkara which is not available from poetry
but a powerful poet’s expession makes his descriptive and narrative
poetry have such life as will equal the life which drama enacted before the
eye has. Thus there is little essential difference between Kavya and Natya.

“ QIRIAFAGH FoF AARERIT: | 7
¢ TRATHISFRINTIISIFIT FEIIOTT: |

STEHRFATERT AL TeqATERZN N 7

Bhatta Tauta quoted in the Abhi. Bha. Gaek. Edn. I, p. 292.
Therefore to the cultured soul of the Sahrdaya, there is no difference between
un-acted drama and poem. When a drama is not acted but yet can be relished
as keenly, by mere reading, it is only Kavya and it is supremely the art of
the poet’s genius only. It gets its vitality by the genius of the dramatist.
A great drama needs no actor, no theatre. Its greatness can be felt by mere
reading in a corner of a room. As Aristotle says : “ Tragedy like Epic Poetry
produces its true effect even without action ; it reveals its power by mere
reading.” Dryden tells us that it is his ambition to be read which he considers
as surely ‘the more lasting and nobler design’.:- A great French scholar,
Dacier (end of the seventeenth century) admits that while stage decoration
etc., add to the beauty of the play, they make the piece in itself neither better
nor worse. In the middle of the next century Voltaire says (in the Notes to
the Tragedy of Olympie) : “ What has the stage decoration to do with the merit
of the poem? If the success depends on what strikes the eyes we might as
well have moving pictures.” At the end of the same century, Pye, in his
commentary on the Poetics, says that good tragedies affect us as forcibly even
while read in a room. Their effect is independent of the stage effect. Lessing,
the German writer, in his work on Dramaturgy, expresses himself similarly
that ““ there is no real relation between elaborate scenery or splendid theatrical
edifices and great drama itself.” Too much emphasis on the stage craft and
scenic extravaganza is ‘theatricalism rampant’; this has nothing to do with
drama. What have these to do with real dramatic worth
when (critics are of opinion that even such an important ac-
cessory as the art of acting itself has little to do with the greatness of the
drama whose beauty can be realised even by reading? He is really a great
poet who creates dramas whose influence is had even when he is read. LAMB
even says that a great play cannot be properly acted. “ A masterpiece is rarely
as well represented as it is written ; mediocrity always fares better with the
actors.” Therefore by Anvaya and Vyatireka, it can be maintained that first
and last, a great drama is the creation of the genius of the poet-dramatist.
Really great dramas need no acting, and acting, however great, cannot make
insipid plays great. According to Bhatta Tauta, the greater the poet’s power
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of description, the lesser grows the need for presentation by actors. For Rasa-
realisation is had when we see things powerfully living before our eye, physical
or mental. And this can be accomplished either by acting and production
or by the inherent dramatic power of the piece. If it is not there already
as a result of the Praudhi of a poet’s genius, no amount of Prayoga by
actors can create that Pratyaksiyamanatva. Therefore all Natya is Kavya,
the art of the poet, and not of the actors. So it is that Bhoja says that more
than actors and acting, he esteems poets and poetry or drama.

“ st FET TgATAE;
ARTATFTT FEIRAQ |



CHAPTER VIII
SAHITYA

“greRTl Azt weay
Bhamaha 1. 16.

I. Introduction. ’

II. Beginnings : Early history of the concept; Bhamaha, Mukuia,
Pratiharendurdja, RajaSekhara and Ksemendra.

III. Bhoja’s conception of Sahitya.—Sr. Pra. & S. K. A.

IV. Saradatanaya follows Bhoja.

V. The Sahityamimarhsa ; its interpretation of Sahitya following Bhoja, in
a way ; five stages of Sahitya.

VI. Kuntaka’s definition of Sahitya.

VII. Bhoja’s and Kuntaka’s conception of Sahitya : comparison and contrast :
Bhoja’s Sabdarthaguna-‘ Sammitatva’ compared to Kuntaka's Sahitya.

VIII. Conclusion : MEYNEL, Vidyadhara, Nilakantha diksita, Parasarabhatta
and Kalidasa on this Sahitya.

The concept of Sahitya had a grammatical origin. It became a poetic-
concept even as early as Rajadekhara ; as far as we can see at present, the
Kavyamimamsa is the earliest work to mention the name S3hitya and Sahitya
vidya as meaning Poetry and Poetics. Even after him, grammatical asso-
ciations were clinging to the term up to Bhoja’s time. Kuntaka, about the
time of Bhoja himself, was responsible for divesting Sahitya of dry gram-
matical associations and for defining it as a great quality of the relation
between Sabda and Artha in Poetry. Sometime afterwards was written by
Ruyyaka or Mankhuka a work called S@hitya-mimanisa, which was the first
work on Poetics to have the name Sahitya. Afterwards Sahitya became more
common and we have the notable example of the Sghitya-darpana of Visva-
natha.?

Sahitya is derived from the word ‘ Sahita’, “ united together ”. gfggay-
WTa: Arigegg | All literature is made of the material of word and sense united
together and so also is Poetry. The earliest definitions of Poetry are material,
giving us the substance of which Poetry is made, namely, Sabda and Artha.
Bhamaha says :

e At ey K. AL L 16,
This is the starting point and no one can ignore this essential element, so

long as Poetry is a kind of expression, expressed through the medium of
language. So Rudrata follows with his indication of the nature of Kavya—

1. Vide my article on Kriya Kalpa, with a Note on the Evolution of the Names
of the Alammkdra Sastra in the JOR., Madras. Vol. VIII, part. 2.
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a9 T ﬁ F15TH, and many later writers like Mammata and Vidyanatha
deﬁne Poetry through Sabda and Artha. Even after the establishment of
the Atman of Poetry, Sabda and Artha were taken as the body of Poetry.
The two are inseparable and always go together, the one meaning the other.
No literature, no talking even, is possible without the two. But there seems
to have been in the early period of Poetics a view on this grammatico-poetic
question that of the two elements of Sabda and Artha, the former is more
essential and important. It is perhaps to answer this view that Magha says
in his poem, the SiSupdlavadha, that a discerning man will pay equal
regard to Fate and Self-exertion, and a poet will, to both Sabda and Artha.

TR GeraRa g4 Rgmded ) 1. 86.

Maigha here emphasises that Sabda and Artha are of equal importance.

It is to this same controversy that Bhamaha refers in chapter I and replies
like Magha.

ETHFIASER TEa=erd v |

gqt fazl =1 g a=t IETFASEFRT, |

qeazTg: Ay arfsgataiaat |

TSI FRERIRE g4 g T
It is immediately after this that Bhimaha says that both Sabda and Artha,
united together, form Kavya. awarqi afdt Fleqq,| It is meaningless to
emphasise either Sabda only or Artha only, to call the one as Abhyantara

and the other as Bahya. Quoting the above-given verses of Bhamaha and
knowing full well the complete significance of the immediately following obser-

vation of Bhamaha mizzrgt afidt weaw, Kuntaka thus concludes : & mizzrat
Al apeal ma]ﬁ;ﬁ-\ feqgg. V. J. L p. 10. Earlier also Kuntaka says :!

“aRRIdT F15A0 ; AIEE A=A AR A SRR Fean gEERR Rfadak:
IT IATEG FRRTSFCTAFANNRDT: T3 0T F9¢ FEAMA, Iwifag =
A IR IREFRER FEARR, Tagaai fed wal | qeng g shifeha
¥, aRaEHRe a9%, 4 gRERe 7 V. J. 1 p. 7 DE's Bdn.

In another way, the very late writer Jagannatha emphasises Sabda to start
with, though he includes Artha also in his definition of Poetry. He defines
Poetry as Sabdae that gives such an idea, Artha, as is productive of non-
worldly asthetic bliss when contemplated upon. (qoﬁmsi'qfam 3 m
“Jagannitha furthier justifies himself that Sabda it is that is called Kavya and
not Artha also, because we say in the world ‘ The Kavya has been read but
its Artha has not been understood’. But this is not a strong argument for,
in the ordinary speech in-the world one adopts a fictitious analysis of a single
whole into its parts. The proper attitude however is what Kuntaka has
stated, namely, that both Sabda and Artha together constitute Poetry.

1. See also Namisiadhu on Rudrata, II, i.
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The emphasis on Sabda by a school which considered Artha as Bahya
was perhaps strongly influenced by the grammatical Sabda Brahman philo-
sophy of the Vakyapadiya which holds Artha as a Vivarta of Sabda. Bhoja
is a great follower of Bhartrhari and his V.P. which is quoted numberless
times in the opening chapters of the Sy. Pra. Bhoja takes trouble to explain
that the acceptance of Dhvani does not bring any difficulty regarding the
basic tenet that all Artha is the Vivarta of Sabda. He explains Dhvani
also as a Sabda Vivarta. (Vide infra, section on Bhoja and Dhvani.)
As against this view of Sabda pradhanya, it can be said that the Etymologists
or Nairuktas considered the Idea or Artha as chief and Sabda, secondary
in importance. Durgacarya on Yaska says :

it fy qEH , AFYM: =T | P 3, Venkatesvara Steam Press Edn.

It is as a reply to this controversy that Bhimaha says, m&ﬁ gfg?ﬁ FoIY
that both Sabda and Artha together constitute Poetry. This is the first signi-
ficance of Sahitya.

The old writers did not go further than defining Poetry as made up
of Sabda and Artha, words and ideas. Anything said or written is cf this
nature and this does not define Poetry or, on the face of it, give us an idea
of the nature of the charm in Poetry. The old writers described Poetry
as linguistic composition (Sadba and Artha), divided it into Prose and Verse,
Sanskrit and Prakrt, Read and Acted, and so on. But at the same time they
realised that Sabda and Artha in Poetry had a special beauty not found else-
where ; that, to put it briefly, the Sabda and Artha in Poetry had some specia-
lity, Viesa. It is a question of deciding this ViSesa that is the problem of
Poetics. Some approached the problem from the outer expression, the garb
called Sabda and Artha; some plumbed the content within; while others
emphasised that, whether it be a ViSesa of the Sabdartha or of the content
within, everywhere in Poetry, in the Sabdartha $arira as well as the Atman of
Rasa and Dhvani, it is the poet’s peculiar way, the work of his genius, Kavi
Vyapara, that is the Vi€esa. A fine sum up of the poetic theories from this
point of view is thus made by Samudrabandha on the Alamkara Sarvasa.

“zz AR FREll #eT ae ARG igRE, SIREAE, FEgRE A
TT: TET: | ARISTASTHERGY T I gl | BRI w3 divseaw IR
3o | e ey ORY s sgERfwiEa:, G awme, iR awife-
SfaHRer, Igat WEREHA, Eq: e | Triv. edn. p. 4.

1. Both Kuntaka and Bhatta Niyaka emphasise Kavivyapara but there seems
to be an apparent difference. The former’s Kavivyapdra leans towards the old
writers” view and approaches from the expression-side arriving at Bhaniti-vaicitrya.
But Bhatta Nayaka’s Kavivyapara is related by him to the Rasa, to the content-
school. But as explained in my paper on writers quoted in the Abhinavabharati
(JOR., Madras, Vol. VI, pp. 212-214), Nayaka also had much inspiration from
Bhiamaha and the old school. As the Locana says, the Bhogakrtva is preceded by
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It is the analysis of this Videsa that engages our attention and it is the
main theme in the history of Sanskrit Poetics. That it is some beauty
is accepted by all. Replying to Bhatta NiAyaka, Abhinava says that it is
acceptable to him to say that the ‘ Soul ’ of Poetry is the realisation of beauty.

“ FEih— IR e WAl &’ 2R, qefed @ 1 iR
gy o 3l 1

Sabda and Artha that are ‘ beautiful’, Ramaniya, are Kavya. Within this
RAmaniyaka come Alarhkdara, Guna (Riti included in it), Rasa, Dhvani
and Aucitya. These form the speciality of poetic speech, of the relation
between Sabda and Artha in Poetry. In ordinary speech, Sabda and Artha
are united, Sehiteu. Without this Sahitya, no linguistic expression is possible.
Then what is the meaning of Sahitya with reference to Poetry ? The Sahitya
meant is one of a special kind, an unusually beautiful relation between Sabda
and Artha in Poetry.

“qg 9 FETAERGTSTe REAEad, w9 Fafeel e, aa-
A9 | freg RReNSe arfeemfniey 1 » Kuntaka V. J. p. 10.

Poetry is speech par excellence; and Sahitya, relation par excellence. Thus
to begin with, the word Sahitya meant only the mere union of Sabda, the
expresser, and Artha, the expressed—Vacyae vdcaka sambandha. This means
correctness and purity of grammar on the one hand and logical sensibility
on the other. Taking Sabda and Artha united as Kavya, the early writers
examined the varieties of Sabda, different languages, different kinds of words
as Noun, Verb, Preposition etc., and sentences made up of words ( qeamge!-
WW) and of types of compositions made up of Vakyas, like the Sarga-
bandha, Nataka etc. This analysis pertains to Sabda and is had in the first
chapters of the works of Bhamaha and Dandin. But there is no trace of
any analysis of the Artha in Poetry in the texts of these two writers.
The first writer who began to talk of more varieties of Artha than one,
in Poetry, is Udbhata according to the evidence of the Dhvanyaloka and
the Locana. Analysm of Artha in Poetry begins here. In his Bhamaha

Bhavakatva which Abhinava says, as far as Kavya is concerned, is duc to certain
elements of beauty in expression, Sabdartha, namely, Gunas and Alarhkaras.

TEHEaf agiaIaMeg FRIRTERAFAETRIE fae 9d | Locana p. 70.
It is to this view of Bhatta Nayaka that Abhinava refers in his Abhi. Bha.

¥ g FEAsh JoTeRREEREEE WAy p. 292, Gaek. Edn. L.
If it is so, Nayaka’s view is not far distant from that of Kuntaka and of the old
schools which defined the Viéesa as a ‘Dharma’. The difference between the
three schools as analysed by Samudrabandha is that while the first sticks to the
expression, the third to the expressed, the second comprehending both the expression
and the expressed, emphasises the pecuhar poetic activity of the poet’s genius which
shapes everything.
" 2. Vide my paper Kriya Kalpa and the Evolution of the Other Names of
the Alarmkara Sastra, above referred to ; the section on Saundarya and Carutva.
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vivarena, while commenting upon Bhimaha, I. 9.3=zzz<<1shgmrd: Udbhata
tries to interpret the two words Sabda and Abhidhéna as distinct and points
out that in Poetry, besides the primary sense of the words, there is a second
sense which is the secondary meaning.

“—aerTfYy TR F1EAY SRR, FAT AR e (s 7 ) o e
TRFedagwn—I > Dhve. A. p. 10.

CTRImEfH | EIEIERERAl | AR TeamishEe’ gafiamer nemE,
¥ el WAEE! gWN C IRMmaEANaeIe:, gednt quifas’ e,
RIS 1 QA S it 2fq 1’ Locana, p. 10.

Udbhata thus mentioned the Amukhya or Gauna Artha and Vamana definite-
ly speaks of Laksana which gives the secondary meaning as underlying the
beauty in certain expressions. Soon critical circles discovered the third and
greatest variety of Artha, the suggested idea—:gfq or =g=ymia 25§,  Taking
Sabda and Artha together, i.e., the two in S3hitya, and leaving aside the
grammatical aspects of their mutual relation, it was found out that in Poetry
the relation between the two consisted of some beauty analysable into Alarh-
kara, Guna etc. In such a manner, in course of time, Sahitya which at first
meant only the inevitable grammatical and logical relations between $Sabda
and Artha in any kind of linguistic expression came to mean those things
which form the distinguishing characteristics of Poetry as different from the
other utterances. Soon Sahitya came to be used as a synonym of Poetry.

We do not know when and how exactly the world Sdhitya came into
existence and came to be used in the sense of Poetry. We have an old
verse which uses the name Sahitya for Poetry :

A FaEiaFaiag[: qeray: JSRguEE: |

but its date is not decided. In Bhamaha we have only the qualifying adjective
‘Sahitau’ from which Sahitya is derived. gfgqanira: aifgmm | Mukula uses
the word. (Pp. 21-22)

QEATFIIATY Jead, S ear, |
Ao Neiy Gifaed a=r am sEER 0

Commenting on this, he himself mentions Sahitya twice as a Sastra (Poetics)
along with Mimarhsa, Vyakarana and Tarka. Mukula’s pupil and com-
mentator on Udbhata, Pratiharendurdja, while describing his Guru ir the
closing verse of his commentary on the K.A.S.S. mentions the word in the
sense of Peetics. ifgeg »igut: 1+ In Réjasekhara’s K.M. we find Sahitya-
vidya meaning Poetics as one of the Vidyas. qm#t grfgerfaer X qradi: |
a1 & sggmafy fami fasg=z: | He explains Sahitya derivatively as the Vidya
of Sabda and Artha placed together in the proper manner.

“ eI g R arRetar 1 Ko M. p. 5.
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In section 3, describing the legend of Kavya Purusa and his descent into the
world, Rajasekhara mentions Sahitya-vidya as the spouse of Kavya Purusa.

“—aaer ( FIgEREy ) aefteel aM e gaiR Rfasga<t aga-
framEgERTa, sfaiEi-oy § e wieR: g ofed, aegede, o Re-
dg a7

From the first quotation it appears that by Rajasekhara’s time it is definitely
settled down in books that_Sahitya.is synonymous with Poetry or Poetics.
Abhinava’s pupil, poet and critical writer, Ksemendra, uses Sahitya twice
as meaning Poetics, the subject which he studied under Abhinava.

AT, QU ahaanre: |
HIAFAFEEN: AafagRFERo: 1 Brhatkathamanjari p. 260.

It is only when we come tc the eleventh century that we see the concept
of Sahitya entering into its ‘Bhagya da§’. It begins to loom larger and
gets two exponents for itself, one in Malwa and another in Kashmir, Bhoja
and Kuntaka. two of the names among first rank Alamkéarikas who must be
specially noticed in a history of Sahitya. It is striking that both Bhoja
and Kuntaka start with Bhamaha's definition—szzrt afzat #eqy. Before
we compare and contrast the two expositions of Sahitya by Bhoja and
Kuntaka, we shall see what Bhoja means by that term.

We have already said that Poetry being speech supreme, Sahitya is.
between the two parts of language—-Sabda and Artha—relation supreme.
Thus, Sahitya first means all linguistic expression and the general and inevi-
table grammatical and logical relations between word and sense; and then
it means Poetry and the poetic relations between the two. Bhoja means
by Sahitya both kinds of relation and he not only deals with Poetry but
with language also. At the lower levels, lies language with its general Sahitya :
higher up the language has risen above itself and has bloomed into Poetry
and here, the Sahitya is poetic relation between word and sense. Bhoja
defines Kavya as the Sdhitya or unity of word and sense.

“Fq. (F7) g7: T afEEAEmat | aaa- seRrdi afedt Fe afq
It is to a treatment of this Sahitya of Sabda and Artha that the Sr. Pra.
is devoted. Bhoja calls his work itself Sahitya Prakasa in chapter xi.

AfeawIafrEIErEEy: S |
4864, 9 QUEANFI A 7@ 0
Chap. xi, p. 430. $r. Pra., Vol. 11.

The scheme of the whole work is contained in the definition, * $Sabdarthau
sahitau kdvyam” and under the edifice of the Sr. Pra. lies the foundation
and system called Sahitya. This has been already pointed out by me in
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a previous section. Sahitya is thus defined by Bhoja: It is the relation
between Sabda and Artha and is of twelve kinds. Eight of these twelve
Sahityas can be called general and the last four are special and can be classed
as the poetic Sahityas.

& arigeay ¢ T SRR g9ea:) 9@ 9 gREwn, ofadn, fqasn, @i
S, e, Ty, daT:, TRWE:, SNEFE, JNIEEE, SEFERIAN:
G NERI0 IR

Again, at the beginning of chaptcr vii whicn begins the treatment of Sahitya,
Bhoja repeats these twelve-fold relations between Sabda and Artha as con-
stituting Sahitya.

“ag sfrar-REh-aE gk SR - - TR e - N EE-g-
TIZA-HSTERATLA RNNET: N4 ZIga aea=ar: qiieeag=aq |
Vol. I, p. 428, Sr. Pra.

Even the earlier work of Bhoja, the S.K.A., contains indications of this con-
ception of Sahitya of Bhoja. The first verse of the work egfagon: 9% T,
etc. covers part of contents of chapters i-vi of the S7. Pra. and the second verse
of the S.K.A. gives the last four-fold poetic Sahitya, Zyggm, meE, #SgR-
AN apd @A or @G, commenting on the above-said first verse of the
S. K. A, RatneS§vara who is acquainted well with Sr. Pra. says :

“JEAHT  ARTIERY—AlfeaEETNeTY e UV SRR | ke T
R G99 | 9 T8 0T F oy i sfaienty | sk sanigRai-
FE: AH | T ARG | FEAR: B | AICAAAGE G A
ARTAFAT | T IFET:-ITEEY, TNIEAH | FSTHRAN: @i (& )k

Ratne§vara on S.K.A. I, 1.

“FIET AT TR EEEEaN | Wid #: FIT A NE T AR
SKA I 2

There is the well-known eternal, external grammatical relation between Sabda
and Artha but these are subjects pertaining to grammar. As far as Poetry is
concerned, the relation is of a superior kind, ViSistam Sahityam as Kuntaka
says, or Sarvasv@yamanah sambandhah as Ratne§vara says. Sahitya is thus
really the poetic relation only ; or rather it is necessary to investigate the
poetic Sahitya only, leaving aside the well-known external Sahitya. But,
with a suggestion of the historical origin of the concept of Sahitya in grammar,
and, as in most places, writing here also under the great influence of the
Sastra of grammar, Bhoja takes at first Sahitya as merely relation between
Sabda and Artha and includes under it two sets of relations, grammatical
and poetical. Among the eight grammatical relations, four are classed together
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as Kevala-§abda-sambandha-§aktis and the other four as Sapeksa-S§abda-
sambandha-§aktis. The following table gives these classifications at a glance.

A,
] |
T 3 Jan: arfgeq
(12 kinds) (12 kinds) (12 kinds)
|

Grammatical. Poetical
8 kinds of 4 kinds.
Sabda-sambandha-§aktis. 0, AT,
[ 10. Mm@
| I 11. S@ZFHRE:
4 FaSTHA: 4 ardeTR: 12. w@-afyE:
1. stfipan 5. sqae
2. famen 6. A
3. Ty, 7. %77
4. sfgama: 8. Twidha:

The first eight are called Sabda-sambandha-§aktis. Abhidh@i comprises the
three Vrttis, Mukhya, Gauni and Laksana. Vivaksd is of three kinds—Kak-
vadi-vyangya, Prakaranddi-vyangya and Abhinayadi-vyangya. In Tétparya
is included the Pratiyamana and Dhvani. (See below, section on Bhoja and
Dhvani). These eight Sabda-sambandhas are treated of in chapters vii
and viii. Poetic Sahitya begins in chapter ix.

We remarked above how it is worth while in a work on Poetics to
investigate into this Poetic Sahitya only, leaving out the Vacya-vicaka-sam-
bandha as very well known. RatneS§vara also opines so. But Bhoja has taken
the grammatical relation also as Sahitya. As if this is not enough, he con-
fuses us more by contradicting himself at the opening of chapter ix by
restricting the name Sahitya to the first eight grammatical and logical relations.
He separates the last four, does not call them Sahitya and introduces them

newly as factors which secure goodness of expression—-Samyak prayoga or
Prayoga-arhata.

“ g sifrafEeihn FEfRT s iR, sivse sAERgan SaRTEEdr
T el | aeR - UREES: 9RF S S % FAYE A | 359 A
98 | WIAFIAWTET a7 39979, IJG AVEMH, JNIREH, ASTHEN,
@i yafa . p. 144, Vol 11, Sr. Pra.
This contradicts the statement that all the twelve relations form Sahitya.
There is yet another contradiction which appears at the very beginning of

the Sr. Pra where Bhoja defines Poetry as the Sahitya between Sabda and
Artha.
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“ag (FF4) g TRENCEREGEEART | qaaT- aeEd aRar w1
{ﬁ V
This would mean that Sahitya is neither the sum-total of all the twelve re-
lations, grammatical and poetical, nor the sum-total of the first eight only
but that it is only the four-fold poetic relation of Dosa-hfna, Gunadana,
Alarhkara-yoga, and Rasa-aviyoga,—a view that will correspord to that of
Kuntaka and Ratnesvara. The second view of Sdhitya that it is the sum-
total of the eight Sabda-sambandha-§aktis is' the view of the work called
Sahityamimamsa which we shall notice presently.

Bhoja wrote without a systematically thought-out unitary idea of Poetry.
He borrowed from all, accepted all and somehow accommodated every writer
from Bhamaha to Anandavardhana and the Da8ariipakakdra in his big berth
of $7. Pra. Bhoja accepted Alarhkara as expounded by Bhdmaha and Dandin.
Following the former, he took his stand on his definition of Poetry, “ Sab-
darthau sahitau kavyam.” Following the latter, he completely incorporated
the Kavyadaria into his own work. He followed Vamana on Gunas and
their relations to Alammkaras. As a matter of fact, the chapter heads, Dosa-
hana and Gunadana, are taken from Vamana’s Sitra, § AR UICERATAT AT
amy 1, 1.3. He follows Bhdmaha in another respect also, ie., in consi-

dering all Alamkaras to be of the form of Vakrokti. (See below section on
Alammkara and on Vakrokti.)

“ it afy FIFTERGA TR Faf=T |
agRH—
THCAHT FCTAT GO YA WHE: |
BN iR qAE A FEifwy ey 1 Sr. Pra. Vol. 11, p. 372,

Follewing both Bhamaha and Dandin, Bhoja considers Rasas and Gunas
also as Alarhkaras.

“ TAAFEINT TOEAZMETNEFASTERS TIIFRISSTRRGE: anfEfi 1”7
Sr. Pra. Vol. II, p. 388.
(See also Pp. 612-3 SK.A. Sce also below sections on Guna, Alarmkara, and
Rasa). Bhoja then follows Vamana and says that, of the two, Guna and

Alarmkara, the former is more important. He quotes the two verses of
Viamana on this point.

“qT T ANFABTFRRAIL: AGEH TET: | 32 AT IGAGIS | TEE—
gfg WE[ 'q'g’agéf qurey:”  etc. etc,, (Vamana) | Sr. Pra. Vol. 11, p. 211,

“ guArTEgeEy: queEERENE: 1’ —S.K.A 1, 59, p. 42.
As a follower of the Rasa-school also, he considers that the last aspect of
Sahitya called Rasa-aviyoga or non-divorce from Rasa is the most important.

It is the greatest factor of beauty in Kivya and the three preceding it, only
serve it. ~

“ IR EANSSTFAE FEIIET FRATOER ATl @
fad wx g gl 1 Sr. Pra. Vol 11, p. 352.
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In the S.K.A.,, among the three Uktis which comprehend the whole field
of Poetry, namely, Svabhavokti, Vakrokti and Rasokti, he assigns the great-
est place to Rasokti.

FehIRAET TERAT eRTERReT qreaa |
gaig Al qrg @R sRsEy 1—S.K.A4. V, 8.

He also adopts as much as possible verses of Ananda, which subject I have
separately examined in a further section on Bhoja and Ananda. This, in
brief, is the plan by which Bhoja improvises a system called Sahitya, in which
is envisaged his conception of Poetry as speech made more attractive by
four factors, namely, absence of grammatical, logical and literary flaws
(Dosahana), securing of stylistic qualities of Slesa etc., which are of prime
importance and which must necessarily be present (Gunddane), adornment
with Alarhkaras which is optional and is intended for further beautification
(Alamkara-yoga), and above all, seeing that no part of Poetry is devoid of
Rasa (Rasa-aviyoga). This is his definition of Poetry also :

R ST, STSEFRGEHAH |

cafd F: A A AR o freafr 1—SKA L 2.

‘Tdd FEgSgoafy a1 7 —Ratnevara on the above.
Thus, if it can be granted that there is some thought-system of Pgcetics in
Bhoja’s $r. Pra., it must be this system of Sahitya.

Saradatanaya, in his Bhavaprakdse (chapter vi, p. 145, Gaek. Edn.)
follows Bhoja’s conception of Sahitya. He gives the twelve-fold Sahitya in
a clear, classified and succinct manner. The three-fold classification of the
twelve relations indicated by us above is also made by him. The verses
in the Bha. Pra. on pp. 145-152 form a good metrical summary of chapters
vii-ix of Bhoja’s S7. Pra.

qrdeE (e ) T WG |

el grRAfnT: 7 FeEaE:

FISIT == TEFEIAET J€d Glieedd, |

rerea: g sgfiagiieer agim

sfifae aragafmiRERal |

T SR EEEAT |

LM NEE FASTRRANNGI |

@I 53 gawar: wfa ga: 1 —p. 145.
See also Mr. K. S. RaAMAsSwAMY SASTRI'S Introduction to the Gaek. Edn. of
this Bha@ Pra. pp. 42-43. Following the phraseology of the (anti-Dhvani)
Tatparyavadins headed by the Dasariipakakara, Saradatanaya calls here Rasa
the Viakyartha, towards the comprehension of which the Padérthas named
Bhavas help. The Vibhavas etc., are ‘ Vakyarthapara’, i.e.,, Rasapara. Their
Tatparya is Rasa, the Vakyartha. Bhoja follows Dhvani as well as Tatparya,

reccnciling the two somehow and uses the phraseology of Padartha-vakyartha
for Bhiavas and Rasas.
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“ freg o=@ & (AWEIET: ) STFAE: q5F =wated | 9 aEdsty-
el 'mzﬁ: FOED (@{:fﬁfg””——Sr. Pra. Ch. XI.

Saraditanaya, who follows Bhoja, says that this Vakyartha of Rasa is got
at by the Sambandha between Sabda and Artha.

FIIETIIZEY g enfaisiy =
TFIE T TG 1|
ga= grEafee: ga: werEagY: —p. 145,

This Sambandha helping the manifestation of the Vakyartha of Rasa is
the twelve-fold Sahitya of Bhoja, out of all of which Bhoja himself says
that the last, namely, Rasa-aviyoga is the most important. Bhoja says that
it is for securing Rasas that such Gunas as Kanti, the absence of such flaws
as Gramyata, the adding of such Alarmkiaras as KaiSiki vrtti and Vaidarbhi
riti etc., are resorted to by poets.

“gar: gl (Wifgnm ) spdie-uagetmErd Tey. genfy dwaEe,
AEREE Fl=d: FAEGMNIAT FRFTTAASZFEE T etc— 17
Sr. Pra. Mad. MS. Vol. 11, p. 356, Ch. XI.

Thus according to Bhoja, the VaiSistya of Sabda and Artha (in Samudra-
bandha’s terminology), which is responsible for making ordinary Sabdartha
into Kavya (Visistau Sabdarthau kavyam), is Sahitya. If the Alarkéara-
school and the Guna-riti school define the peculiarity (Visesa) about Poetry
by ‘ Dharma’, if Kuntaka’s Vakrokti defines it as a Kavi-vyapara, if Ananda’s
system defines it by the suggested Rasa, Bhoja, whose position contradicts
that of none, arranges all the views suitably and says that the ViSesa is
Sahitya which comprehends all these—Alamkara, Guna-riti, Dhvani and
Rasa. Kavya is Sabda and Artha with a special kind of beauty, Sobha, i.e.,
the Vardistya or Visesa of Samudrabandha. The Kavya-§arira is the point
from which Bhoja studies Kavya. Kavya is understood as ‘Sabdartha’,

T afesrdsgaf=g= qzadr ° of Dandin is accepted. The Sobhd of the
Sarira of Sabdartha is due, in Bhoja’s opinion, to the absence of flaws, the
presence of excellences, the addition of ornaments, and the non-divorce from
emotion. Of these, the first is the negative element of Sobha in the form of
absence of flaws. Regarding the other three, Bhoja completely follows Dandin,
his greatest Guru, quotes his text gEysinyFEUd TAESTENGAgq and says
that whatever is responsible for the charm in the Sabdartha of Kavya is
Alamkara, be it Guna, Alamkara (figure) or Rasa. Rasa may be the most
important ; Guna may be more important than Alamkara which is the least
important of the three but functionally, all the three are identical
in that they contribute to the charm of the expression, in being
Kavya-$obhdkara-dharma. Thus, in another way, we arrive at this
conclusion that, in Samudrabandha’s phraseology, Bhoja is one who would
put the speciality of Kéavya as a ‘Dharma’, as Alamkidra. Bhoja goes with
the ancient Bhamaha and Dandin and is of opinion that even as the Rasa,
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the way of saying things in Kavya through suggestion (he accepts Dhvani
as functioning supremely in Poetry— wafag #1594 ) beautifies only expression.
Therefore, to sum up, Bhoja considers the speciality about Poetry as a
Sobha, which is due to Sahitya ; this Sahitya is Alarhkira, analysable into
Rasa, Guna and Alarhkdara. This is a solution which is really an arrange-
ment or an adjustment of the various items, a synthetic or ecclectic theory.

Bahuriipamiéra is a very late commentator on the Dasaréipeka and his
work deserves notice here as one of those which follow Bhoja’s theory of
Sahitya. Bahuriipamiéra drew upon Saradatanaya and he had direct access
to Bhoja’s $7. Pra. also. In his commentary on the D. R., the MS. of which
is available in the Madras Govt. Oriental MSS. Library, he quotes
Bhoja and his Sr. Pra. often.' In the commentary on the fourth chapter
of the D.R. dealing with Rasa, he gives us the concept of Sahitya as ex-
pounded by Bhoja and as reproduced by Siradatanaya in his Bha. Pra.
He says :

g TEET eqRAAY a1 FEAF F: GIR:, I qrEad: € ¢ ST Wi ) XXX
gRAE & merdilETed: qigaRe=aa | agleaght: gaed: sifr qaifny
a 9 gfilaemaerdatnm (sader) areddmeivE: (QNERITEE-AETEREN)
@iy gy 1 —Dp. 73, Mad. MS. R. 4188.

Bahuriipa explains each with definition and illustration and most of the
illustrative verses are those found in the Sr. Pra. This portion of his work
is a clear summary of Bhoja’s vast treatment of Sahitya in nine chapters.
Both §aradatanaya and Bahuriipa made a slight emendation and gave Bhoja’s
first item called Abhidha as Vrtti. As we shall notice presently, the Sahitya-
mimamsa also adopts the name Vrtti and thereby, confusion is removed;
for Abhidha, which Bhoja gives as a general name for the three Vrttis of

Mukhyia, Gauni and Laksan3, is generally used only to denote the first, name-
ly Mukhya.
The Sahitya-mimamsaé on Sahitya :

There is a MS. of a work called Sahitya-mimarsa (henceforth written as
S.M.) in the Tanjore Library, a copy of which has been secured for the Madras
MSS. Library. The work is short and incomplete, in Karikdas and Vrtti.
A copy of the work is available in the Curator’s Library at Trivandrum and
the work has now been edited in the most careless manner as no. 114 of the
Trivandrum Sanskrit Series. The following account of Sahitya according
to the S.M. is based in the Tanjore MS. and its Madras copy.

The work S.M. may strike one, as it has struck the Editor of this work
in the T.S.S., as the same mentioned in the Alarkdra-servasva and the com-
mentary on the Vyakti viveka. We know of a S.M. by Virifica misra,
fifth ancestor of Lolla Laksmidhara (end of the 15th and the first half of the
16th cent.), mentioned in the long colophon at the end of Laksmidhara’s

1. See JOR, Madras, VIII, pp. 321-334, my article on Bahuriipamiéra’s Dasa-
rapakavyakhya.
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Seundaryalahari vyakhya, Mysore Edn.) A S. M. is quoted by Rajactidamani
in his Kavya-darpana. This MS. of S.M. does not bear the name of either
Ruyyaka or Mankhuka. What is plain is that the work is later than Bhoja,
Kuntaka and Ksemendra.! The work as its name shows, discusses regularly, for
the first time in the history of Sanskrit Poetics, as far as we know now, the
subject under the name Sahitya. The work states its scheme thus: it
treats of Sahitya and Pariskéra ; i.e., of the (four and four) eight relations
of Vrtti, Vivaksa, Tatparya, Pravibhdga ; and Vyapeksa, Samarthya, Anvaya
and Ekarthibhava ; and then the Pariskara, consisting of the last four items
of Bhoja, namely, Dosahana, Gunadédna, Alamkara-yoga and Rasa-aviyoga.
Next the work speaks of different kinds of poets and different kinds of Rasi-
kas but our interest at present is in the discussion on the term Sahitya.
The author of the work is not only well acquainted with Bhoja’s $7. Pra.
and Bhoja's method of treating Poetics, but reproduces also long passages
from the Sy. Pra. The S.M. accepts Bhoja’s conception of Sahitya as the
sum-total of the general relations between Sabda and Artha from Vrtti to
Ekarthibhdva coming under two heads of four,—four Kevala and four Sapeksa
Sabda-sambandha-§aktis. There is, however, this definite difference that this
S.M. makes. It restricts the name Sahitya to the first eight items of Bhoja
and calls the rest, Dosahana etc., by a new name Sahitya Pariskara or Sab-
dartha Pariskdra or Prasidhana (polish or refinement).

The work says :

qrige qURHRR Fae giEfeaan |
AT TaH Sk g@ag-aaqa |l
FEARIAT QST iR aeaia( TR s 1
1A GRER: FiAEqed TEEH: ||

IS TARTEH TREFAIET: |

—S.M. Mad. MS. p. 1, (T.SS. Edn, pp. 1-2).

The ‘ Vrttyadi Asta’ consisting of the four Kevala and the four Sapeksa
Sabda §aktis constitute Sahitya in the opinion of this S.M. It again says so :

usi {:mffg(eﬁ( o1 At aieer@f fvkr: 1 —p. 5. T.SS. Edn,, (p. 11)
The MS. briefly explains these eight, following Bhoja, but with some slight
difference. Dhvani is not mentioned under Tatparya as is done by Bhcja
and the work follows the Dasaripaka and holds Rasa as the Vakyartha
and the Tatparya.
a9 JOC: Tg: 9 A g ferfn
e @ Ty e aufsga - —p- 3. (T.SS. Edn. p7).

It is on the basis of this Tatparya and Vakyartha view of Rasa that we
have to doubt strongly that this S.M. is different from that believed to be

1. The work reproduces from all these three authors. If only this fact had
been realised by the editor, the work would have been edited better.
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written by Ruyyaka or Mankhuka, both of whom are staunch Kashmirian
followers of Ananda’s theory of Dhvani.

To return to this S.M.s view of Sahitya, it is after word and mean-

ing are united through these eight relations, that the poet handles them and

now begins the fact of Poetry by virtue of the poet refining this ‘ Word-
Idea’, Sabdartha, having Sahitya.

TIREFR: | TeqdaT: qREER: HiTeqer s|E: |
—Mad. MS. p. 1. (TSS. Edn. p. 1).
This Pariskara or refinement is all the activity of the poet. It is of four

kinds : Dosahana, Guna-adana, Alamkara yoga and Rasa-aviyoga This, the
work says, comes in due course.

geTer AR TR fagai
—T.8.S. Edn. p. 12.
Therefore, Sahitya according to this work is not the art of Poetry but only
language and linguistic expression ; it is not the poetic qualities that chara-

terise Poetry and its words and ideas but is only the inevitable general
relations, syntactic etc., between word and meaning.

qifged A ga=q: an( ars )sufy Ao !
TR SRR qeETR
+ + +
FEARTE: Foq=d THRT: GO |
Ffeeagizaar 9 ared T fRrEd |
TJqel: Fael Aar: WEGIHIHT: 1|
ATHET I QIR g 4 |
(TmdivEs Afd ) e wEEwR: |
—S.M. Mad. MS. pp. 5-6, (T.S.S. Edr. p. 12)
The Vrtti more clearly says that Sahitya means only the eight relations of Vrtti
etc.,, and that Dosahidna etc., are excluded. We have here the concept of

Sahitya again sinking back into its original grammatical meaning. The text
of the Vrtti runs thus:

“ gfefaa: afcaFaHE UERIMETEFRIEETEY TRIE T GEgFAR 1 ”

—p. 6 Mad. MS. (T.S.S. Edn. p. 12, passage corruptly printed.)

This however is not Bhoja’s view. As Ratne§vara explains the second verse
of the S.K.A., and as Kuntaka would take it, Sahitya is really Poetry and
the poetic relation between Sabda and Artha, the Pariskdra as this S.M.
calls it. This consists of the four qualities, Dosahina etc., which alone Bhoja
deals with in his smaller and earlier work, the S.K.A. In the $r. Pra. how-
ever, which is a larger work with a greater scope, grammatical relations in

1. The vrtti mentions Bhoja. See T.S.S. Edn. p. 12.
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addition to the poetic, are included and thus Sahitya is made to mean not
only the four-fold poetic relation but also the eight-fold grammatical relation.
It was also pointed out above that in an opening passage at the beginning
of chapter i of the Sy. Pra., Bhoja describes Kavya as the Sdhitya between
Sabda and Artha and not exactly all kinds of expression in language. In
that case, Bhoja would seem to agree with Ratne§vara and hold only Dosa-
hana etc., as Sahitya. Again it was pointed out before that the third view,
now found to be held by the S. M. that the ‘ Vrttyadi Asta’ alone form
Sahitya and that Dosh@na etc.,, represent a separate department, is also
warranted by one sentence of Bhoja at the beginning of chapter ix.

“ g sfwaifaaentai: FEfd o aitd, aFae STEEaT samae-
a1 = faeflad | 93z wRRmER: AETESg: @ o FMgE WaR 10 §ugeE: IR
TR FIEIA | GFEHEERY G999 931 ANEFE, JNIRAY, STSSHERERL,
@raaaes yafg 12 —Sr. Pra. Ch. 9, Mad. MS. Vol. 1I, p. 144.

It is from this passage that the S.M. must have taken its inspiration. The
phrases of Bhoja, Prayoga-yogyata, Prayoga-arhata and Samyak-prayoga
which are to be secured by the four means of Dosahdna etc., exactly corres-
pond to the S.M.s Pariskara or refinement of the language that has already
come into being with the eight-fold Sahitya.

The S.M. then reviews another view of Sahitya.

IR qEEa™ Qifecraqy 9 |
ferm( g )aveTceaTat:( €T Rt FRTEiEan |
qifzaagt: qamEniear S@ FrEr |

AR A e fd: |

V. J. p 27), SM. p. 7, Mad. M.S. (TSS. Edn. p. 13).

This represents the view of Kuntaka, the author of the Vakroktijivita.
The S.M. clubs together the Karikas of the V.J. with the Sangraha and the
Antara Slokas in the Vrtti of the V.J. The work quotes the two sets of
Antara Slokas of Kuntaka found on pp. 28-29 of the V.J. Of these two
only the first set of three verses on p. 28 are on Sadhitya and the other
set of four verses on p. 29 are on Vakrokti. But the S.M. puts the two
sets together and takes the description of Vakrokti also as one of Sahitya.
1t concludes its review with the remark that this view does not differ from
that first described, i.e., the slightly modified view of Bhoja.

“ ugeAaAly 9 ATAEATRAEIS |
I TS a7 Py aifeerweaar |

UTFAGARY  SERAIART A REE ) (g aftEr (T ) arfeia
(caffa ) st qam, |\ T3 g T GRS Reqamg §9 @ifeET, | ad
T EAATREIRTE | 677 Jq, REHRERE aq, Feaffy a=mg

(TS.S. Edn. p. 15.)
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The difference also has been stated by the work. According to Kuntaka
Sahitya is Kavya, the embellished or refined Sabdartha, the Pariskdra only.
But the S.M. says that Sahitya is not Poetry; it is a grammatical fact,
common to all utterances, of Poetry, of Sastra and of Akhy@na; it is the
grammatical relations, Vrtti etc., which all linguistic expression inevitably
means. What brings in Poetry after the coming into existence of language
and Sdhitya is Pariskdra. This view of the S.M. is a degradation of the
idea of Sdhitya and a sinking back of the concept to its original meaning.
With Kuntaka’s view agrees Bhoja’s view implicitly expressed in the S.K.A.,
I, 2., and expounded by RatneSvara. It is only in the $y. Pra. that the con-
cept of Sahitya is expanded to embrace also the grammatical and the logical
relations between word and idea. This itself seems to be a degradation of
the poetic concept of Sahitya but the S.M. has dragged it down further by
separating the grammatical and the poetical relations, by conferring the name

Sahitya on the former only and by creating the new name of Pariskira
for the latter.

The reason why Bhoja considered Sahitya as literature in general be-
sides Poetry and as the general and the inevitable relations also, besides
the four poetic relations, is Bhoja’s great love for the Vyakarana Sastra
which is in evidence all through this big work of Sr. Pra. It is no surprise
that in many places in Bhoja, there is more grammar than real Poetics.
The fact can be realised by a comparative study of the conception of Sahitya
according to Bhoja and Kuntaka and the difference can be seen to be im-
mense. Even while beginning the poetic part of Sahitya in chapter ix, Bhoja
does not say ‘beautiful expression’ but only ‘good and correct expression’
—Samyak prayoga, Prayoga yogyatda, Prayoga arhatd. And here, Bhoja
quotes the text which refers to the Apirva resulting from the grammatically
pure expression, a text quoted in the Vydkarana Sastra—u#: z1°3: a& %
g etc. This makes all the difference ; it shows how again and again it
is grammar that is Bhoja’s fascination. In this connection even the author
of the S.M. is more imaginative and poetic. To give Vedic pramanya for
Poetry, he quotes the beautiful text wqj wsfiffaarfaar™y, which Bhavabhiti
has adopted into a verse of his in his Uttaeraramacarite. (IV. 18) The S.M.
says :

“3g wEadEe @A (&) ffameacent F#fGaEay wgar s
Rrarrer = Ao FEEIA: dew, daRe 9 SEwe fafedaty of aawag )
—pp. 49 and 50, Mad. MS. (T.SSS. Edn,, p. 161).

Thus to sum up :

(1) Sahitya rose as a grammatical concept denoting the eternal and
well-known united character of Sabda and Artha, comprehending the general
Sambandhas of Vrtti etc., between the two.
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(2) As far as Poetry is concerned it seems to have emphasised on Bha-
maha's observation si=arg} afgd #isyg that neither $abda alone nor Artha
alone is Poetry but both together are Pdetry. There is no question of supe-
riority, as between the two. Mgagha and Kuntaka are clear on this point.

(3) The third stage is represented by Bhoja’s view according to which
the grammatical or ordinary Sahitya between Sabda and Artha has expanded
to embrace the poetic qualities in the relation of the two in Poetry. Bhoja
fully expounds this view, taking Sahitya to mean ordinary expression as well
as poetic expression, ordinary Sabdartha sambandha as well as the peculiar
poetic Sabdartha sambandha.

(4) Kuntaka can be said to represent the fourth stage. Even very
much earlier than Bhoja, the name Sahitya had come to mean Poetry and
Poetics, e.g., in Rajasekhara’s K.M. Kuntaka recognises that Sahitya surely
means, primarily, only the ordinary relation of Sabda and Artha as Vacaka
and Vacya but he says that the word in Poetics is restricted to the poetic re-
lation, ViSista Sahitya, which is the same Vacya Viacaka sambandha made
finer. Sahitya is considered at this stage as above Pada-vakya-pramana and
only as a poetic concept. This view of Kuntaka we shall presently examine
in detail.

(5) The next stage it is that the anonymous S.M. represents. It is the
direct opposite of Kuntaka’s view and between its view and that of Kuntaka
stands that of Bhoja embracing both. The S.M.’s Sahitya is a return to that
of stage No. 1, where it is a purely grammatical concept meaning the Sabda
§aktis etc. Poetry and poetic relations between Sabda and Artha fall out of
its scope and come under the separate head named Pariskara.

Kuntaka on Sahitya :

The eleventh century was a favourable time for the concept of S3hitya.
ideas are in the air and at a certain time they seem to descend on our earth
and reveal themselves for the good of humanity through certain chosen
persons. It happens often that laws and discoveries in all departments of
knowledge have their destined time when they come to light and more than
one ‘ Seer’ sees those truths. So it is that many discoveries, though going in
the name of one noteworthy personality, are really found out to have been
at the same time or a little earlier or later revealed to certain others also. The
same is the case with Ideas. When Bhoja was defining the concept of Sahitya,
Kuntaka was doing the same thing in Kashmir. Kuntaka is a great
name in Sanskrit Poetics. Besides his new doctrine of Vakrokti, there are
many other points on which his genius made special and valuable contribu-
tion. One such point is Sahitya.

Like Bhoja, Kuntaka is a follower of the ancients whom he re-inter-
prets. Like Bhoja, Kuntaka starts with Bhiamaha’s definition of Poetry—
Sabdartheu sahitau kavyam—and accepts it by adding it to his own Vak-
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rokti. He says that both word and sense together, having Sahitya, are
Kavya, when set in Vakrokti.

TR} afd TSRS |
T syafeqal #1ed afgeRsRery V. J. p. 7.

Thus, language or word and sense become Poetry by virtue of what we
might call a Guna called Sahitya and an Alarkéara called Vakrokti, both
the words Guna and Alamkara being used here in a large sense. This Sa-
hitya is the prime requisite. It is only Kuntaka who has given us a full
and significant exposition of the concept of Sahitya. He himself says that
though people have been using the word Sahitya for a long time, no writer
ever systematically thought out its full significance and expounded it in any
treatise. Kuntaka rightly takes credit for having done this work.

“gfeE @ik am, aXaEta faedafs guavatt afzereEE afesg)
T gRaE FREREEETEReEiIe sl wtef fafur sawer wad s
AarEAEEY FaRggrad: | q3g S eRIREAR R ArgaRegRun  ack-
RAAEM-aURIEAA g TREF A, TeRaTZaRoR=ar f7d 17

Sahitya literally means the relation between word and sense.  gfzgai-
Wi arfges Kuntaka, p. 27. ‘ gfedi afzgune aifedm safeqar. Ibid., p. 10.

This relation is eternal and there is no language without it, i.e.,, without the
word and sense being united together as the expressing and the expressed
(Vacaka and Vacya). This Vacyavacaka sambandha comprehends the con-
sideration of the structure and varieties of the Viacaka, the Pada, of the syn-
tactic import of a succession of words in a Vacya and of the logicality of the
idea, i.e., Pada, Vakya and Pramana. These are present in all kinds of ex-
pression and form the original meaning of Sahitya.

TR |igarT Sl ea: &l |
afeifafa a@T fegd fefr o

This original Sahitya which is frgnfagaraidiga=y becomes Sahitya of a supe-
rior kind by the operation of the poet’s genius or Kavi-vyapara. It is this
superior Sahitya that is discussed in Poetics. It is the magical quality pertain-
ing to the words and ideas coming from a poet which makes ordinary utterance
with Pada, Viakya and Pramiana into Poetry. It is not present in either Sastra
or the ordinary utterances of the world but is seen in Poetry only. It is
Pada-vakya-pramana-atirikta. It is not the Saménya but is the ViSista
Sahitya.

“qd A qrRATERITIE [TaumaR, A 9 sufEef afgaftig:, gem-
aq | frg ARwAde eftemtitmg 1 V. /. p. 10.

Kuntaka defines this Sahitya as the quality of Sabda and Artha vying

with each other in the suggestion of Rasa, or, to put it generally in enhanc-
ing the beauty of Poetry. He gives this Sahitya as applying to all the ele-
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ments in Poetry ; it is something like Aucitya. First of all kinds of Sa-
hitya comes the Sahitya of Sabda and Artha, their mutual commensurate-
ness.

QAN qe gERItT aE |
qREqEET T et wmar g V. Jop 1L

There must be beautiful expression as well as beautiful idea. The question
of whether form or content is important in Poetry does not arise. Mere
idea or emotion is the subject of psychology. As long as Poetry is expres-
sion, the form is unquestionably important. It has to contain also an Artha
that is equally charming. This is the first kind of Sahitya of Kuntaka. He
takes Sabda as a whole meaning expression and Artha as a whole meaning
the sense. He examines some verses and points out the presence or absence
of this commensurateness between the expression and the expressed. Inade-
quate expression and expression devoid of idea are both bad. Beautiful
expression without beautiful idea and a beautiful idea not couched in an
equally beautiful expression are both bad. The fault on the one side affects
the other also.

 PINATARZIEOA: AN SeqF UFAET qecaaie] qwega: | qIAda:
99 IWAR TR AifsafeE: AaEfy et | qur 9 ok audaras-sa-
F9 @A TRANY FARSY T ATHS | RS I me areaa-
FIAFERT. AFTES s sfadtaeatagagy” V. ] p. 14
Idea insufficiently expressed is ‘dead’ and expression without idea or ex-
pressing something other than the intended idea is °disease '—Mrtakalpa
and Vyadhibhita. Thus, the first Sahitya is the complete harmony and
commensurateness between expression and expressed, form and content.

The second Sahitya is that between one word and another in the ex-
pression and between one idea and another in the expressed.

A FgfE STt MR TRER, T AR T
dqifecd, qeETEIdEegnae faraag 12 V. J.p. 12,
The first Sahitya takes Sabda and Artha as a whole meaning expression and
expressed while the second Sahitya emphasises that in the expression itself
the several units, namely the Padas, must have mutual Sahitya and that simi-
larly, the various Artha-units, in the expressed. This Sahitya is defined at
length in Karikas 16-17 and the Vrtti thereon.
“ aifgeaeray: samEnear sfa s
FegAERRTAaARREatea: 0 V. J. L 17,
afeaana: @ifeng | s TEIEAl: 31 FISIRRE AqATHHCHRATAT: FRO
safuf:, ARG Ryl Fiaht sgeaRiReaaaiiod, steqertdaian |
Feqt gAY CHRENIY A (et 7 fwR, araRfiwagest ar swdtad: | ag =
AT G ZAETETARTY SRy gg-anmansar IR 1 AT diag=ad | qa
NG WIS T2, @ MATRS, q67 AE: AmEiesar, af 9y @esehar sdead: |
¥ T FREAERERAT | Tt TFeAT TR R ARAGANY HTe A
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ARG=AY | T JIAFET FIABIW JIAE A=W AfeAARTT, I FA-
oy aRgAmanl sRofmaga? V. J. p. 27,

Word and sense must be so set that neither of them is dull ; they are to be
of the same power ; they are to be so set that they mutually vie in enhanc-
ing the beauty of the poem. The expression and the expressed are to be
neither more nor less than the other but must be most precise and equally
powerful. In the matter of promoting the Rasa and the Camatkadra of
the Sahrdaya each should emulate the other. This is the first Sahitya
Similarly one word should vie with another and one idea with another.
This is what Kuntaka means by defining Sahitya as Paraspara-spardha of
Sabda and Artha. He compares the sympathetic co-operation between the
two to the understanding between two friends—ggarfag qzdy’

qEATTAT: [T JIRT JEqT AETAAAGHIT: GEIILRIAWRFN IEIH-
e qftegifa, |r #RRT arafmrages aifgesgamrat V. J. Lop. 27

The Sahitya between one word and another which is one part of Kun-
taka’s second Sahitya can also be described in his simile of two intimate
friends. The Vaisnavite writer, ParaSarabhatta, (c¢. 1123--1151 A.D.) speaks
of this Sahitya between one word and another in a composition in another
telling simile in a verse of his. He compares the beautiful way in which
words in a good composition help each other and together help the main
idea commonly, to the best brotherly feeling, Saubhratra.

FaTgaEd IggaaRiomte aaar
g AR TREAMEET TR |
qZET Qg SRRmRREE s
aag ANgg 75 gawg aeiystaay i Srigunaratnakosa $Sl. 8.
Thirdly, Kuntaka speaks of this Sahitya with reference to other ele-
ments in expression like Marga or Riti, Vrtti, Guna, Alarhkdra and Vakrati
in general. Every part or aspect of expression has to vie with the other
towards enhancing the beauty of the poem.
fFg fRsAYe wfeafmioy | #EH ¢ FHRATAVTNSTRITIIE
qeeqteratade: 1”2 V. J. p. 10.
“ ATtgTEEa: ATgATRET: |
ASFTHRLARTT: FRaATATI=T: 1
FRATRIAARR @A TR )
eI T I IqETgaa
a1 FrEferfy: affgEa=g=n
wifarRReT<ew: afkegeran ? V. J.p. 28.

1. Kuntaka adds that Sabda and Artha should be such as to beautify each
other ; they must be for each other’s beauty— qyeqeen sy, To adopt Kilidasa's

words, they are equally so beautiful, that between the two, it is difficult to decide
which is the beautifier and which, the beautified.

ARG, T AR JIRETAE: | K. S. L
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Thus Kuntaka’s conception of Sahitya in general is that the expression
(Vécaka $abda) and the expressed (Vacya artha), as also the several units in
either part of Poetry, must be set in a glorious race, competing with each
other in making the poem beautiful. This notion of Sihitya has to base
itself on the beauty of the poem or the relish of the Sahrdaya as the test,
according to Kuntaka. In this respect the concept means the apnropriateness
and power of the Véacyavacaka in suggesting the Rasa. For, Rasa, Kuntaka
accepts as supreme. Therefore, this conception of S3hitya generally likens
it to the other concept of Aucitya which also figures very much in Kuntaka.
Criticising the introduction of Sabdalarhkaras with special effort, Kuntaka
says that this would result in the loss of Aucitya and through that would
mean an over-emphasis on Sabda-saundarya and a-loss of Sahitya.

“ safaam STElEE 7 TgASaaReEm: aRaTTEA:  WeET T se-
qneE: e ? V. J 1L p. 84,

Kuntaka has thus brilliantly expounded the concept of Sahitya as a
great principle in Poetry, as the greatest perfection in expression a poet
should attain, namely, the harmony between the expression and the expressed.
When Rajasekhara slightly explained Sahitya as the proper equipoise bet-
ween Sabda and Artha—¢ gzl quvaeaEw@Ea A afgafar ” —p. 5,
we must understand him as having had in his mind ideas similar to what
Kuntaka has expressed. The word Sahitya is derived from Sahita, united.
Another explanation can be given bringing out this same significance, namely,
the equipoise between Sabda and Artha, the harmony of Kuntaka. The word
Sahita contains the affix ‘Saq’ standing to denote ‘ Samam'’ ( g7y )’ equally’
—and the main word is the past passive participle of ‘ Dha’, to put, place
or set. Thus ‘Sahita’ means equipoised word and idea.!

A comparison of Kuntaka's exposition of Sahitya with that of Bhoja
reveals interesting points. Firstly, Bhoja and Kuntaka start with the same
definition of Bhamaha s=zigf afzdt wwmaq | The difference is, Kuntaka em-
phasises by Sahitya, a quality of Sabda and Artha resembling Aucitya. Be-
sides that, Kuntaka mentions Rasa, Dhvani, Marga, and above all Vakrokti.
That is, Kuntaka adds to Bhamaha’s definition of Poetry (that Sabda and
Artha united, are Kavya), the Vakrokti in which the Sabda and Artha having

Sahitya, must be set. FaFHREFITRINGER | a9 sqafead) | V.J. 1.7

Thus, though all the varieties of Vakrokti also as forming aspects of expres-
sion have to observe Sahitya, they are not included in Sahitya. Therefore

1. The author of the Sanskrit introduction to the Nirnaya Sagar Edn. of the
Sahitya Darpana suggests another derivation for the word Sahitya. He says that
the ‘ Sahabhiva’ means that Poetry has in it all the eighteen Vidyasthanas. And
he quotes the verse of Bharata and Bhiamaha containing that idea—Na sa $abdo
na tad vacyam etc.
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there are two ideas, Sahitya and Vakrokti, in Kuntaka’s definition of Poetry.
Bhoja’s conception of Sahitya differs in being very wide. It means Poetry
as a whole in Bhoja, whereas it is a supreme quality of Poetry that has to be
present along with Vakrokti according to Kuntaka. Bhoja’s Sihitya means
all the manifold activities of the poet’s genius, namely elimination of flaws.
style and its qualities, figures and diction, and finally making every point of
expression the embodiment of Rasa. That is, Bhoja's Sahitya comprehends
not only the whole of Kuntaka’s Vakrokti also, but every other thing in
Poetry. Beyond Sabda and Artha, the only other fact in Poetry is Sahitya
and under it comes everything else. In another way also Bhoja’s Sahitya
is very much wider than that of Kuntaka. For, Sahitya means all literature
and all kinds of Sabdartha-sambandhas to Bhoja, while to Kuntaka, it
means Poetry and a poetic relation only, though he also recognises that ordi-
narily Sahitya refers to the Sambandha between Sabda and Artha in ge-
neral as Vacaka and Vacya. Only, Kuntaka leaves out the consideration of
language itself and its inevitable Sabdartha-sambandhas related to Pada,
Vakya and Pramaiana, and treats only of the poetic Sambandha above all
these. Just as Poetry is finer speech, Sahitya is the finer Sambandha between
Sabda and Artha. Raja$ekhara calls Sahitya or Poetry as the finest essence
of all the four Vidyas—gr f& aqgomfy faenat fasg=g: (p. 4) even as Wordsworth
says that Poetry is the breath and finer spirit of all knowledge. We can
say with reference to Sahitya here, making a slight change, that Poetry is
the breath and finer spirit of language.

It is not the concept of Sahitya in Bhoja that has any exact correspond-
ence to Kuntaka's Sahitya. It is interesting to note that almost the same
idea contained in Kuntaka’s S3hitya, is found in Bhoja's Guna called Sam-
mitatva. FEEdugE @ efqagIRag . S- K. A L 74,

It is the avoidance of verbiage or ‘ over-expression’; it is the use of words
enough for the idea on hand. Bhoja further explains this Sabda-sammi-
tatva as the quality of Sabda and Artha being as if held in a balance.

o 9dey AT T gSTIdad geuaad aaaeg S. K. A p. 58.

This is what Kuntaka means by his Sahitya which ne describes as Anyiina-
anatiriktatva of word and idea being neither more nor less than each other.
Sammita means well-adjusted or harmonised utterance. The above-given
definition is of the Sabda guna, Sammitatva, and Bhoja has the same Guna
for Artha also. The difference between the two is that in the former the poet
weighs the adequacy of expression from the point of view of Artha and in the
latter, vice versa.

FRMT 47 g &: 9faE ag=aa. S. K. A L 86,
Ratne§vara comments on this :

“arder sy gegaad SfRiam: digamiy | srigfey aszged FemE-
A% T, wagd adgemdgres 7 S. K. A p. 7L
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All qualities of precision, powerfulness, clarity, and such others are compre-
hended in this weighing of word with idea. Its breach brings in a train of
flaws—verbiage or Vrtha pallava, Apustartha, Neyartha, the Avakara of
Mahima Bhatta and so on. When we have too much of words we have
Avakara, Padapurana, Aprayojaka, etc.  When we have inadequate expres-
sion we have the Dosa, Neyartha, by which Prasida and Arthavyakti are lost.
This is perhaps the greatest quality of poetic expression, the peak of per-
fection of poetic art as Kuntaka says—R#a51aeHSIsR | V.. p. 26
This quality is variously called, descriptively and metaphorically. Kuntaka
calls it Sahitya, Anyiina-anatiriktatva or Paraspara-spardha between Sabda
and Artha. The Sabda and Artha having this quality are compared by him
to two friends united in some glorious task. Pard$ara Bhatta calls them
‘brothers’” with the best Saubhratra feeling. Bhoja calls the same as Sabda-
artha-sammitatva and gives the imagery of the poet weighing Sabda and
Artha in the scales of a balance. A greater compariscn comes from Kali-
dasa himself, who gives the simile of the ideal prime divine couple Parvati
and Paramesvara, the prototype of Man and Woman, in Raghuvamsa, 1. 1.
The Sahitya or Samparka ktetween Sabda (Vak) and Artha is compared by
Kalidasa to that between Parvati and Parame$vara or to the ideal Sahitya
laid down by the Smrtis betwcen wife and husband. There is no question
of inferiority or superiority between the two. Their marriage is sacred and
they enter the holy union for the service performed together to Dharma to
which they are both and equally subordinate. Rasa or ‘beauty’ of Kavya
can be likened to that Dharma and Sabda and Artha to the married couple.
It is not likely that the great poet wrote the above verse merely to mean by
Viag-artha samparka the well-known and eternal Sabdartha sambandha. He
might have meant it also ; but he powerfully suggests here the Vifista Sahitya
or the Vidista sambandha. Similarly there is no ‘ Sarasya’ or credit to the
great poet to say that by ‘Vagartha pratipatti’ Kalidasa prayed for the
attainment of proficiency in lexicography, in words and meanings. The com-
pound is often explained by Mm. Professor Kuppuswami Sastri as meaning
the same as Kuntaka's Sahitya or Spardha between Vak and Artha or the
understanding between the two. gFsi: qreegfigfy: 1+ It is for this great
quality of Poetry that Kalidasa prays for. He describes it with the simile
of the prime divine couple, Ardhanari§vara, as Sabda and Artha fused to-
gether or wedded in perfect sympathy and harmony. It is this same Sahitya
that Wilfred MEYNELL speaks of in the same conjugal metaphor, in his
biographical note attached to a selection of the poems of Francis THOMPSON.
He says (of the particular poem, “ Sister Songs ) : “ Sister Songs is a poem
to be read aloud ; for sound and sense herein celebrate their divine nuptials.”
The same is conveyed by Kilidasa’s comparison of Poetry to Ardhanarivara.
Vidyadhara describes the Sabda and Artha in Poetry in the same metaphor :

TN STAR -

TG AT S F:— Ekavali.
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The goddess Parvati is Vak or Sabda; god Parame§vara is Artha ;! their
union. as Ardhanari§vara signifies the greatest ideal of Poetry variously em-
phasised as Sahitya, Sammitatva etc., by the above-noticed writers, and by
Nilakantha Diksita, by the following verse :

&Y qg: [ gaR-
WA oAt |
qF ATATSAAL qF,
wifa #rod sqmeugun: | Sivalilarnava 1. 15.
and which Kalidasa kept before him when he wrote his immortal poetry.

TR Gg=ht
qrdgfTe |

soa: frad a=y
qrEAEERHY 02

1. “ad: 3 @ar qoi’ g BAQUM” quoted by Viéveévara in the Kavin-
drakarnabharans, p. 52, K. M. GUCCHAKA 8. GISTISUTEGIAT J€ a&) aa aa: |
Rudhahrdyopanisad, Adyar Edn. of Saiva upanisads, 1925, p. 151.

2. Kilidasa is charmed with this idea. He says in his Kumara sambhava,
VL. 79. J99RT WRA gad NFGALN and Mm. Prof. S. KUPPUSWAMY SASTRI
loves to dwell on this passage and to speak of the birth of ‘ {&-&heg * as a result of
the union of ISZ-9d! and 7f-GTAMY, Since Rasa is 3fq=¥’° the poem,
K.S.,. stops with the marriage of 3= and 31"3, leaving (Q-Ehg s birth as a
matter of course to be suggested.



CHAPTER IX
UKTI
‘ Sfmtazm: wegy’
Rajasekhara, Karpuramarijari, Prologue.

Very intimately related to Bhoja’s Alamkara-synthesis is another
synthesis of Bhoja which can be called the Ukti-synthesis. Besides the
systems of Sahitya and Alarhkara, there is also a system of Ukti in Bhoja's
Sr. Pra. The history of this concept of Ukti is a very interesting study.

Ukti can be translated as poetic expression or poetic speech as disting-
uished from expression or speech, either of the ordinary work-a-day life or of
the scientific laboratory, the scholastic class room and the philosophical text
book. As we say in the Dosa-prakarana that poetic words are to be neither
Gramya or Loka-matra-prayukta, ordinary, vulgar, colourless words of our
daily routine life, nor Apratita or Sastra-matra-prayukta, technical and pedan-
tic, so also we can say of poetic expression as a whole that it is in that place
which is too sanctified for either the Gramya and the Pamara or the pure
pandit and pedant. It is the very essence of speech, language beautified, a
high-power communication. That poetic expression possesses this peculiar
beauty or power not found in ordinary talk or writing, scientific treatises or
mere historical documents can be seen by every person. That this beauty
and power pertain to the method of expression can also be seen easily ; for,
poetic expression or the poetic form depends upon how a thing is said and
not upon what is said. The emphasis on what is said is in ordinary talk where
we are careless regarding the manner of saying, as also in mere narration of
story or history, and in mere recording of scientific or philosophical truths.
The same is the case with Law also where again the emphasis is not on how
beautifully the thing is expressed. In the history of Sanskrit Poetics! it was
given to the great criticc Bhatta Nayaka to enquire into this subject and
formulate the following as the difference between Poetry on the one hand and
Sastra and Akhyana (Veda and Narration) on the other.

TRAIIANAE T A Fafag: |
#Y atad g g agearedEaad: |
ZAME STy FEfa ) Bhatta Nayaka,

1. I have discussed this aspect of the question in relation to what the Western
writers like ABERCROMBIE have to say on the difference between poetic and other
expression in a separate paper on a comparative study of the Sanskrit Alarhkéra
Sastra and Western Literary Criticism. Here I deal only with the ideals of the
Sanskrit writers on this subject.
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“qer wEERTTTEAAREAy (gRE@sd ) fgan afvaEn soaa @ anal
ffrad Agni Puréna, 357 2-3.

The Veda is Sabda pradhana ; the Purdna, Artha pradhana ; Kavya or poetry
makes both Sabda and Artha apradhana, unimportant, and makes Vyapara, the
most important. The Vyapara of Bhatta Nayaka is the poet’s peculiarly
beautiful expression, embellished with Gupa and Alarhkdra, capable of be-
coming universalised and producing delight to the reader, i.e., Abhidha, Bha-
vakatva and Bhojakatva.

“qIIRAANT  GERTMTELFIRAZAFACAGET  Ga qgad1”

Locana, p. 70.
This beauty of form or the peculiar grace in poetic expression can be called
the characteristic poetic Abhidha vyapara, using Abhidha here in a wide sense.
While commenting on the section on the Laksanas in Bharata, Abhinavagupta
quotes in his Abhi. Bha. the above-quoted lines of Bhatta Nayaka and
equates the idea contained therein with Bhamaha’s conception of Vakrokti.
Abhinava also quotes here Bhamaha—Sais@ sarvaiva vakroktih etc. Bhatta
Nayaka distinguished Poetry from Veda whose words cannot be changed at
all ; and from Akhyana, story or semi-historic narration in which the story
or the events (Artha) alone count. But in Poetry one looks to the beautiful
way in which a story is told and the words are used. The ‘beautiful way
of expression’ is the thing. As mere expression it has to interest us. In all
other expressions related to our daily life, scientific literature etc., we are
interested more in the Artha. The Artha is the ‘ Tattva’ in those cases
in poetry, the manner in which the poet has said those things is the ‘ Tattva ’.
It is only an inelegant way of saying this that is contained in the following
given as Udbhata’s observation in the Kavyamimamsa of Rajasekhara :

“areg A edtar sedand: | PRg EET waE, RERdges:, sEaRaE
offF2t | A qARIfaaT SueT, qgel Femi gefigent . K. M., p. 4.
The Vastu svariipa is comparatively less important than the Bhangi Bhaniti,
the beautiful manner of poetic expression. Says Rajasekhara’s wife, Avanti-
sundari :

“ TEGEAWANST FAET: OENGAIXA F157 |
FACAICIIAGR, M=2Eg TNFEAIE: o 17
and “‘ RgriiRafy@ee g &7 9 Fagaaan’ @ saf-ag=d
K. M., p. 46.

The same idea is stressed by poet Nilakantha Diksita in a verse in the first
canto of his Sivalilarnava mahakavya :

T TR FAAST: AT A FIgoan: |

Ta FrarafRReT=d: 0=y 7aq g 1 L 13,

1. Is this from Bhamaha Vivarna, on Bhimaha, V, 33 :
‘g AFAT FEIAWAL TeA3E: 17 2
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This Vinyasa viSesa is the secret of Bhatta Nayaka’'s Vyapara. It is what
Bhamaha calls Vakra-ukti and Rajasekhara, Ukti.

To Rajasekhara, I think, must go the credit of making important the
word Ukti. We find in the list of Alarhkiras given by Bhamaha, Samisa-
Ukti, AtiSaya-Ukti, Svabhava-Ukti, Visesa-Ukti and Saha-Ukti ; and above all
Vakra-Ukti. In all these we find the ViSesya as Ukti qualified by different
attributes. Here it is that the conception of Ukti was born. Ukti as such came to
mean poetic utterance and soon there was felt to be no need to qualify Ukti
by the attribute of Vakra to mean poetic expression as a whole. Rajasekhara,
while describing the Kavya Purusa, says that his speech is rich in Ukti :
3fmanidg=:1 K. M. p. 6. All Alarhkaras are Vakrokti to Bhamaha but poetic
expression itself is denoted by Ukti. What we have now as the Kavya-mimdrnsa
is only the first chapter thereof named Kavirahasya. According to Rija-
Sekhara himself, his next chapter dealt with Ukti. =ji&gry sfaiy. It is a
pity that we have lost the bulk of Rajasekhara’s treatise. It must be in that
chapter on Ukti that Rajasekhara classified the various Uktis into which
poetic expression could be brought. Classifying poets, he says on p. 27
(1. 5) that there is a class of poets called Ukti-Kavis and on p. 28 he
illustrates his Ukti-Kavi thus :

Iihrf—
IEECEC e R E I C]
EATITNME) FrSarsarear |

T T IgA7g: TRIMRE AT
afz gzl Feam: FA Ngaeg o’

This is an intensely animated description full of specially graceful expressions
teeming with the Samadhi guna. This is Ukti in a restricted sense. Another
instance of Ukti in a restricted sense is found in what Rajasekhara calls
Sastra-Ukti—a3 sisitfxs: (p. 3) regarding the verse g1 gqui gg=1 etc. In
another context also Ukti in a restricted sense is mentioned by Rajasekhara.

“ar egmEme, sdETdy , ASTERISH , IREARH , AT aaimtiegd

sfdwmEafy, ar sfwr” p. 11, K. M.
From this restricted sense, the larger concept of Ukti developed even as the
concept of Vakrokti. Ukti in a general sense emphasising the beauty peculiar
to Poetry as distinguished from other writings is found used by Raja-
Sekhara himself in a verse in the Prologue to his Karpiramafijari.

ARG T TF T UT TROAS |

Sfewtre: wrt wwr @ wag ar g .
Neither is the idea (Artha) the point, nor the mere word (Sabda) but the
manner of expressing that idea in words, Ukti-videsa, is the thing which makes
for Poetry. This verse and that of Nilakantha Diksita quoted above corres-

pond exactly. Abhinavagupta, while elucidating Bharata’s concept of Laksana
in his Abhi. Bha. equates Bhamaha’s Vakrokti with Bhatta Niyaka’s Vyapira
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and these with the concepts of Bandha, Gumpha, Bhaniti, and lastly Laksana.
(See p. 65, Vol. VI, J.O.R. Madras, my article on Laksana). To these con-
cepts meaning the peculiar poet’s expression, the concept of Ukti gets equated.

The word Ukti occurs in Bhoja both as a Guna and as an Alarhkara. The
Guna of Ukti has two varieties, one of the Sabda, the other of the Artha. The
Sabdaguna Ukti is defined by Bhoja as a graceful turn of expression—
Visista bhapiti.

Rfyer wifet erg o af 49 fag: 1 S. K. AL L p. 60.

In his Vrtti and comments on the verse illustrating this Sabda-Ukti Bhoja
uses the phrase Ukti Bhangi. One asks another about somebody’s welfare
and instead of saying straight whether she is well or ill, the other person
says ‘she lives’, and the whole verse delicately portrays the lady’s pitiable
plight. That mode of expression powerfully suggests her suffering, describing
her as simply living, Jivita-matra-éesd. This is the excellence of expression,
Ukti guna, and it is a mode of expression as a whole, a mode that is cha-
racteristic of poetry as such. Not altogether different from this Sabda guna
of Ukti is Bhoja’s Artha guna of that same name. The beauty is achieved
more by words, comparatively speaking, in the Sabda guna whereas, in the
Artha guna of Ukti, the idea is given in subtle turns and shades and is
expressed or suggested by peculiarly graceful elaborations.

IRRAtA Ffy Endt W wenshndiaa |

o spfieer aEEIEETTer aEwn yomyfe: . S. K. A L p. 73.
Between ViSista Bhaniti or Ukti Bhangi and Bhangya bhanana, there is no
fundamental difference. These two classes of Ukti are not mere Gunas appear-

ing in a part of a specific piece of poetry but constitute the distinguishing
mark of poetic expression itself.

Besides these two kinds of Ukti of Sabda and of Artha, which is a
Guna, Bhoja recognises a Sabda-Alamkara called Ukti. It is defined in S.K.A.
11, 42 (p. 146) and is held as the several kinds of expression named by Bhoja
in the following manner :—Vidhi-Ukti, Nisedha-Ukti, Adhikara-Ukti,
Vikalpa-Ukti, Niyama-Ukti and Parisankhya-Ukti. Under his Sabda-Alam-
kdra called Chaya also Bhoja gives a set of Uktis : Loka-Ukti, Cheka-Ukti,
Arbhaka-Ukti, Unmatta-Ukti, Pota-Ukti and Matta-Ukti. Kesava, in 1. 2
of his Alamkara-sekhara, makes Bhoja's Chaya his Ukti, and classifies this
Ukti into the Uktis of Loka, Cheka, Arbhaka and Unmatta. This Ukti which
Kesava derives from both the Sabddlamkédras of Bhoja, Ukti and Chaya, is
constituted by Kefava as one of three ‘ Bahirangas’, external parts, of poetic
expression. He says at the end of I. 2 that of this and of how these are to
be related to Rasa, he has spoken at length in his other Alarhkdra treatise
named Alarkdra-sarvasve which unfortunately is not available to us now.
Perhaps it is RéAjasekhara who described Ukti as a ‘ Bahiranga’ along with
Riti and Ke§ava might have followed him. It has been pointed out in the
notes to the Gagk. Edn. of the K. M. of Rajasekhara that a quotation from
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the lost Alarhkdra section of the K. M. is quoted in this KeSava's work, A.
Sekhara. 1 have spoken of this elsewhere, in the section on Alamkara, in this
thesis.

The meaning of the term Ukti in both the Sabdalarmkadras of Chaya
and Ukti is very narrow ; but both the Sabda and the Artha Gunas of Ukti,
though Bhoja restricts their meaning by some sort of definition, show how
the term means’ the poetic mode of expression in general, ViSista Bhaniti and
Bhangya Abhidhana. RatneSvara’s comments make this clear. Under the
Sabdaguna Ukti, he says :

“ameI: ata & oaffasEr: () dwaie: (@) o g4an, garsdi
59 73 W[@IO Fak | gaeafEtesatanan g ar st wtastaEn
aaEsaa, | Aata SIRET | a9 T SRaFse aReiarng, JuE |
AT TT FA9 5918 | FAGEIIART qRIRIRIIGIT 1> P 60.
Under the Arthaguna Ukti, he says :

“efrmsiidisd;, ard:; aey qrEARIRTETRgRGat simwEhn: skoga-
a2
Expressing in a manner uncommon in ordinary talk, expressing not straightly
and baldly but imaginatively, giving a turn to the expression, giving the idea
a hiding and revelation through deft suggestion—these constitute Ukti and

thus it is clear that the Ukti Guna of Bhoja rises above itself and means
poetic expression in general.

Bhoja does mean that Ukti refers comprehensively to poetic utterance.
He agrees with Rajasekhara who says ‘ Ukti viSesah kdvyam’ and restates
Bhatta Nayaka that while S§astra is Sabda Pradhana and Itihdsa, Artha Pra-
dhdna, Kavyae is Ukti Pradhana. This, Bhoja clearly says in his description
of his Sabdalarnkara called Adhyeya, where Bhoja distinguishes Kavya,
&astra and Itihdsa. He says (S. K. A. p. 260) :

“afen IFRATAETE, FEARITR |7 TR AR EaR
e ¢ Wﬁl’}iw;m\ AR A G O
In the same context Bhoja says more briefly in the Sr. Pra. (Vol. 11, p. 285) :

“Jy MBI FEAR )\ —ARIGE TEH 1 o gl 1
Earlien also while dealing with Vivaksa, Bhoja says in the $7. Pra.

“JS TRAMAATENE, AEY @O A |+ + Adsenaans:, eRRfgE |
(3w ) S TERd T 17
remarks which closely correspond to what Bhatta Nayaka has said.

In another place, in chapter xi of the Sr. Pra., Bhoja synthesises the
whole realm of poetic expression in the concept of Ukti, in an attempt which
achieves at the same time another synthesis in Alarhkara. In a separate paper
on Svabhavokti (Indian Culture, V, pp. 147-165) and in the section on the
Svabhavokti according to Bhoja in this thesis also, I have gone into the ques-
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tion in great detail and here I briefly cover the ground. Bhamaha had an
Alaihkira-synthesis namely Vakrokti. Poetry had something strangely beauti-
ful and it was diagnosed as Vakrokti. Within this Vakrokti Bhamaha had
figures like Upama and Riipaka, Rasas, and Natural Description : Alarhkara,
Rasavad Alarhkidra and Svabhdavokti. I am of opinion that Bhamaha did
recognise Svabhidvokti as an Alarhkéra ; but he differed from Dandin in this
point : Even though a given instance of natural description is devoid of that
amount of Alarhkdra as is seen in other turns of ideas and expression found
in other Alarkéras, it is all the same Alamkara since even this natural des-
cription has a special charm born of the poet’s genius and, in an unmistakable
degree differs from ordinary bald non-literary utterance. Rasas are consider-
ed Alarhkaras because they also go to beautify expression only. This is the
stage in Bhamaha. Dandin represents the next. Dandin realises that Sva-
bhavokti cannot be strictly included in Vakrokti; for, in it, Vakratva or
* out-of-the-way-ness’ is least. So he divides Kavya-Ukti into the two Uktis
of Svabhava-Ukti and Vakra-Ukti.

fas fzar eqwmEite: FRfRAQ Tzaa )

He however retains expressions dominated by Rasa—Rasavad Vacah—under
expressions beautified by Alarhkara, the Rasavad alamkara. He follows
Bhamaha but amplifies by treating of all the eight Rasas in Rasavad alam-
kiara. Dandin however is aware of a strange superiority in expressions do-
minated by Bhavas and Rasas ; he sees that the three cases of Preyas, Rasavat
and Urjasvi Alamkaras are superior Alarhkaras as compared to other Vakro-
ktis. Hence he says—gieng =1 aa, raq 1 —11. 275.

Bhoja takes the suggestion contained here in Dandin’s remark 3?1;‘}(-:,5&
9 g4 991 and makes a logical analysis of poetic expression into three de-
partments, Natural Description of objects, Figurative Description and Deli-
neation of Emotion : Svabh@va-Ukti, Vakra-Ukti and Rasa-Ukti. All these
three are kinds of Ukti and Bhoja means by Ukti ‘ poetic expression’ which he
calls by the name Alarhkidra also. For, to Bhoja, Gunas and Rasas also are

Alarhkaras ; thus Ukti means Alarhkara, the beautiful poetic expression as a
whole.

Kavya = Ukti = Alarmkara
I
Vakrokti )
(Svabhava, Vakra, and Rasa Uktis) 5
|

| |
Svabhavokti. Vakrokti.

(Vakra and Rasa Uktis). } Dandlin.

Bhamaha.

Svabhava Ukti. Vakra Ukti. Rasa Ukti. Bhoja.
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Says Bhoja in Chapter XI of his $r. Pra. :

“ fafra: EeIFEERa:, gEl:, @A, @R | T STRSTRRIT=
ifR:, sy e R e, RaEgaEsTRIRgETg @RI a1~
In Chapter V of his S. K. A. also, Bhoja says :

FEIfRer (EifRRer AR qrErad |
ga1g mizol qg @& gfe@a o —V. 8.

It was noted above how it was Ukti or Bhangi Bhaniti that distin-
guished poetic utterance from other utterances. The equation of Ukti with
such concepts as Vakrokti, Alamkara and Nayaka’s Vyipara was also made.
The observation of RajaSekhara, ‘ Ukti viSesah kavyam’ was taken as defin-
ing Poetry on the basis of this conception of Ukti. It was interpreted as
the peculiar poetic manner of expression and as the most important factor
and mark in Poetry as compared to the elements of Sabda and Artha, both of
which are subordinate to it. It was shown how this definition was similar
to Nayaka's definition based on Vyapara nradhanya.

The observation of Bhatta Nayaka is re-stated by Mahima Bhatta
with a change. Mahima Bhatta holds that Poetry is utterance in which
neither Sabda alone nor Artha alone is important but both together. He
says that Kavya is Ubhaya-pradhana instead of saying like Nayaka that
Kavya is Vyapara-pradhana and Ubhaya-apradhéna. He says :

“ g fz ey, S, STANUIAY |, SWANTIA AR | AT T=IIE A,
WAFARA SRAFINE,, AT TR gergEgEmE | sdaaEEREEgamty,
6T AATEATEIIE, | IAATAA GTT-EFHI, 967 @eAFAd, @ I I9-
MAIT TRINIIAE | FETENT TT TRqfEEsT 17

V. V. III, p. 122. T. S. S. See also I. p. 20.

Bhoja must be said to follow Mahima Bhatta’s modified statement of Bhatta
Nayaka’s distinction between Kavya on the one hand and Sastra and Akhya-
na on the other. For, as has been noted above in the text quoted from chap-
ter VII of the $r. Pra. Bhoja also does not say that in Poetry both Sabda
and Artha are subordinated (made Apradhana or Guna) to something else
but says that in Poetry both are Pradhana.

“ AT TARTAETEN X X X AFEAE: ¥ x X (IAG ) TAr TewI 1”7
Vol. 11, p. 18.

The charm of a poet’s verses is lost when their words are changed and
ideas modified. Thus it is that Poetry is Ubhaya-pradhana. This is called
by another as maturity of expression-—-Kavya Paka—when the poet has
written such lines that even a slight change spoils the effect. Says Raja-
Sekhara :

TRMISHEIAr qrh: FAMET: | g i—
‘ AEME TIE, TSI F7: |
qgrat ey €33 gy fagr qeEd n’
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g qrfaT: | x x x x gt RafEgEr TF: ’ gy T | aRg—
‘ Jragiv ey aiafaafksa )
§ TN FREITE g9 1’ (Vamana, 1. 3).”
K. M., p. 20.
In this Kdvya Paka which means the ‘unchangeability’ of the words in
Kavya, is emphasised the same idea as is contained in Mahima Bhatta’s and
Bhoja’s remark that Poetry is Ubhaya-pradhana.

This maturity of Ukti or poetic expression—Kavya Paka or Ukti Paka
—is given by Bhoja as a Guna called Praudhi of Sabda and Artha imme-
diately after the Guna, Ukti.

That we are justified in finding such an Ukti-synthesis or a system of
thought called Ukti in Bhoja can be granted when one sees what Bahuripa-
misra, a latter-day commentator on the Dasaripaka, who reproduces many
ideas from Bhoja’s Sr. Pra., has to say. Bahuriipa chooses the word ‘ Sikti’
instead of ‘Ukti’ and shows Bhoja’s three-fold classification of it and re-
lates to this viewpoint, as we have ourselves done above, the Abhidha-pra-
dhanya of Poetry of Nayaka and the Vakrokti-idea of Poetry of Bhamaha.
It is a pity that the text of Bahuriipa’s Dasariapaka vyakhyd in two volumes
in the Madras Govt. Oriental MSS. Library comes to an abrupt end here.
Bahuriipa says :

“ FRE FRUFCI-TRRITA, @IERSESHFRE A | Jaa fan g
EERR:, gEifn:, @EERE | 9 TN aaElh:, STARTHRS TR
FEIH:; TR TAIREER IS, el Wf: | 9@ geed adufEd i
Iq wEA ST (I, T ASTHN: ) | A U VAT AIRAIR: ( FEF
TAARRIRH, ) |

(7 ) araIAItAe a7 e gAhag: |
o1 qead IW g aeTe: |
;zﬂﬁura ( STy ) FEART

wmaaxﬁ?t— Yo G ( TRECATAT ) BABEX 17 ovveeneenneneens
.. ..|” pp. 107-8, Mad. Ms. Bahuriipamisra’s D. R. Vya. 1. 3.41.

APPENDIX

(1) The Agni Purana, in 337|2-3, states Bhatta Nayaka’s remark on the
difference between Kiavya, and Sastra and Itihdsa thus :
A IEETEARRERY (gRedsd ) fagar
srferaman sravas wed anat B
(2) Commenting on Dandin II, 13, that in Sastras it is all one statement

of things as they are—Svabhiva akhyana—and that in Poetry also there are
a few cases of this Svabhva Akhyana—

AETET A FErFATTTIT !
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The Hrdayamgama points out that &astras are Tattva PradhZna or concerned
with truthful statement of facts and things as they are ; but Poetry is Var-
nana Pradhana ; Poetry emphasises the mode of giving the thing, ‘descrip-
tion’ or ‘ expression’ as such.
“ ey qANAIR Y SFAFIARIE, eld EWHISTERET aEed gaf-
Hafi | FEAY TONEIFAN, AT Feaaary 7 afed 1
K. A, p. 64, Mad. Edn.

(3) Vidyadhara thus explains Bhatta Nayaka’s remark in his
Ekavali.

IWIIIH AT HERTG=A |

STAIBIAIE TATAET FIAE.

sfhgrafed o ReERag=aq |

A ARETAE, FIISITEar 1)

AT B8 g FEAGRHGHIRGT |

FRaT U Al sTFAsA a9 | I. 4-6.

As a follower of Ananda and Abhinavagupta, Vidyadhara has interpreted
the Vyapara as Dhvani, following Abhinavagupta’s observation to that effect
in the Locana.

“IT I WMARF:  TEATAT + FEIHATI 1 3R agaRay | sy
AR FAACHT THACHIE:, R sgagen | ”  Locana, p. 27.



CHAPTER X

BHOJA AND VAKROKTI

“aFIfRlT FeAEr 9U Ny wme: )
Bhoja : §r Pra. Ch. XI.

The history of the concept of Vakrokti must be older than Bhamaha
and Dandin, for, we find it used with settled connctation in the works of
both writers. It is needless to point out here the very well-known passages
on Vakrokti in Bhamaha. To him, Vakrokti means Alamkara.

qrat THEVETTSTENT Feqd | V. 66.
I AFERIEANTA ARG | 1. 30.

In his description of the AtiSayokti Alammkara (II, 85) he has used the word
Vakrckti as a synonym of Alamkara. Therefore according to Bhamaha, the
whole realm of poetic expression is permeated with Vakrokti, striking, deviat-
ing expression. In II, 86-87, Bhamaha refutes Hetu, Siiksma and LeSa,
that they do not deserve to be called Alarhkara because, in them, the expres-
sion as a whole has no Vakrokti in it.

guziAifraeer sRFgafaEg: 11 86.

This Vakrokti is the one requisite and it distinguishes poetic expression as
such. In its absence, Bhamaha says, we have no Kavya, but only insipid
narration, speech or mere news called Varta.

IAYSETAE Wiel=g: A TR af@o: |
ST % F19 —ad@ar g 0 11, 87

Therefore the distinction in Bhamaha is between ordinary and poetic expres-
sion, Varta and Vakrokti. This point as well as another that Bhamaha does
accept Svabhavokti as an Alarhkara has been elaborately explained by me in
my paper on Svabhavokti (Indien Culture, V, pp. 147-165). None can deny
that ‘natural description’ or Svabhavokti is a striking and powerful portrai-
ture, and as such, differs from mere report of news or ordinary dull speech.
Mammata points out that it is this amount of strikingness and effect in Sva-
bhavokti that we take as Vaicitrya and count it as an Alarhkdra. Even the
opponent of Svabhavokti as an Alarhkdra, Kuntaka, who refuses to consider
it as an Alamkéra on the plea that Vastu svabhava is not Alarhkdra but is
Alamkarya,—even he accepts that instances of graceful and effective pen-
pictures of Nature, men, and things as they are found, constitute Vastu Vak-
rata (III Unmesa). It is by virtue of this element of Vakrati in it that
Bhimaha also considers it as one of the Alarhkdras coming under Vakrokti.
It is not unreasonable to hold Svabhavokti also as an Alarhkéra and Vakrokti,
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. when one can accept delineation of Rasa as a Vakrokti-variety called Rasa-
vat. Bha@maha, thus, has one universe of Vakrokti, falling into three depart-
ments, the description of things as they are  (adey ATTET,~ERTIIR: )
more definitely deviating striking expression deserving the name Vakrokti to
the greatest degree, Ripaka, etc., and thirdly, delineation of Rasa, Rasavad
Alamkara.

In Dandin, there appears a clearer analysis. Svabhavokti no doubt in-
volves strikingness, but strikingness is least in it. It is almost the starting
point for further Alarnkdra or Vakrokti. So it is that Dandin separates it
and calls it the first Alarmkara, Adyad Alamkrtih. He classifies poetic expres:
sion into Vakrokti and Svabhavokti ; description of things as they are and
figurative description. The cases of Rasa-delineation, Dandin still keeps like
Bhamaha within Vakrokti.

The third stage is reached in Bhoja who makes a further analysis of
poetic expression. Elsewhere, in the sections on Ukti, Alamkira and Sva-
bhavokti, I have spoken of this subject. Bhoja takes the suggestion direct-
ly from Dandin and by Bhoja’s time, Rasa has become sufficiently important.
Though he described the three Alamkaras of Preyas, Rasavat and Urjasvi as
Vakrokti, Dandin realised that they, as related to Bhavas and Rasas, are
of a special nature and of greater appeal. Hence it is that he said of them
that they were superior g?ﬁfal&qa{q‘qq\ i Bhoja includes Preyas and Urja-
svi under Rasavat. He constitutes a class called Rasavad Alarhkdara which
is the delineation of Rasas and Bhavas; and he separates it from other
kinds of Vakrokti. This is a better treatment ; for, delineation of Rasa has
greater affinities with Svabhavokti than with Vakrokti. As Jayaratha on
Ruyyaka and Ruyyaka himself also point out, the Sahrdaya has a Samvada
in Poetry and it is of two kinds : Citta Samvada and Vastu Samvada. The
former refers to delineation of Rasa and Bhava, and the latter, to descrip-
tions of Artha or objects. Both are natural non-figurative descriptions and
are Rasavad-Alamkiara and Svabhavokti. Though Bhoja, following Bha-
maha, Dandin and Vamana would call the whole realm of poetic expres-
sion Alamkara, he would restrict the name Vakrokti to figures beginning
with Upama. Improving upon both Bhimaha and Dandin, he would sepa-
rate and exclude the Rasas from it. Thus he says in his S. K. A. Chapter V :

FEIfmr TIRer EpwEee aizaag . Sl 8.

In Chapter XI cf the Sr. Pra. he says that an instance like ° ‘z{;ﬁszmﬁ; ’ s
no Alamkira, because, the necessary Vakratid or poetic beauty is not seen
in it. He speaks here of Vakrata or Vakrokti as Alarnkira-samanya-laksana,
Kavya ©$obha as such.

“q Jagred CgAISTE:’ AT NS | gl gaer S
ggagAgisth:, aafy

‘ FETTIATRTR, A1, HSTENEILT
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AT ANSTRICATIIC SO AFATeIH, | ARAT AR T ToeHAN
FRNFATIATEA qAT | qTRA—

FEENT FEAMT qU AR WHE: |
Bq: gemify |arg war aFiRey frag '

=44 afd vEIEeRTaREETE Wsfafafiea 7 atdemg seemH-
W S | Bifr: @y SeTERE:, TR, EuEIRE:;, WIRARE | GNTATERER-
ST qEE:, QSO qUEEEE @RI, R ETESaREaNTg  aes
@R ” Sr. Pra. Mad. Ms. Vol. 1I. chap. XI. pp. 371-2.

Thus Bhoja uses Alamkara in the sense in which Vamana used it in his
Siitra I. i. 2. fi=gdigsesi : meaning poetic beauty in general. In this same
sense Bhoja uses the concept of Vakrokti also and in this respect he follows
Bhamaha. Therefore in Bhoja we find Vakrokti used in two senses,
the major and the minor, the former meaning poetic expression in
general and the latter, only the figures of Upama, Riipaka etc. In its
second sense we have to trace its history as indicated above through
Dandin who first restricted Vakrokti to Rasas and figures like Upama.
Finally, Bhoja restricted it to the figures Upama etc.

It is not enough if one finds in an expression the presence of the tech-
nical features of a particular Alarhkdra. Besides conformity to the definition,
the expression has to exhibit the primary requisite of an all-pervading
beauty which alone makes the expression deserve the name of

1. On p. 23 of his Theories of Rasa and Dhvani, Dr. A. SANKARAN takes
this verse as a quotation from Dandin. The first line mentioning the name of Bha-
maha is absent in the printed texts of the Kavyadar§a. Dr. SANKARAN feels some
gap in Dandin’s text as it is in II. 362, which gap he says this line in Bhoja’s quota-
tion fills up.

The text as printed does not seem to have any gap; secondly, if this half
verse is added to the text of Dandin, the 362nd verse at the end of this chapter
will have to be ended like an epic Anustubh with three feet ; or, the line ﬁiﬁfi{ﬂ'l
aEh: R qIERIH, must stand single. Thirdly, Vakrokti is certainly
old enough for use in Dandin as in the line 9% fihﬂ etc; but, when one sees
the history and the rise and the time of the currency of various words in the
Alarnkara Sastra, one can see that the concept under the briefer name ‘ Vakrata’
or ‘Vakratva’ is very much later than even Ananda. My feeling is that, if this
1s a quotation by Bhoja, it is from some later writer who adapted
and incorporated into his text parts of the texts of older writers, making
the necessary changes. If one goes through the $y. Pra. one comes
across numerous instances of Bhoja giving verses of old writers with
the necessary changes; he quotes Vamana’s Anustubh on  the
Vaidarbhi Riti changing the first line. The Dosa and Gunpa sections are full of
such reproductions with necessary changes from Bhamaha, Dapdin and Vamana.

Therefore it is extremely likely that this verse Erﬂiiaa'q Feg(«i etc. is Bhoja’'s

own. One need not be troubled by the introductory words ‘ag‘im{’ which may
suggest that the verse is a quotation from another author. We have instances of

Bhoja quoting himself with the words ‘qg<H,’.
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Alarnkara; for Alamkara is a thing of beauty. Bhoja considers
this beauty as Vakratva, Vakrokti and Sobha and gives a
very significant interpretation to Dandin’s definition of Alarhkéra :

FEARNATRT FH ASTHT, TTE |

Herein lies the defence of the Alamkara school. I have spoken of this in
my paper on Kriyd Kalpa and Other Names of the Alarhkdra Sastra, pub-
lished in the JOR, Madras. (Vol. VIII. pp. 130-132). Taking the idea of
Carutva or beauty as essential from the text of Ananda, Abhinava elaborates
the idea with illustrations in his Locana on the third Uddyota of the Dhvan-
yaloka iny the following manner :

“ FIISAATRR—TEARIaqREd: | gafddr g 9 e o agRgs
&I, 7 Fed AeadAag | Sq R ‘g A oaw m@g: o (= f7)
CalideE:’ gfy 1 e BEIF (s A 2R) aREE | X X X X TIRIE | T AaAl
FEI9IRNR 1 Locana, p. 210.

Appayya Diksita emphasises similarly that expressions derive their life as
Alarmkaras by being graceful—Hrdya. Otherwise they are not Alarhkaras.

“ FAisir gezFR: FHGRIIRGTIOET TAAAT REATAERT 0T JASSHRAT
A | WEEa @ 3R A A gk q s
Citramimamsa. p. 6.
This has been pointed out by Dr. S. K. DE also in the Introduction to his edi-
tion of the Vakrokti Jivita. pp. xlvi-lvii. The truth has been realised by Bhoja
and by Abhinava as the texts above quoted clearly show. Hence it cannot
be contended by Dr. DE that Sanskrit Poetics and the study of the theory
of poetic figure owe this idea and its importance to Kuntaka. (p. xlvii V. J.
Introduction) But it can be accepted that new importance and new enthu-
siasm for Vakrokti in the post-Ananda period are due mainly to Kuntaka and
his V. J. Bhoja takes up the Vakrokti from Bhimaha and Dandin, inde-
pendent of any other writer and without any knowledge of Kuntaka. Bhoja
and Kuntaka were writing at the same time and it happens in the history
and destinies of ideas and subjects, that, at different places, different scho-
lars happen to work at the same idea. The current of Vakrokti coming
down from the hill of Bhamaha had two courses. There is one culmination
in Bhoja and another in Kuntaka. Regarding Kuntaka and how he deve-
loped the doctrine of Vakrokti or Vakratd as the life of Poetry, there is
little need to devote any part of this study.

Though Bhoja definitely put down Vakrokti as a general name for all
figures beginning with Upami, he retained the substance of Bhimaha’s
conception of poetic expression as Alarhkdra to which also Bhoja applied
the name Vakrokti. To avoid confusion Bhoja restricts the word Vakrokti
to the minor sense of figures Upama etc.,, and generally applies the name
Alarhkara to the larger concept. The use of the word Vakrokti in the larger
sense is only rare in Bhoja. Elsewhere however Bhoja uses the concept
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and name Vakrata in the larger sense of poetic expression as suct;, forming
the very distinguishing mark of Poetry. It seems that Bhoja turns back
to concur verbally also with Bhamaha. It is surprising how Bhoja’s stand-
point agrees so remarkably with- that of Kuntaka. We shall now examine
this aspect of the question.

It is in connection with Dhvani, and this again is strange and suggest-
ive, that Bhoja talks of Vakratid. Bhoja holds Dhvani as a variety of
Tatparya and also as the poetic counterpart of the prosaic factor of Tat-
parya. The intention of the speaker in ordinary affairs and expressions is
called Tatparya whereas the same, as far as Kavya is concerned, is called
Dhvani. He says ‘qgraifg g=ifq safea 7159 > and a perusal of the section
on Bhoja and Dhvani will elucidate the point. Bhoja asks himself :
wherefore this classification of expression into two kinds, Laukika and
Sastriya on the one hand and poetic on the other? He speaks of Vacas,
ordinary expression, and as against it, of Kavya. He does not say that
Dhvani marks off the Kavya ; for, he considers Dhvani as part of Tatparya
and as obtainable in ordinary expression also, Dhvani being only another
name for Tatparya. Then, what is it that Bhoja finds out as the element
which distinguishes the poetic and the non-poetic expression? He says
that beauty or poetic charm called Vakratad distinguishes the two. In the
ordinary speech there is a blunt straightforwardness in expression and there
is no regard for beautifully saying things. The manner of saying things in
a beautiful and embellished way is discounted and is considered as an
extravagance. When, of course, one praises or abuses, he heightens or low-
ers and resorts to his powers of praising or damning by the power of his
expression. Literary expression now results.

“—qrerd, 7eT FIAY MR afafz | agwy
‘ARTAAT FAE AW T
F: QAT HETTAAN STEAETITE B ¢ T=a7—
IZE 9: WS A% T T 7T Jq)
3% A3dEI3 qe7 FEARfA
Sr. Pra. Vol. 1. p. 427. chap. VI.
Again, at the end of his treatment of Dhvani, Bhoja says :
“: ga: FYTAY: AEATIA: FAG: ¢ AR qUER—
J39% 99: A S1F 9 9 0T g |
T 33MARE! a8y FEIMEQ i |
: Sr. Pra. Vol. 1I. p. 42. chap VI1I.
This is almost a definition of Kavya in terms of Vakrata or Vakrokti and
in this respect, Bhoja would use Vakrokti or rather the name Vakratva in

the sense of Bhimaha's Vakrokti, comprehending all the three Uktis of
Svabhdva, minor Vakra, and Rasa. Thus Bhoja has a major and a minor
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Vakrokti and corresponding to the two, a major and a minor
Alamkiara. The conception of two Alamkaras, the major one
meaning Saundarya or poetic beauty, and the latter minor
Alamkira meaning only figures like Upama3, corresponds to Vamana's view.
In Bhoja’s opinion Dhvani as such does ndt distinguish Poetry so much as
this primary Vakrata without which Kavya will only be mere Vacas, and
as noted earlier, even Alamkaras cease to have any right to deserve that
name. Therefore even Dhvani will cease to be poetic when it is not the.
case of an expression which is essentially beautiful. This insistence on an.
essential and primary beauty lying at the very basis of poetic expression
is accepted by Abhinava also. This has been pointed out by me in the
paper on Kriya Kalpa. With regard to Dhvani, Abhinava says that even
Dhvani has to be beautiful.

“Asd ¢ |E ag: (AT FEIEGAT SN X X X X X INREFRIAAGRL-
TRTAANCET R AAACAN 37cAl Heqeqaeqag: 1”7 Locena. p. 17.

“—3« galy 7 FAAgTaAsiT qa1 syagw: 1”7 [bid. p. 28.

This Gunalamkara-aucitya-saundarya of the S$Sabdartha or the S$arira of
Poetry is held by others as comprehended in the composite concept of
Vakrata, Vakrokti or Alamkara. This is a strong point for the Vakrokti
and the Tatparya schools of thought and a somewhat weak point for the
Dhvanivadins. Take for instance the implication or the suggestion of a
prohibition from an expressed injunction—Nisedha from Vidhi—as in the
well known Gatha, g yfiger etc. The Dhvani-theorist who refutes the
Laksanavadin stresses this as the chief point everywhere that Dhvani can-
not be Laksana, since in the latter, the primary sense is incompatible where-
as in Dhvani, the primary meaning also is acceptable and as such forms
part of the intention of the speaker. If the cleverness of the lady of the
Gatha speaking to the pious man is the point in the verse, if her clever
speech is of importance as much as her final intention of preventing him
from frequenting the banks of the Godavari, if much, if not all, of the
poetic beauty of this Gatha is due only to the way in which the clever lady
told the prohibition in the form of an injunction, if the primary semse also
matters, the ground is let to the Vakrokti-vadin who considers the out-of-
the-way, strange and beautiful expression, Vakra-Ukti, as such, as the life
of Poetry ; and Dhvani as one of the many elements helping this Vakratd
or resulting from this Vakratd. $Sri Harsa, the poet, makes this * reconci-
liation ”’, if it can be called so, between Vakrokti and Dhvani, in his own
characteristic way of introducing Sastraic ideas into his poem :
frnraey fRfry Ssuan
g I @F A Fehal |
A e fhe s
ﬁmﬁm ATFC N N. C. IX. 50
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As one of those following the ancients and as one who emphasises the
expression-aspect or the form in the terms Alarhkdra and Vakrati, Bhoja
considers Dhvani also as an embellisher of expression ; as the Guna called
Gambhirya. (Hence Dhvani is an Alamkara ; for, Bhoja holds all the Gunas
as Alarmkaras.) And Rasas also are taken as Alamhkdra by Bhoja. Thus,
Rasa, Dhvani, and everything go to make the beauty called Vakrata that
is Poetry. So Bhoja will accept Dhvani and will consider it as holding
a supreme position in Poetry, sgfaig #eg, but he will at the same time
emphasise Vakrata.

BHOJA AND KUNTAKA

There are many similarities between Bhoja and Kuntaka. First of all
there is agreement to a notable degree regarding the concept of Vakrokti or
Vakratd considered as the life of Poetry or the very distinguishing mark of
Kavya. In Bhoja, however, there is but a verse on this Vakrata ; Kuntaka
works out the idea into a whole work. Kuntaka defines Poetry as Sabda
and Artha in unison and set in Vakrokti.

Fegd! afkdl aEREIsATEniet |
a7 sqaferar = afgEmeeRt a1 7. V. ]

2. Bhoja will not deny that his Vakrata which distinguishes Kavya
from Vacas, is synonymous with Alamkara. He classifies this Vakrata or
Alamkara into Gunas (Svabhavokti), Arthalarhkdras (Vakrokti in a res-
tricted sense), and Rasas (Rasokti). Kuntaka is a similar reviver of the
old Alammkara. His Vakrokti which is of six kinds is equated by him with
Alarhkdra. He says that there are only two factors in Poetry, Alamkarya
and Alamkara ; the latter is Vakrokti.

FIAAIASTFI: FIsqqal fefrggy L 2. V. T
IAEEEEE| At JNSTHR: |
IR Azl abfeag o L 10. V..

To Kuntaka also, therefore, Dhvani which comes under certain aspects of
his Vakrata, is Alamkdra. Kuntaka says actually that Gunas also are
Alarhkaras.

“ JFTENTSE: TAET AMRIIFRET, Feaaqr F2FIRg aqd, donl-
Reamag, IRy, 9839 7 aeqeqy qog— 1”7 — V. J. p. 3.

Though Kuntaka expressly refutes at length the older view that Rasas are
Alarhkaras and accepts mostly the new ideas on Rasa, as on Dhvani, he
treats of Rasa as if it is also part of Vakrata, the poet’s peculiar mode of
expression, as part of his Vastu vakrata. III, 7, pp. 150-3. On the surface
one must say that Kuntaka differs from Bhoja, for, while Bhoja follows
Bhamaha’s and Dandin’s view of Rasa as Rasavad Alamkdra, Kuntaka
criticises Bhamaha on this point. III, 10, pp. 156-166. He holds Rasas as
Alarhkaryas. But Bhoja and Kuntaka agree in the main that Poetry is
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distinguished by Vakrata ; that Vakrokti or Vakratda means Alamkira in
general and that Gunas and Dhvani also form part of it. If one can grant
that anything coming under Poetry is directly or ultimately a manifesta-
tion of the poet’s Vakra vyapara or Vakratd according to Kuntaka, and if
all Vakrata is, as Kuntaka himself says, Alarmkara in a general sense of the
term, he can see that Bhoja and Kuntaka completely agree with each other.
Bhoja brings under Sabdalarnkadra the proper choice of the form of compo-
sition, of appropriate language, of appropriate medium of verse or prose,
the adopting of the proper Vrtti and Riti etc. Most of these are generally
comprehended in one or the other of the sub-varieties of the six kinds of
Kuntaka’s Vakratad. Any element of poetry, Riti, Dhvani, Sabdalamkara
or Guna, Kuntaka must deal under some kind of his Vakrata.

3. Another point of striking similarity between Kuntaka and Bhoja
is that they both recognise the factor called Alarhkdra of ‘ Prabandha”.
Bhoja, it will be explained at length in the Alamkara section, considers that
Gunas and Alamkaras are of two kinds, those of Vakya and those of Pra-
bandha. He gives a set of Gunas and Alamkaras for the work as a whole.
This corresponds to some aspects of Kuntaka's Prakarana vakrati and Pra-

bandha vakrata. Thus the second aspect of Prakarana vakratid given by
Kuntaka

RIS FERETAE |
FAASTIIEET IR AT 1
corresponds to what Bhoja describes as Prabandha dosa hdna, avoiding the

Anaucityas in the source by new imaginative creations and deviations from
the original. Sr. Pra. chapter xi.

Then Kuntaka gives giqonmmsmmangaizFaig as a Prakarana vakratd
pp. 225-6. Bhoja similarly speaks of Suélista sandhitva (gf‘mf‘:a;qq\) which
is explained with reference to Mahakavyas as the unity and the mutual help
between the various cantos and subject-divisions forming part of the one

unity—Ekavakyata and Prabandha-upakaritva. P. 431, chapter xi, Vol. II.,
Sr. Pra.

Kuntaka explains his Vakrata with reference to Kavyas also in IV. 9.
(P. 231).

“ FARRSIAE g atwEaT 9 |
F3gs ghEeaiR: A AEea 0

“ i AT ARA AR | TASHISIRIROT AEIFEATIY: ITURTI-
ey 3w

Bhoja considers these as Artha-alarhkdras of Prabandha.
“ FRpIARSEEETATEaY | wgUERI R RIIRIgaIRaay, -

ARFFALEIITEARANAG, ATATAOEAAIANRETOY, T GRASH ISHY-
qma[qmaﬁauhﬁgqqhgm; 1> P. 431. Vol. II. $r. Pra.
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The next Vakratd of Prakarana in Kuntaka is about Rasa, the Angin
and the Anga, chief and accessory. IV. 10. pp. 232-3. Bhoja considers
this as an Artha guna of the Prabandha and calls it “ Rasa bhava niran-
taratvam.” He explains this as richness in emotions. The one main
interest of a single Rasa is like eating one kind of dish continuously ; it
produces Vairasya ; therefore there are to be many subsidiary emotional
interests.

“ EAARGEIEANETT @AFNANY FEHENIIEAT AFET TRIAGT X X
X X X X X
AFIRIIHGET JI=TeNT SeegmnFdfa | 7 p 432. Vol 1L

Another Vakratda of Prakarana is explained by Kuntaka as the introduc-
tion of episodes.

qqiAgEgeTed aEaraUERdl |
TANFER @ qITerEr aFar o Pp. 2334 V. .
This is taken up by Bhoja under two heads : gqgmFaIfFsqay and FAT=qU-
gymay, two Ubhayalarnkaras of Prabandha. (p. 443. Vol. 1I. §7. Pra).
Another feature of beauty in a work is the introduction of a drama
within a drama. Says Kuntaka :
FIRCTFATEI T €T FHERNOAH |
qagaraaIETEST TR awRaE 4 P 235, V. .
Bhoja counts the same feature as one of the items of his Ubhayalamkara of

Prabandha—agizsfg (p- 422. Vol. I1. $r. Pra.). Both Kuntaka and
Bhoja cite the same instance of the drama within the third act of the Bala-

rémayana called Sitd svayarvara, ot weamndas: etc. (IIL 12).
The last Prakarana vakratd prakara spoken of by Kuntaka (p. 236)

is the well-knit expression of the plot in a drama or in a story, through
the successive stages of the development of the purpose in the Sandhis.

gaat~IgaERaEEa=ge
qRieRIgaEAT (Em ) & ffa3smg
Bhoja has, corresponding to Kuntaka's phrase ¢ gfegrama-gey > the phrase

‘ grymwguERa girqaggaar’ (p. 411 Vol. I1. Sr. Pra.) and corresponding
to this Prakarana vakratd, Bhoja has the Ubhayalamkara dAFfRrgramIE

FElqFeqay ” (p. 431.) The Sabda guna of Prabhandha called Suiliste
sandhitva also refers to this (P. 431).

The last kind of Prabandha vakratd in the text of the V. J. (as now
available in Dr. DE’s Edn.) refers to the Vyutpatti derived by a spectator
or a reader, the spiritual, ethical, or the social end.

AgNaRfAs AT TR, |
wESEaET gqwmted gwarn V. J. p. 245.



BHOJA AND VAKROKTI 129

This Bhoja calls as the Mahavakyartha which helps man’s attainment of
the four aims of virtue, desire, material prosperity, and spiritual salvation.
Bhoja holds this Mahavakyartha as a transformation, Viparinima, of the
Sabda Brahman.

“ g TFIOAIMRITTAT AT ITRATERRE T, qidasd, 4
Ty sRiRfafiaafeaidT Seiey, @ awairead agdiTdg: o) ag-
T wdgel RaimaamfiRuay, wae sl 3=ad |

sqau: AY T FEEAE WA |
IO (AT o FRNTESR 0
FEaE IFedE fgamagdm |
=4 Q1 FEAMTEASET TAgB[: 7 0 (Vakyapadiya).
P. 143. Chap. VIII. Vol. II. Sr. Pra.
Of this Mahavakyartha, Bhoja speaks at greater length in chapter vi
(Vol. I, p. 407 onwards) :

“gd ff TIFT RMTIIRE UEER | x X B agEi amamiilRea
e | THET [Tq0at rend: aamafadisl aarrdsgza: 939:, e /I
AfTEsIa: JRFIRSRMAIST qaiET 398 | qeTd (guat ed , SRR A

., THAgad, 9 a0Es., 3”7
He speaks of this twice again in his two Prabandha-features—

‘agatweITEy’ and ¢ FfafaSgegeaigaay * p. 430. Vol IL
a Prabandha gupa and a Prabandha alarhkara.

“ JPAGSATARANT FAW TAAHEAT, § T TEl: SqEdl q1 FIAAT-
YRR FREARIR FIE gt gy 2 p. 431

“RTRIIATRFAT § I AR SoRSEEA QadeteRTda
FRTO QT Weqw, 7 SMAdf gaRafy 17 P 432

4. Another important concept on which Kuntaka made a valuable con-
" tribution is Sahitya. It is again remarkable how, almost at the same time, the
same concept possessed another writer and clamoured for definition. Bhoja and
Kuntaka are the two most important names in the history of Sahitya, which
have been dealt with in the section on Sahitya. Here it is necessary to point
out only a few facts of similarity regarding that concept between Bhoja and

Kuntaka. Both start with Bhamaha’s definition—grzrqt afedr #eam 1 Se-
condly, Bhoja analyses this Sihitya between Sabda and Artha into twelve
relations, eight of which are grammatical and the last four of which refer to
poetical relations. If we leave aside the first eight and take into consideration
the last fourfold literary Sahitya in the shape of avoiding of flaw, taking
of Gunas, adding of ornaments, and securing the eternal presence of Rasa,
we can see that Bhoja will not refute us if we equate his Sahitya with Alarh-
kidra. For, to Bhoja, Gunas, figures and Rasas are all Alarmkdra. Similar
is the case with Kuntaka’s Sahitya. Though Kuntaka describes Sihitya in
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his own way, it can be contended that his Sahitya also is a kind of Vakrata ;
and Vakratd, we have already pointed out, is Alarhkdra. In Poetry, Kuntaka
says, there are, to begin with, three factors—Sabdartha, Sahitya and Vakrata.
Sahitya can be merged in Vakratd and finally only two categories remain,
Kavya which is Alamkarya and Alarkara which is Vakratd. In I. 17, which
defines Sahitya, Kuntaka gives it as #fg sgfegfy: and in the Vytti as

HRT FFtaaTaaed, afgesgrmang wafi 1 ”  p. 27.

Thus there are many points of similarity between Bhoja and Kuntaka,
two great writers of the post-Ananda period, who accepted Dhvani and
Rasa, with all their supremacy, but took up the old concept of Alarhkira
and Vakrokti and elaborated systems out of them. But there is a good deal
of difference also between the two writers. In the concluding part of
chapter vi while dealing with Vakyartha, and in the middle of chapter xi
while beginning the treatment of Prabandhas, Bhoja considers the signi-
ficance of the names of works like Janaki-harana, Kumara-sambhava, etc. In
the former context at least, there is some amount of literary treatment of
these names as giving to us the idea of the poem, the Vakyartha. But in
the latter context i.e., in chapter xi, Bhoja goes into these names as a gram-
marian enquiring what Samasa is involved in them. Compared with these
two treatments of names of works, Kuntaka’s Prabandhavakrata referring to
the significant and beautiful titling of a composition, exhibits greater literary
value.

Sedt FEgY AT FoT FAM AFHAH |
SqFRREAEETET gea &0 V. [ IV, 24
See also Vrtti on p. 243. V. J.

In the same manner Kuntaka’'s treatment of S3hitya is very much superior
to that of Bhoja. Kuntaka relegates the question of Pada, Vakya, Artha,
Tatparya etc., to an alien sphere and considers in his work Sahitya from
a purely poetic standpoint. Again, Bhoja has devoted chapters to a considera-
tion of Sabda and Artha and his treatment of these two is purely grammatical.
Compared to it Kuntaka’s treatment of Sabda and Artha in the definition—
Sabdarthau sahitau kavyam—contains very beautiful ideas of great literary
value, V. J. 1. 8-9, Pp. 14-22, Sabdartha paramérthya.

To return to Bhoja and Vakrokti : the only Siitra-like verse of Bhoja
on Vakrokti as a ‘ definition’ of Poetry is the above-referred to verse

IEaF 99: W AF T 9T @ ad |
I% F3HARE! qer FweAtmty h: |

What exactly Bhoja comprehended under the ‘etc.’ in the word ° Artha-
vadadau’ is:not known. Arthavada, Bhoja defines elsewhere in the midst of
the several Vakyadharmas, as praise or abuse and turning the idea to suit
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either. Anyway, an Arthavada is an exaggeration this way or that, an
Atigayokti.’

“ ggfafmIdAfITfREaE: | qaa—aArsarss:, genfeh gonfa 1 g
&gdi—
FAAT AWG AT qC SRR |
3 daagrdia YaaIE aggm

91 1 A=EH—
ani e Fer a9 Jafad Ao
WIFR: FId F AR FeIa: |
Vol. 1I. p. 156. Mad. Ms. Chap. 9.

This kind of approach to Poetry seems to correspond to what Rajafekhara
records as Yayavariya's opinion that in Poetry things are not what they are,
but what they are to the mind of the poet or of the poet’s characters—
Pratibhdsa nibandhanam (pp. 44-45 K.M.) and as the opinion of his own
wife, Avantisundari, who says, “there is no constant nature of things, so
far as Poetry is concerned ; for, the poet’s artistic mind and the poet’s turns
of expressions conceive of things in all sorts of ways.” The scientific nature
of a thing which is the fact does not matter for the poet ; he makes things
good or bad by his conception and expression ; he praises the moon and
calls it the ‘ nectar-rayed’ ; and if he has to say against it, he calls it ‘dosa-
kara.’

“ ¢ Rgrpifoafan@ag agat &9 9 Faeaan’ gfy safae=d | age—
 FEFEAIATST FAE: TMYNERRIAT F7 |
QgafAaaegaaigh-g fM<eg Qmame ga: v 7 P 46, KM.

This can also be compared to what Yayavariya says on p. 25 that in Poetry
there is no question of things being true or untrue, Satya and Asatya. It is
all one Arthavada.

“armey A frEa F1oT JEg WASATAR: |
g & gt HRFEAR gal 9 ;A T AF T 07

This verse throws some light on Bhoja’s brief utterance on Vakratai,
Kavya and Arthavada. Even in Veda, Sastra and Loka, cases of Artha-
vada are cases of Poetry. By the efc.—Adi—in the statement ‘ Vakram yad
arthavadadau’, Professor S. Kuppuswami Sastri suggests that Bhoja may
mean Mantra, the Stotras and descriptive Rks, since they form Poetry. But
the word Adi seems to me unnecessary and Arthavada, by itself, seems to give
some kind of definition of Poetry. In Arthavada, we cast away the face-
sense ; and so also in Poetry. We take the intention or the real sense which is
either Stuti (Praise) or Nindd (Condemnation). In Poetry also, there are

1. Cf. Bhixﬁaﬁa’s idea that all poetic expression involves AtiSayokti. Bhimaha
11, 85, Dandin II, 220 ; Ananda III. Pp. 207-8.
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only two facts—heightening of objects and lowering them, Utkarsa and Apa-
karsa, according to the context or the theme, Artha and Rasa. Says Mahima
Bhatta also :

fer SeraiTEaTeAT EarAsaT @ FIGR |
azig FAAseEA ggaean V. V. p. 83. T. S. S,

Ratne§vara, commentator on Bhoja’s S. K. A., as has been already
proved, is acquained with Bhoja’s §r. Pra. well. He explains somewhat
Bhoja’s notion of Vakrata. He quotes this Anustubh kiérikd of Bhoja on
Vakrata, namely, Yad avakram etc., in his commentary on the S. K. A.
Bhoja has a ‘flaw’ among his Dosas called Aritimat which is the reverse of
the nine Gunas, Slesa, etc. One kind of this Aritimat is the reverse of the
Guna of Audarya—Audarya viparyaya—which Bhoja describes as Analam-
kara.

“geg QPERE SRERr Fed:
T TRABTRIAGTHRAR [g: 1
Vrtti ¢
aftgagEeian wgashRumgER FemmeEgs asragaRedy — 7

S. K. 4 1 p. 30.

Here, in the word Analamkéra, the name Alamkara is used to mean the com-
mon, minimum, or prime requisite of beauty necessary for making any utter-
ance poetic. Bhoja uses the word in the very general sense in which he
uses it when he classifies it into Svabhavokti, Vakrokti and Rasokti. A
similar instance of Bhoja’s use of the word Alarhkara in this wider sense is
Bhoja’s Vakyartha Dosa called Niralamkara. Under this Dosa also, Bhoja
emphasises the same point. Any expression to be poetic must have ‘ Alarh-
kdra’ ; otherwise it is bald. RatneS§vara, while commenting on the Audarya
viparyaya, explains this point. He says that without Vakrata there is no
possibility of Poetry. Thus run his comments :

 “geg QIRR | FEATWUIARE TCHN: THRAT T 7 &
FAT FEATIEANIE: | TER—
‘79 (3 ) 7% 9T WH A% T T UF qq|
T JEGUAE @ FEIAR gh o’ (Sr Pra)
TAAISEHRIATIETA  FHSTHFRAT HINAR—ATSTHR 1., TFAZEN

g (T ) smed speafa1” P30S KA

Ratne§vara has here quoted the verse of Bhoja on Vakratva, ‘ Yad avakram
etc.,” given by him twice in his §r. Pra. The context in which Ratne$vara
quotes it and the purpose for which he quotes it make the meaning of the
verse pretty plain. Ratne$§vara says that Alamkara signifies the prime essential
element of beauty and is synoymous with Vakratva which is the condition
that makes for Poetry—K&avya riipatd prayojaka; and it is to supplement
this that Ratne§vara quotes the Kariki of Bhoja on Vakratd from his
Sr. Pra.
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The Karika as quoted by Ratneévara, reads in the first line g a=wd_ for
gzaEy  and is a clear mistake. In the last quarter there is an insignificant
change: g3 for gex and »fy: for ¢gfy:. But a really noteworthy change
is in the third quarter which ‘substitutes the word ‘ Anurdgadau’ for ‘ Artha-
vadadau’. Perhaps both mean the same thing. Anurdga means love and
consequently praise and by ‘ Adi’ is meant Dvesa or dislike and consequently
abuse. Thus ‘ Anurdgadau’ also we may take as meaning Stuti and Ninda.!

Under the Vakyartha dosa called Niralarnkara, Ratne§vara explains
Bhoja in the following manner : Without Vakrata, there can be no Alam-
kiara, hence no Kivya. Such Vakratd is the product of the poet’s genius
and is delectable to the Sahrdayas. Even Svabhavokti has got this Vak-
ratd ; hence it is that Svabhavokti also is an Alamkara. But there are bald
utterances like  ‘arysy gStge:’ Which do not come under Svabhavokti or
Jati, being devoid of Vakrata or Alarhkara. Such cases of ‘baldness’ form
the Dosa called Niralarmkara.

“ IFABTAFSSTENGAAT 7 SN FLSTFRMTTA | X X X

Tl FAEASTERT TRTATEIT | X X X EA&T TAHRBEAIAATHTTE-
T & q3T ASTFRFFACIAT | X X X

F4 Afe TRATAMMEIEGS T WEFETG 9T X x X X TFERE
TRATATATHOT SITAE: SR TRETN; 38 g & 97| Fieg W09 TART A A
sfy arFad wa gw: 17 P.38.S. K. A Vya.

The previous instance of Audarya viparyaya or Analarmmkdra emphasises
Sabda vakrata as essential and this Vakyartha dosa of Niralarhkara, Artha
vakrata.

Earlier also, while commenting on the opening part of the flaw Aritimat,
Ratne$vara has some introductory remarks where he points out that the
nine Gunas, Slesa etc., secure the requisite Vakrata without which an ex-
pression cannot be called Poetry.

“ uAg, (ANITERE ) T FHETAT, A Feqeqa aud |’ P 24.

Both Bhoja and Ratne$vara follow Vamana on the difference between Gunas
and Alarkaras. In the larger sense of the term Alarhkdra as Saundarya
or Kavya-Sobhakara-dharma, Gupa also is Alamkara. But Guna is a neces-
sity, Nitya ; and Alarmkdra or figure like Upama is only optional, Anitya. In
the absence of the former, there is no Kavya ; the latter is only to add addi-
tional grace. Thus the basic beauty or Vakratid is due to the Gunas. This
Vakratd increases by addition of Alarhkiras like Upama. Hence it is, by
the way, the reason why Vakrokti and Alamkara though they mean Guna also,
mean, par excellence, figures like Upama which add the more easily per-
ceptible Vakratva.

1. There is also the third state of Madhyasthya which means neither Praise
nor Abuse. See Palyakirti’'s view on p. 46 Rajasekhara’s K. M.
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Under the Sabda guna Sam@dhi, RatneSvara explains Vakratd as un-
derlying Saméadhi.

“gra R0 g | |@vgEE T adn, amfmEH—1” P 54.

Under the Artha-guna, Slesa, Ratne§vara takes VAmana’s Kautilya as
Vakrata.

“ T BT SRR JEFAT | ST AT FATAAE 1 7
P. 63.

The second sentence is a paraphrase of Bhoja’s dictum that Kivya and Vacas
are Vakra and Avakra.

Again under the Guna, Samata of Artha, Ratne§vara remarks that
Vakrata is absolutely essential.

“ gEdT AT ORMOPEAIAY ST Y addad: # faRm: ey 7 P 64,
On the VaiSesika guna of Analarhkéra, he says :
“rgmas FHRad qandar. . P 109

Under the VaiSesika Guna, Niralarhkira, RatneSvara straightly puts
Vakratva as Alamkara.

“—HeT A ASTHT M1 X X AT Fokan FFRE T’ P 109

The Vakrokti-alamkara.

Side by side with this larger concept of Vakrokti, which meant poetic
speech and Alarhkdra in general, there must have been a kind of poetic figure
of this name involving clever dialogue turning on ordinary and word-split
(Bhanga-§lesa) puns. We do not meet with Vakrokti as a special figure in
Bhimaha and Dandin, both of whom use the word as a common name for
Alarhkidra in general. But, when Dandin says that in Vakrokti in general,
Slesa adds charm, he seems to minimise the scope of Vakrokti; for it is not
all kinds of Vakrokti that involve Slesa. But much cannot be made out
of this remark of Dandin, who simply says that Slesa is an element which can
beautify many other Alarnkéras. In theoretical writings, it is only when we
come to Rudrata that we find the first writer who gives the smaller Vakrokti.
Rudrata never speaks of Vakrokti as a name of Alamkara in general. He
gives a Sabdalamkéra called Vakrokti, which is a dialogue involving intona-
tion cleverly employed to change the meaning and another variety of the same
which employs word-split pun. (II. 14-17). The variety employing Kiaku
soon ceased to be considered as an instance of Vakrokti and Rajasekhara cri-
ticises it in his Kavya-mimamsa. In Ananda’s time, we have poet Ratnakara
writing his minor poem Vakrokti-pancasika, which contains Vakrokti involving
Bhanga-§lesa, one of the two varieties of Rudrata. Mammata accepted
Rudrata completely and gives both the Bhanga-§lesa and Kaku Vakrokti in the
Sabdalarhkara section. Hemacandra, following R&ja$ekhara, refuses to accept
Kaku as a variety of Vakrokti; as follower of Ananda, he places Kaku
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under Gupibhiita-vyangya and accepts only Bhangaslesa-vakrokti as a Sahda-
lammkdara. Mammata has added Abhangaélesa also to what Rudrata gave
and, on this point, Hemacandra follows Mammata. Ruyyaka accepts
(p. 175) Mammata’s position and gives both Slesa and Kaku Vakroktis, though
he takes them over to the Arthalammkara section. Ruyyaka decides the future
for this Vakrokti ; Vidyanatha follows him (p. 296. Bala. Edn.) and so also
Appayya Diksita. Viévanitha however chooses to follow Mammata com-
pletely in retaining Vakrokti as a Sabdalamkara.

Thus, after the time of Rudrata, the word Vakrokti was signifying both
the particular poetic figure of Sabda or of Artha, and the general concept of
Alarhkara as such. It is likely that, as a name for that kind of dialogue in
which one outwits another by word-split puns, the history of the word goes far
back into those days of Poetics of which we have no work left to us. It is
very intelligible how this kind of speech came to be called Vakra-ukti, crooked
speech. How by BhAmaha’s time the name Vakrokti came to mean Alarhkara
in general, so much, that we do not see any trace of the particular figure going
by that name, is not known. But it cannot be settled whether Sabdalamkara
Bhanga-§lesa Vakrokti expanded into the larger Vakrokti or the larger
Vakrokti of Bhamaha and Dandin sank to the level of the mere Sabdalarhkara
of that name in Rudrata. In the Dhvanyaloka of Ananda, Vakrokti as mean-
ing the larger common name of Alarmkara, is met with in Ud. II. Ruyyaka
says that the word means both :

“ gEIFRIAT ASTERATGTIANST 38 Jozaay gfgg: > P 177
and Vidyanatha also says regarding the Vakrokti-arthalamkara :
‘ Ifhamed FAAENIAT ERMegaNEE gaieEe fea . P 296.

In Bhoja, we meet with this smaller Vakrokti meaning a particular poetic
figure also, alongside of the larger concept of that name. Bhoja, in common
with Mammata, follows Rudrata in accepting Rudrata’s Vakrokti as given
by him as a Sabdalamkara. But Bhoja makes it a sub-variety of a new
class of Sabdalamkara constituted by himself. All instances of Vakrokti, as
seen in Alamkidra texts and in such examples of it as the Vakrokti-paficasika
are dialogues and this element of dialogue is taken and made a major type
of Sabdalamkéra called Vakovakya by Bhoja.

Stsegfnae, a alaE faggan 1 11 143 p. 252 S. K. A.

One of the six varieties of this dialogue and repartee called Vakovakya is
Vakrokti. Bhoja accepts only the Slesa variety of Vakrokti of Rudrata.
The Kaku variety he has separated ; Kaku by itself is brought under another
Sabdalarhkdira called Pathiti by Bhoja, which is more intelligible. (P. 164,
S. K. A.) Slesa-vakrokti is divided by Bhoja into two kinds—Nirvyidha and
Anirvytigha. The former is sustained Vakrokti running to the end of the
verse ; the latter is not so sustained. Bhoja cites Rudrata’s illustration for
Slesa-vakrokti for his Nirvyadha variety. S. K. A., P. 253.
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Thus in Bhoja’s work Vakrokti means :—

(1) Alarhkara, Vakrata, the characteristic poetic expression in general ;
the very definition of Kavya.

(2) One variety of no. 1. That is, the Alarhkdras beginning with
Upama. The two other varieties are Svabhavokti and Rasokti. These three
comprehend the whole realm of poetic expression.

and (3) One of the varieties of the Sabdalarhkara called Vakovakya.

Vakrokti and the Laksana vrtti

In the history of Vakrokti, Vamana holds a striking position, standing
somewhat aloof with a singular opinion. Vamana is the first writer in whose
work we meet with the term Vakrokti with the restricted sense, as the name
of a particular figure of Artha. Vamana holds a position altogether different
from that of Rudrata who, though he also gives Vakrokti only as the name of
a particular figure, gives it as a Sabdalarhkdra. Vamana gives it as Arthalar.-
kdra, involving similarity, Upama ; an Arthalammkara which is the sam: as
Dandin’s Samadhi-guna, being based on the transference of attributes of one
to another on the basis of similarity. grzzgmegom a=ifw: | IV. iil. & Vamana
definitely says that it is only Laksand based on Sddrsye, similurity, that is
Vakrokti and not those Laksanas based on Samipya etc.

“ggfy & MaraT SEAN ; 7 AERAGET TRGRE | X X STEEE N
g s | s 12 Pp. 130-1. K. A. Sa. and V7.

But writers who want to bring all cases of beautiful poetic expression under
Vakrokti will have to say naturally that not only Sadr§ya laksana but other
cases of laksana also form Vakrokti. If even non-laksana expressions,
Abhidhamiila dhvani for instance, have also to be brought under some kind
of Vakrokti, it goes without saying that non-sadrSya-laksanas also are Vakrokti.

In Bhoja’s Sr. Pra., there is a significant verse quoted by Bhoja on Lak-
sana in the beginning of chapter VII, which treats of Abhidhd, Laksana and
Gauni vrttis. While defining Laksana, Bhoja says

qghy-—
¢ s AnETd I ReEm=T |
a1 fagmEFERET IR o’
Sr. Pra. Mad. Ms. Vol. I, p. 429.

For those writers who recognise beyond Abhidhd only one Vrtti, namely,
Laksand and bring under it all the ideas appearing in the train of Abhi-
dha, and for those writers who hold all aspects of strikingness in poetic ex-
pression as Vakrokti, this verse in Bhoja is fully acceptable. It gives Lak-
sana as the very life of the poet’s Vakrokti. Bhoja simply gives the verse and
makes no comment ; he does not utilise it or expand it elsewhere in his work.
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As in the case of his other verse on Vakrokti, Yad avakram, etc., he leaves us
with a meagre Anustubh. What kind of Laksana, whether it is that based on
Sadpéya only or all kinds of Laksand is meant in this verse, is not easy to de-
cide. Perhaps Bhoja means by this Vakrokti, here, not Vamana’s Vakrokti based
on SadrSya laksana but the larger concept of Vakrokti which occurs so much in
his work ; and perhaps Bhoja says here that of all kinds of Vakrokti, i.e.,
Alarhkira in general, Laksana is generally a life-giving element, aven as Dan-
din said that Slesa generally adds beauty to all kinds of Vakrokti. At the
end of his definition and illustration of all the sub-varieties of the two kinds
of Laksana, named Laksana and Laksita laksand, Bhoja says that all
kinds of Laksana are found amply in poets’ expressions. Bhoja gives many
fine verses in illustration (Vol. II. pp. 14-18), many of which are found given
in the Dhvanyaloka as illustrations for Laksanamila-dhvani. Surely, of all
these, Sadréya laksana is the greatest but we can take that, in the above-
given verse, Bhoja does not mean a re-statement of Vamana’'s Vakrokti based
on Sadréya laksani, but seems to mean that Laksanas of all kinds are found
to lie at the root of all kinds of Vakrokti as a fecund principle.!

Under his Sabdilamkidra called Sayya, Bhoja gives a variety called
‘ miscellaneous '—Prakima Ghatana, S. K. A. pp. 159-164. Bhoja here speaks
of the presence in poets’ expressions of the Sabda vrttis of Mukhya, Gauni
and Laksania. While commenting on this, Ratne§vara quotes (p. 162) the
above-discussed verse on Laksand and Vakrokti. And he also seems to con-

1. The above-discussed Anustubh in Bhoja on Laksana and Vakrokti is intro-
duced by Bhoja with the words dgg. We do not know who its author is. Most

likely Bhoja himself is its author. The first line ‘aﬁﬁqtfnl%ﬂﬁ}fﬁé&iﬂﬁwa’
is not Bhoja's. It is Kumarila’s definition of Laksapa. On p. 242, Vol. 1I, in
a discussion on Gauna vrtti and Upacara, Bhoja quotes it, as also the definition
of Gauni vrtti with the mention of the name of their author, Bhatta, i.e., Kumarila.
It is likely, Bhoja took the first line defining Laksana from Kumarila and added
to it the second line giving Laksani as the Life of Vakrokti. We need not doubt
Bhoja's authorship of the second line and of the idea of Laksana as the Life ol
Vakrokti, just because of the words dghy introducing the verse. Elsewhere
Bhoja quotes his own verses with these words @g<hH. It must be noted that
accidentally we meet with in this verse the combination of the words Vakrokti
jivitam, which gives the name of Kuntaka’s work !

Saradatanaya who summarises Bhoja’s text on Sahitya, has this verse on
Laksana and Vakrokti in his Bha. Pra. on page 145.

FhTAAR g aeam=a3 | Jw fAeraasitasfad R

FIAFT FE7 FAE! a1 G | FEATOEHETE TR g Aorar 0
Saraditanaya illustrates the Laksand here by the expression ¢ mymf:g @gr:  and
this shows that Bhoja means in that verse all kinds of Laksapa. Bahuriipa-
miéra, who borrows largely from the $7. Pra. and the Bha. Pra., reproduces the above

from Siradatanaya. (p. 74, Mad. Ms. R. 4188.) He also quotes the verse of
Bhoja on Laksana as the life of Vidagdha-Vakrokti.
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sider the LaksanA meant here as the Jivita of Vakrokti, as not merely the one
based on Sadréya but Laksana of all kinds.

“ —I0 | qgHA—
‘ srfrdiAnET RS |
AN RgraamirRg T 0’

qr fgar-gar, staasegen T1”

Ratne§vara summarises here a part of the Sr. Pre. text on Laksana (from
Vol. I1.), giving the same illustrations as given by Bhoja.

That the Laksana in this verse described as the life of Vakrokti means
all kinds of Laksana and that Vakrokti consequently does not mean what it
meant to Vamana but means various kinds of poetic expression, is also prov-
ed by RatneS§vara’s comments on Bhoja’s VaiSesika guna of the Parusa dosa.
S. K. A. 1. 145, p. 114. Bhoja says that Parusa dosa becomes a Guna in Vi-
ruddha-laksana. Commenting on this, Ratne§vara quotes the above-discussed
verse of Bhoja on Laksana and Vakrokti (in a corrupt form), S. K. A. p. 114.



CHAPTER XI
BHOJA AND SVABHAVOKTI*

Bhoja’s treatment of Svabhavokti has something new to give us. Firstly,
on the nature of this Alarhkidra, some valuable information is gained even from
his S. K. A. Secondly, an original view and a new definition of Svabhavokti,
and a systematic working out of Dandin’s view of Svabhiava and Vakra Uktis
are available in Bhoj’s Sr. Pra.

Bhoja describes Svabhavokti thus in his S. K. A.

AATEAIG A A1 TN TG |

el RFiage S 598 |

sdeRid WAl IRTEd |

sraratu( f )4 afw &7 ar qiEwfews o 11 45

(The text of S. K. A, N. S. Edn., reads here wrongly mqﬁaﬁqfﬁﬁgqq\but
g ATt I aw &gy is preserved in a quotation of this verse by Bhatta Gopala
in his commentary on the Kavya Prakasa. T. S. S., p. 187, part II). In
the first verse, Bhoja defines his first Arthalamkara called Jati. Jati is
another name for Svabhavokti. ‘Jati’ might originally have referred to
“Class attribute ” which figures in a Svabhavokti. The name Svabhava-Ukti
or Svabhava-Akhyana emphasises the essential nature of the figure called
‘ Natural Description’. Bhoja’s definition gives a new interpretation to the
name ‘ Jati’. Bhoja says that ‘ Jati’ means the exact opposite of the logical
concept of class-attributes ! It means those aspects of things that result from
particular conditions, but aspects related to the essential nature of the things.
There are two ideas in this definition of Svabhavokti of Bhoja : one, attri-
butes which are due to the changes consequent on particular moods or con-
ditions— qrargeqg 7= 7w &7r—and two, these attributes must be of
the very nature of the thing—sgreest fagaivg: « We shall first examine
the second condition, namely, that the attributes shall be such as are bormn of
the very nature of the things. It rules out all cases of conceits and superimposed
ideas—Aropita. This is the most essential condition ; for it is the chief
and direct meaning of the word ‘ Svabhava’ in Svabhavokti. The action or
qualities described must pertain to them as theirs. Mammata emphasises
this by the word ‘Sva’ in his definition—

FEIReg R @fFETEiag | EaeeEmaan: | &9, 3%, g =17
Attribution or superimposition—agEa=y grIedR: and R, which

* Vide also the sections in this Thesis on Ukti, Alammkara and Vakrokti, and my
paper on Svabhavokti in the Indian Culture, Vol. V, pp. 147-165.
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result in AtiSayokti and Riipaka, are prohibited. Commenting on the above-
given definition of Mammata, Vidyacakravartin says :

“ e FRaRTAY: srfdeEn | o AR sreadar 1
p.336. T.S.S.

If something is added by way of comparison or contrast, we have no Sva-
bhavokti but we land on some Alamkira based on Aupamya or Virodha.
External ideas, our ideas of an object, or reflections on seeing an object,—
these again are out of the scope of Svabhdvokti. Ratne§vara clearly explains
this as the import of the words &y ey fmivy: in Bhoja’s definition.
Giving an instance of a poet’s reflection, he says :—

“zangEift JIRE oI, AA HME—EAET: T I €N
ggd: | ” p. 266.

Thus the main characteristic of the ‘ Natural Description’ is that it is purely
a Svabhdva vamnana, that the ‘Ripa’ described in it shall be ‘Sviya’ and
‘ Naisargika ’.

In the first qualifiéation, Bhoja makes out some new significance for the
word ‘Jayante’ from which ‘Jati’ is derived. His new meaning of Jati
here restricts the scope of Svabhavokti. Bhoja emphasises the word °‘ Ja-
yante '—* produced in certain circumstances’. As for instance, a horse may
be described as sleeping in standing posture in accordance with its nature.
The pcse, the attitude etc., in the state of its sleep constitute the *Jata-
riipa’ of the Avastha of sleep.

Why is it that Bhoja stresses this point that the attributes described in
Svabhavokti shall be those which characterise a mood or state of a thing?
His source and greatest Acarya, Dandin, has nothing like this in his work ;
Dandin simply says “ qrqraed g9« &€y’ —apearances of things as they
exist in their various states and actions. And things can never be separately
noticed, apart from their states and actions. It is not possible to find a
moment when a thing will not be in some Avastha and if we must really make
any distinction of the nature of things into that which is permanent and
basic and that which pertains to the moments, we can justify that distinc-
tion as of only relative truth.

Bhoja brings in his new emphasis on ‘ Jayante’ because he has to accom-
modate in his system Vamana’s Arthavyakti Guna, side by side with the
Svabhavokti Alarmmkdra. This is not the first or only case where, Bhoja fol-
lowing everybody and borrowing from everywhere, with a hundred hands, has
to artificially scheme out certain ways of adjusting all that he has gathered.
The second verse in the definition of Svabhavokti quoted above explains
Bhoja more clearly. In it, Bhoja points out that Svabhdvokti Alamkara is
different from the Gunpa called Arthavyakti. It is necessary here to note
what Bhoja means by Arthavyakti, what that Guna means really, apart from
Bhoja’s idea of it, how it is related to Svabhdvokti in particular and poetic
expression in general, and such other matters.
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In Dagdin, Arthavyakti is a Guna related to the other Guna of Prasida.
It has nothing in its nature which overlaps with that of the Alamkira Sva-
bavokti. Vamana's Sabda Guna of this name is identical with Dandin’s
Arthavyakti and so also is Bhoja’s. But Vamana has an Artha guna also
of this name and that also Bhoja borrows. Vamana defines his Artha guna
Arthavyakti thus :

FEF-FTACEFTAH adsgfe: 1 111 2. 13
FEqat WA @A T I, FE wdeiwh: 0
Bhoja gives the first verse given by VéAmana for illustration for his Artha-
vyakti guna of Artha and adds this definition of his own :
“ qdenlh: TTRTET AACFITG=IT | 7
“ 1 FYFEIRTET G IAFAEET I eTzEN IR gefh: 1 7
S. K. A. 1. p. 65. This ‘ vivid portrayal of an object’s appearance '— F&I&H[-
wfrchaa s what constitutes the essential mark of Svabhavokti. This phrase,

‘qegierae’ stands for Vamana's ‘ggzey ’ and is borrowed by Bhoja from
Dandin’s definition of Svabhavokti Alamkara :

ArArTES qIEET & GrEe oAt |
The idea that a ‘ Natural Description’ is poetic or constitutes Alamkéara only
when it is powerful, effective, and vivid is emphasised by every writer. Bana
says ‘FrfqrAreIr . A description of the nature of an object must not be
bald and stale. Bhamaha includes Svabhavokti also in Vakrokti because of
this very strikingness ; and natural description devoid of this vivid por-
trayal is dismissed by him as Varta having no Vakrokti or strikingness in
it.

T SEawET Aidleg: JifT FrEy afge: |

sy & wean ¢ quawat ggad o 1L 87, K. A
Close upon denying Alamkidratd to Hetu, Siiksma, and Le§a, Bhamaha gives
the above-given instance and says : Is this Kavya ? It is but ordinary speech,
or mere news. Dandin emphasised that Svabhavokti must have life and
must give us a vivid picture which will conjure up the object before our
mind’s eye. He stressed the idea in the single word ‘ Saksat'—‘gq q
fygoadfy>—on which Tarunavicaspati says : gigg. st Scag@a q&m:-‘-ﬁ‘i
Rudrata qualifies the general class of Vastava Alamkaras to which Jati belongs
by the attribute ‘ Pustartha’. This emphasises the need for the Jati to be vivid.

1. The Hrdayamgama interprets ‘ Saksiat’ as ‘ Avyajena’ and it is significant
in another way. It emphasises the other essential nature of Svabhavokti that it
must be the natural appearance and not the attributed, super-imposed, or con-
ceived form of a thing. This is the idea emphasised by Bhoja in the words—

g: ) fAgivy:  and by Mamrmata, by the word ‘Sva’ in the definition
TIfFI1ET etc. Rudrata emphasises the same by the qualifications ifaqdid, fagaw,
QT and 3B to his Vastava. K. A. VIL 10. In VIL 30. Rudrata says the
same thing again in the words ‘TN AAUT IARA: 1’
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It is this quality that is born of Arthavyakti. Arthavyakti, though it per-
tains to all descriptions of the poet in general,! is pre-eminently the life of
Svabhdvokti. Svabhiavokti without Arthavyakti, without °Vastu-svabhiava-
sphutatva’ in Vamana’s words, is insipid Vartd, is Gramya, is Apusta. Thus
there is little contradiction between the Guna of Arthavyakti and the Alarh-
kdara of Svabhavokti.

To Vamana, the recognition of Arthavyakti Guna removes the need for
Svabhavokti Alamkdra. So it is that while refuting Vamana’s Artha Guna
of Arthavyakti, Hemacandra says that it is nothing but Svabhivokti Alam-
kira “gig g mfaa}qmgg\m; gfd 1 7 p. 199. Bhatta Gopala also says :

TIATZAT adegFA enaFeqge: « p. 187, T.S.S. K. Pra. Vya.
In either case, whether Bhoja follows Vamana closely and casts off
Svabhavokti having accepted the Arthaguna of Arthavyakti, or accepting
both, understands that the two do not collide but that one is the Guna of
the other which is an Alarhkara—in either case, Bhoja will have no occasion
to give a distinction between Arthavyakti and Svabhavokti. Feeling that
there will be no need for Svabhavokti when Arthavyakti has been recognised,
Bhoja hastens to point out that the two differ. Arthavyakti refers to cases
of portrayal of the essential, never-changing, and permanent nature of a
thing ; but Svabhavokti describes only such temporary nature as is born of
a particular mood or state—gEEEIE AR AT T |
AFARRT AW TATTA 1
FTAAE 3 At & @ QrEaEew

Svabhavokti is sprAEgauiq while Arthavyakti is gigmiferegaaq,  This is
unnecessary narrowing down of the scope of both Svabhavokti and Artha-
vyakti. The former refers to description of the inherent permanent nature
as well as the effects of particular states and the latter refers to the clear,
vivid, and powerful portrayal of the same picture. Bhoja’s position regard-
ing these two resembles that of writers who dragged down the large concept
of Bhavika of Bhamaha and Dandin, a Prabandha Guna, made it a mere
Vakyalammkdra and then felt that it collided with Svabhavokti and conse-
quently distinguished with great ingenuity Bhavika and Svabhavokti. (See
Ruyyaka and Vi§vanitha)?

Bhoja’s separation of the scope of Arthavyakti and Svabhavokti is thus
stated by his commentator, Ratne§vara.

“ qrgeasdmaEad (4) safn: wdqiy 3w | 47 @ETISH &F ITFA-
QIAFAVSSATTH 339: | 3 § ( TASTER ) AAAH AVFIHRAET TAT-
qiAgae SRR ok 7 p. 266.

1. See Mammata, K. Pra. T. S. S. II. Pp. 186-187, where this Artha guna
Arthavyakti of Vamana is included by Mammata in Svabhivokti.
So also Hemacandra; see K.A. com. p. 199.

2. T have gone into this subject in detail in my paper on Bhavika publighed
in the IHQ.
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The Agni Purdna also helps us to understand what Bhoja’s differenti-
ation between Svabhavokti and Arthavyakti means, it being one of the works
which borrow from Bhoja. In chapter 344 it gives Svabhavokti as Svariipa
Alamkara.

TIEQAT qrrggSeqiaagiy etc.

It defines this Svariipa or Svabhavokti or Jati thus :

EIT T I, SEIAfaEIa

@Sy g =fa fElEs agzras o

wifalgs fst alfawg sErgs qar 34434,
Bhoja is clearly followed here and the nature of things is classified into
eternal and temporary. Though the A. Purana borrows this classification
of the nature of things into ‘Jayamana’' and ‘Sarvakalika’ Svariipa, the
Purdana does not say that the description of the former only is Svabhavokti
or Svariipalamkara. The Purdna evidently proposes to treat descriptions of
both as Svaripalarmkadra. Only, the Purana shows two kinds of Svariipa,
even as Dandin showed in Svabhavakhyana, varieties like Jati, Kriya, etc.,
and others, varieties like Dimbha, Tiryak, etc.

The Sr Pra. on Svabhavokti

On Guna and Alamkara, the Sr. Pra. reproduces the S. K.A. and therefore
all that has been said above stands as Bhoja’s view in the $r Pr. also.
Besides these ideas just now examined, Bhoja has something more to say in
his S7. Pra. on the general nature of Svabhavokti.

It has already been pointed out in the sections on Ukti etc., how Bhoja
following up Bhamaha and Dandin, classified Kavya-vacana or Ukti or Alam-
kara into three departments,—Svabhavokti, Vakrokti and Rasokti. If Upa-
ma, Ripaka and such figures predominate, it is Vakrokti. Where Rasa is
delineated through the description of the Vibhavas etc., i.e,, where expression
is dominated by Rasa, there we have Rasokti. The third is Svabhavokti,
natural description of things. In the realm of ideas or Artha, there are only
two classes, namely, the mere nature of things—Vastu svabhadva—and Emo-
tions. In the description of these two, we have Vastu samvada and Citta
samhvada respectively, and the corresponding cases of expression are called
Svabhavokti and Rasa-delineation or Rasa-Ukti, according to Bhoja. These
two are bare descriptions, Vastu svabhidva or Rasa svabhiva being the object
of description. When both of these are figuratively described, we have the
third kind of Ukti,—Vakrokti.

This is intelligible but Bhoja has sought to confuse us suddenly by a
flash of originality here. Something struck him, as it often happens, and he
caught a new equation. “ Alamkdra, Upamai, etc.,, is Vakrokti; Rasa is
Rasokti ;. ....."” he pondered over and said, “ Guna remains ; Guna is Sva-
bhavokti ! ” We cannot understand this equation if we take into considera-
tion particular Gunas and the nature of the Svabhavokti Alarnkdra. Firstly,
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Svabhavokti or Jati is an Alarnkéra, the first among Arthdlamkaras. By
saying that Vakrokti is Alarnkdra-pradhana, does Bhoja mean to include
Jati or Svabhdvokti in that Vakrokti ? If so, why does he say that Vakrokti
is Ukti dominated by Alamkéras beginning with Upama ? Are we then to
throw Svabhidvokti out of the fold of Alarmkara? Why should he say that
Svabhivkoti is ‘ Guna pradhidna’? Bhoja’s Gunas are not all of a homoge-
neous nature. Gambhirya Guna is a case of Dhvani ; Kanti which is ‘ Dipta
rasatva’ is given as a Guna but a verse dominated by Kanti will be a case of
Bhoja’s Rasokti. This Guna-Svabhavokti equation of Bhoja not found in
his S. K. A. in any plain manner and found plainly stated in his Sr. Pra.
is not easy to be understood.

Bhoja can be understood in a way if we approach this classification of his
from the point of view of his conception of the nature of Gunas and Alam-
kdras in general. Bhoja follows Vamana in his conception of Gunpa and its
difference from Alamkara. The former is eternally related to Poetry, Nitya,
Samavaya sambaddha ; and the latter is only optional, Aritya, Sarhyoga
sambaddha. The former is absolutely necessary and there can be no Poetry
without them ; even in the absence of the latter, the presence of the former
makes for Poetry. Gunas are also Sobhdkara dharmas but they refer to
Svabhavika $obha whereas Alarhkaras are only Krtrima Sobhd. Therefore,
in a piece of Poetry where there is no Upama etc., there is the beauty result-
ing from the Gunas. Svabhavokti or Jati is a case devoid of all figures com-
ing under Vakrokti ; then it must have the Gunpas in abundance. Thus it
seems that Bhoja thought that Svabhavokti is Ukti dominated by Gunas.
So it is that he said :

“ffra: EcIeTERET:, TRIRR:;, @WElE:, @IGRT ) a9 SIAmesER-

ST FRIE:, ST orHTEd EArETRh:, RMEgEeaREEmE Wi
@ifn: 2fq1 > Sr. Pra. Mad. Ms. Vol. 11, chap. XI, p. 372.

APPENDIX

Hamsamitthu's Hamsavilasa (GOS, LXXXI), ch. 43, p. 241, restricts the scope
of Svabhavokti to ‘ Nica-Vasti’, i.e., lower class of beings, animals, trees etc.

=@t NI @ETHRIA Ffa:



CHAPTER XII

BHOJA, DHVANI AND ANANDAVARDHANA

“qraaNg qary safa wey
Bhoja : $r. Pra. ch. 1.

The beginnings of Dhvani; ‘the suggested’ idea and the ‘Gauna’ idea in
Bhamaha, Dandin, Udbhata and Vamana.

The anti-Dhvani viewpoints ; the three main Dhvani pratipaksas mentioned by
Ananda and the twelve mentioned in two Karikds quoted by Jayaratha. Examina-
tion of the twelve anti-Dhvani standpoints with Ananda’s reply to some of them
like the Bhaktavada and the Anumanavada.

Elaborate expositiion of the Tatparyavada ; Ananda’s discussion in Uddyota 111 ;
the reply of Dhanika.

Bhoja’s position, a compromise between Tatparya and Dhvani.  Bhoja and
Anandavardhana ; Bhoja’s indebtedness to Ananda ; texts borrowed by Bhoja from
the Dhvanyaloka.

Bhoja and Dhvani ; criticism of Dr. S. K. DE’s view of Bhoja’s attitude towards
Dhvani. Traces of Dhvani in the S. K. A. among the Gunas and Alamkaras.

Exposition of the text of the Sr. Pra. on Tatparya and Dhvani; three kinds
of Tatparya in Bhoja, Abhidhiyamana, Pratiyamdna and Dhvaniripa ; critical exa-
mination of the division of the Suggested by Bhoja into the Pratiyamiana and
Dhvani ; Hemacandra’s indebtedness to Bhoja’s text on this subject. Critical exa-
mination of Bhoja’s view of Dhvani as Tatparya and as part of Tatparya; Vid-
yanatha, Kumarasvamin, Saradatanaya and Ananda on it.

Bhoja’s classification of Dhvani into Sabdadhvani, Arthadhvani, Anunadadhvani
and PratiSabdadhvani. Comparison with Ananda’s classification of Dhvani.

Saradatanaya’s acceptance and succinct exposition of Bhoja's view of Dhvani.
Bahuriipamisra following Bhoja and Saradatanaya.

Two texts of Bhoja on Rasa as Vakyartha and Bhavas as Padarthas.

APPENDIX I. VakyaSesa, Srutarthiapatti and Dhvani; Bhoja’s text on

Vakyasesa.
" II. Vivaksa and Dhvani.
" III. Sanskrit Texts :
(1) $r. Pra. on Dhvani. Ch. 7.
(#i) Dhvanyaloka on Tatparya and Dhvani. Ud. 3.
(#1i) The DasSarupavaloka on Dhvani and Tatparya.

The origin of the idea of suggestion or Dhvani is to be found in those
Alarhkaras in Bhaimaha and other early writers in which there is an implied
sense also imbedded. In II. 34, Bhamaha speaks of Gunasimya pratiti, which
is a case of implied or suggested similarity, Gamyamana aupamya. In II,



146 SRNGARA PRAKASA

79, he defines Samasokti as suggesting an idea by describing a similar one :
IS MTTASAYSA: | Bhamaha states plainly that an idea, totally different,
though similar (Tatsamina visesana) is suggested by saying something. Simi-
larly, in the Parydyokta defined and illustrated in III. 8-9, Bhdmaha speaks
of instances of utterances which are specifically meant to give a different
meaning. The ‘ Abhidhana’ has a meaning which is not the idea sought to
be conveyed. Fg=ra swRwr iy, In his Apahnuti in III. 21, Bha-
maha says that the idea of similarity is implied, “ Antargatopama.”

Similar traces of the ‘suggested idea’ can be found in Dandin’s work.

Dandin’s Guna called Udara, in its first variety, is the suggestion of a quality
by a suggestive description.

Ierar, gor: B aRAH adaa (1 76.
gl emrer aEdsfergey: ang swaq 0 L 78
While defining the Udatta Alamkara also, Dandin says in II. 303 :

FCEIRBEIERREE It et
geatyaffy Feggogaas: o 11 303

The implied idea, Pratiyamana, is also met with in the Alarhkdra chapter.
It is seen in many varieties of Upamia, II. 14, 16 ; Samyapratiti in 46 (Pra-
tivastiipama), Pratiyamana sadrS§ya in Vyatireka in II. 189 & 195, also in
205 (Samasokti) where Dandin says there is the suggestion of another idea,
Siicana (213), and Prakarantara akhyana in Paryayokta (295).

When we come to the Paryayokta in Udbhata we find a clear mention
of a significative capacity called Avagama which means Suggestion, a capa-

city different from and coming after the well-known Abhidha of the words
and the Tatparya of the sentence as a whole.

T LA TRERTOEHT |
AT Al TEARETHEA |
Similar traces of Dhvani can be found in Rudrata’s Bhavalarmmkara (vii. 38-40.)

where Rudrata points out the presence of Avagamana of another idea, and in
his Parikara, Samasokti and Anyokti.

Both Ananda and Abhinava clearly state that Udbhata showed (in his
Bhamahavivaranae) cases of Alarnkdra dhvani, one Alamkéra suggesting an-
other. He might not have called those cases Dhvani or Alarhkiradhvani.
Says Ananda :

T AT RS A SIFRLSFC, ASF FAIAATI TEAT SR

dTwafe: AErgIfR@: | p. 108.
The Locana says :
At — NS EARAJINGAS s wuhgge®in W
. ™8 . .
FISFAN ASHQ 37597 TN TWINTAT | F9F T ASANSYITRAR. TRAFR-
frRfwecaa sghfy w1 . 108,
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When the theory of Dhvani was formulated by the neo-critics headed by
Ananda, there was all-round opposition and one of the many counter-theories
put forward against the necessity for Dhvani is the theory of ‘ Alarhkara antar-
bhava’, the viewpoint of those who accepted the existence of a suggested
element but held it, whether it be a case of Dhvani of Vastu, Alarhkara or
Rasa, as included in Alamkaras, ordinary Alamkaras or Rasavadalarmkaras.
This viewpoint is held by Pratiharendurdja also, who expounds it at the end
of his commentary on Udbhata’s Kavyalarikara-sara-sangraha.

q (wdFaE: ) Fereg ARy | I | T ASHERY A= | P 79.
Vastudhvani is shown to be Paryayoktdalamkara ; in such cases as the Pada-
dhvani in the verse yifisfeq g4 @@ Prathiharendur@ija posits Pary@yoktalarh-
kira, by accepting a class of Paryayokta pertaining to a single word in addi-
tion to the generally accepted Paryayokta in a Vakya.

T @ TX WET 7 IRaeIRdd A, gIsRaad an) p- 82.

Besides the realisation of a suggested element in the above given cases
of Alarhkara, early writers vaguely touched certain other kinds of Dhvani
also. Anandavardhana says in stating the Pirvapaksa that those predecessors
who recognised certain cases in poetry where a secondary significance of
words beyond the primary one added charm, touched the fringes of Dhvani.

“ g qogear FEAY sqAER gIAAI Lafvr wars gy —” L p. 10.
Abhinava comments upon this in the following manner :

“ ARtgEAmARAr | WA ‘ ask@RistiaEe:’ (L 9.) safame sk
¥ Ryl WA TAN— IEIAM AfaaEg sifwaeaa:, geat qoafas 1
FEASH  GrEgma TR (V. 1L 8 ) 30 | J4rE &9 3R | qeaET amiE-
aedifear 1’ p 10.

While commenting upon Bhamaha I. 9, where some subjects accessory to
poetics are mentioned two of which are Sabda and Abhidhéna, Udbhata
pointed out that the first word Sabda referred to words themselves and the
latter, Abhidhana referred to the two-fold significative capacity of words, the
primary and the secondary. The presence of the latter in Alamkaras, Ud-
bhata must have shown in the course of his commentary on Bh@dmaha but
we are not fortunate enough to know it owing to the loss of Udbhata’s
Bhamahavivarane. But in his Kavyalamkara-sara-samgraha, a text pretty
closely following Bhimaha, Udbhata says there is Gunavrtti in Ripaka.
The charm in Ripaka is said to consist in the prominence of this secondary
significance.

1

AT GATRREE, FTEA T, |
TuEgfasaT I9d ®9F g T

The Gunavrtti is very much earlier than Udbhata in philosophical literature.
In poetics, we meet with it even in Dandin’s Samadhiguna which is identical
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with Vamana’s Vakrokti Alamkira, both of which result from the secondary
significance based on similarity, Sadréyallaksana.

AR RtgtaeTaram | afget—> K. 4. L 9.

This Samadhi of Dandin and the Vakrokti of Vamana are the Siikksmalarhkara
of the Aupamya class of Rudrata (VII. 98.). In the Alarmkara section also,

Dandin speaks of Gaunavrtti in connection with varieties of Hetvalamkara.
I1. 254.

AsHt sy AorgiREETHEET: |
FIqGU T qgareadr 341

This suggested idea was slowly gaining importance. We see Ananda inform-
ing us in the opening verse that, though (as Abhinava points out) none ever
put it in the form of a work, the theory of Dhvani was old and was being
held by scholars for sometime before him, g&: ga=wmga: 1 When Ananda
was trying to give shape to the concept, and establish the theory in
a systematic form, contemporaries like poet Manoratha (p. 9) ridiculed him.
To them, there must be something definite in terms of Alamkara, Vyutpanna
§abda i.e., Sausabdya, and Vakrokti. Ananda had to meet all objections and
in his Dhvanyaloka he has given and refuted the following Anti-Dhvani
theories :

In the opening Karika itself Ananda says that Dhvani has three Prati-
paksas : (1) Certain scholars denied it altogether ; (2) certain others con-
sidered it as Bhakti or Laksand, the secondary significance; (3) a third
set considered it incomprehensible and indescribable.  Of these three, the
second and the third recognised the idea of Dhvani ; the former included it
in Bhakti while the latter, granting the maximum to the Dhvani-theorists,
admitted the impossibility of its inclusion in Bhakti, but said that it is some-
thing which a few Sahrdayas only see and that, it is beyond the capacity of
words to define it and put it into a system of thought. These form the three
primary anti-Dhvani standpoints. Abhinava puts them succinctly thus :
Conventionally sets of ideas are associated with words ; whatever is thus asso-
ciated and is got at by this conventional association is Abhidhi, the denotation
of the word ; beyond this there is no special capacity of words called Vyaii-
jand. If the ideas got are to be analysed into those that form the ideas pri-
marily associated through convention and those coming in their train, then
the second class of meaning can be classed as the ‘secondary meaning’, all
coming under Laksana or Bhakti. If it is held that the suggested idea is not
included in Bhakti, then surely it is not to be called by a new name like
Dhvani but has to be pronounced indescribable. The first is negation,

Abhdvavida ; the second is inclusion in Bhakti, Laksandntarbhiva vada ;
and the third is Anirvacaniyatd vada.

“(9) 7 gEangn wAAIRTEE R FaT TEIARR At St )
() azf¥ a1 sxRrafere Ts@Ta-sdaegaE wed | (3 ) agaifRealy a1 =
3§ T, FAfa AgERatgg 1 7 Locana. p. 4.
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Ananda takes up the first view-point and analyses it into three arguments
(pp. 4-9). Poetry is different from other utterance in that its Sabda and
Artha are beautiful in some way. The causes of that beauty have been
found out to be Anuprisa etc.,, and Upama etc., Alarmkaras of Sabda and
Artha, Gunas of Sabda and Artha on which are based the Vrttis of both Sabda
and Artha as well as the Ritis. Therefore there can be nothing new
like Dhvani beyond Alamkdras, Gunas, Ritis and Vrttis. Secondly, these
exhaust the elements of charm in poetic expression and if there is said to
be something which a clique like that of the Dhvani-theorists urge as a
feature of poetic charm, the only reply is that this strange thing not coming
under any known category, is plainly not a feature of poetic charm at all.
Thirdly, even granting that there is something like Dhvani and that it is an
element of poetry, it can be shown that it is only a new name for one or the
other of the numerous varieties of figures etc., accepted by the ancients or is
included in one or the other of the varieties of the same which are infinitely
possible. Thus even in this first viewpoint there is a gradual passing from
the Abhdva to the Antarbhiva vada. Thus on the whole there are three
Abhidva vadas, one Bhikta vada and one Anirvacaniya vada, giving a total
number of five anti-Dhvani theories, Abhinava also explains these clearly on
pp. 4-5 (Locana).

All these are generally answered by Ananda in the first chapter itself.
Between Pp. 35 and 45, Ananda refutes the Alarmkara vada. Taking the cases
of Alamkaras like Samasokti, Aksepa ctc., he says that though there is a sug-
gested element in these cases, it is only the expressed sense of the figures that
is the principal idea and that the suggested in those cases is only accessory or
subordinate. Dhvani is a case of the suggested dominating over the rest. The
general argument is also urged that Alarmkara means ““ means of decoration ” ;
Dhvani is what is decorated and it cannot therefore be called Alarhkara.
The last section of the first Uddyota is devoted by Ananda to refute the
second objection of Bhaktavada. Dhvani is not identical with Bhakti ; there
are cases of Bhakti without Dhvani and cases of Dhvani without Bhakti. At
best, Bhakti of a certain kind is productive of one kind of Dhvani. This dis-
cussion on Bhakti and Dhvani is again taken up in the third Uddyota bet-
ween pp. 195 and 197 after disposing of the Tatparya Vada.

Jayaratha, in his commentary on the Alarkara-sarvasva quotes two
Karikds from some unknown writer which give the anti-Dhvani theories as
twelve in number.

arainfathinn sgmgRd

Ivaf: efess gREEFTYSER: |

TEET FEAT N SGRETETTA |

ZEed ey fewar Rafiwea: o N. S. Edn. p. 9.

The twelve theories are not easy to be identified. They may be stated thus :
(1) Tatparya—Mimamsakas. (2) Abhidhd—very old Mimarhsakas. (3) and
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(4) Two kinds of Laksand—the two kinds of Laksana are Ajahatsvartha and
Jahatsvrtha ; the latter is also called Laksita laksand or Laksand laksana.
(5 and 6) Two kinds of Anumana. The two kinds are not known. (7)
Arthipatti—the Anumina paksa slightly bettered. (8) Tantra—clever
expression containing double significance as in the case of Slesdlarhkara.
(9) Samisokti and other Alamkdras—this is the old Alarnkdras held as
covering all cases of Dhvani, the viewpoint refuted by Ananda in Uddyota
I. (10) Rasakdryati—is the view of the old Rasa writers like Dandin' and
Lollata (the Cirantanas) as shown by Abhinava in his Abhinavabharati.
They are Utpattivaidins regarding Rasa. This is an anti-theory of Rasa-
dhvani only. (11) Bhoga—this also refers to Rasadhvani. It is Bhatta
Nayaka’s theory of Rasa and it can be taken as referring to Bhatta Nayaka’s
Bhivani also. (12) The last Paksa is given as symm=aearaag | 1 ventured
the guess that this may refer to Kuntaka’s Vakrokti but Professor Mm. S.
Kuppuswamy SASTRI considers Vakrokti as included in the Alarhkira Paksa.
The Vakroktijivita further accepts Dhvani, though not as the Atman of poetry.
So, according to Prof. SASTRI, the last refers to the Anirvacaniya vdda, the
third of the three main anti-theories mentioned by Ananda. This view accepts
that Dhvani is not included in any other Vyapara, that it is different from
them, but leaves Dhvani there saying that it is not possible to define it.

Of these, we shall consider the Tatparyavada at length later, for, it forms
the main subject of this section. It is the view of some very old writers that
words have nothing but one very powerful Abhidha stretching over the whole
length of the expressed, including all the subtle implications of the words.
They cited the analogy of the arrow shot forth forcibly which went piercing
many things. This is stated and refuted by Abhinava on p. 18 (Locana).
An analysis of all the ideas conveyed by an expression shows that there is
more than one kind or class of idea conveyed. The whole set of ideas is not
of one homogenous nature and necessitates the postulation of a power of sig-
nification, additional to the mere Abhidhd. Further, the suggested ideas are
not like the ideas got at through Abhidhd and conventionally associated and
fixed to the words through Samaya.

“ sty sfeqairaeae ‘g = @ T sfa ged odien magh-
SRS e Rresfd, qer aft et sy, airsaf Fa: ¢ Rl
I ANNSH AGNIAAHTIRE, AT G Io: | Gy T FH AR
TEFEAEAT iR ARG | @AY = seAwy T 1 o Aisdt Igdwe-
ffrtsd: @ w3 gfefy ala sfirdiag sfa oF 9ae Raflaq) ot a5 &
TN, FF qTen. Sfaqty: 1 Pp. 18-19 Locana.

This long-long AbhidhiAvyapira as comprehending the entire meaning is the
view of the Prabhikara mimérhsakas. Abhinava says on p. 188 of his Locana

“ SRR ST A9} sypqe.—> This is the second anti-dhvani theory of
Abhidha.
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Under the two Laksanapaksas comes the Bhikta vada refuted by Ananda
in his work at the end of chapter I and in chapter III. After refuting the
possibility of holding Dhvani as Laksana, Abhinava says that some writer
escaped the difficulties by creating a new name for Dhvani, ¢ Laksita laksana ’,

a variety of Laksand. oq ua g@=Ra eRdeqiia AW Fd, a3 SaaE
The Avaloka on the Dasarapaka also refers to this view :

Ay SRy sfiaRs: | ga i O’ gt |7 p. 118,

The reply to this viewpoint is that in any kind of Laksana, there is the
incompatibility or unintelligibility of the primary meaning. In Dhvani, the
primary sense is not cast off. The case of a Laksita laksana may be one kind
of Dhvani, the Laksana-mila-dhvani but Dhvani is of other kinds also. Thus,
the two kinds of Laksania mentioned as two anti-theories of Dhvani in the
Karika quoted by Jayaratha may be Laksana and laksita laksana, Ajahat-
svarthd and Jahatsvartha.

Mukulabhatta, in his Abhidhavrtti-matrka, defines Laksana in such a way
as to avoid the element of incompatibility of the primary sense, Mukhyartha
badha. He calls the Mukhya$akti only as the Vyapara of Sabda par ex-
cellence. Compared to it, Laksana is the Vyapara more of Artha than of
Sadba, it is Abhidheya-samarthya-aksipta.

IEAEIAl T St aer gegdr )
ITFAT I RIATEGTD )

Ty g TRATREARIAAAGA IS 791 ATl Te Jeqfrere |
p. 3, N. S. Edn.

He brings many instances of Dhvani under Laksana ; in the instance ‘gqisftq
a g’ he says (p. 11) that the suggested ideas are all conveyed by Laksana,

“ferar:”’ | He cites the verse gq“m; gzAgg: etc. and says that Vipralambhasrngara
is conveyed in this verse through Laksana.

a, (FFT ) qurerSRaEAiE RIS IE AT FITEEITH  FeA
TEARTHAT X X RIS IMACTAET AT ST | et
p. 14, and he concludes on p. 21.

“ SORTAMRE g A: gesdaaaa Iqaiae fag gfa Regediefgy
IS etc.”’

This way of definition of Laksani and illustration of that Vrtti has been
criticised by Mammata in his Sabdavyapara vicara and the necessity to accept
Dhvani for explaining the Prayojandmsa in Laksana has been explained by
him. Surely Laksanid-miila-dhvani must have everything to do with Laksana ;
but this cannot mean that Dhvani is Laksanda; for there is
Dhvani elsewhere, based on Abhidhd also. Above all, there is Dhvani
based on no kind of Sabdavyapara, neither on Abhidha nor on Laksana.
That is, there is Dhvani of Rasa from the sweet sounds of music; again,
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there is Dhvani from non-Sabda element like Cestd. Says Ananda in Uddyota
III. pp. 1934 :

srwFd B SR TreEamdT SEiey, 39 FaRaemEEd aqt ) SR
UARTAA, 1 ARARAA=T AN | TRAPEIRTEAGT T T S R )
ITEN | AGHATAIATT TRFETH T T WY a3 TEAM, 7 T, ATTAFEINT,
FRBAIEHAT 30 [ 7 T SHOFETAT, AT TEAFAHI STIELFIA | 7 T IWIH-
T qRIEET 7 AR, TAE, TTEACHNRE AT aur & frqear-
Ay sqwFaafta w@iRfNg: ; @ 9 9 qEHag, IPOT T FIERIA | DRREHAT
T fd sxmaereniy g FEEARTT ATy 3 J3g9 | 7
See also Kavyaprakasae V. p. 269. T.S.S. Vol. L.

Anumiti is the view upheld by the Naiyayikas. Ananda refutes this
Lingalingi-paksa as the last counterview in the third Uddyota, after pointing
out that the Vyakarana-adherent is no enemy to Dhvani. In the post-
Ananda period, and just after Abhinava, Mahima Bhatta wrote his Vyakti-
viveka to show inclusion of all kinds of Dhvari in Anuména or inference.
Jayanta Bhatta, in his Nyayamarijari, casts bitter remarks on Ananda and
considers the poets and literary critics as unfit to discuss such serious pro-
blems as Sabdavyapara and Pramina. He refutes the Arthapatti of the
Mimamsakas as included in Anumana and along with it, he includes Dhvani
also in Anumana. Pp. 48-49. Vizianagaram Edn. The chief reply to the
Naiyayika critics of Dhvani is that there cannot be established any logical
invariable concommittance between the Vacya and the Vyangya which con-
comittance is the basis of all inference.

“q g ATy AYAAMQ TFF 9HGE | A & aETeEEa: aRaemy fe
gqroTatEg | Mammata’s Sabdavyaparavicara.

Arthapatti. The wriler who considered it possible to explain away
Dhvani as Arthapatti is not known.

Now we shall proceed to consider the greatest anti-Dhvani theory, viz.,
the Tatparya paksa which says that the Tatparya or meaning of a sentence
comprehends the suggested also and therefore there is no need for a separate
Sakti called Dhvani. Mimamsakas must be considered as the upholders of
this view. Older Mimarhsakas held Abhidhi as giving only Padarthas and the
Vakyartha was given acording to them by another Sakti called Tatparya. The
definite sentence-meaning got out of the indefinite word-meanings is through
a peculiar Sakti of the words formed into a sound sentence called Téatparya.
(p. 13, Locana) In this Tatparya, Dhvani is sought to be included. It is
argued against Ananda by his critics who advocate Tatparya that at best
a meaning other than and different from the expressed, Vacyad atirikta, only
can be established. It does not follow that this different meaning is only
suggested, Vyangya. Where this idea other than the one that is expressed
is primary, Pradhina, it is as good as expressed. So, it is to be called also
the expressed sense, the expression being intended to mean that. In that case,
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the first realised primary expressed sense is to be explained as a means to
the realisation of the latterly realised Tatparya. Just as word-senses are the
means of knowing the sentence-sense, so also the first expressed sense is the
means to the further Tatparya.

Ananda replies to this argument thus : Where an expression gives its
first and primary meaning and is said to have another meaning also, there are
two meanings for the word or sentence. Are the two distinct and differ-
ent or identifical ? They cannot be identical for their nature and the means of
their respective realisation clearly differ. When the first meaning is the mean-
ing of the words themselves, the second cannot be described so. The former
proceeds directly from the Sabda ; the latter is got at by the suggestive power
of the first expressed meaning. If the two were identical, there will be no
talk of two meanings.

Further, the former is denotative power of the expressed words having
definite sense-associations. The latter is Avagama or suggestion and it totally
ciffers from the former ; for, it pertains even to non-expressing sound (Ava-
caka) like music, which suggests emotions. Similarly, an action or Cesta is
suggestive and has this power of conveying meaning called suggestion. When
these two differ in this manner, it is not proper to call Avagamanasakti, Vacaka
§akti. Surely it is a Sabdavyapara, a significative power of the words but it dif-
fers in this respect from Véacakatva or primary Abhidha. Abhidha pertains only
to Sabdas ; Vyafijana and Vyaiijakatva pertain not only to Sabda but to Artha
also. When its process is known to be plainly different and it is also known
that the sense derived therefrom also differs, it is not proper to call it by the
same name Vacakatva. It cannot be contended that a sentence can have only
one sense-unit and that according to Dhvani, this law of Ekavakyatva is
contradicted. For, the two meanings are explained by the Dhvani theory
as being related as chief and accessory. The suggested is the chief meaning
and the expressed, its accessory. The two senses are not of equal importance
and as such do not go against the principle of Vakya-aikdrthya.

It is only in that case where the suggested is the dominating idea that the
Tatparyavadin holds that it naturally comes under the intention of the
speaker and as such is nothing but Tatparya. Where the suggested is not
dominant, there he does not hold the Sabdas to be Tatpara, wholly intent
on that, but holds that they are iritent only on the Vacya or primary meaning.
Therefore, even where the Vyangya is Apradhana, it is not included in
Tatparya. The text of Ananda’'s Dhvanydloka bearing on this discussion is
given at the end of the section.

We can take up the view of Dhanafijaya and Dhanika, advocates of
Tatparya against Dhvani, as a typical reply to Ananda. The text of the
Dasaripaka and the Avaloka on it pertaining to this subject is given at the
end. Dhanika summarises the case for Dhvani first : The suggested cannot be
the Vakyartha ; i.e., Tatparya cannot be the Sakti. For the suggested be-
longs to the third stage. In such a case as “ Bhrama Dharmika etc.,” the first
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stage is the Padarthas, the meanings of the words, the Abhidhd. The next is
the meaning of the sentence, its Tatparya, in the form of an injunction,
Vidhi, as in ““ Bhrama dhéirmika ”’. The suggested appears in the third stage
and is of a different nature being a prohibition, Nisedha. And this is due to
the Sakti called Vyafijana.

But all cases of Tatparya are not cases of the second stage; there are
instances of expressions like * Visam bhunksva” addressed by a father to
his son, which mean the exact opposite. The expressed appears to be an injunc-
tion (Vidhi), “eat poison”. But the father intends to say to his son who
proposes to eat in a particular person’s house, “ do not eat in his house ; better
eat poison than eat in his house ”. In this utterance, * eat poison”, there are
three stages, the second and the third, Vidhi and Nisedha, appearing in the
secord and the third respectively. Even the third stage is here only Vakyartha
and Tatparya. Therefore the Vyapti or the law that the third-stage-sense is
Vyangya does not hold good. The reply to this is that a father’s injunction
to his son to eat poison is on the face of it absurd ; so the sentence obviously
means something else. Hence the real meaning, the prohibition of eating,
explained as the third stage, is also only the second stage. The rule that
Vyangya comes after the second stage therefore stands.! In cases of realisation
of Rasa, in the second stage, only the Vibhavas etc. are known ; it is in the
third stage that Rasa is realised. In fine, it is proper to hold Tatparya in those
cases where there is no completeness of sense or exhaustion of the
expressed sense and the words tend to mean something else and stop
only with that. But in cases where the words stop with conveying what they
mean by Abhidhd and there is no incompleteness or unintelligibility in the
expressed sense and yet from that first meaning arises another meaning, the
case is one of Dhvani.

It can be seen in the above discussion that the chief point is this :
The Tatparyavadin presses that Tatparya is not exhausted with the first
expressed sense, AviSranta. But the Dhvanivadin contends that it is Viranta
with the expressed sense and that what appears afterwards is got at through
suggestion. It can also be seen in the discussion in Uddyota III of the
Dhvanyaloka that both recognise that there are two meanings and the dif-
ference is that while the Tatparyavadin holds both as Tatparya, the first
as the means of the second, Updyamitra, the Dhvanivadin separates the
second as the Vyangya and instead of calling the first Upaya for the further
meaning, he says it is Gauna and the Vyangya is Pradh@na or Mukhya. The

1. In the Locana, taking cases of Laksana also into account, Abhinava des-
cribes Dhvani, not as of the third stage, Trtiya-kaksa-visaya, but as appearing in the
fourth stage, Caturtha-kakga-visaya : Abhidha, Laksand, Tatparya and Dhvani.

ARRTE SEIEATG JAIFARAN | TGAT § FADT AT | A
AfERTEegn (W) sARRWEIISE! SANR: HAAR AL FATAA-
¢ AGRaS: | p. 18, Locana.
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chief argument of the T&tparyav@din is that there is no such limitation of
Tatparya to the expressed sense as held by the Dhvani-theorists. Tatparya
extends over the whole range of the speaker’s intention and covers all implica-
tions coming up in the train of the expressed sense.

v Refe: aradeER Frae)

QEAFIIATRETT, TRIT T ST,
(Dhanika, Avaloka on the Dasaripaka, p. 121) quoted from his own Kéavya-
nirnaya). .

In the given instance of “ Bhrama Dharmika ”, surely the prohibition of
the mendicant from going to the banks of the Godavari is part of, nay the
chief, intention of the speaker and is therefore included in Tatparya. There
is no need for creating a new faculty for words called DHVANI. greaa RFE
sTHFEE, 7 Afw: 1 As against the powerful argument that the intention of the
speaker is the indication of the extent of the Tatparya of his utterance, and
therefore, the implied and suggested train of ideas are also Tatparya, the Dhvani-
advocates say that the Tatparya of a Vakya like Abhidha of a Pada, is very
limited in scope and can give only the bare meanings of all the words put
together in grammatical order ; that the ideas suggested are not invariably
associated through Samaya, that Dhvani or suggestion exists in Avacaka-sounds
like music and in gesture which is not any Sabda, and that above all, Dhvani
must be accepted for cases of the realisation of Rasas which can be found out in
experience as incapable of realisation by mere Abhidh3a, mention of their name.
If Dhvani is not accepted, and Téatparya alone is held, it follows for the Tat-
paryavadin that Rasa is realised by Abhidhd and Tatparya also. That is, they
will have to say that Svasadbopadana of Rasa is not only not a flaw but is the
fact in some cases. This Dhanika accepts. He says that we speak in two
ways and our sentence sometimes contains expression of the verb and some-
times not. We say ‘“drive the cow” and the act of driving is mentioned
herein ; we also say sometimes “ door! door!”, meaning *shut the door”.
The idea of shutting the door is in our minds and one who runs to shut the
door realises that *“ shutting-action ” in our mind from context etc. The case of
Rasa-realisation is similar to this. In most cases utterances in poetry would
seem to belong to the latter class where the verb is not seen and is understood
from context. In poetic utterances, Vibhavas etc. are described ; and we at
once get at the permanent mood of Rati etc., invariably associated with those
particular Vibhavas etc. described. The invariable association between some
Vibhiavas etc. and some permanent mood is a thing of the world and ex-
perience. Other cases there are where the Sthayin, like the expressed verb, is
seen mentioned by the poet and we easily get at it.

All sentences TS, g1, R ©tc. terminate in some action ; the poetic
ends in the Kriya called the Svadodbhutl the manifestation of relish which is
the Sthayin that has been nourished to that extent. Towards this end of relish
is all poetry addressed. Thus definite Vibhavas etc. described in a piece
of poetic utterance form the word-units, the Padarthas which give what they
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mean viz., the sentence-unit, the Vakyartha, the Sthiyin. This Sthayin known
by the Bhivaka, the tasteful spectator or reader, revolves in his heart and at-
tains relishable state. This is Abhidhaniki-ratyadi-pratiti ; if this does not
sufficiently clear the issue, Dhanika says that the understanding of the
Sthayins from the Vibhivas etc. may be held to be got through Laksana,
Laksanika-ratyadipratiti. This may resemble Kumarila’s position which holds
Vakyartha as Laksya.

Dhanika further relates his position to that of Bhatta Nayaka who
advocated a new relation between Kiavya and Rasa. Strictly speaking, against
the Vyangya-vyaiijaka sambandha between Rasa and Kavya of the Dhvani
theorist, the Tatparyavadin must say that the relation of the two is Vécya-
vacaka or as Dhanika adds in the end Laksya-laksaka ; but the case being one
of poetry and there being a need to give a new kind of less prosaic process,
the Viacya-vacaka sambandha itself is called Bhavya-bhavaka sambandha.
Poetic expression has a power called Bhavana and this is sanctioned, says
Dhanika, by the Bhavana-vadins, viz.,, Bhatta Nayaka, and is granted also
by Bharata’s description of Bhavas :

‘wEaf-a W T JERE A

The most serious flaw in this theory is its view that Rasa is realised also
by express mention of its name. This was the ancient belief and we find
Udbhata saying in his definition of Rasavadalarhkara that Rasa has as its
seat (Aspada) Svasabda, i.e., its own name, its Sthayin, its Saficarin, its
Vibhavas and their Abhinaya (fourth Varga, 3.). Ananda has criticised it in
the first Uddyota and Abhinava also, both in the Locana and the Abhinava-
bharati. In later times, as stated by Mammata in a regular form, the chief of
the Rasadosas is mention of the name of the Rasa, Svasabda-vacyatva of Rasa.
Even Vyabhicéarins are allowed Svasabdabhidhana cnly occasionally. It is plain
that the Rasas cannot be realised in a verse enumerating the nine Rasas
one after another. The text of the Nafyasastra cannot rouse the emotions
which Natya arouses.

Bhatta Nayaka was a great adherent of Rasa and though an adversary
of the Dhvani-theorist, we must gather from Abhinava’s words that he did
not hold Rasa as Sva$abda vacya anywhere. Says Abhinava :—

“ —@% T TRATAE A9 AwnaRly saggEna P 19 .
There is also this additional argument adduced by Ananda to show that
there is something called Dhvani. If Rasa and the suggested Vastu and
Alamkira are not accepted as ‘ Dhvanyamdna’ they must be vacya ; if they
are vacya, anybody knowing the meanings of words must realise them ; but
the fact is that only a few Sahrdayas realise them. This is a sure proof of
something existing beyond the mere Vacya-vicaka.

It has been pointed out by Ananda that though the suggested is the pri-
mary thing, the expressed forms the means thereof. Between them, it is a
question of the former being primary and the latter accessary. When the former
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is realised, the latter does not disappear. With the cognition of the latter,
the former also arises immediately and during the continuance of the
former, the latter does not cease to exist. The Tatparyavadin maintains that
Vacya vicaka, the Vibhivas etc., is Padartha and the Tatparya of these
Padarthas is Rasa which is described as Vakyartha. If this means generally
that the Padirthas are the means, Upaya, of the Vakyartha, Ananda accepts
this analogy. He says in Uddyota 1.

T QIR FrEFgd: SIS |
T=AEdgfEH agd afaad a8 FEga:
This does not mean that Ananda subscribes to the view expounded later by

Dhanika that Rasa is Vakyartha, attained through Tatparya. Ananda hastens

to explain himself in the Tatparya-discussion in Uddyota III on the subject
of this analogy.

9 I aETsaE A | 9d: axedadif: sredaty Stafgiguf-
qH 1 FAFAAAEAT AGATX o AFTAEAN:  FTAGIRATRITARN STT: |
JI1 R 72 frgR TEARATRONAT 7 GATSH:, q9T AT agY q1 ST TIAH A |
ANt T TR SRR MFAAIIERT gOMAT) 9 A ISR AN 1 A § AWy
SAIMA qreagiasdvatd | FIEAEETRARTET 67 SFRFE, | R, 92SEaSIE-
W | g9 R SeERW uIsdageaaEt @ AR FEd, agg sawaNatal
TEYENE: | I9 TFADT ¢ J0 REAGRI—’ I qgIIEFIAE e |

II1. p. 190.
This, Abhinava says, is said by Ananda to refute the Tatparyavada which
holds the Padartha-vakyartha-nyaya between Kavya and Rasa. Regarding
the relation between Padarthas and Viakyartha, there are two main views :
The grammarians hold that the Padartha-jfidna is unreal. This certainly
cannot answer for the relation between Vibhavas etc., and Rasa or between the
expressed and the suggested ; for, it cannot be said that the expressed is unreal.
The Bhatta mimamsakas hold that the Padarthas are not unreal and they must
then accept that Padarthas are ‘Upadana karana’, material cause, for
Vakyartha. When a pot is made and seen, its component parts, the sherds
which made it, are not separately cognisable. Similar is the case with the
Padarthas. When one insists on seeing the parts in the whole, the sense
of the whole is lost. Therefore, even this relation of Upadana-karana does not
hold good in the case ¢f Vacya and Vyangya. When the Vyangya is seen, the
Vécya does not disappear. Therefore, the analogy of a light manifesting to
our eyes the hidden objects has to be chosen. This is Praki$a-nydya or
Ghata-pradipa-nydya. When the pot in the dark room is manifested to our
eyes by the lamp, and when we are seeing the pot, the lamplight does not

disappear but continues to shine. It manifests itself and manifests another.
See Locana pp. 189-190.

wd QA arganrhaE SEaRNy  Fra sftwal swrmh
arafxg agfrd sfiaaesar s Asere | Locana. p. 190.



158 SRNGARA PRAKASA

In Uddyota 1 also, under the tenth Kirikd mentioning the Padartha-
vaékyartha-nydya as a general analogy for the idea of means and end, Abhi-
nava remarks :

q g IETET GEY1 AATA: | (A 0F FANAS gEsfaesFaaeE AR aNd -
HsR aregnaifie fuza IR agsaR, 37 98 ey geaey 7 @ | Locana, p. 32.

Dhanika refutes this analogy of the pot and the light, Ghatapradipa-
nyaya. He holds Rasas as incapable of being described as Vyangya. ¢ Vyangya,
Vyaiijaka and Vyiijana’ are concepts related to that mode of our knowing
things in which one object, entirely different and come into existence through
its own causes, manifests another independent thing which has come into
being through its own causes. Thus the Vyaifijaka-vyangya nydya is used
regarding a lamp and its light manifesting a pot ; the two things are independ-
dent, in origin and nature. The former manifests the latter. But in the case
of Vibhdvas etc., which are described by the Dhvanivadin as Vyafijaka, there
is nothing similar to this state of affairs which can justify the use of the
concept of Vyaifijaka and Vyangya. The Vibhavas etc. themselves are the
conditions that bring Rasa into being. They are so closely related
to each other ; they are not utterly unrelated and independent of each other
like the lamp and the pot. Surely, the pot is not brought into being by the
light ; the pot is made of or produced by the sherds made of mud. There-
fore, the case of manifestation through Vyafijana regarding Rasas on the
analogy of the lamp and the pot is absurd in so far as the so-called sug-
gesting elements and the suggested in Kavya are so much inter-related and
the former itself brings the latter into being. Says Dhanika :

“ud 9 afy @A AXITAAINETH | A=A FeqEEE geg  r-aanra( Ry )-

SI5qq, SEIAAT 921 | 4 g qgFNT aferesAvAG: saRraEwE ) 7
D. R. A, p. 122.

The above-given survey covers the whole ground of the discussion on
Tatparya and Dhvani. After the time of Ananda, the pre-Abhinavagupta
commentator and Abhinava’s kinsman-predecessor, the author of the Candrika
on the Dhvanyaloka, inclined towards the Tatparyavadins and held, on the
basis of all the suggested ideas being part of the poet’s intention, that Dhvani
was Tatparya. There are two passages in Abhinava’s Locana giving clue to
this.

(1) p. 20. :

g ANAEAANGT: TAINENT ATGIFANT 1 FAaFEIGd, q A
TITTIR |
(2) p. 26.

T TAITRART g7 G, T T FGATI |
The latter instance is not very clear but the former plainly says that the
author of that view is a commentator on Dhvani, i.e., the Dhvanyaloka. What
exactly Bhatta Nayaka said regarding Tatparya as against Dhvani, we are not
able to know. From what we see from the Avaloka on the Dasaripaka which
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follows the view of BhiAvya-bhivaka sambandha, we must conclude that
Bhavakatva is only a poetic or a new name based on Bharata’s own etymology
of the name Bhava for Tatparya. It is the counterpart of Tatparya of the
ordinary utterance in the field of poetic expression. But in criticising Bhatta
Nayaka, Abhinava seems to say that Bhatta Nayaka accepted Rasadhvani
and did not hold Rasa to be Vacya.

geafaeg SAaqaREa: | P 15,
TQEY 9 [AAETE AN NP sqgaesg | p- 19.

This, however, is not clear. No doubt, as a staunch advocate of Rasa,
Bhatta Nayaka emphasised Rasa as Jivita, the life of poetic expression, as
Abhinava remarks on p. 12 of his Locana.

“SR 1oy AN qEA, AFERER wEdlsh sifraEfeg 17

And for this Abhinava quotes the following text from Bhatta Nayaka as au-
thority :

FEA W@AT G&T 7 Ag T MAWIF |

This, Bhatta Nayaka evidently said to distinguish poetry from epics from
which one takes lessons (Bodha) and from Veda and Sastra from which one
takes injunctions regarding right and wrong conduct. But in Kivya, one
simply enjoys. This verse has to be related to the cther oft-quoted lines of

Bhatta Nayaka ¢ smaymaregaifisy ’ etc., which distinguish in a similar manner
poetry from Itihasa or Akhyana and Sastra. On Dhvani, Bhatta Nayaka has
this definite statement quoted by Abhinava, but which is, it seems to me,
rather misinterpreted to twit him :

ARATAGY ASH IR STHARTT: |

aer RS 33, e FEaE, T ®far ||
This is granted by Bhatta Nayaka in the end, according to the well-known
“ Tusyatu durjana nyaya.” Let there be a separate and distinct Vyapara
called Dhvani ; it is at best an accessary element in poetry, Kavya-arhsa or
Kavya-anga but not Kavya-riipi or Kivya-dtman as described by Ananda.
The Kavya-ripi or Kavya-atman is surely Rasa but not Rasadhvani as Abhi-
nava would put it wrongly as Nayaka's position. To be correct, Niayaka's
Kavya-datman is Rasacarvana or Rasabhoga got at, not through Dhvani to
demolish which he wrote his treatise, but through Bhavakatva and Bhoja-
ktva. Bhatta Nayaka's attitude towards Dhvani af this stage when he ac-
cepts it as one of the elements of poetry is similar to that of Kuntaka who
also accepts it as an element in poetry though not as something all in all.
To Kuntaka, Dhvani comes under some variety of Vakrata. Says Ruyyaka
that Bhatta Nayaka accepted Vafijand vyapara as an element in Praudhokti,
as part of poetic power or Kavivyapara.

VAR g AR NIEFAIE] Hieqiae gaar etc. p. 9.

In the text ¢ yantey qasfY ssgrIRkwon o ° Bhatta Nayaka clearly states that
Rasa is got at not by Dhvani but by Bhavana.
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BHOJA

The position of Bhoja is one of compromise. He follows both Ananda
and the Tatparyavadins. Bhoja is less of a critical and consistent analytical
writer and is always for broad synthesis and ignoring of differences, a pecu-
liarly fortunate position which enables him to follow everybody, to follow both
parties at the same time. Bhoja is very well acquainted with the Dhvanya-
loka of Ananda and there is no trace in his works of his acquaintance with
either work of Abhinava. Evidences of Bhoja’s acquaintance with Ananda-
vardhana’s work are available even in the S.K.A. On p. 628, Chapter V of the
S.K.A. Bhoja quotes four Karikas from Uddyota II of the Dhvanyaloka. He
says that in certain cases of Gunas which are inherently fused with Rasas,
there is no place for Sarhkara or mixture of Guna and Rasa. Here Ananda’s
Dhvanyaloka 11, Karikas viii—xi on the three Gunas, Madhurya, Ojas and
Prasida (pp. 79-82) are quoted and effectively utilised by Bhoja. This
point is further explained in the Guna section. Similarly on the subject of
Rasa and Alarhkara, Bhoja utilises three verses of Ananda from Uddyota 11,
the first Parikara §loka on p. 87, Karika xvii on p. 85 and the Parikara §loka
on p. 221 in the third Uddyota with change of the last fcot.

€« W&a f\g 'ﬁ@ », 143 {maﬂqf » and 14 (Hqﬁfﬁ—"”

How Bhoja utilises these verses of Ananda is explained in the Alamkira
section. These two sets of citations or rather ‘unacknowledged appropria-
tions’ from Ananda occur also in the same places in the $y. Pra. Chapter
XI. Vol. II. pp. 398 & 404-5. In the Sr. Pra., in the latter case pertaining
to Alamhkdra, Bhoja quotes another Parikara $loka from the third Uddoyta
of Ananda’s Dhvanyaloka namely, gy Jq #3: *ex etc, (p. 222,
Dhvanyaloka). In the S. K. A. this verse is cited and made part of his
Kairikas by Bhoja at the very outset in Chapter V. (S. K. A. p. 474, 4. 3.)
Of course, Bhoja pushes into this verse his own interpretation of Srngara as
Ahamkara.

If we leave these two or three instances of citation of a few verses of
Ananda, the only other topic on which Bhoja draws upon Ananda, and that
to a very large extent, is Dhvani. We shall now go into the question of
Bhoja’s attitude towards Dhvani. Dr. S. K. DE says in Vol. II. of his
Sanskrit Poetics (p. 229) : ‘It will be convenient in this connection to
take up the school of opinion represented by the writer on Poetics in the
Agnipurana and by Bhoja, which stands in many respects apart from the
Kasmirian school of Anandavardhana and which appears to have been
entirely untouched by the implications of the Dhvani theory.” On p. 261
of the same volume, he says: “ The prominence given to Rasa and the
absence of the Dhvani theory in Bhoja, therefore, need not surprise us.”
We again find on the same page: *“He (Bhoja) even appropriates Kari-
kiis from the Dhvanyaloka, although he does not accept ils theory.” On the
next page (262) Dr. DE says : ““ His (Bhoja’s) huge compilation ...... re-
bresents apparently one of the several forms of arranging the teachings (with
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the exception of ignoring the Dhvani theory)......... These remarks
are of course based upon what one can know from Bhoja's S. K. 4. One
cannot write like this after seeing Bhoja’s S7. Pra. But even in the S. K. A
the concept of Dhvani is not entirely absent. Bhoja accepts Dhvani
in the S. K. A. as well as in the Sr. Pra. But he follows Bhiimaha,
Dandin and Vamana in bringing down every item under Alarhkara or
Guna ; under Alarhkdra ultimately, for Guna also is Alarhkdra. Thus Rasas
are called both the Artha Guna Kanti (as described by Vamana) and as
Rasavad alamkéara or Alarhkdra of the category named Rasokti. In a simi-
lar manner, Dhvani is called by Bhoja the Sabda-guna Gambhirya.

sfaAer g MR S.K. A. 1 73. p. 55

Just as Rasa is held as Rasavad alarhkédra because Rasa also is a beautifying
factor of expression, so also Dhvani is held by Bhoja as the Guna embellish-
ing expression. A Viacyopaskiaraka may be a Guna or an Alamkdra ; if
Rasa was an Alarhkara to Bhamaha and Dandin, it was a Guna for Vamana.
In a similar manner, Dhvani was a Guna to Bhoja. Stopping with this only,
we can say that Bhoja’s position towards Dhvani is a kind of Antarbhava-
vada, an Antarbhéva in Guna and through it in Alarkara.

AT OSFEIRRT JHIETHN T Fafd | X X X AIEGA A | ax aga-
fafk<s :— 1 Locana p. 5.
This apart, we can see traces of Dhvani in other places in the S. K. A.
of Bhoja. In the Guna section itself we find Dhvani in other Gunas besides
Gambhirya. Bhoja’s Artha-guna Gati is a case of Dhvani.

afiear enFAAA: ANSUFAICET g |
Ratnesvara says on this : 7 Ggg4gcI7AE, 3 HEAANSTEAFARA

qrEEAdiaeATaErd ar MRk seomd: |
Ratne$vara says on 1. 121
ARG JOIAS: |

We meet with Dhvani in Bhoja's Sabdalarmmkaras also. Dhvani or the
getting of some meaning for which there is no word in the expression, pre-
supposes suppression. The idea of suppression or hiding of the idea is used
as a concept called Samvrti which goes to produce many Alarhkaras.
Thus, Bhoja uses Sarhvrti in his Sabdalarhkaras, Mudra, Ukti and Bhaniti.
(pp. 146 150-1, & 154) All these cases involve Dhvani. Commenting on
Bhoja’s Sabdalarnkara called Kalpana bhaniti, Ratne$vara says :

& W ErfafRtasag Mg Gfven wadiaea B&Rat |

Bhoja himself says this in his comments on the illustrative verse.

“ —geqartioy: ARy At
We meet with the suggested idea in Bhoja’s Arthalarmkara section also.
Bhoja’s Arthilarhkiira called Siiksma is a case of pure Rasadhvani from
Anubhidva. This Siksma Bhimaha refuses to accept as any Alamkidra
(I1. 86), whereas Dandin calls it, with a vengeance, Uttamabhiisana, a great



162 SRNGARA PRAKASA

Alarhkidra. Bhoja takes it with some change from Dandgin, Siiksma is the
conveying of a subtle meaning or idea through the expression of attendant
signs. gfemarERSRAISY: q“}mw gfd wga: 11. 260 K.A. In the second in-
stance given by Dandin, it is a case of Rasadhvani from Anubhva. The first
illustration giving the secret symbol of closing the lotus as suggesting the eve-
ning as the appointed hour, is cast off by Bhoja. Bhoja also gives two varieties
of Siiksma : One, suggestion of Rasa from an Ingita or Anubhéva and the
other from Akéra, Séttvika bhavas like Roméfica.

as ghraeygmindigaaged g9— af swafreraacamm,” 5[ o ada-
isamt Tt oegst 9 itEETEr AT IXRACARA (F AFTAE
erfuiwaesT: stfndaa: geeg: | p. 285 S. K. A.

Bhoja recognises another kind of two classes of Siiksma, the expressed and
the suggested, Abhidhiyamana and Pratiyamana.

qrea: SefrqAme gersy fyfaey a0 101 22,

The description of an Anubhava and a Sattvikabhiva and the suggestion of
Rasa through them is called Abhidhiyamina Siksma; the Pratiyaména
Siiksma is case of Rasadhvani through a Vyabhicirin being described.

TR TR A 3T, TAAPERAT |
T wrlor B, sEegam FE

Commenting on this illustration (p. 286 S. K. A.) Bhoja explains the latter
case. In the third instance of Pratiyamana-siiksma, we have Irsyavipralam-
bha dhvani (p. 287). Bhoja does not seem to hold seriously that Rasa is
anything but Pratiyaméana ; he seems to hold it as Abhidhiyaména also. If he
recognises an Abhidhiyaména variety of Siikksma also, it is because he finds
the Svasabda of the emotion in the two illustrative verses :

“gt stEaEaareami ’ a0 gr g afemtasrraed
Therefore it is that Bhoja says :
“galyey afidllgamer x X X gfxa9 SURTEM. |

2. Anyonyidlarmmkara (I11. Pp. 294-5) is described by Bhoja as having three
varieties, Véacya, Pratiyamdna and Ubhaya. In the illustration for the
Pratiyaména anyonya, the well known Gatha of a traveller drinking water
with fingers widely opened and the girl pouring him water slower and slower,
and thinner and thinner, Bhoja says that their mutual (Anyonya) love
(Anuraga) is suggested (Pratiyaména).

3. A case of Alarhkira-dhvani is found in the Arthalarmkdra section.
P. 305. S. K. A. Bhoja speaks under Vyatireka, of Pratiyamina Sadpdya.

4. Finally, in his comments on Sambhavilarhkira, Bhoja refutes the
older conception of Sambhava which clearly shows Bhoja’s disapproval of
the Anuména theory of Rasa-realisation. This is not exactly a point show-
ing Bhoja’s acceptance of Rasadhvani but is given here as a point that is
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bound to be of interest in connection with the question of Dhvani and
Rasadhvani. Bhoja says on p. 294 1II. S. K. 4 .

o 0 @t Ao, T e g fa, o fment semTaEeay
HAAFAY, oMz, A g, GRZAIIRE a7 amawﬁ;dwmﬁ )
SR (o1 ) Sy ffusT o7 w1~
He says that the Sambhava of Drona in Khiri, of 50 in 100 is nothing but
Anumana, grsgaer G frd ) S- K. A 111 26, He does not accept that
between Rasa, here Vipralambha, and its Vyabhicirins and Anubhéavas there
is any Niyama or Vyapti. There is only probability. This is the chief
argument of the Dhvani-theorists against the Anumana or the Lingalingi-bhava
vada. Says Vidyanatha (p. 41, Balamamorami Edn. Prataparudriya) :

“q T AdTfe SEd  AgAMUSHE | FFTATEI:  SIRARTERIE, |
AFATEARFAE AAFFOFI N

5. Upama is given as Abhidhiyaména and Pratiyamana.

The above points related to Dhvani in the Alarhkdra section in the
S. K. A. are found repeated, though without the comments, in the $r. Pra.
also. Besides, in the 22nd chapter of the Sr. Pra. (Vol. III. pp. 368-9)
Bhoja classifies Anurdga into 24 varieties, two of which form a distinction
into Abhidhiyamidna and Pratiyamina.

These odd contacts with Dhvani apart, Bhoja completely accepts
Dhvani as the greatest Vyapara ruling in the realm of poetry and
embodies much of Ananda’s text in his own treatment of Dhvani in the
Sr. Pra., as we shall see presently.

We meet with Dhvani for the first time at the end of chapter VI in the
Sr. Pra. Bhoja has explained ‘ Artha’ as ‘superimposition’ (Adhyéasa) or
‘ transfiguration ’ (Vivarta) of the Sabda Brahman due to Avidyopadhi. This,
it is pointed out, may apply to the meaning which is primarily associated
with Sabda, viz., the Abhidhiyamana Artha ; and Bhoja adds, there is an-
other kind of Artha also called the Pratiyamana. How is it related to
the Sabda Brahman? Is it also explainable by Adhyéasa and Vivarta ?

Bhoja accepts the existence of the ‘implied’, the Pratiyamana Artha.
He quotes Anandavardhana’s verse on it gefigan gagmasgetc. (Dhvanyaloka
1. 4.) It is also accepted here by Bhoja that the Pratiyamana appears after
the appearance of the Vakyartha,—gigqhwigdisiswana:. 1his Pratiya-
mana is another *state’, Avasthantara, of Sabda, a Viparindama of the Sabda
Brahman. This theory of Viparinima or transformation is adopted by
Bhoja, and Adhydsa and Vivarta are cast off. Viparinama, he says, explains
both the Abhidhiyamina and the Pratiyamina. The Pratiyaména is, as
much as the Abhidhiyamina, a Vyapéara of the Sabda and this, Bhoja says,
is a subject which he will speak of at length in a further section.

Further, Bhoja briefly indicates here the nature of this variety of Artha
called Pratiyamina. He gives an illustrative verse gqsfidy F@dm  etc.
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(quoted in the Dhvanydloka on p. 109) and explains the full purport of
this eulogy on a king. The actual meanings of the words form the expressed
sense, the Abhidhiyaména ; the conceiving of the king as an Avatira of
Visnu is implied in the verse and this is Pratiyamana ; there is a further
meaning also suggested, that this king-Avatdra of Visnu is superior to the
other Avataras ; this forms the final Tatparya and it is called Dhvani in the
realm of poetry.

As promised at the end of Chapter VI, Bhoja takes up Dhvani in
Chapter VII. It has been explained in the section on Sdhitya that Bhoja
has schemed out a system of poetics under the concept Sahitya which con-
sists of three departments of relations between Sabda and Artha. The first
two departments cover grammatical relations, Vrtti, Vivaksa, Tétparya and
Pravibhaga ; Vyapeksa, Samarthya, Anvaya, and Ekarthibhava. Vrtti covers
Abhidhd, Laksana and Gauni ; and other significative capacities known to us
as Tatparya and Vyaiijana, we find constituted into a separate category, the
third in the first set called Tatparya. Strictly speaking Vrtti and Tatparya
should not have been given as two separate classes; all Saktis, Abhidha,
Laksand, Gauni, Tatparya and Dhvani, must have been considered together.
Bhoja, however, treats of Tatparya and Dhvani separately, because Abhidha,
Laksand and Gauni are taken as Padasaktis and under Tatparya, Bhoja in-
vestigates the Viakya-artha.

Bhoja’s acquaintance with the Dhvanydloka is amply proved in this
section of his work. Earlier, we saw, Bhoja quoted Ananda I. 4. gelymid
ga{ee  etc., and accepted the suggested idea also and explained it as
appearing after the Vakyartha. In this section on Tatparya and Dhvani
proper, Bhoja, as can be seen by a perusal of the text appended herewith,
borrows freely from Ananda. Ananda I. 13., the definition of Dhvani, the
varieties of Pratiyamandrtha which Ananda shows as samples in the beginning
to prove the existence of a sense separate and different from the expressed
one (pp. 16-23 Dhva. A.), some of the verses given by Ananda here as
illustrations and a few other ideas found in the Dhva. A. are found here
in Bhoja’s text on Dhvani. Though Dhvani is accepted by Bhoja, Ananda
is not completely followed by him ; Bhoja borrows, adjusts and adapts
Ananda’s Dhvani. He reconciles Ananda to the Tatparyavadin, makes the
equation that Tatparya is identical with Dhvani.

Whatever sense is intended to be conveyed by words form their pur-
port, Tatparya. This purport or Tatparya is of wide extent and of more
than one kind. It may be expressed, ‘ implied’ or ‘ suggested ',—Abhidhiya-
mana, Pratiyaména and Dhvaniriipa. The expressed or Abhidhiya-
mana sense is the Vakyartha, the meaning of a sentence got at by Akanksa,
Sannidhi etc., after the separate words have delivered their individual mea-
nings through one or the other or one or more of the three Sabda $aktis or signi-
cative capacities of words called Abhidhia, Laksana and Gaupi. In the
sentence—ft; megfi—, “‘the cow goes” is the Abhidhiyaména vakyartha,



BHOJA, DHVANI AND ANANDAVARDHANA 165

There are cases of other kinds of sentences which, when the expressed
sense alone is taken into consideration, mean nothing or tend to mean more.
The expressed sense is in one case displaced by an implied sense and in the
other, supplemented by a further and implied sense. The conditions which
manifest or aid the manifestation of this additional sense, both in cases
of incompatibility of the expressed and compatibility of the expressed, are
such as the meaning, the context, propriety etc. If a father says to his son
who is about to go to an enemy’s house for dinner, “ Well, eat poison”,
the mere expression itself or its expressed sense which is an injunction
(Vidhi) to eat poison obviously means little and naturally drives us to
explore the context and set our mind at rest by finding out the meaning that
the father’s real intention is not that his son should die by eating poison
but that he should realise that it is better to eat poison and die than dine
at such a person’s house, that, in short, the son should not go to dine there.
This is a case of the primary sense being incompatible and hence calling forth
some other implied meaning. Similarly, a primary compatible meaning may
be attended by the rise of another wave of meaning. Both the cases are
called Pratiyamana.

If, after the appearance of the expressed sense, either Sabda or Artha,
completely subordinating itself gives rise to another sense, it is said that,
in those cases, Sadba and Artha suggest another sense. If an Artha
or one sense itself suggests another, the suggesting Artha is subordinate and
the suggested Artha shines forth as the chief idea. This is not universal ; for
this rise of a suggested sense can be likened to two phenomena,—resonance,
Anunada and echo, Pratidhvani ; it is only such metals as bronze which, when
struck, give rise to ripples of resonance and it is only a few spots like caves
where one’s voice is echoed. This Dhvani or the suggested idea appears
after the rise of not only the expressed sense but also of the implied or
Pratiyamdna sense. As for instance, when it is said, *“She winks”—
fafyqqr —one gets the primary meaning first that she winks ; the twinkling
of the eye is the Abhidhiyamana sense. We also come to know from the
winking of eyes that the woman is not a celestial damsel who has no closing
of the eye, but only a mortal being. This first extra-meaning is Pratiyama-
na. There is yet further significance possible in the small expression. The
winking raises the vision of a pair of exquisitely sparkling eyes whose beauty
excites emotion. This last sense, namely, the beauty of her eyes is said to
be the suggested sense, Dhvani.

The expressed sense, on analysis, shows itself to be one of the four
kinds, an injunction, a prohibition, a case of both or a case of neither.

The Pratiyamina is entirely different from the expressed. It is of
various kinds. If the expressed is an injunction, it may be that the Pratiya-
mana is a prohibition. That is, though to all appearance an expression may
contain in its words only an injunction, its real purport may be its opposite,
prohibition. Bhoja points out, illustrates and explains some varieties.

'
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They are :

1, 2: Prohibition from Injunction and vice versa.

e A and AW A

3. A further Injunction from an Injunction : &} freg=aen
» Prohibition ,,  a Prohibition : &% fsarawH
Another Injunction from both Injunction and Prohibition :
R R,
6. ”  Prohibition ? ” ? ?
EIEICE PRIEE LlEste)
7. An Injunction from a case of neither Injunction nor Prohibition :
fafafaey f:
8. A Prohibition from a case of neither Injunction nor Prohibition :
rfafafaey At
9. Neither Injunction nor Prohibition from an Injunction : faqggwam
10. ” ” ”  Prohibition : ¥ sqvay,

11. Neither Injunction nor Prohibition from a case of both Injunction
and Prohibition : @fufasy srgwan

12. Neither Injunction nor Prohibition from a case of neither Injunc-
tion nor Prohibition : fRyfafasy ergwam,

This forms an amplification of what is found in the Dhvanyaloka 1. pp. 16-23.
Ananda has only indicated the nature of the suggested sense as being totally
different from the expressed by a few examples : faufy fdhy:, 9% R

Rumagran, M¥Asgyag and one case of general difference, ar=anfyfirmfawar:

and he concludes &= Jqfar FFER: AEAMGART: SAFAEEET  GEr |
ast ﬁ'{mﬂaﬁ'{ 933y P- 23. These are taken by Bhoja as also most of the
illustrative Géathas given here by Ananda, and similar varieties are elaborated.
A few of the other illustrative Gathds in Bhoja are also taken from other
sections of the Dhvanyaloka itself, Uddyotas 11 and III.

Dhvani, Bhoja has said, is what appears after the Abhidhiyamana and
the Pratiyamana. It is not clearly understandable why Bhoja separated the
Pratiyamana and the Dhvanyamina. In Ananda, there is no such difference.
Pratiti, Avagama, Dhvani, all mean the same thing in the Dhvanyaloka.
When everyone was denying the very existence of Dhvani, Ananda tried to
prove its existence step by step. He first started by stating that Artha in
Kavya which Sahrdayas relish is of two kinds, the expressed and the implied
or suggested, Vacya and Pratiyaména (I. 2). Just as the various limbs of
the beautiful woman or the body of that woman itself is one thing and besides
that there is something hanging over her called Lavanya, so also there is in
poetry something which is totally different from the expressed and the obvious,
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the Véacya. This is borne out by experience. This something in poetry is also
experienced as being separate and altogether different from the Vicya, the
expressed. If in a set of instances it can be shown to exist in this manner,
separately and different from the expressed, the first stage is crossed and the
opponents must accept that a separate non-expressed sense is a fact. For this
purpose, Ananda avoids the name of Dhvani which he wants to give to that
suggested sense and the process of its realisation, and generally introduces his
critics and readers to the other unexpressed sense. He accordingly gives five
instances of such unexpressed sense, regarding Vastu (Vastudhvani). This
Bhoja seems to take by itself and as separate from Dhvani, which according
to him is the third kind of Tatparya, appearing after and through the second,
named the Pratiyam@na. The Pratiyamana is defined by him as the extra-
meaning immediate to the Abhidhiyam@na. Proper emphasis on the condi-
tion “gggidiqerd” in a case of Dhvani from Sabda or Artha or both
is not laid by Bhoja and there is, as a matter of fact, no critical and deep or
intense study and exposition of Dhvani in Bhoja’s work. After the release
of the mere expressed Vakyartha from a Vakya, the sense, in many cases,
goes on revealing more and more. The first revealed ideas which are not
directly expressed by so many words in the sentence is the Pratiyamana ; the
next or subsequent or final revelations constitute Dhvani. If we examine
Bhoja’s explanations of his own illustrations of the several varieties of Dhvani,
we shall see that, in each and every case, Dhvani passes through Pratiti or
the Pratiyamana Artha, and the suggested, Dhvanyamana, always arises at
the back of or through the Pratiyamana. “ ugq weqig3 2% sgafq ” is the
phraseology in all cases. We can say that the two do not differ except in
the fact that the Pratiyaména is the first risen Dhvani and Dhvani itself is
subsequent Dhvani. Almost all the Gathas given as illustrations for the
varieties of the Pratiyamana are taken up in the Dhvani section and the
suggested idea or Dhvani is pointed out in all of them. As regards these,
Bhoja says that the Dhvani is the suggestion of how clever the lover or the
lady or her friend is, how much one loves the lady and so on. In the verse
Raffr & @ etc., all non-expressed implied 1deas are called Pratiya-
mana and as for the suggestion or Dhvani, Bhoja says it is the love of the
man for the lady described in that verse. In the Gathas g yfiwer etc,
Bhoja assigns all implied ideas, Arthas or Vastus to the class of Pratiyamina
and gives the Vaidagdhya of the Nayika or her Cetl as the suggested, Dhvani.

A A AR | S Ay | eafeanteay ey aetdoa
*Fafy) FRATIL: ARSI sy | qoieliarn : engoet swrEfy | and so on.

Thus, the first risen suggestion is Pratiyamdna ; it is of the nature of Vastu-
dhavni only, to adopt here Ananda’s phraseology and classification. The sub-
sequent or final suggested idea is described as Dhvani proper. It is mostly
of the nature of Bhiva, that is, Sthiyin like Anurdga or Rati as in the case
of Braftfirm gametc. which forms the Rasadi dhvani of Ananda or Anu-
bhivas etc., like Vaidagdhya, Ripotkarsa (Uddipana vibhdva) and the
like, which are Gunas of the Nayaka and Nayika, and similar things which
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however come more and more under the category of Vastudhvani. If how-
ever Bhoja had really persued such distinction or made some such clear classi-
fication that Vastu-Alamkéra Dhvanis form the Pratiyamana and that Rasa-
bhdva dhvani is the: Paramatatparya and Dhvani, it would have been interest-
ing. Or, if he had emphasised ¢ Upasarjanikrtasvirthatva’ in the definition
of Dhvani, he could have separated the Pratiyamina as Gunibhitavyangya or
cases of Alarhkaras where Dhvani is not pronounced. As different from this,
he could have given Dhvani as cases where it dominates over the subordinated
Vacya. He must then have defined and illustrated both differently. As it
is, we must say that Bhoja has not made out any point to distinguish the
Pratiyamdna and Dhvani. A distinction into Vastu-Alamkidra dhvanis and
Rasadidhvani, Bhoja did not hit upon at all ; he found the Paramatatparya
to be of the form of Vastu also and so he vaguely left the question, leaving it
to us to define his position systematically. Hemacandra who reproduces the
text of the $7. Pra. on the varieties of the Pratiyamana considers the whole
text as referring to what Ananda distinguishes as Vastudhvani. See Hema-
candra, Kavyanusasana pp. 26-34.

At best, we can say from Bhoja’s text only this much that the Prati-
yamina is °‘Avantara-gamyaména artha’ or ‘ Abhidhiyamana-avyavahita-
dhvani’ and Dhvani is ‘ Paramatitaparya.’

For all practical purposes, we must ignore this vague distinction into
Pratiymina and Dhvani. Tatparya must be described as having only two
kinds, the expressed and the non-expressed or the extra-sense that is implied
or suggested. It would have been enough if Bhoja had given Tatparya as
being two-fold, Abhidhiyamédna and Pratiyamina otherwise called Dhvanya-
mana. While explaining the relation of the non-expressed, Anabhidhiyamina
or Abhidhiyamana-atirikta, with the Sabda Brahman as one of Viparinima,
Bhoja mentions only the Pratiyamina, though immediately, he cites a verse
and points out in it a set of implied ideas, the former part of which he calls
Pratiyamiana and the latter part Tatparya or Dhvani.

WHAT 1S BHOJA’S TATPARYA ?

The Tatparya $akti refuted by Ananda is the Mimarhsaka’s. Upholding
it, Dhanika says that it is not necessary to recognise a new function called
Dhvani. Bhoja follows in the gap between the two and greets both with both
his hands. He accepts Ananda’s Dhvani and his adversaries’ Tatparya. Tat-
parya is used by Bhoja in two meanings, one bigger and another a more res-
tricted one. While he speaks of Tatparya as one of the four Kevala-éabda
sambandha-§aktis (Vrtti, Vivaksdi, Tatparya and Pravibhiga), he uses Tit-
parya in the larger sense. Under it comes the Abhidhiyamina Vakyartha
which Ananda urges must be the proper meaning of Tatparya. But Bhoja
brings under it Ananda’s Dhvani, as Dhanika and other earlier critics
of Ananda urged. The Abhidhiyamdna is not called exactly Tatparya.
‘A" special Sakti like that is not called forth by Bhoja for the pri-
mary import of a sentence, as by the Mimarhsakas. The primary sense of a
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sentence he says, is got at by Akanksd, Sannidhi, Yogyata etc., when the words
themselves deliver the meaning of each through Abhidhd, Laksana or Gauni
Sakti. Or, as Kumarasvamin puts it, the very sentence in proper gramma-
tical build gives its Vakyartha by its own inherent nature. “ gajyy daa&dl

gl F9 Sdaa s S @Fwofay qEgaken 9 g9 o dAaigsmasta
TA: | 3@ 07 ¥ aigta srEgamad aft ggEt ggiar a1 swseEt: arAg

ama} TFa4: v’ Pp. 32- 33. Prataparudriya Vyakhyd. Bailamanorama Edn.
Therefore, regarding Abhidhiyamana, Bhoja must be said to follow the Tar-
kikas. Tatparya is the general name for his Abhidhiyamina as well as other
kinds of non-expressed meanings. It is the name of the Abhidhiyamiana as
well as of the Pratiyamana and the Dhvanyamana Arthas. The two, the
Pratiyamina and Dhvaniriipa, can however be clubbed together and Bhoja
can, after ascribing the primary Vakyartha to the power of the Vakya itself
(Vakyamahima), reserve the name Tatparya to the suggested. As a matter
of fact, in certain passages he has made such a reservation that Tatparya is
Dhvani. In the oft-referred-to discussion of Dhvani at the end of chapter VI
of the S7. Pra., Bhoja gives the Abhidhiyamana-meanings of the verse and
reserves the name Tatparya for the third sense, which he says is called Tat-
parya in the world of ordinary expression but goes by the name of Dhvani
in the world of poetry.

(1)“—aqream, 7€ weay ARl Sfaks: 1~

(2) On p. 44 (Vol. IT) Bhoja says : “ gifirfigamn . SdEaRg, @
(=gt ) 39— 7

Dhanika’s view and the view refuted by Ananda is the extension of the
Mimarmsaka Tatparya to cover Dhvani also. Bhoja cannot be said to reject
this also. It is really a great task to find out whether Bhoja rejects any view.
He goes on piecing together all views. Ananda would agree with Bhoja if
the latter could confine Tatparya to the Abhidhiyaméana and leave the Prati-
yamdna and Dhvani as being above the Tatparya and as being Dhvani.
Dhanika would agree with Bhoja if the latter calls Abhidhiyamana Vaky-
artha the Tatparya and also the Pratiyamana and the Dhanyamana as Vaky-
artha and Tatparya. Bhoja does so; all the amount of thought directly
and indirectly expressed by a sentence is held as Tatparya by Bhoja, accord-
ing to the Tatparyavadins ; but here Bhoja votes for an analysis of the mass
of ideas expressed directly and indirectly and labelling each variety. At this
stage, he says that beyond the Vakyartha got at by the power of the Vakya
itself through Akanksa etc., there is a class of ideas got at by suggestion ; and
Dhvani is here accepted. He even goes so far as to restrict the name Tatparya
to the suggested, that is, to Dhvani, within which we can include his Pratiya-
mana also. Therefore, Bhoja’s position is a compromise and at a latter stage,
it deserts Dhanika and others to follow Ananda and makes Tétparya a name
for Dhvani. A clearer position is held by Vidyanitha who says that there
are only three capacities, Abhidh3, Laksana and Dhvani ; and Dhvani itself
is Tatparya.
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“ FrAAMIShT saxad ©F, T 9T IANIE: | ARregETREEn: fe: WwE-
W: ' »

Kuméirasvamin explains : ,

“ag agd argd SIER sTAdARENRE:, snge aR gAASFTT gaR—
aregatd g oy aFggfeataiia:  amaEwa: qEEE: @IRET: aeSSAREAd |
aRAT qu: qead: qIras:, afvar sad: | At wa qede ) g sfiRaEt et
waifrafiat a1 qgmt ARedsgmmats: aredRfy aqaa damEs: ot
AIEAY AW MWAAAR  RARORGRCSRORNRERIAer: AR o7
SAXAMIC: TRIAIFTAAR, qARIAS FITIY; FIEY STTASANE: 3R I, TAH |
a & ameay stageafafa | scamsAmmEgeafiEnal srffativnee
IEE] TFAFAET  AGT | Bieg agdIERe 9digAE QRIS
ERAAIR | T T a1 aeeERIgdatate e sEgr x o x
X dA X xqwACRIE AAEgR@ty  x 1 7P 32

Balamanorama Edn.
qEATE_ SAANIRINGRT qread sEfregizan, amafi fey)

A T IR —

AT FFITEAAIAMETAMAT: & |
FoY (QISFRAIR: qrEFaTdl wafa egeq_ 1 (p. 150. Gaek. Edn.)

ITH A AT ¢ FRAMTHERNET qgd TRl SREAd agaky
R aeein swegaeg ” g (Dhvanydloka. 111, P. 199) Ibid. P. 33
Balamanorama Edn.

Vidyanatha and Kumérasvamin clearly identify Tatparya and Dhvani. This
Tatparya does not mean that of Mimarhsakas but is only another name for
Dhvani. A general sense of ‘ Tatparatva’ i.e., Rasadiparatva is put on Tat-
parya by Kumarasvamin and such a general usage of Tatparatva is met with
in the Dhvanyaloka.

- AT R 99 sawe Sy feard |
At the end of Uddyota 1., Ananda says :
“—QTeQIAW T I SAFATAY § At 2 7
and Abhinava explains this Tatparya as the final and chief purport :
e P | SRR A

and more similar instances are available in the text of the Dhvanyaloka.
Ananda will not have any objection to such an interpretation of Thtparya,
enabling it to become a synonym of Dhvani. Kumarasvamin quotes from the
third Uddyota of Ananda the concluding part of Ananda’s arguments showing
how the MiméAmsakas also, if they want to explain the difference between

Pauruseya and Apauruseya Sabda, must accept Dhvani or Vyaifijana.
(P. 199.) :
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Both the sections on Dhvani in the 6th and 7th chapters of the Sy. Pra.
close with the following verses :

avqdRT Fata wtay Fea
ArmaRg quETR aEE |
AT IGN FAIASTIAR:
HIFR 0T R AT g )

and FEfISTIRAE aGATFA, S |
arerd sdeieaa werad: g 0
dRAf a9dH SRId O 35 |
RSN BEOGTAT Frareqarat: i

AETEAAFAT A9 FAF=A |
Tg1 g AgHATTEETAT O
Bhoja : Sr. Pra. Chapters VI and VII.

In ordinary speech and writing, the purport is called Tatparya ; but the pur-
port in poetic expression is called Dhvani. And what is the difference in the
nature of the ordinary utterance and the poetic utterance, that purports of
the two must be called by two different names, Tatparya and Dhvani ? Ordi-
nary talk and writing is “ Avakra ", not beautiful ; poetic expression ““ Vakra,”
beautiful.

I3 q9: WA AF A 49 0F qd|
7% WARR) a6 FEIRR &7f: |

Therefore, a more graceful name for Tatparya is Dhvani; this is the idea we

get from the two verses of Bhoja. grgqgaigagfy etc. and gzgw etc. But suddenly
he turns the statement the other way and says that the Abhipraya, the entire
intended idea, is a quality of Artha. That is, Tatparya is Artha dharma ;
Dhvani on the other hand is Sabda dharma. What does Bhoja mean by
this? Does he mean that Dhvani is the name of the Vyafijakasabda and that
Tatparya is the name of the Vyangyatha? That Dhvani is the Vyaiijana
§abdavyapara and Tatparya is its result? Or, does he mean that Sabda-
dhvani is Dhvani and Arthadhvani is Tatparya? The last is clearly impos-
sible ; for, he speaks of Dhvani as pertaining to both Sadba and Artha. Again
there is more poetry than any scientific analysis, when Bhoja says that Tat-
parya is internal, is the Saubhfigya of Vak or speech, and Dhvani is external,
the Lavanya of Vak. Another attempt, Bhoja makes to clarify the issue ;
he says in conclusion that you can call either by either name ; they are identi-
cal ; just as the months of Caitra and Vai&kha, so called from an astronomi-
cal point of view, are called Madhu and M#dhava from another point of
view, by two other names, so also the purport of an expression can be called
Tatparya or Dhvani. To sum up :

1. Bhoja accepts Ananda’s Dhvani.
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2. He first calls it a department of Tatparya, but finally says that the
two are identical. In the latter stage, Téatparya does not include Abhidhiya-

ména vakyartha but is a name of the Pratiyamdna and the Dhvanyamina
Arthas.

3. Bhoja makes an artificial division of the suggested element into
Pratiyamana and the Dhvaniriipa, which is unnecessary.

4. The distinction into Dhvani of Alamkara, Vastu and Rasadi found
in Ananda is absent in Bhoja.

5. ‘“ Upasarjanikrtasviarthatva ” is mentioned by Bhoja as part of the
definition of Dhvani but its implications are not realised and worked out.
“ Dhvanikdvya where Dhvani is predominant, Gunibhiitavyangya and Citra-
kdvya or Avyangya” is the other classification of Ananda, missed in Bhoja.

Analysis of the concept of Dhvani itself and the classification of Dhvani
is not made by Bhoja to such an extent as is seen in Ananda. Later writers
have worked out the possible varieties of Dhvani to 1326. (See Vidyanatha,

p. 55. Balamanorama Edn.) But the chief varieties indicated by Ananda
are ;

Laksanamiila Abhidhamila
Avivaksitavacya. Vivaksitanyaparavacya.

| l |
ArthAntarasarhkra-  Atyantatiraskrta- Asamlaksyakrama Sarhlaksyakrama
mitavacya. vacya. (Rasadidhvani ) (alias Anunada or

Anusvanaor Anu-
rananadhvani )

| | |
Sabdasaktimiila. ArthaSaktimila. Ubhayasaktimila.

Dhvani is first of all classifiable according as it is a case of suggestion from
Sabda or Artha ; for, one of the reasons, as Ananda says, why Dhvani is not

Viacakatvavyapara is that Vacakatva is a pure Sabdavyapara while both
Sabda and Artha display power of suggestion.

T AAEATE, SANHACT AAH, I3 195 TEREIAH,, 39T DRI, A9 153H,
T | IR AR syFFEer gRTREE | P. 191. IIL. Dhva. A.
It is from this point of view that Ananda classifies Sarhlaksyakrama-vyangya

which resembles resonance, Anusvdna or Anurana or Anundda, into Sabda-
§aktimiila and Artha$aktimadla.

FAO FRVIARA! NSEFEIEA: |

mqmaﬂ aYsf Zur sygfega: ¢ Dhva. A. II. 21.
Similarly, Avivaksitaviicya or the Laksandmiiladhvani and the Vivaksiténya-
paravicya or the Abhidhiimiilladhvani are explained by Abhinava from the

point of Sabda and Artha. He says that in the former, there is more of
S§abdadhvani ; and the latter, more of Arthadhvani.
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“od o1 AGtST M ST, QAN WY | TWRAIST (¢ GANGSI TR
AR ) S sqwF:, deg a@eFmaa—” P. 49. Locana.

In the Asarhlaksyakramavyangya variety of Vivaksitinyaparavdcya, there is
the least scope for Sabdadhvani.

Bhoja gives a simple classification of Dhvani. He has two kinds of
classification. One is from the above-noted point of view of the suggesting
clement, the Vyafijaka §abda or the Vyafijaka artha. See Ratneévara also on
egfaaer g mwfigg in S. K. A. L p. 55.

“ead afredwar s | § GRa-nstat:, adafer x x x

QEAT, TR sqad JegeAla:, Agifud 9 adaf: 3R aweag 1 ”
The second classification is into Anunada, a phrase occuring in Ananda as
Anusvana (II. 21.) as a name of the Sarhlaksyakrama-vivaksitanyaparavacya;
and Prati§abdadhvani or echo. This second is a name created by Bhoja him-
self. Anunadadhvani is explained as Abhidhiyamana-pratiyamana-anusyiita,
closely fused with the expressed and the implied senses or that case which
looks like a continuation of the expressed sense, where the suggested does not
stand separate. Pratidhvani is the suggestion of a different idea standing
separate, like echo which is a duplicate of our voice. This variety of Prati-

g§adbadhvani where the suggested idea stands apart—Prthagbhiita—is Ananda’s
Avivaksitavacyadhvani.

Tétrarya.

Abhidhiyamana. Pratiyamana. Dhvani.
Of numerous kinds.

| , ‘
Sabdadllwani Arthadhvani

| I O
Anunada Pratiéabda Anunada Prati$éabda
dhvani. dhvani. dhvani dvani

For illustrations and explanations of these varieties, see extract from the Sr.
Pra. at the end of this section.

Saradatanaya summarizes Bhoja’s treatment of Sahitya in his Bhdvapra-
kasa and tries to present Bhoja’s ideas on Dhvani in the light in which he
understood them. Chapter VI. pp. 147 (line 17) to 150 (line 14). Tatparya
is defined by Saradatanaya as —grgarf SR SwagERorg—and it is divided,
as is done by Bhoja into three classes : “g 7 sfiqga:, ey, Afvey: 3B
It is at this stage of defining the Pratydyya that Saraditanaya makes a
change. He finds it, as we also found, impossible to distinguish Bhoja’s Pra-
titi and Dhvani, Pratiyamina and Dhvanyaména. So he made the distinc-
tion that such meaning as is called forth to explain a statement whose obvious
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expressed sense is clearly incompatible, Anupapanna, is called Pratiyaména.
The example is “ Visam bhunksva.” This is partly faithful but not wholly,
to Bhoja’s text.

Fairfrrmans, srRagaatad: |
gftgaE aEnd: geg garg IRa:

‘o e’ g FIFAIERY arg SdEa

Bhoja does not restrict PratiyamfAnatatparya to cases of Anyatha-anuapa-
patti of the Abhidhiyvamana. For, Bhoja expressly says :

“ —arrd: IqggAE: sigaagAr g— (P. 32. Vol. IT).
though he illustrates only the latter with example “ Visam bhunksva.” In other

respects, Saradatanaya faithfully summarises the whole text of Bhoja on
Dhvani. At the end of this section, Siradatanaya takes up the question of
the difference between Dhvani and Tatparya. He quotes the Karikds on
Dhvani “ grgfygafiurg ?  etc. quoted in the Avaloka on the Dasartipaka
and says that this view is wrong. Dhvani and Tatparya are not separate but
are identical. Dhvani or the suggested idea is got at only through the Tat-
parya Sakti of a sentence. The suggested idea is also part of a speaker’s in-
tention and everything coming within the speaker’s intention, is Tatparya.
There is no rule which lays down that the speaker’s intention, beyond a cer-
tain stage, ceases to be Tatparya and needs a new name. Here Saradatanaya
quotes Dhanika’s Karikid from his lost Kavyaenirnaya which his Avaloka
quotes :

waragT Renfea: aradenty 6 waw |
AEHITARAT, AT 7 gordan, |

Saradatanaya does not quote Bhoja’s verses on the difference between Tat-
parya and Dhvani which bring in the similes ‘Lavanya’ and ‘ Saubhagya.’
Instead, Saradatanaya gives a single analogy. He says that Dhvani is a
class of Tatparya, an AvAntarabheda, even as Brahmacarin is a kind ot
Brahmana, the first A§rami Brahmanga.

AARIIINHL SATRIOTARIATREC |

AR B r3ror gy 0

arTIRT gy AT ®Ex ) etc. from Bhoja’s Sy. Pra.

A AEAAHLTIAAET: T |

FeA WRtRamaEirmEt WAl €5 0

wd et ared aearaaarh

TFIEN TEId @R qfE g3 u Bhaé. Pra. P. 150.
Bahuriipamis$ra, in his commentary on the Dasaripake (Mad. Ms. R. 4188

pp. 76-79), follows Saradatanaya closely and puts in prose Siradatanaya’s
summary of Bhoja on Dhvani. He ends thus :

: JAAFERAV ARATAT ARG TFARATE, WOHR: @l | X X
X UF Fraanaf ared awER aEnETan |
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Bahuriipamiéra follows also Saradatanaya’s own modification of Bhoja’s Pra-
tiyaméina. Saradadatanaya and, following him, Bahuriipa also, say that Tat-
parya pertains to the speech through the speaker, Vaktrdvara véakya-dharmah,
bul Kuméarasvamin asserts that it pertains purely to the speaker and not
to the speech.

T A FFGIR:, 7 dwigwEERT TEeR g P 33

It is not clear what Bhoja’s ideas are on the description of Rasa as
Vakyartha ; we do not find him discussing the subject in the section on Tat-
parya and Dhvani. But, while describing the varieties of composition, DySya
and Sravya Prabandhas, he says that the Nataka and the other nine Riipakas
as well as the Nitika and the Sattaka (on the whole twelve) form Vakyar-

thibhinaya ; and the rest, twelve Upariipakas, Srigadita etc., form Padartha-
bhinaya.

FIFATARAAGY ST TR ATZHRIRA |
c ~ 3 -
FRIPqErtaaaay Juifead % o P. 422. Vol. I §r. Pra.

This by itself cannot lead us far. In this same chapter (XI) we find Bhofa
saying regarding Rasa :

—a & FrERAsEERn:, At g waEagmmEmmEEsRmmERafagas
ayedferzm: |

Tl A JHHIEENE T ¢ §aded; PReg SeIeEd @
IR G5 <t 9 aEPndsid) 931 99% e |

P. 370. Vol. 11

Bhoja states here clearly that Vibhavas etc., are similar to Padarthas in a
Vakyartha. Rasa, Bhava and their Abhasa form Viakyartha. While the
Padarthas are described, they have no more purpose to serve than the mani-
festation of the Vakyartha ; the Vibhavas etc., do not separately exist by them-
sclves and are not ends in themselves ; their ultimate aim i1s the mani-
festation of Rasa. This Padartha-vakyartha-nyaya between Vibhavadi
vacya-vicaka and Dhvanyamana-rasddi emphasises only the fact that Vibhava
etc., are Rasapara. The former are Upayamatra, the means, for the latter.
This will not go against Ananda ; for, though Padarthas are real, they are not
separately realised when we realisc the sentence-meaning ; similarly, so quick
is our perception of the Rasa from the Vibhavas etc., that there seem to be
no Vibhavas etc. nor even a process of transition, Krama, from them to Rasa.
Says Ananda :

QATIIAT TFIT TIAR |
JoT SIS q3Et @ e i
qgcaaagt disd: FreardRgERaan |

T8 aeariefieat afdamned u Dhva. A 1 11-12.

Rasa is therefore Vakyartha ; and Vibhiva, Anubhdva and Vyabhicarin con-
stitute Padartha. The Viakyartha, viz—Rasa, must naturally be got at
through Tatparya, otherwise called Dhvani and, as such, Bhoja contradicts
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neither Ananda nor Dhanika. In Dhanika’s Avaloka we find a clear mention
of Rasa being Vakyartha, those that manifest it, Vibhavas etc.,, being the
Padartha, and the Vakya being the Kavya.

“am R snderE:, SR @R T ; 339 FTE E{ R
qifet azrdarart 17 D. R A, p. 120.

The dramatic and semi-dramatic compositions described by Bhoja as Vakyar-
thabhinaya and Padarthabhinaya are so designated perhaps after the manner
of such a characterisation of those two by Dhanafijaya and Dhanika. Dhanafi-

jaya says : “zmilq TEMEN | =g WA T (e (39 ) @A 7
and Dhanika says : “—guq1 qEIEINRIEAFTER  RIGTHAIAFAI A
g@g1” D. R. A. Pp. 2.3,

The major Riipakas depict Rasa which is like the full Vakyartha ; so they

are called Vakyarthabhinaya. The Uparipakas depict only Bhavas and are
therefore called Padarthabhinaya.?

APPENDIX 1.

It was noticed above while surveying the position of Dhanafijaya and
Dhanika that the Avaloka compares the majcrity of cases of Kavya-vakya
where the Sthayin is not expressed to such elliptic sentences as “ Dvidram
dvaram” where the verb mentioning the action * Pidhehi” is absent but
is understood from context etc. The understood action of °shutting’ in the
one case and the understood Sthayin in the other are both Vakyartha. Thus
they come within the scope of Tatparya. (See D. R. p. 120).

Bhoja discusses the two concepts of Adhyahara and Vakyadesa related
to the case of elliptic or incomplete sentences in Chapter I1X of the Sr. Pra.
(Vol. I1. pp. 178-184). As an instance of Adhyahara, he cites the sentences
in which the verbs giving the actions are not expressed, ASriyamgna kriyas,
and sentences in which verbs alone are seen and subjects or objects arc
not found.

“ ‘g g’ T et st S@ranfEad ) aar aggRR IS (R,
H?i: ’ iﬁ »
Though this understood element is also part of the Vakyartha, Bhoja says
that the understocd element is got at by the Pramana of Srutirthapatti.
For, without that element, the sentence is deficient or unintelligible.

A similar case is ViékyaSesa. Bhoja explains it as distinct
from Adhyahara. Both of them are cases of elliptic expressions, with some-
thing left to be understood. But in the former case, we fill up a word,
Sabda ; in the latter, an idea, Artha. The sentence is incomplete in the
case of Adhy@hira in respect of words or Sabdas themselves ; but in Vékya-
§esa the Vakya is complete so far as Sabdas go; only the sense is yet in-
complete,—arsf: aqfRqul: | Therefore, Bhoja says that Adhyahara is Sabda-
kanksd nivartaka and Vakya$esa is Arthakansd nivartaka.

1. More of this distinction is to be had in the section on Bhoja and Nitya
Sastra.
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#: TROTRRAFIRTANERT: ¢ TZHFRNTARI SRR A HEHaas: TFIR
zfd | p. 180. Vol. IL.

What is Vakyasesa! ? It is Arthakalpand, the putting forth of idea to
explain an expression, in which that idea is understood but not exactly express-
ed. The sentence means it certainly but does not actually express it. As
for instance, all sentences finally mean either an injunction (Vidhi) or a
prohibition (Nisedha). Even in cases where we do not find express mention
of either, we have to imagine and understand them. Thus, when one says
on seeing a traveller “ syyfgraysy ar: ” he means to induce him to make
a halt in his place, by praising that place as a fit abode, it being the habitation
of noble men. Similarly, to request one to stay and dine, one says ¢ g=gq@)
gqq - 1f one says “ gay¢: qeyr: >’ he means to say “ don’t go that way.”

qagEIF RS eEatEd, e aegaEi g AIFIR: |
qaT- RTINS B8’ ST 389 IAeAN; ¢ AHAE) 99’ T Seq WIS ;
‘A TR’ S A NweuH; C IREAREr ’ % 4 Ssafaly i
qa. p- 179. Vol. II.

And this idea filled in to complete the sense is said to be had not by
Pratyaksa, Anumana, Upamana or Sabda but by Srutarthapatti.

HIY AIFEANTATIR:  GITSIA:  RSOITEANTER,, SRR,
aa[qﬁqﬁqﬁq zfy P. 180. Vol. I1.

The Prabhakara mimarhsakas do not accept this Srutarthapatti and they
do not have Sabda-adhyahara at all. They accept that there are cases of
Arthakalpana but that Arthakalpana is not through Adhyahira or Vakya-
§tsa, operating through Srutarthapatti. The whole idea understood
in the case of an elliptic expression 1s expressed by the Abhidhavyapara of the
available expression itself. How can these words express also senses which
they do not have and for which other words are needed ? The Prabhékaras
cay that the scope of the Abhidha is extended far enough to embrace the
understood sense also. The Abhidha shoots like an arrow over a wide field.
Bhoja replies that this view will not hold good. For the Abhidhdvyapara can
mean no more than what the words put together mean exactly. Nor can
this long-long Abhidhd be the Tatparya-Sakti. Says Bhoja :

TRG—FCqAME] WdE SERmd W Rl geave aReEEReRg
fudet squi: gfr, ag@ 4 @vag; g ageis@EAETea ) @ & qad
AT, AAIEEA 1 WAAAT, q@dmEe ¢ (7 st ), qen
qErAgfaIIRAadI uF IqeAoTET)

1. The Arthasastra of Kautilya gives VakyaSesa as one of the Tantrayuktis
in the last chapter. It is illustrated by a case of Upami in which the Upamana is
missing, but the Upameya and the Saminadharma—as in “ Chinnapaksa iva’'—
are present. The Upamana of ‘bird’ is understood and this is VakyaSesa.

Viamana gives the same idea of VakyaSesa as the Arthaiastra.

QRFRTmR FETE 1 FWeERAly ad: ) L 6.
There is no Vakyapurnatd, incompleteness of the sentence, in these cases,
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ity anadmeen | arcimtR afiammdfnn T wEe, 1 -
qeErdaY: aRquie Aafd ) g < BT deT, A awer R gyoRae’ R0 e g et
i TRGE R qrTdTREEE: | A R af aulal awand:’ sentiwan
fo arrerder aftgoie sal
X X X X

X
T, AAIE: OF T UT Sdaed: | Al gRed dq wF SrdimErsh
ARl gy @ arada: gaA gy wex: aREA: |
Vol. II. Pp. 182-183 Sr. Pra.
TEARIINT DAERAFIATEG gariafaegurasai | p. 184.

Now, we shall examine the definition of Vakyaesa and its illustrations.
Bhoja says that a Vakya as such means Vidhi and Nisedha, and even where
there is no express Vidhi or Nisedha, we must have it as understood. This
holds good also for the Kavyavdkya. For, beyond Rasa, and in respect of
Vyutpatti, the purport of a Kavya is to induce us to a good acticn and to dis-
suade us from a bad action. A Ramdyana-kdvya means :

A aiiaed, 4 qamREe.
Says Bhoja on p. 143, Vol. II, on Vakya-ekirthibhava :

“ q§g TFITAAMRIL-ARTTRATRONIRAGERRET THaE, FFe=d 7 Tanfag,
mﬁﬁﬁﬁhsﬁmﬁi’m ITIAMY, § aEERegedt IgAnERg: 9O AgEmEAn:
X X X (e
Earlier also, Bhoja says, while dealing with ViakyArtha in Chapter VI, that
Bhavana, Vidhi and Pratibhd are Vakyartha and that Vidhi in Kavyas
is the implied injunction to act like Rama and not to act like Ravana. Here
Bhoja plainly says that this implied Vidhinisedha is got at by Viakyasesa.

st srqariRtasateram  PedzdeaiarE: o
srary fAfr X X X @ & amd RifaftvERe e
7R 3 RErdt 4 g7, AR RfuRuren adamm aeaRmgar @
HERA | FAAT 58 N GRS T enaeI ; A a9 ST gaT Wi
A T GYH T Aeq; AR ARASR 9 SRy s

o wgrEER aRmmiy: 1T sgama-une Rgue gega: gaanResh
AT STARFTITE:, VIR IR, Afvresqa: FoaRafyaish qufs: 3<d%: |
Frea, FIgUat TR, W WSS, ; TRAg adq, F qavEa g 1 7

Pp. 408-9 Vol. 1.
It is clear from this passage that what Bhoja gives as instances of Vakyasesa,
sentences in which ‘ Vidhi-nisedha ’ is not expressed, are of exactly the same
nature as Kavya. Vidhi or Nisedha is helped by Arthavada, Stuti or Ninda.
Poetry is Arthavada, and its Vidhi-nisedha is implied ; it is VakyaSesa. This
Vidhi-ni¢edha, Bhoja says is the second aspect of Vakyartha, called Vidhi.
Thus ‘gwg affasy, @ Tguag which is Kavyavyutpatti is Vakyartha
and Vikyasesa for Bhoja. Dhvanivadins hold it to be Dhvanyamina, sug-
gested. When in the discussion on Adhyahara and Vikyasesa, Bhoja says that
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this Vakyartha or Viakyasesa of Vidhi-nisedha is realised through Srutartha-
patti, he lets down Dhvani which he has elsewhere accepted. He joins
the camp of those who, recognising Arthapatti, have no need for Dhvani,
those who hold the Arthdpattipaksa in the two Karikds on the anti-dhvani
view-points quoted by Jayaratha.

The illustrations given by Bhoja for VakyaSesa form Arthavada and
clearly correspond to Kavya vakyas. Their implied injunctions and prohi-

bitions correspond to Kavyavyutpatti and have to be explained by Dhvani
only.

Bhoja gives two illustrations for VakyaSesa from Kavyas and gives us
what ideas are left to be understood in those two cases. These remarks
themselves prove Vakyasesa to be Dhvani.

¢ —JEFTRNT WER 1 q9T T
& ARG @Ak ¥ gz v
@ g AN TR |
geqfeRT: Berdeges goat
TRT—JI=aqG1 AT g7 |

Iq1 qI--  Tg: A9 g 999 ST
AT &1 ATIRT G qanfd o
A=A GEAN T F%
ey 77 qq &9 o ®: |
X X X X

aal R-aMa & Jor RgeaRanamamy feeai 9 gl
IR,

FRAAMEAWN AT FANST T FeAFEERY 9FAS, AR g
AFAIAEAAT [I<A: RTIRT g3af FdAwsds — — |7 Pp. 179-180.
These are clearly cases of Dhvani, not of Dhvani dominant, but dominated
by Alamkara, Vacya-anati§ayi. That is, the former verse especially is Aksepa
alarhkira of the first variety in Bhamaha and Ruyyaka. The illustration in
Bhamaha is :

7§ @i A ANT FuAG@HR T |

FRAEEAsAq rgdarrde ¢ K. A, 11 69.
Ruyyaka illustrates with a verse of exactly the same nature as the first given
by Bhoja :

“ e — @I FE—AT: fmuaat easifeqas | p- 116. N. S. Edn.

Bhoja gives a similar verse in his Sabdalarhkira section as illustration for
the Alarhkara called Samvrtti mudra.
wafagar qar-
afe saaey awARior freoar
o AT AW Ja @ AT T3 0
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ax ‘FAMY @3 TOEESAAIR Fq: 0, qq ¢ B AW 3 AT IR aife-
g@sfawoa & dafagar| po 146 S. K. A

RatneSvara : * aeqmy siRaawgsia: g3t
This is a case of purposeful suppression of a part of an expression and this
“3J9 f% #fdqs g7 is of the same nature as the expressions “ sy=qayar fraq:
quor” and “J g q;ugq” in the two verses given by Bhoja as illustrations
for VakyaSesa. But these are not cases of dominating Dhvani but only cases
having an element of Dhvani. Bhoja, however, does not want to call such
cases of elliptic expressions where part of the expression is suppressed and the
sentence is not complete as cases of Tatparya or Dhvani. They apply only
to cases of full Vakyas, where a further meaning is implied. It is for cases of
incomplete sentences that he postulates Vakyasesa and Srutarthapatti.

arqante sdFmarie a3F SRR, 3 aEaEEEa: oRE waRy |
X X X g TRY Iy ard: qRYut g eI neEEE . X
TERARAITEAT: T3 T3 UF TAdeT: | gieAeT aRew aq v srdEnarsh wisgdily
q qrTIa: A UT TR qR@ag: | Sr. Pra. Vol. 11. pp. 182-3.
Abhinava also says that cases of Srutarthapatti where the Abhidha itself has
not yet rested, and wants some more ideas to explain itself, are different from

cases of Dhvani which operates on full Vakyas, after the primary Abhidha is
at rest having delivered its meaning.

AT TF ARG AR 9339k @ G qgeree Aqi X
X X UqH gaigEsIgadeq | ¢ Ny far A’ s AtasT wqA-
AR ¥ iR et TeEEat IEAAETANE  ATATTRE
quEFdarEEN: 9 |Ngas: 9 agart Locana. p. 115.

ArpPENDIX II.

Bhoja notices some cases of what are instances of Dhvani while deal-
ing with various kinds of Vivaksd in Chapter VII. (Vol. II. p. 27). Of
these, the following deserve to be noticed here—

e fegiime, Megan egfifagen, Qfaar fMsafaaen and AeEa fafalfeer
These are cases of Dhvani, where the exact opposite of what is intended to
be conveyed is given as the expressed sense. These come under Bhoja’s
Pratiyamana class. Bhoja ends the section with these general observations
which would attribute Dhvani finally to the poet’s' power, as Bhattaniyaka
said when he made it a part of the Kavivyapara. See Jayaratha, Alam-
karavimarsini, p. 9. Bhoja says :

EREHAE RagT R9gd | ARy AR -
HREAAIR GOR FEAE: A9 |
FaTeR AT B qAE aRaF
afy 9—— foemfesi fag wfdeift g fei 7 ot

stg dfet o7 f1ag gwdw gare geardan 0 (The Gaudavaho, GG)
Sr. Pra. Vol. 11. p. 21.
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THE TEXT OF THE SRNGARA PRAKASA
BEARING ON DHVANI
(Vol. II. Madras MS. Pp. 31-42).
(from Chapter VII)

“Ft: T%: G T IR ACTAR | AF T TGS | GRAR ARTIT
SFRRIGATTFIER, | &9 TFaRaE a€g et il afnfigaeg, sdyaameg,
FAET 7 |

79 JA ITET=RY FEAMIN@HNR: FRAEER: EAIAREE SRATEIRY
st aRa: ardadafedad o sfasiiaae g dssdin

THTAEATACNHS A ITIGAM: AGIIGATET A1 a{*i%(ﬂ?tf%mr&ﬂzﬁi
(@) Fa geFaf aq n{-ﬁumaq 71 ‘AT YT W TRy 98 9T’ T ‘al
st Wil @ gae 98 g’ 3 st

FHEATAZ ICANNFACAIL: AT ATRATA, AFARET A
& @1 () wfysayafs &1 atreeq) a9 4 @EEm ) aan ®
frgashrae Feafg Fiend: go9ey AgE: I, FARET FaUe: aRTsE: I-
() weafEa  amrer  sdEEEbeiaEarndgdiaEsal afersad 3@
RRERes s fasiady, 29 9 mdR sday enhed = aata ()

AT 9ANT: | qF AR g ataed, e, i, sify-
e =) X X X X

( IZTERTWN )

X X X X

qAMA R | SRt AT —am aias @i (e
1. 75).

ax faraen gAR Afaasy ag Mgd EGefauiy, &9 gl R, g
@ afens nedsam@fa favy: geftad

TS AT r—aran wig OAag Tl (mare VIL 67.)

o At A e FRaaEd @ Agwan g aseen g Raegee
A @1 22 wmeaed gfy Rfer: st

Fratgat fraad an—
ATSIAT AT 3 GIed) 9% qL Goorg |
a8 WIS @AW Jg 0 ¥ gigsnay (mare V. 35.)
[ Fzaan gaufy: s Af¥aE: afd: 98 Fe=m
a1 SrE SRERT A a1 a9 geamg o ]
7 (97 ) 790 9 T g au TR Rt obn: sera, o
i, ¢ TP ; FTEATT TAHATEIR T A |

1. The whole of this text giving the varicties of the Pratiyamana is an
elaboration of what Ananda has given on pp. 16-20 in ud. I. The whole text of
Bhoja, .with the illustrations and comments, is reproduced in his Kavyanusasana by
Hemacandra. See Kavyanusasana, Pp 26-34,
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prataes fAvrawat an—

arrarget sroTTau Sferet Ay oo aey o R | (agRmeganiig )

Fag gag UfE deaes Fevd@ad 1 !

1T TETRAT PRIOR AAGETEY JTTRARa R¥aEeat SdaTd )
R ( R fafms fAfad

gl 1@ 7 affger wig ety fr sifirsin 1 ( frermdr firsfared ) |

AAERY € T WA FL A TH

[ ags: PR oy afy e R Rasar )

AT FE 0T AT g 7E TH 0] 2

o RfRREAtS SeRsfe o o7 3R R frasanasi &
& 3R faf gdad )

wREfRtafatrer Aray ga-—-

sfiframm goadt e gver an |

=5 a1 Ry a1 Fa EEedr g [Akan o #eAEs -3

a7 w8 91 Ry JaRfafata AR sead, g gae sk T
aq A g 7 IR R STRY arafasy: Sead |

HEEERTIAY: At aa—
PrerggenganiFay afgsr soiia 39g 980 |
TRIEIEAT AU 3§ IR Sec S. K. A. p. 593.
e G. S. Telgu Recension, WEBER.
[ AegRaRAARawIRF $=0F A% 941
DELISE L g%gwt 3 gaTm 1l

AT (= A () fa Ffafdrertam @ awraferatasad aw
(1 Jee[ & ] g TN wa ggafigar gzerEif Rl sdla

ey RRiRRTY: Frveneat 2o—
Sfaorg qf¥sr Fgd a1 g= Agifest gfawas
U9 HqaiaTE! g gul qenadt i

[ 3fayg uftd $gd a1 gt: Awfead grfewegy |

UY E@FIATE: AP0 Fal aBIT=3: |l )

1. Found in the Telgu Recension in WEBER'S Edn. See S. K. 4. p. 469, where
also it is quoted. Its Chaya is thus found there :

EMREATIE JEd, qEsd Ao |
ITA FVIZFT A TIRETH |

2. WEeBER's Edn. G. S. Telugu Recension ; available also in Vejjalaggam. Bib.
Ind. Edn. II. Gatha 491.
3. Vide p. 120. Dhvanyaloka. We find there RGARIUAT in the place

JFgEfAET of the $7. Pra. in the third foot. The Gatha is found in the Telugu
Recension in WEBER'S Edn. of the Gatha Saptasati.
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FT IRG FgA 3fag w1 g JwRERR AR afvm, o, Stia
(@) 9% gormea) 7 F4e7: 3R v gt
HEyTagad In—
afrei a9 AR A qava qagafky @)
afaRfy Rrgsraf Rfgar gx@w fwaifaar o
[ oAt FRAIR g 7R s3Feqm: gya: |
W8 Regae Rfrar & [aifar )
o TAAfY Rreafrad & @ AR fieg: ) afY g ol sda

FAASTAY FT— '
X1 qfrer Rrag sl ( -F=Ievs 3Ear mar, 99 R ) 1 Ay Radeany
FeafraEsfy a ey afy {tr:, oft g g@gwita( atamE ) sdgd !

wfaz Afafraar: agat aa--
ga Agf( BT ) o wig——g® (=39 )

(w9 a7 fMEEdzame 9943 ) @ 7@l ar fFa are SEeay AiaRa-
W 7 AT A il g saadiwfEaarerianE 5dad |
HIATRATIEATY AFAL T0—

MISRT Fo5 IFG<T UZIME T |

Iurez AFS @FEng O T fazg o (are 1L 71.)

[ MEEATAF= qaq1 uRFrE: q3hr |

Ieqql A% AFEmsy FAM IFE T qregii 1] 2

o 7 AR fAvashiefiad; aft saay: (R o g ) o (@ )3g-
(@ )F5(3 P sreama:, warL T T4 g § STy s

st
AFAFINIAAIFNE AR, AATE, ANCTAAAFIFRT | 0 F9
St TETee | aidAt: sgmpeatieT: strmsgeataea |
a9 AsMraRaEIgeaT FeagnEeT sl (Aal, ¥ AgR-
afaeT: ) (@ 391 )— Raff & g aw Fraey @ik
(Vide Dhvanyaloka, p. 49.)3

CEREEICCE ERISINEEiTe I IS (R ER U SRR I S DL
ArergrEEIRaERiae Fadf g e QEEEEEE Ea o e

1. Abhinava has some difference of opinion with other interpreters regarding
the inner purport of this Gatha. Bhoja's interpretation seems to be straight, correct,
intelligible and pertinent to the point in illustration.

2. Hemacandra omits this Gatha and gives here some other illustrative Gatha
and naturally his comments differ. (K. A. p. 33) After this, he also adds Ananda’s

last instance “ &g Mg, Afalmwds sygeaMa: ? with the illustration
“FEF 1 T VAR QW etc.”
3. This is Ananda’s Vivaksitanyaparavacyadhvani.
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Feqamag AT E@g AGTRET TAIq g AFIREAN: | qar-
T iseg FARIM et qegaar fofe
FY Y o qafa wga AawRIgER
i el aafy Rl sl sfaa
am uftg Eadswafy satHdeafy afiiy o

AT oM FUSERY, rafrgEi o7 TSR A shiaE:, i sn@i
TEIAW 3 Senaad, wera (1) qEER SEdSquEaTEET TR a9 (8T )-
enag 2@ (3R ) A = e swdiai ot (9t) gegaRa (EARs ) 9
e g agaratt | Ea—

Ty 99 FIe AWl 6 g@E i

T () smnfteeny (o) geRody (gg died fast o @3 ) 0
[ a5 7w ares a==dt & S|
A SRiEmo goars Sdda 7 wEk o ]

77 & A A=t SEEAR = A, 9% et ddraindiaE: s
I BAR 9 at @ ¥R IRy Senaed [ o | @ @ gadE o
tag mﬂﬁ% AR | IT JEI1 SAFAETAI ( Qﬁg@{ﬂ ) AT AFATET Eama’}gggqﬁ-
At | O ot v P geni AR (3) f@fen advane: FRRgmeaER
mEaen A Akt geme, IR SdgmE: EaniEEsT Rty
T AV I | aET A qgeEaRT ST 3R wgaE-
A | qa- Agak & T duer” g ity QAR gd@am: aywaty
FA1: AAAATI SqAfY | qF SerFmATEIgeERT AgAIERE ( R ) ITear 3R
agarReata: | af 9 “3fEug aRuFgd a1 gu dgest  sanfd iy fAfrfashe:
R SR, ey SEaETe i | @ 9 TR
THERYIAET: SISEET: aAMAT I99RET g 97 ACRAFeR FEIaRaA-
PUFIARAN GESTNRIRNIIG| ST EVFETHT ARISEDATT 89
FAFFYFT T FEPAWEN JATN A ATRAT, AFAA MeqraaraRZ i |

AaTs:

7. gRfrfigamaada gang @ JeRuRaREeTERdEat ST
it @ afgmega:? | aw ¢ srafagoia & Faag 2 gty (Fe 98-
Row ) (g1 g1 ) At MeVRAEET IR TR, ¥ T [ FAgeq: I9@FA
d SEAAYRIAGRAT )Y ISRTTAT I @AgAISIaEdaRnE T
T 9 epimmea Saa: SYSI | adg T FunmEEOTAEEeEEEd: sfd-

1. For the correct word Hﬁﬁﬁqém see Bhoja's Saiva Treatise, Tattva
Prakasa. V. 7 and 8.

2. See Dhvanyadloka. P. 156.
3. This is Ananda’s Avivaksitavacyadhvani.
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FAT: TE SART: 97 AEE AeATAAR, THAAMT: TREHIAR A | @1
IR ITFIAET qfATEREFE: | aqT—

Qs aeT: O RS mi a_e

AT qISHAAYT AN 1 IFGEFT N (TFo )

AT qegT: GA @ew 3 amsdishgam: @ Rgded sy
e 2f qemqq{ﬁgari FAYOT qagentd 3 ety | @ 9 Rgsareawad
979 GARIEAT JIfay sfamsgmaE: gufa I9@vaq. 3fa shameata: | -

“geg a1 @ - (See Dhvanyaloka, p. 23)

®T GRS SPAAAE: 96 T[T FA e AG: |ivza: |-
qfte 3 searas cafeaiinny SrefaTIed |atd | @ 9 SN ST
sl wdata sfiwfed 3fs afamegeata: | @ “ wq aftqer faen ”

(Vide above)
gAmEry BTl A% sy qen adFws [ 9 ] FaRa 98 SFa et |
q qEFAE. gafie IUSEHAM: T | ¢ AMaEA Ao e ge-
I FufATROGE: R ITefafaanen seava S a5 eata | | -
frare si=afead aq: 99fg IreemE: gfaasate: | g ¢ Memgrs IFa-d-
qzang garz” (. | 1L 71) geafy sfaaspafarfa o

T ¢

T MEEARTI (0T | 3 SFFAREN Tq—

AT 1Y FEIEFL RS AT

AT 3T FASAANGRA FAT T |

FIBHIFAAN AT A AT A GFAT:

FeAMT : fEAg: ArESTETTEd U MEE 0 (498 g, A 3.)

S WIERE: FEANT q: FAE: 3R G | FETRRRE T, e
£ FeNRAREIGETRRINITANTI GEAY FFATE TATTWIAq: TAETAT GEIETAT = aafa |
qgwzaft qrgeraaae Wemad 3R sgArean: | -

wmygaEEen REkyg 9 RaE 3o w=:

ST FEET SPIRTRT ITETRETAT |
foeTed S AR qIg JSHA
FAU GAAEATATHG A Bt FAqRE 0 (99 g, A 1)

AT TITITEMEE, gAY AFAgg 1 gqieg 3w: | T4 GUFER, g8 g
FEIgRAR | 9T T SRTEeaa—

FAML: SAFT agRqERaEeas: A

7ate Ruwen KRR AEaR e |

AgiE: NG TAI g aRaE!

TEY 4 qEAl ATREEl SgaRag e (A9 g W %)
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ot TR GEE: @At (W )meIniReEnTea ek
Uy ST swawe: qrafy AR mgead sieaefy (7)) tm—

Heagierifiseed R

|EAAAT TRRTAT: AT |
e afgar evggeEar™g aishw=a
FIEABASNE SR GACATIE, T | (FGL g . 39)

HT HITAT TFIAT:  FOTOASIE A0, JqIL. A T AR
T | STFELRIREERIEAN, FEAFARAIZIRATE SHIGS=1 3F1T: FITAS-
Al IAGAAR  TAEEAT. ol RANEmt W9 3R SRl W\ SR
3 | o o ASR TRy Atk adqeia | ggee— ‘aRrie Fafy |
FoA” gfX | F: g FogaTE: ANCIIA: BR: ¢ A% g, ( @y )—

I%T% I T AF T T 0F a1
7% JFHARET T FEAMA @/ 0
FRPTIREAE agATT, S |
arrdadadead, Tl g |
AR aRITAFR 0§ |
AT SEIRE STERIAAT:
SfmETY 539 FAgA |

T97 GG AIATTEE 1

II

Chap. VI. $r. Pra. Pp. 425-7.

(This is found earlier, in chap. VI. and considers the nature of Dhvani
from the point of view of Sphota Philosophy.)

“ a9 T wfrigamIT SAFAam aEradaat Red | an=ag—
ST g qEaied oY AgFEATEH, )
e, SREEIaiS Bl SEvafEmag 0 (@, & 9. v )
T T TEFNITEACEGATIR: IR Ny a1 FYRT Iqafeiai ¢
3=ay—faafturrng wfrsafy | aegdsR srmeamrowr frafma: | @ g TR
gzifkedn, TR gAfkednr, A gaikedn RoRkuaed a3 wEEf st
qT¥: A A rdEAw qt a1 ooy | agar- afea § o g, A fad g
Rraamia, ArsE gar ZR=IA FRRFANETE oraan, QisgRigrAl afim Fafe mrei
IR ” R o T TRGA: gAENEE, ey sifnfigamant sdigam-

1. Ratne§vara quotes this verse in his commentary on Bhoja's S. K. A. 1. 43.
p. 30. He reads the 2nd line differently, with Anuraga for Arthavdada and Sruti for

smpti. 6 FLFTETR TF TR 2: |
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argt a1 7 qgyafs: | 7 T CaEar TR iy | 9 aedAer i auar G
THIHTOTATES €4 TR —

ity e, gaehy afy & aeaRd A
METEy qEAASaaaa) 99 ARy

a3 ayifa FEqEAHE TR TTIgIE:
aeara faamifafy gad aanfa f9: o

q FuEEISRSTE  fef: gqrgaamrd: afedaae: @ife o faee-
A 89 (@ ) @ifq sdeaE: aggaeaan REeaERRE, e T
TR, aat AR araay, g€ weEay satatda sfats: 1aget—

qRITAT FARy AT 6
ANRTAT IrEaty JEEd |

IR YA SFEASTAT:
IFR UF g aeear ey o

F: gA: HEAIAQL: AARIIA: BF: ¢ ITgT—
T g9: T/ SF 4 99 0F I |
F% JMERT a6 FEIM @I |
FEfasrERer agarFa SHad |
AAIRAGIET, JeTd: GAA: |
ARIRE IS O T |
JREFA SR TErETErAR:

SRRy 53 AT |
1 gUATEY agATaEEEE |

The Discussion on Tatparya and Dhvani in the 111 uddyota of
the Dhvanyaloka.*

(Pp. 187—191};.

“ IR RRAT: qrEASAfIRET TegA: ffE: Tl @ A4l SIS FEAIT, 5q9-
Rgd | 7 9 IR SHTEIF a5 =TA; aUaMl o9%y I: | QeI -
AEG | ATT TOWRA  TFIE FIIEGHT A | B T SAREHRAAT |
FEAT. ARTARGAT A1s4: @ TEAGEATAT A= | 1 = aqiy FeY Frn=acta:,
a1 qevfiarTaaEy,, EEsefafE adsdra: |

1. Quoted on P. 109 by Ananda in his Dhvanyaloka.

2. MIAAT.

3. Introductory verses in Chap. I. $7. Pra.

4. The text given above is as corrected by Professor Mm. S. KuprPUswAMI
SAsTRI. The, incorrect readings in the N. S. Edn. are given in the footnotes.

5. SEAEIN. 6. FrEAAAEY.
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ST —T T3 AR sMTRAAAaRT a7 Jaed i,
T qEAEEARG AR, , AR R A ¢ T aEERErS: | Jedr, 5t S f-
A frasdl T 47X U7 1 qA F-TEARASIM: A TR QIR THFS-
SAMEAAFAUITT: | TF: STTCEARA AEITWIITRIGANFT: | UF grEaEd
ATy SrARaEEARaET | area o ArEEsTer @ee aRaoe rgae-
Rrg: grataas= | IR T qEEACIE QAT N, AFAETAE W T W)
e, IR, aaeae: gafis: | ERRIsR aRg e A & afmat
ST | SEEET MaTeaR: ERETe EARa, | TRy A
AR RIS | ga & AermaaRan  —enfedd SR g
FRArEIRg: SEHa @ qeAns SrafgEr, feetas aritrantamea-
(TRRGE W TREr’ A4, At 813 uF A | FAAE, A aff g e
Te1 ARTIFERANRGE ATATTRTA | TAAAENTA g eT AEARTa
w3 | ag TN | 7 AEAA | ARGIIARRET A T FemaE
qatard AR e AERANECT, T FEAARRE Jh0)

7 7 qEEAEFIRET aETerEa | T wrfRadatt wabglgute-
9\ SeAgeEaent AT AR GRgTREEREIESYTEIET:, T4
f 7% RTH SETAMEROTAT 7 GAUTERT:, T9T 0P T3 A0 S TZAZAIA,_ | AT
a1 ATy T VAT | AN aFTIIAA: | A gz udf-
AAH  AFAIEEOFART | AR Qe SRR, | SEAr, SZSTAE-
A g & SATgR FINdaETEAl A SHTIERE fEdd, e STIAGATA
FEATTAIE: | TG TS FoT TAFRN 7 — FNIH AGTAAEARTA e
AR JUTRAGTANE a1 AFTET SIEH, | TEE T T BT | qen R e |
9 219 | GO TR, | STZITEY i FRA T, ATSTET SRR,
£ T =767 TAFIATET T ARIE: | T STLAIFT ARRIHAT | AT g
TEEAL T | qeR RUaRaa-sTETIcash #EAer A sAgeRd shiITe,
9 g ATIART | BFF ST AR ARFGPH A=A LA ATTI-
IR | AT, TEET | AI0T dEd. SR WMl AR g Ay gex
i Y BRI 6 EaRTaTEad | U e AR, 2T STAFHA |

T TAFAT STAFACT A, TETH NRFFTATT TZOATHIAT 7 |
eI AR syAwae ARTTdeEnd |

The Dasaripaka and the Dasarupakdvaloka
on Dhvani and Tatparye. (Ch. IV. Pp. 119-121)

[The text as printed in the Nirnayasagar Edn. has.numerous mistakes.
A purified text, with the corrections made by Professor Mm. S. KuppuSWAMI
SASTRI, is given here. The readings found in the printed text are given in the
footnotes. ]

1. oSy, 2 Full stop. 3. |, 4, ¥g1@agy. 5. Full stop.
6. orEd3f.
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iy amade symaer gATETRNTEN, |  a f— 99 i’ 3R] -
At aeguararaRnrarrmeRaTaHR bR TR RaREagd awLE-
w1 A sygigemsd: sqEATH; eENaENE | oqdl am e
Ag T gEEfEEaRmeEdaedy R gk’ genfaeay ¥y
gdfiaa w3 el @ 9 syFEEaieay aFndd 9, araAigagEt e |
aw; eder GAtarammiEraer gaaraWET 89 ftvawear a9 Bdawen B
RN EREGAIGIIT:; ST, AR awR 9t FevaaiteREe ) a9
fEaRatasamizdiasam TmagnaE

dgH—

‘aRgAtEaEd @ FeaiREy

T famEd a =APA qeIaney a1
77 g @rdfEa= afligt aEEEmEg )
qaafy a eng. A@a7 Aataar fefa: o’

X X X X
AA=A—

Fr=AT AELONFEEAT FGEAT 1 741 BEAT
T FEYS: erEEdat 1 (D R.)

71 SFFFATY ARG ¢ AR oY TR 7GR gRA]
SR @RAITRIAR, SRR, JreataaR T wwReRar aEend:, qan
FEAAMN @IATREE &R N qdte A’ AaaRl, FRE Fwoneaad, Fd-
fafed” PrmEERanTEg SEngEsTaf  AoiadaE: otk et aategae-
faaRfT: daTRTAT: SERRTETAT qU SEATETaE: TnlaEad: | 4 Sugr-
de1 qrnde AR T FRTEAREE g | aa i dwgadieRy
TF 8F FARH, ATCASTNRTAR, IAAIRTFITD * FATRgmi T A=T3fal-
Feqt MdTrgarEReaiET SRqEaeRFED: yIREeEn: ST
AR FHET SIS | SERMRRE 7 FaEfdaer enfie o s )
G IAIITTIFTR: I 7 @AFIan gocrl agaEraEnaieiiaga-
ZIN @ETARAEFTY | d%3%. AR 9, JEEst et
TRAA. FeTArFA,, AN ARAr arelaEEET | F 94 A AafEr, T
g, fefmafamsifgands airenfaEaEanT aRgst s agaE

1. FrEe: 2. AT, 3. dd. 4. The full stop here is wrong and
the sentence ends only with the word fEfiF®eTL. 5. qfafeq. 6. qi.

7. Full stop. 8. No Full stop. 9. &M=, 10. &4, 11. 334,
12.  Full stop. 13. WNo full stop.
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afgash fen: | 2R T TFariFET qRERaRTRaRm At qaeEEar-
AT AFYACTRFCTT T1E: | JZATH RHEIRNT—

‘ ARAATAIAE SqFHACH, 7 Az |
Prgs enggariared ssnfResfafir o
R 9 lqEd 799 Rggaiig
29g Y TAFAR, AN FT T 0
TR RIS |
qOTE @R a, RerrmermeaE
naEde fenfaaradai feag’ |
TAHFTATHINGT, aRaT 7 G,
aA qifdF Reea, gk sSRigareTea? |
frertgf w9 aed RSugaadi
R fenfagmgori )
FEaaTng:® sifnfs a1 Fan
TEATET T RaenaRae=ar |
TEAATARTIY, 3Fa: T I 17 3R

HAY q WA FEAT g8 sqTIgeAREN(E: | (5 A ¢ AemERarEe: | Wy
& was, wear @RS A & @disa vy aEdy AReRvElmar aeEe
A=A | 7 AR TREANY  AETIEAFSAGEARET, FEIIRAN a1 Wed-
Ry aeaq) yAMERIEReRT: qusfisdad) fFa @ I aaeg’; FTsalEl-
¥TNE AR, |

aga;:[__.(N.S. VIIL 4)

‘wEifrrETEE, Wit i)
qETEARAl AErE Ry aEwhn o

gy 1 4 gOdiaErTaey: aXeT: EMRIRTARRT Aa A% auiTang-
sgaiRy EnaRanTagaaTE, 3 JNgRT gl rERanEayREReEFREyE-
o, ARENRATEAA S fEsdif: | 991 F FRAIAEY [@TEEE aq1 T
TIM: 0’ ‘

1. A INY gy 2. gEE@. 3. A Fam 4 e
5. Raf@auy: 6. Qgyqr w@=ar. 7. Wa=a: 8. No full stop.
9. No stop. 10. efagaqr RanTrEs.



CHAPTER XIIi

BHOJA AND AUCITYA

This important concept of Aucitya, Bhoja does not deal with anywhere
separately. As a chief topic in Poetics, it is not mentioned at all by Bhoja.
But Bhcja is not absolutely silent on this concept. Aucitya occurs here and
there, underlying many other ideas in Bhoja.

It has been pointed out in my article on Aucitya in the Journal of the
Madras University,! that, long before Poetics began to talk of Aucitya, its
related Tantra of Vydakarana was mentioning Aucitya as one of the conditions
determining the definite import of a word of many meanings in a given con-
text. Bhartrhari mentions Aucitya as one of the Sabda-artha-pravibhajakas
in II. 316, in his Vakyepadiya. In this same connection, Bhoja also men-
tions Aucitya while treating of Vivaksa in the seventh chapter of the $7. Pra.
(Vol. I1. p. 30) ; and this same Aucitya as a determinant of the sense of a
word occurs again in chapter xxv of the Sr. Pra. (Vol. IV. p. 463).

In chapter xi of the Sr. Pra., Bhoja calls his magnum opus, this Sr.
Pra., by the name SAHITYA-PRAKASA and says that among other things,
Aucitya is herein inculcated.

“ A, EMOETR GIEERT  SRNAEIIqagIReRE sfaeneEe -
aﬁfaw—q;aq'amgqi T giyram Vol. II. Mad. Ms. p. 430.

This, however, has to be taken in a general sense that one of the fruits
a reader of the Sr Pra. will reap is acquisition of a sense of Aucitya. That,
any work, especially Literature, Poetry and Literary Criticism, must inculcate.

In Poetics proper, Bhoja dces speak of Aucitya more than once. He
realises that it is a vast and elastic principle and that it pertains to every
part of a work of art. There are the main and major Aucityas of Rasa and
Itivrtta as also the subsidiary and minor ones of Gunas, Alarhkaras, Riti,
metre etc.

(1) We first sight Aucitya in Bhoja in his Dosa prakarana, in his Vakya-
dosa called ‘ Apada’. ‘Apada’ is the use of inappropriate vocabulary. The
appropriateness or otherwise is tested by a reference to the nature of the
characters who speak. A Gramya speaker must be made to talk as he does
in life, using rustic or vulgar expressions, whereas a refined urban character
must be made to use a refined language. This is an emphasis on one kind
of Aucitya. See Dosa-section for detailed treatment of ‘ Apada’. See S. K.
A, 1. pp. 19-20.

1. Vide my paper on the History of Aucitya in the Journal of the Madras
University, Vol. VI. No. 1 and Vol. VIL. No. 1.
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Aristotle speaks of this Aucitya of Pada, the use of appropriate vocz
bulary, in his Rhetoric. He says; “If then one expresses himself in th
language appropriate to the habit, he will produce the effect of,being charac
teristic ; for, a rustic and a man of education will express themselves neithe
in the same words, nor in the same manner.” (Vide my paper on Lok
Dharmi, JOR., Madras, Vol. VIII. p. 71. Compare also Rajasekhara, K. M
pp. 30-31).

(2) In the Vakyarthadosa called Virasa, borrowed from Rudrat:
Bhoja speaks of Aprastutarasa, which is a variety of Rasa-anaucity:
S.K.A. 1. 50. p. 35. Ratne$vara quotes here Ananda’s verse on Aucitya an
and Anaucitya—" Anaucitydd rte nanyad etc.” Ratne§vara also points ou
that the following three Dosas, Hina, Adhika and Asadr§a Upamas are a
varieties of Anaucitya.

(3) The Dosa called Viruddha, Loka-viruddha, Kalaviruddha etc
(S.K.A. 1. 54-57, pp. 38-42) is also based on Aucitya. It is only a mor
definite and particularised name for Anaucitya of various kinds in Vast
or Artha. While explaining in I. 56 ‘ Anumana virodha’, Bhoja mentior
Aucitya and its breach—Aucitya-viruddha.

gRr—NRrRT-sREREd At 2 |
FgamiEEy Fagelfm u 1 56.

and he illustrates Aucitya-viruddha thus :

afrerfrag a9—
()
TGRGAIN TAC @A AB |
ARTEERCFATIT EAZNET JZ98

ST TATET TGRSRty AfrataesRzg 17
S K. A. 1. p. 40.

“frg  TmOREERETY  EigeETeaRen | RgeRveaiaaiEm
FAqN=T uq qiaeeEad | 7 Ratnedvara on the above. -
This case of Artha-aucitya-anaucitya is plain; how can a Pimara t
described as dressed in a Nagaraka’s dress of silk ?

(4) A similar instance of Artha-aucitya-anaucitya is met with i
Bhoja’s Sabda-guna, Bhiavika, where an elder, out of the overpowering feelin
in him, goes to the extent of bowing at the feet of an youngster. S. K. A. |
p. 58.

“ o NI, TR € TXSUA FOGHEZIN A, Il
CliCerct U
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Here a case of Anaucitya becomes a Guna or Aucitya, according to the larger
implications of the principle of Aucitya. The larger Aucitya herein involved,
which makes Aucitya out of Anaucitya, is an instance of Rasaveéa and Rasa-
aucitya.

(5) And the above-mentioned Aucitya which converts Dosas into
Gunas is the very basis of the last section of the Guna-prakarana of Bhoja,
the Vaiesika-gunas or Dosa-gunas, Dosas which turn into Gunas under cer-
tain circumstances. (Vide my paper on Aucitya above referred to) S. K. 4.
pp. 74-120 ; See especially p. 118. Bhoja explicitly states the principle of
Aucitya converting certain cases of Anaucitya into Aucitya.

“or st NRERAYsR qeamataaany, e 1

Aucitya in Bhoja's Alarkara Section

(6) (a) Above was noticed under the Pada-dosa called Apada, a kind
of Aucitya of language, the Aucitya of appropriate vocabulary. Bhoja opens
his Sabdilarmkaras with an Alamkara called Jati. What is Jati ? And how
is it Alarhkara, and a Sabda-alarnkara ? Jati is the various kinds of language,
Sanskrit, the various Prakrts and Apabhram$a. Though Language, by
itself, is not an Alamkara, the proper choice of the language suited to the
theme etc., is an Alarhkéra ; for, this is a feature of beauty in Kavya. This
is Bhasa-Aucitya. Certain things are well said when expressed in Sanskrit ;
certain others in Prakrt. Says Bhoja :

deFaag Frst: GrEIAT ¢ |
T @G AT AT T | S.K.A.p. 122.

This intelligent choice and employment of language is an Aucitya and is called
by Bhoja as the Sabdalamkara named Jati. The principle of Aucitya involved
herein is pointed out by Bhoja :

T GepaRE: TET SRt |
a1 g SAeAEiT: 19, SeTHT Feaa 0 1L 6. p. 121,

and Ratnesvara explains it thus :

“ g FTW TRUA TEFARIAN AATSAN | FRIST FA:  MwTATAR:, A
ASTRRAT €I, TIT M-I | MEAAHE @ AoTH: | Afed 9 Feparkel
aq™E: g wE: u? pe 121

Then, according to Ratne§vara’s Avatarikas to the succeeding Karikds on
Jati, Bhoja indicates Auciti in general, Visaya-auciti, Vaktr-auciti, Vacya-
auciti, DeSa-auciti etc.

When, in a drama, the poet adopts the Prakrt for women and low
characters, Bhoja would say, that in his scheme, it is a case of Jati Sabda-
lamhkira. It is Vaktr-aucitya. Bharata’s Nafya Sastra treats of this Bhasa-
Aucitya in the chapter called Bhisa-vidhéina, XVIII. Bharata says regard-
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ing De$a-aucitya that a drama can be in many languages ; for, in a drama,
characters from various provinces and countries may be introduced.

AT TEA: FAT: AT TAH: |
. ANy & 19 Wl qeF N.S. XVIII. 34,

(b) In chapter xi of his Sr. Pra. Bhoja again emphasises this Bhasa-
Aucitya. There, he calls this an Ubhaya guna of a Prabandha as a whole,
the Guna called ‘ Patra-anuriipa-bhasatva ’ i.e., composed in language appropri-
ate to the character.

“ ARSIV, A9 STATEIN FeBdq, ITATIM WMFIA X X X X
etc. | ” p. 432. Vol. 1. 7. Pre. Mad. MS.
(Vide Alamkidra and Guna sections).

(7) (a) Bhoja’s second Sabdilammkara called Gati is nothing but the
Aucitya of the medium of verse, prose or the mixed Campi style, and the
Aucitya of the varieties of metres. To decide that a certain idea will be best
expressed only in a verse-form and another only in a prose-form is itself an
Alamkara. This appropriateness of form is called Gatyaucitya. The chief
controlling factor here, Bhoja himself says, is Artha-aucitya.

qg W 9 R T Fed A, @ i wgar )
ARz i @t ameese =@ 0 11 18,

Again,

@R Faratn R gare
F: GO JqEq: S9W Sqagq u 1L 21

(b) Having chosen the verse-form, a poet picks out the proper metres
to suit his ideas. This choice of metre is Vrtta-aucitya.  Bhoja says in
chapter xi of the Sr. Pra. that ‘ metre according to ideas’ is an Ubhaya-guna
of a Prabandha as a whole.

“  FFETTBRETY, §INT HER  gReREaET:, i aqaRent:, F60
AareaRT:, A% orra:, 99 AgeRmfearT: R st ”
Vol. II. p. 432.
All these Bhoja does not fail to relate to Rasa and he realises that the final
test of the appropriateness or Aucitya of a thing is Rasa, whether it be through
Sabda or Artha. For, all Gunas, Alamkaras and the avoidance of flaws
(Dosa-hana) are for securing the eternal presence of Rasa, Rasa-aviyoga.

Further, Bhoja also, like Mahima Bhatta (see section on Bhoja and
Mahima Bhatta), holds all kinds of Dosas as forms of Anaucitya. In chapter
xi of the Sr. Pre. Bhoja says that Rasa-aviyoga in a work as a whole is
secured by avoiding flaws, and securing Gunas and Alamkéras ; and there are
Dosas, Gunas and Alarhkéras pertaining to Prabandha, even as to Viakya.
Taking a drama, Bhoja illustrates the avoidance of flaw of Prabandha—Pra-
bandha-dosa-héina. The story, in the source, may not, in every incident, be
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consistent and exhibit an unity. The poet takes it up, eschews certain bits,
and renovates the theme for his purpose. This eschewing and renovation in
theme are, Bhoja says, Prabandha-dosa-hana or Anaucitya-parihana. Anau-
citya in the story is eliminated and Aucitya is secured.

“qu (59 ) AvEAn, wARATRORERT | gar AR IfgIanat aa:
gAIfE:, 7 wafdger gy REiveend ( aetmem ) ete, etc.”
p. 410. Vol. II. Mad. Sr. Pra.

(See the above-mentioned paper on Auctiya, sections on Bhoja and, Mahima
Bhatta. See also the section on Bhoja and Kuntaka and Vakrokti in this
thesis). And in this connection Bhoja quotes Ya$ovarman’s verse in the
prelude to his now lost Ramabhyudaya :

“ SAifaed g9at sFTRT, a9 qQrAyFra
gfe: egal meEg— " Sr. Pra. Mad. MS. Vol. II. p. 411.



CHAPTER X1V
RITI, VRTTI, AND PRAVRTTI.
Ritst
Riti is dealt with by Bhoja three times, first in the Dosa-section under
the Aﬁtimad-‘dosa, then in the Alarnkidra section as a Sabdilamkéra, and
lastly in the Anubhava section as one of the three Buddhyarambha-anu-
bhivas. As in the case of Vrtti, so also in the case of Riti; as a Sabdalarm-

kdra, it is of six kinds, but as Anubhava, it is only of four kinds. In the
former case, the number six is purely a result of Bhoja’s sense of symmetry.

Bhoja uses all the three names, Riti, Panthda and Marga, the latter two
of which are synonymous. Bhoja derives the word Riti from the root \/Ri
to go “qdg Tﬁﬁ,” thus connecting it with the other names, Panthd and
Mairga. To the three Ritis in Vamana, Bhoja adds three more. Vamana
gives only the Vaidarbhi, the Paficali and the Gaudiya ; Bhoja adds the Latiya
which Rudrata was respox?sible for introducing, and then two more himself,
namely, the Avantl and the Magadhi. The Avanti and Magadhi form Bhoja’s
additions.

The three verses defining the Vaidarbhi, Gaudi and Paficali (S. K. A.
I1. 29-31. p. 134) are reproduced by Bhoja from Vamana. Bhoja borrows the
Latiya Riti from Rudrata but abandons Rudrata’s definition of the Latiya.
Rudrata defines the Latiya, as also the other Ritis, on the basis of the number
of words compounded in a single instance. K. A. II. 5. But Bhoja arbitra-
rily says that a mixture of all Ritis is Latiya !

aaeqhfasal (=a1) R s dfdesaa S- K. A p. 134,
RedRerdar | Sr. Pra. Vol. 11 p. 270 .

The S. K. A. defines Avantikd Riti as one standing between Paficali and Vai-
darbhi ; with two to three or three to four words in a compound. But the
same writer says in his $7. Pra. that Avantika is not any one kind of Riti
exactly, but something approaching all Ritis ! i aausaRuatas.
Magadhi is defined as Khanda Riti by both the S. K. A. and the $r. Pra. ie.,
beginning in one Riti and ending in another !

Such treatment of the subject of Riti has little reality and Bhoja here
shows little grasp of either the historical aspect or the literary and artistic
aspect of the subject and is of very little help to a student of the history

and development of such an important concept as Style or Riti in Sanskrit
Alarhkdra Literature,

1. See also my paper on Riti in Mm. S. Kuppuswami Sastri Commemoration
Volume, pp. 89-118.
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While Bhoja is in a mood to follow Vdmana in his definitions of the
Ritis, Vaidarbhi, Paficdli and Gaudiy3, in the S. K. A., he prefers to accept
Rudrata’s definitions in the same context of Riti-§abdalarmmkaras in the $r.
Pra. Rudrata defines the Ritis on the basis of a single feature called Samasa ;
he holds the Vaidarbhi as the name of an un-compounded collocation, and
classifies the compounded collocation into the three other Ritis according to
the number of words compounded. No doubt Vamana does include Samésa as
a determining factor in the description of all the three Ritis ; but none but
Rudrata defines the Riti concept on the basis of Samasa only. Vamana de-
fines the Vaidarbhi as having all the Gunas fully, (Guna-samagrya) ; the pre-
ponderance of MAdhurya and Saukumdrya and absence of Ojas and Kanti is
Paficali ; the emphasis on Ojas and Kanti produces the Gaudiyd. See
Vamana, K. A. Si. and Vr. 1. ii. pp. 17-21. Vani Vilds Edn. and compare
S. K. A. p. 134. In the $7 Pra. however, Bhoja casts off Vamana’s definitions
and gives those of Rudrata as follows :

“ qAEIIYT AgHI— 17 C ERETENIR TEE 17 CgqmiE  aResl
ML 1 “ FeaiamaueQfacE=as | p. 269. §r. Pra. Vol. II.  Rudrata :
“ soraarar ot RET 1 7 K AL 6 “frfygr qme 17 o qa
ay a1 qEa”’ “ gumte merar” K. A IL S
Here also it is only on Vaidarbhi, Paficali and Gaudiya that Bhoja agrees
with Rudrata. The Latiya, he chooses to define according to his own sweet
will and not as Rudrata defined it.

Riti, as expounded by Dandin, Bhoja follows in the Dosa-section while
dealing with a Dosa called Aritimad. S. K. A. pp. 24-30. More of this I
have said in the sections on Dosa and Guma. This is no strange pheno-
menon in Bhoja’s writings that, on the same subject, he follows different
and differing writers at different places. On Riti, he follows Dandin in the
Dosa-section ; VAmana to some extent in the Sabdilarnkidra section of the
S. K. A.; and Rudrata in the same context in the §7. Pra.; and lastly, he
follows Rajasekhara on the Ritis in the 17th chapter of the S§r. Pra. where
again Bhoja speaks of the Ritis as Buddhyarambha-anubhivas along with
Vrtti and Pravrytti.? .

In the 17th chapter the Ritis appear along with Vryttis and Pravrttis,
as in RajaSekhara. Rajadekhara says at the very beginning of his work that
he devotes a separate chapter to Ritis in the statement {ifafavis gaviqig: and

in the remarks gfg{ifaessd qamad aam:” P. 8. “Gageg e, arg T )
p. 10. K.M. But this chapter on Ritis is lost. Still we are given an idea of
Rajaéekhara’s conception and definition of the Ritis even in the available part,
namely, the Kavi-rahasya section, sub-section 3 on Kavya-purusa-utpatti.
Rajasekhara admits only the three Ritis of Vamana and so has some difficulty
in adjusting the three Ritis to the four Vrttis and the four Pravrttis. Bhoja

1. See my paper on Riti and Gupa in the Agni Purdna in the THQ, X, pp. 767-
779, '
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removes the difficulty by accepting the fourth Riti of Litiya. Bhoja gives the
following equations :

Vrtti Prayrtti Riti
Bharati Paurastya Paficali
Arabhati Udhra-magadhi Gaudi
Kaisiki Daksinatya Vaidarbhi
Sattvati Avantya Latiya

" (See p. 52 JOR. Madras, Vol. VII, p. 52, My paper on Vrttis).
The Kavya-mimamsa gives the following scheme :

Bharati Udhra magadhi Gaudiya
Sattvati Paficali or

. and Paficali
Arabhati LPaﬂcéla madhyama

_Sattvati
and Avanti No Riti!
Kaisiki l
Kaisiki { Daksinatya Vaidarbhi

(K.M. Pp. 89).

The Kavya-purusa and the Sahitya-vidya-vadhi were perhaps struck dumb
when they passed through Avanti and adjacent provinces! For, RajaSekhara
gives no Riti for that place.

It is not possible to go here deeply into the very origins of the concept
of Riti and trace its history. That I have done in the separate paper on
Riti already referred to, wherein I have also spoken of the place occupied
by Rajasekhara and Bhoja, with whom alone we are concerned here at pre-
sent. The definitions of Ritis in Dandin and Vamana are on the basis of ideas
called Gupas. Rudrata restricts himself to Samasa. And Bhamaha brings
into his discussion of the two Ritis other general ideas; finally, Bhimaha
throws away the Ritis. As distinguished from Bhimaha and Rudrata on the
one hand, and from Dandin-Vamana and the Guna tradition on the other,
Rajasekhara adopts for defining the Ritis characteristics and phraseology no-
where else met with, characteristics and phraseology which Bhoja borrows for
the 17th chapter of his S7. Pra. and from Bhoja, the Agni-purana borrows.
The following are Rajaéekhara’s definitions along with which I have also given
those of Bhoja.

(9) “—awraas, SgIRET, AR g, @ M aR
KM. p. 8.

‘“frefg w MAM—RRATEREs, Regeemy, AgEEaRIR’
TRIGIEANY, Perefeaaand =, @ e 0?7 Pra. Vol. 111 p. 213,
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(R) “ —3¥vgmAray, §NTEIMY, UM T SR, & TEE df: )
KM.p. 9. ‘

“ QIR AT T -TRARTEmEs,, (omf ) epeanm, -
(=) sfama, TREESEY, Nasfead ar g |2 Sr. Pre. Vol. 111 p. 212

(1) “ —eqmEIEaE, ATy, At T R, an i af |
KM. p. 9.

“ ity (war) S af (3) aned sfggareg (799 ) &g
(var 3w, ), exmgme, (dw ) gfawmg g, ar ddt”
Sr. Pra. Vol. 1I1. p. 214.
We shall consider the Latiya of Bhoja which is not found in RajeSekhara
separately afterwards. The following table shows the relation between the
definitions of the two writers more clearly.

Gaudiya :
Rajasekhara A SEEIL AT I
Bhoja afadremma qRIgA AT

And in addition to these three, we find Bhoja giving ‘ Parisphuta-bandha’
and a few Upacara-vrtti usages as characterising the Gaudiya. The source
of Bhoja for these two additional features is not known. Regarding the three
features taken from RajaSekhara, Bhoja puts them more definitely ; Samasa
is made Atidirgha-samdsa ; Anuprdsa, Padanuprasa ; and the Yoga-vrtti of
Rajasekhara, Bhoja makes Yoga-Ridhi.

Pancali :
Rajasekhara  Zwzgam EC RG] ITAR
Bhoja sl TaTE TR Same

The additional features in Bhoja are ‘ Anati-sphuta-bandha’ and ‘ Yoga-
Ridhi.’

Vaidarbhi :
Rajasekhara  srqarg EIATIE Mg
Bhoja Same Same Same

The additional features in Bhoja are * Ati-sukumara-bandha’ and ‘ Anu-
pacara-vrtti ’.

This kind of treatment of the Ritis is not after the manner generally found
in the writings of the Alamkérikas but it is not altogether unrelated to the
features of the Ritis as they are defined by Dandin, Vamana and Rudrata.
Samidsa and Anuprisa which play a great part in Rajasekhara’s and Bhoja’s
definitions form vital points in Dandin, Vamana and Rudrata. Upacira
also is mentioned by Dandin as the Guna called Samadhi. But what is a bit
striking as new is the terminology of Upacara, Yoga, Rihi and Bandha-
sphutatva.
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In similar terminology, Bhoja defines the Latiya also himself :

IRMG AT A1 ; LAY, AARGFAETH,, AIIARIE,, FAI-
Ty, ARTERAE, q=:, &t s ? P 215, Vol UL $r. Pra.

Saraditanaya records this kind of definition of the Ritis in his Bha. Pra.,
borrowing it from the 17th chapter of the $r. Pra. ; and from both Saradata-
naya and Bhoja, Bahuriipamié§ra borrows it in his DaSarapakaevyakhya. The
Agni-purana also borrows it from Bhoja. Of Riti and Guna in the Agni-
purana, 1 have spoken in the article in the Indian Historical Quarterly al-
ready referred to.

1. Saradatanaya, in chapter one of his Bha. Pra. follows Bhoja’s treat-
ment of Anubhavas as found in the 17th chapter of the Sr. Pra. On pp. 11-12,

Saradatanaya follows Bhoja’s grouping together of Riti, Vrtti and Pravrtti
as Buddhyarambha-anubhava.

FGYRTFAAY Ofd: FIag=aq |

Qfadaai=rgesa:, afy agin
The features given by Bhoja are thus classified and stated by Saradatanaya.
The Ritis are distinguished by the difference in (1) Samiasa, (2) Sauku-
marya etc., (3) Upacara etc.,, and (4) Prasa and Anuprasa.

aaE-FAAIE-TATE. FRE, FR |
ITTRRRTE JrgIrEdd: |

Following &Araddtanaya Bahuriipami§ra says in his DaSerdapakavyakhya -
vl Taant 9 ddvei amEarasn, (1) STaRaRaHE, (2) a8igan(-
Raraemz, (3) srEmaagr, (4) AR (5) T THERNE: FIga-aRsR | 7
P. 5. Vol. II. Mad. MS. P. 4188.
Saradatanaya beats Bhoja hollow by first adding two more Ritis, Saurastri

and Draviqi, and by saying finally that Ritis are as many as 105 or even
as many as the men who speak.

qst g A Afgaggra)
TR A REARA R TR U
X X X
gRFI+ Sfigel agarafaa: adfi |
=g, Ser i b IgREdEm
g qEmEd e s a-ifen
2. Singabhipala follows Bhoja in treating of Riti, Vrtti and Pravrtti as
Buddhyarambha-anubhdvas. R.A.S. Ch. 1. pp. 64-88.
FTUTETTT NA: QfRIfaTm: |
But Singabhiipala recognises only three Ritis, Komala, Kathind, and Miéra,
1.e, Vaidarbhi, Gaudi and Paficali. On Vaidarbhi, Dandin is followed ;
Gaudi is distinguished by long compounds and aspirated words ; Paficali is
midway between the two. Following &aradfitanaya, Singabhiipdla also says
at the end of the Riti-section that there are innumerable Ritis and that each
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province has its own Riti. There are Andhri, Lati, Saurastri and such other
Misra Ritis. For a description of these, Singabhipala refers us to the works
of Bhoje and others.

At S T A Rdaa: |

X X X X

Aoty aRme@fademam 1 p. 69.

araddtanaya mentions such additional Ritis and remarks that Ritis are as
many as the provinces. But Bhoja never does so, either in the $r. Pra. or the
S. K. A. Perhaps Singabhiipala refers to the twelve Vrttyanuprasa varieties
of Bhoja given in the Sabdélarhkira section, Andhri, Kaunki, Kaunkani, etc,
The Agni-purana also gives the three concepts of Riti, Vrtti and Pra-
vrtti together as Buddhydrambha-anubhavas, in the section on Anubhfvas.

ATEFAREET ARTgEEEE: |
FaERgfeagyl efiwsRTEad: |
AT Uq fagam sigaE 3R & 339/44-5.
Then Mana-arambha-anubhivas of males and females and Vagarambhas are

given. And in the last two lines of the chapter, the three Buddhyarambhas
are introduced.

g gEIRT 94 |
qe ¥3: Fged 9 Qfafawes o 339/54

The next chapter, the 340th, called Riti-niripana, speaks partly of Vrtti also:
The text as printed in the Anandasrama Edn. is corrupt and incomplete here.
The chapter must be called ‘Riti-Vrtti-Pravrtti-Niripana’ and must have
dealt with all these three Buddhydrambhas. For, with the next chapter we
have Angika-abhinaya or Sarirairambha-anubhdva beginning. As it is, the
chapter (340) ends abruptly with the mention of the Angas of the Arabhati
Vrtti ; only the Ritis and two Vrttis are available. Vide my paper on Riti
and Guna in the Agni-purdna in the IHQ.

Another point to be noted in the Agnipuranae is that its definitions of
the Ritis are taken from the $y. Pra. (17th chapter). The four Ritis of this
chapter of the Sy. Pra. are accepted and they are defined on the basis of the
same features of SamAsa, Upacara, Yoga, etc. Vide my article on Riti and
Guna in the Agnipurana above referred to.

The Vrttis

Both from the point of view of history and that of dramatic art, I have
critically examined and explained the concept of Vrtti in a long paper entitled
the Vrttis published in the JOR* Madras. In the third instalment of that
paper, I noticed the peculiarities in Bhoja’s treatment of Vrtti in the section
called ‘ Number of Vrttis’. I shall briefly survey the same here.

1. JOR Madras, Vol. VI, pp, 346-370 and Vol. VII. pp. 33-52 and 91-112,
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Bhoja describes the Vrttis as Anubhéivas born of the Buddhi—Buddhya-
rambhanubhivas—in chapter xxvii of the Sr. Pra. He defines Vrtti as mode
or manner of activity—Cestd-viSesa-vimyasa-krama—and this agrees with
Abhinava’s definition of it as Vyapara and Ananda’s as Vyavahdra. In
chapter xxvii of the §7. Pra., Bhoja describes only the four Vrttis given by
Bharata, and there is nothing special, no difference, to be noted in Bhoja’s
descriptions of each of these Vrttis. There is some important difference in
Bhoja’s description of the Angas of the Bhdrati vrtti, which I have dealt
with in a separate section below called Vrttyangas.

If Kaiéiki means grace and delicateness, and Vrtti means the temper
and atmosphere of the situation, the Kai$iki vrtti covers all such graceful
activities and cannot be strictly called Anubhava. Abhinava explains Ara-
bhati as Kaya-vrtti, i.e., Cestd par excellence ; Bharati as Vag-vyfipara ; and
Sattvati as Mano-vyapara. Bhoja also says that the Vrttis are ‘ Van-
manah-kdya-vyapara’ (chap. xii.). If Bharati is Vag-vy@para, it must be
Vagarambha-anubhava ; if Arabhati is Kaya-vyapara, it must be Sarirdram-
bha-anubhiva ; and Sattvati alone can be Buddhyarambha-anubhava, because
it is said to be Mano-vy@para. What about Kai$iki then? It refers to no
physiological or psychological department of our activity, of body, speech or
mind. It refers to the graceful mode in all activities. How can this be called
a Buddhyarambha-anubhdava ? But such critical scrutiny, we cannot make
even in Abhinava’s text ; how can Bhoja stand it?

As it is, Kai$iki is applied to a part of the physical activity of the limbs
which exhibit grace and delicateness, Slaksnata and Saukumarya.

As in this chapter xxvi of the Sr. Pra., in chapter v of his S. K. A.
(p. 643) also, Bhoja is satisfied with the old four Vrttis but in chapter xii
of the Sr. Pra. which corresponds ta the above-noted part of the fifth chapter
of the S. K. A., Bhoja gives the Vrttis as five in number. In this chapter xii
of the Sr. Pra. dealing with Prabandha-angas, most things move in groups of
‘Five’ and can Vrtti alone be, in this company, one short ? So Bhoja adds
the new fifth Vrtti of his, the Vimiéra-vrtti, which is not a really new or
additional Vrtti but is only the jumble of all the other four. Bhoja describes
this fifth additional Vrtti thus on p. 459 in chap. xii of his §7. Pra. (Vol. I1).

ML E (G eI CUUISEISIE
Rty /ey g9+d |

Rt at gt o
qrreitadageTer |

garcafay [ 9] safgaomar (/) Aeasda qaaEmEsiEE:
W T waRa—and), swdl, IR, weady, RN IR 7 p. 459,

“ Qs qEgFQsh JEfRReEsd gaiamerag 7 p. 459
What is the scope of this Vrtti, whether such a Vrtti is necessary, what has
Bharata's text to say on this matter, how Singabhiipdla notes this Miéria-
vrtti of Bhoja and refutes it with the authority of Bharata’s text—these ques-
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tions I have dealt with in the paper on the Vrttis above-mentioned. (Pp. 102-3,
Vol. VII, JOR).

Other writers besides Singabhiipala have noticed this fifth Vrtti of Bhoja.
Earlier than Singabhiipala, Saradatanaya, who often shows his acquaintance
with the S$r. Pra., says that there are others who do not accept the Artha-
vrtti of Udbhata and give in its place a fifth Vrtti called Miéra.

AR et 37 FRFIRAR T
ANge: gEAggE 7 gRwEI o

sdgeommar (&) =i af e=l o)

The information in the first two lines is derived by Saradatanaya from the
Dasariipaka. How the view of these two writers, namely, Dhanaiijaya and
Saradatanaya, that Udhata recognised a fifth Vrtti called Artha-vrtti is wrong
and what exactly is the position taken up by Udbhata, I have elaborately
shown in the section on Udbhata in my paper in the J.0.R., VI, on the writers
quoted in the Abhinava-bharati and in the paper on the Vrttis mentioned
above. In the third line quoted above, Saradatanaya refers to Bhoja’s fifth
Vrtti called the Miéra.

In the two published papers of mine above referred to, I had made a
mistake which Mr. K. S. RAMASwWAMY SASTRY of the Baroda Oriental Insti-
tute, editor of the Bhavaepraka$a in the Gaekwad Series, was kind enough to
correct. It was proved by me in the section on the writer named Sakaligarbha
in the article on Writers quoted in the Abinava-bharati, that this writer on
dramaturgy held five Vrttis, and added the fifth Vrtti of his which he called
Atma-samvitti. The text of the Bha, Pra. on the Vrttis on p. 12 reads
“ fysar=at g=d} g and this view came just after the statement of Udbhata’s
view and contradicting Udbhata’s view. In the Abhinava-bharati, the view of
Sakaligarbha appears after that of Udbhata, contradicting Udbhata’s. So,
at the suggestion of Professor Mm. S. KUPPUSWAMY SASTRIYAR, I took Sarada-
tanaya as referring to Sakaligarbha’s view after that of Udbhata and the word
‘Vidranti’ in the text was taken as a synonym meaning the same ‘Atma-
sarmvilti’ of Sakaligarba. Mr. K. S. RAMASwAMY SASTRY drew my attention
to his Errata list at the end of his edition of the Bh@ Pra. where the correct
text of the third line is given ; Visr@nta must be read as ‘ Misram tam.” “fyi gt
gadl g, ” It is unfortunate that I should have missed the correct reading in
the Errata and should have consequently seen in a plain reference to Bhoja’s
view a reference to Sakaligarbha’s view and should have corrected ‘ Vi§ranta ’
in the text into ‘ Visranti’, to enable me to equate it with Atma-sarmvitti. It is
all very smooth sailing now. It must be accepted that the Dasariipaka and the
Bha. Pra. misunderstood Udbhata’s real view of Vryttis and that there was a
Sakaligarbha, who held another view of five Vrttis, but whom neither the D. R.
rior the Bha. Pra. refers to. It is clear that in the third line of the passage ex-
tracted above, Saradatanaya refers to Bhoja’s fifth Vrtti called Miérda and this
is perfectly natural, well acquainted as Saradatanaya is, with Bhoja’s $r. Pra.
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Another writer of about the same time of Sdradatanaya who refers to
this fifth Vrtti of Bhoja, called the Miéra, is Prakasavarsa, author of a work
called Rasarnava-alarmkara, (MS. in the Govt. Oriental MSS. Library,
Madras). Prakdsavarsa is acquainted with the Sr. Pra. and he quotes the
Upajati verse of Bhoja on his new fifth Vrtti— ¢ ggqrwaiaureanear: 2 etc.
from chapter xii of the §7. Pra. But, instead of calling it by the same name
by which it is called in the Sr. Pra., Miérd, occurring in the third line—
firsify at 9% -——, Prakasavarsa calls it by the functional name occurring as
Videsana in the last line, Sidharani,— “guoofiadageyey,” Prakasavarsa,
however, makes a great mistake in attributing this verse to one Maha Bha-
maha. (Vide my paper on Praki$avarsa’s Rasimavélamkara in the JOR,
Madras ; Vol. VIII. Part 3.)

The third kind of treatment of Vrtti by Bhoja, which is however the
first and earliest in order in his two works, is the treatment of Vrtti as a
Sabdalamkiira along with Language, the Form of Verse or Prose or the Mixed
Campi, Riti etc. Vrtti treated of in the Sabddlamkara section is not the Vrtti
described in the Rasa section as Anubhdva, with particular reference to Drama.
Vrtti is here applied to the text of the Drama as well as to the pure, read
Kéavya. This aspect of Vrtti also I have studied in the paper on Vrttis
above referred to in the section named ‘ The History of Vrtti in Kavya’ at
the end of the paper. (Pp. 104-112, JOR. Vol. VII).

When we speak of the written words, we are at once in the realm of
one of the four Vyttis namely, the Bharati-Vrtti. And if, within its realm,
we want to distinguish the graceful and the forceful styles or modes, we must
not have KaiS§iki and Arabhati Vrttis but two Ritis like Vaidarbhi and
Gaudi. The whole set of Vrttis brought from Natya into Kavya is incongru-
ous. Ananda says in Uddyota III that Vrttis are two-fold—of Artha and
Sabda—the Artha-vrttis being Kai$iki etc., of Bharata and the Sabda-vyttis
being Upanfgarikd, Parusa and Komald. The latter are called by the other
name of Riti also and Mammata equates the Sabda-vrttis with the Ritis.
(K. Pra. 1X). But Bhoja does not think of these difficulties and quietly
makes up his needed number of 24 Sabdalamkaras by things like Vrtti. The
following points are to be noted here :—

1. . Bhoja increases the number of Vrttis as Sabdalarhkaras to six, adding
two of his usual jumbles—Madhyama-Kaisiki and Madhyama-Arabhati. This
really is fine scientific treatment ! The same concept is once sixfold ; at another
place it is fivefold ; and in a third place it is only fourfold ! Why should there
be this difference ? Does Bhoja think that Vrtti in these three places, Vrtti
as Sabdilamkira, as Anubhdva, and as a general Anga of the Prabandha,
should differ ? Vrtti is primarily Anubhdva. All Alarhkéras are Anubhdva ;
they appear in the speech of the mood-filled character, in the Vacik&bhinaya,
in the Vagarambha-anubhéva ; and they are intended to convey more quickly
and more powerfully the mood. It is again as Anubh@va that Vrtti becomes
a Prabandha-anga. There is no need for Bhoja to treat of Vryttis three times
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at three different places ; and there is no justification for varying its number
in each case on a diminishing scale from six to four.

2. If there must be a Kaisiki which is not thoroughly Kai$iki but is some-
what Kai§iki—Madhyama Kaiéiki, and if there must be a Madhyama-
Arabhati also like this, why not a Madhyama-Bharati and a Madhyama-Satt-
vati ? The only reason for not having two more is that all the Sabdalamkaras
of Bhoja are subdivided symmetrically into SIX kinds only ; and, therefore,
Bhoja needed only two more and not four more Madhyama-Vrttis.

3. All these Sabda-alarmmkaras called Vrtti are defined as Artha-sandar-
bhas. This is a contradiction. How can Arthag-vaicitrya be productive of
Sabda-alamkara ? It would have been something if Bhoja had made the Vrttis,
Artha-alarmkdras, That is what Bhoja’s great Acarya, Dandin does. Dandin
counts the Vryttis and their Angas as Alamkaras, along with Sandhyangas
and Laksanas towards the end of chapter II of his Kavyadarsa and chapter
Il deals with Arthalamkaras.

There is a lot of loose thinking and haphazard heaping of things in
Bhoja’s work.

Another concept of Vriti

In the same ‘Sabdalammkara section Bhoja speaks of two other related
concepts of Vrtti coming under Anuprasa. I have spoken of these also in the
closing part of my paper on Vrttis. (See Pp. 109-110, JOR, Vol. VII). Bhoja
criticises the old Vrttis of Udbhata and others, Parusd, Komald and others
(which Bhoja increases to twelve !) as unnecessary and as having been includ-
ed in Gunas and Vrttis. In their place Bhoja gives twelve other varieties of
Anuprasa called Vrttis, named after twelve countries. S.K.A, Pp. 201-207.

See my Vrtti paper above referred to. See also the Alarhkdra section in this
thesis.

The Vyttyangas

Bhoja speaks of sixteen Vyttyangas, four for each of the four main
Vrttis, leaving out the Vimisra.

Of Vrttyangas in general, I have spoken in a special section in my paper
on Vrttis. (Pp. 44-45. JOR, Vol. VII). There is difference in Bhoja’s treat-
ment of the Angas of the Bharati vrtti. Bharata mentions four Angas of the
Bharati vrtti : Prarocana, Amukha, Vithi and Prahasana. (XXII. 30-35,
Kasi Edn). A critical examination of the Bhirati vrtti and its two Angas of
Vithi and Prahasana especially, was made by me in the first part of the
Vrtti-paper. (Pp. 363-370. Vol. VI. JOR). Of the four Angas of the
Bharati vrtti given by Bharata, Bhoja takes only one, namely, Amukha as
constituting the whole Bharati vrtti and devides it into four Angas, in the
12th chapter of the $r. Pra. Bhoja differs even there also from Bharata.
Bharata gives Amukha as of five Angas (XXII; 30-35)—Udghatyaka, Kathod-
ghiita, Prayogati§aya, Pravrttaka and Avagalita. Bhoja omits the third and
has no other reason for this omission except to make uniform enumeration
of four Angas for each of the four Vrttis. This kind of equation of the
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Bhirati vrtti with the Amukha is not justifiable and contradicts Bhoja’s
earlier definition of Bharati vrtti as the name for all vocal activity in general.
(Vag vrtti; p. 459 Vol. II. §r. Pra.) The DaSarapaka, like Bhoja, gives
the same four Angas of Bharata for the Bharati vrtti but, for Amukha, it
adopts an independent attitude like the Sr. Pra. It gives only three Angas
for the Amukha, Singabhiipala follows the Dasrapaka. The Angas of the
other Vrttis are the same and are of the same number as given by Bharata.
Pp. 478-480. Vol. II, $r. Pra.

The fifth chapter of the S.K.A. has a different story to tell. Here also,
there is no difference between Bhoja and Bharata on the other three Vrttis
and their Angas. It is on the Angas of the Bharati vrtti here that Bhoja
differs not only from Bharata but also from himself. On pp. 643-6 of S.K.A.,
chap. V., Bhoja gives four Angas of Bharati following almost the text of
Bharata : Prarocand, Vithi, Prastavana (Amukha of Bharata) and
Prahasana. But Bhoja does not understand what Bharata means by regarding
Vithi and Prahasana as two varieties of the Bharati vrtti. The two refer to the
two types of Ripakas of those two names and not to parts of the Prologue.
Later writers have made both the Vithi and Prahasana as part of the Prologue
by restricting Bharati to Prastdvana. All this is wrong and the true signi-
ficance of this has been explained by me in the first part of my paper on the
Vrttis. What Bhoja has done is that he has further misunderstood by putting
a completely mistaken meaning into Vithi. Vithi and Prahasana, Bharata
and Dhanaiijaya clearly say, are two types of Drama. Like many other
writers, Bhoja also takes Prahasana as a small comic speech in the Prologue ;
but he is all alone when he takes the Vithi with thirteen well-known Angas,
as having five Angas. And what are these Angas ? Here Bhoja makes a great
mistake ; he confuses between the Bharata’s Amukha and the Vithi and attri-
butes to the Vithi the five Angas pertaining to Amukha. In this particular place
Bhoja seems to have understood neither Prastavana nor Vithi. He says :

“IgEaFRlamEaE g3y 1A IgeaE:, FGQ:, FAMREE:, T\,
SyeaosTIfeY 1

Of the five Angas given above, Udghatyaka and Avagalita are two Vithyangas,
also introduced in the Prastdvana, and it is because these happen to be Vithy-
angas also that the Dasardpakae omits them and gives the remaining three
as Amukha-Angas. These two have misled Bhoja to identify Amukha and
Vithi and give the other three, namely Kathodghata, Prayogati§éaya and Pra-
vartaka, also as Vithyangas. Greater confusion has not been made on any other
subject of the Ndatyasastra. The causes for such confusion regarding the
Bharati vrtti have been explained by me in the first part of the Vrtti-paper.
Chapter seventeen of the Sr. Pra—the Anubhdva chapter—has a descrip-
tion of the Vrttis and their given Angas. The description of the Angas of the
Bharati here agrees more with that in the fifth chapter of the
S. K. A. than with that in the same work in the 12th chapter. It is strange
how, on the same topic, Bhoja has different views at different places. The
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four Angas of the Bharati are given according to Bharata, Bhoja calling
Amukha by the name Prastivanad—, Prarocani, Prastivand, Vithi and
Prahasana. But when he comes to the Vithi, he seems to have realised the
mistake he had committed in the S. K. A. v. where he forgot that Vithi was
the Vithi of thirteen Angas. When, however, he sets about to correct, he
makes a mess of the whole thing. He gives the Vithi as that with the
thirteen Angas but the thirteen Angas are said to be Udghatyaka, Avagalita,
Kathodghata, PrayogatiSaya and Pravrttaka, with an etc?

TR amETml g3t i @i SgerE:, FdaeR:, SmkETE:, 9TRE:,
TS gNzm ? P 216. Vol 111
Of these, only the first two are Vithyangas; the other three are Amukha-
Angas as given by Bharata. Firstly it is bad to combine the two together ;
secondly, it is not explainable how Bhoja made bold to say that these Angas
come to thirteen in number. The Vithi, by itself, has thirteen Angas and
when the Kathodghata, PrayogatiSaya, and Pravrttaka are added, the number
of Angas comes to sixteen. Lastly, it is cowardly for Bhoja to have begun
to illustrate but to have left out illustrating all except the Udghatyaka. For
a detailed illustration of the Angas would prove the real total number of the
Angas to be sixteen and its contradiction with the accepted Vithi of thirteen
Angas will become patent. Therefore Bhoja fights shy and ends thus :

“uq FAGAEASA TIETER: IqE@g 1 ” P 216. Vol. IIL
On the three other Vrttis and their Angas, chapter xvii of the Sy. Pra. also has
nothing to differ from Bharata.

There is yet a fourth treatment of Vrtti and the Vrttyangas in the Sy. Pra.
and it is in the four chapters devoted to the four Purusdrtha-Srngaras of
Dharma, Artha, Kama and Moksa. (Chapters xviii-xxi, Vol. IIl. $r. Pra.).
Bhoja lays out a scheme here that each of these four Srngaras is characterised
by particular kinds of men, women, habits, dress, atmosphere and style of
speech. That is, Bhoja gives each its appropriate Nayaka, Nayika, Pravrtti,
Vrtti and Riti. Of these also I have spoken in the Vrtti-paper. (Pp. 51-52,
JOR, Vol. VII). In explaining this scheme of the four Purusirthas = four
Nayakas = four Vrttis etc.,, Bhoja resorts to a good deal of verbal ingenuity.
It is all very clever but is most unreal. The section teems with apt examples
for extreme far-fetchedness.

The Pravrttis

The Pravrttis and their relation to the Vrttis, I have dealt with in a
separate section in my Vrytti-paper which has been mentioned here frequently
(Pp. 49-51. JOR, Vol. VII). Bhoja treats of the Pravrttis twice, once in
chapter xii in the midst of topics of Dramaturgy and again in the midst of
Anubhivas which he deals with in chapter xvii. In the latter case Bhoja
gives only four Pravrttis because he wants their number to agree with that
of the four Vrttis and the four Ritis, all the three of which he clubs to-
gether and gives as Buddhyarambha-anubhdvas. But in the 12th chapter
most items are five in number and to be in harmony with them, he gives the



208 SRNGARA PRAKASA

Pravrttis also as five. But Pravrttis are five here only in enumeration
(Udde$a) ; in Laksana and Udaharana, however, Bhoja forgets that he has
increased the number of Pravrttis to five and consequently gives only the
old four varieties of it.

“—w g w7 g sgEw) sk s (i)
ZqH1 ageaty: 1 2 p- 450. Sr. Pra. Vol. 11, Chap. XII

“ IRemawa: g3y, Oty agdi-dioear, g, g, snaar 917

p. 459. Vol. I1. Sy. Pra. Ch. XII.

If we accept that Bhoja recognises only four Pravrttis, we cannot get the

mentioned number of 64 items ; we get only 63. Bhoja could have easily in-

vented the fifth Pravrtti with a new geographical name and it is not known

why Bhoja contradicts himself by first enumerating five Pravrttis and then
speaking of only four Pravrttis.

The four Pravrttis given by Bhoja are the same as found in Bharata.
N.S. XIV. But Bhoja goes wrong in the naming of one of the Pravrttis, Bhoja’s
four Pravrttis are Paurastyd, Udhramagadhi, Daksipatya and Avantya.
Though he promises to describe them in detail latterly in chapter xii, Bhoja
fails to do so in both the 12th and the 17th chapter. He does not take pains
to give the countries coming under each of these four. Bharata does not
have a Pravytti called Paurastyd. His four Pravrttis are Paficali, Udhra-
magadhi, Daksiniatya and Avanti. It is in the place of Bharata’s Paficali
that Bhoja gives his Paurastyd. Now Paurastyd does not mean Paficali but
means ‘the eastern’ and the ‘eastern’ Pravrtti is the Udhra-magadhi.
Bharata clearly enumerates the provinces coming under these four divisions.
The Daksindtya comprises all the southern countries in general ; the Udhra-
magadhi, all the eastern; the Avanti, all the western and the Paificali, all
the north-north-western. All the illustrations found in chapter 17 of the
$r. Pra. for these Pravrttis are those given by Riajasekhara in his Kavya-
mimamsa, 1. 3. pp. 8-9. And in this source, of Bhoja, namely, Rajasekhara,
we do not find the Paurastya but see in its place the Paficila-madhyama (K.M.
P. 8). ‘ Paficila-madhyama ’ is another and more elaborate name of the same
Paficili Pravrtti ; for, under it come the provinces of the Madhya-de§a also.
Bharata’s text itself contains the other name of Paficdla-madhyama in two
Slokas. K@& Edn. XIV. 48 & 49. Kavya-mala Edn. XIII 36 7 38. There-
fore Bhoja follows neither the basic and remoter ‘authority of Bharata nor
the secondary and nearer authority of Réjasekhara when he speaks of the
Paurastyd Pravrtti. Less would have been the mistake if Bhoja had given
instead of his Paurastyd, the name Pascitya meaning ‘ the western’. Paura-
styd and Udhra-méagadhi are identical. When Bhoja quotes R&jasekhara’s
verse describing the dress of the ladies of Mahodaya as illustration for his
Paurasty@-Pravrtti, he*does not seem to know what he is doing.

The concepts of Vrtti, Pravrtti and Riti are very intimately related. The
one invalves the other. But, for the sake of classification and analytical and
theoretical study, Rijasekhara says, it .is laid-down that physical action is
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Vitti—Cesta-vinyasa-karma—, dress and decoration is Pravrtti—Vesa-
viny@isa-krama—, and speech is Riti—Vacana-vinyésa-krama. (K.M. p. 9).

“ax IvlIEnT: gy, Remfimma: 3t aReEmsa: Gl
Bhoja borrows this definition of Vrtti, Pravrtti, and Riti from Rﬁjaéekhgr&

“arsd quusRish [uiereEat s L |
“ Jair=rraEwa: g3 1’ P 459. Vol. 1L

“ gEAEAY FYAR=ngHA QR 17 SuRegasd 3607
“ Il g3 ” Che XVIL

When we examine Bharata's definition of the Vrttis for arriving at the exact
connotation of the concept of Vrtti, we will find this at the very outset that
Bhirati is a Sabda-vrtti and cannot be called Cesta-viSesa-vinyasa-krama. It is
under the Sabda-vrtti of Bharati that the Ritis come (ggafmygsar: ).
In a way, Vrtti comprehends both the Pravrtti and the Riti, for it is the name
of the whole field of human activity. Therefore it is that we find the inclusion
of graceful dress—S$laksna-nepathya—which is Pravrtti (Daksinatya), as part
of the definition of the Kaidiki Vrtti. Similarly the Sattvati has exchange of
hot words and thus comprehends the realm of the Ritis also. And Pravrtti
itself is also described as an equally wide concept. It means * provincial
manners ”’, Vesa, Acara and Varta of various provinces.

“ 3oz SRR FERRY | 3=4d, el MART-YT-ATI-NHAR-T@AL
g Hirﬁ 1” P. 165. N. §: Kasi edn.
What thmgs do not. come under Acdra and Varta? And again, describing
the Daksinatyas for the Daksinatya-Pravrtti, Bharata speaks of their love for
dance and music, of their clever, sweet and graceful movements. These do
not certainly form part of Ahdrya or dress.

“ {9 QIRORATATE, IgIAiqEr:  FRETAT: SgEgEars i 1 !
p. 165. N. S. Kasi edn.

1. It is interesting to compare this Daksinatya-Pravrtti which is all grace
and elegance with Dandin’s Vaidarbhi Riti in Poetry. Vaidarbhi, according to the
Nandi verse of Rajasekhara’s Karpira-masnijari, is Lal]ed Yacchomi, i.e., Vatsagulmi.
the style of Vatsagulma, which is the capital of ‘the’ ancient Vidarba country.
Vidarbha is the chief province referred to by the word Daksinatya. Rajasekhara
develops the idea 1magmat1vely by celebrating the marriage- of Kavyapurusa and
Sahntya-Vndyavadhu at Vatsagulma in Vidarbha.

FRA ARIoA: 3 WeEE: ﬁﬁsm#mwmmﬂm .

ANAA Teqdag, R 12 K- M. p. 10,

The,Malayikagnimitra of Kéhdasa réfers 'to the Daksn)atya-Prewrttx and a pecu-
liar and specially beautiful marital 'makée-up accordmg to the style of the Vidarbha
land.

“ sty 5w e TROAT qrvETRIRAY SR wﬁﬁ & I o ST

8, arda g AreRwan: 90Y AT Ramagay, B
Continued on next page,
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Singabhiipala actually says that Pravytti is provincial lenguage, manner and
dress.

aﬂi{ﬁ'ﬁm A -Bra—3a: 93a9:1 1. 204. R.AS.

What is important and noteworthy in Bhoja’s treatment of Pravrtti is his
analysis of the conditions which affect dress, the various circumstances under
which dress changes and differs not only with reference to different individuals
but even as regards the same individuals. Such change in dress naturally
follows, for, as Bhoja has indicated in the Anubhava chapter by speaking of
Pravrtti along with Vrtti and Ritis, Pravrtti is intimately connected with
the nature, character, nationality, the mood etc., of the person. Such condi-
tions affecting dress are infinite and though it is enough to point out a few
illustrative instances, Bhoja has gone a little farther and has given twenty-
four conditions which go to determine dress. He is not blind to the fact
that these twenty-four do not exhaust the world ; for he gives in the end an
item called ‘ miscellaneous’ and then adds even an ‘ Etc.’—Adayah.

Bhoja calls these dress-determining conditions by the name ° Pravrtti-
hetus’. The following are the 24 Pravrtti-hetus .

W, TS, TG, I%:, €41, [, Gy, AT, sgeqa:, Aoy, @Ry
an, s, agam:, R, SueR:, Sod, 3%, Sud:, Sl sgiw:, RvT:, g5,
FTHINH and RgFv )

Deésa is country. It is but natural that this condition should head the
list : for, country and nationality form the greatest factor in dress. The
four Pravrttis themselves are named after four geographical divisions of
India and provinces differ from each other in dress.

Kala is time, such as summer, winter etc.,, which causes change in dress.

Patra is character, male, female etc. This is not very clear. The il-
lustration given by Bhoja for Patra is given by him for Vesa-svabhdvokti in
his S.K.A. III. Commenting on this Vesa-svabhavokti in the S.K.A. Ratne-
§vara shows his acquaintance with Bhoja's Pravrtti-dharmas. He mentions
here Kala and Patra and even here Patra is not plain. See p. 268.

Vayas : Age, such as childhood, girlhood, youth etc.

Avastha is mental mood and emotional condition. As for example, a
lady separated from her lord and dejected does not have the mood to decorate
herself.

Sakti is one’s means at one’s disposal for decorating oneself.

Sadhana is a similar condition and seems to be decorative material avail-
able. As for example, the hunters dress themselves only with sylvan pro-
ducts like feathers etc.

Continued from previous page.
The Vakroktijivita of Kuntaka speaks of the natural sweetness of the music of the
Daksinatyas.

“3 = giauraaRTgaERaRiTeT, oo AR T
qire 1 p. 46 DE's Edn.
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Abhipraya seems to be dress suggestive of one’s intention.

Vyatyasa is misplacing of ornaments in hurry. Kalidasa’s description
of the city-damsels rushing to their windows in hurried toilet to see Aja and
Siva in the Raghu-varsa and the Kumara-sarnbhavae and a similar one in
Asévaghosa's Buddha-carita are examples of this condition of Vyatyasa.

Viparinama is the conversion of the non-ornament into an ornament. As
for example, Siva converted his snakes into garlands when he went to marry
Parvati.

Nimitta is occasion such as Vrata or Piija when one wears special dress.

Abhigama is Abhisarana, a lady going to tryst ; she will have white dress
in moon-lit nights and black dress in dark nights.

Samgrama is martial dress.

Vihara : dress during sports such as jala-krida when bathing dress is
put on.

Upahara : dress during dedication or offering one to a diety. As for ins-
tance, Bhavabhiiti’s description of Malati decked in red garlands and cloth
when the Kapalika is about to offer her to Camunda.

Chala is the dress of persons in cognito, such as the spy.

Chadman. What exactly Bhoja means by this condition is not known.
The illustration likens it to Viparinama and Chala.

ASrama is the stage of life, Brahmacarya etc.

Jati . class, e.g. the type called Kuttani.

Vyakti is an individual’s special decorative fancies like Siva’s love for the
disc of the moon, snakes etc.

Vibhava : If this refers to one’s means and wealth, it can hardly be
different from Sakti, already mentioned.

Prakirne : Miscellaneous.

Samkirna is incongruous mixture of good and bad, garceful and terrible,
simple and gaudy.

Viprakirna seems to be the personified description of an object where the
ornaments and decorations are purely imaginary. But it must be accepted
that the significance of this item is not plain. Bhoja illustrates it with the
last verse of the Kumara-sambhava, canto II, describing Kama appearing
before Indra with Rati and Vasanta : siy @ sRIIZAsq@EIEy et
($1. Pra. Vol. I1. Chapter XII. p. 460-465). ° )

The subject of Pravrtti, as applying pre-eminently to dress and deco-
ration,—Aharya—is dealt with at length by Bharata in chapter xxiii. (Kasi
Edn.) There he speaks of the dress and ornaments proper to sex, national-

ity, mood, province etc.,—conditions from which Bhoja makes up his list of
Pravrtti-hetus.

AR AT sdmRIaRty |
ggrEEEeaq Redd gdiwdg o XXIIL 42,
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This is the Pravrttihetu called Avastha.
mavﬁm g waed mﬂﬁﬂm |
X

ataf'agwdim g Mam W XXIIL 63-67.
HYTAY © Jveg 7 Wat swwfeaRy ) XXIIL 69,

This is Bhoja's Desa, the first Pravrtti-hetu.  Jati also is emphasised by
Bharata ; he shows what suits the caste of women called courtezans :

ThEFT § FasaRs R |
vl JammiY wREE

AT qIT ARRTT gEAaiese | X X111 68-69.

Above all, Bharata would emphasise the condition called Avastha, the emo-
tional state. He again takes it up in Sls. 70-72 and concludes :

uq Su ST TRUFEANGGEAAT: |

Vayas (age) and Prakrti (nature) are two more Pravrtti-hetus mentioned by
Bharata while dealing with the colouring of the skin and face.

quitat g Rl g aw swiaag 1)
FARETT @ ameAaEs:am o XXIIIL 88-9.

Bhoja gives Vayas and we may take Bhoja’s Patra as standing for Bharata’s
Prakjti. In the following passage on conditions determining the colour of the
face, Bharata mentions Bhoja’s Kala.

FROCATERA  FUTHBAT I |

JUGETT: SATReY: JTSATE:fa:

W S T 91 T IRRINT T

fgm adat Fa geamt SaRdR e XXIIIL 100-101.

Bhoja’s Nimitta or special occasion is given by Bharata generally as follows.
During religious ceremony, observance of vow, when going to temple, one’s
dress must be Suddha, simple. Similarly other situations require attractive
or poor and unattractive dress. ‘

g3 @ afear Ry ¥ gs=a |
awi fEra saremed qurRd savFaha: |
aifrma Y awe faafad

RRmEE N 7 Rarsd agt

GARTE JFW S T gENEq T

InEw wawgs: | XXIIL 116-118,
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In XXIII. §l. 123, Bharata mentions mendicants and recluses in dresses ap-
propriate to their habits,—Vrtta. In 123, Bharata says generally that Vesa
should accord with the context.

“ —3w: FIE AGIIG: | 7

In 128, Bharata speaks of warriors and their martial dress, Simgramika-vesa.
This is Bhoja’s Pravrtti-hetu called Sarigrima. One’s character as affecting
one’s dress is also more specifically mentioned by Bharata in 130 as Guna.

. RN WA FAemRIgen:
Other Concepts of the name Pravrtti

I mentioned above in the section on Vrttis, and I have done so in the
last part of my Vrtti-paper also, how many concepts there are in Drama-
turgy and Poetics which bear the name Vrtti. Bhoja notices similarly other
concepts having the same name of Pravrtti. He says in chapter xii of his
Sr. Pra. (Pp. 459-460).

1. Infr=rrasa: w3f: | af Igui-dicear, sgaur, Fif@wne, =g 7 |
qrar T Sl IAW: |

2. A R 93 sqrae —qmfen germafe:, g amwafeRfa
AT SYFERI |

¥R el strag: — o= gifeni, w Wil qagia T o (-
vt ) g% 9AT TRTHER T3 WA

3. 9y AIHA—NIANGGIOCEA | T TR ZRT NSYHSZT: |
JEAAN 5T wAgARy: | ( TOwer ) (gra &ier) feags: q o =i
LA IFERA 1

Three main views are here given. One is the generally accepted Pravrtti,
meaning manner of dress,—Vesa-vinydsa-krama. The second Pravrtti refers
to the activity of the senses and the classification of these activities into 10
kinds of virtuous and 10 kinds of sinful activities. This same Pravrtti or
the activity of the senses is analysed by others in another way : 10 kinds of
activities of the 10 Indriyas, the five Buddhindriyas and the five Karmendriyas;
and each of these ten is divisible into ten virtuous and ten sinful acts. Thus
this concept of ‘moral’ Pravytti is on the whole of 200 kinds.

1. Re. Bhoja’s Pravrttihetus, cf. Natya-darpana of Ramacandra and Guna-
candra, Gaek. Edn. p. 191.

“wi T (IEd:) Fm-weresrR-Emela-gEaead (@) R
ara fadg g
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Pravytti
l

e e v

I I
of the 5 Buddhi- of the 5 Karmendri-
Indriyas yas.

I ‘ l
5X10=50 5X10=50

|

10 10 10 1|0 1{) 15 1}) l(l) l(l)‘ 10  Punya-Pravrittis  Papa-Pravrttis
N -~ \..__....__..Y_ —— e 1\ \ J
5X10=50 5X10=50 50 + 50
Punya-Pravrittis  Papa-Pravrttis =
. y J 100 Karmendriya
50 + 50 Pravrttis.

100 Buddhindriya-
Pravrttis.

Of this Pravrtti, Bhoja, as promised in this chapter (12th), speaks in chapter
18 on Dharma-Srngara. In this chapter, Pravrtti is contrasted with Nivrtti.

The Pravrttis that are virtuous are ten :

“gyfass: (9E:) I\ ASATFAEINGE aF q0 Raq, fwag,
AT, WA, T JJ | AFE0 ARAFI,, T, IFEH, T AAIR | FA RS I
(7%) feaw, qmm,, =i 3 &Af3 1 P 237. Vol. II1. $r. Pra.

The ten virtuous activities natural to a virtuous man are four vocal acts of
speaking the salutary, the pleasing, the true and the Apta which is the truth-
ful word of one not interested in anything else but helping us! : then, three
mental acts of piety, mercifulness and desirelessness towards others’ pro-
perties ; and then, three physical acts of serving the elders and the teachers,
giving away, and protecting the suffering.

The opposites of these are Papa-pravrttis or sinful acts. They are :
Vocal—speaking of afgq, sify, e and g,
Mental— qifeqsa, gqmi@, and g
Physical—sgorm_ sigaw, g and gl

The third Pravrtti spoken of by Bhoja is what is more commonly called

Anubhava. It is the same activity of man and his mind, limbs etc., but analysed
in a different manner. As promised here in chapter xii, these are again taken

1. These Papa and Punya Pravrttis are borrowed by Bhoja from Vitsyayana’s
Nyaya Bhasya. P. 14 Chowk. Edn. See the section on Bhoja and the Sastrakiras
in this thesis. Apta is unnecessarily added by Bhoja. Vatsyayana does not have
it. Apta is nothing but Hita, Priya and Satya put together, Vatsyayana has
in its place the study of Vedas, Svadhydya. See also Vatsyayana on the Sabda
Siitra, I. 1. 7. P. 26 Chowk. Edn.
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up for elaborate treatment in the 17th chapter, the Anubhdva chapter. Here
in chapter 12, Bhoja gives only three sets of Anubhavas, 12 vocal ones, Aldpa
etc., 12 mental ones, Bhiiva, Hava etc.,, and 12 physical ones, Lila, Vilasa
etc. They are on the whole only 36.

In chapter 17 however, Bhoja departs from this position and gives a new
scheme. By the side of Buddhi, he adds a fourth department called Manas ;
and brings the Buddhy@rambhas, Hava etc.,, under Mana-arambhas, leaving
apart the Buddhyarambha class to comprise the three concepts, Vrtti, Pra-
vrtti and Riti. In chapter 17, therefore, the Pravrttis, i.e. the Anubhavas
are not 36 but 48. The Pravrtti, meaning dress, comes here under one of
the departments of the larger Pravrtti, meaning Anubhava.

Bhoja gives these other usages of the word Pravrtti as the views of
others, ‘ Anye’. But all this ‘ Anye’ refers only to himself. The first is the
most common use of the name Pravrtti i.e., dress or Aharya-abhinaya. The
third is an extension of this first Pravrtti to mean all Anubhdva in general.
The second is not totally unrelated to the basic idea of Pravrtti being Anu-
bhava. The activity of the Karmendriyas will come under Sarira-“arambha-
anubhiva; and that of the Budhindriyas, under Budhyarambha-anubhava ;
the consideration of such activity of the two kinds of Indriyas being virtuous
and sinful pertains only to a particular context, namely, a theme of Dharma
and Adharma and not all cases. And hence it is not of general importance.



‘CHAPTER XV

DOSAS
ARERIEY A9y goeAd A1\
FERE g7 apeafmgdeifo: | Bhamaha. L 12.

1. Bhoja’s conception of Dosa. :
‘2. The place of Nirdogatva in the definition of Kavya ; the philosophy of
“ flaw.” ) :

3. Dosasvariipa and Dogalaksana. Gunaviparyaya, Kavyavipattihetu, Saunda-
rydksepahetu, Mukhyarthahati, Abhimatirthavighna, Kavyapakarsahetu, Anaucitya,
and Sahrdayodvejaka.

4. The number and classification of Dosas.

. (1) Nyayasitras.

(ii) Kautilya's Artha§istra, the Anuyogadvara siitra and the Maha-
bharata.

(iii) Bharata.

(iv) Bhamaha and Dandin.

(v) Vamana and the classification of Dosas into those of Pada, Pad3-
rtha, Vakya and Vakyartha.

(vi) Rudrata.

vii) Anandavardhana : the Rasa dosas as s¢en in the Dhvanyaloka and

. as codified by Mammata and Hemacandra.

viii) Rajasekhara’s ‘ Dosaniriipana’ Chapter lost.

(ix) Bhoja : the number of Dogas accepted; the different classes of
the Dosas; the Slesidiviparyaya and the Dosagunas; Bhoja’'s
indebtedness to Bhamaha, Dandin, Vamana, and Rudrata; the
few Dogas newly introduced by Bhoja. The Prabandhadosa of
Bhoja ;—compared with some ideas in the Dhvanyailoka, and
the Vakroktijivita.

(x) Mahimabhatta : Vyaktiviveka, Chapter 2 ; his five flaws.

(xi) Mammata ; new flaws ; Alamkaradosas and Hemacandra.

(xii) Later Writers who followed Bhoja on Dosas.

-

The absence of flaws is counted by Bhoja as the first condition which
makes an utterance fit to be called literature or poetry—Kavya. Among
the four poetical relations of Sabda and Artha (Sahitya), the first is the
avoidance of flaws—Dosa-hdna. It is only after taking due care to avoid
all flaws that the poet can think of embellishing his speech with excellences,
figures and emotions. For, even a good-looking figure is spoiled by a spot
of leprosy. Bhoja quotes Dandin’s verse on Dosas with the above-given
idea, adds to it the verse of Bhimaha also, which says that nobody is enjoined
by scriptures to write poetry under pain of suffering punishment ; but bad
poetising is certainly death itself. In the second verse of his S. K. A. Bhoja
defines poetry and mentions there at the first that it should be devoid of
flaws. ’



























