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summed up and edited without leaving out any important point
of fact or view, was generally through the medium of the
paper; however, m cases of exceptions it has been translated
mn the language of the paper and a note (tr ) to this cffect
has been given at the end of cach such case,

The Semmar was acclained a  grand success academi-
cally and orgamisationally, This was so due to enlightened
parucipation and active co-operation of cminent Professors and
scholars of Sansknit, Enghsh and Hmdr  Academic success
was due mamly to the General President of the Seminar, Dr.
K. C Pandey, to the Chairmen of its Sessions : Dr. P L.
Bhargava, Dr R § Tonpathy, Dr A P. Mishra and Dr. A, N.
Jan:, to Shrt Blim Sen who presided over the General
Lecture delivered by Dr K C. Pandey, and to Shn Laxmi
Lal Joshi who was 1n the Char at the concludmg session
I am deeply and most sintercly grateful to them

I should not forget to express my gratimde te my
collegues m the Departmnt of Sansknt: Shrr V. R. Nagar,
Shri M C Pathal, and Dr G C. Tripath: (who also prepared
draft of the discussion on the papers), who toiled bravely
and unceasingly for orgamsing the seminar. I am equally
thankfl to Dr K.L Sharma, Shn V. C. Shrivastav,
Shn B. L Samdam and Shri 8 N Joshi of the Department
of Enghish, to ShnD, N. Chaturveds, Department ofGeography,
Head of the Department of Geology, t1 Shm Nadmurt,
Department of Music, and to my Post-g1 u vate students, and
Rescarch Scholars, Shri Bibari Iz} Jain and Shn G S.
Purochit, for their enthusiastically active help in doing all sorts
of jobs,

During my long stay in Delln in May and June,

1969, 1o sec the book published I enjoyed rich hospimalty of
my publishers Mj}s Motlal Banarsdass and benefited from
inspiring association with Lala Shri Sundarlal Jain and
smiling and affectionate company of Shr Shantilal Jain and
his wife Smt Lilavati Jam I ean hardly pay back 1y debt
of gratitude 1o them and theirs, more particularly to Shri
Prakath and Smt. Anuridhi. Credit for possibly correct
printing is shared by Shn Jagdish Lal Shastr: who spared no
Pains in correcting the proofs I am sincerely thankful to him
and to Shri M. R. Suri, energetic Manager of the Press, and
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Supreme 1s the pyriz priv-isle, pamely, the poctcritic
which creates novel object without operation of causal law,
renders the stone-like world soft and  soothing with its r2sz

and Lights it through the flath of imagination and creative
self-expresuon.

Praniy Wy w1
mis: raimhha-
R et SRl

[Vipiks]

Beyond reach of words is the meaning of a poet, which
bristles in words bnmming with sentiment; Salutations to
him (the cntic) who keeps silence while hus limbs cloguently
express the mcaning through horripilated Limbs.

weeed sfangat wEEa 1
[Kalidisain the Sakuptals)

Let the words of the fearned Sourish !
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all recall what MaCaulay once observed + “As scrence adronces,
boctry declines”’.  'The age of epicsis past  We may find in modern
times a near-cpic hike Testament of Beauty, but 1t will be a miracle
if an epic ke ‘Mahibhirata’, ‘Rimiyana’ or ‘Paradise Lost’
were to be now composed  When humanity was young and its
sense of wonder was not blunted by science, Imagination was
more actine and heated to produce great epics.

4 Take agam our atntude to tragedies I have no
precse mformauon if before the Greels, tragedies were wratten
Bharata’s Natya-veda ruled them out It 15 interestng to note
that even after the Grechs mtroduced tragedies, Bharata®s view
found support in the West. There 15 a fine passage in Bacon
which has a beaning on this poant “The principal modifi-
cation that hustory undergoes when dramatised by Shalespeare
are due to the tendency to idealisation which forms the great
distinction between peetry and Mistory”  Bacon calls poetry
‘feigned” history and well remarks that ‘the use of this feigned
history has been to give some satisfaction to the mind of man m
those ponts wheremn the nature of thmgs doeth deny it, the
world being m proportton mferior to the soul, by reason whereof
there 1s agreeable to the spint of man a more ample greatness,
a more exact goodness and more absolute variety, than can be
found in the nature of things The: “ore, because the acts or
events of true history have not th:. magnitude which satisfies
the mind of man, poctry feigneth aits and events greater and
more heroical; because true history propoundeth the succestes
and issues of actions not so agreeable to the merits of tirfue and
vice, therefore poesy feigneth them more just in retribution and
more according to revealed prowidence, because true ustory
representeth actions and events more ordinary and less inter-
changed, therefore pucsy enducth them with more rareness and
more unexpected and alternative variation; so as it appearcth
that poesy serveth and confereth to magnanmity, morality
and delectation. And therefore, it (poetry} was ever thought
to have some participation of divineness, because it doeth raise
and erect the mind by submutting the show of things to the
desires of the mind, whereas reason docth buckle and bow the
mind unto the nature of things,”

5 In early dramanc literature we were transported to
some sctting far-removed from reality—a sort of ideal, imaginary
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8 Lastly, there 1s the tme-worn question of the objective
—the purpese of literature poctic, dramatic or prose Does
Art exisi for The sake of Art only or should it have a didactic
aim ? Should Lterature depict and reflect ali what one sces
m the contemporary society, or should it adapt ways to correct
and remove the evils and at Ieast nise above them ? What does
Literary enticism sav about the wriungs of D H Lawrence ?

9 Critcssm 1s often rendered by the word Tiki. But
today we do not lumit literary erecism to only Mallindthi Tika.
We rather have 1o heep to the expanded meamng m which
Bradlay’s ‘Shalespearean Tragedies’ was wntten Ghata-patad:
discussion 1s indeed helpfu!, aclose study of Mammatd's Kivya-
prahifa is certainlv delightful  Nevertheless a search for hiterary
principles which govern literature of manv countnes, many
languages and many ages, 1s an exciting adventure.
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and poctry of thest two great movements of India, namely
Jamism and Buddhsm, were composed 1n Sansknt. Even the
faith of Siblusm, Brahmo Samaj, Arya Sama) and so on was
expressed through tus language of immortahty, precision, and
sanctity  Sansknt has played effectnely 1ts role of understanding
new movements of intellect and gnung them a composed,
graphic and classical expression. It has been thus a repostory
of all expressions of Indian consciousness It could achieve thus
magmficent result by honourmng the sentiments of the hnguisuc
temper of the people Like Dandin, Ananda-Vardhaoa,
Mammaja, and Riipagosvanun of the past, the modern scholars
of Sanshrst criticism, owe a responstbility to this sensible tradiuon
and thus bring under ther analyucal ken the hterature of con-
temporary India
Non-Sansknit ¢ritics of contemporary literature of India
which 1s inbued with modemn sensibility, complam that the
prncples of Lterary enucism enshrined 1n old sanshnt texts,
though sacred yet largely ambiguous and  umntelbgble, are
madequate and even mvalid to evaluate the new literary cons-
ciousness. They argue that an ulumate sense of desparr, help-
lessness and alineation that permeats the creatne wnting of
today cannot be properly evaluated by the canons of entiasm
which are Jargely based on a philosophy of ulumate hope and
a vision of the quientude. The philosophy of Absolute and 2
religious morality sanctioned by Smrtis, w"1ch provide 2 broad
framework for the Lterary crincism in 5 vkt have no relaton
with the modern Lterature that has .ost faith i the absolute
and has discorvered a new sense of morality.  In this world of
relatnaty absolute has no place. However, the contemporary
erities of alavatd, akahani and what not, have not formulated
so far any objectine prmaiples for the yudgment of modern htera-
ture, which could be acceptable to all concerned  Interpre-
tations and enuque of old prmeiples dor’t satisfy them. Strong
wmpact of science &, technology has shrunk the world and brought
our contact with the moon. Change of social and economic
forces has brought about a new structure of morahty; faith an
the old order of things, thoughts and patterns stands mutlated.
Modern siage of the world has no room for outworn plays of
old characters Ncw bterary consacusness needs its under-
standing and criical evaluavon in 1ts own context  In the



SEVEN PRINCIPLES OF LITERARY CRITICISM
{General President’s Address)
Dr K C Pandy

It 1s customan for the prestdent of a Seminar to speak on
the subject, on which at 1s held I shall, therefore, confine
mysell 10 a Brrd's-eye view of the subject and leave the rest for
the learned specialist, who can deal with it with an mtimacy
of knowledge and expert touch, which I cannot hope to emulate

In the course of my summary I shall deal with ~—

(1) Meaning of the prinaples of hiterary cnncism

{un) Seven pnnaples of Literary criticism
(1) The relation of the first six principles to the seventh.
(iv) Conclusion

(1)  Meanrg of Literary Criticzrn

Cnticasm 15 the judgement on the furm of a hiterary work,
saying that 1t causes certain expericnce, bas a certzin effect on
the mind, and that this experience i+ due to special peculiar
features of the hterary piece. From the point of view of the
cntie, Princples mean the essential elements which determine
a result  From the point of view of the producer of a literary
picce, principles are the laws which have to be followed in pro-
ducing a work of art

Thus ‘principles of hterary criticism’ means the essential
elements, present m a literary piece, which form the bass of
Judgement that a enttc pronounces, whether 1t is good or bad,
accordmg as they produce a certain effect on his mind, ie
cause a certain expenence in him

Laterary critictsm 1s an objecuve and analytical approach
1o poetry It 1s based on certain principles, which have been
dassmcrcd through close analy tical study of Lterary werls The
artisie medium of poetic presentation 1s articnlate sound  The
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(1) Secen Principles of Literary Criticism

There are seven esseatial clements or principles which the
analyucal approach to poetry has revealed. (1) the charac-
tenstic (Lak<ana), (1) embellishment (Alankdra), (i)
quabty {Guna), (iv) defect (Dosa), (v) spyle {Rin), {vi)
suggesuon (Dhvam), (vn) aestheuc configuratien {Rasa).

I THE CHARACTERISTIC (LAKSANA)

If we confine ourselies to the ayalable hterature, we may
say that the 1dea of the charactensuc marls of poetry first arose
m themmd of Bharata. To hum, they are disunct from embelh-
shments, figures of speech or Alankiras. While the former
are n the body atself, like slenderness of waist or plumpness of
breasts, the latter are external addiuons, like necllace mfd
bracelet. The conception 1s based on the anzlogy of lines in
the shape of a lotus, flag, or disc, on palm or sole of foot, which
are 10 a palmist unmistalable marls of greatness of the man
{Mahipurnsataksana) and because of which he ean recognize
the man as such even n the absence of all external parapher-
nalia Bharata_definnely disungusshes thirty-six such marks,
adding that there are many more whicha close analyneal study
can reveal Some of the amportant ones among them are :
eompactaess, excellence, logicality and wit.  His pupil, Kobala,
and {ollowers discoiered more. Kipg Bhoja traced out many
more and in his Sarasvat-Kanthibharana declared them o be
sixtyfour, 7,

II. ALANKARA OR EMBELLISHMENT

The analytical approach to hiterary art was made from
two points of view, that of the dramaturgist and that of the
poctician  The former distingusished betwern characteristic
and embellshment.  And Bharata admitted only four embellsh-
ments or figures of speech, though he mentoned thirty-six
characteristics as stated above.

The poetician, however, abohshed this distinction, holding
that a mark is a marl whether 1n the body, lile lines in the
palm, or added 1o it, Lile 2 badge. Thus Bhimaha (500 A.D )
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I QUALITY (Guna) Qualty belongs to a body, a
substance.  Words and meamngs consutute the body of poetry s
(Sabdirthau sahitau Kivyam). Poctic qualities inhere in the ““(f
body of poetry much as heat inheres in fire There is a diffe-
rence of opimon about the number, funcuons, and relation of
the qualites Bharata admitted ten and recogmzed them to
be means of pres:nung Rasa - (1) sweetness {Madhurya)
() forcefulness (Oyas), (m) perspictuty (Prasdda)—such 2
clarity 11 thought and expression 35 leads to the arousal of
unexpressed adeas, (v} the pun (Slesa), (v) smoothness
(Samadhi }—proper adjusunent of ascent (lgh-flown language)
and descent (simple Ianguage), (v1) magnificence (Udarati j—
fancaful grouping of words, {yn) cleamess of meanmg (Artha-
vyaku), (vi1) umforminy (Samati)—sameness of style, (1x)
softness  {Saubumif,a)—absence of harshness, () polsh
{(Kanu })—bnghtness of style
, Bhimaha accepted the first three only The reason 15
cbvious Some of them can be clased as verbal  figures of
speech  the pun, for mstance, others may be locked upon as
mere absences of defects  sofimess and polish, for  instanee,
which conust respectnely 1n the mere absence of harshness
and vulganty, both well-recognized defects  As an exponent
of the view that the embellshment, the distorted utterance
(Vahroku} s such a chare~tenstic (Laksana) as gives suffi-
©ency ta a composiuon to be secognized as poetic, he subsumed
many of the above qualiues under embelishment. Vamana
(Eighth century A D,) denied that the poetic embellishments
are of pnmary wmportance, held that poeury 1s Like a picture,
and asserted that the comparatne importance of embellish-
ments and qualities in it 15 the same respectively as that of
pamts and lings 1% 4 preture.  Just as the beauty of a pictere
depends on the lmcs of which the sketch is made, while paints
simply enhance it, so the beauty of a poguc p production depends
upon | the poeuc qualiures, and cmbclluhmean simply enhance
it.  Accordmgly he accepted all the ten qualities mentioned
by Bharata.

Ananda Vardhana (Ninth century AD.) realized the
force of the argument aganst the acceptance of the ten quab-
des, asserted that the distinction between qualities apnd figures
of speech 1s, that though both add to the charm of poctic com-
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Pradesh, and Gujarat, and, named after them, called
\’nida_rbhi, Gaudiya, Paicili, and Lati (1) Vaidarbhi is
characterised by swe;»lnes\s, abounds 1n sounds, js sweet to the
car, and has very {ew or no compounds (u) The characterisue
of the Gaudiya 1s presentation of a heroic disposition m the
forceful sounds in long compounds and allterations. {m)
Paficali 1s mathed by the use of natural sounds, and by fewer
and smaller compounds than are found mn Gaudiyd  {n ) Lagi
1s simply a muxture of the two styles, Vaidarbhi and Paficili

Vimana studied the syles exclusively from the poiat of
view of the qualites  He found Vaidarbhi, to posess all the
ten, Gaudiyd only two, forcefulness and  bnlhance, and
Pincili akso only two, sweetness and tenderness  He  raiced
the question, “what 15 the soul of poetry » the finst ime and
declared that style 15 the soul of poetry (Ritaratmi Lavvasya)
For a proper understanding of his analves of styles at 18 im-
portant ta take 1nto account his wider conceptions of qualines,
which include even the presentation of Rass, eg, brilliance
(Kant1)

DIVERGENCE EXPLAINED Ablunavagupta moted
the divergence of views about the charactenisue, embellishment,
and quality, referred to in the preceding sections, and conse-
quently asserted that 1t 1s imposable to draw a very clear line
of demarcauon among them The disunction which Bharata
drew, howeser, 1s based on the analytital study of the process
of the externalization of poetic vision, as well as of that of
apprehension  That it has an educational value 15 assumed,
because of its utihity in educating a would-be-poct as regards
the steps, by which he should proceed n creating a work of
artand a connoisseur as regards the various elements which he
ought to tahe into consideration in judging a worh of art.
Abhinavagupta atempts to show the mutual relation and
Eomparative importance of these elements by analogy with an
architectural work The characteristics are like walls mn the
absence of which no architectural work can have being.
Qualities are like smooth plaster, and embellshments__ot.
figures of speech are like panting, drawn on the smooth_sur-
face. The defects may belong to any of the above three And -~
style is nothing but the manner of orgamzing matter in_such |
a way as to give due place to the qualitics and Embélhsh{nt_glu.
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conmstituents, it 15 not a mere yumble. The precisc nature of
the relanon of the consutuents 1s concerved on the analogy of
a juice that an expert cook prepares by putting together in due
proportion vanous things of distinet tastes, sweet, batter, astrin
gent, sour, and saltsh, 10 water, cooling them preperly, and
then filtering them  The analogy mmphes that the constituents
of the aestheuc configuration have to be well refined, they
have to be an nght proportion and have to be so related that
they present a umtv which has an aesthetie value, dicunct from
that of each constituent separately It means that the aesthetic
experience at the emouve level, 15 not the expenence of a baue
emouon 1n 1colanon from other constituents of the confgura-
tion, but 1n harmonious umion with them, and that 1t s
poetic genmmos alone which can concewe such a cenfiguration
and present 1t 1n such predomunantly suggestive language that
a connoisseur can get the same expenence from it as that
presented by the poet.

{u) Relation and Comparatoe Importance of the Seven Principles
of Literary Cntiaisre

The relation of the first five Lalsana, Alankira, Guna,
Dosa and Ritr has bren pointed out on the bass of analogy
of worl of Architecture in an earher section: the four meanings
of the word ‘Dhvam’ have been given, two meanings of the
word ‘Rasa’ have been referred to; and words and meanings
have been declared to constitute the “.ody of a literary  picce.
Lalsana, Alanldra, Guna and Dosa zse all related to the body,
which is made up of words and meanings; and style is nothing
but mode of utilising them 0 as to present a poetic  vasion
effectinely, Dhvani, in the sense of that from which the sug-
gested meaning arises, 15 nothing more than the body ofa portic
work, because 1t is nothing more than word and meaning; and
Dhvani, in the sense of that which can never be presented by
word primarily, secondarily, implicativels, but can only be
suggested, 15 nothing more than Rasa, which is recognised in
Indian tradition to be the soul of poctry and, therefore, mnst
unportant of all of them  The relation of the [six ewential
elements of poetry to the last, the Rasa, is simular to that of the
body, which 15 well ‘ornamented, poscesses excellent quabities



A COMPARATIVE STUDY OF THE
SANSKRIT AND THE GREEK DRAMATIC THEORY

Dr P L Bhargema

The art of dramatic composition and representation has
been pracused m India and Greece since very ancient times
and a eomparnson of the dramatic theory of the two countres
has often attracted the attention of scholars  Yet there are a
number of points which call for a fresh appraisal  The autho-
nty for the Greel dramatie theory is the Poeties of Aristotle,
whereas for the treatment of Indian dramaturgy three works
stand preccominent vz the Natyaéastra, ascribed to Bharata,
the Dasariipala of Dhanafijaya and the Sahitya Darpana of
Vidvanatha,

A comparison of the two dramatic theories shows that
though the scope of Aristotle 15 much narrower than that of
Bharata and his successors, the fundamentals of the two theories
show a remarlable agreement, despite equally remarlable
differences in certain details

Aristotle has mentioned only two types of drama viz. the
Tragedy and the Comedy. According to the Nafyasistra
(Ch XX) there are ten types of drama The tragedy of
Aristotle as we shall show Tater 1as much in eommon with the
Nitalaand the Pralarana of Riarata, while the one-act plays
called Vyiyoga and Utsrstikinka agree with the definition of
tragedy in a still greater measure. As for Anstotle’s comedy
it coTTeiponds to the Prahasana and Bhana of Bharata. The
‘other types mentioned by Bharata have no parallel in Aristotle.

Contintg to the definittion of drama, Aristotle, strangely
enough, regards not only tragedy and comedy but also epic and
other Linds of poetry as well as music as modes of imitation !
The means and manner of imitation differs in different ants
but the objects which the imitator represents are actions.? The
Natyasdstra (Ch I) defines the drama alone a3 imitation of

3. Arstorle an the Art of Poctry transtated by Ingram Puweater, p 13-
2 Anstotle, P =y
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of junctures which carry cach of the stages of the action fo its
natural close. They are the mukha or opening, pratimukha
or progression, garbha or deselopment, vimarfa or pause and
nirvahana or conclusion (N. § Ch. XXT)

As regards unity of time Anstotle says: Tragedy endea-
vours to keep as far as possible within a smgle circuit of the
sun or something near that! Bharata, however, wisely Limits
the unity of tme to indivdual acts.  Says he, *'An act should
cover events that can take place m the course of 2 single day.”
(N S XX, 23) Butit wag not considered necessary by him
that act should follow act without interval, on the contrary
anything upto a year was allowed to tervene between the
action of one’%ct and that of the next.  To reveal to the audi-
ence the events dunng such intervals the Nityadistra (Chapter,
XXI) gives a choiee of five scenes of mtroduction.

As for the umty of place Anstotle hardly mentions it
He merely says that tragedy cannot represent actions which
happen simultaneously 1 diferent places  This statement is
appheable to all dramas, be !hc) written m Greek or Sanskrit.

According to Arstotle the first essential of a tragedy :sp]ot.
It 15 defined by him as the combination of the incidents of the
story and regarded as the mosi_imporiant clement of the
drama? Itcan be either simple or eomplex. It is simple when
the change 1 the here’s fortune takes place without peripety or
discovery and complex when it involves one or the other. A
peripety 1s the change from one state of thing to iis oppesite,
while a discovery is a change from ignorance to knowledge?
The seeond element consists of the characters or agents repre-
sented who must be either above our own level of goodness,
or beneath it or just as we are.t Third comes the et of
thought i.c. the power of saymg what is appropriate to the
occasion.® Fourth among the hierary clements is the diction of
the persomages® The £fih clement is gouz which 15 the
greatest of the plasurablc acocssoncs of Tragcdy" The last

1 Aristode p. g1

2 ansm&: P 36

3 15iotle pp, 46
4 Ausuonle 1rop Y
5 Anstotle p 58

6 Armiotle p 39

7. Amtote p 3o
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the costumser alone 1n the Nifyaédstra of Bharata. Dresses
and male-up constitute only onc of the four elements of his-
tnomic representation, the other three bewng that by gestures,
that by words and that by mamfestation of involuntary states
Lke tears, tremor etc  Bharata gnes elaborate descniption of
these four clements of the spectacle. Not only thus, Bharata
gives nteresimg rules about the construction of the play-house
and mentions the various conventions wiueh enable the actors
to surmount dificultics wnscparable from the dramatc form
He deserves hugh prause for Ius sense_of decency in prohibiting
certan acts  Thus he says . (N S. \A\IV 292.95) No k.lss
or embrace or any other private acts should be presented on
the stage  As a Nataha 15 to be witnessed by the father and
the son, the motherain-law and the daughter-in-law all situng
together these acts should be carefully avoided.

The most important object of the drama according to
Bharata and indeed all Indian wrters s 1o evoke rasa or
senument 1n the readers or spectators Accord.mg to the
Nityasistra (Chapter VI) sentunent 15 produced from the
umon of the determunants, or causes, which gite rse to an
emotion, the consequents or external mamifestation of emotron
and the tratsitory feelmgs  There arc cxsht sentiments which
are reducible to four according to Bhatata (N. S Ch VI)

Two of these are the erotic an the heroic sentiments.
About the other two Bharaia seewns to haveerred.  The entire
Sansknt dramauc Interature pro* des proof of the fact that the
most ymportant senuments after Uic  two coumerated above
are thé'pathetic and the comic  In fact the pathenc and the
comic are thc_prcdommam sentiments in two of the ten types
of drama viz the ufsrsiikanka and the prahasana respectively.
The question which naturally comes to the mind while making
a comparative study of the Indian and Greck dramatic theory
1s whether there is anythung correspondmng to rasa in the
Greek dramatic theory. The answer must be gnen in  the
affirmative  The very defimtion of tragedy gaven by Anstotle

lays emphass on” the arousing “of the senument of pity _or what
1s called Laruna rasa by Indian authors of‘p;cvum This is
what Atistotle sajs 1w A uagcdy 15 the ummuou of an acuon
that 15 serious and also as having magmtude wmplc:: 1 dtself;

in language with plwumPlc aceescones, each ]u»nd brought
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the Greel drama viz characters and plot and see in what cate-
gones the Indran dramas fall according to Aristetle’s views.
It wall be scen that judging from what Ansiotle says about these
two elements in the tragedy and the comedy respectively the
best Indian dramas are certainly not comedies as they have
been hitherto called but tragedies purc and sumple, while the
only types of Indian play which can be gien the designation
of comedy_are the Prahasana apd the Bhina  As regards the
characters of the wagedy Anstotle lays down that ungrd)
15 an mutation ef personages better than the ordimary " Feam.
In the Sansknit drama also the chuef characters are supposed to
be better than the ordmary man, b::mng the characters of the
Prahasana and the Bbana. Let us now hear what Anstode
has to say about the plot of the tragedy. *‘In a perfect plot”,
says Anstotle, ‘the change mn the hero’s fortunes must be not
from musery to happiness but on the contrary from happiness
to xusery and the cause of it must be not 1 any depravity, but
m some great ertor on his part’? As for the tragi€ deed which
brings about a change 1 the hero’s formunes from happimess
te misery Anstote says: “When epemy does it on enemy
there 1s nothing to move us to pity and the same 15 truc when
the parties are indifferent to one apother. Whenover  the
tragic deed, however, is done within b family—when murder
or the like 15 done or meditated by other on brother, by
son on father, by mother on son, or son on mother—these
are the sityations the poet shcu]d. seek after...... The deed of
horror may B¢ done by wie deer Lnowingly and conscrously ~
-...or he may do i, but m,]gnomncc of his relationship and
discover that afterwards. . L& durd possibility 1s for onc medi-
taung some deadly injury to another, in ignorance of his
relationship, 10 make the discovery in time to draw back. The
'D WOrSt sitwaten is when the personage 15 with full hnowledge
on the pomt of doing the deed and leaves it undone.  Next
after this comes the actual perpetration of the deed meditated.
- A better_sttuation than that, however, 35 for the deed to be
'denc 1n ignorance and the relationship discovered afierwards.
.-~But the best of all 1s the Tast (where the person meditating some
#dcadly injury to another males the discovery i ume to draw

1. Anstole, p ro
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worse, however, not as regards any and esery sort of fault but
enly as regards one particular kind, the nidiculous. The
ndiculous may be defined as a mistake or deformity not pro-
ductive of pam or harm to others; the mask, for example,
that excites laughter, 15 something ugly ard distorted without
causing pain?  Itisclear from thas description that the comedy
of Anstotle corresponds to the Prahasana and Bhina of
Bharata. There can be no greater travesty of truth than to
use the word comedy for the Sansknt Nitala or Pralarana

Dscussion

V. C Sknrastare : Cannot our dramas be called ““Trag-
comedies” following the term  wsed for the later
Shalespearean comedies as Winter’s Tale and
Tempest etc. ? Indian dramas arc bhardly com-
parable to Greek tragedies as Indian and Greek
views of hfe are essennally different. We beliese
that the gods are fundamentally noble, the good
ultunately prevanls and destruction is followed by
regeneration, consequently the hero meets with a
happy end Whereas the Greek conception of
drvinuty males soffic supreme sipernatural power
responsible for the condne. of iren under whose
unthallengeable sway a hero is crushed.

P. L. Bhargara : I agree that sc far as the objects arc con-
cerned they differ in 1.r0 cases. However, judging
from what Aristotle says about Comedy, the Indian
dramas can certainly not be stamped as ‘Comedy”
since a Comedy_contains characters inferior to
common men, which s S not the case in Sanskrit
dramas The _definiton of Tragedy comes very
clost o our dramas since the best kind of tragedy

- according to Aristotle is onc where a person per-
petrates an act of violence but draws back in
N time This is exactly what happens in Myccha-
katila, where the situation is very tense as the
hero Cérudatta is being taken to the gallows and

Anstotle, p 33
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P L Bhargara : There arc other kmds of tragedy also.
Aunstotle enumerates four of them; =2mong them
enc 1s where the action has actually been carried
out. Howeiver, he says the best is one where 2
person draws bach m time.

G S )-Iaha_;am - If the acuon of ‘drawing back’ 15 considered
to be the most mportant clement in a  tragedy
then most of the Shakespearean tragedies, which
Bradley censiders to be the best cannot be adjudged
as the best since dreadful deed 1s ahways shown to
be carmied out 1w them

K C Pandey  There has been an evolution 1n the conception
of tragedies Anstotle’s remarks  are based on
Greel. tragedies existing in bis ume. By the ume
of Shalespeare the conception of tragedy under-
went change and his tragedies showd be evaluated
according to the conception of his time.

G 8 Mahgam - Acschl]us AnUgony is a Greek tragedy, is
1t best or not ?"

P L. Bhargara + Tt would be a tragedy but not the best one.
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do not actually find the word araiihira, we have the expression
aramkrtr  The rhotacism 15 very common in the oldest Vedic
language as well as 1 115 sister language, the old Perstan of
Avesta, especially of Gathis. Infact all the 1-soundsof Indo-
European language have invanably become rinats  Aryan
branch and 1f 1n some cases | still remams or rather has been
reverted to, 1t 1s to be ascribed to the later influence of the
Prakrta-dialects upon the Vedic I would just aite only one ex-
ample «¢f the Vedic word #img waith Lat, lana and Eng wool
Now, the word ‘ara’ 1s derned from the guna form of
the root r with the versaule ¢ suffix added to 1t The voot 1
in the Rgveda means as an intranutve verb  to move, to
come fast, to ascend etc and as a transiive verth o st m
motion, to bring or to send and to sur up  The verb is mamly
conjugated according 1o either the thurd (juhoryddi) group
with reduplicated vowel as iyarts, ;yarnm etc or  according
to the Afth group (svddi) with infix nu, roott rmomu ete,
Forms like rechatr  (rte) are however also found especially in
the Brahmanas The causative of this serb 15 arpayafi,
formed wath pa infix as dapayat, snipayati et which swould
literally mean to let go something (to somebody) The
transitive meanung “to set in motion® 1s clearly descernible in
the word arani, meaning firew ood, hiterally “those two pieces of
wood which are moved or rubbed agamst each other.”  As far
as its intranutive meaning 13 concerned  the sense of ‘to move
fast' soon attracts an object to itself and the sense becomes
somewhat Lle “to move towards a certam goal' or ‘certain
object” which further develops a shghtly different nuance of
meaning ie 1o move or go infs something Here T remind
you of the word “ara’ meamng the spokes of a wheel. Etymo-
logically it simply means *a thing which moves or rather shoots
from the hub nts the rim of the wheel®
This ‘ark®® has the main accent on the second syllable,
thatison t3 But there is one more *ara” 1n the Rgveda having
uditta on the first syllable ie a  This second "ara® is an ad-
jecune and it denotes a characteristic, a quality which a thing
attamns after having got into something, ie. to be fit. We can
say that a particular object fits in a certain thing if1t goes into
it and sits there smoothly. But as in Englsh this conercte
Picture has developed an abstract sense of fituny or beftting,
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siktath™ |, .what propnety is there in connection with you
through hvmns® . meaning that the hvmns, the  speech
cannot express the greatness of Indra.  The words of the hvmns
are just not sufficrent

And exactly this sence, the sense of being sufficient has
preseried atself in clasieal  Sanskrit wath the word, “alam’

which is used adverbially without the root kr erther with ins-
trumental or with dative case *  ‘alam vividena’ means—
1t is sufficient, enough with discuswon which suggests that
no discussions thonld be made now: alam  Sramena—it s
enough with your efforts, do not try anv more This is the
prohibitory sense, of alam the Varana And m datne o the
expressions like alam Ramoe RAvanava, the mecanmng enough,
sufficient 1s too obvions to be elaborated

There is a very short leap from *fit"—the original meaning
of aram 1n the Rgveda—to “sufficent’™. The tranation is not
at all éufficult to understand if one thinks that «f some thing
fits 1 a particular objeet, 1t 1s exacty ‘suficient’ forit. A
very similar semantie development is seen in the Hind: word
bkara which means enough, sufficient as well as whole 2 mujhe
cha mlisa pam bhara ciluye, 2 glass of water would be 5.
cient Vaha rita bhara jagati rahi—he Lept awale the abale
night This word comes from t%¢ root bhr—which means 1o
carry (bharati, bibharti), then to carry in or £l in {bharan3,
bhara~<filled up) Bhar is an adverb meaning “‘in a way that
a particular thing is filled up* i e. sufficiently or wholly.

As far as the third usage of alam is concerned with which
we are mainly concerned here, it is evident from the foregoing
passages of Rgveda fhat *ra® in its abstract adjectival sense
simply means appropriate, proper, ‘as it should be lile® and
arankrti{or let us put alafketi which s the same as alankira)
the appropriateness, propriety.

Alanhiraiistra is therefore the science which tells z2ka!
a k3rya should be ke and judges as well evaluates it with certain
canons of propriety.

The ttle Kavyalankira given by Bhimaha to his work
umply means the appropriateness, profricty pertaiciry s kiys.
And 1 confess, T cannot thinl of a better expression for Poetics
in Sandint, In fact the word alankira comprices not only the
elements of Poetics but also of Aesthetics in it.
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R. P Dunoed: : You say that Alaikira means ‘propricty’

4 N Jam

which should be rendered as exafye 1n Sanskrit as
far as I understand  Now Auctlya is not identical
with Alankdra since the former is an effect of
employment of the alankZras. (tr.)
: Dr Tripathn has pointed out the very core of
the meamng of the word Alankira and it should
not be confused with the later or the present day
usage of the word The words have therr own
history and they devclop themsclies not only
phonetically but also semantically. The meaning
“‘appropriateness”, ‘‘propricty”’ etc. etc. is true
with regard to Rgveda and ancient Litcrature only
and net to ats later concept,
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hinselfl mn the Ramayana, dimly formulated by Kahdasa in 2
rather casual manner in his reference to Valmik: in the Raghu.
vamsa and deftly employed by Anandavardhana and Abhi-
navagupta to support the theory that rasadheaei constitutes
the quintessence of poetry, provides us with a clue to under-
stand the nature of the poet’s experience as enwisaged by
Sanskrit critics  We are clearly told by Ablunavagupta in
unmistakable terms that the faka referred to by Anandavar-
dhana should not be taken to mean what 1t usually denotes
in erdinary usage The foka spoken of here is the sthayin of
Kanmarasa and 1s clearly distinet from the earthy sorrows,
which human flesh 15 hewr to And 1t 1s ths sthapibhize, trans-
muted into the rasa state m the heart of Valmiki that found
expresston i Vilmiki’s immortal song The various stages
of tlus acsthetic expenence of the poct ultimately blossoming
forth as beautful poetry, are also indicated by Abhinavagupta
1 the same context Abhinava wntes—g T am'.l:afa‘qﬁ'ag-
RleEericE Ll toppies R ERE i iepip el IEL e
FeREETAT . Sfgwer  The sequence of the stages involved in
this experience 1s set forth in the Kaumudi as follows—
Y NREEORIERAAI iRy SR ey, qaeal-
AT, TG TR T 1

Abhinava employs the analogy of a jar filled with a Lquid
overfoning when it becomes full imﬁiﬁg‘”ﬁ'ﬁmﬁ\) to
elucidate the efusion of poctry finm the ernotion-flled heart
of the poct and adds that his idea of this emoticnal overflow
is supported by the Hrdaya.darpana too, where it is clearly affi-
rmed that the primary pre-condition for the genesis of poetry
is that the heart should be full to the bnm with rasa—
AT it 7 Fa7 AT anEny .

The above analys:s of the psychology of the poct's creatne
moment makes one thing abundantly elear that the poct goes
through the complete process of waigafy bzfore heereates his
poem The terms of this description of the poet’s aesthetic
experience are identieally the same as those of the sahrdaya's
aesthetic experience when he cnjoys the poct’s artistic ereation
tither as a spectator or as a reader. There is nothung here
0 warrant the conclusion that Abhinavagupta conceised of
any difference between the poct’s creative mood and the ¢on-
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to a view, atinbuted to an anonymous Acirya that such dis-
tincoon is unwarranted and that the two should be teken as
1denneal, this view is refuted by citing the view of Kahdisa
that koot and sabrdzyota are two distinct, mutnally exclosve
phenomena.  No reason for such a conclusion is given, beyend
sayng that the stone that yzelds gold and the stene that can
test it are quite different. 57 TRIQIAY, TUATGH. ARIATEAD
Shwar, ww=ely awify afegey  sfrawcfa s sfsT)
o eeegr g fmy Rl AREE T FRgEEw Fd
sesees eeeqTERERINTAT wEARS T fg % gwiesd
wiagfa 1991 &9 wlow I 17

a ¥fx wfeim 1 9999 i aiaeg wreee, SEvans TS
wETTTEE AT 1 Ty —

sl wiome Sgiavea
el § AfaeTaa e awdiie
T gawferafiomegr  wtesEt g
9 ¥ TATSIEREEOEEA

‘The author of the anonymous T'epana on Hemaeandra's
Kavyfinndasana alss declares *-at:z to be different from
sehrdzyatra and quotes Abhinavas own benedictory verse in
support :

T TRFEEmET W gva9 | yaT g aharg
WHEATERT | WE—FOACETT Fiangeaey faagt

Though the necessity to make some Lind of distinction
between the ereative and the appreciative attitudes eannot be
ruled out, it should , at the same time, be admitted that the
conclusion of the identical nature of the rasdmdda of the poct
and the connoisseur, which is an inevitable cerollary of the
foba-{loFe equation can not be disputed. The only way out of
the 1angle will be to deny rasirublera to the poet while he is
in the creative mood This is obviously the stand talen by
REjaielhara and the commentator of Kavyinufisana men-
tioned above. But Anandavardhana and Abhinavagupta, to
whom poetry s the effusion of the rasa-flled heart of the poct,
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poet The fact 15  the germ of the poet 15 in the sahrdaya
too The creative faculty, which s the disungushing mark
of the poet 1s to be found 1n the sahrdaya teo, with justa Lrttle
difference Whereas the poet creates 2 world of his own and
shapes 1t in words the sahrdaya re-creates from those very
words the poet’s world once again  The creations of both are
purely subjectine, but again there 1s a difference  The poet
mnports objectivaty to the subjectne world of s creaton
through his words  Consequently, the creation of the poet 15
mainly tntended for others, though he too does incidentally share
it with them  On the other hand, the sahrdaya recreates the
poet’s world ali for himself In spre of these differences, it can
not be denied that the sahrdaya teo 1s a creator, 1o hus own
right

The distinction between the poet's creation and that of
the sahrdaya can well be apprecated by an  analogy from
Vedinta Advaita Vedinta postulates two different categorics
of empirtcal reahty, the rydrohdnfz and the prandhasks  Of
these the ryjdrahdnks world 1s the world we lise m, which is
created by Isvara and the expenience of which is shared by one
and all Jivas albke. As opposed to this, the pranbhasife is the
dream world or the world of illusion which an individual Jiva
creates for imself and the experience of which 1s confined abso-
lutely to himself The position ¢ tne hav: and the sahrdaya
is closely sumilar to this  Like {.¢ .a the poet creates a world,
which hke the gy@iahdnka world 1s shared by all  The sahr-
daya, on the other hand, is ble the Jiva and creates a hitle
world, which, Like the pranbidnke creation, is Jimited to his
experience.  Even as the Jiva s the c¢reator of hus dream-
world 1n spite of its lumtations, there should be no difficulty
m conceding that the sahrdaya is the creator of ks world,
for whach he draws his maternials from the world created by the
poet  The parallelism 15, in fact, complete  In the universe
of aimey the havi and the sahrdaya bear identieally the same
relation towards :m;qﬁa as livara and Jiva bear to qufz.

The above Vedanuc analogy, though it can not prove
anything, 1s adequate to eclucidate my stand-pont that the
sahrdayaisalso a creatorin a limitedsense I shall now further
elaborate my contention that “the germ of the poet is i the
sahrdaya™ and that the sahrdaya can be equated with a kavi.
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Vi)jika preserved for us in the Subhasitivali runs as follows :—

FPTIATEG WY FAT |
TIRRE Fadmfafr-
s quirAEdREsafe o

This much should suffice, I believe, to explain the latter
part of my hypothesss, namely that the sahrdaya has 1n him
“the germ of the poet™  Thus relatronship of the sahrdaya with
the kawvi may be expressed as the sahrdaya-kavi equation

This near wdentity between the kavi and the sahrdaya
becomes apparent from one more consideration. The make-
up of the kawvi and the sahrdaya as descnibed or hinted at by
Sansknt critics also points to their :dentical nature  The three
factors, gfyar, =geify and g=ng which are enumerated in the
case of the poct are implied 1n the case of the sahrdaya too.
Praubhi, mn the case of poet is descnibed as W
In the case of the sahrdaya too, this pirra-rdrand is mentioned
as an essennal precondition for sekrdayatra, With reference to
the spectators of the play st is said—

HTFATAT {7 RERES A39q 1
faiareg T s, 3FTREteET 0

Similar statements like FRAT FIERIAT AFEAT S W
wArEg] andgm#rsfmfa:r‘rﬁmtmﬁwaho point to
the fact that ‘(iq’]ﬁﬂ'[ is an essentizd factor for aesthetic relsh
Likew:se the reference to q—'rwrﬂ:ﬁr-rmm in his definition of
the sahrdaya touches upon the other two factors namely
=gmfg and  ewmre in the equipment of the poct. This
shows that thc equipment required of the sahrdayz is not
far dtficrent from that of the poet.  Likewise, the very concept
of hrdayasamsdda, whach is the final determinant of sohrdgyotca
and which implies a kinship of hearts between the kavi and
the sahrdaya (77 gz aww B ) abo provides further support
to my stand. Thus the panty of equipment and the kinship
of heartsof the kavi and sahrdaya provide interesting confir-
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only it had been fyogrrstsaenimiAn sRsEwdy 2fe
frefifeagd The benedictony verse of Abhinavagupta in his
Locana, 1 my oprmuon contains this very idea, Thus runs the
verse —

Ercibt b eciclintrrueral
TRARYH AFEauErel T

EARKECENAACTTT WA d-
@I TI9geareT f&agd it

The whole verse 1o my op:mon., deserves to be remter-
preted in the light of what I have said above about the basic
identity of the kav1 and the <abrdaya. The lact quarter of this
verse qURTIRR TI9AgIaed fawey provided a hard nut 10
the commentators as the preceding lines apparently fitted well
only with the kavi and not the sahrdaya. In fact, theazuthor
of the Kaumudi has directly rarsed this question as follows 2
A FETRATT FATOREN T Ay, Fred  wgeaednrAE
I; sgmaTT AR AR IS T
FETEVAINRTE 3821 97 @@ a9 fawse e
frarew: gfr 1 EUSEETE A STOREEt w@E wiEE T
= AE wmree o am wmmTd (] IS AT
fa(F=) adia gfegaw famfoid 009 sz -
This should explain why the commentary smfm and the
cemmentary ﬁaaﬁ should have, sugpested in all more than
half a dozen alternative explanation for this line.

In my opmian, all these dufficulties can be resolved by
resorting  to FEwrg  for ﬁaq‘éﬁa instead  of o)
In the Light of the kari-sahrdayz equation, there should be no
difficulty i explaiming this as sHgRyg compound. The
compound may be split either as fa3g gz or ¥fr TgTT
¥7 or TigfT Fgzm: |

Tt is interesung to note that Anandavardhana 100 appears

to be thinking of this unity as the yacon of the poet and the
sahrdaya in his verse —
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curcles of the city by his psendonym “Sabrdaya’, In the course
of the discussion, I affiren that the Kavi and the sahrdaya are
fundamentally one in so far as the Lavi is fundamentally a
sahrdaya and vice versa, “The germ of the poet isin the
sahrdaya” On bemng questioned whether sanskrit critics
have said so anywhere, I premomtonly quote Abhinavagupta's
HOARTET FHAAgTaned fay and add that the compound
wfi7ezg here should be explamned as Karmadhiraya (pot
Drvandya) so as to ssignify therr mutual  abkeda (E‘ﬁﬁa ﬂ?‘zrr)

or sidharmya (ﬁ'z 7gzr o and ¥l =gaw)

At this stage the dream ends. The previous mght just
before retinng to bed, I had read an article in the Dharmayuga
dated Bth December, 1968, which gave an mteresting account
of a remarkable dream seen by Sir E A. Wallace, in  which
he had seen the full question paper of a test that he was to write
the next day. The coincidence might have been a mere acci-
dent, but to me it was meaningful The dream put an end
to my vacillation. I promptly decided to make this the
central theme of my paper for this scminar.

Drscossiow

R. €. Duitedi : Ttis a very interesting paper, which proceeds
on philosophical distinction between the gyrehzrita
and the pratbhdsiks sattd according to Vedinta.
The sabrdaya is the author of the pranbkisita poctry
and the poct is that of the mydrahrita poetry. 1
raisc one doubt. Tt has been stated in the paper
that the sahrdeya re-ereates with those very words the
poet’s world once again, It means that the world
of the Sahrdaya is no longer the world of the poet,
he has his own world, seeondly the world of the
poct is not vyivabinka since to be so it should be
the same as the world of the sahrdaya.

V. Verketacholem @ 1 have drawn the above example from
Vedanta in order 1o male my point dear. Imean
to say that fundamentally both worlds are the
same. So far ay the nature of the world or its con-
tent is concerned, the world of the schrdng is
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tions are present in the latter 1t 1s the ides of the
poet which 1s presented 1n the medium and in
such a way that 1 15 capable of giving risc to 2
mental picture i the heart of 2 Sahrdaya which
1s 1n all respects almost the same which aroce in
the mind of the poet  The sahrdaya too 1s common
1 €. as Croce has sard, i both cases there 1s ‘intui-
uon’ However, the disunction between the poet
and the sahrdaya 15 that the former is capable of
presenting intwtion through the medium, the latter
15 not, 1¢ if Fafist v mfpn etc  are present
one 15 able to produce and if these are absent,
he 1s unable to  create the medium which s
common to all ve  Fydcahdnka.

Venketoehalam . 1 think Dr Dwived: understands my point

I try to explam my view pomnt through omne
more illustraton A musielan sings a particular
Riga to his audience. The audience re-creates
it its own mnd though it 15 incapable of
presenting 1t

R C Duwedr : There 15 a maxim - 24 =ear 29 733

which sufficiently explains that only by becormng
a sort of poet that one can evalunate or appreciate
Iiterature . There s averse in the Rimayana
which may be interprefed to mean that only
the inhabitants  of Ayodhya whe have passed
through the actual experience of separation from
Rama can have *he real aesthetic experience of the
Ramiyana So I perfectly agree with what you
say The tradition is there in the above-quoted
maxim My pomnt of objection was only hmted
to those two sentences where you say that the
worlds of the poet and the sahrdaya are of two
different kinds—the former is the wydvahirika
and the other is the praubhisika even when they
are the same because the sahrdaya according to
you re~creates the poet’s world

R 8. Trpathi : Vimana who has been quoted in the Abhi-

nava-bhirati {Ch. VI), Gaudaaho and V.
Reghvana’s Srogarapralifa may be referred to
\
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you assume for a critic cannot he onc with the
practical reality of the poet. The apparent reality
is always marked by subjective elements
Rasinubhiitt s possible when individuality is cast
off and subjective elements don’t mar the relsh
of rase and there is a perfect harmony of the poct,
the hero and the spectator, which 15 hardly possible
1f you contend that the world of the spectator, or
sakrdaya 15 only prafbhdsika i e. apparent, unreal )
(&

Venkatackalam 1 never say that the world of the sahrdaya is

really apparent (prattbhdstka) 1 used this term
and the analogy from the doctrine of Vedanta
simply to illustrate my point.
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Shame is another powerful factor which exates blushing.
Tt has within 1ts orbat two types of causes. moral causes and
some mmproper behavioral patterns  The second one has no
connection with the moral sense If a man of conscience
commuts a errme i solitude, he may sincerely regret or suffer
deep remorse for his guilt, but certamly not blush until s
crime 15 detected, specially by those whom he holds in high
esteem  Breach of the laws of enquette 1 e impoliteness, any
mmpropriety or an Inapproprate remarh, quite commeonly sten
and regarded improper behavioral patterns, are the second
type of eauses which excite intense blushing of which a man s
capable In both the cases mentioned above, the same funda-
mental principle, namely the regard for the opimons of others,
15 imolved.

Modesty 1s another powerful agent that excites blushing
A modest man always has an humble opuon of himself and
15 extremely sensitive about an indelicate word or deed The
modest person readily blushes at shght prase, any mdelicate
word uttered or such a deed narrated before him 1s bound to
crimson his face, because his humility and extreme senutive-
ness to indelieacy make him so

Whatever may be the real cause, whether duc fo shy-
ness, to shame for real crume, to shame for the breach  of the
laws of ehquette, to modesty from humility or—indelicacy,
blushing depends in all cases on the principle of regard for the
opinions of others. The cases mentioned above affect the car-
diovascular system 1n such a way that blood.vesscls at the
body-surface are dilated, and more blood flows into the capil
laries that enmson the face

As it has already been stated above that blushing s an
effect of shyness, shame or modesty and st 1s the most pecuhar
and the mast human of all expressions, innumerable fascinating
examples of 1t ¢an be seen in every literature where the causes
of blushing with all its accompanying movements and gestures
are depicted wherefrom blushing as an cffect emanates The
cause and effect theory is thoroughly matntained  Bat in
Sanskrit literature the case is otherwise ‘There 13 hardly any
cxample where the said cause and effect theory is handled 23
it ought to be  This is not to sav that Sandknt literature is
devold of such sitwations. It rather abounds in it, but the
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“Evam vidim devarsau parive pituradhomubhi

Lilikamalapatrins ganayimisa Parvatii™
Gnffith translates it thus —

“Thus While he spake the lady beat her head

To lde her cheeks, now blushing rosy red

And numbered over with seemng care the while

Her lotus petals in sweet marden guide »?

In the onginal verse beides the context 1 e the proposal
for Uma’s espousal, there are only two indicavions that comp-
Icte the sense of blushing ~ They are ‘Parfre paturadhomukhi' and
*Lilikamalapatram  ganaydmdsa’  These are the movcments and
gestures which accompany blushing  These are really acces-
sories—subsidiary factors The thing in quesuon for which
these subsidise, 15 mussing

The other examples from the same context will also
Justify my asserzion  \When the proposal for the marniage was
accepted, Himavan bade her daughter bow before the Seven
Saints to have their fullest blessing  This must have put her
out of countenance Kalddsa descnbes her state excellently
m the following verse :

“Tam pranimadarasrasta-jiambiinadayatamsakdm

Ankamiropayamisa lajjamanam muhurmuhuh !
Gnffith translates 1t thus -2

““So low she bowed, the gem that decked her hair

And sparkled i her ear <l Joosened there.

Then with sweet modes v and Joy opprest

She hid her blushes o the Lady’s breast ” ‘

The onginal verse nas some points in favour of blushing
They are *Muhurmubuic  Iyjeméném’ and  ‘*Arundhati  ankamd-
repayimdsa’.  Uma was really dreading the notice of the Seven
Saints who were strangers to her and were looking at her at
this solemn occasion  This must have covered her with con-
fusien Noticing this the lady Arundhat came to her rescuc
and hid her face on her breast. It wall, thus, be seen that the

1 Kumirasambhavam, 683

2 Ibd, p 30

3. Kumirasambhavam : Edited by § R Sehgal (Trans FPoruor
P e
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Lajjnamramukhi  poyena hasata  bila caram  cumbita.
Mahamahopadhyaya Dr Ganga Nath Jha translates 1t thus —

“Finding the love-chamber cmpty the gl rosc gently
from the couch and having intently gazed at the face of her
husband whe was fagmng sleep, she Jussed hum with confi-
dence, but noticing a tremor 1n his cheeks, she hung her head
through shame and was repeatedly kissed by her smuling lover 2

Thus 15 a sitvation where the excitation of blushing is 2
must The movements and gestures which accompany blushing
archere  Sheisunable to meet the gaze of her lover, casts down
her eyes due to shame The reported kissing by the smiling
lover 15 a further heaghtenmmg of her state  Ths is almost 2
“made to order” sitnation for blushing  But all thuis has been
conveyed by only one word ‘“‘Laydnamramuthi”— (hanging her
head through shame)  The onginal verse mentons the cause—
shame—clearly, but the term that conveys the effect of 1t ie
blushing 1s totally missing

On the grounds of the examples discussed above from
different sources the conclusion can safely be drawn that no-
where in Sansknt literature has ‘blushing’ or a ‘blush® been
expressed or stated though the expression has been a patural
and mescapable necessity The cause and effect theory has
nowhere been maintained i the case of Layd and all its syno-
nyms Only the use of Laya, Trapa, Vrida etc. was consi-
dered enough without caring to express the various types of
effects caused by them Consequently 1t was not possible for
Sansknt intellgenua to cvolv¢ a commonly accepted term for
blushing  And so it may be averred that the word with all
ats effects was perhaps unknown to Sanskrt scholars But
with the readers of today the case 15 quite different. These
days medical sciences and Psychology with all its branches are
so advanced and have become so popular that the knowledge
of emouons, psychosomatics and the general principles of
expression have become essential matenal for the students of
hterature They are familiar with the major physiological
changes, which accompany emotions So whenever the con-

1 Amarufatakam, verse No 82
2 Kivyaprakiaia (Dr Ganganath Jha's English Trans ) Chapter
IV, p 50 {(a)
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tion leaves no doubt that the Acirya has no 1dea of blushing
and therefore, 1t was not possible for him to bandle it in his
colour-scheme This jusufiably Ieads to the conclusion that
Vairarmya or blushing was perhaps not koown to our Sanskrit
Aciryas

But the descnption of Vawarnya in the context of
‘Vridd-pyabkichinn’~—1he feeling of shame—attaches weight to
the mterpretation of the term as blushing. The change of
colour caused by Vridi may be blushing as well It is, there-
fore, proper to tackle and cnucally examine §'zrrergya in the
context of I'ridd and do jusuce to the subject. Bharata says
that ['rid7 has improper action as 1ts basis It 1s caused by
Fibkaras (Determinants) such as humibiation, repentance on
account of transgressing words of superiors or  disregarding
them, non-fulfilment of vows and the like It s to be represen-
ted on the stage by Anxbhiras (consequents) such as covered
face, thinking with downeast face, draw ng Lines en the ground,
touching clothes and rings and bitng the nails and the hie?
In the oprion of Visvanitha Kavirdja Frigd is the abuence
of boldness causing the face 1o harg down i consequence of
misconduct? Dhanafijaya first of all adds Vaivarnya to the
defimtion of Vrida  He says that Vrida is a lack of boldness
m consequence of misconduct and so forth It can be inferred
from Leeping the body averted, from concealment, change of
colour, lowering of the head and the Like.? In the said def-
nition Trigd has received only a partal treatment. It has
been defined in the context of Dma‘aim—(mx'sconduc!) only-
Moreover the I7idZ caused by Dwicdrar (actions against the
set code of behaviour) can excite Izirarnaza of pallor-type, pot
of blushung-type, which is an ornamentaton of the face.
Hemacandra defining 1'77d3 mentions I'2irarmya as its consequent.
He also treats the subject on the same lines.*  The defininon
of I'ridd given by Panditarija Jagannitha is really striking.
He treats the subject in a comprehensive manner According 10
him I'ri/q is a parucular disposition of mind which is occassion-

1. Nityadiswra—Vol I, P. 363 Pub Onental Institute, Baroda,
2 Sihstyadarpana—3,165

3. ‘"Q:h. 4124
4 isana, 2f23 (edited by Rasiklal C. Parith).
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“Nirudhya yintim tarasi kapotim
Kijathapotasya puro dadhine

May: smtirdram  vadaniravindam

S3 mandamandam namayimbabhiiva Mt

“When I placed befare the cooing pigeen, his mate that
was going away by stopping her forably, she (my beloved)
slowly bent down her souling lotus-like face towards me.

Here ‘smutirdram’ and ‘Vedandracmndam mandamandzm
namapdmbabhire’ suggestive of I'ridd bidra muxed with pleasur-
able sensation, create appropriate atmosphere for blushing
‘Smutdrdram’ 15 a sure indication of that  An 1ntense blush is
sometimes accompanted by a <hght effusion of tears and this
15 due to lacnmal glands partaling of the increased supply of
blood which rushes mnto the capillanies of the adjomning parts
including the reuna  Blushing bemg an insoluntary expres-
sion 1 € Sattrkabhiza, which serves the purpose of bhira and
anubhara both, 1t must have an external mantestation, other-
wise 1t will lose ats charm  Sattrekas must be dealt with as
Saltzikas In such cases the applicaton of the theory of sug-
gestion 1s meammngless It 1s, therefore, obwious that blushing
could nat get 1ts proper place m Sansknt Poeties alsa.

In sum, it can be confident, asserted that the concept of
blushing was almost unknowr or very vaguely koown to
Sansbrit poets and Aciryas  Sanslmt pocts did often  create
such situations, where Vrid? v...h all its finest shades of import
is beautfilly suggested and its various effects—voluntary or
involuntary—are excellently expressed, but this most impar-
tant effect, ie. bluhing remained unmansfesied,  Alankira-
astra also dud not do Justice to it. Our Aciryas who had
very shrewd eyes and were very fond of or rather crazy abowt
classfying drading and sub-dividing the topic in hand and
discussing it threadbare did not handle Vaivamya exhaustively
by ancludmg blushing mn ats fold.

1. Bhimnluliss, Syngira Viliea, 28 (Pub Omnental Book Agency,
Poona)
z Ihd (Translated Portion)
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Favd TaTaaeafaanT SRR

ez w1 sfwaradtealogs ard q9EE o

Here the expression Fawarrya may mclude blushing,
the reddening of the cheeks  Thus we can say that
though blushing has not got its fair deal, it has
not been completely ignored.

R. C Duwwedt : As far as hierature 1s concerned 1t is actually
not a mussing ik since, one could recall or search
a number of $lohas i Sansknit, as the one which
Mr. Venhatachalam has quoted, where the situa-
ton of blushing has been described and almost any
body can reproduce one or two of such verses
This temptation at least I should resist following
the embarassment of a damse] who had to stop
the parrot from repeating the sweet talks with
her lover 1n the might : FfigAT yeafy  afenvs=-
SFAT reeses,. Secondly VdyZcakravartin in
his  commentary on the Aladkirasarvasva
gues description of changes in colour due to blu-
shing etc. on the basis of some lost work named
Bharatasamgraha—u hich may either be a metncal
summary of Bharar.'s Nitya$istra or his own
commentary on thi work .._.... Thus as far
as Iiterature goes, Llushu:g s not unknown. Now
as far as the feld o poetics is concerned, I think
there can be two reasons for its nea-inclusion in
the sdtfvikebhizas  Firstly, the later writers on
poctics were perhaps so  obsessed by the
authority of Bharata that they did not increase the
number of the sittvikas given by Bharata but
treated these as upalaksana so as to cnable them
to Include other bhivas also as the need arose.
The second strong reason for not mentioning blush-
ing directly is to my mind, the feching of suggest-
bility about it. Blushing is an internal state of
embarrasment  and shyness molving the whole
personality, and 1t is not restricted to the face or
cheeks only. It can, therefore, be better felt
than expressed externally.
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writer, but would Like 1o pont out that it was really
very vaguely known to them In fact the $lokas that
they have quoted desenibe the sitvatien of shyness
and embarrassment and not the blushing itsell
Shymess 15 a caute and blushing s the efectof 1t
The effect should be described as such and not Ieft
to be guessed by the reader by sumply describing
the cause of 1t.  Since blushing 15 an involuntary
action, a sattrke bhdra, which comprises not only
bkasa but also anwbhazd n at, it must be clearly
indicated and can never be suggested  Anubhivas
are neser wnphat,  they are exphet  What sur-
prises me 1s that Sansknt poets create and critics
descnibe  situations where shyness—the cause—is
present, but instead of gaving cnimsoning of the
cheeks as 1ts logmecal effect, they are waylad to
describe fear (bhaya) and nerousness (#rdsa) etc.
and never mention the cnmoning of the cheeks

Panditardja Jagannitha nicely defines shyness @

T QOIS 9T ¥ NRmTA e OEResal
Faertdrareafafasre ™. afaagfafaddy @iy but

he mentions only Fe.urg.e and downhanging of the
face as its effect, 2nd doe. not include the reddening
of the cheeks  That on comparatively dark faces
of Indians such crir «cring is not visible is also
not true, Blushing .sisible even on the faces of
Negroes  Charles Darwin has grven several pretures
of the Negroes while blushing with the remark
that the dark colour of a Negro becomes stll darker
when he blushes

Tt s dufficult ta agree with the view that blush-
ing is included by our dciryas in Pairerrya  With
our so well Lnown tendency for mmute hair-splitting
—going into divanions and sub-divisions and further
divisions of the sub-dnision—it would really be
surprising 1f the cnmsoning of the cheeks were to
be included 1n such a general term as Fararmpa
Besides Vararma 1s only of one kind, If the dciryas
had hinted at the possubihty of many more varics
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exact synopym for the English word “blushing’
in Sanskrit. Which word, Dr. Jathy, would you
Iile to use or com for it ;. Sanskrit ?

R. § Jauly : Well, it1s for the scholars present here to decide.

1 do pot have anv ready word 1n my mind

R. § Tnpathh  Tomy mind blushing was mecluded tn Sanskrit

Poeties in lgpd  Abhinava-gupta assocates [zfd
with sex and observes hle Freud : et fz 551
fagemeia 1 & f s s A @ farram TR
which elearlv means that the Iqja as well as its
cffects, 1 ¢ blushing etc. were both included in the
term {a3d  Just as there 1s non-difierence between
faktt and fokhr2n so also both cause and effect may
be referred to as one and the same. In the Abhi-
navabhirati Ablhmavagupta remarks that the pre-
vious Scdryas have well counted all the BAiras and
no others arc powible  If there be any other they
are of munor nature and must be included in $iimas
already known. I, therefore, thinl that blushing
should be included in the lay4.
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Finest Art.  From Hindu point of view aesthetics is the sci-
ence and philosophy of Fine Arts. Drama, the Driya-kivya
is intimately connected with Dance or vice versa. Similarly
poetry and drama are cqually inumately conpected. We
know poetry or Kivya 15 three-fold, Dréya, Sravya and Misra
This is an ordinary or limted classification, but il we view
all the arts, we may formulate the theory that appreciation
or reahisation of arts depends on only two senses, those of
sight and thosc of hearing, On the basis of thess scnses the
works of the independent arts and the arts themselves have
been divided 1nto three classes, those addressed (5) to the
sense of sight (Driya), to that of heanng (Sravya) (i) to
both (Driya-Sravya) To the first class belongs architecture,
with sculpture and painting as 1ts subordinate arts, to the
second belongs poetry and music, and to the third drama
which 15 nothing but the highest form of poctry.

Now the question is hew can we afford to ignore the
historical elements of development or views oa poctry or more
appropriately the poetic categories  These may be enu-
merated as follows. There are scven poetic categorics under
which the results of the analyhical “approach hawebeed ~-~
placed (i} the characteristic (Laksana) (i) Embellishment
(Alankira), (iu} Qualty (Guna), (iv) Defect (Dosa), (v)
Style (Riti), Sugggestion (Dhvani), {vii) Aecsthetic con-
figuration (Rasa). Of these the_first five are objective and
the last two are_subjective. ‘This is the analysis of Dr. K.C.
Pandey whose contributions to aesthetics are well known to
the world

Aestheties s the soul of the Dramatc art which is its
supreme development as well as its fundamental chamcteris-
tic  According to Hindu view, aesthetics is the saence and
phulosophy of Independent Arts Bharata, the father, the
founder and the exponent of this art, seems to have divided
the art nto principal and the subordmate ones  For be holds
that all arts occupy a subordinate position to the dramatics
h as much as they find due place in it It is with this
furdamental baclgronnd of dramatic art that T have some-
where remarked that Muses of Fine Arts did not descend
oneafter another, Poetry; Drama, Dance, Music, Pamting all
these Fne  Arts arc jntrrelated  bke Kith and Ko
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Svarga and Apavarga Naturally, therefore, all arts, be it
poetry or music, pamting or dance, are to be viewed from
this Jofty ydealism of aestheucism.

In nearly al} the phases of Indman art, the Rasa (or
unpassioned feehng) has played a very promunent role. The
Tndian belief 15 that the supreme being s Rasa-Svaripa (ef
the Indian theory of Rasa-Brahma-Vida: (#! § @ Again
image-worship, for which 1cons used to be made of the mani-
fold matenals with mamfold symbols, to be worthy of de-
sired end, has tobe denec mna manner of accomplished art.
In dance and drama there 15 identificaton of the spectator
with the nama, actor A simlar idennficavon is essental
between the worshipper and the worstupped, This 15 possible
only through the arousmg of rasa, the acstheticism in art.
The scruptural monuments i our poscssion do  corroborate
this dicturn and there we find a number of different Rasas
which the artists endeavoured to chise! upon the dry stones
and metalc

‘Thus aestheticism 10 art becomes instrumental in produe-
ing the bhiavavyaht: and this in 1ts turn is dependent on the
rasas or rasadrstis  The folloning lines of the Samarangana
make this clear:

AW qEEl gEmby wee 1
el waf=y aEwmiE 793 0

Citra m  this text stands for pictorial images and
sculptural ones, but Bhoja was equally gifted with poetic in-
sight (vide his two remarkable treanses—the Srnagirapra-
Lafa and the Sarasvati.Kanthibharana), hence tomy mind
thas term, Catra, also stands for embellished poetry, but unless
it arouses some ‘Bhiva’ or ‘rasa’ 1t e no Crira at all. Hence
the previous doctrines as advocated by the early reputed
authors on  Alanlirafistra, like Bhimaha, Dandin, Vimana,
Rudrata, there s no alankira in poetry unless it arouses some
bhivaand it is just a question of degree only whether itis
predommant or sccondary. In the end I hope to expound
and illustrate this pomt,

T thunk in this very advanced stage of re-thinking we
cannot afford to be dogmatc. We have to cultivate a more
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always aimed at this great Ideal Anyv creation, mpless it is
conduene to the well being of Iife, wunless inspiring and
ennobling, and unless high envugh for creative urge, 1s not
worth the ideal It is from this fundamental apgle that
aestheticsm 1n iconographical art is to be wiewed and
pursiened

The following knes from the Samardngana-Sitradhira
will suffice to fllustrate this theme

A geg=g geAT ¥ Sfawzas
aq @@ 3 wEifsdEn
FifF 37 fa3 9 1= SmAgswE 1

e amiaEag 1

The Visoudharmottars lines [371 § FUTedW  especially
@ Qs fra fadar 99 (9% 9T 5T ctc. also propound the
same truth

The Samaringara-Sitradhira recognises as many as
eleven Rasas and eighteen Rasadrstis, Laliti, Hrsta, Vikaata
etc, ete

The important points in relation to the aesthetics in the
pictorial art sull need to be expounded. Firstly, all these
rasas, though characteristics of only human beings, men,
women and cluldren and in ther hkeness the anthropomorphic
forms of the gods and demigeds or demons have an apph-
cation to all sentient creations ‘7T HFAHY AT~ This
statement goes to the very core of the art and shows that
if birds and armmals in parnts could be shown manifesting
the sentiments, it is really the master-picce, the supreme
achievement of the artist, it becomes a new creation,
superior creation to that of Brahm3, the Primordial Creator
Humsell It is through the symbolism of Mudr3s, hand-
poses, bodily poses and the postures of the legs, that the mute
gods speak to us giving 1ent to the sublimest of thoughts and
noblest of expressions, these so-called brutes can alio share
our experience  There is nothipg extra-ordinary ner super-
matvral aboutit. It is the manel of the art. If poetry can
create an  jdeahisic world, full of beauty and bliss, the
Painting, her sister, must also follow the suit.
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society and what was our society in India at the time
of Anandavardhana ?

The massive mmpact of monistic doctrine of the Advaita
Brahma, as promulgated by the great Sankara was being felt
and enltivated 1n practically all the spheres of Ife and downgs
Kashmur, the birth-place of Anandavardhana and Abhunava-
gupta could not afford to mneglect to fecl this impact,
Kashmitr Saivism 1s an aftermath of Sankaracarya’s mflucnce.
According to my thesss no thought and deed m India 15
bereft of its metaphysical and spintual content. The funda-
mental postulate of our society was Dharma and there can
not be a better definition of Dharma than what is gwven by
our Aciryas

TisARafa Baafafs g aF

Dharma does not mean dogma or nitual, 1t means the
sustamning factor of life 1n 1ts most complete aspect. Abhyudaya
stands for matenal prospenty and Nisfreyasa for Moksa, the
release of the soul from bondage These are two cardmal
postulates which have perfected our culture Thus we can
appreciate the balancing of materialism and spintualism in
our culture

With this introduction to the impact of the philosophy
on practically all the Fine Arts in India, Jet me come to
present a new dissertation that if such a matter of fact science
and art, the Vastu and Silpa, are guided by lofty ideals of
monstic prnciple, the poetry in India cannot be overesti-
mated when we say that 1its highest development was perfect
in the womb of philosophical speculations of Hindus.

In our traditions S3hitya Panditas have always regarded
themselves as brother followers of Vaiyikaranas The learned
scholars are surely conversant with the Sphota doctrine or
Sabda.Brahma-thcory of Grammarians The credit for this
Boet 1o onc of the most reputed grammarian  philosopher,
Bhartrhari, the celebrated writer of the Vikyapadiya, on which
Dhvani doctrine has been evolved. Anandavardhana himself
admits thay this  doctrine was borrowed from the
Yawikaranas ;
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Thus sphota, like Nida, Vistu and Brahman, is 2ll-
parvading, eternal and indestroctible word-principle.

The principle that word is vested with a power which
15 different both from Abhidhi and Laksan and by which It
manifests “Rax® ‘Vastu’ or <Abhidhd’, is based en the
principle of the manifestation of :Sabda’ techrnically called,
‘Sphota’ of the Vikva-padiva. Sphota, as explained in this
worl, s something eternal like “Brahman’. It is this sphola
which bemng itself a  Dhvam’ is also the canse of ‘Dhvanis
as the hght exising m an  ‘Arani’ gives rite to other light
The ‘Sphota’ 1s like the fine arr which pervades all the
concrete objects and Lile the same becomes pereeptible when
mamfested by 155 own means.

Anandavardhans in his Dhvanyaloka contends that a
word 15 eapable of expresung meore than one idea at oot
and the same fme. Sunilarlv according to Bhartrhari a
word can sumpltancously express several ideas.

In the Dhvanyilola, the example of the jar and the
candle has been ated to prove that ‘Vyangya® (sugpested)
sense is perceved alongwath the perception of the denoted
sensc, ie Vicyz. It does not disappear when Vyatgya'
is pereeived just as the bght of the candle does mot exist
when it makes the jar manifest. In other words, the
contenton of the propounder of Dhvani is that a word Is
capable of expressing more than one idea at one and the
same time. Now, accordumy to Bhartrhard a word simml-
tancously expresses several ideas. The word feow?, though
used simply to mean an animal and rpothing else, will
express something else also @

Fzifey w=t I TN gTeEd e
FAFTEE wREE F af SIEa s
g ARG fiedl 5 wgwaq |
FOITY NHAATTETAN Xmaesi
Kumirila Bhagta also supports this foundation of Dhyvani :
qqr SERETiEoE oIy oEY !
FIATIRd T S o
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not perceived at  all when it mamfests sphota.
Anandavardhana seems to have taken the hint from the
sccond wiew which regards sound to be independent
of sphota but ympercepuible at the time of mamfestation of
the sphota

The sphota theory as fully propounded and established
by Bhartrhan in the Vikya-Padiya 1s probably order than
Pimm Pamm himsell mentions a predecessor, Sphotayana
The clear object of the Founder of Dhiam: doctrme 15 to
bring the mmpact of the phlesophy of Rasa Theory (Raso
Var Sah)as enunciated in the Tarttrriya Upanisad which was
later adopted by many Alankirnkas, esp the famous aesthe-
ucan Pt Jagannitha, the author of the Rasagangadhara,
Mammata's elucidauons of this theory, 12 a more profounder
and ilustratve as well as systematie way, 15 a second
landmark m the history of Indian Aesthetics  Thesc  writers
regard Rasa, Ananda, and Atman as identical

Now let me come to Abhinavagupta m a  brief review
Abhinavagupta, the greatest gift of Kashrur, has been able to
bring the East and West to one amalgamated plane. His
psycholegical approach 1s a2 landmark in Indian Aesthetics.
Abhmavagupta was a  rational mysue. Accordingly the
essentral constituents of aesthetic personality consist and pre-
suppose the following :

(i) Taste, Rasikatva (1) Aesthetic Susceptibility, Saby-
dayatva () Power of Visualization, Praubhi (v} A
contempletive habit, Bhivana or Canand (v) The capaaty
to 1dentify, Sidhiranilarana. (vi) Psycho-physical condition,
Anubhiity, Vyakts

Hindu aestheticians have no doubt recognused five levels
of acsthetics experience (i) semse, (n) imaginaton, (iu)
cmotion, (1v) catharsis and (v) transcendency, but the grea-
test emphasts as laid down by this great philesopher and
poeucian Abhinavagupta-Padacirya, is on the transcendency.
This transcendental level 1s recognised by hum as the hughest.
Thus the final stage in acstheuc expenence, according to
Abhmavagupta, is of supreme bliss{ paraminanda)  Aesthetic
experience therefore in ats final stage belongs to the Invel of
Vyatirela-turiyatita, in which all objecusary merges i the
subconscious and the subject, the self, shines in its Ananda
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Vimana says that ‘auyjvalya’ 1s that quality of the colouring
of a picture which males the picture Jook new and fresh
Auyvalya 1s brilliancy which ensures the Ife of a picture
Otherwise the picture fades and looks very old. This quality is
borrowed by him 1n poetry and says that poetry looks bril-
hant and preserves brilliancy by the quality of Kéint: in the
chosen words

sfivsasn Fifi o
Ibid. III 1.25

dleaey @b | @ e IeeEwe e aq sAt Faf-
ffa, aaara gaeTeTATT=d
semaer afmteagg o qofaerarn
QUMM ¥4 @vew ¥FT 1

Tbid. III, T

A siumular rdea of an old prcture is visualised by Rija-
¢ekhara, the dramatist, 1n a fine description of Nature in
the fading twilight and approaclung darkness in the prologue
to his drama, the Bila-bhirata He compares Nature at
dusk to an old picture dulled by smoke :

f&=% wiTaq TNFEATEEEAE ANE
TRARIOIFIITTATET ST,

Viimana in his Kavyilankdra-sitra (I, 1, 30-31) com-
pares drama to picture and calls drama as lterature por
excellence because of its Lkeness to a picture

wTAY STET AT A9 afg faa frerwrag fadw-
qEATT .

Bhatta Tauta, as he has been quoted by his pupil, Abhi-
nava in his Abhinavabharati, says that Rasa realisaton or
cmouonal response is easily and excellently got only from a
drama That 1, there poetry attains the visual state when
one can realise through the eye what one can only imagine
othervase, It 1s because of this quahty that drama is called
picture by Vimana—a series of mictures before our eyes It
1 because of this quality also that drama 15 called Riipa
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Lis Abhiasitirthacintamam (Mysore ed.}, king Someévara
speaks of one type of picture called Bhava~citra:

spafaE @ RT3
"rafeT atran fratgrreT |

Jayadeva, author of the Candrilola and his commentator,
Vaidyanitha, apply the Rasa theory to Catra.

T 2F T 717 7 FomamainiEg o
R TR WA W e

The application of the Dhvani theory to Citra

The application of the Rasa theory of drama and poetry
to picture means that in pictures also Rasas are to be
depicted by condions which rouse them, viz the object of
emotions, the excitements of emotions, the effects of emotions
and the miner emotions which can be called flecting feehngs
and which are accessory to the major emotopal mood. This
means the application of the Dhvani theory te Citraalso It
certainly means so. For, in an artistic presentation, it Is the
suggestion that forms the very Lfe of that artisuc expression.
This can also be proved by takmg the canons given by the
Visnudharmottara for depicting things bhe evening ctc. A
perusal of the verses in chapter 24, which show how moun-
tains, sky, earth etc. must be depicted, will pro.e the truth
of this statement. The subjects e g gamblers should be sug-
gested by depicting them as bereft of their upper cloth—
FaimiEdaTe ﬂjT‘ﬁHFIZ’ﬁ'{ ; a lighway must be suggested
by pertraying a caravan of camels, etc, carrying articles of
transport (T77 FAILGT: smiamd A71%7).  The night must
be suggested by drawing a thief walking stealthily, by an
Abhisirila hurrying to meet ber Iover in her secret meeting
place and so forth. Rather it is in picture that this principle
of Dhvani which according to modern Englssh erities, is
‘%)mbolxm‘ in poetry, apples excellently. For here, in
Picture, there is no scope for the word which can name the
subject depicted. In poctry, it is a fault to mention anything
by isname. The mention of their names will never arouse



VAKROKTI AND LITERARY CRITICISM
Dr (Afrs ) Hemalate R. Tatpat:

Vakrokt, for the first time 10 Sanskrit Poetics, got a very
mmportant and highest position as the all-pervading poetic con-
cept n Kumgk&’_s Vakroktyivita Vakroltu s the vcﬂfe
of poetry according to Kuntaka and not a mere Alankira
of Sabda or Artha Innumerable alankiras of Sabda and
artha are discussed by the earlier rhetoricians but according to
Kuntaka they are not having as much striking beauty as his
Vakrokt: has, hence the necessity of discussing this apiirva
alankira.

Kuntaka is influcnced by Bhamaha who says,

dur o TRfrEmsEs fared
gt Ffem @d FsAwErdsT o

(Kavyalasikara, II, 85)
Following Bhamaha K untaka has revived again the old school
of Alarikira Tor Bhimaha, Vakrokn is the underlying princi-
ple of all the alankiras, but Kuntaka’s treatment of Vakrokti
is very broad to include all other poetic concepts in it It s
the principle of Beauty underlying the poetic language atself.

He defines Vakrokd as,
“drrepmitafafe " (V. I I, 10) .

Vakrokt: decorates the vicya and the vicaka and is in-
scparable from them All the three Vicya, Vicaka and Vakro-
. kb, together make a pleasant poetic composition which delights
the connomseurs  For .the first ume m  Alanlaradastra
Kuntaka defines Sahitya as the combination of beautiful and
competent Sabda and artha with Vakrokti or Strikingness
as ‘ils essential embellishment. He shews his independent
Kﬂ_mus in defining S3hitya. Later rhetoricians Like Bhoja and
Rijafekhara follow him but the originality and the modern
approach 1s found only in Kuntaka's treatment of at.
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v TEe aedt Fopfwaents fraeria
TaaTg Pl 0"

(Vv J P. 303, Dr Nagendra’s Edn.)
Kuntaka does not admit Svabhivokti, Rasavat, Preyas,
Ogjasvin, Udatia and Samihita as alankaras According to
lum Vastu-Svabhiva and Rasa, Bhiva etc are always
alankiirya and can never be called Alankiras His treatment
of Svabhivokt: as an alankirya s novel and umque in the
hustory of Alankara-Sastra  There cannot be any eosung
Vastu without Svabhdva, and if Svabhiava itself 1s called an
alankira there will be no  alankdrya in Svabhivokn. And
the alankirya cannot be one and the same

Kuntaka mstakes the Svabhivolu alankira of earhier
rhetoricians as a lokokit or a commen speech of ordinary people.
So while pmvm?ST'a'Ehimku as an alankirya he stresies on
the stnling Vastu-Svabhiva having poetic imagination

In the same way, like Svabhasokti, Kuntaka strongly
protests to adrmut Rasavat as an alankira. He entcises the
definitions of all eather rhetoricians, including that of
Anandavardhana, to prove rasavat as an alankirya. The
term rasavat, though split into various Samisas, docs not
mndicate any other Vastu except poetry  And the rasavat
alankara cannot be called as 2 whole poctry, because embell-
shment 1s a part of poetry and not the whole.

Rasa 1s always alankirya according to Kuntaka, so he
critases Anandavardhana for giving rasa a subordinate posion
mm the rasavat alankdra Rasa 1s always Pradhina and it
can never be subordmate to any other Vastu It cannot
have a double posiuen to be alankarya and alankira both,
Anandavardhana’s treatment of Rasa in the rasavadalankira
as a gunibhitavyangya kivya is a self contradiction when he
gives highest position to rasadhvam as the sou] of poctry in
his theory of Dhvam Kuntaka has correctly pointed out
the mustake and has tried to correct the same in his own
way.

Rasavat, at alankdra, can be explained as the alankira
getting the equal posiion and unportance with rasa in
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most supenor and consider other ritis as Jess superior
or mferior. According to Kuntala grograplucal differcnces
cannot explan the mits or differentiate them from coe
another Moreever, there cannot be an inferior way of
poetc expresson  If 1t 13 not beautiful and supenor it can-
not be called poctry at all and so it will be useless and
futile to discuss the ways of expression which are pot admss-
sible to poetry  The mam purpose of poetry 15 to pleace
the rasihas by beaunful and artitic way of expresdon which
gives the supreme debght  So the Rin cannot be clawified
as Uttama, Madhyama and Adhama as the adhama fid will
be a poeuc flaw

Kuntaka mmcludes s mirgas 1n Vakyavakrata. Though
he generally classfies mirgas in three categones, namely,
Sulumira, Viawa and Madbvama, he adouts that there
are wmfinite artsuc ways of poeuc expresson as the Ravi-
praubhi 15 endless. The mirgas are completely dependent
on Kawisvabhiva according to Kuntala, A pott adopts a
mirga accordimg to his Praubhz, Vyutpatti and abhyasa.

In Sulumira mirga the power of alaulila pratibhi is
seen and the importance 18 given 10 rasa, bhava or svabhiva,
hence  paturally the wse of alafkiras is less. This is 2
pleasant and delicate way of expression and the famous
poets Lhe Kihdisa have followed it. In viciua mirga the
fascination for alafliras s seen. The poet wants 1o thow
his arfistic skill and the power of imagination by wusing
a senes of striling figurative expressions in poetry Of cournse,
these alankdras mmainly reveal the beaun of alaildrya and
the composition is not bereflt of rasa. Valrokti is the Lfe
of this mirga and it is very difficult 10 follow as it requires
eminence and lot of practice along with the power of imagi-
nation. Pocts lile Bina have followed this way of expression
Madhyama marga is a combination of sulumara and vicitra
margas and the poets having taste for novelty in expression
follow this mirga Al these three mirgas are delighifol
Thus Kuntala jusufies all the beaunful porctic ways of ex-
pression giving all of them the equal importance.

Kuntala has shown enginality and novelty in adopting
gunas depending on mirgas. The four gunas, Madhurya,
Prasida, Livanya and Ablyjitya belong to all the three
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1. Vamavinyiaavakratd which incdudes zpupries,
YVrtus and Yamala in it

2. Padapirvirdha.Vakrati, and

3 Padaparirdhavakrati which includes the beauty of
Sybamta  and whanta  words.  Kuptaka has
discussed many vanclics of usng the striking and
fit words to beautify the whole Ravi-vikya.

4 ViEkvavakratd or Vastu-Vakrati includes 2ll the

alankiras, mirgay, gunas and rasa.
5 Prakaranevakratd incedes striking  conversations
m the worl, beaunful nature descriptions, changes
made m the madents from that of the main
source accordmg to the theme of the concerned
work, for the =le of propreety, deselopment of
the man character and rase. Al sandhis and
their angas also are mcjuded in this clasgfication.

€ Prabandhavakrati s a total effect of all these five
varjetiess of Vakrati. It alw includes the change
of rasa in a literary work from its original source,
the proper arrangement of the whole work to belp
the full development of rasa and bring propriety
in the work. The £it ntle indicating the main
theme of the work, and the phalapript by the
hero ar the end come under this varety of
Vakrati,

Kuntaka includes all 1he varicties of Dhvani in these
six vericties of Vakratd making Vakrat3 a most broed 2nd
all-pervading coneept. Both the Dhvani and the Vakrokt
theories are finally related to the Kavipratibhi. Bust the
medium of approach of both the rhetoricians is different
from cach other. Anandavardhapa reaches Pratibhi of
the poct through rasa which is suggested. His treatment is
subjective, guiding the erities to appreciate the best poeoy
and get the bhighest delight. Kuntala reaches Pratbhi
through Valrolti which is 2n alaulila 2bhidhd including
other {abdavydipiras ke Vyabjani ete and is found anly
in the best poctry and not in the ordinary languege. His
txca:m:m‘or the poetic eoncepts §s  objective, guiding the
TEW practinoners in poetry, as well as belping the qitics to



AN EXPOSITION OF THE RASA-THEORY IN
THE RASAKAUMUD! OF SRIKANTHA

Dr. A N. Fam

Srikantha, a Kannada musicologist was patronsed by
the Jam King Satrugalya of Navanagar near Driraki in
Saurashtra  He wrote his work Rasakaumudi! dunng the
reign  (1569-1608 A D) of his patron to harmomize the
theory and pracuce of the Northern Indian music

The work 1s diaded into two parts  The first half con-
ssting  of five chapters deals with music and the latter half,
also consising of five chapters, deals en passant with some
topics of lterature connected with music? Thus the latter
half seems to be an appendix of the earher part which forms
the mam theme. He tnes to justfy the superionty of music
over hterature’® and for gnang  precedence to music in the
treatment. However, he prefers to call his work Rasakau-
mudi rather than Sangitakaumudi probably to suggest to the
readers that the latter half of his work 1s also equally impor-
tant and thathers not only a musicologist but also a poct
and a rhetorician.

1, Publshed 1n the G O Senes, Baroda, 1¢63, can be bad of
the Sangeet Natak Alademi, Rabindra Bhavan, Ferczeshah
Road, New Delhi, Price Rs 13 It was submuited fo the
University of Bombay for the degree of D fatt  for which
Dr  Jam was declared ehgble in July 1668,

2. of. gFmae fre q@ass
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the rasa becomes mamfest through the dlambana +ibhivas
eg the beloved, and the uddipana vibhivas e.g. garden,
notes of cuckoos ete, 1t being discermble in the form of the
anubhivas e g the movements of the ncch, the cyebrows, the
eyes and the hands ete, and being enbanced by  the saficiri-
bhivas, the nineda etc.

In the third and the fourth stanzas' he repeats the ;dea
expressed in the second stanza and holds further that this
rasa 1s ascertamned 1n the actor who cleverly imitates the
hero

These two stanzas(3-4) are nothing but versification of
the view of Bhatta Lollata as recorded by Mammata in his
Kiavyaprakafa ?

In the first quarter of the fifth verse the view of Bhatta
Nayaba s gaven without mentioning his name explicitly as he
s referred to only by the word Lecit® The second quarter
seems to represent the view of Sankuka as the expression
tsimaykaprakara.sidara.carvyaminah’ reminds us of the words
*ratyadir bhivas tatrisannapi sdmi)hinim visanaya carvya-
mino rasa it Srifankukah.’

The last two quarters of the fifth serse and the sixth verse
represent the view of Abhinavagupta 4

1. vide Note 2, p 93 above.
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These vaneties are illustrated m 11-18.

Remamng rasas are illustrated one by one in one
stanza each - hisya (19), haruna (20j, raudra (21), vim
(22), bhayinaha (23), bibhatsa(24), adbhuta (25)and $anta
26
( )Thus the overall pattern of this chapter shows the
author’s close study of the Kivyapralida and the above
comparative study mahes it evident as to what extent Sri
Lantha presses Kavyapralisa into service

Inadentally, this throws hght on the popularsty and
hold of Kavyapralasa over the rthetoncians of Gujarat even
dunng the 16th century when the present work was composed.

DiscussioN

V Venkatwchalom The expression  SHIRTENETIACTSTAT
in 5b has been wterpreted by you to contain a
reference to the theory of Sankula on the Rasa-
siitra as reproduced by Mammata in hms
Kayaprakafa But I think this hine cannot be
detached from the prececing hine (5a) in which
the view of Bhattaniyala has been explained
Both lines form a composite unit and if you tale
out SIS etc. there is no subject left and the
sentence is hardly complete In fact Srilantha
makes no mention of the view of Sri Sankula and
goes straight over to Bhapra Niyaka after gning
2 summary of fthe view ol Bhat{a Lollata ot
only m view of Sankuka but alsa in the exposition
of Bhatta Niyala the Samdjika has s share—
which he gets out of his own Vasang,

RC Duwireds There anses one defficulty if we assume that the
line 5b has a reference to Bhatta Nayaka We
should not be oblinous of the fact that Sri-
Kantha 13 not only trying to give a2 summary of
the four theones regarding Rasa as contained in
the Kivya-Prakila but abo to teproduce the
language of Mammata as s perfectly clear from
the whole stanza No 4 and the line 55 Now, if



CONCEPT OF RASA IN THE BHATTL-KAVYA
Dr Satya Pal Narenz

Bhatti, the author of the Bhatti-Kivya, is an important
figure not only in the history of Samsknt Grammar but alse
in the history of Sansknt poetics He was the author of 2
$astra-Kavya which aumed at illustrating  grammar, alankaras,
poctics as well as conjugational forms n vanous tenses and
moods Thus, i practice, Bhatti-Kivya is an important
link between the Nityasistra, and the Kévyilankira of
Bhimaha

A questton  arses, when the grammar, aladkiras and
the gunas like Prasida and Madhurya were fllustrated by
Bhatti, why did ke not illustrate Rasa? The answer
striking to my mind is that he deliberately did not want to
illustrate it  As the trend of poetry during his contempo-
rary period {6th Cent, AD. last part) had changed, so every
poet aimed at writing such a poem which could excel another
in its scholarly approach Bhafti could not escape that
trend. He asserts‘my work is like a lamp to those who
possess grammatical sight, but it is useless lile a mirror for 2
blind person, who is not proficient in grammar®. In this
respect, Bhattt can be compared to Subandhu, who boasts to
have composed a Kavya which contains $les2 in each and
every word (NEIHTRYHANI R . -+ )-

Even the poet bike K2hd3sa who is said to be  the foremost
of the Indian poets could not escape this tendency as he has
employed Yamakas in the Raghuvaméa Canto IX. Bhatti also
adopted the same trend to write a poem which serves two-fold
purposes  Bhimaha secms to take notice of such a tendency
when he says that “if poems were to be explained like 2
seapture (Sistra), ah! the dull-witted are killedd 1In fact,

1. Kiwvvilantira [T 20
T aiwifr SeqrEl o )
% gftere o3 giwdt g w
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tional characteristics of a Mahalivya and has thus written
some verses which can be said to be the cxamples of various
Rasas Both Bhimaha and Dandin hase accepted Rasa as one
of the charactersstics of a Mah3kivya.

In the deseription of the physical beauty of Sarpanalhi
and Sits, the poet has tred to dwell upon Srngira Rasa.
Vipralambha Sragira 15 found 1n about twelve verses i the
Bhatti-Kavya (VI 73.84) which 15 mosily blended with
grammatical llustrations and appears ble a catalogue of
suffixes rather than genume Vipralambha Smgara in pard
ecular  But in the eleventh canto of the Bhatt-Kivyz, an
excellent prcture of the Sambhoga Srngdra is found  In fact
this canto 1s named as Midhurya Guna which again shows
that Bhatyi wanted to incorporate Rasa in a Guna.

In about 50 verses (1.20, 111.20-22, 49.30, V.95-95;
VI8 31, 124125, XIV. 55.60) scntiment of pathos is found
in the BhattiKivya In fact, all these verses are scattered
in various cantos and are not the examples of 2 systematic
sentiment of pathos which again shows that Bhatti had no
consistency with regard to Rasa (Rasabhiva-nairantarya)lile
later pocts {Mahakivyakiras)

Sunilarly, in about five verses cach Raundra, Bhayinala
‘aml Bibhatsa Rasa are alvo found but they arc not very
important to show the cxistence of respective Rasa in theony
or practice.

Heroic  sentiment  (Virarasa) is dominant in the
Bhath-Ravya Being a heroic poem, it was difficult  for
the poet to avord the physical description of varous indivi-
duals and batle-ficlds  But in most of the descriptions it
is completely blended with illustrations of rules and
conjugational forms which apparently appear to be adequate
to enhance the beauty of the Vira Rasa. But it is only
with a motil of illstrating grammar. On the whole,
the Vira Rasa is merely outer physieal expression of various
heroic activities.
theo Thus, having examined the Bhati-Kavya both in

y ry and practice, it appears that all the comtemporary
Fhetoricians were  stressing upon either Aladlira or Guna.



BHAVA IN SANSKRIT POETICS : A HISTORIETIE
Basant Feutly

The world Bhiva has acquired rarious meanings in
Sanshirt Lterature However, 1f we examine 1t from the
standpoint of poeucs we shall have 1o adomit that 1t is the_sou! _
of poetry The other three elements of poetry wiz. mnagina-
umxﬂpanﬁ) percepuon (Buddhi) and style (slpd) are
m fact based on the Bhiava Ths is the element which elearlv
draws the lme of demarcanon among poetry, saence and
lustory Bhiva 1s born of feeling, therefore, 1t is related with
the mind Mind may be taken as an executne power of
the soul and Bhava 1s descibed as the agitation or Vikira
in the mund. The word Bhiva 1s often used at theends of
compounds which stand for situaton and mimetic changes
but even then they cannot be placed under the heading
‘Bhava’ because 1t has been used in a technical sense and
the number of Bhivas has been fixed by the acaryas

Bharata, as usual, 1s the first aesthetician who has dealt
with Bhiva in detmls, The problem is, why the Bhavas are
given this particular name ? Whether this name is given
because of their happening or the quality of effecting ?*
Bhivas are called dispositional in nature {Cittavytu Svariipa)
and therefore the etymology of the word may be the first
situation in which Bhiva is taken to the peak and s never
found in a staticstate.  Secondly, Bhiva takes place in the
Guttavritis Bhivana Prakriya through the media of experience
and knowledge in the least possible time and by mingling io-
to the heat provides pleasure as sentiment. That is why
Bharata has used two verbs Bhavanti and Bhivayany sumult-
ancously It is to be noted here that both the verbs used by
him have a causal sense—one that happens or one that
causes something to be  He further clarifies his stand 1n the

three Anuvamsya slokas which convey three different mean-
mgs of the word

1 Nifyasistra, 7 p 403, Motdal Banirsidas Ed
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with the help of hus treatment of Bhivaystri Praubhi He holds
that the Bhavayitri Pratbha forces onc to evaluate the pomt
taken by the poet and his purposc at large It 1s under the
shadow of this pratbhd only that the tree of Kavyavydpira
floursshes and without 1ts help remans unfruitful t The des-
cnption forces us to conclude that Rajaekhara considers Bhava
to be of great iumportance, as it 1s with the assistance of the
Bhavayitri Prattbha that the poet succeeds in fusing his emotio-
nal experience inte a poem and thus making st full with life
Butit 1s to be admutted that this description more or less
shows the importance of Bhiva i general and does not throw
any bght as far as 1ts speaific qualites or definition part s
concerned

Dhanafijaya and Dhamka come forward with a new
approach The Kianka of Dasripala states that when the
heart of the spectator 1s fully associated with the pleasure,
pan, joy and sorrow of the substratum (Asraya) that stage 18
Bhiva * Dhamka, commenting on the Kinks, emphasizes that
when the emotions of the Anukirya are manifested in the
the spectator, then tlus Visani or Bhavani s called Bhava.®
The conclusion may, easily be drawn that Dhanaiijaya and
Dhanika take Bhiva as the feeling of pleasure or paia in the
spectator and thus look at the problem from the spectator’s
view-pomnt only Their analyas is narrow in comparison 10
that of Bharata While in Bharata’s analysis all the Sthiyins
Vyabhicirins and Sittvikas are included, the approach of
Dhanafijaya and Dhanika is upto Sthayins and Vyabhicirins
only. Sittvikas have been referred to and dealt with separa-
tely mn pature and 1t is only for the sake of being 1n accor-
dance with the comention that they have been entitled
*Bhava’.

It has been stated previously that Bharata does not consi-
der Bhiva as Crttavrtti only  Abhinavagupta disagrees with
Bharata and accepis it only as a Cittavrttr or emotion+ The
stand of Abhinava clearly shows that his analysis of Bhiva
includes Sthiyins, Vyabhicirins and Sattvikas and excludes all

1 Kivyamim3ms3 p 34, Chowkhamba Ed.
2 Dasarfipaka, 4 verse 3, Itad

3 The same (Avalokaportion), 187, 1bd
4 Ablinavabhiratd p 34z, Gatqkwa,:i'l 55 )
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a tree and the tree gives birth to the fowers and fruits, in
the same way Rasas are the root cause of the Bhivas and
Bhivas are caused by the Rasas! Bhoja, too, conudering
the cvoled Ratyadi Rasa a5 Bhiva supports the stand of
Bharata, Abhmava and many other #ciryas? Anyway this
15 not the definivon of Bhiva. Ramsmgh the commentator
on Sarasvatilanthibharana bnngs out the defimtion of Bhiva
commentng on Bhoja's Sabdaguna, bhivika, which 1s nothing
but the expresuyon of Bhiva He wntes, the vrtn of that
atta 1s Bhiva whlich 1s entangled 1n an emononal crius.?
This defimtion 15 very much alin to that of Abhmava and
1t would need no support if we observe that the Cittavytti-
Visesa of Ablunava has acqured here the chape of Bhivani-
dasapanna

Further, clanfng the nature of Bhiva, Bhoja explains
that all the Bhivas are fundamemally of the form of love. A
warnor fights because he loves fighting, the clown laughs beca-
use he loves laughing and so on.  But this too is not an
ongmal stand  The difference occurs when he recognizes
as many Rasas as there are Bhivas e believes that all
the Bhivas are equal in the middle stage of Ahankira
(madhyamivastha), previous being the pard stage. In this
second or middle stage the basic Ahaplira Rasa reveals it-
sclf as Abhimina for many external objects with which it
has come in contart. At this stage the bhasic or one Rasa
multiplies into several Bhivas and thete Bhivas which rose
cut of the Ahanlara reach the elimax being attended by
ther particular evoling conditions  These Bhivas, though
at climax, are in fact Bhivas but may secondanly be ealled
Rasas because the Ahankdra Rasa provides its character to
these Bhavas alse This is the same stage where Rau, His:
etc, come to the mature stage of Srngira, Hasya ete. Tt is
duc to this analysis that Bhoja, in his Srig3raprakisa, accepts
no division arong them as eight or npine Sthiyins, thirtythree
Vyabhicirins and eight Sattvikas  Every Bhiva, for him, is

1 Abhroavabhirad, p 240, Thid
2 Sarasvadkavihibharana 5 wvesse 1y, Panduraeg Javan Ed
3 Sararvatkanthibharaga p 63, Id
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cannot be external only ~ Bhanumufra takes Sattva to be the
body of iving beings or Jiva Sariral and explains Sattvikas
n terms of external mamfestations  This 15 really wrong to
the extent that the absurdity of his statement may be realised
through the appliance of simple logic. The emotion, which
1510 no way present msde, cannot be externally manifested in
the true sense  This is the mam reason which has forced
the Aciryas to submut that Sittvikas at the first stage emerge
as Bhavas and later on they are mamfested as Anubhavas.
Why Bhanumsra has taken this one sided view regarding
Sattvikas 1s stll a puzzle which awaits an answer.  However,
if we mnterpret the term ‘Rasinukila Vikdra' as indicatiog
all the internal and external changes this defiution of Bhava
becomes speaifically broad

Visvanitha Kawirfija gnes a more lucid defimtion of
Bhava According to lim the principal accessories, love
concerning a diety, teacher, sage, kng or the like and the
Sthay: Bhava not properly awakened are denominated Bhaval.
The defimtion of Viivanitha makes it clear that ths Bhava
has been given a  broader perspective mn his Sahityadarpana.
While in Mammata’s defimtion the case of impreperly awal-
ened Sthiyin was just inferred, Vidvanitha has gnen st full
treatment by mentioning 1t clearly and thus he has stolen
a march over Mammata

Panditardja Jagannitha starts with a discussion. He
comments, if we accept Bhava as different from dependents,
excrtants and  ensuant emotions but at the samctime sug-
gestive of Rasa, it will be victimised by ativyapti because
Sabda and Artha are necesarily suggestive of Rasa Bt~
sides 1t wall only be applicable to the Rasavyafijaka Bhivas
and not to the selfssuggested ones *

He further argues, if we define Bhiva to be that Citta-
vrtts which expressess  Rasa, even then the situation docs
not alter as thus definition 100 Is a vicum of Atvyipti For
cxample if a Virahini has taken Kailigaru liquid as poison
a garland of blue lotuses as snake, it is her false knowledage
of the objects which is born of scparation In fact its an

t, The same 4 p 38, Ibd
2 Sihityadarpana, 3 260, Moulal Banarauday Ed
3 Rasagangidhara, 1 p 277, Banaras Hindu Unnernty E4



ticians, he does not phiosophise the problem concerning the
root cause of the Bhavas and takes st in an easy way He
sumply says that the Vibhivas are the root cause of the Bhivas
and Anubhivas are therr Kiarya® His defimtion does not
provide any nesw ground for the analysis of Bhdva as he has
repeated the view of Ablunava and many others who tabet
to be a Manovihira or disposition only

The Bhakti Cult dealt with the Bhévas in #ts own way
and provided 2 new dimension for its analysis  The treat-
ment, as found in the Bhakt Cult, 15 lucid and convineing
but requires a separate article for a proper exposiion of the
subject At present we would have to keep ourselves content
with the above estunate of the Bhiva which pomts out how
1t has developed n Sansknit Poctics and  acqured various
shapes i the bands of different Acdryas Further, ths
analysis makes 1t clear that there are three mam clements m
1t Firstly, that which remans 1n the shape of congemstal
insttnet 1e Visanid  Sccondly, that which causes something
to be and resides 1 our conscrousness i ¢ Bhivana of Alam-
bana ete. Fmally, that which is externally mamfested
through the behaviour or figure of a person, ie. Anubhavas
If we look at the above mentioned elements in the context of
modern Psychology it would be quite easy to draw the con-
clusion that the first seems to contain a syntbetic form of
mstmets and dispositions.  The second rightly deals with the
emotions and the third mndicates towards the physical expres-
sion of emotions Though deviations may be found here and
there yet on the whole the deviationsdo lose their impor-
tance if we keep in our mind dates of these works when they
were composed

Dooanes

V' C Shrzastapd Suppose a person, for example a Westernef,
docs not believe in impressions of former birth
will he be able to accept this analyns of bhivs
(which is based largely upon a belef in former
birth) because I think that congenital ingtincts

1t The samS, p 2
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are called bkGras and as soon as they become
externally mantfested they are called anubhdvas
{tr )

R P. Dwwed: One more question anses here  The Anubhdvas
are of two types, those caused by Satimke-bhivas
and those caused by Sadcirr bhavas It means that
the mental state 1n the anubhdoas 15 not mndepen.
dent from that of the sthibmm or saficanibhiras
Since they are caused by either sihiyin or saficdnn,
they are obwviously effects—1 ¢ external 1,
therefore, think that since sitfrikar cannot exst
without sthdym etc they are only external
1 e kryargpa and they do not possess any
mnternal nature about themselves, as propounded
by Dr R § Janly yesterday; otherwise we will
have to assume that the sdtfrtkar are not only
caused by sthapmns etc but that they exist n the
atla independently also

R S Fauly. I never said that the sittokas are only external
and not internal. In fact T always emphasized the
internal as well as external aspects of them The
one 1s unmanifested, the other mamifested Every
Satitka can be found in the same person m its
unmanifested form as bhdra before it is externally
mamifested a3 anubhdra  (tr)

RP Duwweds Is thus internal state of rdttrikas different from
that of sefizarins and sthapns ?

RS Fatly: Yes, it is decidedly different from that of the
Saficdnns and the sthiyins. How and where
would you otherwise accommeodatc the Bhdras
like stambha etc ? {tr.)

R P. Dunved: The dciryas consider the anubhdras of two types
according to their onigmn, of these the first type
emanates from the sthdpbhizas and the other from
the Saficdnbhivas. Except these two there s
no other cause of anubhiras But you accept the
internal state of the sdtimka which means that
there 1s also third type of the anubhdras (sdifeikas)
which have their own internal Jatent statc as their



SOME OBSERVATIONS ON THE DEFINITION OF
POETRY

Dr T G Maunkar

It can be safely asserted that though many hle Poetry,
Kdgya, few are able te define 1t When about to define, they
often end by unsausfactonily describing 1t The diffjculty is
really inherent 1n the problem atself There are many words
as well as concepts, familianty and understanding of which
15 usually talen for granted but a deeper examunatron of
which reveals that there 1s only a vague awareness of the
meanmng and content of the same  One may refer in this
context to the words and concepts Iike the Beautful, Good
and the ke Famliarity breeds contempt, the saying goes,
and one might add m matters hke these, farmhanty ignores
ignorance, 1s often unaware of the same It is an awarencss
of such a srtuation that makes men to attempt to define such
concepts and thus try te be as precise as possible and have
as close an understanding as possible in the use of such words
and concepts  KZme has such a pawerful sway over the
human rmnd that cultured minds hike those of Bhartrhari have
scorned Lingdoms in exchange of poetry, ‘sufanild yadt ash
ragrena kym’. It 1s no wonder then, that those given to 2
study of poetry should start with an attempt at defining 1t
So all rhetoricians, both 1n the east as well as the west, arc
seen from quite early periods in poetic studies, devoting much
time and energy to the problem of defining poetry in as satis-
factory a manner as is possible

What 15 kdrra and why we hke it are questions which
are ofien asked and rarcly answered satisfactorily. Hence
fresh attempts and a diccerning criticism of the earlier attem-
pts become a sheer necessity. It would be no exaggeration
if it were said the science of rhetorics s nothing but an
attempt to arnve at a new and satisfactory answers to  these
questions of the definition of poetry, kd~ya, and the poetic
experience and s precise  way of affecting the reader. A
definition by itselfss a difficult problem and 1t has been rendered
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too include all that is so denoted  Such a harsh logical insis-
tence also adds not a hittle to the difficulues of the problem.
One ean be justfied 1n thinking that poetry is an art and
that since the main purpos¢ of an art is to gne debght;
sakala-prayojara-mauhbhita, vigalia-vedyantaram, Brokmdsoddasaho-
dara®y etc —the definion should have a reference to these
excellent pieces rather than to the ordinars ones which are
regarded as poetry only through sheer generosity and courtesy.
A defimtion that covers all the speamens, from the best to
the worst may perhaps satisfy a strict lo;iaan but rarely one
who 1s a ranka, a so-krdzya, a lover of poetry. A defimben
should not exclude amthing that 15 good but at the same
time 1t should not land us mto the difficulty of calling even
the bad plece asa work of art TRhetoncs 15 primanly dis-
cussion of good hiterature and not of 1ts lowest vanety, which
has no pretence whatsoever to art, or to anything  that art
mnples.

As soon as Poetry, Kdrya, 15 regarded as an art, its
relation with the other arts comes to the mmd, for all these
other arts too are seen as having the same main purposc
of giving highest delight to man. It therefore becomes
necessary to disungmsh Kdzps from the other arts which
having a common purpose differ between themselves because
of the medium they use. This medium is the chief dis-
unguishing  factor, cyeracchedska, and henee ought to be
given in a difinition for thereby the art stands scparated
from the group Word is thc medium of Kérya and henee
almost each and every definition of Kéryz in Sanskrit refers
to the fabda which is the basc, It is therefore that Bhamaha
defines Kdxpa as fa8d3rthay sahitas kizrom® and Dandw defines
it as ‘wgartha-pparacehrand  podarel’. Vamana defines it as
‘ritth Gtm3  E&Egagya® yet his rilt 15 ‘mfiped padoracand’
Rudrata’s definitien 15 “Sabdirthay kiyer’ while Mammata's
defimtion 15 ‘trdadoraw  fabdirthex sagumew anzlarketi prmeh
Eoapf’. Visvanitha, who defines Kivya as ‘odkyer rasdtrekert’,
cannot resist the temptation of tclhing that 1t is a ‘vakya’
Jagannitha too has to observe that the Kivya 18
rameniydrtha-pratipideke  fabds  All these wniters lay stress on
the sabda because of its being the medium of this art.

Yet it would be improper to stop at this mention of
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but 1t is common knowledge that tlus is not poetry It
therefore becomes necessary to distingmsh the zékya or the
fabddrthar as used m day to day Dhfe and as used in poetry
In poctry the fobdirtheu or the rdkya are used by an
artist 10 say something sigmficant in a deliberately chosen
manner and he therefore scels it to make more powerful
alankr or add samethung to s bare form so that they become
significent and evole from us a response that the sentence
or the words In our day to day bLfe used, seldom do It
15 to convey this distnction that Mammata adds the words
sagunau and adosau by way of gnang the necessary quabfica-
uons of fabdirthay 1n potery Jogannitha also clearly adds
‘ramaniya-artha-pranpadeka’ as a quabfication of fabda and
also gives the explanation that ramanyald 15 the power to gre
delight that 15 umque and wonderful, {skottara  To stress
the fact that a sentence in peetry appeals to emotion, Viva-
nitha informs us that it 15 ‘rasatmafe’ and tales for granted
that the sentence contamns a sthiybhaos that can develop
mto a ra;g@ To Dandin also the “gtirths’ appears to be
a common property of the body, farira, of the words in hfe
and 1n poetry, but in poetry, the alankdras, the dehafobhakara
dharmas, the properties that decorate the paddwali, are of sup-
reme importance  Vamana's word kdgya refers to sabdirthat
while his 4itsh 2tma kdgyasya® pownts out this distinction betwcen
ordinary language and poetry. Anandavardhana alse in his
celebrated sa-hrdayalhad: $abdirthamangalam® clearly points
out this very pertinent power of poetcal language It will
thus be seen that all these cnties appear to suggest that the
medium of poetry is words but these have a speaial power by
which they affect emotion, convey a charming meaning and
cause delight It should not be understood that words here
are alankita while those in day to day use are not so In our
day to day fc also Upamsi, Anyofti, Fydjastuts are used and 1n
poctry at tumes afarkdras as such may be absent altogether.
It a3 therefore that Mammata observes ‘analankrt krdpi’. We
arc all famibiar with poetey that 13 without any alarkdras and
onc which appeals through 11z emotional punty, ntensity
and smphety and one may refer n this context to yerscs
hke ‘mitrbhik cintyemanii&m te ki pah diwasdh gat3k' *Dubkha-
samredand)aiva réme eattanayam dhitam® and so many of this class.
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2nd has not the very ‘raediz €135 to do mach with these?

Onet would be juetifed in thmking rhet <iare poeny 21
over the world and m 2ny langueage 15 the same, 2oy defol.
tivn worth the name should refer 1o this poiversal element in
poetrv. Thus we see poztry bn::vb defined @5 best words 2
best order” and an analysis revezls that *best words” are ﬁ::'r
much the same as “szrems’ and ra=zylo-orthofroipELCh
The =adecuve best’ hes obuowly a reference o szpeezis,
ewrifyz and sEmarthyz Sumilady  best order® wowld  segeest
exzcily what Vamana desires 1o sngmest by his 73 and 28
podzrpoenT | Jor *misa” could be perfecthy undersiood as s’
unce Varmena humself tells us r2iem gaxiind.  In both these
wiews what x contemplaied s the beawmty and perfection in
style and also implies snrulsr  capaory to comvey a charm-
iny mearmny Al this discusmon recalls tp omr mmind the
words of Dandm  “ivZrika-mpmozchieed gafioeli’, One mipht
also be jusnfied m thinbing that the definmen of Vifvan3the,
Soffrze  rasf'mzle—  Eimow’ makes one think of the eele-
brated words m the contest of poery that it s “spontznecus
overfion of powerful fedlings” 2nd *emotion recollected in
tranguilliny”.  The only dfference that ops 38 Tkely 10 be
aware of 15 that while Wordsworth appears to thizk primerh
of the eritin of poetry 2nd from the print of view of the
poet Vifvanatha apprars to keve the rafiz before Bim.
But when 1t 15 remerbered that the rosz is nothing but the
345ib>207 in the composition, it becomes clear 1hat wlmatdy
Vifvanitha leads us to the *emotion” in poetry that is capable
of being reliched” by a sa-bedgy=

Two thinzs sirike one when one Jopks 21 these defnifons
of k57 that these Sapskrit shetoriciams give us  Firedy, it 3s
1o br noted thar nome has “condemned’ poetry as it makes
people dream, it cotices with wordy, it creates ilusione 20d
ultimately m2les inaclve and so o or that it imherently
Tects o0 2 faliehood. Similardy onc docs oot ¢ome acrorss
“didactic”  definitons ble the ome that Portry Is aritdsa o
hfe and s on Dazpdin, Bhimzha, Vamana, Anandavardhana,
NMammata, Vidvenitha, Jerzonlita, none of these 2doprs this
point of view whle speakin ng of poetry or when defning it
Tbmzzh one mirht say that there ic a reference to the fae
defz in ‘L:::x:rtmi:':_-w wtedeimage® but it Is clear thar s
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frngéra and rafr. Lafe is so full of incidents or murth and
sorrow and expenences of varous types more meaningful,
when a person 15 compelled to come out with an expression
that 13 highly significant as well as charming Sanskrit
dramas themselves are full of so many utterances of this type,
which convey somethmg deeper, more valuable and of more
lastmg value m Ife  Yet Mammata, leaving everything else
should have thought of ths ‘double-dealing’ and zysijend
through the word ‘adkama’ and the objectnes that deverly
suggest the other meamng either as charmung or as one
deserving to be classed as the best *uttama’ 1s something which
one cannot easily comprehend Indeed, what has this verse
m 1t that could be compared with the ‘Ode to Nightmn-
gale’ or ‘Ode to the West Wind,” or the *Sky-lark’ or
‘the Ode to the Inuimauons of Immortality,” to name at ran-
dom ? In fact, one feels tempted to obsenve that as a marter of
fact the verse that Mammata himself has quoted to illustrate
the ‘asphuta alarkdratra’ 15 a far better piece of literary art
than this one which he regards as one of the ‘wttama® type.
Judged by all the canons of poctry the verse :

“Yah kaumiraharah sa eva hi varah t3 eva caitraksapdh
te conmilita-milatisurabhayah praudhih kadambinilih
sa canasmu tathapl tatra surata-vyapira-lila-vidhau
revi-rodhast vetasi-taru-tale cetah samutlanthate”™

is a superior piece of art The emotional quality makesat a
comparable lyric with any other lyric in any language The
keen and famuliar intense longmng of the human mund for
joys once experienced has found a very eloguent yet poetic
expression here. The  very happy choice of words, the soft
alliteration and the predominance of soft sounds, y, v, r, 1 and
t, the Jong metre—all these have combined effectively to gne
a fine expression to the lunging and the anakening of the
mind into that heaven of experience in the green cane-thicket
bowers on the bank of the iver Revi on the night in Caitra
fragrant with the intoxicaung aroma of the Mailatis. There
is an eflort to catch the magic of the atmosphere and
expenience that once was and in this effort, the clament of
love or of {rngira has become subordinate or further SUgECS
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touches the life rsell  Suggestions that ene gets after reading
the sonnets of Shalespeare, Odes of Wordsworth and Shelley
and Keats and the thnll that one receives after it is the real
pleasure m poetry and deserves 1o be considered as ko
or Vyafjana. Neitber the definitions nor the llustrations of
Sansknt rhetoncians indicate anything that they ever thought
of poetry or the direm in this manner. On the other hand
one notices the anxiety and care with which they deure to
see that a composiion without emoton and embellishment
15 not excluded from the defimuon of K&y and oneis
surprised to find Visvanitha also to be following the tradi-
tional way, after having properly realized the great mmportance
of sasz 1n poetm It 1s very difficult to see either foree or
reason i the argument that when a ‘profordis’ 1s Ssoags”
then the verses m 1t or sentences m it also are “seresa’. Oase
will readily grant that the Afrcchakatila is “.crara” but one
would not agrec to the view that the verse of Cimdatta,
‘Maitreya, ksipa mgadam purinaliipe’ is ‘sarasa’. What s
commonplace and bad must be so termed.

These hrmutanons of the Sanskrit rhetoricians in a2 way
explamn to us the limitations of Sanskrit criticism and litera-
wre This also 1o a certan extent explains to us the criti-
csm that 1s levelled against them  (Both these by modermn
students of litcraturc and those whose viszon has been widened
on account of thewr study of western criticism and western
lterature) Srngira and Alankira appear to be the weak
pomts of these writers. 1t is also difficult to understand why
should have they spent so much encrgy in discussing whether
the dosa could be present in a kdma, if so to what extent,
could a human compesition be free from all the dyes and
so on In the context of real poetry all these appear to be
not important at all  These writers themselves have shown
that flaws like ridhgdrrmarfa, paaarekt:; do not serowsly affect
the quality of a picce. Generations of critics and lovers
have accepted Shalespeare with lus so-called obscenity,
Lawrence, Joyee and Pound with their “faults’. It is often
interesing to think what would be the estimate of these
writers according to the canons of these rhetoricians

When one conuiders all these definitions and  the mge-
nuity shown tn all these discussions and also the £nal out-
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total of these factors Even 1f all these factors are under-
stood, there will always remain something that eludes our
grasp and 1t 1s really this ‘cluding’ part that bestows the
individuality on the mind The indradual fights hard
to mammtain this disunctness and logme 15 only a maid,
an instrument 1 the struggle for a preservabon of
this aspect This will serve to explan the fuubty of
discussions and deliberations 1 this matter, The indivedual
mind tnies to presene 1ts own empire intact But  this
does not mean that the raind does not seek any contact with
other minds The fact 1s yust the other way This indi-
dual mmd, so anxious to retain s indnrduality otact is
also ‘extremely cunous and eager’ to know about the werld
and the sef This Leen devre, a fundamental  trait, estab.
lishes a contact betuwcen an indnidual mind and the other
mnds with whom 1t likes to have a dusecourse It 1s eager to
“Iisten’ to other minds  Readmg Iiterature 15, as a matter
of fact, Iisteming to other minds It 15 only when a proper
communication 15 established that an expertence of one mind
can be transferred 1nto the mund, can be appreciated by it,
can be allowed to enter the erstwhile closely and zealously
guarded empire of the mund. Expenences that do so cnter
are honoured and preserved as precious possessions The
empire of the mnd expands, for it does not know the bars
of culture, country, or ume. These are experiences that are
eternal and universal.

Poets use images to comvey what they want ; they want
to invade these indinidual empires of the readers, or of the
<sahrdayas’. It at once does strike a chord of sympathy in
expenence and reveals to us something unperceived hitherto
The more we thunk on it, the more it expands and 1ts content
assumes universahty and depth  The image is the spell, the
charm of a magician, since it conjures up the universe of
experience and content before us  The beauty of this image
has httle or nothing to do with the constituents of the image,
for its beauty hies 1n its content, in its rich cver-expanding
suggestion It is this suggestion that is really the Dhani,
the Vyaiijani, in poctry This meaning differs from the
grammatical meaning and the scholarly interpretations.  This
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that desired such dialogues realized all this and it §s through
their dialogues that our minds today have attained that
culture that thev <eem to possess today. The mind today is
the creation of this ancrent hiterary traditon It is because
of this tremendous umpact and power of Literature, that it is
of urgent importance that 1t 1s properly read, understood
and apprectated. Rhetoneans belp us 1 some measure no
doubt but thewr lmutauons in this matter alse should be
understood.



Bharata is returning to Ayodhyi from the home of hus
maternal uncle He has learnt of the scrious illness of his
royal father; but does not know that he has died He stops
for a while 1n the vicimty of Ayodhvd and enters into the
memonal of kigs (Praumégrha) where the statues of the
past kings of the dynasty of Iksviku, beginnmg with Dilipa,
are kept He admrres the excellence of sculptured 1mages
in the pillars, in which divimity and humanity are theroughly
harmomsed He 1s wonder-struck at the expression of ife and
emotien 1n them The keeper of the memonal recognises
the family resemblance between the statues of the past kings
and the physical frame of Bharata And Bharata, when he
comes to the statues of Dasaratha, immediately recogmuses his
father in it, though terribly shocked at such a sight, he refuses
to believe hus eyes and asks the keeper “IVhose statu» ts this?”

There 15 a reference to imitative painting in Bhigavata,
Section 10 and subsection 62 This reference occurs i con-
nection with the marnage of Usd, daughter of Bina, and
Amrruddha, grandson of Krsna and son of Pradyumna

Usi beheld Aniruddha in a dream and became passion-
ately enamoured of him  She took her friend Citralekhi,
daughter of a mimster, into confidence  Citralekhd was such
an expert in umtative painting and was so fammliar with the
figures of all the past and present kings and princes, that she
could draw such pictures that the original could be recognised
in the pictorial presentation She offered her help and to
enable Usd to recogmise her object of love among the kings
or princes, the started drawing their imitative pictures
When she drew the picturc of Aniruddha, Usi recognised her
object of love in the pictorial presentation, smiled and
exclaimed “Ths is that”.

Trutation as a pnnciple of preseatation of drama on
stage, was well-recognized in India at the time of Patafijalt
{3rd ¢cBC) For, commenting upon Pimni’s aphorsm
(3-1-26) 71 9 he refers to it as follows t——

A A scene, presenting  the killing of Kamsa by Krsa,
is bang staged  The stage-manager is directing 1t pcrsonal]y
Some one enquires, “What 15 the stage-manager doing **” The
reply 1s that “{e is direcung the Willing of Kamsa by Krsna ™"
The objection  to the use of the present tense is  raised:
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imperfectly impressed by the world of ideas, are both ira-
nonal {1]) mnee one of ihe compenent parts of human be-
jog, the body, to which 21l impulses, passions and feelings
belong. s wrranonal {[11) since out of the three forms of
human knowledge () comprehension of ideas {b) seoscper-
eepuon and {¢) opimuon, the last two arc yrranonal and (IV)
stmoe imitative art 15 confined to parual copying of the
object of phenomenzl world, is the object of senve perception
and arouses paswons and feelings, 1t s wratonal all round
It does not, therefore, strengthen the mind but comropts it
Henee 1t should have oo place in the idea] Republic

The theory of mmutaton m art has been entidsed and
rejected yn India alwo, but not because of any metaphysical
sas and pohneal eonwderabion lile those of Plato Tt &
rjected on the logreal and  aecthetical grounds. There are
wo Indian Acsthebomns, Bharm  Lollata and  Srifaglute,
soth belonging to Kashmur, who are said to bave propounded
the theory of imutation in art. (I} Ozt says that imitation is
to create illusion of the hustoncal and {II) the other says
that it is to make the inference of the umitated basic mental
state, the ceatral fact in the aechetic expenence, powdble
respectively.

The theory that ast creates fllunon  through  imitafive
presentation of the historical is erjticised as follows :—

I an creates illusion, it would arouse ordinary atimdes
and responses And such an admision would mean the
denia! of an independent value to art It would 2lso mesn
condemnation of all tragic presentations, For, we will have
to admit the rire of tragic feeling of sorrow from them, which
as such is not relichable,

The theory, that art imitates to male the inference of
the basic mental state of the imitated possible, is logically
and historically subsequent 1o the theory that am, through
imitation, creates Dlusion. The exponent of the imitaton-
inference theory raises the question :—

“How can the awareness of the batie mental state be
posible from 2p imitative presentation, which creates
llusion? For, the illusion i purely peroepmal. Tt §s Tespon-
sible for 1aking one pereeptible thing for another which is
also pereeptible. It s incapable of direetly bringing abowut
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2% todelude the spectator to t2ke it for the real phenomencn
and to arouse the same tuamult of feclings as doss the original.
And 1t was because of suck a concepton of imitation that he
condesmncd arr, the product of imutetion, and  thereforr,
alusion ard deception  Amstotle improves npen this conerp-
von. He discusses the meamng of imitation m respeet of the
{I) object (11) the means and (111} the manncrn.

The Object of Imitation

If we remember the metaphysneal view of Asistolde
there will be no dificulty 1 understapding 2nd 2ccounting
for the difference of Arnctorehan conception of imitxtion from
the Platomc  For Plato. the extermal weorld was mete
urauonal matter, on which form was somehow  imperfeedly
impressed.  The idea was beyond  the world of sters 2od,
therefore  bevond the reach of the mmmtie ardst The
objective world, therefore, 1o lum was a mere zaterial syzebal
of the xdeal, a mere reflenon, 2 pure and nmple world of e
sense  Imutztion  therefore, accerdmng  to him, paturelly
comasts 1n decepuve reproducnon of the sensuous

Accordinz to Aristotle, however, the objecive world 5
:dca and matter together. The idea is the soul, the es=ith
the purpose, the motive forer, which determines the directima
of the growth, evolunen, or development of matter where it
mberes. It is not beyond the reach of the creative arist
For, art is one of the two Xinds of virtus—morel
and intellecrnal. Ir is intellectual wirtwe. It i creatitT
activity  under intellectual direction. 1f, therefore, zn arist
is not guided by imtellect in his creative zedvity, i B¢
is concerned with the realm of semses only, i he Fe-
sents the sensuous  only 2nd completely ignores the idex
which ean be grasped through intellect only, be is po 2rfitt
2t all. Imitation, therefore, according 10 Arictote, is deal-
sation, the precentation of things not as they are, but 25 they
should be; not as they are known 1o semses, but as they 2T
sisualised by the intellect; not as they exict in the externe!
world, but as they 2re to be under the controlling force of
the ideas

In applying the theory of idealisation 10 the works of
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formed  Therefore, while tragedy 15 concerned with the
presentation  of the supremacy of 1dea over matter, comedy
15 concerned with the presentation of seli-assertion of matter,
paymg no heed to the commands of reason

Buat the principle of tmitation’, which consusts in present-
aton of an advance on the gnen reality and not as 1t is,
holds good m both the cases. The difference between the
tragic and comc presentations Lies only 1n this, namely,
while tragedy presents a more advanced stage in the expres-
sion of idea m the materral medium than we can find m the
objective world, comedy presents a more advanced stage in
the self-assertion of matter, in utter disregard of the com-
mands of reason, than can be met within the phenomenal world

But comedy does not cease 1o please sumply because it
15 the presentauon, not of the beaunful but of the ugly
There 1s an  inherent tendency mm  man to take dehght in
umitation, irrespectne  of the fact whether the presented 1s
beautful or ugly  The merc c¢onsciousness that the object,
present before us, 13 an imitatton of something that exists in
the world of mature, though that object 1 ttself may be
ugly, 15 sufficient to please the human mind It s the re-
cogmtion of a natural object mn an artistic production *“This
15 that” which 15 responsible for pleasure  There is a hind
of inference and, therefore, some exercise of the mntelligence
is anvolved 1n such a recogniien  And as  the exercise of
reason, the highest aspeet of the human soul, 15 always
pleasant te the mind the comedy is pleasant.

It was Aristotle, who first noticed that presentation of
uglness in representatise art has its own fasemnation He
was the first 10 contradict the Platonic idea that the artistic
presentation affects us as does the corresponding reality.
According to Anstotle, it is not the content of likeness but
the fact of hkeness which is the seeret of attraction in comedy.

Wider Meaning of Imitation

Imitation, therefore, has a wider meamng to Aristotle
than it has to Plate It s not merely production of thing,
so like that, which we percave in nature, as to create :llusion,
It is preduction of things better or worse than they are to be
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bringing about purgauon, discharge, of the excessive element
of emetions, through freeing emotions from the unwanted
and thus producing harmony among them i e. brmging
them to ‘the mean’ Anstotle, thus discovers for the first
time that art brings about the ehmmation of certain elements
of personality He paves the way for the Hegalian concep-
tion of Katharsis as complete deindividualisatnon

In Indian Aesthetics also, there 1 the padagogic view
of art, but that 1s not presented in terms of Latharsis There
are two views on the moral end of art, one propounded by
the pocticzans and the other by the dramaturgists The
former holds that poctrv improves her lover morally like a
curtamn lecture, which proverbually 15 recognised to be more
effective  than hundred sermons from pulpit. And the latter
asserts that drama improves the spectator morally by bringing
about the idennfication with the focus of the situation and
thus maling hum  expertence the goodness of the path of
virtue and badness of the path of s

It may, houever, be ponted out here that no Indran
Aestheician  mantains  the moral improvement of the
lover of art as the sole end of art The end of art is to
arouse aesthetic experience. Arstotle was led to the assertion
that tragedy has the ethical end, because he wanted to justify
the exstence of art i an ideal republic, in wiich Plate
had refuted a place to it In the history of Indian Acsthetics,
however, there is no such condemmation of artand cons-
equently there 1s no such counter-assertion as Arstotle made
agamst Plato. :

In wotks on Indian Aesthetics there ase references to the
values of products of poetic and dramatic arts for the artist
or connomscur. Works of art are thus recognised to have
made immortal the names of poets and dramatists, such as
Bhisa and Kilidasa, Thev are adnutted to have brought royal
patronage to the arnst, for instance, Dhivala, the real
author of the Ratnivall, got considerable wealth from Lling
Harsa They arc also known to have won the fasour of gods.
Poet Mayiira, for instanee, is known to hase got cured from
Jeprosy, becauss of the favour of the sun, in praise of whom
he wrote the Siirya Sataka, They are also recognised to have
educative value. And lastly they are acknowledged to bave
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with such pleasing sights and sweet sounds, that thewr batter-
ness 18 not felt and they are accepted with delight, much as
a bitter medicine mxed up with honey. It covers the
apparently unwelcome nature of the moral principle with the
agreeably beaunful, as a wise medical man coats a bitter
pill with sugar, so thatitis taken n with pleasure Morality
15 a demand of the beautful as s ornament It 1s a
demand of a smuling and lovely darhing, which 1t 1s difficult
to refuse and to meet which 1s a pleasure. It 1s such a
presentation  of the moral principles, which justfies the
existence of art as a medium of moral instruction, scparate
from sacred seripture and history

There 15 lustorical evidence to show that the presenta-
tion of dramatc art had such an effect on the spectator
We know that Sarnputta renounced the world and embraced
Buddhistic asceticism, because of the effect produced on his
mind, by a dramatic presentation

Mysticism of Plotinus and Bhaita Niyaka in the Con-
text of Aeschetics

Plotinus belongs to the line of writers who took certamn
aspects of the whole of the aesthetic problem, discussed by
Anstotle  His predecessors busied themselves with d
of the means of artistic production, they examined the powers
of language which 15 the means of dramatic and poetic pro-
duction. Plotimus occupies himself with the end of art He takes
up the problem of experience, for which art is responsible.
He attempts the problem from metaphysical, epistemic and
psychological points of view He improves upon the Aristot-
Lian position in this respect  According to Anstotle, aesthetic
expenience was only an emotive experience, consisting o the
“mean” to which an emotion 15 brought by the kathartic
effects of tragedy According to Plottnus, it is beyond the
emotional level, 1t belongs to the transcendental, the spiritual
level  Plotinus thus frees art from subordmation to morality
and recognises the expernicnce that i1t arouses as akin to mystic
experience of the Ultimate, the One, the God.

Sunulanty of this view of aesthene experience to that




SOME THING OF ARISTOTLE
Blim Sen

Let me fist state Plato’s position in regard to the
poets  He had felt the power of poets 10 delight and move.
He had an affectionate respect for Homer and had read and
absorbed him Buf he could not approve of them and
wanted them to go out of his Repubhe He sau the basic
truth that art seeks to amutate or represent what he calls
phenomena  But then he also felt that 1t was an mmtation
of an appearance, a copy of a copv and so tuice remoied
from reality The abiding realty for hum consisted in the
ideas, the unchangeable ‘forms’, of which the material things
were an imperfect mmage  Beauuful objects he saw as
having a reflecuon of the ‘absolute beauty® which constituted
for lum the true reality This awareness that art was twice
removed from reality, was with him one reason for his
disapproval of poetry  Secondly, he saw that the appeal of
the poets was not to the reaton but essentially to the
emotional part of eur bemng which be regarded as the most
worthless part of the soul. He thus saw an antithesis
between art and morality and =accordingly spole disappro-
vinglv of poets and poetry

Plato confused the study of art with the study of
morals  Aristotle with a single lucky stroke of his logical
mind removed this confusion, and in writing his ‘Poetics’ gave
to the fine arts an independefit place—in The scheme of
human activity and created the studv of aesthetics. He
tales for granted that 2 work of art whether a picture or 2
poem 1s a thing of beauty and that it affords pleasure
approprnate to its own hind Aarl his definition of tragedy,
“It 15 an imitatton of an action that js complete and whole
and of certain magnitude._ _ ., ., ” which means that it is
beaunful. Further he males a clear disunction between the
truth of nature and poetic trutk “It s not the function
of the poct to relate what has happened, but what mav
happen according 1o the law of probability or necessity.”
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pity and fear to a disturbing pitch. The whole emotional
state and balance are for some ume completely changed.
The paradoxieal impulses are roused to a elimax but in the
catastrophe that follows they are reconaled and stlled in
the calm of the achieied atutude. There remains none of
therr emotional agitation; therr devastating force is spent,
and the mmd of the spectator 1s at rest.  Thus is onc part
of catharas

Another side to 1t seems to be that the expenence 1s
exaling and cleansing It certamly seems to have a
reference to a moral effect which great tragedy produces and
which has been accepted by an unbrolen tradinon through
the centunes Tragedy 1s a tale of great passons of a
noble safferer. There s greatness and nobilty m  the
suffering  ‘The feelings of pity and fear as they are roused,
are both rehieved and clevated. It 1s 2 chastenmng calm
which finally comes from a sense of the essential breadth
and justice of things There s heightemng and  widemng
of censeipusness

It could certanly be maintained that this does not
come about merely through an appeal to emotions of pity
and fear Tragedy does evole other emotions also Love and
admuration are equally important in the effect of tragedy.

Indeed, all this s rendered possible through the
profound moral sense of the tragic dramatist. He has his
own instinctive sense of joy and sorrow, of pitv and tersor,
of good and evil He has his perception of the esscatal
meammng of an event and the abiity to feel the pathosin
bhuman suffering  He has his sision of the sorrom of
mortal destiny as also of the awful grandcur and potentiality
of the human sprit

Tragedy true o its grain 1s cssentially spiritual. Its
infinite value is in the release of a noble vision and power.
It s a vision of man®s marvellous sprritual potentialines  We
see man mvested with the dread awfulness and attnbutes of
Gods “Even as man perishes he is seen revealing transeen-
dent potentiality for higher and higher attainment in the
realm of the spirit This seems to be at the core of great
tragedy and perhaps counts for some part of the experience
associated with the word catharsis,
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dented 1t and propounded Riu mstead’. These words of
Anandavardhana are very important 1 cvaluating e
originality and importance of the doctrine of RJY_J-
The appreciation and estmation of the excellence of poetic
compositions  through  the means of the doctrine of
Riti continued to weigh heanly even though imperceptibly
on Anandavardhana’s mind  Although he claims that the
rhetoncians ke Udbhata and others preceding him  have
presented a2 entique of the braury or excellence of
the exiernal {1e the vicya) wde of Livya only, e
mternal {(1¢ the pratiyamina) side remaned untouched or
unanalysed! Yet Vamana must be out of the category of
such rheteneians  Had the fact been otherwise, Znanda
would not have ginen him credit for visuahsing, howsoese?
indistinetly, Dhvani as the essential  element of Kavya It
is to be scen, hosw far the real or the intrinsic charm of
Kiavya can he explained on the basus of Riti doctrine
Vamana is n fact the first rhetornician who first cen-
ceved of the soul of poetry Thought about the soul of
poetry was m fact the first attempt to have a vision of the
essentral or the intrnsic element of poetry  Viman2
propounded Ritt to be the soul of pectry, and defined 1t 3
*Vigista padaracand™  Agamhc explained the word svidigts”

1 Ibid 53§ 46 and the Vit on it —
srgegie aeTc sy |
FTagfieafry dm wafae o
tRefivaiaT s TrmeraeRzeRle Y sl
g wfmeiey 90 O gee 9 o0
yafan, | el i setsedasersTa A%
exfamreifdfy et

2 Vide Dhvanyaloks, hi 1 3 —
% o=y gfwg) o Fercevmizhin ¢
T ATt aFte ¥ g

3 Vimana's Kivy Shaskirasitra and its viils .—
o g1 fafier coeem A 1 fEd
THRAT
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How canit be accepted that separate tastes of guda, marica
¢tc.,, are not different from the one and the only onc
peculiar taste of the drink called Pinaka ? Can any onc
have the taste of the Pinaka by taking guda, manca etc.,
separately ? Thus 1t 15 clear that howsoever the exponent
of Dhvam may try to mcluda Ritin the Gunas, he cannot
deny the specific beauty or excellence of a poetic compostion
produced by Rit  When the votary of Dhvam-School him-
sell regards the loveliness or the charm (livanya) of a
beautiful woman, charm which 1s the collective effect of all the
Lmbs placed or jomned together m the body m a beauuful
manner, as different from the beauty of the ndividual, why
can’t then, the exponent of Rin-School also regard the
excellence of a poetrc composition produced therein by the
speatfic employment of Ritis wherein there 15 assemblage of
gunas as chfferent from the excellences of the individual
gunas? When the Joveliness of the body as a whole cannot
be ncluded 1n the lovelmess of the lmbs, when the “vyangya’
cannot be mcluded 1n the ‘vieya’, how can then the ‘Rit’
be included 1in the ‘gunas’?

The history of the evolution of the concept of Riu s
a long one At first, the excellence of a poctic composiﬁon
must have been based on different gunas scparately. Before
nse of the conceptof the Vaidarbha and the Gauda sples
(mérgas) descnibed in the Kavyidaréa of Dandin, separate
gunas would have been representing different poetic styles
(Kavyamargas). In later times, these gunas would have
collectively formed the specific charactenistics of different
styles of poets of different tastes and temperaments Dandin
visualised the Vaidarbha and the Gauda styles as forms of
poetic composition The ten gunas described as the soul of
Vaidarbha style by Dandin were visualised by him ma
collective manner and not separately  Only he did not present
any analysis of the collective excellence or beauty produced
by the gunas collectively. Vimana recognised this excellence
as the effect of the proper employment of Rin  Thus in the
order of evolution, the former concept that the excellence
was produced by the proper employment of the indnidual
gunas, achieved clumax in the concept of Riti of Vamana,
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Qut of these the first four with different definitions, of course
are taken to caust mm both the Margas, viz., the Sulumira and
the Viatra. Esen though an mdependent thinker in his con-
cept and analysis of Mirgas, Kuntaka 15 a stropg supporter
of Dandin and Vamana 1n 3 different way. According to him
the three Mirgas are based on the poet’s nature, taste or
temperament and not on any geographical divistons or regions
as coneersed by Dandin His Sulumira Mirga is in fact
Dandin’s Vaidarbhamarga and Vimana’s Vaidarbhi-rin mn a
new form Kuntala undoubtedly differs from Dandin and
Vimana 1n atleast one very mmportant pomt, and 1t is this.
\Whereas Dandin and Vimana consider Vardarbhamarga or
Rit: to be the best of all becavse of 1ts mnumerable  gunas,
Kuntaka unble them conuders all the three to be equally
mentorious or good because 1f the fact had been othernise,
no poet uworth the name would have ever tned to write mm
the Viatra ( Gaudamarga of Dandin and Gaudi Rin of Vam-
ana) or the Madhyama marga (Paiicali Riti of Vamana).
But the fact remains that eren the most llustrions poets ke
Subandhy, Bina, Kawirija and others have written in  these
styles  Inhis opinron, therefore, no Mirga or Riti1s inferior
to the other two
Any way, this1s an incontrovertible fact that by show-
ing the assemblage of gunas, Rasa, alankiras and praubhi in
his mirgas, Acirya Kuntala only redeemed or resuscitated
Viamana's doctrine of Riu, Thus the same doctrine of Riti
*7° first sprouted in Dandin’s Kiviidarsa, then developed
and twigs in Vamana's Kivyalanlirasitra, fnally
lossoms and fruits in Kuntaka’s Vakroktjivita.

Vide Vakrokufivata, Dr 5K Dy edition P 51 —
ANT AMAT FEAGAA] | 791 ¥7 nedzaey A%
T RTRIETATRAT €3 Rfanfzag o
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Philosophy? The use of the same term (gra)
m poetics as well as the number three powmt
towards some such influence

AP Afutra  Yes, I do think that there s at least some
relation between the two, though at presentat 1s
rather difficult to establish the real pature of
this relationship

¥ Venkctachalom® MEdhurya cancanly be related with Sattes,
and gres with rajas, but what about Prasdda ?

Basant jeitly  You talled about the :mportance gien to
Rits and T'rthr by Anandetardhana and Abhina-
vagupta, what I fecl 1s that both of these Aeiryas
gavc morc umportance to ¥ril; and not to  Ritis,
because Ananda-Vardhana considers Frins to be
a result of gunas and the Kerftki has been referred
to 1 terms of 1deas suitable t0 Rasa, wpongarkd
as words suitable to Rasa ¢tc  Ablunava too takes
the I'rtis in the same <ense and explain, them as
TWITT ST of the e¢rtha i the case of
the Ketfiki etc  and of the Sabda m the case of
ypaniganifd etc . Now if meaming and the word
thus distnibuted become Trtrs the question arises
what shall be the place for Rinis® Tt is truc that
Ananda-Vardhana hay referred  to Ritis but
strictly speallng there is no room for them
aither 1 his or in Abhinava’s scheme since Rilis
can only be WIT9T &39I which has already been
assoctated with the Frtfr, IF this be granted, it
would be wrong to say that Anandavardhana and
Abhinava have attached great importanee to Rifu.

AP Muhkre 1think, I never said that Ananda gives im-

- - portance ta Riti. I only meant to say that he

gives credit to Vimana for his Bash of dheani, ac.
the element of dhzan: flashed first in the mind of
Vamana, There 1s great musunderstanding about
I'rites on the baus of the saying: TAFTATZITAT
These Vittis are in the sense of rdyzho-rgpbaoyd-
pira The Uritis of Srogsakdzpa 1e. uwpardganksd
etc. are totally different from the ['ritis of drama
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Even the sage Valmiki, who had a clear vision of the reahty
of things, was not acclatmed a poet until his poem emerged
to express aesthetically what he had seen or expenenced :

Far fz =97 =8 Fraenfmaaa
A sfaar &% gmEeamT  a9s o Ibhd

While the concepuon of poet ;n India has borne comparson
with the philosopher and creator, the hterary critics have
always asserted independence and freedom of hterary
creation' and have even established its supremacy over the
former The benedictory verse of the Kavya-pralida
clearly formulates the frecdom and supremacy of the poetic
creation

frafarfmmda g FrRFmmF TR |
Agvgniaa fafafamaar T 2355z o

The poet 1s able to see and express by virtue of us
mnate faculty called Pratibhd Bhimaha declares that poctry
dawns rarely and on an only person gifted with this faculty *

FEg g @y w@rg T shwea.o
Bhamahalankira, 1. 5

This rarest gifi?, an innate faculty? and the very seed of
poetry$ 1s conceved by Réjaekhara as both a creative
wmsprration  {kdrayutri  pranbhd) and  aestheuc sensiabty
(Bhdoayttri Pranbhd)s. Bhatta Tota, the master of Abhinava-
gupta, has offered best definttion of Praubhi. He says @

_“Pratibhz‘: 15 a form of intuitive consciousness, prajiia,

which is an incchaustible source of exceptionally novel

blooms It 1s by wvirtue of tus Pratibhi alone that

Vide Dhvanyiloka 111-43  Abthinavabhirati, 1 4o.
Cf Agm Purina quoted in Sihityadarpaga Ch 1
Dandins havyidarfa, [ 103
Vimana hASV I 3 16

- Se¢e Rijafeckhara, Kivyamimimsl, pp 12-14

[T TR



138 Princitles of Literzry Crifscism i Szaskrit .

is present the province of poetry is never exhausted?
Similarly Kuntala, Ruyvaka a2nd later Slatkirilas considered
it necessary for any descnption to be called portc.  Ruyyzka
bas redefined the postic figures on the basis of the prindple
of Pratbhi—which 15, 1 thexr opinjon, essentially a virmme
of creanve mmamnation found in the work of greet
poets

Impact of grammar and systems of philosophy on the
progressne evolubon of the alankdra proper is well
recogmised. Gremmar forms the bass of many 2 venety of
7 The discusion about the distincthion behween zramz
and ={%rrks3 due 10 the use of the word :mz, of that between
1pom3 and ripakz, and the mergence of many alanlirac
liie Dipal2z and &wrtn betray the obwvious influence of
grammar  The recogmtion of Sgures lille @335z
fariszm kM3, and szewmoemam detunetly bear the stamp of the
Mimimsakae In the emergence of fgures ke e
£imel rga (also known as Kéyziez o old worly), JTHiZ
Tifesokts, Perndiidiase esz-gati cfifor ¥ of second variety,
and cdfhz as well as m the harr<phitting drscusdon in neo-
terminology of the formulation and exposition of the concepts
of the clentiratisrz the Naydyikas had 2 major share
Popular wisdom {Irkz-rp35s) and is wradition of expression
were recponsible for the formulation of many an alankira
such as sz-2, Typm-a, pratraniba, pretits, memilits, fodgzea and
etziez. In fact, classieation of the alz.birzs givea by
Ruyyaka admits, inter alia, chain (.fr:,t.‘::.’..i), reason
{tarka), sentence {Vikya) and popular uwsage (fhs) as
the bams. Under the impact of Salvism emerged some
new Bgures such as Smaera, porinieaz, and aliriis zpd many
old elenkires for example, ras , the second varety of
the fgure ufifts, BiZ-ika were given pew orientation. The
terms of Kashmir Saiva  philosophy, such as &,
eruszndifez, wmrrra, v, and eflekr: were frequently poed
to discuss the concepts of the efziiZvas,

Ruyyala has, in fact, meated the whole sphere of the
elz*EZicy on the basis of the principle of Prextti The
admission of an clzrfdra or its variety is, according to him,

L 7 sTngiRossf ot sy sfrm: |
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the above mentioned faws and added ten more to the list
I need not go nto the detatls of his treatment but would
confine myself to two observations. This 15 obvious from
Bhimahas  treatment of logieal fallactes! that  loge
(Buddhist as well as  orthodox) exercised considerable
influence on bam  This was natural because Bhimaha
belonged to an age which was marked bv encounter of
rdeas and was dominated by the works of Vasubandhu and
Dinnaga However, even when he bases his treatment of
the poetic flaws on the way shown by the logicians of the
coant and constructs the grammar of postry after the style
of the grammarians, he also asserts the independence of the
Literary crucism from the Sistras  The logie of poemy 1
distinct, says Bhimaha

gUT IEMY FWEERT TETIHA |

w g TRy ety ame 0 KA IV, 30
This 1s constructed by criics on the basis of the poetic

tradition and 1s based on emprrical expertence while the
S$astras are concerned with the reality of thimngs:

T FEWATY LT |
&1 TEMAT AT TR eNE A U

It was perhaps to underline immanent nature of the poetic
meamng that Bhimaha advised not to believe the transcen-
dental theory of meanmg propounded by the grammanans,
it would be tantamount to a behef in  the reality of 2 sky-
flower® In his discussion om the comrect wse of words
{$¢3d1-5adksiza) Bhimaha 15 indebted to grammar as well as
to all other disciplines but when we read the Kavyilanlira
n its proper perspective it becomes clear that according te
Bhimaha 1t is not saufabdya er perfection of the word or its
correct cogmution that can constitute a poem rather an
acsthetic harmony of both the words and meanings: /ey
afea sy,

1. Vide KA IV a2

2 S~ alo IV -2

3 gyl wiEd == 7 Enio

. TERAERT "TTRI T SO 1 KA
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should not take any independent notice of the grammatcal
and logical defects unless they are related to the poetic sense
(havyartha, the rasg). Mahimabhatta’s treatment of the
five poetic flaws, borrowed by Mammata later on, is very
systematic and 15 broadly speaking ams at the stylste
perfecuon through avordance of umpediments to clear grasp
of meaning Mammata followed th¢ Dhvam school in his
conception of the poetic blemish as marring the pnneipal
sense (1e rasz) and his broad classification of the blemishes
ancludes rasg-dasas along with the verbal or formal and the
matenial (relating to meamng or content), Progressive
cvolution of dosg-cancept and treatment of 1ts vanieues makes
1t clear that the literary trincs concerned themselves more
and more with obstacles—formal or matental—of the poeuc
content {alankira, Guna or rasa) than with the grammar and
logic, pure and simple

Another important principle of Literary Gniticism is the
guna or poeuc excellence Desprite many important differ-
cnces among cntics from Bharata to Post-dhyani period abeut
the nature (whether 1t is positine entity or simply a negation
of the blemwshes) and number (ten or three) the guna
principle has concerned rtself c\clusive—l-yr with__the stylisuc
perfection through aesthetc mode of arrangement of words
of literary creation and was in its firal analysis intimately
(not indircctly as in Bharata) related to rass, and writers
on dkoani analysed properly the mental states that gunzs
help to arousc. In their analysis they must have beea
mfluenced by the mature of triad of gunas admitted in the
Saimkhya but m any case no wnfer scems to be obssessed
with the fastric concept, the entic largely on his own analysed
the mental states that_gunas help-to arouse _

It is true that Anandavardhana took the cue from
grammatical theory of Sphota which treats each letter as
suggestne of sphota—one, constant and unchanging lile
Brahman of the Vedinta, but he has himself made it
abundantly clear that the dioani as a literary prmeple was
developed by him on the basis of a tradition of critical
judgement of the readers. In  his auto-comment (vrtt) on
‘Kavyasyiitmi  dhvaniriti  budhainah samimnita-pirvah’
and clsewhere also in his epoch-maling work, the Dhvanyi-
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of great repute in Iiterary criticism Abhinavagupta, who has
given a solid foundation of Kashmur Saivism to Sansimt
Crinaism, passes  strectures on the  cfforts of over-jealous
exponents of philosophical views, as being nspired solely for
deluding supple minds { Sukvmdramanomohang) or mere poses
(bkramamil Gmatre) Independence of judgment of pociny
(havyadhi) was brought out on the basis of pre-eminence
of poetic function by another cntie, Bhattaniyaka, in his now
lost worl, the Hrdayadarpana

e g3 arr gyi|g o
AT I3Y  aERIROTIAE |
A O ST AT

Bhattanayala, m fact, did not view highly didactic value of
ethical tone 1n lterature According to hum what matters
most 15 intrinsic ment of a poem  Ablinava has simlarly
questioned the didacuc purpese of literary creation m his
commentanes on the Natyasastra? and the Dhuanyiloka?
According to lum principal element 15 not knowledge, for in
that case there would be no difference of hiterary work from
cthics and historiography Ananda had also said 7 fy 3ifs
IMETEETEY eid @1ME.  Dhanaijays
stressed this 1dea by saying that dramas flow with joy, and
knowledge 15 no frutt therefrom and one who seehs it as

from the history etc  must be saluted, as he is hostle to
the real taste of literature-

amRfraf = syt wmerEy |
s hftzrafaaarg maerd T AT AT 0
. Dagariipaka, 1. 6
R:a_,a.chhara has stated criticism (discipline of the hrerature,
Sahipartdiz) to be the fifth Vedat, which aserts it
independence
1 Abbmavabhirat, 1L pp 15677
z ﬁf?\qwzw%-‘f TaR, g freg afy fardsfy &
TROITHT TG PPy Abbinmsablirst, p 41
3 Vide Locana on Dhvanyilola p g0
\ KM(GOS)
T A g
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who believed that princrples of Criticism are not
to be interpreted exclusively on the basis of any
particular system, dende at attempts for over-
philosophusation of what are esscmally Iiterary
concepts cvolved from the judgment of hitcrature.

Venskatackalam  Before we wind up, I would like to put one

question at this stage  You have shown that
various themes of the poetics have been influenced
by the prnctples of Indian philosophy yet they
have developed themselves independently, but
as far the Rasa-thcory is concerned, I think that
a perusal of various theories on Rasa shows that
i this sphere the aciryas seldom rosc above the
philosophical tangle 1 which they had entered
perhaps of their own accord  There 15, there-
fore, very httle independent development in the
field of Rasa-theories  What do you think of 1t ?

R. C. Dwredi  Rasa-siitra has been explamed in  the hght

of almost all the schools of Indran Philesophy
This very fact pso facto implies that no parti-
cular system of philosophieal thought can be
applied to or held to be exclusvely vald in
relation to the exposition of the Rasasiitra of
Bharata This makes a particular system of
Indian plulosophy i relation to rasa-siitra only
ncidental and not essential to 1t

Moreover T think that Rasa.theory is one of the
few topics in Poetics whose development can be
persucd back to 1ts very inception The Rasa-
siitra of Bharata is by itself pure and simple and
is devoid of every kind of doctrinawre influence
of Indian philosophy

R. P. Dwiweds ; The Rasa-Sitra which is the basis of

Rasa-theories that developed later on has been
proved to be an mterpolavon in the Nitya-
Sastra (tr.)

R. E. Duicedi + If this be finally accepted, 1t would support

me in as much as one can hold that the later
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traditien ? Is this not an indecpendent contri-
bution of Poctics towards Rasa-theory 2 And
all the examples of the rasedtoamr which T bave
quoted towards the end of my paper should alwo
be regarded as compl:rc originality 1n  the
Rasa-theory  Bhattaniyala coneaved two  poetic
functions, brénami and bh-ga to explain the process
and realisauon of resa.  Both these functions are
independent of philosoplic 1mpact and were
propounded wdependently  Dkna-r-theonsts replace
1m & way the above rwo funcuoms by Pjafje-d
whith 15 not onh an independent concept of
literary enitctom but 15 also staunchh refuted by
the philosophers of every <hade wmn India. For
example, Jayanta Bhatta, the great repdits,
clearly controverts 1ts admission to the class of
fabda-rydpdra
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of action,! and thus ennches and complexes the communicas
tve content of language, it also presents successfully a com-
prehensive and valid record of experience in relation to the
vlumate questions of life

On one side, the symbolic imagination s the symbolising
trend, bnnging more and more area of experience nto
formal expression, and thus enlarging the ficld of aesthetic
perceptions, on the other, it 18 a pecultar and exploratine
mode leading men forward in various ventures i philosophy,
saence and general speculation Tt prowdes a  break-
through where other modes of cogmtion falter or stop Thus
symbolic 1magination refers both to the extent and the mode
of imagmanve pursmt s mode of operation 1s through
analogies  Analogres provide 2 spnng-board for knowing the
unknown, for realising the un-reahsable

Every artist begins with knowing man, hus feelings and
emotions, his relations with other men and environment,
questions of morality, yustice, sigmficance and all the com-
plex problems of lmang a bfe His pride and  passions, his
struggles with his spint, truth, and his place :n the gamut
of creation form the core wmpressions about hfe and this
world on the conscicusness of the artist. During this
Journey of knowing the world emotionally and rmagmatively
and discovering himself also in the process, he starts “giving
the body of this world” a name, a symbolic interpretation?
Itis in this stnde of experience that the author of the
Afahdbharats  conceived of the world as a place of action,
struggle, actual combat. Ina similar spint the writer of the
Bhagead-Gita remarked that the whole world was a ficld of
action, and exhorted individual human bemngs, through
Anuna, to work out their destiny through Lnowledge, devo-
tion or actien {Jiina, Dhakti, and Karma) Tulsidas as the
author of the Ramararitamdnasa, looked upon Lfe in terms of
cthical and moral values, eulminatimg in a harmonsed prac-
tice of varying and warnng sects ( Saiza, Vaimara) of rehgion
‘The Upaniyads and the Vedas symbolise the hurnan guest for

! Tale, All-n, “The Symbohe Imamnation™ Thc Kegon Reuw
XIV a, Spring 1952, pp 256-57
z Itd
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more rronically disposed soul, the <Presideat of Immortals®
wasa very eruel God, and all human  beings are dispensed
with an wewnitably tragc lot

In companson with the trame and  irenic view of the
artsts m the west, the hiterateurs in India present a bhe-
ful, beanfic atrtude toward Iife, a bent of spirit that manifes-
ted ats prasids’ charactensne. Most of the dramas in Sape
knit are nerther comuc  ( $-E83ats) or trame (DaifEzez) but
eanobling and divinrang ($ravddi-iz) The sams devating fta-
ture mav be noted m portry also Perhaps this can largely be
accounted for an terms of the culiural pattern of sowery, the
preponderance of a rebmous *piat m hfe, an unchakable I_n}z
1 the doctrme of Aarmz, and the concept of God as 8=
nznde The Feds and the LMpartesds concerved of tns creadon
as ereated 1 bhes, preserved m bhss, &nally dissolved in
bliss. Obviously such a phulesopa of bfe would refecr 1velf 1n
bierature of the prnod as well Mea steeped in sucha f2ith
adopted & bappy,sioc atutude which shaped ther dechoy
not w0 much in relation to oat another, as mn relztion to the
ultimate reabiry or God. The poets and dramaticts, fashioned
by the stronglv rebgous framework of soctery, responded
barmomiously to the cosmue moral order, the order of Rz
and Sz,

In the Cairfigya-Lpzmzds Om (S5), with s phonetic
analysis and i the symbolic and aunditery-imaginative  senss,
Is defined as the essence of reality. Here, an infinite realry,
the prime cause of this ereation, is percerved in vitual and
sonal terms Similarly, the phrase geig ag =g symbolires the
desire of the Gnz to muldply =20d diverdfy fwell for the
exultation and dehght in the many. The phratwe has been
conceived symbolically, and explaing, in one way, one or the
many cauces of the creation of this universe. Such a smm-
arised and epitomised expression pomts to the way the world
was looled at and interpreted, at one stage of the development
of man’s mmund. In the same way the concept of A5
Lie, death, death-in-life, ages (S:Ij‘)‘:.r: Treizymps, Do
FRalinngz) dvativas, and deluge are furauvely, symbolically
conceived expressions of realities difficult to grasp aad master.
Swce time immemorial, man has passionately craved for,
attempted to go oyt of and 1o transeend the Limitdons of
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2 co-mxture of various forces and factors operating, affec-
ting stmultancously In the history of the development of
thought mn men there was a period ora stage when Synthetic
human approach was not split by logical thinking or scientific
reasomng At that time no analytical approach had detaled
claborated, speciahsed 1t or misdirected 1t to a myopic
range At that stage people stll cnjoyed an elevated and
wmtegrated level of thought, experence and 1deals. Dunng
this period, the period of mythie, metaphone, pre-scientfic
non-abstractiomst, and undissociated thinking, the mode of
symbolic imagination helped people 1o lLve an mtegrated
mtellectual, aesthetic and sprritual Ife  They exercised freely
1n symbolic mterpretations and thewr umfied sensibility added
to their stature as aesthetes, artists, devouts In 19th century
i the west, symbohe imagmmation and thinking was revived
reinvohed to give an integrated vision of hfe to the artist
and free s consciousness from a dissociative onslaught of
science, scientific thought, over-specialisation, and the mass
organusation of ife  The process continues m the 20th
century also

Dufferent genres of Literary expression use various figures
of speech as sumile, metaphor, personification, myth etc It
may be interesting to study their relationship with symbolic
imagination It 13 a common notion today that the figures
of speech are not the devices of adorning poetry or other
branches of literature. They are integral to expression,
When a poet employs a simile, or,seemns indulgmng in a
metaphor, his 1s not a forced use, rather this parallel or the
transformed image has been suggested to him, as if in a fash
by the subject under aesthetic contemplation  As such this
facile use of 2 simule or metaphor gives a clue to the working
of the poetic mind which unconsciously yumps at similarnties,
parallel 1mages, metaphoric transformations In fact, these
things suggest the direction of the symbolic imagination in a
poet, and serve  as the prelimipary stages to its final culmi-
nation. Metaphor, in 2 stanza or in a complete poem, may
be one umit of artisuc communication in a recogrusable form,
but 1t 1s essentially a mode of thunking and experienting,
working on the prinaple of ‘smubitude’ and ‘dussimilitude’,
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and mncieatsve use, give only the hiteral, the commonly shared
or the semantic meamng  But when poet, with his creatne
power of imagmnation, used the word in suggestise sense, it
shot forth echoes and re-echoes, and further echoes of mean-
mg and sense  In this sense, the suggested meamng of the
word took an evocatne character which endlessly affected
varions readers and produced varted Iterary pleasure. The
whole process 15 described n the term aruranana Just as a
pebble cast 1 calm water sends out rings of waves genera-
ted bv 1its plunge, and the circles continue to espand 1n all
direcuions, showing no end, so 1s the case with the suggested
meaning of words The poet, the Pratibha~in Purusa, effects
this magic with a careful arrangement of Bhdra, Vibhra,
Anubhdza, and Sefednibhiza  He may use other figures of
speech also  Here 1t should be noted that the various figures
of sprech are taken as integral ingredients 1n poetic expres-
ston 1n Sanshnt poetics also as i Enghsh  They are not
contrived or straned deviees  embellishmg an artifical
expression

Imamation or Pratibkg as 1t 15 termed in the Sanshat
poeties 1s a ugmificant term and an essental trart of a poct
Basically 1t 15 hus experiencing, transforming and creative
faculty Without 1t a man cannot claim s title to therank
of a poet Though imagination primanly suggests the faculty
for creating mmages, m @ pervasive sense 3t ¢oners the entire
range of creatne psyche n the poet  An irmaginative pect
feels rhythm and rhyme 1n a novel form; the auditory imagi-
nation 1n lum takes him to the forgotten past of language
where he nvigorates himself with the raw energy of every
syllable, aceent, beat and other individual components of a
word. the visual imagination Hashes before the poet continu-
ously new, concrete and pictorial images, and the imagira-
tne lights endow hum with a new creatne vision, bathing
his words and sentiments in fresh and charming forms. In
Sansknt also word the sound and word the sease (both pho-
netic and visual) are fused by the energy of imagination of
the poct.  When the pothic imagination works in harmony
with DFizqm, 1t creates a master-picce, An energetic touch of
the pottic imagination transmutes the old themes, treated by
the poet earlier, and even common words mto things of
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dismantled, molten and refashioned into new objects and
phenomena It may appear extreme, but in a sense all
mmaginative activity 1s symbolic, since what is produced or
brought forth stands for what has been experienced, what
has shaped the sensthility of the artist and goaded him mto
creation Or as Ehot put it <The poet’s mund is 1n fact
a receptacle for seizing and stoning up numberless feelngs,
phrases, images which remain there until the particles which
unite to form a new compound are present together”  Imagi-
nation, brngs ‘all the particles’ ‘together’ and forms the
required ‘new compound® Ewven the most realiste piece is
as a lLiterary composiion, much duferent from the reality
outside the wntten pages Itis not so much to sosst on
the formal limitations of a literary production as to bnng
forth the essenual, symbolically transformmng nature of tmagi-
nation 1n the poet that this fact should be noted In Sanshurt
poetics, the acceptance of Scabhdrokst Alankdre as an integral
figure of speech 1s an affirmation of this symbolic actnity
of imagination Sunilarly, 1n a most lfe-like statue the
coonoisseur or the sensitine cnitic will discern not the details
but conception of mntegnity of the artist, projected in a
transformed, suggestive manner. It was to this creatine,
symbolically mmaginative faculty of the poet that Anandasar-
dhana referred 1o and paid a glowing tribute when he called
the poet the master of his world, doing with it anything
that pleased him®  Abhmavagupta, going still further, main-
tamed that tn poetry even the operation of the causal pheno-
menon was not called for* Mammata, who was more
eloquent over this aspect of the poctic genius, called the poet
even greater than God The poct was not bound by the
sense of destiny; he created a world of eestasy and rapture
which was self-sufficent, totally indcpendent of any cxtrancous
factor.4

And Fnally a word about the word, or the behaviour of
language Some schools take all words as symbols, and

1 Essersam Samknf Cntcusr, p o104
2 Ibid pp 18384

3 Ibd p 1By

4 Ibd p 18y



PRINCIPLES OF LITERARY CRITICISAM OF
THE DHVANI SCHOOL A REVIEW

Dr. Bimoamstt Blettzbens

The study of Poetry as a distinet disapline owes its
orign  to Bhimaha and Dandin, belonmnog to porth and
south respectinely and almest to the same peried, from the
middle of the seventh century to the first quarter of the
eghth  Smce then the study continved unabated, and maoy
scholars came forward wath their views, and gaie rise to a
grand body of hierature which they christened as the
Alamkira Sistra or the Scence of Poetie Embeilshments.
Undonbtedly, the term elamkdra, m its techmical sence, was
first used by Bharata in the context of embellishments of
the drama Discussmg the diction of 2 plavin the 157th
Chapter, devoted to Verbal Representation 1 the Nifvatasta,
Bharata rccommends the use of four figures of speech
suited to the drama. As far as our knowledge goes, this
reference to fgures of speech a5 2 means to embellich
dramatic dictiony js the frst,

In the absence of definite material, relating to the
intervening period, we can safely surmise that by the time
we reach to Bhimaha, and with him to the historic period,
50 to say; of the Alamlara biterature, ducussions must bave
been gomng on in the circle of scholars. In all probability,
these discussions were directed, following the clue supphed
by Bharatato the question of finding out what coastituted
the charm of poetic creation. That is why, it appears,
Bhimaha named his treatise~Kavyalambina, the poctic Sgure,
attemnpted to define the figures of speech rclating to poetry, as
was donc by Bharata in relation to the drama.

Thovgh Bhimaha was acquainted with the Napyzfistra
and the Bharatan schoo), as is evident from his classification
of poetry as well, he omittted to treat of Rasa, the evoking of
which was the chief endof the drama. This proved to bt 2
lamentable loss as it deprived the poetry of its purpose. Bhima-
ba bad to define Kavya and supply a purpose of it, and spole
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that would ensure flanless composition. The importance of
pottic imagmation ales was not fully comprehended, although
‘pratibkd (genius) was considered valuable for the poct. To
Bhimaha, ultimately, 1t was the Alamkara, both of sound and
scnse, that was escential for postrv

Alongwith ths, 1t should alo be poted that the study
of poetry assumed, from the verv begmning, the nature of
more or less 2 mechamcal diseiphine—all theorsts ealhing it
a $astra—that too not of poetry but of the alamtsres. Hence
the entire treapses took the shape of avthontative presenp-
tions concerming  “‘dos’ and ‘don’s’ The cntics were more
interested in discussing in great derail the indiadual figures
of both sound and sense, and based thar views mostly on
individual verses  The whole Kévya was scldom subjected to
a crincal asscssment  That 1s why, 1 spite of the fact that
such great poets as Kahdisa, Bhiraw: ctc. antedate 21 the
Alamkaras, they do oot find full treatmeat at ther hands
At times, instead  of refermng to the poems of cclebrated
pocts, many theonsts supply even theirr own examples.

This mechamcal and prescnptive attitude  continued
nght up to the time of the Dhvanikira and more correctly
to that of Anandavardhapa towards the muddle of the 9th
Century. From Bhimaha to Anandavardhana, the inter-
vening period 15 roughly that of 200 years. This period was
marked by great intellectual activity and Dr. SK. Deis
nght to call st the creative stage in the development of
Sanskrit poetics, marked as 1t was by the formulauon of all
important theories regarding poctry.

The approach to Kivya, during the interval, may be
said 10 have been from the crude to the subie. Starting
with the external factors, the study of poetry developed slouly
into a seribus and deeper enquiry into all the essential
elements. The progress may be pointed out thus :— From
the Alamkira to the Rit; from the Ritfl to the Rasa; and
from the Rasa to the Dhvani. These are the well-known
schools of Sansknt poetics, which hold the Alamlira, the
Riti, thc Rasa and the Dhvani to be the soul of poetry,
and the evolution of these schools followed more or Iess a
chronological order It 1s remarkable that a regular attempt
for a synthesis of earlier concepts is tracesble inall the follo-
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to the follower of this school, the style, the Gunas and the
Alamliras are to be judged m a Kiavya In addition, Dosas
are however to be shunred by the poet, grammatical correct-
ness mamntamned and poctic conyentions honoured.

The Rasa school, of whick our Lnowledge 1s rather
scanty, based ns observauons on the famous aphorism of
Bharata “the combmation of the Determinants, (wibhiva)
Consequents (anubhiva) and the Transitory states (vyabhi-
cin-bhiva) evolves the Rasa™ On the basis of the frag-
mentary refereaces extant of the views of the three main
exponents—Lollata, Sankuba and Bhajta Niyaha, it appears
that they thought Rasa to be the end of poetry and so 1 the
Kivys, one should carcfully judge the nght use of the
proper Vibhioas, trubkdozs and the [Ijabhudm-tte-as  All the
three exponents are unanimous about the end of poetry, 16
evolving the Rasa, but they differ with regard to the relation
between the Mbhina ete and the Rasaz, and the process of
1ts evolution

Thus 3t can be said that uptl the advent of the
Dhvani theorv, the study of poetry, starting more or Jess
Lhe a mere studv of rhetonc or persuasne manser of
expression, gradually assumed the grandeur of poctics : All
the factors—right from the word and meanmg, the figures
of sound and sense, the blemishes of eomposttion to  the soul
and essence of poetry—were discussed elaborately and thread-
bare All the different theones, however, remained as theses
and anti-theses until the genius of the Dhvanikira brought
about a synthesis of all by putting forward his theory of
‘Dhvani.

3

It is well known that all the schools of Sanshrit pectics
can broadly be divided mto two groups—the pre-—Dhvani
and the post-Dhvant schools  The concept of Dhvam serves
as the central point which marks the change of the whole
outlook regarding poetry, and everyone will agree with
Rijasekhara 1n pmying homage to the great savant, Ananda-
vardhana whe, following the Dhvamkira, established with

Bharata, Nipvalastra, Vi v
rata, )\ , Vi p 71 {Clowklamle Fdn
Vibhiyinubhivesyabhicanssmyeghd raanipateh ’
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of speeeh, the Doxas Gunas and the like, which had so long
been invariably assotsated wath all the treatites on Poefics.
Thus dissoiation of shetorical matter from the treatment of
Kivya s very mmpertant, as it removes the imbalance from
the treatises on Alamlira, which devoted the largest space to
these stems One should not however think that the Dhyvani-
kiira was 1gnorant of therr mnportance. On the other hand,
it 35 he who for the first ume saw these ;n the proper
perspeetive It is Kacva that he s dealing with and
npt merely  the embelishments or  blemuhes of  poctic
componnon

The Dhvamyalola also gines an answer to the old quese
tton—"What 15 the speeial feature of the poctic expression ®
As we have seen, different schools answered the question
differenth.  To one tus speciality 1s the Alamlirs, to others
it is the Lunma, to some others 13 15 Rasa  But the Dhvani
theonsts sav that the spemal and charectensic feamre of
pochc expression 18 Suggeston (dhxm}  The words used by
the poct do not convey merely the conientional cxpressed
Sense (I5gyarths), nor the Indicated {Lekps) ooe, but the
Suggested sense {margyariha) The standpownt of the Dhvani-
vidm is that the selfisame Expressive words {z&cie) when
used by a pott become Suggestive (ryeyche) and convey the
Suggested sente. Since neiber the suggestive word, nor the
suggested sense nor even suggestion as a function of words
(poficna-tyipdra) is accepted by any of the philosophical
schools, the theory of suggeston truely belongs to the bterary
field. The Dhyanividin bolds that the function of svggestion
is typical to poetic expression and henee, §5 it unique
fearure.

The Dhvani School puts forward the view that Dhvani,
ic. the suggested sense is the soul of portry. Apandavardhana,
through his cogent and convincing arguments, proves the
existence and validity of Dhvani He accepts the challenge
of the earlier schools of Portics on the one hand and the
phulosophreal schools on the other, and successfully establishes
the distinet and separate entity of the Suggested sense ia
addition to the Expressed and Indrcated senses accepted by
all. Lilewise, the function of Suggesuon alio as a dstinct
function of words and sensc is convingingly cstablished.
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Let us now enumerate the principles of judgement of
Kéawya according to the Dhvan: School These may be said
to be 25 follows —

(1} In the Kavya, tbe Suggested sense 1s of the fore-
most yoportance  The critie must see what 1s being suggest-
ed—Rasa, Vastu or Alamkira, and whether it 1s all
umportant  On this will depend 1ts classification as the best
or the second-rate or as the lonest

(2) Careful assessment 1s to be made of the Alamkara,
Guna and the style. The critenon of judging these is
whether they enhance the charm of the suggested sense, The
Dosas are also to be viewed from this pomnt of view In
relaton to certamn Sentiments, some Dosas may not appear
as blemuishes

(3) Suggesnon of Sentument is the highest type of
suggestion, and so the use of alamkiras should be carefully
taken account of It should be noted that employment of
complex figures of both the sound and sense does not ealy
add charm to poctry, but actually impedes the relsh of
the Sentiment suggested.

{4) There is thus no fixed rule regarding the use of
Alambiras, Gunas and the Ritis in the Kivya, Ther aptness
should always depend on the sense suggested by it

(5) Last but not the least, is the importance of Poctic
imagination.  Anandavardhana declares the poct to be a
creator, in the world of poetry, capable of doing whatever he
likes. Suggestion of sentiments, proper use of the figures, the
style and the Gunas, in other words both Content and Form
are all determined by Pottic imagination The pranbks of
the port can mould even the age-old theme into sometling
rich and strange It bestows a new significance, a novel
charm, ckdsd upon the Kivya and renders it a source of joy
for ever. In the judgement of Kavya, therefore, an evalua-
tion of the imagination of the poet is also called for.

(6) The Dhvam school does not say that the Kavya
should be didactic. The suggestion of Senument 1s the
hughest purpase of poetry and, when suggested, scntiment is
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etc are suggestive of 1t. The Determmants, the consequents
and the Transtory States are themselves Expressed
(véya) but become suggestive (pyzijoka), and by the power
of suggestion (oyafijang) suggest the FPermanent Mood
(Sthapin) 1 the heart of the hstemer or spectator. He
then tastes ths suggested mood This tasting of one’s mood
18 Rasa

Abhmavagupta goes on to clanfy that the Kivya, by
1ts power of suggestion, arouses the Permanent Mood m man
and then he tastes it objectively although it 1s inseparable
from his own <eIf From tius 1t follows that for the Rasa
realsation one must have the respectve Permanent Moods
m fum i a latent form or as, what 15 called, ofsend  Those
who do not have this sdsand are 1ncapable of relshing the
Rasa In relation to Rasa-realisation, the theory of umwversalt-
sation (Sadhdranikarana) of both the object (wibhdra elc) and
the subject (ranka or sehrdaya) establishes the supcr-nurm:ll
character of aesthetic pleasure Forgetung, even 1if temporar-
sly, one’s narrow indviduality 15 the lughest bliss that nss-
realisation brings about By this very process the self-same
‘thing of beauty’ 15 enjoyed equally by both the oppressor
and the oppressed, the old and the young, men and women.
Man, by nature, sympathises with his [ellowmen, but the Kavya
urges him to sympathise with the sympathies of others
When we read, for example, of the pathetic Jaments of
Rima, we are not merely sorry at his loss but sympathise
with is fechngs. This remarkable feature of the Kavy2
makes the pleasure denved from 1t a-loukika, suyer-naml:ﬂ

It Iiberates our selfcentred mental process and makes it
all-embracing.

To conclude, we may say that the principles of the
Dhvam School, in so far a1 these have touched the fund-
amentals of the poer’s art hold good even to-day. The form
and content of literature do change with the passage of time
and judgement 1 literature 15, to a great extent, mdividualt
stic and so never final. But whatever be the form and con-
tent, the appeal of the Kivya will ever conust in what 3t
suggests  This 15 trueé even in case of the most modern pocts
who are unwilling even to accept the control of grammar



JAGANNATHA’S RAMANIYATA
Dr {Kumzn) Surizn Perd»

Jagannatha s the last luminan in the galaxy «f biterary
criues  Bharata 15 the first known exponent of the system of
Iiterary entictsm who  expressly deagnates the contents of his
Napasastra as Kavva-guna, Kavya-Dosa or-. Alankiras
periuming to M3ivya  The period from Bharata to Jagannitha
covening nearly two thousand years of tume 15 marked by an
intense :dilogical investigation moto the essence of poetry.
Dunng this long peried of scholasne speculation various
currents of thoughts dommated the feld adbering +ehementhy
to one prinaple or another Six such schools arc known
as—

1. Rasa  School—which Stresses—emotion

2. Alankira » ,» —figures of speech

3 Riu » » o —shle
4. Dhvam . » 5 —suggestiveness
5 Valrolu , ” ,» —Iascinating uncom-

monness of idea
and expression.

6. Aucitya " » —propricty of idea
and expression

These six schools should not be considered as thorough-
Iy exclusive of each other or antagonistic to each_other,
rather they represent the gradua ges through which the
study of literary criticism  was mamhing towards the inner
core of poetry. It is a continuous search and hence 2
gradual growik of the doctrine, which can thus be clasnfied
in four stages also :—
;1. Formative stage—from unknown beginning to
Bhimaha

2. Creatve stage—{rom Bhimaha to Anandavardhana

3 Defnrtinve stage—from Anandavardhana to Mammata

4. Scholastic stage--fram Mammata to Jagacnitha,
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In the third the protess starts with srges 2nd ends in
TFRAIT.

The three elements D7, WTAT and T5-717 thus loom out
clearly It 1s the 3yyar that mterconnects ez and ST
Kiawva 1s thus the resnlt of these lhn:e—z'.e.‘, T & SR
“The word ST stands for SRETE SR “SRTAW NTEE-
TR TATRA S IR T afafdn” Tt a supermun-
dane pleasure of which personal experience 1s the proof It
cannot be derined from ordinary words like a son 1s bom
to jyou This wy=r 1 related to word through =
which 5 desenbed by Jagannitha as “*qq; gacggsarar It
conusts m continued contemplation.

Of the three elements, =53, WI3AT1 and FHFIR the last
one 1s supreme  To thus Jaganndtha refers as— qregdifay
Swerifer SEfTERT™ On_ths SR only be has based
the clanfieanon of poetry. Upto Jagannitha the postion of
gfrRTT was the fundamentum Dhivisions of postry, which
was not verv Just. Some very beautaful instances of poetry were
thus thrown 1 the third class. In the post-dbvani period
Visvanitha had gone to the extent of recognising culy two
varieties—=1 & TS only. He did not recognise the
third vanety even asa kavya. At this tme Jagannitha on the
bass of 1T so re-arranged the poctry that instances
which Vi{vanatba refused to recognise as Kavyza, could agrume
the status of gAR¥TR. Jagannitha is not the first one to
recognise yerrt. In the sistecnth century goTeToin his
‘77737’ had defined poctry as “qmmrrlaguTmcay TU-
ﬁ*-}!ﬁrfm q7”. Before him in the 18th century fag¥ax
too had wntten his gEeRfizsr, According to Nardyaoca,
the great grand-father of fazgay, q—wow
pactry.  All theee must have influenced Jagannitha, To

Jagannalha not onIy the sty but ”HMM
Te%, WY and TR Bre ]mpOrlaXzL His g3 is oiodl-

M. While dealing with Rasa be sa says—

1 Rauagadgidhama p 3
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Jagannitha. Tt is thus 2 synthesis and a symbol of all the

prineiples of pottics

R C. Duteedi - The idea of CamatkZra which, according to
some scholars, owes 1ts onign te the sound Czmal
produced at eatmg a good dish was later en
philosophically propounded under the mfluence
of Samvism It would be mteresting and instra.
ctve to leam Jagannatha's onginal source of
ramaniyatii concept, the author and the book in
which 1t 1s hinted at for the first time and to trace
1ts development through the centunies 6ll 1 s
finally raised to such an exalted posiuon and
declared the soul of poetry by Pandita-Raja
Jagannitha The idea of ramanirald was accepted
by all the poeticists who preceded or followed
Jagannatha. It would indeed be interesting to
explore 1ts  precise correlation with Lindred con-
cepts and vanous terms used by dciryas through
the ages to express their pre-etninent concern
with ramanfatd and how 1t 15 effected by a poet.
I am afraid Jagannatha, by making ramariye
(beaunful} an adjective of meaning, erths, in his
definition of poetry, laid more stress on content
rather than forms Indian tradition of lierary
criticism has by and Jarge laid equal emphasas
on both the word and mecanung, which Jagannitha
and some other poetrcists scem to centradict.
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In the beginning, the tradition in poectics seems 1o have
made no mention of Bizkt: at all Vedic and PaurZnic
treatises were conudered, as if, super-literary works that conld
not be dealt on par with other compesitions of poctry apres-
ve of the human feelings Bharata, therefore, in line with
the traditton prevalent in his times  revogmses onhy  eight
sentuments,! where the Erotic (Srangira) is expresuve of an
attachment between a male and a female on the human plaoe
It is enly m Abhinavagupta (C 1100 AD) that we fnd a
great stress on Sinta, though Bharata has also mzade a men-
den ofit? Rkstrr fnds a menton at this stage as one of
the mgredients as a Saficdri emoton centred in  gods as
disunct from the attachment for 2 human berome® This
attachment need not necessarily be centred in gods etc. but
may be expressed as Devonon and Faith with concentration
on God. These were regarded  as ingredients of the KLants
resz.8 Mammata® and Hemacandra® also endorse this vien In
placing Bakn in the category of a B

A departmure from the tradition is manifest with Pandita-
t3ja JagannZtha who seems to have been infuenced by the
Bhakt stalwarts lle Sr1 Riipa and Jiva Gosvimins. He
maintains, “Therefore why these the only rzezs? Propped on
the supreme God-head, manifested through the enthralling
horripilation and flow of tears etc., well nourished by the
cmotions of joy at the time of bstening to the parrations of
the Puranas lile the Bhigavata and others, the intimate and
immediate experience of the Bhald sentiment in devotion to
the Lord is utmost difficult to conceive. The devotion here
in the form of love for the Lord, is the stable emotion, This
cannot be included under the $3nta rasa, there being a coo-
tradiction between attachment and detachment.”™? Itis really
a pity that inspite of strong advocacy for the rasahood of
Bk, Panditarija declares his slasery to the tradifion and

-

Nitraiinr, Garkwad Senes, Daroda 1934, Vol L IV. 16

2z Ihd, Vel I, IV, x2o

3 Dbvarmilola Jocara, Bd Chewlhzmba Sencs, p o135

4. Abtuinsvabliran, DN 1c6o, p €36

5 Révyaprakia, Ed_Jhallibiara, Foona 1038, p 118

6. l\inozsnumm Ld Malawra Jun Vadvalava, Bambar 1037,
P

7- Rasagangidhara, Nirmavzsagar Pross, Brmhay 1016, p. 43
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no intrinsic defect or shortecoming in Bhs*fi being potentally
capable of culmnatiog 1n the status of a fullfedged rasz. Its
inclusion, therefore, under onc or the other emotions or seafi-
ments series pracucally no purpose and cannot, therefore, be
Justafied, if rasa 1 ats pure mtrinsic nature is the very exseate
of the Highest Bhss “Rasa, serih 15 He”. -“Oze enjoys
Supreme Bhss on attamment of this Rasa.”! This authority of
the highest philosophie value goaded the protagonists of the
Bhatts school not to recogruse it as a mere rasa but to pro-
claim 1t as reso-r38 or the king of rasas, the ozly sentiment
capable of tansformanon mto the eight, =nmns, or tnelie
trachitionally recognised sasas

The mowe force belund a rasa is not merely a recogoi-
ton by 2 group of lmerary crmtics but the sery underviog
vitality, the real joy, that forms the fundamental numenon of
love, pathos, fear efc. capable of taste by the men of faste.

The stable cmotion of all-engulfing, sweet =zttachment
develops through the oght successive stages of Bhia, Premze,
Sneka, Ména, Pranaya, Rige and Amwrdga to mouot mto the
radha bhioz that is the rarest wealth by jtself* The joy and
ecstacy are mexpressibly tasted both m unioa and separation,
the porson, honey and nectar being futed into one in both the
aspects It 35 an irony of apguith and enjoyment 10 be
suffering severe pangs of scparation even amopgst the most
imtimate embraces of the lover or the beloved. And it is the
highest boon to dive deep mto the loving embrace where 2
glance would be a well neigh impossbility in the case of Jove
with paraldya? The poor wretch hnocking about for 2 haad-
ful of gram strikes against the inconceivable fortune of the rzin
of golden treasure overhead.$

ooy within the just m2o’s psyche, and from tbe fzet thet w'rn a o3
1 autracted 1o trcelience tn men and Acuons crervwbere he 13 oV
beng drawn by an anmiety for the most vz2iuable part of bomaell  Thoe
<an pever be a real eonthet betwten 2 man s concern for Lamsclf axd LS
conoern for what 15 1z2'usble (a3 the wo-1d around him

1. Rase e sah, Foser byecrart lobdidnnd  $lewar Tantisfyepss
nigad, Gita Press, Goraklapura, \ E 2,186 p 173

2 Upvalapilamar, p 416

(1) Babu tirvate yatah 1l2ly y3tra yraccirna LEruiztiam (2
. g!';)d\i ca muho durlabhatd 53 params merratkena rzth
M3 P 14

4. Ibd p zeotr
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This is the supreme Copernican change wrought by the
Vasnavite rhetonicians 1n the nuclens of the Sanckrit poetics
i 50 far as the traditional Literature used to revolve round
the mundare ohjects of senses and now the whele structure
moved on the priot of the Absolute Lord, the dearcst of the
dear, the loveliest of the lovely and the final goal of all
poetry, poets and poetics

[5) Bhagavadbhaky Rasiszna-
t3di vasayd v 3 ve rasadvastatra nedrear,
Rlnl:‘am puyrate pirpamkhisparurvaliranis,
Panpiraarasi Kpudrarasebbvo tharavzdrath,
Khadiotebhva niditvaprableva balavatari
1
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to us than what they would mean to any schosclboy or
hingwst or lexcosrapher or scienust, T am afraid we are no
Literary cranics and we cannot clam to interpret nghtly  the
principles of cnticism.

Much earlier than Bbimaha, in Kilidiss himeelf, we
have the wmvocation to fobdr and arf*2 as happily wedded to
each other o a harmony which is the prvilege of poetry.
No Indian theonst coild take thus acstheuc bammeony (s25%2)
for granted, that would be begmine the question  His bus-
ness was to explan it m dewnl, i terms of literary eategories.
In all pocms, whether taken in parts or as a whole, there
is beauty and the busmess of the theonst s to demonstrate
the hidden art of the poet in the use of §z5dr and erthz 10
result in the reader’s aesthenc dehght.

This brings us to the second basic premuss of all the
Sansknt theonsts that all poetry must end in  the reader’s
delight, whether ut 15 called sritr(yoy), or &z22dz (bhs) or
rzz (acstheue espenience} I would Lle to Loow if there is
a sngle wnter n the whole range of Sanshrit Alezkiralisira
whoe demes this essenual fact, viz, the reader’s delight while
enjoying a poem  Im this broad sense, and thus is the only
sense which s jusufied, all concepts propoucded in the £3'r2
are aesthetic concepts, 1 €. concepts concerned with the cluc-
dation of beauty as attamed by the unique s3h'a of L2523 and
ertha

11X

Now let us see how cach of the concepts  throws light
on beaury in poctry and how each provides a sufficient
explanabion 1 atsell without opposition to, but mn  relation
to, the other concepts.

First comes Afamkira, perhaps the most misunderstood
of all concepts Its differentia msell is pzbrokh or the
principle  of afifzjz to use Bhimaha's expresson. WWithout
imagmatne handliny by the pect there is no olackirz of amy
type—of £25dz or of ertla  One is regarded as a poet at all
because his perception involves the activity of hus imagina-
tion or prasdii It is the imagination which perceives things
in multi-coloured relauions, similarity, contrast, identity, etc.
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never erngmenlal. It 1s the poetaster or imitator that we have
the mechameal adding up {ettre) where art 15 reduced to
artifice, and tns abuse enly proves the ranty of mehstens
or master-poets This consideration of propriety or curifyz
15 the first requrement n the making of a Dterary critic and
without 1t, one would be no more than a pretender 1n  the
critic’s dress.

What then 1s the nature of the total impresuon of
beauty with reference to which something may be accepted
as appropriate (urita) or rejected as inappropriate {emunta}?
This question turns on the entenion whichis at the baus of
all Lterary judgement, of all statemnents of gumey or  excell-
ences and doyos or flaws m hterature. Gumas and  dojas  are
related contepts and therr dichotomy s disastrous The
Indian tendency towards normatne classificaton usually
makes one lose the binding thread of underlying prineiple
behind all accepted gunas and dosas  Agamn, we fall back
on the lterary taste as the gmding factor and on the
aestheuc dehght of the entic m deciding thus issue.

At this stage we have to face another question Is all
poetry uniformly good ? Are there no gradations of goodness
or different mandestations of goodness ? By goodness 1s here
meant aesthetre and not ethical valuation, of course Agamn
from the earliest wrter on poetics proper, viz, Bhimaha, up
to the latest, we have conserging evidence to the fact that at
least two types of beauty are clearly distinguishable, their
mixture constituting a third. One is the sweet and sponta-
neous path of genius which can be contrasted with culovated
artistry reselling 1 gaudy ghiter of thought acd language.
If the first is natural art, the second is cultvated and sophis-
ticated art. Critcism has to recognise both. This is at the
back of the concept of two styles or mirgas or rilis, viz,
Vaderbhi and Gandi, later mcludmg Pafcili, the mixed onc.
Kildasa represents the first, as Subandhu the second by
common consent; while Bina illustrates the thurd. One may
be interested in further subdivision of Riti or one may not be.
But the fundamental recogmutton of Rili cannot be avoided
by any sakrdaye or hitcrary ente.

What then is the basis for all Ritis 2 The answer is to
be sought in the total impression of beauty condiuoning all
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Perhaps it could be the stuff of drama. But what about
poctry, accepted as poetry by one and all? Is there no
beauty in language valued for 1s own sake, no beauts in
thought comrmonly held as valuable ? If we agree that we have
something more 1p poetry than mere represeated emotion,
we must at once realise that any defimition making rasz 1n the
narrow sense he sz gus ron of poetry hbe vikyert rasatrichor
kdmyem by Visvanitha, should fall wide of the mark For as

Jagannitha humself admiited ungrudgingh, the word resz a5
a much abuced term 1 ~ansknt posucs  Its prease signifi-
cance must be caught by the ente before bandying it about
rechlessly

1 avord all the textbooks on  Alz~kdreidstre and take
what the dicuonary writer has to say on Rasa.  Ksirasvimin,
the brilllant commentator on Amaralosa, has this to say on
rasa —

ratyadayo bhiva anukryaminih

simiyihaih rasyanta 1t ragih;
yadihuh —

“vibhivarranubhivaitca vubto'tha vyabhiciribhih
dsvadyatvat pradhinaneit sthayyeva ta rasibhavet
[Ksirasvimn on Armarghasa, Natya-varga, HD.
Sharma’s edn, Poona, 1941, p 51.]

.Avoiding all controversy, this must be accepted as the crucial
meanmng of rasa. Tt is a sthipbiise {1e. one of the eight
recogrused by Bharata] Which gels hiaightened into rasz by
the blending of ribtfnas, smubtiors and ryzbFizgnbhii-es, Al
these are mental states, moods,” feclings O émotons escept
ribhizas which are the stimuly, physical or pérsonal, occasion-
ing mental states, Therr imitatton or representation by
actors make them relishable to spectators in drama.  This is
the very essence of Bharata's concept of Rasz and should not
be lost sight ef in  abstract theorisings  about acsthetic expe-
rience indulged in by several writers in the name of rasz.

Letus ask ourselves whether in our Mfohikdspzs, such
rasz can be felt or explained. Tale the first eanto of the
Kumdraseribhzra We have Kihdisa's fine description of
Mount Himilaya. Now it is a simple parogis-rarrzef. Can
we assert that there is rass in Dharatas sense? If any onc
were to astert so, we should ask hum these questions :—\What
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all concepts in Alankdrafastra, ancient as well as modern It ad-
yuts intellectual 1deas (rasty) and figurative modes {alankara) on
a par with mental states and emotions {rasdds) into the realm
of poetry provided they undergoe the mimmum transformation
through the wmagmation (pratibhd). The poctic process itself
15 searchingly re-defined as suggestion or dhoani to clear the
common misunderstandings of 1t by scholars as :dentical with
primary or sccondary denotation {abhtdh or laksand). Dhvani,
then, 1s not a new concept as such, 1t 15 the understanding
philosophy of all concepts, vz, rin, alaskdra, gura-dose
aucitra, rase, ctc  Even the worst cntics of Anandavardhana,
viz, Bhatta Niyaha and Mahimabhatia accepted the search-
mg analyss of Anandavardhana, while quarrelbng with him
on the sue of the name to be given to the underlying poetic
functien, which 1s umique Though I haie not used the word
Dhoant so long m this paper, all my re-valuation of the diffe-
rent concepts has been from the atutude of dhsamr only, and
I claim no onginality for it

The impheations of such a re-valuation on practical
enticism are obvious Practical criticzsm will have to analyse
potuc beauty inhering 1n form as well content, now taken as
one umt, and now taken m part, under all the different
heads of Alankira, Gune, Rasa etc , and no one analysis would
be complete by itsell To talk of a poem’s rasa as existing
without 1ts slankdra or guna 1s anathema The carler the
analogy of detachable ornaments { harddicadalankFdrak) is shed,
the better 1t would be for practical cnincism  We may talk
of a poet’s failure when alankira miscarries; but not of poet’s
success without a shred of efonkdra or guma. If the truth of
this 15 realised, we could write independent studies of every
Sanskrit poet in as many chapters as we have concepts, to
bring out the success or failure of the poet. Such studies
might put a stop to our cheap imitation of Western critical
jargon and raise the prestige of Indian literary eriticism
itself.
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mav or may notbe a Rasha. The audience enjoys the
feehngs of pleasore and pain in a detached, impersonal
manner and thus the emovment of Rasa becomes a sort
of umversal expenence Bharata, therefore, seerms to be
qute right m not using the word Sthiyibhiva as eguivalent
to Rasa, The aestheuc plearure which has been called
carvang, 1s essential  for Rasa-cipenence  The masterpieces
of Sapclont hterature provide us abumdant food for the
cnjoyment of the mtellectual palate. They provide not euly
sweet products for immediate cnjovient butare also taste-
ful 10 rummate on for the whole of our life  Santknt poetry
s a fountain of pleasure for one’s sohitary mements. I am
never tred of mpresung on our joungmen the pleasures of
Sansknt hterature, as apart from value of the language s a
velocle for Inerary wntings and modern scrennfic termi-
nology

Every wniter of Samskrt pocties has expanded on the
smportance of Sabda or Artha, and <ome have emphasised
therr mter-relation The” simple truth 15 that we camnot
scparate the S3bU3 from the meaping anymore than the
Ardban3rivara »Sx_ga___fmﬂinmi_ Kaldisa has invobed
them  both together , STT3TAR #Y731 IFMzRTEy. The
most  comprehensive apd  acceptable definition of portry
therefore appears 1o be Panditarija’s : oTsARiawET O
FT: and not a hest of other definitions which are well
IioWh, but which leave out one aspect or the other of
good poetry. The use.of_ language with a view excluavely
to beauty —and not for bombast ~or mcaningléss jargon—is
the only_true explapanion of all Alanires. Henee it 35
but Di-cm, used in“its “wide sense.” The Dhvani scheol has
ﬁgbd) dominated the field of literary criticiom ever since
it was propounded by JAnanda-Vardhana and explained in
all its implications by Abhinavagupta  Kuntala could not
convert the later enties to Vakroku being the soul of postry
as it was identified with one of the Alanlaras however much
he tried to male its defnition very penasne.

I may say a few words about the great emphasis Iald on
Pﬂuhbi_ by various writers. No doubt 2 post’s Pratibhi s
of great importance in any compesition. But modern psycho-
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PREFACE

Prinaiples of hterary cnticism is a fas¢inating subject and
a help te understand, evaluate and appreciate a work of ima-
gination. Critics of Sansknit set on to explore these from the
5th ceutury AD. onward and ther search, now more
through modern languages of India mcluding Enghsh, knows
no end- Present work, which offers onginal formulations of
new ideas and fresh mught mto topies of literary cribcasm and
aesthetics, is 2 co-operatwve venture of nearly thurty scholass.
Ideas and principles explained and enunciated here may not
be found ahsolute and commanding umversal vahdity. Yet
we hope, these rcfreshing  reflections will help  better
understanding of the subject. World is coming closer day
by day and one may fondly hope that the ‘twins shall meet’
and give birth to better informed Comparative Criticism which
will be significant addition to departments of comparative
learning like comparative religion and philosophy.

It was op the recommendation of our distinguished
Vice-chancellor, Dr. G S Mahajans, who later very
kindly inaugurated the Semunar, that the University Grants
Commission, New Delht, accepted my propesal to sponsor 2
seminar on “Principles of Literary Criticism 1 Sanskrit”. I am
deeply and thapkfully indebted to him and the Cormmission.
The scmipar was held from 26th  to 28th December, 1968
under the auspices of the Department of Sanskrit, University
of Udaipur. This publication, which bears the same title, is
an outcome of deliberations at the above seminar and consti-
tutes substantially its proceedings.

The papers presented to the seminar have been edited
with a view to achieve some kind of uniformity (where none
seetned possible due to variety of styles). Absolute nmiformity
has never been my aim here (perhaps that could not be
realised cither, due to lack of time and resources at my dis-
posal). Discussion on the papers’, which has been considerably

1 Some of the papers could Dot be taken up for ducusion prumanly

because the authors were pot present and secandanly f
beo y for lack of ume at
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his staff for printing the work m good time. However,
some mustakes have crept in for which I am apologetic to the
readers

The seminar has been a wholly exaiing experience for
us, the participants. May I now invite Safhrdayes to share

our esperience and request the learned cnties to evaluate our
co-cperative performance ?

Department of Sanskrit
University of Udaipur
7th June, 1969

R. C. Dwivedi
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mwefad Rffrane At #3dafE o
{Benedictory verse in the Kivyaprakisa of
Mammata)

Supreme is the poet’s speech which projects a creation,
free from the laws of myoti (desting), comstituted by pure
delight, independent of anything else and charmng on account

of nine (or novel) sentirents.
mafte: wfmeEmat aifgeata dad
Criticism is the sum of all Sciences.
Lesuil Faiee
[Rajasckhara in the Kivyamimimsi]
Literary Criticism in the fifth Feds.

Z wat fcd Tm el @ wlRwd w0
T aaR shritgasiae o
[Bhatta Tauta quoted by Bhatta Gopila
in his commentary on the Kavyaprakasa}
‘Two are the paths of Goddess of Learning, one, Science,
the resalt of intellect; and two, Poetry, the product of
imagination.

wyd mreg wwaly e wToneet
sgerrRed Fravara, qrwh 9

FATHCIIIRATARCGT AR a-
T YragEEnd e n
[Abhinavagupta in the Locana]



SEARCH FOR UNIVERSAL PRINCIPLES OF LITERARY
CRITICISM

{Inaugural Address)
Dr G § Mahajan:

1 I cordially welcome you to thss historie City and also
to the University winch has vet to make history  The City 1s
blessed by nature and hallowed by history

But the University has yet to develop its physical factlities
It 15 therefore not m the usually formal sense but quite sicerely
I request you to ov erlook our shortcomings m making your stay
as comfortable as we should have hiked

2  Sansknt hiterature 15 so vast, rich and ancient that
1t was wise to Lumit the scope of your discussion—as apparently
you mtend to do It 15 tnte to state that as language only
precedes ity grammar, hterature must first exast before the prin-
ciples of criticism are formulated  All languages are expressions
to thought and we see two broad streams—Science and Litera-
ture There was a tune when even scientific subjects hike mathe-
matics and medicine were treated through serse  We have
now reached a stage when while prose has free access to both,
poetry 1s largely confined to humanities—hterature Can you
formulate a rule that the subject-matter of poetry must be non-
scientific ?

The more fundamental question to my mund 15 to investi-
gate which of the now recognised principles of bterary criticism
are absolute, all pervading and common to all languages and
which of these are only relative 2 Human mind is cast i the
same mould, but since nurture affects nature and environment
tnfluences heredity, it 1s an interesting exercise to discern what
15 absolutely natne and immutable

Again we obsenve that humour s peculiar to certain
languages, not so to others  The scope of humour and wat 1s,
to my knowledge, Iimited 1 Sansknt  But Enghsh language
is parucularly sutable for subtle humour. Why ?

3 Times affect the very nature of hterary output  You
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world 1n which the law of cause and ¢ffect ruled with only the
rmunimum of delay even with major opposition  Today Iitera-
ture mms at keeping close to the contemporary society and
takes upon itself to depict its problems and deals with them
But hife in 1ts short-term duration 15 fizll of injustices, trmumphant
vice and unrequuted virtue. And therefore hiterature turns to
tragedies One of the dramaturgic presenptions of Bharata u thus
throun overboard

6 Take agan the doctrine of the three Unities  Here at
any rate, one thought, there 1s something which 1s absolute  But
expenience reveals that the success of a play 1s quite independent
of this doctrine  In fact, 1t will be found that all dramatists of
note have discarded the wunmtes-doctrine Shakespeare, for
example, is no slave to Umty of Time which he violates conspi-
cuously 1n the Winter’s Tale by mtroducing an interval of 16
yeats between the 3rd and the 4t Act Kilid3sa, too, 1 his
Sakuntali, introduces an mterval of at least 5 years between
the 7th Act and the earlier ones  OF course, other things being
equal a dramatist should prefer & short to a long duration for
the action, so as to make the spectacle for the play as close an
imitation of real Ife as possble A well-constructed drama
makes us feel for the trme as 1f the events represented were really
taking place  The effect of a play upon the audience Targely
depends upon the success with which this ilusion is kept up,
and long mtervals of time tend to destroy this illusion, because
they remund the spectators that they are looking not at real
events, but at a scemc representation  Then agamn 1f the times
of action are shortened the retmibution for vice and reward for
virtue are rendered more 1mpressive  If they are delayed, the
effect is lost

7 Next, what about the subject-matter or, 1f you like,
the plot? Does Bharata have any dramaturgic prineiple for
this 27 Should a plot be origmal or can jt be borroned ? Detec-
tive stones _and thrillers . mostly depend 58 the Griginality
of l}:_c_plot. Agatha Chnstie has wrtten oser fifty books
but each has a new plot;never Used before or by any one !
Shakespeare and Kahdisa on the other Land “olicn Treely
borrgwed mateial from Rustory and mythology  This fact,
however, does not detract from t the pieceof art, because merit
Lesin their handhing of the material




SANSKRIT CRITICISM AND CONTEMPORARY
LITERATURE

(An extract from the Welcome Speech)
Dr R C Duiedr

The renowned scholars of Sansknt Criticism have shown
great favour to this young Untversity Department of Sansknt
by accepting all hardships of journey in winter to attend the
Semunar n this aty of lakes, not so well connected by trams
Your affection and generosity shall be sole refuge of our
tnability 1n making befithng arrangements for the scholars of
your age and fame My awareness of organisational limitations
does not behttle my sense of pride and joy at your distinguished
wistt It rather waxes to find that not only pre-eminently the
scholars of Sansknit but also of Hind: and English have found 1t
nteresung to actively associate themselves with the Setninar.
This reminds me of the famous ine  gEgreafiaRe s ~zfy
\-ﬁﬂar:(. Your parncipation, I am sure, will naugurate
comparative stuches of the Prineiples of Laterary Cnticism in
Sanskrit in depth  In the past ages Sansknt was the natsonal
and composite velucle of iterary and eultural consciousness of
the country It systematised, conserved and transoutted the
mtellectual movements of the country. The hterary tradition,
which originated with the Janguages of the masses~Pal, Prikrta
or Apabhraméa-—was cntically evaluated by the Sansknt
dlankinkas, It 1s not surprising therefore that many original
works on poetres are full of :llustrations from the Prakrt  The
movement of Bhakti was sumilarly popular mn 1ts ongin - But
1ts philosophy was constructed :n Sanskrt by Rimanuja and
Cautany, hus followers Rapagosvinun, Jivagosvamn, and by
Macdhusiidana who expounded the principle and phulosophy of
Bhakti Rasa Jamism and Buddhism omginated as popular
movements expressmg their farth in local languages But gt
was not very long after their onigin that the religion, plulosophy
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past the Sansknt Achbaryas never failed in appreciating and
judging the hterary mood of the people who expressed themse-
lves in the 1diom of the day The scholars of Sansknt enticistm
will no doubt revive the old traditton of understanding and
evaluatimg the modern Praknts—Hmd: and others, and if peed
be evolve new canons of Iterary enticism  Dandim, Mammata,
and many other dciryas did not ignore the Lterature in  the
people’s languages, nor will the distinguished critics partici-
paung in the semunar  This may open up new hortzons and
lay the foundations of new canons of hterary cntcism I have
ventured to make some observations, it was but irresistible in
the enhghtened presence of so distinguished Aciryas here
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Ietter as a unit of such sound 15 the smallest constituent that the
objectn e analysis of a poetical work reveals It shows (1) that
the letters are distiegwishable from one another because of the
distinctive sounds and defferent effects, pleasant or otherwise,
which they produce or the sense of hearmng, (1) that they
enhance the excellence of poetrs because of their harmony with
the suggested emouon, () that recurrence of the same or
sumlar sounds 1n a composition, constitutes vanous figures of
speech, such as alliterauon, and, therefore, has ornamental
value m beautfying the piece where they occur, (n)  that
their distiner sounds have exaiting, softening, or neutral value
(Dipta, Masrna, Madhyama) to the mind or heart of the
hearer, {v) that the use of words containing letters of a parti-
cular sound-quahty helps in the arousal of a particylar aesthetic
emotion; (vi) that even a letter can suggest an emotton, (vit)
that often 2 skilful choice and arrangement of words, made up
of letters which kave a parucular visual form m wriung, makes
a wntten verse look hke a swerd, a drum, a lotus, and so on,
because of the visual shape of letters and thus giees rise to pic-
torial poetry (Citrakdvya}

THE DISTINGUISHING MARKS OF POETRY

Poetry 15 a set of well-connected meaningful words which
constitute, as 1t were, 1ts body  But such a set is also used for
the ordinary communication of sdeas m daly transactions, as
weil as in saenufic and philosophical works  Metrdeal form
canrot be looked upon as the distngwshing mark of poetry,
for 1o India even the works on technical subjects are wntten
in that form. A quesuon, therefore, arses - what is it that
distinguishes poetry from common speech ® If1t is said to be
the beauty or attractiveness of words a further question arses-
what js 1t that males them attractive » It cannot be said that
attractiveness is due to the presentation of an attractive set of
cvents or of a complete aesthetic configuration, technically
called Rasa, for a detached stanza, presenung a single idea, 1s
also called poetry  The reply is that 1t is the presence of six
essentials, which are called principles from the pount of wiew
of the entte, and the absence of defects, counted under the
fourth, that disunguishes poetry from common speech.
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refers to the view about the externality of embellishments as
that of “others” (Pare} and discusses forty-three embelish-
ments, mamtaiung them to be characterisuc marks of poetry
and including tn hus list most of those, menttoned by Bharata.
He did se because he tooh the word Alankiira, notin the sense,
sigmfied by the Epglsh expression ‘figure of speech’, as it 1s
usually translated, but 1n 1ts literal denvauve sense, meamng
“that which gives sufficiency” (Alam Larou} In the context
of poetry, therefore, accordmg to lum, 1t means “‘that which
gnes sufficency to a compositton to be classed as  poetry
Taking the word 1n this sense, he idennfied charactenstics
(Laksana) with cmbellishments (Alankira) and asserted the
general charactensuc of all types of poetry to be 2 twrn or
twist (Vakrata) that a pocuc gensus gives to words and mean-
mgs. He beld this turn to be the characterstic of all embel-
Lishments

Bacon seems to echo thus very 1dea when he says that the
poet distorts nature.  As an ¢mpurcst he means by nature the
matenal world, the sum total of all that 1s percepuble. He,
therefore, finds that works of poetic art present the objects of
nature, not i the form m which they are directly precepuible
through the senses, but in such 2 form as 15 different from
what exasts 10 nature, though sumilar to it, so that it cannot be
thought to be simply a copy of what is already there in nature.
Accordingly he does not agree with the naturabstic view that
poctry 1s characterized by close adherence to nature, by faithful
presentation of narure as st On the contrary, he holds that
poctry Is distorted nature.

THE WIDER MEANING OF ALANKARA

Subsequently, however, the particular derivatne meaning
of the word Alasikira wasignored, and 1t was used 1n the popular
comentional sense of ornament or figure of speech. Conse~
quently the number of Alankiras continued to increase from
the forty-three recognized by Bhamaha, who amalgamated then "
cb:xmctcmuc:, embellishments, and some of the qualies, to <
one hundred mwenty-four, in the hands of Appayya Dikgita
{uxteenth cearury; A D), and gave rise to excessnely orna-
mented postry.
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position, the former belong to the whole, ke the beauty of
a girl, whereas the latter pertain to a part only, like a bracelet
to an arm, and accepted only the three qualities which
Bhimaha had recognized Tz N
IV DEFECT Defect (Dosa) 1s that which dimmshest
the excellence, attractuiveness, or value of a work of art A&
cording to mam,ipoeuc defects are ten cxrcum!ocutian,}
superfluous expression, uTelevancy, want of sigmficance, un-
refined expresston, tautology, want of synthess, llloglcal}?y,
hiatus, slang Mammata {lith century, AD ) m his Ki"}?‘l_
Pralisa, Ch VI, deals with poetic defects in very great detat!
In regard to defects 1t may be pomnted out that defects)
are not necessarily always defects  This view was clabcratsT \
prop‘oundcd by Abhmavagupta 1n his mmportant work, th
Puriiraovicara,  winch 1 now Lnown from references only,
but whick 15 referred to and quoted in the Ghatakarpara Kulaka'
Vavrt, wntten by him
There are very few poems which present so many problc;ns ,
as does the Ghatakarpara Kulaka Iis authorstup is one of
the most diputed pomnts  Some regard 1t as a work of poet
Ghatakarpara But Ablunavagupta helds on the basis of a
persistent traciuon, current among his teachers in Kashmir,
that 1t is a work of Kilidasa and that it is an excellent poem,
without the least blenush, that the use of Yamaka in 1t does
not diminish but enhances 1ts poctic salue.
e % 71 warwta Fifew sft @ty 0 9 9 o
TRl FSTIAT et THasty geinshy agear 1 gfy
ag 7
ﬁi&f‘?ﬂl'@ﬂl"\"«‘ﬁﬁ"!ﬂi'@‘ﬁ@n
g @wEAA Wt QT fred
= 7 &3t A o gE
frersrrafagnay afer n i
~V. Sule (Riu). Syle is the mode of arranging words,
~ according to their sound and meaning values, so as to present
the poet’s ideas effectively in harmony wath the central theme
—something like arranging different parts of the hurnan orga-
nism in 2 picture. There are lﬂgrnpgnig_gd styles, based on
the study of peetry of difierent regions Berar, Bengal, Ulttar
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V1. SUGGESTION (DHVANI)} Suggestion, 1e, the
suggested meaning, ig, 15 calied Dhvan: because 1t 15 connected with
the symbolic or conventonal meamng yust as the echo 15 with
the ongun}, sound of a bell, tolled in 2 temple Just as the rise
of the echo depends on acoustic conditions, which are due to
the constructon of the temple, so the nise of the suggested does
on the subjectve elements which constutute the personality of
the aestheuc mdividual. Dhvan 15 also used for conyventional
symbol and comentional meamng from which the suggested
meanmng arsses, for the power of word that 15 responsible for
the arousal, and for the composition that contawns such a
meammg

Discussion on the various problems connected with sug-
gestion, such as disuncuon of Dhvant as a power of word from
other powers, primary, secondary and impheatse , and of
Dhvam as a meamng, different from other types of meaning,
recognised in the learned circle, presentanon of the psycholo-
gical conditions, necessary for the rise of the suggeted meaning
and refutation of the arg ts aganst the acceptance of
Dhvani, such as these advanced by Mahimma Bhatta and
other opponents, need more space than can be guen in the
course of this address Suffice 1t to say that it is one of the
most essental elements of poetry and a literary entic has to
satisfy humself that the Lterary work under cnnietsm, has got
this element before ke judges it to be of the highest type.

VII  RAS\A : The word signifies aesthetic configuration.
It 15 used for the aestheuc “object as well as for the aesthetic
experience, got from it, becauic the constituents of both are
the same. As found in 3 drama, thev may be classified as
follows ¢

(i) The situation with 2 focal pomnt which the central
figure, the hero of the piece, faces, (1) the basic emotion that
1t arouses in the hero ar and that which the pcrsanahty of the
tero arouses sn the human focus of the situation, (uf) transient
emotions which arise from the basic emotton, like waves from
the sea, and merge back intoat, (iv) physical changes, which
are consequent on the rise of an emotion, both involuntary,
such as hommpilation, the blush, and voluntary, Iike the move-
ments of hands and feet.

The aestheuc object I not a mere justaposition of these




Seven Principles of Literary Cribictsrm 17

and is free from all defects, with the sou!, which is their enli-
vening prinezple and 1 the absense of which the body of poetry
with all its ornaments etc is like a dead body But Dhvani,
in the sense of that which can be only “suggested and can never
be presented in conventional terms, 15 :dentical with Rasa
For Rasa 1s admutted to be suggestible only  Thus, there 15
complete agreement between the two statements which seem
to contradict each other Kivyasyitmi dhvamh and Vikyam
rasitmakam Kivyam

(v} Conclysion

Looking at aesthetics as philosephy ef mdependent arts,
T have referred to the aforesaid seven pnuciples as  aesthele
catzgaries, in some of my wrtings  Here, however, I call them
principles, because I am dealing with them, not from  the
point of view of a phlosopher, but from that of a entic, who
looks at a work of poctic art from the objective point of view,
to find out if it has got the recogmsed essentials in order to
pass a judgement on it, on the basis of the experience that they
jointly arouse in hsm ‘Those prineiples compare well with
those, discussed by J.A. Richards, the title of one of whose
books is the same as of the subject of the present Seminar, je.
Principles of literary Criticism; as well as with those propoun-
ded by F. P. Scott, who talks of five approaches to lterature
(Y) Aistorical () socfolagical (3) rorclste (theologiwcal)  ($)
enthropolrgical or arehuypal  (3) formal or structural; T § Ehot,
Mathew Arneld ctc. They are being discussed 1o my Come.
parative Aesthetics Vol 111, Aesthetics Indian and Western.
A detaled treatment of these seven nrincinles in a differens
manger is to be found in Comparative Aestheties Vol. I, Indian
Aesthetics and in the Svatantra Kali Sistra Part I, Bhiratiya.
Leamed friends, desirous of knowing more of them may refer
o thern.
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actions (krtinukaranam) The Dasariipaka (I, 7) defines this
imutation n a shghtly different way by calling drama an
mtation of a state or condrtion (avastha) which led Dr Keith
to make the wnaccurate remark that “mn the sdstra it 15 a state
or conditrton, 1n Amstotle 1t 15 action, a distinction absolutely
1 accord with the different genmuses of the two peoples 't
The fact 1s that in the sistra action 1s as much the object of
imtation as in Amnstotle Agam the statement of Anstotle
that tragedy 1s essentially an imitation not of persons but of
action and hfe, of happmess and musery?, agrees n substance
with the staternent of Bharata (N S Ch I} that when human
nature with 1ts joys and sorrows 1s depicted by means of re-
presentation through gestures and the Like 1t 15 called drama
A very important rule observed by the Greek tragedian
consists of the three umities The most important of these
umtes is the unity of acton  According to Arstotle the unity
of plot 1e¢ acton does not consist, as some suppose, 1In its
having one man as its subject An nfimty of things befall
that one man, some of which 1t 15 impossible to  reduce to
unity; and wmn lke manner there are many actions of one man
which cannot be made to form one action  The truth s that
just as in the other imitative arts one mutatron 1s always of
one thing se in poctry the story as an mmttation of action must
represent one action, a complele whole, withils several incidents
so closely connected that the transposal or withdrawal of any:
one of them will disjoin and dislocate the whole Now a:
whole 15 that which has begining, middle and end A well:
constructed plot therefore cannot either bemn or end at any”
point one hkes 3 The umty of action 15 of no less importance '
in the Indian drama Whereas Arstotle divides the acnonﬂ
1nto three stages, Bharata divides it into hive stages, viz_firambha :
or beginmng, prayatna_or_effort, p'r_ﬁp_g:iwsé;z possibility of
attainment of the object, myatipu or certainty of attainment-
and finally the phaligama n?fz_-u_l_tion_ There are bestdes five
clements of the plot viz the bijja or germ, the bindu or drop,
the patika or episode, the prakari or incident and the kirya
or denoument. Based on these parallel scts is a third dn.'[;smn

1 The Sansknt Drama 35
2 Arnstotle, p 39, R
3 Anstotle, pp gomgz
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element 8 tacle_which according ta Anstotle 15 the least
artisuic of a!%e parts because the tragic efiect 15 quite possible
L without a public performance and actors and besides the getting
up of the spectacle is more a matter for the costamuer than the
poet?
These clements are mentioned by Bharata also  Accord-
g to Bharata, the plot or itvrtta 1s the body of the drama and
1s of two kinds—the principal or ddhikinka and the sibudiary
or prasangha (N S Chapter, XXI) These two are, how-
ever, not exclusne. The prinapal plot is essenual o every
drama, while the subsidiary plot may or may not be present 1o
a drama The characters are divided by Bharata, like Ans-
totle, mto three categones according to ﬂm:nr_imhm or fila 1 c.
puttama or hﬁ’?ﬁ'&ﬁyama or middle and¥idhama or low.
Bharata unhke Anstotle also postulates feroes of four types They
st all be dhira or selficontrolled but they can be distinguish-
ed as udatta or exalted, $inta or calm, lahta, or hght-hearted
and uddhata or haughty (N § Chapier XXXIV) The
element of thought by which Anstotle no doubt means dia-
Joghe s called pithya by Bharata and 15 traced to the holy
Rgveda atself (N. 8. 1, 17) Corresponding to the element
of diction mennoned by Aristotle we have in the twenty-second
chapter of the Natyadistra mention of the four styles winch a
poct may adopt m gadmmauc compostion  They are  the’,
}iamki or graceful,Ssattvati or grand, ;airabha;i or violent:
andYbhirati or verbal. Like Arstotle Bharata also regards
squg 2s the greatest of the pleasurable accessones of dr2ma denv-
ed from the holy Simaveda itself (N.S. I, 17). Bharata adds
dance and instrumental music to song as pleasurable accessories
aof a drama (N. 8 Chapter XXVIII). The fundamental
difference between  Aristotle and Bharata, however, 13 with
To the element of spectacle.” While Anstotle regards it
as the least artistic of ¢ parts and strangely enough con-
niccts it with the costumuer alone, Bharata regardsit  a most
irpportant dramatic element which he traces to the holy Yajux:
veda (N 8.1, 17). Infact the very designation of drama in
Sanskrit as dréyakivyz or a poamn to be seen shows the impor-
tance of spectacte’ Moreover, spectacle is not connected with

3. Arsiotle p 39
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in separately in the parts of the work, in a dramatic not in a
parrative form, with mcdents arousing pity and fear where-
with to accomplish 1ts catharsis of such emotions! This
catharsis is no doubt very much the same as rasa. Aristotle
clearly says : {‘Though the objects themselves may be painful
to_see, we delightfo view the most realistic representation of
them 1a art.™  Accordmg to Indian wnters also a poem or
2 drama gives a spmitual joy to the reader and even when 2
person 15 shedding tears on reading or witnessing a pathetic
quote Bharata  Just as well-disposed persons while eating food
cocked with many kinds of spice enjoy s taste and attain
pleasure and satisfaction so the cultured people taste the durable
psychologcal states while they see them represented with words,
gestures and involuntary states and dernve pleasure and satis-
faction” (N S. Ch VI).

The question arses whether pity is the only sentument
according to Anstotle which a drama arouses The answer 1s
that so far as tragedy 1s concerned pity 1s certainly the predomi-
next sentiment. ortunately the second part of Anstotle’s
Poctics 10 which the nature of comedy seems to have been
discussed is musung. But we can presume as Ross has nghtly
observed that comedy was probably described as effecting a
purgation of the t:ndmc\y\ to lagg?ter as tragedy does of pity
and fear? The bhayinaka and “raudra rasas of Indian wrters
an poetis-are 2lso unted at by Anstotle when he mentions
far and?ﬁé’_ef_ along with pity as bewng aroused by the element
of thought tn a drama.! Whatis, however, surpnising is that
Aristotle_does not make any mention of what Bharata and his
followers regard and what really are two of the most important
of sentiments viz the erotic and the heroic.  Surely 1fa tragedy
caiises pity and a comedy causes ldughter, an erotic play causes
the blooming or_vikisa and a”heroic play the exaltation or
vistdra of the heart as the Indian writers on po?ugsayﬁ

We would now take up for discussion two elements of

Ansotle, p 33

Arstatle, p 29

WD Ros—Arutotle p 250
Arstotle p 66

Dafaripaka, IV p 4344

G-
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back}™ Judgmg from what Anstotle says, are not the
most famous Sanskmt Nitakas, prakaranas, vyayogas, and
Anlas the best examples of Tragedy ? Let us take the greatest
of Sansknt Prakaranas, the Mrcchakattka The machinations
of Samsthinaka, against whom Cérudatta cherishes no
animosity have succeeded in the sentence of death being passed
on the innocent Carudatta for the murder of Vasantasenz
This musfortune 1s partly due to Carudatta’s mnability to
defend humself However, the discovery of the fact that
Vasantasend 15 alne 1s made in tme to save Cirudatta from
execution One of the most famous of the Sansknt Natakas 13
the Mudrirdksasa We meet wath a simdar situation m this
drama The noble Candaradisa 1s being taken to the place
of execution because he has incurred the wrath of Cinakya
for giving shelter to the farmly of tus fnend Raksasa  Just
-then Riksasa arnves and accepts all the terms of Canakya
so that his fnend’s Lfe may be saved  Another famous Sansknt
Nitaka 15 the Venisamhira  Here we find the actual situation
of a brother mtending to kil his brother but withdrawing in
tume, In the sixth and the last act of this drama Bhimasena
after killmg Dury odhana goes to meet lus brother Yudhisthira,
As he is besmeared with blood from head to  foot he is not
recognized by Yudhisttura whe mstaking lum for Duryo-
dhana sishes to crush um to death  Just then Bhima speaks
and is recogmzed and everything ends happpily. Among the
Vyayoga type of dramas the most famous 1s the Madhyama-
vy3yoga of Bhisa. Here we have the situation of a son trying
to lill s father unknowingly and prevented from domg so
by his mother who ammives 1n time to tell her son that the man
whom ke wanted to kull was his own father Another of
Bhisa’s drama the Urubhanga belongs to the type called
utsrstikinka Here we find the actual depiction of the death
of the here Duryodhara.

Aristotle  unfortunately has said very httle about the
comedy. . But from what he has said it ts clear that the Sansknt
Nitakas and Prakaranas cannot be called comedies, The
chafacters of-thc-comedy are thus-desitibed by Anstotle: ““As
for comedy 1t is an wmitation of men worse than the average;

5. Anstotle, pp 5354
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it 13 chscovered only in the last moment that he 15
mnocent.

" Pandey : You have put forward m your paper that

“‘Catharsis’ 1 no doubt very much the same as
‘Rasa®> Now the word catharsis sumply means
‘punification’—t ¢  punification of sentuments which
wmplies that they should be brought 1o the mran—not

~too much, not too hittle, whereas Rasa 1s a har-
motuous union of Vibhiva, Anubhava etc like 2
nicely blended syrup (panakarasa) There seems to
be, thercfore, almostTio similanty between the two
Bhargara  Yes, they are not exagtly the same. But I
~ ™" see the sumlanly m the fact that both of these
elements, the punificatton of the senuments
(catharsis)  as well as Rasa lead to spirtual joy.
Pandey,  But Amstotle nowhere talks of spintual joy.
+Catharsis 1s smply a physical processof punfica-
uon
Dugreds : Accordng to Anstotle Pathos 13 the main

. sentiment of the drama whereas you said we
admit nme chief senpments reducible to four.
But Bhavabhiin, just, too hike Anstotle, admuts the
Pathos to be the only sentment. (tr )

Bhargaza : This statement of Bhavabhiti 18 true of

[ Uttara-rimacania only, Even huis other dramas
" do not follow this maxim. Thus may notbe vahd
in respect of al] Literary creauon.

S. Makajani : Accordmg to our defimtion, Comedy 15 2
drama which ends well. And as such when a
person contemplates a deed of viclence but draws
back in time and the untoward u:r_xdentu averted
it_is Comedy and not tragedy. e

L Bhar_gn:a : From Amstotelian point of view this is not a
Cemedy but a mgea') pure and mimple.

5. .\In]-.a_;m : Well, thatis a question of definition, that
wav many of our Comedies will be  tragedies !

iant Jautly ¢ If only that s tragedy “whére the assalant
“drawy back in time” then no Shakespearcan
Tragedy could be a real tragedy.



AN ETYMOLOGICAL NOTE ON THE WORD
ALANKARA

Dr G C Tnpath

Accordmg to the famous lexicographer Amarasimha, the
word alam has three different shades of meaning It can denote
(a) bhisana 1e_to adorn—mn this sense 1t 1s always assoctat-
ed 25 a nominal suffix with the verb kr—(b) vdrana 1¢, to
fgrbid-used as an adverb with 1nstrumental case and (c)
paryipta ie to be sufficient—Pier also used as an adverb in

which case the use of dative 15 prescribed by the granmnanans

As is well known, the word alankira in Sansknit means
ornament and in poetry 1t 1s used as a terminus technious for
those factors which enhance the beauty of the poetry namely
the figures of speech  But if we go back to the beginnings of
Sansknt Poetics we find that the word alankira-sastra 15 used to
denote the science of the Poettes atself of which the figures of
speech form but a small part. The word alankinka 1s used
for a person who 15 well versed in Poetics, besides, of course,
the comparatively recent meammng of a persen, who attaches
foremest importance to the figures of speech i Poetry

1t 1s a common belief that the onginal meaning of the
word alankira is ornament and also 1n such expressions as
alankira-Sastra or kivydlankira the same meaning is reflected
with a slightly different shade, meanng ‘“‘the science of that
particular element whick adorns the poetry in some way or
the other” and as such the word alankira in its breader sense
comprses everything which forms part of the poetry

But in my humble opimion the word alankira in the
older expressions like kivyilankira or alankira-$3stra has a
considerably different shade of meaning and 1t should not be
confused with the word alankira meaning ornament or the
figure of speech.

To understand 1t let us look at the etymology of the word.
Coming to Rgveda, the very first thing that we observe is
that the sound J in alam is a later vanation of the original r
Hence we have the word aram instead of alam and though we
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appropriate, proper, apt (eg wn the sentences like—it does
not fit you, tt 1s not fit for a gentleman etc ) exactly m the
same way the adjective *ira’ m Rgveda comes to mean fit,
sufficient, appropniate, proper, apt, swtable etc The word
arimati simply means ‘proper thinking’, ardmanas=proper
or becomung of thought 1e according to thoughts

The nominal prefix aram which 1s added 1 Rgveda not

only to the root kr as 13 the case m classical Sansknt but also
to gam, and bhil 1s 1 fact an adverb which has developed itself
from the accusative singular of the adjective “ira’ Itis no
more dechinable since 1t has got stffened like so many other
adjectives as eg Varam (Varameko guni putrah) which are
used 1o their aceusative singular form as adverbs

The combmation of aram with root kr occurs at five

places :n Rgveda and almost everywhere 1t means “to do the
fit or the nght thing’, to treat in an appropriate manner, ie.
to worshup or even to serve 1 am giving here all the passages
with Geldner’s translation .

1 yah svayam vahate so aram karat. RV 5/44/8
“He who carnes (her) by himself does the nght
thing .

2  yathi widvai aram karat visvebhyo yajatcbhyah 2/5/8
“So that the wise one (Agm} may do the nght thing
to all worthy of sacnfice ”

3 aram krovantu vedim samagatum indhatim purah

w X 1/170/4
They should prepare the veds rightly”

4 ¢hi manur devayur yyjiiakimo aram krtyi
“Come O Agni, Manu wants to sacnifice to gods,
having set cverything nght ..,..”

5. aram diso na milhuse karint
aham deviya bhiirnaye anigih 7/86f7
“I as sinless would serve {or worship) the angry god
as a slave serves his master *

Besides these verbal forms the word aramkrt—a root noun

with aram—appears four times in Rgieda  (L14 5, 8110,
8510, {357.3) 1n the sense of the *“‘one who rmakes proper,
appropriate, scts right” ete,

The word arankru is used but opce in Rgveda ie, in

7j29/3  Vasistha says to Indrma @ *k3 te asti arankpnh
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In wview of the above discussion the development of the
meaning Bhiisana or ornament hardly needs an explanation
The word ki3ra 1s to be taken in an mnstrumental sense—
“through which 15 done” The objects through which the appro-
priateness {of form or appearance) 1s achieved 1s alankira
And as Beauty 15 only another name for Perfection born of appro-
priateness, an alankdra 15 a means to perfection or m other
words to beauty.

Discussron

V' Venkatachalam I just want to point out that our Rhetoricians
have not mmssed the meanmg suggested by Dr
Tonpath: 1n his paper The suffix ghai can be
used 1n bhdza as well as in karana g7 = WFTTOUAY

In bhdra-myutpath the meaning of the word
alankira would be ‘beauty’ and not “instrument
of beauty ** The first Satra of Vimana is ®i=a g7
aarrae and just after that he says ; qﬁﬁ—ﬁq;rﬂ{‘

It shows clearly that Vimana had all the
prnaples  which beautify a poetic work in view
when he gave his book the title of the Kavyalankira
(-sdtravriti) and he has gnen due treatment to
all of them

R € Duwed: : Bendes the shade of meanmg suggested by
Dr. Trnipath: 1n the paper the word 1s found to
be used 1n other senses also  For example 1n the
Kausitaki Upanisad the word Alankira has
been used 1n the sense of competent or elaborate
language It seems that in Buddhist circles the
word came to be established in this very semse as
1s evident from 2 reference by Subandhu 1o his
Viasavadatti : mqﬁﬁfm|qu, where
Alankiira occurs in the sense of ‘graceful approach’,
or *Art of persuasion®  This compares well with
the concept of the Greek rhetories May T suggest
it to Dr. Trpathi to probe further this wse of the
word Alankira to find outits connection wath the
Regedic aram ete.



THE INTER-RELATION OF THE KAVI AND THE
SAHRDAYA IN SANSKRIT LITERARY CRITICISM

V Venkatachalam

The question of what makes a poet has been discussed by
Sanskrit cntics from Dandin onwards  The three factors that
together go to make a poet as enumerated by Dandin have been
repeated 1 more or Iess the same form by subsequent writers,
though some of them hate singled out Pratbhi as the factor,
par excellence But when we look up to these very sources for
their views about what makes a sahrdaya, we are disappointed.
We find that no writer has ever attempted a scientific treatment
of the equpment of a sahrdaya  Beyond random references to
the sahrdaya and his pre-eminent place as a determunant factor
of the various facets of good poctry, no clear statement of the
nature of the sahrdaya is to be found 1n the earlier writings,
Iet alone any discussion of gz3aqdl7 on the lines of ity

As against this, sanskrit literary cniiesm  has dealt in
extenso with the quesuon of the aesthetic experience of the
sahrdaya, in a manner that has almost no parallel in any other
language. WWhereas on the plane of experience, the sahrdaya
has received such preferential treatment from the entics, the
poct appears to have been relatnely ignored. The creatve
mental process of the poet, which expresses itself in the form of
poctry has not been sumilarly analysed

These deficiencies apart, no integrated or comprehensve
study of the inter-relation of these two concepts of kavitea  and
sahrdzzica has been made by writers of Sanskrit eriticism or by
modern exponents of their theones. The present paper is an
attempt to bring together at least the more important ones of
the scattered statements of the critics on the nature of the kavi
and the sahrdayz with a view to review this question of the
inter-relation of the artist and the art-cntic from the stand-
point of sansknt literary enucsm.

1 first take up the famous foka-floka equation which
throws a flood of light on the psy chological state of the poet when
heisin the ereative mood. This equation hinted at by Valmiky
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noineur’s appreciatne mood It is Ardayasamedde—panty or
communty of hearts leading to 1ts total merger (tenmayibhiva)
with the object before hum—that 13 the real govermng prnciple
of sabrdayafea and Abhmava expressly affirms that the poet
shares this krdgpasercdds durmg his creative moments. This
leads us to the logical concluston that the kavi 1s a sahrdaya first,
before he becomes a kave.

Two questions anse here  First, whether the poet's
tasirabhaca and hus koyasrst ave co-eval or the latter follows
the former. It is difficult both ways  If we were to say that
he creates when he 1s actually m his emononal ecstacy 1t will
strike at the root of rasinubhave wself, which consists in an
expenience of sheer delight, which banizhes all else from the
province of s expentence.  If we say that the flokasrsiz clearly
follows the fotdrubhff, this will amount to saymng that the
poct does not create when he 1s 1n the creative mood, but after
it. Ths again will be self-contradictory

The correct pouton is : the poetic Creauon comes after
his rardnubhara.  As for the apparent contradiction invelved in
this it may be resolved by an explanation analogous to that
usually given to explam the sequence between Frqidans and
wEgaT.  The sequence though present is not felt and the
creation and the creatve mood, therefore, appear to be
simultaneous (314 @ A%t Fox WoiFn 1 2nd frawisfy =
a TERI).

The second objection is of greater consequence. If the
raental state of the kavi in his creative mood and of the sahrdayz
in his appreciative mood are both identical ; hoth being the
same rasinubhava, there can be no rational explanation for
the fact that the poet creates whereas the sahrdaya does not,
In other words, if the transmutation of feke into Karumarasa in
the heart of Valmiki burst forth in the form of poemry, why
should not the identical transmutation of foks into Kenmarasa
1n the kearts of the pumerous sahrdayas not find similar ex-
presion? It is, therefore, essential to differentiate  between
the aesthetic attitudes of the kavi and the sahrdaya, There
are, in fact, Sanskrit eritics, whe have drawn such distincuon,
Rijatekhara, for instance, speaks of two different kinds of
#rendki, the creadve, with which the poet is endowed and the
ecstatic which is the gift 10 the tahrdars Thouoh he exfae
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definitely cannot subscmibe to thais view, which divests the
poet of the essentially-emotonal stuff of which he 15 made.

Apparently, Abhmnavagupta seems to hold that theugh
there is no quahtatve difference between the creative and
appreciative rasdnubkava of the poet and the sahrdaya, there is
a quantitattve difference When 1n the creatve mood, the
poet’s “fine frenzy’ 15 considerably more mtense than what
usually characterises the aesthetic expenience of the sahrdaya.
The metaphorical image of 2 jar filled with a fld 1ncapable
of helding any more and resulung m an overflow, which he
has employed 1n the context to describe the poet’s heart,
suggests precisely this fundamental difference between the
rasdnubhara of the creative mood and that of the normal appre-
crative moods The words of Hrdayadarpana quoted by him 1n this
context that unless and until the heart 13 full with rasa 1t does
not let 1t out, make Abhinava’s mind still more ¢lear. That
Abhinava subscribed to grades m the rasanublova 1s evident
from lus statements in other contexts too. Thus, the ultimate
position accordmng to this view 15 that the kavi and sahrdaya
share the identical rasdnubhava 1n their creative and ecstatic
moments and are quite at par in this respect, except that the
poct’s expenience is a whit supenior, quantitatively, to that of
the sahpdaya. WWhen this subtle disanction is made, the con-
clusion previously reached that the kavi1s at bottom a sahrdaya
and that there 1s no basic distinction 1n their mental attitude
becomes quite secure. Putting the same conclusion in terms
of mathemancal terminology, we may say that the kavi-sahr-
daya equation follows from the foka-floka equation of Ananda.
vardhana as 1ts inevitable corollary  Thus the foka-floka equa-
uon, properly analysed and interpreted, provides a very inter-
esting peep-hole to study the views of Anandavardhana and
Abhinavagupta about the inter-relation between the kavi and
the sahrdaya.

So far, 1 have tried to show that the kavi is a sahrdaya.
Now locking at 1t from the opposite angle, can we hkewise say
that every sahrdaya is basically a kavi and that sahrdayetre
imphes fundamentally kavitca ? My answer to this question
is—though it may appear somewhat unusual, and even a bt
revolutionary—that we can equate the sahrdaya too with the
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Let us take the example of another fine art, Musie. In
this case, a vocal singer who weaves the fabric of melodies of a
particular rdga 1s the creator, corresponding to the poet, who
weaves hus fabnic of words  The sahrdaya m the case of Music
is the connoisseur who has a tramed ear for music and whe
with his Ardayasamrdda, shares the ecstasy of the melodious
muste along with the vocahst The sahrdaya, mn this case,
has a thorough knowledge of the nuances of the raga, its notes
and cadences and can, in fact, survey the whole scheme of the
riga within s mmnd and recognise the most mnute Iapses
i ats reproduction by the singer While hearmg the riga
being rendered, he antiipates the musicaian and creates the
whole fabric of the raga within fus own mind That the con-
nowsseur of music mentally creates or recreates the entire
scheme of the rdga more ot less simulteneously with the singer
is too patent to need any argument But if he 15 asked to
render vocally the riga by himself, he would plead inabihty.
It would not be mappropriate 1f we say that he sings in hus
own rund, which amounts to saying—absurd or self-contra~
dictory as 1t might seem—that he 15 2 “mute” singer ! Ths
mental creation of musical melodies wall become more evident
1f we take the case of an Instrumentalist, who s not a vocalist
The Instrumentalist reproduces the riga through the cords of
his mstrument, what s vocal cords dare not attempt In
this case, 1t 15 crystal clear that he creates the entire scheme
of the riga in s mind before transferring them to the mstry.
ment. These mnstances from Music should suffice to  show
that the sahrdaya in the case of poetry too creates the poet’s
world 1n lns own mund and it is this re-creation that 1s the
real source of hisdelight  Ifthesahrdayain Musie isa “mute®”
sunger, the sahrdaya in sdhitya 152 “mute” poet—a gg =fy.

It 15 interesting to note that the well known Boctcss
Viypka of Karnitaka, while paying 2 tnibute to the sahrdaya
refers to lus silent expression of the poet’s ideas, which practi-
cally amounts to saying just what I have said, namely, that
the sahrdaya is a “‘mute” poet Vil says that the vision
of the poet 1s beyond the pale of words and the sahrdaya does
not make the fuule effort of trying to express it by words, but
instead expresses the thnill through the hornpilation of his
Linbs, being all the while dumb This beautful verse of
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mation for the kzn-sahrdiyz equation, envisaged by Sansknt
literary crmtics

Here, I may add a word of caution about the use of
mathematical terminology in this discussion, If I have done
50, 1t is only because the foka-floka relationship propounded
by Anandavardhana has ofien been spoken of as an cquaton,
It 15 quite obvious that ths 15 not wtended to mply absolute
wdentity of the éoka and §loka for, after all, the sthapbhava
itelf 15 not the pocm. Likewise, when I speak of kave-sakrdaya
equation or sahrdqya-kanr equation, on the same Lies, I do
not in the least, propose any idenuty of the kavi and the
sahrdaya. What I mean to convey by the equation is that
the one is a necessary concomtant of the other, in other
words, that £ezticg and sehrdayakea are fmﬂ' It is indeed
interesting to note that even as tdk and artha are ﬁ-ramm the
Yavi who deals with zat and the sahrdaya who deals with erika
are alio fremger

The total upshot of all that I have said abeut the inter-
relation of the kavt and the sahrdaya may be conveniently put
down as follows. The kavi is a sahrdaya with a difference and
likewise the sahrdaya too 15 a kavi with 2 dufference. Each per-
forms the distinctive function of the other in a shightly atten.
uated form. Employing the language of verse extracted in
the Kivyamimamsi, we may say that the kawv: is ako a w5
only, the kavi is swas whereas the sabrdaya is gxgaige;
on the same analogy I wish to add that the sahrdaya too is a
wezy; only the kavi is arsgey, whereas the sabrdaya is gzmerey,

This conclusion of ﬁp‘qqm of the kavi and the
sahrdaya, which 1 have sought to establish here is not my inde-
pendent idea of the inter-relation of the kavi and the sahrdaya.
On the other hand, I have deduced thus only from the des-
cription of the process of aesthetic relsh given by the Sanskrit
crtics. Though the basic idea behind the lavi-sahrdaya
equation may not have been stated explicitly in so many words
by any of our writers, I stll feel that there are subtle indica-
tions of the same m the wrinngs of our criics. Adopting the
language of Anandavardhana, nsed in 2  similar context, I
may say that the idea of the underlying identity of the kavi
and the sahrdaya it e=rEFRTETEE @ Y gl sfegamEn



The Inler-Relahion of the Kars and the Sahrdaya 45

T VA WA, A FfaFEEr T4
gferaf afcfricsard Frot Aur = Jafesei
& § argawvey fagantay frd ey ax
SIAT AT T S=TRiETard T ga@q |

Though Abhinava has taken the second hne as refernng
to mﬁz‘ﬁz, the line can be mterpreted with equal
felicity as pomung to ggzasfic. The verse would then
mean that the combined vision of the kawi and the sahrdaya
comprehends the entire umverse

Likewise the expression sfg-#wm@® n Dhanafijaya’s
serse m the concluding part of the Dasaripa should also be
explained, 1n my opmuon, on the same hines as Karmadhiraya
m preference to the Dvandva

Though I am unable to find any other wnter directly
supporting my mterpretation of %’ﬁ'a’é’u’rtq the
late M M Kuppuswarm Shastry’s cryptic and tantabsing state-
ment m the openmg of his commentary appears to lend some
support to me. He wnites :—3q ‘g3 a@ma W‘W,
7 . A% ermATn FAfEE AEEREE CREETER'
T SISEAEET |

The verse referred to here is lns own benedictory verse
which runs as follows —

TIRTRARTSTATE] |
wieqradtdin il Frrdmgrn

1 leave 1t now for the readers to judge

Before concluding, I seek yjour indulgence for striking a
purely personal note to say a word about the genesis of this
paper. The paper owes ifs ongin to a strange dream I had
in the small hours of the moming of the 4th December. I had
been cogrtating for well over a week about themes for the paper
to be presented by me 1n this seminar.

I had been vaallating and vacillating for quite some time,
when thus dream furmished the nucleus for the present theme
and decided the issue In the dream-vision, T saw mysclf
engaged 1n a rather ammated discussion with a highly Tcspects
ed  scholar<ctine of Madrms well Lnown in the intellectual
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exactly the world of the poet  Just a3 an elephant
created in an indmidual dream 15 1n 1ts nature
exactly the same as the real one with the only
difference that the latter 1s created by God and
can be percerved by all of us but we create our own
“‘clephants’ 1n our dreams so also the poet is the
author of a world whereas the sakrdaye creates a
world of his own on the basis of the world of the
poet. The only difference is, that whereas the
poet’s world can be enjoyed by every body, (just
as the real elephant), the world of a sahrdpa 15 2
persenal experience, although the world 15 the
same, just as the gaja taltva 1s the same.

R. ¢ Duwedi  Can 1t be called gajatativa ?

Venkatachalem @ Yes, Yes, why not 2 Say it gaqalea if you
please This gajalva is the paramdrihika sal; gaja
of the world is the oydoehdrita and that of the dream
1s the gratibhiake one.

R. C. Dwwedi : Gajatva is never a piramartiuka reality.
1 am afraid , you have missed my pomnt, That
there is a difference between the world of practical §
reality (pydrekirtka) and the world of dreams or
lusion (pritibhisika) is well und d by all
of us and js very well explained by Abhmava in
his commentary on the Iévarapratyabhyfizvivrti.
My pomnt is whether the waorld re-created by the
sahrdaya is exactly the same as the world of the
poctoris it different from it ?  If they are exactly
the same both of these can either be zpdcatinta
(practically real) or gritibhiska (apparently real).

P. L. Bhargara : He says that they are the same with a diffe-
Tence.

Venkolachalam : Yes, they arc the same so far as the foitea is
concerned.  But the experience is comprehensive
in one and limited in the other.

K. G, Pandgy : You have got to,make a difference between
the medium i e. a set ofwords and the idea arous-
ed by it. Poel’s work is to provide a medmm
which is capable of giving rise to identical ideas
in a Sabpdaya provided certain subjective condi-
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~-for the comphratnvc,{rrﬁportanc: of the poct and
\Tﬂfc riahrdaya

B B pzincal.. .You -have compared the frenzy of the poet
mn the moed of creation with that of the sahrdaya
How would you compare poet’s frenzy with that
of the sahrdaya when the poet 15 not creating and
sumply  experiencing ?

The distinction between the poet and the
Sahrdaya (ctic) 1s admutted 1n Sansknit poetics,
the former expenences and communicates
whereas the latter is only capable of experiencing
Fhe poet creates a work of art without any end i
view, It is purely an aesthetic or poetic delight m
¢reatron whereas the critic has defimitely some end
n view—be 1t simply elueidation or analys:s.
Would you accept that there 1s an end 1n view wath
the poet also ?

Venkatachalam According  to  Ananda-vardhana and his
followers both the poet and the Sahrdaya expertence
rasa  Yet 1t 1s the intenstty of the experience
which makes 2 person poet Whereas the atten-
uated form of the expertence makes 1t difficult for
a entie to commurucate  This 15 of course, a
deduction which, I feel, can be made on the
basis of what our own cnitics have stated Abh-
navagupta compares a poet with a jar full of
rase which, unless 1t 15 full, can’t overflow To
differentiate  between the mental state of the two
would not be adwisable The guality of the ex-
PReRmnee e akesrme Jurt dheguanty s dilfonnt

Sugan Das Swam : You have placed the poet and the enitic
on the same level and do not accept any qualita-
tive difference between the two  But I think that
even a qualitative difference can be drawn between
the two A poet has both kinds of gratifhd—the
karayuri as well as the bhdrayuri, But the cntic
has only the second kind of Priubhi m  himself
and hence it 1s not proper to hold them both as
dentical

Secondly, the state of apparcnt reality which



BLUSHING A MISSING LINK IN SANSKRIT
LITERATURE AND POLTICS

Dr RS Jauy

Emotions mfluence profoundly, and in eountless ways, the
lives of men  Students of human behaviour are familiar with
the magor physiologieal changes which accompany emotions,
These ehanres include blushing or paller of the face, exceruve
sweating, cardiovateular ehanges, disturbances in resprraton,
muscular changes, which determine facral expression, vocalic
2ation, involuntary movements, postures and gestures, and
many vague visceral sensations ' Who has not noted the ready
flow of tears, inhibiion of salivary flow, errecion of  har,
dilation of pupils, wide opening and protrusion of the eyey,
acceleration of the heart-beats and such changes in the activity
of glinds under the stress of emotions ! These changes which
are fully expresuve of internal dtates of men can be observed
at the surface of the body  An understanding, therefore, of
the vanout emotisns and thew mamfestations—~voluntary  or
voluntary-—i3 a matter of practical importance for the studente
of lerature  Thie paper endravours to study bluthing and
it variout causes with paruculae reference to Sancknit hitera.
tire and Poetice

Blushing 13 the most peculiar and the most huran of all
expressons Tt 1 an nvoluntary reddening, specially of the
face aunciated with the feeling of embarracment and con.
fusion due to thyness, shame or moxdetty

Shynese is one of the chief causes which induces blushing
In thic state the face it reddened, eyet are erther averted or
cast down and awkward nervout movemente of the body are
alto witneweed., It depends on the sensitiveness of the person
eancerned. Conceited prrsons ace never thy, because they
valur themselver 0 high that they do not expect depreciation
and soare notatall afraid of 1. Shy perenntare very tensitive
ter the opmion—whether good or bad—~of athert, Their die

approbatisn or ndicule and, «ometimes, approbaten ake make
them blush,
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cause and effect link 1s nowhere noticed The movements and
gestures which accompany blushing are profusely mentioned,
but not blushing It seems really surprizing that no term
was ever evolved 1n Sanskrit literature for blushing

The matter does not end here  According to the techni-
cal termmology of Poetics blushing should come under the
category of involuntary expressions called ‘Satvikabhdrds” Thew
pecubar charactenstic 1s that these expresstons can never be
caused by any external action on the body This 1s the
reason that these are involuntary  Laughing can be caused by
tickling the skin, weeping or frewning by a blow, but Sitvikas
cannot be caused by any physical means It 1s the mind
which must be affected first They emerge onty when the
mind 15 stirred  That 1s why 1n the words of Bharata they are
““Manakprobhava’ (anising directly from the movement of
mind} and ‘Na Sakyate anya-manasé Kartum’ {cannot be induced
by the actton of another mind on oneself)  According to the
above characteristic blushing 1> one of the best Sitvikabhivas,
but the crux of the point is that it has not been enumerated
by any Acharya in the List of Sdtvikas

There 1s no point in holding a novel view, unless that 15
substantiated by apt examples and valid proofs Here 1s an
aftempt to demonstrate from the poetrc preces of renowned
Sansknit poets that the context and the contents of the poems
discussed below are best surted for the expression of blushing
The standard translators 1 rendering those poems
English consciously use the word blushmg 1n order to complete
the desired poetic effect, though 1n origimal no term that gves
the sense of blushing, 1s found. This 15 one of the problems
that has no solution

The other problem, namely not enumerating blushing in
the list of Satvkabhdvas, will be dealt with later on

Here are some of the examples from Kalidisa's ' Kumara-
sambhavam” to illustrate the point. At Siva’s command the
Seven bright Samnts approach Himilaya to seek Umid—the
mountain-maiden as ns bride At the ime of proposal the
presence of Uma makes her positon quite embarrassing and
her modesty and shyness become apparent on her cheeks It
would be in the fitness of things of the original and its translatuon
are critically examined  The verse runs thus-—
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the accompanying acts and motions of blushing are given by
the poet, but he does not say that Umi blushed ? The trans-
lator from the description of acts and motions, concludes that
she blushed and introduces the word in hus rendenng,

When the rite of mamage had ended and the wedded pawr
was left alone, Siva took UmA’s hand within his own to lead
his darling to the bndal bower—Kautukdgara Her madens
there Iooked with arch smules and glances at the paw. Such
an occasion and situation would normally make a maiden blush
But our Sansknt poet says  ‘Navaparingya-layabhganim®  (feel-
ing bashful on account of bemng a new bnde), Tatkrtzkrepam
Vadonamepaharamiim—(turmng the face away when Swva
tried to attract her eyes towards lum ), ‘Kathedcit fayanasakhibhye
datlavdcam™— (attending the quenes of her bed-fellows with
modest reluctance} (1)} Only these accessories of blushing are
there and 1t 1s for readers to nfer blusling on these accounts.

Another example from the same source may be taken.
When the first love-sport of Siva and Uma was over, Uma
taking a murror in her hand was viewmg with pnde the traces
of past enjoyment on her body m solitude  She was not aware
of Swa’s prescnce there The moment she saw the reflec-
tion of $iva o the muror, she reacted by domg so many
things to hude her feeings By 1mplication this is a situation
where blushing 15 normal and natural But all this has been
conveyed 1n these words :

‘Kam ként na ¢akdra lgyjaya’?

The next example 1s from Amarufatakam The Naykd
depicted 1n 1t is Afugdhd—(a young girl attractive by her youth-
ful simplicity}  She is portrayed 1n a situation which indrcates
the origmating source—cause of blusing
The verse runs thus —

*Stnyam vasagrham vilokya fayanadutthaya kificicchanair
Nidravyajamupagatasya suciram nirrvamya patyurmukham
Vistabdham pancumbya Jatapulakdmilokya gandasthalim

1 Kumirasambhavam, 7/¢5
2 Iwmd, 801
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text suits and some of the accompanying movements and ges-
tures are seen, 1t hecomes cleas-cut case for the expression of
blushing That 1s the reason why translators generally use the
term blushing 1n rendermng such passages mto Enghsh

I have stated before that blushing has the real characterss-
tic of ‘Sétaka bkiras” ve the imnvoluntary evidences of strong
emotions brought about by hormonic or e¢ndocninal action,
glandular discharges created by actions of the autonomic per-
vous system, and even then it has not been enumerated by our
Achiryas m the it of “Satzikas® They are eight m number
viz  Stembhe (Stupificauon—prevention of moton by fear,
joy or pam}), Sweds (sweating), Romdfica (Horfipilauoen),
Srarabkanga (disturbance of speech), Fegothy  {trembhing)
Vairarnya (changes of colour), Afru (tears) and FPralaya (faint~
mg, loss of consciousness) But one of the kinds enumerated
above has the charactersnc  of blushing  FPawwargya  might
create 2 doubt mn the minds of readers and they might like to
ineJude blushing nto ats fold as the liberal sense of the term
is alteration of colour ard that 1s assoctated with blushing.
But 1t 13 very clear from the vanous defimuons of Vawvarnya
that this alteratton of colour has not been mentioned in the
context of blushing Bharata says 1 his  Nippefdrira that
Vavamyn occurs due to cold, anger, fear, sickness fatigue
and heat and this should be represented by alteration of cloour
of the face by putting pressure en the artery and this s depen-
dant on the limbs.!  Visvanitha Kavirdja abo explams Vaivar-
nya as an alteration of colour caused by sorrow or intoxication
or anger. The same conception of Vahvarnya has generally
been maintained by all the Achiryas. No doubt they mene
tion the change of colour (Farndnyathibkiza), as Bharata does,
but definitely in a different context. Riipa  Gosv3min
{Sixteenth Century ) 15 the only exception as far as the various
types of Vabarnya with its different colour-effects are cancern-
ed. He says that in sorrow the change of colour is white, grey
or black, in anger red and in fear black or white. The state
of excessive happiness also causes red colour.? This deserip-

1. Niprasistra 7/68 and 105
2. Sakityadarpaca 3/138
3 Harbhaltrasimprancdbu Dakunabliga, Lakaii 3f20, 25
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edin a woman when a man directs attention to her personal
appearance and gazes mtemtly at her It 1s also cauSed
due to non-fulfilment of vows and defeat.  Itisto be represen-
ted by consequents such as change of colour, down cast face
and the hke Here m Jagannitha's defistion of Vrida it
scems certain, as if the wniter had a fair idea of blushing, but
both the verses cited as cxamplcs by hum, tell a differeat story.
The first verse runs thus .*

“Lumkalasay'umtarmﬁmakmam nakhinkam
Sap mandamilok ani

Vuuhnamdannm mim viksya bild gavakse
Calatanatanatangi sadma sadyo vivesa ”

Dr. Har Dutt Sharma translates 1t thus -

“The young lady, with her body all hornpilated locking
at the marks of my nails between her two jar-hke breasts, at
once entered the house, with limbs expressing fear and  bent
down, when she saw me with my face placed in a window
{looking at her).”’3

Explaining the verse Panditardja hmself says that here
Vridi is mixed with Frisa (fear) and that is why the lady
at once entered the house, with Immbs expressing fear and bent
down. Except for the implication of fear the situation des-
cribed above can make any sensithee lady normally blush. The
lady in question would have blushed kere, but nerther the term
expressive of blushung is found in the verse (which was neces-
sary}, as being anubhiva (consequents) all the involuntary
actions must be given specific expression, nor frdte mixed with
¥ridl creates proper atmosphere for blushing, as it must have
indueced a disturbing influence over the lady and she must
have found her mind much confused. Such 2 frame of mind
is certainly favourable for the suggestion of Friddbkdra, but
not for the expression of blushing.

The other example suggestive of Frid7 1s an excellent one.
The state indicated therein 1s most appropriate for blushung :—

1. Raumigidkara P. o7 (Nirraya Sagar Prem, Bombay)
2 Bhamimmlin, Siogira-wlas, 30, (Pub onestal Bock Agercy,
Pocna)

3 Ik (Trans Portien)
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Discuyssiox

L. L. Josht - T can gve you a very plausible reason for the
absence of the description of blushing 1 our Iite-
rature 1tissumply that our complexion 13 normally
too dark to make the crimsonming of the cheeks
clearly visible t There are, however, some excel-
lent descriptions of the stuaton of blushing 1n
Sansknt Literature, such as the following two $lokas
from the Kumirasambhava

gy FefsTaiermd e aEnaafs |
IR fraseies e i o
faavadt degmft wrmd  epREETTETe |
FEEAT AW A (R SR 0

Thss 1s fine description of blushing  But the actual word of
blushing dees not oceur on account of the reason,
I have already explained.

Fenkatackalam : Dr Janly has placed sufficient evidence
before us to show that both in hterature as well
as in  poetics there really exist situations which
call for 2 mention of blushing and the ahsence of
any such word 1s rather stnkmg. But he himself
pomnts out that the picture 15 not so bleak as he
painted 1t in the initial stages and that at Ieast 1n
poetics blushing 1s comprehended indirectly under
Vararaya coming under Viidi (Shyness). In fact
the word ressemze should be taken not i the sense
of Vamdbkiza but in the sense of Vararikdrg
There are really some sitnations of shyness where
blushing has been indicated through the word
Vairarnya. I remember of a Sloka where the speech
of 2 person trying to speak 1n an assembly of the
learned scholars has been compared with a newly
wedded bade :

TEHT g T3 Tl aes g
T & AR Ty e A
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P. L Bhargave : The umpression that I gathered from the
paper of Dr Jaitly 1s that not only blushing has
been totally 1gnored by our Acdryas but by our
poets also and that there 13 no mention of the cri-
msenming of the cheeks due to shyness in Sansknt
hterature  As far as Dr Dwiveds’s contention is
cencerned, that blushing s more internal than
external I can say that not only blusling but
every feeling 1s essentially mternal but ithas its
external mamfestation 0o And when the exter-
nal manifestations of other feelmgs have actually
been described by the poets, it 15 surpnising that
the external manifestation of shyness s totally
ignored Shn Joshn  humorously remarked in
the beginning that blushing finds ne mention in
Sanskrit Literature becauwse due to our dark
complexton enimsomng of cheek 15 not vinible. But
it is not true, 1f we consider 1t seriously, because
redness of the face 1n anger has actually been
mentioned

R P. Duwsdi ¢ You have associated blushing with shyness
But, I think 1t 1s not necessanly so Crimsoning of
the cheeks 1s caused by the increased blood cireu-
lation which may be due to any kind of excite-
ment Blushing should, therefore, be connected
with excitement in general and not particularly
with shyness

To the suggesuon of Mr. Venkatachalam,
that blushing be included in Vawwarmya T wish to
pont out that it is normally used derogatively in
the sense of ‘fainting of the natural bnightness of
the face’, for the shadow of depression Look
at the following famous éloka of Kilidisa :
gt ST Wt v 9 sdmm shea an
TzAmy g st Fawtmg v v spfeae.
Therefore, I think, blushing can hardly be included
in Vawarnsa. (tr)

R § Jaitly : I agree with Shn  Josh: and Mr, Venkata-
chalam that blushing was not unknown to Sanskrit
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ties we would have becn able to say that perhaps
they included blushing m 1. But obwiously that
13 not the case I, as such, do not object to the
suggestion of blushing being included 1n cawarnya
but only wish that 1t should have some clear division
to provide for cmsonig of the cheeks caused by
the shyoess
That the Sansknt dcaryas really overlooked
blushing and 1t was not mncluded in Vararmya 1s
evident from the colour scheme grven by Ripa-
goswarmn  He  describes the colour effects of
various emotions on face, such as whiteness in
sorrow and redness 1n anger on face etc et
but he no where mentions the pink colour caused
by shyness. (tr)
Bratmanandz Skarma  In fact the word blushing in Englsh
comprises both, the shyness as well as crimsonmg
of the cheeks It includes, in other words, the cause
as well as 1ts effect, whereas 1n Sansknit the cause
(shyness} and the effect (crumsontng) are denoted
by two diffcrent terms  Synonyms from two diffe-
rent languages seldom have the same extent of
meaning, It is, therefore, not justified to search
for an evact synonym m Sanskrit for the Englich
word, *blushing” and to declare that the absence
of blushing in Sansknt 1s strtking and thus const:-
tutes a mussing Link (tr )
R. § Fauly : As far as Englishis concerned the word blushing
denotes only the effect i. e. crimsoning of the
checks which is the external mamfestation of a
particular emotion. There are some iciryas in
Sansknt who comprise in sittvika bhiva both
bbiva as well as anubhiva. Some take it to
mean only the external effects, the enswants
Following the view of the first category of dciryas,
we should not interpret the word, ”bluslung”. as
meaning shyness as well as crimsoning, since blush-
ing is only crimsoning, the effect, pure and simple

. {tr
R € Daizedr Dr. Sharma has pointed out that there s nzn
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A SYNTHESIS OF THE DHVANYBHAVA-VADINS
AND THE DHVANIVADINS -

Dr DX Shutla

My studies of reputed poetiians and aestheucians of
Kashmir have given me a pew approach to both poetics
and aesthetics In the contemporary studies and researches, the
scholars have ot been able to reconcile the different schoels
of poetry especally the Alankara school and the Dhvant
school. It 1s my first approach to reconcile this seeming
opposition between Dhvanyabhivavidins and Dhvanividins.

We are 2ll aware that there are as many as five
schools of poetics, namely,

Alankira-school  of  BhZmaha, Dandin ete.

Riti-school of  Vimapa etc.

Vakrokti-school ~ of  Kuntala ete.

Anumt-schoot of  Mahimabhatta ete.

Dhvani-school of  Ananda, Vardhana, Abhmava-

gupta and Mammata ete.

Sirularly, there 1s also a  very nmarrow  approach to
acsthetics that it is only related to Rasisvada. The land-
mark amalgamation of Alankira, Rasa and Dhvam by Aranda-
Vardhana, the great Kashmirian hterary lumniary, who has
shed lustre, is unfortunately not fully grasped by contempor-
ary scholars. Let me, thercfore, concentrate on this theme.

The Vedas themselves are repository of Poetry and
Music. The Hymns of Rgveda are carhest compositions or
most appropristely revelations.  Thus these suggest that the
poetry is not a mere verbal jinghng and jugglery. It aims
at some revelations. This background was responsible for
poctic insight, genius and genesis which culminated 12 the
sphota-Theory of the Vaiyikaranas, the Nida-Theory of the
Sangita-Panditas, the Vistu-Theory of the Sthapatis and the
Sthipakas and lasly-the most prominent doctrine
of Dhvani of the Sihitya Panditas. This fundzmental back-
ground is emough to convinee us that the poetry is the
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Orizgin of the Dramato Bharam means the first performance
of the fimst druma.

The assthetianty of the dramatic art has captivated the
minds of 2 cumber of repoted avthors, Ike Bhattapiyaka,
§ri-Saske, Lollata and Abkmavagupta for whor the Nitya-
§3stra’s apkortem-

R e TG TR R R R IR R (L G liaiatis i
RISIC T eI SR M

was the starting point for the Rase-Theory. I do rot think I
skauld take this ude of the dramauc development bere. Iam
more concerned with the art of the Art rather than the philo-
saphy of the Art. This later aspect, I hope to take while
saymg some thing om the art of peetzy.

My ownoriginal contribution i3 the samation of
Alz#%ra ad Divani both. Poetry and Drasa, ie. Sravya
aad Driva E2vyas, are the two mamfistations of poetry. We
ali kraw that the main theme of the dramatic performance i3
Rasisvida. This leads us to Aesthetic Edeal of our Fine Arts.

Aesthetic Ideal of our Fine Arts

Artin India & Icopegraphy. The Visnudharmottura
kas remarkable contribution on this score and Rij3 Bhajz in
Eis eclebrated treatise, the Samaringanasitradhira, has simply
canonised this aspect of Indian Art which dstinguishes it
froea the Greek Art and provides a Philosophy for Art which
¢ Ity genests and genius,

Tcorograpky is both a science and art.  For an artistic
perfection of an fmage, it Ras to be accomplished in such a
way as to arouse iz us the 2esthetic experience akin to one
aswe get from peetry and mmsic.  Acvording  to the Indian
aesthedciany, the main purpese of 2 poetical composition is
toarowse pleasure, the Awida (what is called ‘Rasisvida’)
in the reader. And this Rasisvida i extoiled 23 Brahmi.
nazda-Sabodara. It is frorn this fmdamental point of Indian
aestheticians that we do not bave tragedies in our dramatic
Ltcrature. The Indian view or more appropriately the
Hizdu view of life & one of vnbournden Futh in eternity, a
profound sease of optimism and  sublime outlook of Life,
ecloured by the noumenal existence apd  heavenly blis, both
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rational approach. We bave to bring the two extremes of
the Dhvanyabhivavidins, i.e. the Alankirikas and Dhvani~
Vidins into one integrated plane to judge the art of
poetry in both 1ts aspects, the Vicyirtha and the
Vyangyirtha Anandavardhana, the founder of the Dhvani
school and the greatest exponent of thus doctnine hrmself
opines this very view. After defining the Dhvani, he is not
neglecting  the foundation of Dhvani and let me quote both
his Karikis «

Tz SZFIIIET FTATH (7 HARTA.
TATRAAATAY G HIEAT SN
T area. sfogt @ SEeTEIEty 1
TZAT E 4l @t 3z wAma

Thus it &s clear that Alankiras are a bedrock_or.the
foundation of the tham-doctnnc. “The abow-quotcd two
Karikas themsclves speak of the evolution and development of
the Dhvani doctnne from the Vicyirtka to the \_Iya_gyartha
The Vacyirtha 15 the foundabor and the Dhvani is the
sublimest rmposing edifice of | poetry. This aesthetic ideal is
really one of the major contnbutions of Indian canons of
Art as propounded m the texts Iike Visoudbarmotiara and
the Samaranganasiitradhara, which give a distinct and unique
character to Fine Arts i India. The oft-quoted aphorism
@t § - is not without significance and high meaning, it
aims at ennobling lfe. Even birds and beasts, the so-called
brutes, when charactenized with these different sentiments in
accordance with the different situations, can go higher up;
men and women, imbued with them, sumply become divine,
Further more this aesthetic element in Indian Art pre-supposes
the 1deal of beautful pot only in its real perspective but ako
in the inner manifestation, the sole criterion of the beautiful
the ‘Sundara’ from the Hindu view of lfe. Internally beauti-
ful, in its turn, pre-supposes the truthful, the ‘Satya’ both
internally and externally and the art which is both Satya
and Sundara, that alone becomes the Beneficient, the $iva
the supreme ideal of lfe. The Indian seers, espeaially
the Kashmirian philosophers, teachers and monks, have
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Thus a perusal of the sectons on pamntmng 1n the
Visnudharmottara and  Bhoja’s  Samarangana-Sitradhira
will show how Citra 1s based on the canons of Nitya For
them Citra 15 only one scene of Natya and the latter 13 a
succession of Citra The Visrudharmottara says that Citra
1s as much the art of mmtaton (Anukarana) as Natya The
poses of the hand 1n dance called Nrtyahastas and Rasadrsys
are equally essental i  pamtng  These are studied
elaborately i the Natya and this study 1s ahselutely necessary
and 15 fully utiised in pamting

What the hand poses imphatly express, the rasas and
the rasa-drsyis make that expliat. Thus the mmages are
bestowed with Lfe movements through this symbolism of gesti-
culation the very essence of dramatics both put together
(Sanvdblinayadaréanit) Therefore, this delineation of the
rasas and rasa-drspis and therr respresentation constitute
the fundamental background both in the Angika (Drama)
and the Cutra (panting) arts The science of Aesthetics
wncluded dramatics.

The symbolism mm Art 1s again a second landmark to
tllustrate the impact of philosophy on Fme Arts 1 India.
Mudrds, LAfichanas and Laksanas of the Indian images
themselves speak of this fundamental impact and it 15 not
necessary to treat this massive subject here There 15 a
great misconception among the contemporary writers that
Hindu images bave no mudris,

The renowned adherents of Rasa theory hke
Bharata, the founder of the Rasa school m Sanskrt
Acsthetics and others Lke Sritanku, Bhatia Lellata and
Abhinavagupta, all stand for Rasisvida Anandavardhana
has epoch-making distinction to have enunciated this theory
of Rasa on the amalgamated plane of Rasa and Dhvani
thus banging both poetry and drama as an integrated Fine
Art  Abhinavagupta has a scholarly exposition to hus  eredit
to focus the attention of the later wnters to adopt this
everlasing and  everfresh doctrne of Dhvani. Dhvani, the
Mahiwvisaya, and Rasa, Alankira and Vastu as rts main
constituents,

We have been heanng that literature is the mirror of



Dhzanyabhaea-Vidins and the Dhoanrddins 75

“qfyfafaafrscremg frafear srmiaw o3
g9 qF Aty

s fg Pz, dgman 1§ 9 ey Sfafdi ammfa
qiT ey gfcfy aememaRini a=-
qrEarafrer T FelRf @eng ATy
wafafify gw.”

Sumilarly the further exposmtion alo helps us to
enunciate this background

srafat = gERIAES I
srangfe @ Affrag sde 0

Punyarija, a reputed commentator on the Vikyapadiya
cluridates 1t suall higher to help us in establishing this stand
(vide Ins commentary on the above Kiriki)

The grammanans employed the word Dhvan: that
manifested the sphota, simlarly n the poem, words mani-
fest suggested sense. The very first verse of Vakyapadiya
enuncrates this prnciple .

I T AT aEma
frrftsimi sfem Sl 3@

Simularly the following quotation of the Vakyapadiya
also help us to enunciate this background .

aferar g1 S5 ST, |
FFsE=sy gfgm fiar a7 s

Punyarija elucadates it sull higher to help us m
establishing this stand

qet afa Al afrafay, 7 o
FhEy avw 5 9373,

T g FeEE AR afmsaa afhafe
am et eafs. afafatdvem sfvafbener Smag
T SRS T !
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The term like Vyafijana, ‘Vyafijand’ ‘Vyanjaka’, ‘Pratydyana’,
<Pratyayzka’, ‘Prakisana’, ‘Prakisaka’ used by Anandavardhana
in connection with lus theory of Dhvam frequently occur in
the Vakya-padiya

Anandavardhan’s views that the relation between a
significant word and its meanng 1s eternal are based on the
similar view expressed 1n the Vikyapadiya .

g eamderams awrerAl wgfaf o
AT AT WG ¥ SS9 0

The hint for Anandavardhana’s recogmsing even a
single letter as expressave of ‘Rasa’ 15 supplied by the
statement of Bhartzhan 1n which he declares even a single
word to be capable of denoting the sense of the whole
sentence -

diafrafrer 4gm 99957 237 1
IRT GEAET & TAasit S )

In order to meet an objection of the Mimimsakas,
Anandavardhana divides the Vyangya sense into ‘Nintariyaka’
ic. inseparably connected and ‘Vivaksita’ ie desired or
mtended; the former being not different from the “Vicya'
or the denoted sense, the latter deserves the designation of
Dhvant This wdea of ‘Nantarfyaka' to my mind has heen
borrowed from the Vikyapadiya

The kind of Dhvani, called *Asamlaksyakrama-Vyangya®
in which no order or succession of the manifester and the
manifested 15 perceved during the mamfestation (Rasa), 15
based on a view expressed in the Vikyapadiya, regarding
the manifestation of sphota  In reply to the queston ‘Is
the order of the manifester and manifested at the time of
the mamlfestation of sphofa felt or not »* Bhartrhari gives
two views - According to one, sound spheta is percewved
as ndistinct just as the sphapika stone, 1n which the colour
of the Japi Hower is reflected, looks coloured and not
distinct  from flowers (vide Punyarija’s commentary on the
Vikyapadiya) while according to the second, the sound,
though having its own existence independent of sphota, 1
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aspect. This elucidation has been very scholarly and ably
detafled by Dr K.G Pandey

In the end ] must refer to Kashmw $Samvism which had
very profound mpact on the wrsters belonging to this school.
Abhinavagupta was a great Sava and the moorings of Kashmur
Saivism before Vasugupta were providing the germs of this
all powerful movement of Kashour Sanvisty whuch to my mind
permented every thought of Fine Arts—Architecture, Sculpture
and Panting It i, therefore, imperattve to touch this
branch rather the man branck of fine Arts to bring this
topic home. In my work on Silpasistra I have given 2 new
lead about how to co-ordinate Music, Dance, Drama, Poetry,
Painting, Sculpture, Iconography and architecture and have
formulated the following maxm —

TERT 1 OIRAT 1 T3 g
Aspects of Poetry in terms of Fictures :
Vimana, among other Alankirikas, was a keen student

of pictures, With much insight, Vimana says that the essence
of poery is style (Ritf) and compares this Riti to the Fnear

beauty :

o &y tfar R ooy sfrfer
As style s the soul of poetry so are hines that of a picture.
On seeing this remark of Vimana we are reminded of the
Visnudharmottara which says that the masters praise the lmes:

Tl smafe armb o

Vimans again returns to the same metaphor of which he
setms to be very fond of and says in  his Kiyalankirasiitra-
vt e

=1 fafeay W w1c famfied. s
T4 Ty ST e TR 0
Avother reference to the painting in Vimana speaks of
colowr. The Vismudbarmottara, after saying that the
frasters praise the lines, remarks that some others prase
‘colour”
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Vamana briefly compares Ritss, the essence of poetry, to
Iines (rekhd) which are the essence of pretures  This Sar2 1s
quoted and further explaned by Ratnefvara m his commen-
tary on Bhoja’s Sarasvati-kanthibharana

a1 faqe o ymrqUEEEETEaEan, gar afafly
Ty fasre 1

Rajinaka Kuntaka, another great Alankinka, in chapter
III of his Vakrokuivita, says thus regarding the poet’s
beautful speech

G ERIAINSIAITT 97 1
fereim wigfc #7 feaf st o

The stamp of beauty on 2 poet's utterance is totally
cifferent from the materals of poetry, viz, the words and
thoughts. It is the result purely of the great powers of the
poet, consututmg fus gemus  Tius s like the beauty of a
picture which 13 born of the gemus of the arust and 15 sepa-
rate from the plank or wall on which the picture 15 panted
or the colours employed Kuntaka here refers to two sur-
faces, wall and plank, to the rules for hnes, anatomy etc.
given in the Citrasiitras, to the colours and o the Ciya or
kinu or aujjvalya of which Vamana spoke The following 15
Kuntaka’s Vitu on the Kinbki given above

FEFMISRIETCEAl i, s fvms ey warfaeare-
w1, gaf warzsfadar, em qfa 1 afEwy st —a9r
forer fenfr wosryTswresslatis arargammadifammmm
frareslos qaviT geradrgamy -

Ibd. P 154

The application of the Rasa Theory to Citra

It follows from the above mentioned faci that Citra 13
based on Nitya, that the cntics of old applied the Rasa theerv
of Natya, and Kivya te Citra as well  As a matter of fact
the Rasa theory applies to all arts So at is that while
speaking of the kinds of pictures in the section on prunting m
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those Rasas, this would rather constitute a flaw of poetry,
called the ¥I7arA Thus the title of a picture forms 2
sery hittle part of 1t. If one does not avad this flaw, his
poem comes to the state of that picture which can be known
only by its title or that frame which has the tte of the

preture within,
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According to Kuntaha alankiras are not separate from
alankirya. Alankaras essentally exst m poetic Sabda and
artha and are not added externally to the poetic composition.
They are disunguwished and discussed to reveal and explam
therr nature Kuntaka 1s not a blind follower of us pre-
decessors e takes bold steps against them tune to time to
prove and justify his own theory He crticises the earlier
thetonicians who gave a minor postion  to alankiras as the
external means of decoratton to poetry like Kataka ctc to a
human body Kuntaka stresses that there can be no beautiful
poetry without stmking alankaras Alankdras are meant to
enhance the beauty of alankdrya He mcludes all the
alankiras in his Vakyavakratd Alankiras are dependent on
Kavipratbhi and without the power of mmagination there 15
no striking Alankara ‘There 15 novelty and beauty 1n poetic
expression, though the theme may be the old one, due to
the mfimte ways of figurattve expressions

At the same time, while giving such a high pesition to
Alankiras, Kuntaka 1s also aware of the fact that the, .CXCesS
af the alankaras, sometimes, mars the delicacy and beauty of
alankirya There should be propriety n using the alankiras so as
not to harm the beauty of the delicate Vastu-Varnana and the
development of Rasa For example m the followifig Stanza,

" = Ar7 wpferratifa-
seEegel faaslmaTaieH |
st efafagafafaderts

fs o greogg el 1”

There as Upama Alankiira when the farr complexion of the
bathing ladies 13 compared with the tender teeth of young
clephants The beauty of the delicate theme, 1 ¢ the description
of the natural beauty of the bathing ladies, 1s doubled by this
Upami Alankira, Thus the use of Alaikira should be proper
according to the Kdvya-Vastu. TheVastu which_is to_be
decorated also should be _equally striking as the Alankiras,
otherwase the composition will be Like a ghost mthout-l‘lzving_

soul though decoraied with alankiras, and such a poctry will

—

not please the cntics,
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composition by its stnkmg beauty Such a rasavat alankira
enhances the beauty of alankarya, for example,

vz fasiemres

T 2 afwn fagge
ag1 gea fofwgs am
gty g afeg 7 afiw o

The niyaka-ndyihi-bhiva s attributed to the Moon
and the Night. So it 1s a beautdul Ripala with a touch
of Slesa enhancing the beauty af the Sengara rasa depicted
in the stanza 'Though 1t 1s a Nature-description 1t 1s sarase
and pleasing due to this stnking riipaka alankira which can
be called rasavat

Swmlarly, bke rasa, bhava, rasibhdsa, bhivibhisa,
bhivasint etc also are alankirya according to Kuntaka.
So he does not accept preyas, Gigasvin, uditta and Samihita
as the alankiras

Kuntaka, hke Arandavardhana, 55 aware of the great
importance of rasa in poetry, but Like all other poetic concepts
he includes rasa also in the vaneties of Vakrati, maimnly m
Vikyavakratid, Pralaranavabrati and prabandhavakrati.
He ennucises Udbhata®s Svasabdavacya theory of rasa,
As in alankira, Kuntaka admits the jmportance of aucitya
also in rasa. Kuntaka admits the view of Anandavardhana
that if rasavat is not admtted 1n inammate objects, the vast
portion of good poetry will be included in nirasakivya:

He duivides rasa mnto three categorjes:-

1. Mulhyacetanasisaya, like gods, human bemngs ete.

2. Amukhyacetanavisaya, hle animals, birds etc,
and 3. Acetanavisaya or relating to inammate objects.

The uddipana vibhavas, by their minute description,
become subordinate to rasas according 10 Kuntaka. Thus he
admits the jmportance of rasa poetry but treats it objecti-
vely as a Vastu, unble Anandavardhana who treats it sub.
Jectively as the soul of poetry.

Kuntala criucises the Rit  concept of the earlier
rhetoncians who name them after particular countries Like
Vaidarbhi, Gaudi cte, 2nd accept one of them as the
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mirgas, but their nature 1s dafferent in cach mirga In
Sukumira marga Midhurya guna stands for the use of the
pleasant words having no compounds. Prasada s clanty
of meamng. Lavanya ss the beauty of arranging the poetic
compositien and Zbhyatya 1s the use of sweet and pleasing
sounds m the Sukumira marga In viatra mirga, Midhuryz
stands for the lack of loose composition (Saztlnlyibhéva) and
prasida 15 meant for uncompounded words with a touch of
ojas. Lasvanya 1s skil i arrangmg letters strilungly and
abhy3tya 1s meant to avoid the too harsh or the too soft
letters in a composiien  In madhyama marga a beautsful
combrnation of both the growps of gumas i found-

Kuntaka justifies his two novel gunas livanya and
sbhijatya. They are the qualites residing mn an  extra-
ordinanly beautiful lady but by upacira are attnbuted to
poetry, as Madhurya and prasida gunas are attributed,
though they are the quahiues of sweet meats and water
respectively.  Kuntaka gives two more general gunas.
aucitya and saubhigva as belonging to all the margas.
Audtya is a clear description of things with propriety and
Saubhigya 1s 3 charm found in 2 composition as a whole.
Tountaka takes the idex of aucitya from Anandavardhana
and relates it to all the poetic concepts Saubhigya Guna
is his own addition of a novel Gura decoraung the entire
compatition.

Thus Kuntaka shows novelty and origimality in the
treatment of all the poetic concepts discussed by the earlier
rhetoricians, and his treatment is very close to the modemn
literary cnticism which can be applied to any lterature.
He practically points out the drawbacks of earlier
thetoricians and tries to correct them in his own way. The
broad treatment of his Vakroktl theory supported by the
practical illusirations with his own cnteal commentary
shows his great genius as the best crinc as well as the
best poet.

Kuntaka’s clasufication of Vakrati is based on the
chuufication of Anandavardhana’s Dhvapi. He is greatdy
influenced by Anandavardhana and many times he quotes
Bim in his work with great respect. He classifies Vakrati
into six parts ;—
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appreciate the exisung poetry Kuntaka 1s vastumistha and
hus select illustrations m the Vakroktiyivita show hus highest
taste. Thus his book 15 meant for both the cntcs and the
poets  Though bemng most broad, systematic and modern,
Kuntaka’s theory of Vakroktt did not become as popular as
the Dhvam theory of Anandavardhana due to the lack of
emument followers And hence the impertance of Kuntaka's
contnibution to Sansknt Poetics remained sorely neglected
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The sixth chapter, which consists of five stanzas only
and which is named as prasamsidhyiya, serves as a small
bridge leading over to the second hall

In the first verse! of the seventh chapter Srikantha
argues out the case of treating rasas 1o lus work on the ground
that they enhance the beauty of drama and dance.

In the second stanza?, wstead of corfining the scope of
rasas merely to the ficld of drama and poetry, he nghtly
extends 1t further to that of muste, and describes as to how

I o, 3% gomiemTd ey |
asfr a9 =7 semmEEETE TR 0 v R
{Here AER =drama a3 well as dance)

2, W @ WEEHE N
sary Refifwieraw sifrrdad-
far Al e e AT AT, |
st fre gt i frizmd-
afex fiF7 7 1% g ol @ gaEggEaE
Tl SEreTrmsarRRiEE M )
wafedi s sfanifawhd o s nan
Frizaed: wewifivet walwr sl oo
wefrey orAdsfy il woRas e
w1 ge3T =iy g9t #far
IR FF IR 1
gl 7 FIOVFArETTEE
geT Fresfa ot weEes oy
TR I
ArfarEr 7 e o
5 wadr sfreitmfaa o

Verial Lectiones

Ib = (for ), led T=5T7Z%, 2 2 7387

2c FraE~ (for Fr33) 2d §Fm (for ¥ =)

5b @rfar, TS 5d ) (for &)
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After this  the seventh verse gaves the number of rasas as
mne by the mclusion of sinta, as aganst Mammata who
mentions here {IV. 29) only mght, though he speaks of
fanta as the nunth rase m 435

After this follows the exposiion of these rasas as
follows

$rmgira and 1ts vareties and sub-vaneties (8-10) after
Mammata ?

gaafier sfeay w4l fofynfom @ adfm Rrdgeg sgreae-
T, aefermererrly spmrafcnr T g9 4 1)
frtrnfafamasls @ goaymmg @ aft o fogea qEr-
avar | g g PR« sresarg
T gefafy 91 7 wfsgeirEtfafg o oy
wFafaererr @R ettt sy o ez
smrrareeo ST fa e e T d afaa-
affaen i RAfErEaEmIEnaT gfr sl
g 1 agmes ® A e fefrordsarag ) afy
afgeer SR R AT SR | AT
TR SAmARAAly @I EewET mEke 7 g fadafd
EIGHEL Epculs Sictll|
FIEHFTT (ed- by aodET, 1950, pp 9!.95)
L1 & 57 o
T fifaw sfer ety fawees
AEENSTGaY TR )
qeTETA TRt faf 1
afermrm fedT afeead o
fritarafaemrat ey 1
frezremmprer Sfad o@ 1 (v e-to) i
2 &F prew Y ) gy faverrm ) ama:
TS FAT AT A A Gey oF @ el |
Kavyaprakifa, p 100

w1 afvamfriatmmar sh w=afar
Ibid, p. 102

and
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we look up agawn to the lines 5b and further 5S¢ it
will be obvious that the expression cargyemdnak
etc appears in the Kavya-Prakifa i context of
the theory of Abhmavagupta (WWF.WW etc }
and not 1 that of Bhatta Nayaka or Sankuka.
The words kfryo 22 etc 1 5¢ have been culled
from the description  of the theory of Abhmava-
gupta [, therefore, think that the summary of
of the view of Bhatta Niyaka ends wath 5a, and
m 5b-6d the theory of Abhmavagupta has been
propounded

RP Duncedt Itis true that some of the expressions in 5b
to 6d are reverberauons of the view of Abhmava-
gupta as quoted by Mammata, but an examina-
tront of the last sentence (6d) of these Lines shows
that Srikantha again ends with bhukierddz (see
sfrritmafaa ) of Bhatta Niyaka We can
therefore assert that Srikantha has described only
the view of Bhattandvaka with the muxed termino-
logy of Bhatta Nayaka and Abhinavagupta (ir.)

R.C Duwivediz I can hardly agree wath your view. In the last
lLine IAFTERITEIAATEr ALATASET 4% TUTRAT ,
URISTARTTIN W etc the bhekiwdda has not
been expanded but rather refuted by the author.
This, in my opimnion, tymeally and exclusively
clucidates the view of Abhinavagupta
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Bhatti also did not remain behind the race  Therefore, he
introduced a new style tn poetry.

Moreaver, from the study of the Bhap-Kivya, it
appears that Bhatt1 was a follower of the Alankira and Guna
school. He illustrated as many as thirtyeight Alankiras,
includmg Sabdilankira and their categomes The whole of
the eleventh canto 13 said to be an example of Madhurya
guna Ewidently, later rhetorictans accepted Madhurya
as a guna Also, most of the verses of this canto ean
be said to be good examples of Srngira Rasa Bhatft
could name the canto Srngirakinda, but he named
1t dehiberately as Maidhurya Kinda It shows that
Alankiras and Gunas were more agreeable to Bhatti than
Rasa It agair ndicates that Bhatt: thinks that Alankira
and Guna are more mmportant 1t & poern than Rasa which
betrays his contemporary trends in the treatment of Rasa n
practice.

To illustrate the above tendency 1t can safely be stated
that like Bhimaha, Bhaii also incorporated Rasa in an
Alankara called Rasavat. The example given by Bhapi! is
one applicable to Srngara (of inanimate objects). But since
he has not referred to any Rasa there, it shows that he tries
to incorporate this Rasa n an Alankira This omissien of
Rasa by Bhat{i evidently shows that he was not a follower
of the Rasa School.

Moreover, 2s Bhatti was writing Laks)agrantha, he
could have illustrated various Rasas hike Alankaras But he
has not done so because, perhaps, he did not think 1t to be
an essential element of poetry

“Thus, varioas €lements used by the BhattiKivya show
that in fact, the ume of Bhatti did not give any distinet
importance to Rasa. That is why, it is ignored by the
poet.

Though theoretical references to Rasa are completely
wanting, however, in practice Bhatti has followed the conven-
Bhath Kisys, N, 42
s Pt fresy fagsmmasinfagme
- ATITIAT T sttt goe o -
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It is supported both by Bbimaha and Dandin. It further
shows that the secd of the explanation of the procedure of
Rasz which was put by Bharata in his Nityadastra was
suppressed by the poets who cared almost exclusively for
Alank3ra and Guna. The Bhatti-Kavya proves the same
both in theory and pracuce.
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{a) Bhava is the meamng born of Vibhivas and conve-
yed by Anubhivas ie three typesofacting known
as Vicika, Angika and Sattvika Here Bhiva s
used for the meanmng of poetry.!

{b) The second verse 15 nothing but the repetibon of
the first. Kaverantargata Bhbava cannot be anything else
except the meaning of poetry But the point worth noticing
here 1s that Bharata has made an attempt to explam the word
Bhava from the spectator’s view, as he always keeps hum in
mund. The question, what 1s Bhiva for the spectator, demands
thorough consideration Bharata ponders ower the problem
and talking mn terms of transference says that which communi-
cates the emotional expenience of the poet to the spectator
through the acting of Vak (conversation) Anga(body) Mukha-
raga (anointing of the face) and Sattva (the qualty of
purity) is called Bhiva?

(c) That which brings Rasa or sentiment into being
shich pervades, intensely affects the spectator 15 known as
Bhava3

Rudrata does not talk about the Bhiva as such, but lus
stand may be made clear from the twellth chapter of his
Kivyalankira He says that the dcdryas arc of the opinion
that Bhivas are Rasas Like madhura, amla ete. because they
may be relished. He further argues and stresses that Nirveda
ete. ie. all the Vyabhicirins, Sthiyins and Sittnikas are
also Rasa because they too have the quality of Rasast
The question before Rudrata is how the Bhivas are culmin-
ated into Rasa unless they possess this particular quality.
This is the boe of lus analyus and he has rightly concluded
that they are Rasa becawse they have the quality of Rasas.
The statement of Rudrata is to be regarded of importance
because ke has pomnted out an important quality of Bhivas
which though hinted at by Bharata but was not so force-
fully put forward

Rijadekhara has not written anything about Bhiva inde-
pendently. Ouly a bricf outhine on Ius stand may be formed

¥ Themms 1F doriod

3 The same, 7. P, 408, Ilnd
4. Kivyilamiira, 4 verse 12.
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the Vibhivas and Anubhivas, probably because they are
external and absolute in nature, This interpretation of
Abhinava seems to provide equal footmg to the Bhivas of
poetry and the Bhivas which are worldy But the difference
s there. In the world as such Bhavas merely remam or
happen, but i poetry or drama they pervade and do cause
something to be  Later Aciryas on poeucs have more or
less repeated Ablunava by accepting Bhiva as Cittavrtu or
dispoation.

Anyhow 1t should notbe taken as theend The 1mpor-
tance of the contmbution of Abhmava lies 1n his  theory of
Praktana Samskira He, likke many other philosophers,
believes that the samskdra of our pre-birth accompany us and
remamn with 1n the present bfe! For instance, when a new
born child faces an unknown or distorted figure, he feels fugh-
tened, Thus fear, 1n fact, 1s caused by his  congenital instinet
or samskdra of fear. These mmptessions and instinets actually
emerge 1n the shape of Bhava As a matter of fact we don’t
need to say that the stand of Abhinava 13 pecubiarly original
and the medern psychology seems to support lus view with its
analysis .of the congenital 1nsuncts.

Mahimabhatta bas added nothing new to the conception
of Bhiva, He fatly says that in the world speafic situations
like Rati etc. remain in 2 static state in Ramidi. They are
known as Bhiva in poetry or drama. Poets and actors impose
them on their own selves for the description or acting of a
particular type and with the help of this medium they
provide Rasa, as it has been said (by Bharata) that thesc
situations which provide Rasaduc to the various types of
acting are known as Bhiva?

‘The question before the Sarasvatikanthibharana of Bhoja
is, whether Bhivas are caused by the Rasas or Rasas are the
root cause of the Bhivas? The question was first of all posed
by Bharata. He came to the conclusion that Rasas are the
root cause of the Bhivas and the case fs vice versa also ie,
the Bhivas are caused by the Rasas® Abhinava later on
jusufied that stand of Bharata. He held, as a seed produces

v, The same, p 3545, [bd
2 Vyaktwiveka, p 71, Chowkhambs Ed,
3 Napyslista, 6. verse 3%, Gackwad s Ed
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born of Ahankarz, therefore, all of them are Sthaywns, all
are Vyabhicanns according to circumstances and all of them
are Sittvikas as they arc mnd-born (manah-prabhavatvit),
Sattva mecamng nothing more than mind *

Mammata includes two factors 1 his defimtion  Firstly,
Rati concerning gods, sages, teacher, son ¢tc  but by no way
Kantivisayaka as 1t becomes Srmgira  Secondanly, the
suggested stage of the Saiicirins* The question automat-
cally anses, in which way Kantivicayaka Rat 1s to be treated
1f 1t 15 not perfectly evoked by Vibhidvas, Anubhiavas ete ?
The answer to the question 15, 1t should be treated as
Bhiva The answer puts formard one more fact that the
Sthaymn not properly evoked 1s also Bhava It 15 here for the
first ume that the Apusta Sthayin has been included in the
definitton  together with other factors  The analysis of
Mammata thus provides a broader sphere to Bhiava as such
and lus success lies mn the fact that the word Bhiva has
frequently been used, by the later followers, in the same
technical sense which was indeed prowvided by hum.

Bhanumiira defines Bhiva as Rasinukilla Vikara?
Rasipukila is2a new term which bas been used for the fimt
time jn Rasatarangini. It imples, that agitation only Is
Bhava which obviously produces Rasa This agitaton or
Vildra 1s of two types re. external and internal.  Internal
too is of two types viz. Sthiymr and Vyabhicinn, Sattvikas
ete are external because they pertain to the body* This
is worth considering  All the Aciryas are of the epmion
that Sittvikas possess dual nature, They are Bhavas as well
as Apubhivas  If we look at the problem from a broader
angle, all the Bhavas appear to be Sittvikas because they
are born of the Sattva  This interpretation gives birth to a
new problem that why only Stambha, Sveda cte. have been
named Sittvikas ?  The solution of Rasirnavasudhikara is
that Sattvikas are called so because they are born of mind
which is being overwhelmed by Sattva or the quality of
punty. Sattva is the quality of mind therefore Sittvikas

Srigiraprakifs, p 3354355, by Raghavan
M 54-355, by Raghav
Rasatarangin?, 1 Page 6, Vedkaresvara Press Ed
Thesime, 1 p Beg, Iud

vy
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cnsuant (Anubhiva) bemng Kiryarlipa on one hand and ex-
presses Rasa on the other  Because of this Atvyapt blemish
this definition also cannot be accepted *

After preparing grounds through the discussion, out of
whieh twoe main arguments are given above, he introduces his
defimtion  According to his Rasagangddhara, Bhava i the
Vyabhicirm suggested with the help of Vibhavas asat has
been said  previously by Mammata,? It 1s beyond any
doubt that the defimtion 1s hberal enough to include both
suggestive of sentument and suggested Bhivas m its eircum-
ference But when we look at it wath a cnitical sight we feel
that the soul of the broadness which was wvisible in hie  dis-
cussion is mussng m his  defimmon He has completely
failed in crossing the huut of the thurtyfour Vyabhicinns
menticned by him. It may be deduced that he kept the
definition of Mammata 1n his mund and therefore farled to
include Sthiymns and Sittvilas m it Moreover he was too
much conscious about his analysis where bhiva is assocrated
with the Bhivadhvani only

The date of Krsha Kavs, the author of Mandiramara-
ndacampii s not known to us  Any how Dr SK De con-
siders him to be later than Appayya Doat,  His amalysis of
Bhiva is stular to that of Bhinurmuira® The only diffe-
tenee is that he has accepted two kinds of Sarira i¢ Sattwikas
and Anubhivas. Further he accepts the emergence of Sativa
in mind in connection with the Sattvikas but surprisingly
calls them Dechadharma lke Bhinumuira ¢ It has been
pointed out before that the Sattvikas have dual nature, there-
fore, it will be simply worthless to discuss it again here

Muriridina in lus Yafavantayasobhisana 'considers the
questions about the root cause of the Bhivas etc. For hum
Bhava is merely an agitation or perturbatton 11 mind 3 It
automatically implies here that he has accepted Bharata’s first
etymology of the word ie. Bhavatiti Bhivh, one that hap.
pens 1s Bhivi. Proceeding further, unlike most of the aesthe-

t. Thesame, 1 p 28283, Ihd

2. Thesame, 1 p 283, Itnd

3 Mandiramarandacampd, 0 p g1, Pardurang Javy: Ed
4. The same, g P. g7, Ibid

s  Yalaantayaiobhiiana, 2 verse 2.
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and feclings ete. are not necessanly related to the
impressions of previous Lives Secondly to Jook
upon bkize as Visand, as Ablunavagupta does, is
to gne 1t a very narrow definttion which wall be
not applicable, and to call bhdve as rasanukila
mkara 15 gving 1t too wide a definttion

Basanta Jatly Would you kindly explam a httle more, how
these definiutons are charactenised by (non-appl-
cability, agpdpei) and aticpapts (over-applicability)?

VC Shrpastara Well, c@sand 15 lmited only to  sthambharas
and 1t does not mclude other bhdoas, and n the
second case rasdnukEla vikéra will  compnse not
only bkiras but physical conditions as well

Basants Jmtly As far as the fist questton 15 comcerned, I
think that there 1s not much of a difference bet-
ween the theory of latent impressions of Abhinava
and what I have said about congenital stage.

V Venkalackalam Latent impressions are related to previous
births, but not the congenital mstinets.

Basante Jaitly: Congenital insuncts are alo related to some-
thing which was there prior to our birth, you
may call it heredity or something else In fact,
our congenital nstincts are govermed by long
chain of the development of human race, preced-
ing our birth

R P. D.owvedi: With regard to Sditoske Bhdvas you have said
that all the iciryas accept two aspects of them—
internal (feeling) as well as external (manifesta.
tion ie. knydripe). Abhinava and Dhanafijaya
put forward the view that the Siurike-bhdas are
sittvika only when they are reflected or mani-
fested in the dita of a Sakirdazys  Otherwise
objectively speaking, they are abstract and inter-
na!  Thus oneand the same thing can have two
aspects or manufestations according to its different
bases- Do you think that these two aspects are
possible in onc and the same substratum ? (tr)

Basarta Jaitly: As faras I thik—and the modern psychology
seems to  corroborate my view—Sattrikas, when
they are caused and so long as they are internal,
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R.S. Jaitly. 1 think that wstead of the above classification of
the Anubhivas referred to by you, if we classify
them as voluntary and mvoluntary, that would
be more comement and we could then mclude
the faltzkas 10 involuntary anubhdvas (tr)

Surjaz Das Seem: In my opimon 1t 1s useless to clasafy the
enubhdzas on the model of western psychology as
voluntary and miyoluntary m order to mncorporate
the satfmkes  In fact the word gnubhdza denotes
that every type of bhiog can have ats grubhdras.
Why restrzct it and say that only sthdpn and
safizdnbhizas can have therr bhivas in their
latent nternal state * {ir )

Venkatackalzm- 1 think that the ongmal queston of
Dr R.P. Dwived: remaips sl unanswered His
main contention was that if you assume an
mternal state of the sartmkas it can either east
as a sthagtbhica or as sefeanbhdra m  the heart,
There 15, of course, no other posmibihty. If I
have understcod Dr. RS Jautly correctly, I
venture to answer thie queston on s behalf,
making his view more clear. He perhaps means
that though sthiyry and sefedrns are  ultimately
the root causes of all the amubhirar including
satetka bAGvas 1t is so with the Sittvikabhavas
that before they are externally visible they are
mternally created by shirins or  szRednns, eg.
internal Erdratf in the case of fall of tears etc.
Ths internal state 13, tn fact, a lnk between
sttdyins and saficdnas on the ene band and the
sattzikes on the other. There ¥ no term in our
Rasa theory for this state. Therefore he prefers ta
call it stmply the Shira state of the sdlfioka bAdnds.

P.L. BFargaza: Assocation of the term Bhzra wath the Satirika
has been in a way responsible for the confusion
that these are internal, while, in fact, these arc
not dufferent from the anubhdzas.
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all the more difficult by the severe expectauons of the Nafyiyi-
kas, the ahsence of the three faults of atizydgn, over-extension,
ezpift non-extension and gsz—5*ara, mmpossibiity In a sense,
these three appear to be very patural expectations of a good
definition, but 1t is these that have created innumerable diffi-
culties for the rhetoncrans A look at the works of NMammata,
Visvanitha, Jazannitha Pandita and athers wall show how much
ingenwity 1s spent on these problems. Arguments and counter-
arguments and refutauons and umprovements charactense
these works. It must not be supposed that it 1s the severe
logical expectauons and tests that have made these problems
so difficult, for 1 their very nature the problems are
difficult to be sohed, and admt of different explanations,
since what is being discussed 1s essennally 2 subjecuve prob-
Iem: what do [ understand by poetty and why do I like it
Here is an attempt to define what 15 that aflects me, Its
nature and 1ts constituent factors and ako how I have been
affected by these factors.  In other words, here is an attempt
to study the object that excites the mind and alo the excite-
ment experienced by the mind, Accordingly, the approach
in the definitions attemptted 15 seen efther to be ‘objective’ or
‘subjective.’ In the formeris made an attempt to understand
the mature of the object, the cause, while 1n  the larter is
made an efiort to lmdcl‘s!:md the experience, the c¢ffect. Ths
often confuses the issues and this confision is again made
worse by the fact that the cause has many constituents and
the mportance of these is differendy understood while the
effect Is abo conditioned by the receptivity and culture of
the mind involved and so admitting a variety of responses.
The word  sehrdzye  itsell would need cladfication and one
would be not satisfied with mere “fzrmapi-bhomana-yogzats.’ If
all these powmts and dufficultics related to them are properly
appreciated, it will be elear why the Sanshrit rhetoricians
are often seen to indulge in a battle royal on this issue.
These defipitions appear unsatsfactory on account of
another additiona! reason, namely the expectations in a de§-
niton. What should it define and include—only the best
specimen or even that which deserves the name only by
courtesy » The word fkdpe would be seen to include all this,
the best as well ag the most trash, and so must the defipition
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the medum. Poetry s word no doubt but also has
something more. The lulabtes and the nursary thymes that
attract us mn our infancy and at tumes Iinger 1a our memory
and seem to harass us occasionally are not poetry One
thercfore agrees with Mammata when he pomnts out that
composittons, where attention 1s pad  to $1bda-camathrnn, do
not deserve to be regarded as poetry and if so regarded
should be put down in the lowest class, edhma vanety.
The illustration that he has gisen,
Svaccandocchaladacchakacchakuharacchitetarimbucchati-
miircchanmohamaharsiharsavihtasnininhihihvaya  vah
blundyidudy adudiradarduradaridirghddandradruma-
drohodrekamahormimeduramadi  mandzlani mandatim
at once ¢arnes s pomnt and one 15 likely to observe that
this verse may express devotion but 1s certanly not poetry.
Sound has to play an mmportant part here no doubt but
poetry 1s not all sounds and nothing more. As soon as it
1s said that here Sobdz has rmpertance as medwm, one
might think of music, sergiis, but a lttle thought would
indicate that music secks te appeal through pure and
simple sound alonc while poctry that appeals through the
charming meaning ought to be regarded as different from
1. The svera in music is éabda but not a fabdz in the sense
mn which it is to be understood in poetry, kiga. It would
be proper to say that fabds, the medium, separates music
and poetry from the other arts while 1t 1s the meaning that
separates, distinguishes poetry from music. Poetry may be
enriched and heightened by its internal music but it s
not all music, and here music is always subordinate to its
meaning It 1s because of this great importance of neaning
in kéya that almost all the defimtions as a rule, one might
say, observe that &dzys is fabdIthas
The words fcbirtFas bnng us to language but poetry
is not merely the language that we wse in our daily Life
In our Ife too fabdirthzs are used and sénteuce is the
unit. This unit sausfies the three expectations of Zkazkss,
Jogpatl and sammid%s, but in a sentence, rdbya, that sceks
claim to poetry, something more 1s very necessary. Gapacity
to convey something, grammatical correctness and a logieal
consistency charactetise a sentence used in dav to dav Lfe
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A point to be noted here 1s that m these discussions Vimana
when he discusses the corcept of Riu appears to tzke the
objective pomnt of view, discusses the Kivya as and how
created by the poet, m other words he has the poet in hus
mind while Anandavardhanaz and Vidvanitha appear to
hase the rasita, the reader, before them and therefore appear
to discuss the matter from the subjective pomnt of wview
Vimana 15 seen discussing the constituents of the ‘cause’
while Visvanitha and Anandavardhana appear to discuss the
reflect.’

As a matter of fact, one feels that a good defimiion of
poetry should make a reference to all these aspects of 1ty
capacity to grve highest delight, appeal to emotion and con-
veying of a charmung meamng and yet mstead of attempting
any co-ordination and harmomization of these varous aspects,
critics are s¢en to lay speczal emphasis on this or that
aspect according to the tradition to whuch they belong.
What we call ‘beantful’ has so many diverse constituents and
these again have appeals in varying degrees to different minds
20 much $o that unaniouty in these matters seems very dafficult.
Can we really accept Jagannitha’s contention that there 1s no
rasa in the descnpuons of children and ammals, ‘kaprdalanla-
sita’. How do we respond to the description of the child’s
pranks as descnbed by Tiripida mn the Kidambari of
Binabhatta » YWhat 1s our response to the Lucy Poems of
Wordsworth 2 Onc may accept Jaganndtha’s view that
there is no poetry in “mrgih dhivant’ but can this mean that
there ifno poetry n a running deer ? What 1s then our
reaction to the Kilidisian poem :

“Grivibhangabhirimam muhuranupatat syandane

baddhadrsih
pascirdhena pravistah farapatanabhayit bhiiyas3 piirvakiyam
darbhath  ardhivalidhaih {ramavivrtamukhabhram.ibhih

Kirnavartma
paiyodagraplutatvdd viyat bahutaram stokamurvyim prayan®
Do we not regard this piece as a very fine composition?
Aguin one may concede that remaniydrihapratipddakatza is more
cxicnsive, vyipaka, thin sarasatea and “sa-hrdaya-krdyalfads
{ablirtheriangeler?’ but then ¢an these be ignored altogether
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“upadcia’ has very remote sumlanty to what is contemplated
by the term of Mathew Arnold, ‘cntcsm of hfe’  Ina way
this is as 1t should be if we take into consideration the attitude
towards poetry thatis to be seen 1 these Sansknt entics.
According to them the mam purpose of poetry 15 to give
highest delight and therefore with reference to these who
seck “criticasm of Dife’ tn poetry and those who do  not like
poetry, they observe “lasmaz namak scadu-paranmuFhaye’® and
‘grasikesu kazitra-miredenam’ etc

What 15 the view of these entics so far as ‘language of
poetry’ 15 concerned ® Colendge and Wordsworth had to
start a movement n this respect over the issue which could
be perhaps stated as whether the language of poetry must
be the ‘arufical and omate’ or 1t could be the <umple
one used m our daily hfe’ Ths movement could be
understood as a reaction aganst the ‘Omnate School” The
same is reflected 1n Samsknt rhetorics m the controversies
between the Alankirtkas on the one hand and the prota-
gonists of Rase and Dkram: on the other. Bhimaha would
represent the former atttude while Anadavardhana and
Visvanitha would represent the other These latter are
conscious of the great power that sunplicity of language often
possesses  M[ammata seems to concede this point when he adds
‘analaxkeli punak Evdpy’ an his definitton of Kdoye

It would be worth our while of we consider the dlustra-
tions of Kéga as given by these writers, for it s these
illustrations that are expected to make the defimtions clear by
supplying, clanfying or explaining whatever has been expressed
or impbed mn the definition. It 1s therefore that mn such
works, the illustrations also should be given the same import-
ance as the definitions themselves Mammata gnes the verse:

“Nisiesacyutacandanam stanatatam mrmrestarigo dhare
netre diramanafjane pulakitd tanvi @veyam tanuhi
muthydvidimi ,dit bandhavajanasy djaitapidigame
vipim snitum ito gatisi na punah tasyidhamasyantikam”
as an dlustration of ‘utlems kige® since 1t bas dhram in it
When one studies this cancept of shighest’ type of poetry as
revealed in the choice of this verse, one, might feel that as
to why these crities should have rarely looked beyond
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tive in ftelf of that eternal longing that human mund is always
seen possessing for the past jovs. To be m that familar
atmosphere where everv thing has a story to tell, 15 to be
fully intoxicated and to feel intensely to ‘re-lne’ the whole
episode. There is somethmy finer and deeper about thus
wtbariki so that 1t does not remam only a banal longmg for
the physical pleasure. The personal experience has something
much more buman abeut 1t, and so has nsen far above the
mere expenience of an wdividual.

Ouac can refer to another fine verse, agam familiar to us:

«UJthampini bhayaparsihalitamsukanta

te locans pratdisam widhuram kvipaot

krurena dirunataya saha.arva dagdhi

dbimziictens dahanena na viksitia™
It would need an Udayana to fully bning out the world of
beauty acd suigmficance of the phrase *fr focare’ in this exqui-
site deseniption of Vasavadatti. How could ¢ne do justice to
the celebrated words of Rama in the Uttararamacarita % ks
rak diicsih gatik’ which again have not remarmned at the level
of personal expression of Rama bat have come to symbolize
the eternal oy of the whole hamarty, the pang felr at the
loss of the happy world which has gone for ever, never to
return. It is with these thoughts and similar to these in
rund ore thinks that it would have been more appropnate 1f
the ‘atfzma’ poetry were illustrated with pieces like these or
one of the type of

«g3ham jinimi keyire nibam jinimi kundale

ngpure tvabhyinimi nitvam padibhivandanit™
vather tha the pieces of the type of ‘rikfza-optacardmmar,
etc Iris indeed diffcult to understand as to why these
rhetoricians, when therc are so many fine passages in
Kilidisz, Bhavabhiitf, Bhartrhari that could be taken as
brilliznt poetry anywhere in the world, passazes that have
something valuable directly from Ufe, ignored as if all of
them and went about such ‘irngiric’ pieces.  Tradition
kozours the Sikuntala as a very good piece and the verses
in 1t as the beet, at the least the four traditionally enumerat-
ed, but }h: rhetoricians even do not refer to these ako.  If
poctry B ‘suzgestive’, yz¥jske, then the sugzsstion so
conveyed should have something really deeper about it, which
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come of all these efforts to defme poetry one 15 remmnded of
the fact that defining poetry 1s  like catching a butter-fly,
that wantenly flies from one flower to another m a garden
For a pretty long ume one ‘s not able to catch it at all
And when after a long exhausung chase one 1s able to catch
1t, one finds that all the best colours on 1ts wings have fallen
off, 1t has completely faded and lustreless, indeed what cne
finds n one’s band s the dead body of the butter-fy Haow
true 15 this !!

The more and more one thinks of this problem, the
more is one convinced that 1t 15 beset with really insurmoun-
table difficulties and defies any solution The perception and
appreciation of beauty 1n  hterature 1s as 2 matter of fact
a very subjecttive fact and an attempt to have any gene-
ralizations based on that or about that are bound to be
unsatisfactory as well as extremely difficult. The intensity
as well as the nature of an experence of an individual is
difficult to be measured nor can the constitients and reasons
of appeal can be correctly understood. The nature as well
as the mtensity of perception and appreciation depends on
an ‘inner necessity’ felt by the individual as well as on the
previous impressions of that individual mind  In the absence
of these two things all discussion about hterary beauty and
165 experience remains nothing but a talk meaming nothing
This is the reason why at different times by so many diffe-
rent persons were put forth different wews rather vehemently
in this field Anandavardhana, Kuntaka, Vimana, Mammata,
Jrgaonitha all these differ between themselves and ot i the
appreaation of these differences that is Dkelv to lead to a
proper appreciation of their views. No seminars are likely
to bring about a unanumity amongst rhetoricians in this
respect. For m the ultimate analysis, a discussion that 1s
philosaplucal or intellectual presentation 1s not Likely to grasp
correctly an expenience.  If such a discussion strikes the cord
of assent in us then only we are in a mood to accept or
otherwise there is an urge to dbagree violently. The core of
an individual is something that cannot be thoroughly grasped,
some of its elements come from socia} environment, some
from heredity, but the individual being is not mere the sum-
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meamng is understood only by mnds that are capable of
establishing ‘harmony and a concord’” This may be ‘mood®
generated mn us, may be beyond the capaaty of words to
convey, but then there 1s no doubt that there 1s something
that 1s felt keenly as captivating, enchanting, ¢xpanding
Thus expansion 15 many times felt by the poet msell too,
and the images reveal an ascending expansion of content
I shall slustrate Take Kahdisa at the end of s
Raghuvam$a XIX 51 He observes about the tragic end
of the illustrious dynasty of the Raghus
Vyoma pa$cimakalasthitendu va pankasesamiva gharm-
apalvalam
rajf tatkulamabhiit ksayiture vaimanareciniva dipabhaja-
nam XIX 51,
Kiahdasa thought of the great dynasty as the wvast
Vyoma and the dymg King the fading digit of the moon
and then ¢ommg to the earth, our world, he thinks of the
‘dned up lake, a pathetic aweful sight’ and finally he
comes to the ‘Lamp’ ‘with its dying flame’ The pognancy,
ascendmg order of subthty and punty and sublimity 15
something that can be felt and hence these Kahdasian
mmages comng one after another mean so much to us
The number of the images 15 immaterial, for 1t 15 the natural
blooming of the poet’s mmnd into these images and the
suggestive quality of these mages that captvate us  Poctry
need not always discuss philosophy, need not discuss truth
of hfe It fills us with a mood and we seem to overhear
the poet Itis well said that ‘greatest poetry 15 that which
is overheard ' How finely do we overhear Kalidasa here as
well as elsewhere, 1n the Meghadiita tooc The poct wrtes
for himselfl undoubtedly, to express himself but this exp-
pression invades the empires of muinds of the sakrdgjas A living
expanding mind overwhelms another mind that seeks to be
so influenced  This dialogue of two minds 15 the aim and
fulfilment of all poetry and hterature, the ngahia-redyantara
Through this dialogue between human minds, the
quality of the mind has mproved and all the classical
literature 15 nothung but such dialogues These dralogues
have enniched our philosophy, understanding of Lfe, of
human problems and human conflicts. The powerful minds



COAMMON TRENDS IN INDIAN AND GREGO-ROMAN
AESTHETICS*

D: KC Pardy

Casting a glance at the history of Greco-Roman aesthes
tics we find the following mam currents —

(1) Sephist Gorgtus, spealung from the pownt of view
of the artut, asserted that wutation s the principle of artitic
production, and insited thar imtation should be so thorough
as to create an flusion. Accordingly, speaking from the point
of view of the spectator, he said  “Tragic representation is a
deception, which furns out to the honour of both, of him
who deceives and of lim who 1s decerved, 1 which it is
shameful not to know how to decerve oneself and not to let
onesell be decedved.”

‘Imitation’ is recognised to be the principle of artistic
production in the earlicst period of the history of art every-
where.  And imitation, when 1t is mest successful, produces
illusion.

Such a theory of art, namely, that a work of art
creates fllusion, that it deceives the connorseur to tale the
product of art to be the product of nature and aronses  the
same psycho-physical responses in him, is attributed to Bhatta
Lollata, Accordinglv it is said that he mamtained that just
as at the time of dlusory knowledge of sulver at the sight of
briliance of mother of pearl, there 1s the same experience
for a moment asat the sight of the real silver 3 50, on the
objective perception of the stage-representation of the historic,
there is for a moment an extremely p'easant cxperience,
very much the same as at the sdght of real For, the spectator
is aware of the presence of an emouve state in the focus of
the sityation, the hero, though it 1s really not there.

We finda reference to imitative sculpture in the Pratuni
Nitaka of Bhisa. The scene may be presented as follows:—

¢ Grra! lewue delivered by Dr Pardex durtng the Seginar
Remasks of Skn Bbom S who prouded fol ow
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“Kamsa was killed long ago How can the use of the
present tense be grammatically justifiable in reference to  the
action presented on the stage ?” And the reply s that “It 15
justfiable, because 1n the imaginative grasp of the stage-
presentation, the actors shine as the ongmnal historical charac-
ters.”

The fact that Patafijalh admetted dramauc presentation
to be such an wmitation as made the actors shine as origmal
characters 1in the mmagmaton of the spectator 1s referred to
by Heldrdja 1n his commentary on the Vikyapadiyam { Kanda
III P 177) as follows —

In watnessing a drama, 1 which the past deeds of
historical characters such as Kamsa and Krsna are mutati.
vely presented, the represented shine as ongmal m the
imagination of the spectator becanse of simlanty

Criticism of the Theory of Imitation

But iumtation as the prnciple of production of works
of art i any artistic medium, may it be clay, stone, pamt.
musical sound, language or human body, has been condemned
both mn East and West It has been recogmised as a principle
of production of works of arts for preserving the memory of
great persons, but not of such works as have independent
valye Imitative art 1s domineered by hedonism It 1s cap-
able of gwing sensuous satisfaction only It does not lead
the mind beyond the particular to the Universal It may
hate educative value It may enable us to get an 1dea of
the jmutated through mmitative represenfation, but it has no
aesthetic value

Plato m the West was the first to condemn imutative
art. And he knew of no other art than umtative In the
context of lus metaphysics and ethics, he formulates the
problem of acsthetics as follows :—

«“Is art, mimeus, a rational or irrational fact ? Does 1t
belong to the noble region of the soul, where phulosophy and
virtye are found, or does it dwell 1 that base lower sphere,
with sensuality and crude passionality 27

In summarising the solution we may say that (I) since
matter and the world of phenomena, which 15 but matter
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the awareness of what is mental, sach as feehng and emotion,
which are cssentially mental states, though they find  expres-
sion in the physical changes”

‘The exponent of the wmtaton-inference theory, there-
fore, maintamns that the basic mental state 15 known from the
imitative preseatation, through mference of it from the
situation, the cause of emotion, from the mumetic changes,
the cffects of emotor, and the nvanable concomtants of
emotion, the tranuent emotion.

He guards agaunst the critnasm, levelled agamst the
imitation-lusion theory, namely, that if art creates dlusnon
and arouses the same kind of reaction as does the real, 1t has
no independent value and the tragic presentations should not
be enlivening but depresing  He asserts that the emotien
that is wferred from the mutattve presentation 15 Dot the
real but imitated and therefore, 1t does not arouse that com-
motion m the heart, which the awareness of a re2l emotion
does. For, when we see anangry lion 1o a picture and are
aware of its being only an imitauon, the emotion of fear does
not arice in us.

But this justification of the imitative art 1s dlogical. The
inconsistancies of the imtaton-wnference theory are apparent.

For, if the spectator takes the reasons, which are reali-
sucally presented on the stage, to bereal, how can the basic
mental state, inferred from them, be spoken of as wmitation ?
But if he takes them to be the products of art, the inference
of the badc mental state from them iz out of the question.

From Imitation to Tdealisation

In the history of Aesthetics, hoth in the East and the
West, the enticism and consequent rejection of the theory of
imitation in art, because of its sensnousness, deceptiveness
and hedonism, has led to the substitution of “ymutation™, as
a principle of artistic production, by Idealisation and of
hedeniem by Pedazogism.  In the West, for instance, we find
Aristotle, a pupil of Plato, propounding idealistic and the
pedagemc views of art.

Aristotle’s teacher, Plato meant bv imitation the produc.

e e
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poetical muse, we have to keep two pownts in our mimds (I}
krs conception of soul and (IT}distincnon between virtue and
philesephy. Tragedy &5 pot presentation of pure abstract idea.
For, yuch an idez 15 to be realised only 1n philosophic
couternplanzon.  Tragedv 1 rot philesophv. It i3 wmtanom
of warthv o~ illmstrious and perfect acton. It s, therefore,
not concerned with the pure mtellectua! aspect of the human
soul. Its arm 15 to presemt the appehtive aspect, to which
2l pagmons and crmotions belong and wheich 13 the spring  of
2l action- It presents human soul, pot m s blond pursuit
of the objects of sensmous satisfaction, but m s effort to strike
the ezt between two extrermes under the gudance and
control of reason; or rather a soul which, because of long
2nd continuous cbedicnce to the dictates of reasom, has got
into the kabit of always following the muddle course between
two extremes, a soul, which s virtuous, worthy or illustrious
and exhibity its worthiness in 2i actuons.

But tregedy 8 not the only prodact of the poetical
Muse. Epic ard comedy are alio her prodactions. The mean-
ing of imitation, as has jost besmn stated, is the particular
meaning fa the eoatexr of trazedy. In general, howvever,
imitation means presentation of action of worthy and virtuous
perwons no less than that of the depraved and wiclsus.  Men
are of thres kinds. (i} bBetter or (i} worse than we are
and (i) Ike curselves. Epic, suck 25 that of Homer, imita-
tes better mem than we are.  Tragedy and comedy differ from
each cther, because of the dEzrence in their objects of imita-
ton. The former iRitares better and the latter worse men.
The former is the prosentadon of the beautfil and the latter
is that of the vzly. -

The Comedy

The full meaning of comedy, we can understand, only
if we remember Aristatle’s wonception of the ugly. According
to him, as we have already swmated, there are two prineiples,
idez and matter. And although they ace always togsther, yet
catter  does pot always subrit to the directing facce and
control ef idea. It resfets the force of idea.  Thus, when
matter refores 10 sobmit to idsa and aserts itself iz diobe-
dience to the dictates of reason, we have the uglv and de.
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found m the external wotld It 1s the presentation of an
advance on a given reality It s not confined to the per-
ceptible It extends to the mental Voices and figures are to
be wmmtated no less than the passions and feelings

Recognition and Inference Admitted by Aristotle

It 15 mteresting to find that Anstotle, hke Srisankuka,
admuts —

{1) That aesthetic expentence 15 a Tecogmtive expertence
i so far as the spectator recogmses the natural or historical
1n the aruistic representation, and

(2) that there 1s a kind of 1nference and, therefore,
some exercise of the mtelligence 1sinvolved m such recogm-
tion

Thus, Arstotle i speaking of “some kind of mnference™
seems to  have reahised that the inference of the emotive
state of the presented 1s not the ordinary inference (2} of
effect from cause or (b) of cause from effect or (¢} of one
invanable concomitant from another. He seems to realise
that empurical inference of the emotive state, presented m 2
work of art, 15 not possible He seems to adomut a different
means of knowledge to account for the awareness of emotion
from a work of art. The cniucism, therefore, that has been
levelled against Srisankuka’s theory of inference of emotive
state from a representation in a work of art, does not apply
to Anstotle’s theory of imitation in the context of aesthetics.

Aristotle seems to present an advance on the imtatton theory
of Srisankuka

Pedagogic view of art

Plato condemned art, refused 1t a place in the 1deal
republic, because of 1ts sensuality and hedonism. Arstotle
differs from his teacher, Plato, and asserts that the end of
art is not simply to please the senses but to improve its
lover morally. Hus theory 1s technically called ‘pedagogism ’
This theory is, however, propounded sn the context of tragedy.
And tragedy, he holds, brings about the moral 1mprovement
of the spectator, not through sermons, put in mouths of
important characters, but through' Katharsis of cmotions,
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the ethical value of effecting the moral improvement of lovers
ofart But it 1s pownted out that the ethical value of works
of the poetc or dramatic art, s different from that of the
categorical wmperatives of the sacred scuptures, and also {from
that of persuasive reasening of a friend who tres to lead to
the path of virtue For, art does not command nor does 1t
reason And the moral wmprovement of the lovers of art
15 not the sole amm of art, because such an admission would
wmean demal of independent value to art

Indian Aesthencian, therefore, holds that the ethical
value of work of higher art 15 only a dependent, secondary or
umplied value The true, pnmary or independent value of
lugher art 15 aesthetrcal only Art primanly aims at arousing
aesthetic experience only. And because aesthetic expenence
1s possible from the presentauon of the ideal, and not of the
real, of things as they should be and not asthey are, and
because the ideal, if 1t 15 human’, must necessanly be ethi-
cally also ideal and, must necessarily act and talk n strict
accordance with the highest ethical principles, therefore, art 1s
attractive. 1t draws the spectator very much as the object
of love draws the lover to herself Tt addresses itself to the
aestheuc senses, the eye and the ear It pleases TItsuggests
to the mind all that 1t cannot present to the senses It builds
up a world of imagination belore the mind’s eye of the specta-
tor, with the presented and the suggested material. It lifts
the aesthete from the empincal world to the world of
imagination and makes him willingly Ine 1m 1t He
identifies humsell with the hero of the piece, experiences
wihacal satisfaction in performing the onerous duty in daficult
stuation and realizes the goodness of the path of virtue and
badness that of vice.

And the characteristic of humanity 1s to stnke to realise
in practical hfe all that healthy imagination presents to be
good, true and beautful ‘The spectator, therefore, automati-
cally follows the path of morality after he has imaginatively
grasped what 15 “Good”. Art thercfore serves ethical end
without aimung at it. Art it “purposive without purpose

Art presents morality as an essential ¢lement of beauty
and immorality as 2 dominant aspect of ugly to offset beauty
by contrast. It mixes up the moral prinaple, that it presents,
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expounded by Bhatta Niyaka s very great indeed For, both
Plounus and Bhatta Niyaka use almost the same language
to present the essential nature of aesthetic experience  The
former says “It 1s akin to the expertence of “the one”, and
the latter says “Brahminanda sahodarah’™ (It 13 akin to the
transcendental Bliss)
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“The true difference between the historian and the poet is
that one relates what has happened, the other what may
happen. Poetry thereforc 15 a more philosophical and a
higher thing than history, for poctry tends to express the
universal, listory the particular ™  The first disunguishing
mark then of poetry 1s that though 1t deals with the mdi-
vidual, it shows the unnewsal truth, it seeks to represent
the permanent possbilines of human nature It 15 an
1dealized treatment of hife.

It wall thus be scen that though Anstotle also uses the
word mutation and considers it as the essential m a fine art,
it has for him a far more comprechensive meamng than with
Plato. With hum 1t 1s an aesthetic term, and implies not
a Diteral transenipt of the world of reality as perbaps with
Plato, but an mmaginative reconstruction of life. It umplies
on the part of the poet a selection, ehmnation, organsation,
and intensification with a view to represent a higher reality.
There is no question of art bemg twice removed from
reality If the poet necessanly gives us some thing less
than reahty, if he cannot in his verses gne us the physieal
warmth of flesh and blood, he gives us 1n compensation some
thing more, evoling so much of sprit and heightened
feeling as Life itself can only yield to the choicest minds in
therr happier moments

Again tragedy as he defines it secks through pity and
fear to effect the proper catharsis of these emotons.
Whatever be the meamng or significance of the word
catharus it is plam that its appeal 15 to the emotions of pity
and_fear—THere 1s 16 awareness whatiGever—as-in Plato of ~
the emotians being the worthless part of our bemng. There
is no sense of any essential antagomsm between emotons
and reason.

It will thus be seen that Aristotle stated for once and
all that art is an idealized imitaton of life, that it aums
at universal truth, that it is its essential attribute to be
beautiful, that 1ts end i pleasure and that 1ts appeal is
through the emotions, -

I shall now brefly say how 1 understand ‘tragic
catharsie’  Catharsis scems (o have been used as 2 medical
rr_zig;l}fr. Tragedy does stir and esoke the emotdis—of—



THE CONTRIBUTION OF RITI TO THE
EXCELLENCE OF POETIC COMPOSITION

Dr A P AMuishie

A survey of the hustory of Sanskrit Poetics reveals the
mcontrovertible fact that before the doctrine of Dhvam was
discovered, Riy and Vrtn, like ‘Gunas and Alankiras, were
considered to be very important factors in creatng an
excellent poetic compostuon It was only in later days that
ats tradition was mostly mterrupted  With the establishment
of the ¢lement of Dhvani, 1€ suggestion in poetry, began the
process of nclusion of Rit1 and Vrttt i 1t (Dhvam)L. The
question to be considered here 15 whether this inclusion was
really proper or jusufied, and whether there was no strong
basis behind the doctmne of Rin and Vrttr which could
Jusufy therr separate eustence. In other words, is the
nclusien of Ritr and Vrtts 1o Dhyam possible?  Before we
take vp this question for consideration, it could be only
proper to make certain observations about Riti and Vrtd

With the nse of the Doctrmne of Riti 1n Sansknit Poetics,
a mew line or duection of the appreciation of beauty or
excellence of poetic composition comes to hght Even
Anandavardhana is quite appreciative of the ongmality of
Vimana’s doctnne of Rit  He says that the clement of
Dhvamt must have flashed even though indistiactly into the
mund of the propounder of the doctrine of Riti as the soul
of poctry, only he could not explam 1t as one which brought
about c¢harm ja poetic compositions, and for this reason

1. {1} Vide Locany on the Dhvanyiloka, Kinkig 46 —
Uil afg wdsfen - qmw @Al e
{u} Vide Dhvanjiloka, vitue ki 3/47 2od Locama on i —
ut Tfery wfgr yemforma. geaserT gaar
TR SETAEEl gy )
Ofrvedvfafy + a2t (Qfaaia) oredamfaent
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as gunitmaka. Thus according to Vimana, the excellence
or beauty of Kavyn s due to the wherence of gunas m it.
Ths Word “‘padamacand’ pomts towards the body and the
word *nifigta’ towards the element which can be called the
soul of poetry. It 15 really the proper use of gunas which
bniags 2 beanty in poetrc composition. Abhinavagupta
also explained ‘vicva’ and vyangva’ m poetrv as ‘siminy3’
and ‘vifesa’ This visesa of Abhipaval can be foreseen mm the
word ‘vivesa' in the defimion of Riu It 1s to be clearly
undzrstood here that the propounder of Rit distinguishes one
from the other* The collective state of gunas s different
from  their non~collective or the indmidual state.  Generally
speaking, cach guna produces beauty m 2 poctic composition?,
but the assemblage of gunas produces a different type of
excellence. Thus the excellence brought about by Rii as
an assemblize or collection of gunas 15 different from the
one produced by the indinidual gunas  But Abhinavagupta,
in bis mnpanence or haste to include the beauty produced
by Rit in the one produced by the imdividual gunas, could
not evalmate or estimate 1t correctly and properly

Oz the ene band, Abhmava draws similarhty or parity
between the assemblage of gunas in Ritk and the combina.
tion or the blending of guda, marca ete, in the drink
called Pinaka; and on the other kand, he does not consider
the asemblage as d ferent from the individual constituentst.

t  Vids Locany oo Divanyiloka 12 —
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Vamana accepted ten gunas each of the word and the
meamng, Heis the first rhetorician to have divided gunas
in this way. He defined Sabda-gunas as the gunas of the
composizon or the construction of words' The two types of
gunas fully explamn the excellence of both, the word-construc-
uon and the meanmg  The scope of Artha-gunas 1s so wide
as to mclude within 1t almost all the means of ereaung or pro-
ducing poetic  excellence, so much so that all the charms of
Rasa are included 1 the Artha-guna called ‘Kint’, all the
shades of meamng m “Samidhr’, and all the forms of stnking
expressions  {Ukuvaritrya) m the ‘Midhurya’ guna of
Vamanat. Thus we sce that Vimana has tned to visualise
or envisage through the means of Rius the beanty, charm or
excellence of poetic composition 1n 1ts wide perspective. Since
the tune the pnnaple of the three gunas viz Prasada, Ojas
and Madhurya was propounded mn the Dhvam School and
all the twenty guras of Viamana were included i them, the
roots of the Riu-School loosened and gave way, and 1ts mm-
portance decined  Consequently, 1t ceased to be the soul of
poetry m due course and began to be regarded or considered
merely as an clement or a factor of poetic excellence?

Although Ritr was soon dechning in importance ever
afterwards with the ever widenung sphere of Dhvam, sull 1t
continued to hold ground wath a change of course 1n 1ts
form and name Aciraya Kuntaka re-established the three-
fold Rius of Vimana under new pames in  Sukumira, Vici-
tra and Madhyama Kuntaka has put forward an altogether
new and onginal analysis of the two Margas propounded by
Dandm, and the three Rits and ten gunas propounded by
Vimana In all, he propounds six gunas 1e Prasida,
Midhurya. Lavanya, Abhyitya, Auctya and Saubhigya.

v Vide KavyilankarasGtrawptti, Guna Section —
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Discosston

P.L. Bhorgaza: What is your opnion regarding the view of
some later Rketoricians that the gumas of Vam-
a2na can actually be included m the three mam
guanas wiz. midhurya, 0jas, and prasida?

AP. Muhre 1 thunk that these Rhetoriczans have not done
Justice to Vamana and his  excellent prineiple of
ten gz It 1s not possible to reduce 2ll the
gurzs 10 only three.  The devices of the dciryas
are no doubt ingemtous but they are far
from beng satisfactory

¥ Verketashalem- Now that you have presented a paper under-
lining the importance of the Riu-Schocl, T would
like to know how far it 1s jusufied and saentfic
to mclude 2ll types of Rasas in only one guns
viz. Kénit and all kinds of Ukii-Faratrya in one
particular gz=a, midhurya?

A.P. Mishre: Yes, perhaps not. But what I wanted to point
out 1s that these dciryas also who persue an ana-
lytical approach to poetry and apparently take
care of only 1ts Fézys aspect, were not obhvious
of the finer side of the poetry, 1e¢ rasa and the
subtle shades of meanng (Ukbica:cirya) ete. and
ther contributon  to Sanskrit Poeties should also
be properly appreciated

RC Duwedi. Ruyyaka in his Alankira-Sarvasva muakes a
very painted reference. TRAT s ?ﬁ"a”iﬂﬁﬁ”ﬁ-
FTTASEA:  and there he sums up Vimana's
view. With the expression olawkdrad ke is Tepro-
ducing the alankira concept of Vimana- 755 U7g -
TRZEFTUL. Jayaratha in his commentary explaine
thus sentence of Ruyyaka to show how the view of
Vimana is incotporated in Dhxzrt and that he was
also first to conceive the idea of soul of poetry. . A
question that 1 have in mind is whether ene could

correlate his prinaple of the three gumar with
the three primordial gueas of the Samkhya



PHILOSOPHICAL CONSIDERATIONS AND INDEPEN-
DENCE OF LITERARY GRITICISN IN SANSKRIT

Dr R.C Dutgedt

In this paper I propose (1) to state the obvious umpact
of Indian phlosopheeal thought on Sansknt Cruessm and
(1)} to assert that the cntiesm, though mformed and
influenced by philosophical thought, 15 vet by and large
independent of phulosophical consideranons and that these
are 1ncidental to it and do not constrtute the essence of cnitical
judgment of literature

The idea of poetry and 1its objectives, the description
of the poet and aesthete (eahrdzza), the poene word and
1ts meaning and therr relaton, the varieties of poetic figures
(alankiras), the role of umagmation (pratbhi) in the
conception and creation of literature, the tnad of poetic
excellence (gxrz), the theories of rasa and direri and Mahima-
Bhatta's theary of inferential nature of poetic sense are some
of the major topres that come readily to one’s mind when
onc secks to  trace the influence of Indran philosophical
thought in general and orthodox svstems :in partcalar.
I propose to deal with some of these excluding rasz in
particular which would requre separate treatment That
the literarv critic in India worked under the umpact of
philosophy and other Sistras, which are not pertinent for
our consideraton here, 13 no wonder to us  Western
Cnuasm has alo been informed 2nd influenced and cien
at tunes swept off its feet by the onslaught of psjcholegy
and philosophy.  This is natural when both philosopher
and poet are engaged in ‘seeing’ the word, the philosopher
may ‘see” it better but it is only the poet swho describes
better what he sees. The title of a poet is accorded not
merely to ene who 15 endowed wath 2 vision of world but to
ons who possesses bath vision and  expression, The famous
stanzas by Bhatta Tora bear quotation on this point —

aifn slifgoegieT = wm=ea
fafrarTet SyeTven ¥ wAL 0
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one deserves the title of ‘poet’, of one, who 1s skilful
in expresdon’ :

S AFEFAT AL SRS [
FrEEETERT FfT o

The doctine of Pratibhi 1o Sansknt Cntiesm is very
comprehensive, It includes (1) creatne msprration, imagi-
nation, gemws, (i) competent poetic expresston,  (ur)
aesthetic sensibility, and (iv) poctic beauty®

The literary ¢nuics had conceived  this  doctnne
mdependently until Abhmavagupta, 1n his philosophical
analysis of the Praubhi, identified 1t with the ultmate
consciousness, the Self, and admitted that n a poet it burns
with a punfied hghet.

Pratibhd 1in Sawva metaphysics 15 :dentified with con-
scousness as  creatne emussion (Visarga)®  However, what
one notrces 1z that prior to Abhinavagupta the hiterary critics
did not consider 15 metaphysical overtones and were happy
to explore it as a concept of poetic creaton, expression and
appreciation. Esen Anandavardhana, who was himself a
great philosopher, treated Pratibhid 1o 1ts Literary context
only. Accerding to hum 1t 15 2 umque gmft which is mam-
fested through the Muze of great poets,® attains endless
forms on its journey through the dizan® and so long as it

1 Quoted by Hemacapdra, Kivydnusisana, p 3, Mimkyacandra
1n Samketa on KPp 7
2z O7 thts powrt 3¢ 2’0 Ruodratz, @13, Rijaseghara, KM pp
12-14, Jaganritka, R. G {Kivyaghataniouklla Sabdirthopasthat by
izhbaidlankics, 1. 3

s afrssyiEfetesn s, oo REa wEE-
qEE TR, |

3 ds;-: TA,V.p 432, and XL pp €625 M V Vv, VV
1031 eowar

5 TAV.p 432
6 WU w1 avdaey freemwm wzm sdAm)
AR e ATA Sfaaey SfrfEtT 0 16
7 SEAG TR g g3
AR T GfEsr o IV.6
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dependent upon the creative msunct of the poct on the
one hand and 1tz aestheuc meamngfulness on the other,
the difference of an afankdrz from another 1s based on a
distinct conscrousness that each should arouse! Thus, for
example, wpreksd and Anfayokis are disinguished on  the
basis of adh aya?, and bhdmka, rasacat®, bhdroFir on the
bass of consciousness of dentity, umversality and so on
Ruyyaka 1s never tred of repeating 1 essence that peetic
figure bemg 2 potent media of effecting consciousness, should
bloom forth from the poetic pratbha, and never regrets to dus-
card cumbersome vaneties of the figures which hurt the aesthetre
sensibility (the second aspect of granbid) His commentator
Javaratha, who was humself a great thmker of Sawxsm, has
further underhned these aspects, namely the figure must be
effccted by praubhd® and that it should produce a distnct
comsciousness It 1s such a figure that becomes synonymous
with poetic beauty and Srividyicakravartin in his Safjivind
a commentary on the Alankarasarvasva often repeats that ‘an
alankdra is nothing but beauty’
sy fz fafsef

Anocther important entity for our consideration 15 the
concept of poetic flaws. Among the ten types of flaws
enumerated by Bharata!®, mdpadapeta (defined as pramdns-
pancaryta), Visemdhi and Sabdacyuta  are  clearly $astric
Gadhirtha, (paryayasabdabhibuta), arthdntarta {acarmya-Varana)
arthaking, bk rrirtha, ekartha, ebfaluptartha vefering to ympendi~
rients ereated in comprehension of the meaning, were also
partly mfiuenced by grammatical and logical considerations,
the Tisszma (metrically uneven) relates to prosody Bharata
believed that these Haws mar poetc beauty of a literary
comnposition Bhimaha followed Bharata 1n the treatment of

v nﬁ%wﬁ’ﬁ&aﬁmﬁﬁﬁ 1

Viude D- RC Dwvedt (ed ), Alankirasarvasn a-Safijivci, pp

Sz»{!| \lonla'( Banardass, Delh:, 1063

3 Id pp 329315
to 5 duka and. atber fmres For b ser RO ool restment
expenence 1 B 4 oks included in Essays on Indian Poetcs, Delha 1565

G“ See Jayaratha, Vimarimi on AS (N S5 o) pp 43, 38,
71-163
T NS AV e
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The words and meamngs both must be out of turn' aad
should emerge from one’s own expertence of them? It was
to probe this uncommon use of word and meaning by the
poet that Bhimaha propounded the prinaiple of Vakrokti!
which, according to him, pervades entire poetic composition,
constitutes esserice  of all poetic expresston® and 15 media of
effecting aesthetic sense 1n poetry anaydrtko pibhéoyate Dandin
further asserted the empirical nature of lLterature and its
criticism by admutting equal importance of the spabhdoskts
and had even questioned the grafung of hefr and mpdya
(gma—cﬁﬁq) on literary judgement

fear FRTTETEET oS

Bhimaha had observed that flaws of logic and grammar“
sometimes become gunas  Dandin takes this principle further
by 1illustrating every defect and showing how each turns mto
avirtue Vimana deals with the dasas systematically 1n the
1I1 adiukarana. Contradicting the opmion of Bharata he
mawntains that dosas are not positive entities but merely
opposite to gunas and these are treated by him under the
categones of pads, padiriha, vikya and cabyarthe Rudrata, who
follows Bharata_in his conception of the poenc blemish as
positive entity, treats dosas under the broad classes of verbal
and matenal Bhimaha had recognised seven dogas of upama
which is” exclusive 10 poetry Dandin and Rudrata also
treated these with varying numbers. Anandavardhana by
expoundmg the universal and ephemeral character of the
blemushes makes them subservient to the acsthetic meaning
of diwznir It 15 from their relation to sentiments that the
blemuhes denve their rason d'etre 1n hiterary cnticism
This is significant because critical judgment of hterature

t VideRA T 36,V 66
2. AR armfamif 72 warg
X TILRT GIAT AR U

3 KA 11 85

4 To state th= 1adepend-nce of pactic exprewsion and
from 1= chxn of grammar Bhimaha sald that E\n:nl E fau]xyﬁc:! I:aanglx:
or a bid word does not matter 3o long as the pattern and o nect of
drsniption bas some charn  Vide Kavyilankira I 54
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Icka, Anandavardhana makes following observations which
deserve our attention:
() 9% svmwafizfs Voo o kinkd T I
(v} &9 @gwraras & 1 wfHg: ) Ibid
(w) gizmETTAaidy gffw Fmoiikte s
amaTaieg awnmt gl smeiE asvraER
afafeg . ilhd
Muokul Bhatta and his puptl Prauhirendurdja i ther
observations make 1t clear that the Sahrdayas (aesthetcs)

were respousible for conceiving the novel doctme of
Dhvam. :

(i) enmmwisnlee § =% wzadq eodwaten
Abludhivrttimatrkd, NS, ed. p 21
(v) a@ fz ox Gfem=ewr ggxd. st frefm
Ibid. p. 19
(1) FRomzzdime v Tl
Laghuvrtu, BS S, ed. p 83
The continuous tradition of dizem in the learned circles
and Sahrdayas 15 alluded to by Anandavardhana who refers
to them as of mature punds m the concluding verse of the
Dhvanviloha and Abhmavagupta who further states that
though the principle of dizarz was not reduced to writing
nevertheless 1t was continuously 1 vogue:

sfafegsam xagn dvrge fenfy ffrepesffamm
{Locana, p- 32 (KSR 9 ed)

In fact Arnandavardhana has given an mdependent founda-
tion 1o the poctic meaning and the best that we can say
about grammatical impact s that it served a5 a prelude
to or preliminary stage in the evolution of Dhegm as
a comprehensive doctrine of Literary Cnticism. This s
the real significance of the concluding verse of the Dhvanyi-
loka.

T would now like to conclude by further bringing to your
notice the denunciation of the Sastric polemics by Sciryas
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Tn the near past when creative cnticism ceased and
what remamed was sumply re-assertion  of old principles n
new language of the NaryAyikas, the ultra-logical spint seems
to have run not One may now fondly hope that this sin of
grastka polemics will not be inflicted upon new ventures of
evolving or re-mterpreting the  prmeiples  of Literary
Cnticsm 1 Sanshrit and a sincere effort will be made
to seek new pastures o modemn context of Lterary
CONSCIousness

Discussiox

L. L Josh: 1 have always thought that Indians are falsely
accused of being too philosophical  Your paper
shows very clearly that they are most worldly
and practical people and thus confirms my view.

S D Swami Pratibhi s essential not only for Kavyasastra
but for other Sastras also  Mahunmabhatta has
referred to the mportance of 1t 1 vanous
branches of knowledge (tr )

R C Dwoed:  Should I assums that you are not raising any
objecuon against what I have said ? Because 1
pre-suppose  that Pratibhd 15 mndispensable for
the creation of Poetry That it plays an impor-
tant role in other sctences also, 15 obvious I do
not contradict 1t I have endeavoured to show
how the concept of Praubha, based on the long
tradition of poets(¢f et ey qrdary frars.
AT AEM FHAT et ) was later on explained
mare and more on the baus of philosophy
Abhinavagupta 1s the first to explain  the sig-
ficance of Pratibhi in poetry and to establish it
on sound philosophical foundations It is a fact
that prior to Abhinavagupta no posticist cared to
explamn this term in all phiosophical detail
I have also tried to show how the concepts of
Pranshid, alankdra, dosa ct¢ remained primanly,
and prior to Abhmavagupta invariably, unaflected
by the philosophical overtones Even after
Abhmava hus followers, for example Jayaratha
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AcAryas have tailored a siitra to suit their
philosophical predisposition and design.

At the tme of Bharata, I think, the layer of
the paint of plulesophy on the Rasa.theory was
not very thick The layer became thicker and
the paint darker with the later dciryas In this
process completely new 1deas were ntroduced 1n
Rasa with regard to 1ts theoretrcal aspect,
but as far as its practical aspect, the aspect of
relishing, rasana, was concerned, no worthwinle
progress could be made I would Lke to know
your opmion about 1t,

R. €. Dured:  You are night mn saying that the theoretical

knowledge and the discussion about the actual
process of rasinubhiti does not help a spectator
or a reader to relish a prece of art It 1s rather
a hindrance than an asset. We all here have
become somewhat jada to enjoy rasa preperly but
there are many more outuide this roem whoe are
fortunately notinterested to know the process of
relishing but would rather relish 1t to the brim
of therr heart.

S D Swam: Theclaboration of the Rasa  theory has not

taken place purely on the philosophical back-
ground The vanous names, $mgara, karuna
ete , the conception of dufferent types of bhdsar,
the process of sadhdranikarana ete, all these things
are onginally contnibuted by the poetics sself (tr.)

Venkatackalam . 1 donot say that in  the Rasa-theory there 1s

nothing but plulosophy, what I mean to say
is sumple that the process of rasgnublges has not
been able to separate itself from philosophy.

R. C. Duivedt : Recall to your mind the two famous lines «

T AN and WIAEATAT 06T S,
which prove that both a great poet (Kilidisa)
as well as a great cntic (Anandavardhana)
agree to the effect that foka becomes floks. In
which school of plilosophy would you find thus



SYMEBOLIC IMAGINATION AND DHVANI

B B. Paltwal

Imagination and memory, along with ntelhgence and
reason, are essenually the charactenistics of Homo Saprens If
memory assists man 1a establishing and mammtaming connection
with the past, imagnation carries im forward and enables
hum to protect umsell mto future  Intelligence arnd reasom,
the knowmg and orderng faculties of human consciousness,
distinguish creation both 1n pracucal and imagmatve fields.
In hterary, aesthetuc and philosophrcal worlds, mmagination
plays a distinct, mevitable role It functions as the cogmuve,
comprehending, transformung and re-creauve agent. The
world of imagination 13 infiite and eternal because it is
creative and symbolic Imagination means creatton, and
this creation 15 on many levels such as  cognution, transfor-
mation and re-creation.  An imagmatively created thing is
essennrally ereated for the second time, through formal means
‘This creative or re-creattve activity of mmagination 1s on both
the lines of the scale—of space and time The extent of
space and tme, which can be brought 1into knowability
and consciousness, is the limt of imagination. This lumt
forees the arust to create his world within this defined scope
and this forms the spatial and temporal limt of his 1magin-
ation. This it refers to 1ts body, scope or 1ts extent and
yet, in this sery form, 1t defines 1ts nature alto Imaginative
realisation may indulge 1n pomnting, namung, elaborating, for-
mulating, or in symbobsing  What imagination does not or
cannot grasp in its entirety or that for which it does not find
adequate, analogous fizures, it transmutes 1nto symbols, often
abstract  but ocecasionally concrete zlse  This finction of
imagination, this raid en the intractable and unknowable is
the symbolic imaginaton?  The symbolic imagination not
only brings the various meanings together at a single moment

gy Plckowr RE T Lin cad s Houpcomb (London, 1936), pp
136+
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unlimited knowledge, and as clear and precise an understand-
ing of the nature of the ulurmate reality as posuble In the
Pedas this cosmos is descmbed as Brakranda  This s a very
apt mstance of the symbolic mmagmaton Here the entire
cosmos 15 maagined as ardr (or egg) of Brakmd, the celebrated
god of creaton  Besides, the mode of expresstion 18 also
symbolic.  The whole created universe 15 visualised as analo-
gous to an egg  Huanyagzarbha or the golden egg of the creator
of this nmiverse, Brehmi, gives the wdea of what thes creation
13 like  Thus the supreme egg becomes the ‘objective cor-
relative’ for the spaual concept of the umverse In the west,
mn the Eible and 1n Milton's Pargdise Lost, the earth 15 descri-
bed as a ball suspended with a golden chain by God The
old testament of the Bible contains a detaled account of
varnigus, created thungs—trees, forests, ammals, mountans,
nvers, birds ¢tc. These provide exctllent rllustrations of how,
and within what hmats, human imagination has tried to work
for itself a structnre and hustory of tus surroundings.

The Llterature of nearly all languages 1n the world
entertams some of the followings concepts which are symboli-
cally and imaginatively fotmulated. The world 15 a stage and
human beings are actors who from mfancy to ald age and
death play the appunted roles according to thewr age.
Shakespeare conctived of man vanously, sometimes as flies in
the hands of wanton boys 1e. gods who Inll us for their sport.
To Milton and Dante human destiny is essenually in accept-
ing the will of God- That 1s why the aim of his Paradue Lost
13 *to Justfy the ways of God to man’. The culmunation of
Dante’s expenence of hisume is:n the ¢jaculation: “In His
will Lies our peace.”  According to Robert Browning, a just,
watchful and chanitable God sat in heaven and cverything was
right with the world P.B Shelley, a poet of rare yric beauty
and a thinker, 100,0f equal sensitiveness and  depth, cons-
dered Lfc a stain on the radiance of eternity, and death
arelease and re-union of the spark  with ever-lasting, divine
effulgence. He said ‘Lafe like 2 dome of many coloured
glass Stamns the white radiance of eternity Till death tramples
1t to fragments.” Eternal or the Onr remains and only the
people, the many change and pass To Thomas Hardy, a
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mortal life The concept of Nirtdne as the emptying of desires
and finally thought also from the concrousness and self-—a
successful attempt at denatunng the buman psyche—is a
symbol of possible, achevable perfecnon Life s another
muracle, one more baffling phenomenon  Brologrcally a protein
cell multiplied to mllions, psychically a consciousness or the
thinking prineiple, bfe remams tnscrutable even when expl-
amed either as an end of a sthing that was’, or 2 contmmum
of a spint understood according to the theory of Karma or
the transmugration of soul  Besides, one has to die constantly
n order to hve Sleep, rest, and the fixed, dead position of
a foot gning fiaty and energy to the other or to step forth
are the opposite of Iife needed for Lfe Agamn, any com-
plex and comprehensive expression or this phenomenon can
be only symbolic  Eqaully mysterious and perplexing 15 the
principle of death  Imscrutable, puzzling, death has lured
some of the best of humanity 1 her pursut To lnow
by expenience means not to live  To koow 1t without dying
would only be knowing 1t only partly or falsely Only sym-
bolically, by focussing many pomts of view together, can one
reach near a somewhat real {—real as it 15 knowable in hfe
—) nature of death

The symbolic phenomenon which enables min to fook
at things from the nearest perspectne, and yet i the wrdest
streteh, needs some elaboraton with regard to its functining,
Symbolic method is not literal or connective. It 15 spring-
g and projective  Even when analogies, parallels, suggest-
ions, Ints, evocatipns and provocatiens work, the
symbolic  imampation projects reality or expemience
which is mndependent of such concessions The symbolie
procedure 13 non-analytical, nondiscursne, non-elaborative,
and a-ranonabsuc Tt is more instinctve, intutive and
formula-hke  The person using symbolic 1magination mtuits
truth, apprehends it as ifby his sixth sense. In  Sanskrit
poctics this symbolte, wnaginative acuvnity bas been analogised
to the thurd eye of Sz, which can see  through present
past and future. The whole process 1s synthetic, comverging
and concentnie, Looked at plulosophically or from the stand.
point of thought, the symbolic imagmation presents an
integrated, synthesised  attitude, an inference coming from
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Simmlarly myth-making, the creation of a tale, a narmative,
and persomfication are ake llustraung and exemphifying
devices, used 1n an mtegrated form, to bedy forth, to present
in concrete terms some abstract or obscure phenomena which
have been symbolically apprehended  Needless to note here,
that all of these four devices—sumle, metaphor, myth and
persoruficanon—erther employ or wmply analogy which, 1n
its functional or eperational aspect, 15 an mherent trait of the
symbolic imagination

The Dhram system or the concept of suggestion in Sansknt
poetics provides an 1nteresing parallel wath the concept of
imagination mn the western aestheucs The Dhram theory starts
with the following three fundamental postulates' (1) Dhcam
exusts apart from the prnmary and secondary sense of the
world, (u) Dkivant 1s most mtnnsic to poetry, () Dheani
cannot be explamed mn terms of Denotation (Abkidhd) or
Inchcation (Laksend), hence the necessity of coming a new
term, Suggestion ( Fyafjord) Anandavardhana, the prinapal
architeet of the Dheem theory m Sansknt, was confronted
with a three faceted question what 1s the essence of hiterature 2
How & the poet’s gemus, Prafibha, and shill related with jt?
And, finally, how ¢an the proper response of the cntic be
ensured? The essence of literature, he declared, was Rasa.
Rasa was the creanion of an aesthetic mooed by the poet with
the assistance of his imagination or Prafibhd Anandavardhana
did not condemn or run down Alarkara, Riti, Vakrokti, and
other prninciples of explamning the spit of hiterature, but he
found them inadequate. Most of those approaches related to
the externals, the devices used for embellishment 1n Literarure
or tried to define the poetic effect based on the pattern of ar-
rangement of words and meaning  The real spint of Literature
was not eaptured, and not expressed by canens The principle
of Dhvani, on the other hand, Anandavardhana said, estumated
the sigmificance of Alafikdras, Gunas and other elements of
poetry, asmilated and incorporated them into poetic effect
and created the marve] of aesthetic delight. Dhzam was the
suggested, the echoed meaning. The world, in its denotative

1. Kruh thy K Dk =1 g
P .

and Itr Cntic; (Mywore, 16€8)
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beauty and power® The three kinds of Dhzam, Vasts-Dheani
Alarkira-Dhtam, and Rasa-Dhoam, are Like the three stages of
the poctic imagination m ascending  order, finally leading to
the symbolic umagmation  The object m the Vasiu-Dhoam
offers the first, concrete and tangible parallel to the poet to
develop tus sugzested meanmg Then m the Alankira-Dhoanr,
second stage, he passes on to the next ascending order, where
the parallel offered 1s an  Alankdra, an integral beautifying
device, an objective correlative which yet provides some gnp
over Dhrant,—a gnp of an edifying mechanism  In the rasa-
Dkizam, the last kind and the final stage of the suggested
meanmng, both the poet and the reader are left facing a phe-
nomenon of aesthetic debght which s infectious and moving
1n its ympression and yet so elusive There 1s not single unit
of language which can be atiributed to possess or contamn this
eflect when 1t has once been produced  As acknowledged 1n
the Sanskurt poetics, so also 1n English, the symbolic or the
suggested meaming 15 independent of the obects (including
words) that led to at. Tt transcends the words and sentences with
the help of which 1t was created  So many focuses of inters
pretation and so many levels of meaning are fused together in
thus multi-dimensional effect that a complex, nich and
bewldering symbol is ¢reated  Here 1t should be noted that
a contmuous creanon of Rasas, a co-minghng of many
directional  pocuc  effects, a concentermg  of many visual
mages and rhythm patterns, may finally develop in the
poct 2 wvision,—a view, an interpretation of Lfe and the
world,—which, earher in the present essay, has been given
as the pame purpose of the symbolic imagmation  Symbol
as remarked earher, may work through a word or a group
af words, through a sound or a pattern of sounds, through
a poctic stanza or as the structure of the entire poem,
gradually leads a poet to adopt an atutude towards the
whole reabity—Ilife and the world, and since this Journey 1s
made threugh imagination, itends in a symbolic magmation
serving as a world-view with a poet.

Imnginauon. is a big furnace in which experiences,
observations and impressions of various kinds are absorbed,

v Knandavarghana, D .zewpelots, IV, 15
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language something like a symbolic graph  Ths seems rather
an extreme view like the one which considers man hving m
a symbolic universe with language, myth, art and religion
as a part of 1it.! Besides, such an athtude toward language
does not faciitate the differentation and criticasm  armed at
tn hterature This view 15 shared by Anandavardhana also.
Answermng the objections and arguments of the Mimamsakas,
he held that the symbolsm of a word was conditioned
with reference to the speaker, occasion, trme, place and the
context at the ume of speaking? Esen when a few words
serve as symbols, all donot Word 15, prnmarly, a sign of
an object or a phenomenon which 1t denotes  Symbel, as
differentiated from wmign, represents the concept, goes ta deeper
levels of perceptual knowledge, and attempts at coming
mdividually closer to expenence. Sign s the commonly
shared, the semantic meamng of the word, while symbol usu.
ally forces a particular, individual and deeper meaning.  Thus
language, this senies of phonetic and wisual curves, operates
on both symbolic and non-symbolic planes of meamng, and
the artist employing the symbolic 1magmnation uses words that
serve his purpose.

DiscussioN

Venkalochalam: Do you really take language as a phonetic
and visual curve ?

B B Paliwal: Yes, 1 consider both wvisual and phonetic
contents as basic for language.

RP Dervedi: How do you disunguish between imagination
and symbolic 1magination ?

B B. Faliwal: Imagination is generally and pervasively
creative faculty in a poct. Symbohe imagination
15 a speaal analogical faculty, 2 characteristic
of symptomatically, summarizingly and religiously
harmonising power.

v Camrer, E A1 Essay 01 Man, (New Haven 1c44) p 26
2. Dironilka end Its Onres, p 113
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of proficiency in Dharma, Artha, Kima, Moksa and the Arts,
as well as attamment of fame and pleasure™ as the purpose
of good poctry  He defined poetry saying ““words together
with 2 defiuute sense constitute poetry”™®  But asugming of
equal importance to word and meamng alone was not suffi-
cent to differentiate poerry from ordinary expressions So the
figures of speech were constdered essential for Poetic expression,
which alooe gate a special ¢harm to Kavya Thus to the
first lterary crtic, figures of speech appeared to be the
essential feature of poetry Bharata had the dramatic diction
which was to be embellished in order to evoke Rasa, but
Bhimaha had nothing more than the Poetic diction which
could be embellished by the figures of speech  Gonsequently,
the poctic figures became all umportant, and thus what was
an alrkira, 2 means of embellisnment to Bharata, became an
end elfzntdrye, in the hands of Bhimaha.

In additron to the figures of speech, however, the treat-
e of Bhimaha includes discussion of other factors of poetry
as well, such as, the purpose of poetry, the qualifications of a
poet, the definition and classificaton of it, the blemuhes, the
Gunas and the logreal and grammatical correctness These
topics smve hit treatne from being @ mere handbook of advice
for the pracucal working out of poetry. Stll 1t cannot be
denied that Bhimaha did not visualise aesthetic pleasure as
the ultimate end of Poetrv

Thus, the prineiples by which Bhimaha would judge
poetry may be enumerated thus .— Poetry must be embellish-
ed by E£gures of speech; the express’on should be correct both
lomcally and grammancally and should avoid Dosas and be
attended with Gunas.

(2)

We have dilated on Bhimaha to show that at his time
the charm of poetry was recogmmsed but the search into its
cuscntials led onlv to the external factors Word, meaning
and the figures of speech—these were the factors which drew
the attention, and efforts were made to formulate a  theory

1. Bhimaba, Rivvilankin, 1 2.
Dazrmirthakimamakyesa \arcakugyam Kalisu eat

Krot Klt m patm ca Sidhukivranismvanam 11
2 Ibed I, 16 S:bg-i:lhau Sakutau Kivyam.
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wing schools. The Riti school, for example, docs not hold
that Alomkdras are useless in the Kavya, but says that it is
the Style (Riti) that 1 the essenual element. Simularly, the
Rasa school does not deny the usefulness of exther the Alam-
kira or the Rit but holds the Rasa to be essentral. The
Dhvan: School, 1 1ts turn establishes the supremacy of Dhvani
and declares all ths other factors to be subordinate to 1t

After the advent and establishment of the Dhvam theory,
an assumddation of all the factors 1s reached 2t and these are
assigned their relanive importance. A kind of organic
arrangement of all these factorsis ulumately accepted and the
Kivya comes to be wvrewed 2t a composite whole—for
example, “the Word and Meamng constitute the body, Rasa
is the soul, the Gunas are Like the qualities of courage etc.,
the Dosas are Lke the physical drawbacks, the Rids are
like the special combmation of the limbs, and the Figures
of speech are Iike the ornaments of hands, ears ete.™

Although it would perhaps be wrong to hold that all
the earlicr schools automatically accepted the synthesis made
by the following schools, 1t 1s true that in sprite of sporadic
opposition from the orthodox adherents of individual schools,
thes order of priority of the factors of Kivya became
standardised by Anandavardhana, and universally accepted
after Mammata. The Dhvanikara is thus the fst literary
critic who founded a schoel in which proper assumilation of
all earlier coacepts was effected

Let us here, once again, consider the principles of
Literary criticism devised ull the advent of the Dhvant School.,
The wew point of the Alamldra school has alrcady been
referred to. The Rin school, in 13 turn formulated the
following principles. The Riti or the style is the essence
of poetry; the style however means the special use of words,
and this speciality consists in the Gunas; the Gunas, ten in
number, pertaining to both sound and sense, add charm to
the poetry; the Egures of speech enhance that charm. Thus

1 imaaa, Kivyilankirasitravtn, 1,2 68; HI t 1e1,
Rotir & mi Kiwyasva. Visptd padaracani riih.
Vif~3> gagitmi, Kivyasobhivih Kartiro dharmmi
gu~ibh Tadansayahetavad cilamkirih,



Privciples of the Dhoani School 183

theoretical precision the profound concept of Dhvani as the
soul of poetry. The treanse Dhvanyaloka is the best flower
of Sansknit Poetics, and although enough has been written
after 1, it will not be wrong to hold that since then the
study of poencs bas not made any sigmficant advance.

With the treanse, Dhvanyiloka, the names of three
cxtra-ordinary cntics are assoctated. One 1s the anonymous
wrniter of the Karkis, known as the Dhvanikira, the second
1s Anxndavardhana, the writer of the Frit: and the third 13
Abhinavagupta, the wnter of the commentary, Locana The
writer of the Kinlas has been completely shadowed by ks
own work but that he was different from Anandavardhana
was admitted by Ablunavagupta lumself In Sanskrt Poetics,
these three are like the mrndrara  of the Saosknt Grammar.
If the Dhvanikira supplied the outlne of a new approach to
creative literature, Anandavardhana developed 1t into a full-
fledged theory by adding his crtt: to 1t and lastly Abhinava-
gupta rendered 1t proof aganst all possihle attacks and esta-
blshed the theory on the highest pedestal. I think that the
name of the treatise bears reference to both the Dhvanikira
and Anandavardhana. Dhvam: may be said to refer to the
Karikis written by the Dhvanikira and Aloka, to the Vrtt
wntten by Anandavardhana. Pehaps this 13 hinted at by
Abhinavagupta when he says—Can the vision please without
the cye, even if there be moonlizht 3t

()

It has been observed that the Dhvanyiloka marks a
departure from the old approach to poetry and in it the
study acsumes the grandeur of an aesthetic approach, Let us
see 1o what extent the Dhvani School achieved success in
providing a new and higher standard of judzement.

‘The treatise itself is remarkable. It does not start with
a technical defininon of Kivya and other allied topics. On
the coatrary, it refers to the very genesis of poetry and thereby
gives a supramundane grandeur to the art of Poetry. Secondly,
the treatise totally avoids detailed discussion of the figures

)l. Abhnavagupea, Locana, colophon of chapter I (chowkhamba
Km baanam winiloko bhin eandnlayips
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It is not necessary to dwell on the arguments advanced
by the Dhvant School i support of the validity of the
Suggested sense and 1ts postulation of the function of
suggestion, as these are quite well known to the
students of Iitcrature It wall, however, suffice to say that
theory depends not only on logical argument, which 1s never-
theless fully competent, but has 1ts sanctton from the employ-
ments by great poets of words having power of suggestion
The approach of Dhvanyiloka 1s remarkable in this respect
as well The theonsts do not assume the role of an wrrefutable
Sastrakdra but argue their case 1 the light of the practice of
the poets hke Valmiki, Vyass and Kildasa The theory,
thus presented came 1o be accepted, m cotrse of time, by
the entire literary world Of course, one or two discordant
notes were heard but the mam objection agaimnst the theory
was not regarding the vabidity of such a special sense but
about the process of reachung at 1t

The Dhvam School holds that this Suggested sense can
be of three kinds—the Matter {vasiz), Figure of speech
(alamkira) and the Sentument (Rgsa) Swnce both the matter
and the figure of specch can be either Expressed or Indicat-
ed but the Sentument can never be Expressed or Indicated
so the Suggestion of Sentuments 1> given the pride of place mn
the Kavya The excellent Kavya 1s that i which the senti-
ment 1s suggested, and so the Kivya atself 15 called Dhvant-
Kivya The Dhvani School holds that the suggested sense
should always predominate in the Dhvani Kavya In the
case of its being subordinated to the Expressed scnse, the
Kavya 1s to be treated as a second-rate one, The thurd and
the lowest vaniety of Kivya 1s that in which there 15 no
suggestion at all Anandavardhana takes great pamns to prove
his contention that all great poctry owes 1ts greatness
to therr power of suggestion.

Il Dhvan: 15 thus accepted to be the soul of poctry,
the other factors so long severally accepted to be essential by
different schools must be rejected as  non.essential, The
Alamplira, Rit, Doss and Gunas are not important per se,
but may be so or othcrwise only n the context of Dhvans,
the soul of poctry.
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a thing to be tasted by the connomseurs (sofrdgya) The
Kivya may and does have a2 particular message wlich may
be related to any of the four ends of human efforts—Dharma,
Artha, Kima or even Moksa But the judgement of htera-
ture 15 not based on this message. Itis the sentument, the
proper suggestion of which decides the success or otherwise
of the Kivya. Anandavardhana refers to the Mahibhirata
and says that as far as the message 1s concerned, 1t conveys
greatness of the path of renunciation (mokja) as the most
mmportant end of human kLfe but as a Kavya it suggests the
Quictisuc Senument { $awa rasa)  Simlarly, the Ramayana,
although upholding the 1deal Life of Rama, suggests the Pathe-
trc (Awunz) as a whole. Heren we find that unhke his
predecessors, Apandavardhana is clear about the distinction
between the ‘luerature of power’ and thatof ‘knowledge’.
As a prnaple of judgement, then, 1t is appropriateness or
propricty that has to be judged in relation to the suggestion
of Senttment. The memorable verse—“Save impropriety,
there is no other cause of imnterruption of the Rasa, the great
secret of Rasa conusts in the observance of celebrated
propriety —of  Anandavardban supples the clue to the
over-all evaluation of the Kavya.

The Dbvani School, thus, ushered ;m a newer and
decper insight into the essentials of poetry. The contnbut-
ions of the Dhvanikira and Anandavardhana, mn this respect,
have been umique.  Although net durectly related fo the
principles of enticism, I would like to refer to the
psychology of Rasa-realisation put forward by the thud
great exponent of the school, Acirya Abhimavagupta. In the
ficld of Sanskurt lrerature Abhinavagupta stands as the
great master with unparallelled muight. Theugh his contnbu-
ticn to Poetics conusts in the two comments he wrote on the
Nigyadistra and the Dhvanyiloka, these two works, all schol-
ars agree, are more original than many, and are held in the
highest regard.

The theory propounded by Abhinavagupta proceeds
from the premise that the Rasa is suggested, and the Fibkie

4 Ar.z.'.\d.nan‘:‘nn:, Dhvamyiloka, HI, p 330 (chowkbamba Edn.)
Anararyid e pinvad ramabhangasya Kiranmam 1
Prauddh yabandh 132 para I
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over language. It is upto the modérn enuc to prove that
suggestion is the soul of poetry, holds true even today

I would conclude by saymg that like the work of
Arntotle, the Dhvanydloka s the fist treatise on Sanshirt
Poetics, 1n which the approachis from Poetry to Poetics,
not the other way round. Like 1t agam, 1t recogmses the
unique 1mportance of a poet’s imagmation and sense of
propriety It 2ko distingusshes Poctry from hstory and
mantains the comparative greatness of the former Itis
nather necessary nor possible that literary  theones of two
different countries would follow the same lhies but what
affords great surprise is the unwersality of the fundamental
prnciples of the poetic art. The Dhvam: Schoel supplies

certan such prinaples that are valid even in different chimes
and times,
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Jagannitha thus comes last in the Inst stage.  After him
the race of entics practically exunguished. Even at the time
of Jagannitha, the scheme of poetics was olumately stand-
ardised. The theary of Dhvamt was finally establihed by
Mammatr, Then in the post-Dhvan: period what was that
which iospired Jagannitha for a fresh contemplaton and
renewed  wmwestigation * The span of 530 years  between
Mammata aod Jagannitha s marked by mpertant authors
Ike Ruyvaka, Vidvanithy, Hemacandra, Vidvidhara Vidvi-
citka, Appayva, Vigbhata, Keava Mbre, Sirmaditanave,
Ripa-Goswamin, Ripsckhara and  Kssmendro. Even
mpartact  thoughns Ike the FTLITRT of AFET, the
T AT of TRTTIHL, WNATHT ol TTEITATAT 2nd AT
TT of TTT were cwereat. In this age of probfie literary
cutpat what was that whick Jagannitha engumally mnm’butcd
to the Hterary Eeld 2 -

It &s kis concept of ?-Fﬁ—a‘\‘ua the fo.mdation of which

ke hogto tee KSvya as /s e Y. What B
this T 7 He explains it as:

N T R AU SRR TR In this definition
of poetic rrmrryesi Jagannitha wess the word ®TH which
ke latrr replaces by the word w191, The three ways
in mkick ke presents b gemeral defaition, where the word
RITN & wsed imstead of =1, become more impertant from
the point of clarity and preeision, the two points which are
mest dear to Jagarnitha,

The three ways in which Jagannitha presents his general
cefnition are :—

{1) RTINS TR TR,

(2) s=imaimdinTrmEn= IR IR,

(3) stz mrraStedshntraesw  SewreaT
EY m 1

Iz the £t the process starts with §r=rre and ends with

In the sccond the process starts with o7z ard exds with
TR Faea
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“gefamaforaftiasren st qafad

These words clearly bring to notice the importance he attaches
to the wfAds=esy through #faer and #ifa. Though he.
accepts the agazrT of ‘gz Feaw’ and does not ncorporate
faglyzg in the definthon of s Kavya he 1s very particular
about the precision and accuracy m the use of words For
this only he deals with the miezdig and elaborately discusses
even small things hke the use of g or T Thus the
greg 13 not lost sight of Inm ks view the words must be
accurate, appropriate and appealing Then only they can give
the delight which he calls a transcendental dehght. Even the
words ke ‘A son s born to you’ can give delight but it s
not HEWY #EEg e 18 thus @eIfd @ess are thus
inportant He defines yfgmr  as "ﬂmm-
featr 17

His particular  wpasr  is 9 gARTEEATTN and it
generates the araifraizam This bhssful state of mind 1s the
supreme element among the three It 1s not only the
Rasadhvam that causes this g@\frs1za@ but #egwfr and
FETTAR as well  State of mund 15 s0 much important to
him that not only Gunas but Bhivas are defined tn the form
of Cittaprilis by hum. It 15 important to note in this connec-
tion his defimtions of nidrd and marana—

]

(1) “smfregisy I RdeT A
(u) *Imifzaear gealen FoEmaEn wo”

Thus ez, ¥3A1 and  ¥AFTIZFR stand for afFia-
g2, AT and wErr respectively. These are the three
elements which his concept of T3mjigar involves Jagannitha's
ot it thus not enly the gomt of zﬁrzq:, not only the
ST of aMT, ot is the azzmeateadl of =fATX, the
EEFFTRAN of Runtaka, the ¥ifsar of #1d7 and Tammar of
Vilvanitha as well

All these find a beautiful synthesis i the  wwfizar of



CONTRIBUTION OF THE VAISNAVA RASA-SASTRA
TO SANSKRIT POETICS

Raghanath Sharma

The Vasnava Rasafdstra has infused nto the Sansknt
Poetres the most bewitching and maddenung essence, that has
immediately sublimated 1t from a mundane hterary discussion
to a sublime culogy of the Supreme Bliss Touched by the
magie wand of the great master of the devotional senument
Sri Catanya, the Lterary gants in the form of Sri Ripa
Gosvimm, Sri Jiva Gosvimun, Kavt Karnapitra, Krsnadisa
Kawirdja and others were transformed, as 1f, into the supreme
apostles of the Bhakt: rass, where the rugged dry faggots and
the hardest s*ones (saphires) started cozmng the nectanne juice,
whereby the Lfe-less pulsated mto life and the active living
got benymmed, as 1f, nto static inamumate !

True to the tradition of the master of poetics, Bharata
these Vasnava rhetoncians poured forth the juice of Bhakti
through its veins so as to render all the primary® as well as
petty? emoticns as  contnbutory ingredients of an  exquistte
desplay of the great lang of the rasas, Bhakti—the Raso-rdt ¢

The great traditional  lterary entics, right from
Abhinavagupta through Bhoja, Mammata, Vifvanitha and
others, bave attached vaned importance to rasa in the field
of poctry  The Fayraza rhetoricians have alse pronounced
rass as the very soul of poetry® and have joined in lne with
some of the rmportant traditienal rhetoncians lile Visvanithat
in attaching  supreme importance to Rasa as a2 manfestation
ol the supreme blis of Brahman and as translated into eight,
mne or twelve cuments (Rasas) as interpreted in poetics at &
later stage.

1 Srmadbhizavaam
spinianam ganmatin palakasta Srim*

2 Hanbhaku-Rasim-ta sirdhe, Ka b, \ikram Era 1053, p.
I wanR s 3 & £33, p- 309
4 Upalantlimaey Kivamall Ed.. e3,p 4
" 5 Alaki-aksusrubba, Fd  Varendrs Reseah Soaet, Berga
1936 p 5
6 Sitradarpaga, Ed \foulal Banarudas 1936, p 48,
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expresses his inability mn  classifyrag Bhakit as a rasa? This i
a clear tlot on the traditomal Uterary system. Thus
Panditardja bolds : “The countng of the ninc-hood of the
raszy in adherence to the words of the Mum (Bharata) will
break asunder and hence the lack of liberty in recogmtion of
resz-hood of Bhakti—the traditional sistea, therefore, cartics
more weight.’?  Rudrata, Udbhata, Dhanadijays, Hemacanda
and others have practically endorsed the Bhdze-hood of Bhakns
on the lines of Mammatz, mostly in obedience to the
tradition.

It was the proud privilege of the Vaisnavaite rhetoricians
to have proncunced the sole seat of rzsx in the Supreme
Brahman? alone and its expression m  the sublimest bliss in
the form of BEzfi. [t is generally mamtaned that the literary
traditfony prior to the Bengal Vaisnavism concerved  of Bhaki
mostly i terms of human leve as between 2 man and a
woman and then applied it to the sphere of gods. What the
followers of the Bengal Vausnavism did was siaply to reverse
the order of ths application. That 15 to say the former
extended the human sentiment to the divine planc whereas
the latter interpreted the divine-sentiment in human terms.
But there &5 stll a third view singular by wself, mn so far as st
recognizes not merely sublunation of haman sentiments, but
takes the sentiment of love m its hughest perspective of the
archetypal form of Platopic love that is wdeally true and
sincere between 2a  ideal here and the idea] heroine in it
ideal fervour and £delityd It is, therefore, clear that there was

t Ind,p 48
2 Ind, p 46
5 Hanbhabprsimoocazdiba, Rahy, Vikam Era®, p oz
(Tte Reality of the Vedintas 13 Brahman byt the Vamgavas
regard ther Locd Kpsaa a5 Suprane Brahemn
A devononal arackment towards pods 1a peneral may, if at all, be
rrgarded as 3 mae emenen becane of the preSence of (ke mdmdualone
aspect of Absolite copscroUsnesy i it But the wmilar treatment to 2n
ammachmene towards God (Paramitmant ke absolute sear of the Sup-
reme bliss camoot be gustSod  Sri Madimidanma Sarasvati remarks o tas
Baakolisivasye—

Raurdevidiimavd vyablucded tatkorfital,
Ezinl proind ruo pen yaduktam rasaky
Deviamress jivatdt parinandyprakifacie,
Tadyypam Parrmisindatipe pa paramioom
4 Gould Tremas, Plucwe Love, London 1663, p a41 ¢
*“Te qust maz, uolie e Unpess, lowes bymselt | Ths was 2 Greek
cemmonplace, but it fullowed, Putw thought from the peace and Rare
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The excruciating pangs of separation carry with them
the nectanne hallucinations drawing the self and the environ-
ment imto the all-engulfing love, both the lover and the
beloved. This s the Mehdbhdpa,® the most majesuc trance
pulsating with Mokera (bewitching) and Midana (toxicating)
Life-cutrents where the scparation atself melts into the ecstacy
of the intimate umon 283 = the sabhonest bt of the woe
lmuted joy The idenl taster of the rarest rasey, the crest-
jewel of all the rasikas casts asunder Hus own ccstanc forees
of himself as of others (Parakiyis) to over-rcach them inspite
of all tndrances, hardships and lumiations of ethes,
soctology and religion, 5o as to enable them to cross them all
for an intimate taste of the supreme super-sensuous enjoyment
of Supreme Bliss.

Let there be no bar to a recogmuon of the king of the
senuments rasevdt on the ground of uncommon expenence.
Devotton as also love are common 1in human mind,
literature as well as religion. If the unigue beauty, eostane
separation and ecstasy of umon 1n a Sakuntald or a Yaksini
can be regarded as objects of common taste, why should
the highest ccstasy w union and separation between Sri
Krsna and Sri Ridhi be precluded from the taste of the
rantas * The rarcoess of quality s required at both the places
and the tasteful capatty is 2 pre-requute for both the
enjoyments,

The apostle of Bhatrr ay also a master of poetic
critcim Sri Ripa and his companions scatter the pearls of the
highest hiterary water at the lotus-feet of the absolute Master
of the absolute bliss. And this contnbution has crowned the
Literature with the supersensuous bliss capable of touch by the
mintte poetic sense of 2 true poet.  All other poctry, centred
in the fading objects of earthly heauty, are rejected as mere
trash, playing only with a semblance of resa (rasdbhdse) 2

T Itd, p 463
Bh:k:‘nixx:rgz;:-;)mm Bhatucandnti (Quoted 1n ke Kalyina

e b s we s
Blhazavadikirckty eetovrttilaksane hb_'i.khrz.se ta
ulvxcchxn..:ndlnzad:\ghzmsyx hbg:ntzh :phun-'
arypantidigvand y e
Lidkizarasioupekyy? p sevyah.




DHVANI AS THE MEETING-POINT OF ALL
PRINCIPLES OF SANSKRIT LITERARY THEORY

Dr K Knshnamoorthy
I

Besides DFRran:, the major prnciples of Sanskirt eriucism
are Alankira, Guna-Dosa, Riti, Rasa, Avaba and Vakrokti In
hustorical surveys of these by scholars ike SK De, PV Kane
and V Raghavan we are made to {eel that there 1s a progress
m thought from theorist to theories and a kind of evolution in
the congepts themselves We  are asked to heheve that, by
turns, each prinarple provided the master-key to unlock the
secret of poetic essence Theonsts are classed as belonging
to the Alactdra School or Gurg-cum-Rili school or Dhvani
School or Vakrokt School or Aucitya School 1 have been
strugghng 1n my recent writings {viz, (1) Essays in Sanskrdd
Criticsmt, Karnatak Unversity, Dharwar, 1963; (2) Sorme
Thoughts ¢n Indian Aesthetics and Literary Crifiism, University
of Mysore, Mysore, 1968) to show that this procedure of
scholars 1s not conducive to any clanfication of the most
fundamental facts of literary theory which are shared in
common by most of our Sansknt writers I shall try n this
paper to present some of the difficulties facitng an  enquirer
into the nature of poetry as envisaged by our ancients and

to indicate a lme of approach which would make confision
tess,

I

The basic analysis of Kdzya or poetry i which every
Sansknit theorist 13 agreed is the distinction of fabda and
arthz. There 15 no writer on Alankirasastra, from Bhimaha
to Jaganndtha, who does not allude to them or who does
not rear all tus conceptual superstructure on the foundation
of this distinction,  Let us simply ask  ourselves whether we
understand the significance or realse the importance of this
foundational fact. So long as febdz and arths mean no more
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though they are factually unrelated and it 15 the wmagmation
which endows personal feelings to 1mammate objects too.
These are the vanous alznkdras like Simle and Metaphor. The
poer’s functon conmsts in tecording an expenence which @
different from the worldly or the logcal or mntellectual
experence of facts; and the means he adopts consciously of
unconsciously as dictated by his imagnanon are the alankdres
In other wards, the recognition of an alarkdra as such demands
Literary sennibithity and a  poet-lile 1magination {BFdvaptri
prattbhi 1n the words of Rijasekhara) on the part of the
reader too All good alankiras a-e lost upon the mere
grammanans, just as Rasas or gunas are mussed by them.
The outer characterstics of an afazkdra which everyone can
grasp, whether a safirdiya or not, do not explam 1ts  poetic
essence  Gounca  govayrk’ 15 no wpemdlznkdra. Much of the
cant m our books on the Alankdrafiire can be traced to 2
deliberate disregard of this ‘primary considerauon I should
hke to stress therefore that all clankdras are expressions of the
imagination and are dehiberate departures from the matter-of-
fact or logical uses of language. Their beautv is their suceess;
and absence of beauty in a kdzyslankirs 1s a contradiction in
terms A mechanieal figure of speech 15 e-kazya (unpeetic)
and hepce no ef:rkira, just as a doll 1s no baby, but an
mmtation of a baby. Thus we are, willingly or unwillingly,
Ied to a conuderation of the sml of poetry, the dtman. It is
abways something ft by the man of taste and does not
admit of intellectual dialectics

The use of language, then, with & view exclusively to
bezuty is the only true explanaton of all elzakdras and
henee it is nothing but dizam. Thus the true alankiracafin
has perforce to be a dicenizddin, if he has Literary sensibility.

Usually, the efzikdras are held to beaunfy the part and
not the whele. Again, a mimomer !' They would pet be
adornments at all o they dud not indirectly beautily the
whole though attaching themselves to the parts (a=gadidrenz
201t} as Anandavardhana would sy. Again, it i wrong
to think that a poet’s task lies in taking an unpoetic idea,
and 2dding to it an clr-kira to make it poetie, He 15 a
post only in so far as his imagination seizes facts and rela-
tions poetically. Io a true poet, alinkirer are integral and
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iterary judgement; and agam we are facing what is techni-
cally called the @tmaz or soul of poetry Its mapifestation
may take different forms and these are the gwmas or excel-
Iences, grounded agan in f25ds and arths  Corresponding to
the two pumary Ritis, we must at least admrr  Madrurga
and Ogar and lucidity or prasédz as a thurd to explam general
poetic appeal in all mstances In the epics ke the Rimdyana
and the Alehibhiratz we have only Prasida, but MZdfurya
Ojas can be best felt mn the refined poems of classical
Sanskrit. Guras, then, conditton the poetic personality atsell
and are mseparable from any poet’s work. Kalidisa 15 mostly
Mafiuz; Bhatta Nardyana 1s fired by Ojas But_the theme
may d=mand change of gumss as when Kihdisa describes a
fight in Milmitdznimitre or Bhatta-nirivana descnibes the soft
passion o the Fetisamidra.

Ths consideration brings us to the realisation that parti-
cularly in drama, the psychological content has a great bearing
on gumi-cum-riti concepts. This 13 the famous principle of
rase periected by Bharata m b Nipa-fistre. In classical
Sanskrit malstiga, which is primarily concerned with Yemand
or imaginative dewcription, and not abf raye or representation
of psycho-phytical cvents, only that broad principle of rasa
may be generally admitted, the detailed elaboration of 1ts
varieties being held to be confined to particular portions onmly.
This is exactly what Bhimaha and the ancients did m their
concept of Rassredelsikire. The Rassredalznkarar refer only to
such passages in classical Sanskrit Lterature where ths different
rzsze rise to a p'teh. Bat the general prinaple of resz is ad-
mitted bv them in their de¢finfion of makdteoya itself Raras
alio contribute tor the reader’s griti or duznds in their own
wav as alinddrzy, gumas and rifis. They can all be called
e’z=tZz in a broad sense or rze In a broad sense, in the
sense of aesthetic factors revealed in poctre.

But the general practice of writers #s to narrow down
the meanings of these terms to suit their own ideas and to
indulge in rating one literary theorist as against amother. I
think this is 2 mistake of modern critical scholarship which
deserves 10 be balted.

What exactly is the stuf of poetry 2 Is it pure emotion,
sentizment, feellng, mere a¥a-criu-sifrse and nothing mere ?
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is the sthapbhdra® If the answer 1s vtsmaye, or anything else,
questions regarding  its amubhavas and gyablicarbhdias will
remamn  unanswered. In fact a general stsmaye or wonder
can be afficmed 1n all varnand since akfaye {s 38 essential ele.
ment of 2ll poetry Th other words,” my simple submission 1s
that the rasz theory, when pressed literally to apply to all
poetry, can do more harm than good

In the widest sense of rgsa, as meamng the aesthetic
delight of the reader, there is no poctry or fine art, whether
music or pamnting, sculpture or archatecture, without rasa.
But this s not what 1s usually meant when the theorists talk
of a poem’s domunant or ancllary rasa  In the sense of
aesthetic sensibility, 1t cannot be demied either to the poet
who works under rasdeefa and who reveals us rasavaltd 1 his
varnand {to borrow the words of Rijasckhara) or to the actor
who 15 umbued with 1t durmg lus actiity of representation
despite the demands made ttpon his attention by his art. I
wonder whether it can be demed even 1n aesthetic perception
of beauty 1n nature in one’s own life, apart from poetry

But rasa tn the narrower sense cannot be affirmed either
of the man n lfe or of the poet or of the actor, or of the
reader of poetry at all times It must needs be confined to
the spectator of drama and to the reader of poetry at tunes
when the mental states as patterned by the poet and present-
ed by the actor nng as rasa

w

Throughout, T have dwelt on the common points of
agreement or the concensus of Sanshmt literary theorists
relating to the essentials of the basic concepts I do not
believe that some theorists realised these implications while
others did not I am led to feel that every theorist realised
these facts quite well, though he decsded  to emphasise one
or the other vital element, since every writer 1s seen relating
all these diffetent concepts in a sort of general philosophy The
general philosophy is implicit 1n some but becomes explicit for
once in Anandavardhana’s Dhransaloka  That 1s why I regard
that the theory of Dhvani is the meeting-point of all theories
of Sanskrit hiterary eriticism It clears misunderstandings about
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I admire our President, Dr K C Pandey’s selection of
Abhanvagupta for complete mastery. Abhinava is not only
an eclectic, who takes the best and the most reasonable from
all the older writers of renown, ke s alio 2  propounder of
Advarta Seivigama which beheves o the identity  of the
yivitman with the Paramdtman. The jivitman or the indi-
vidual soul is regarded by thus school as bemng of the nature
of Cidinanda or conscious bliss which finds expression
Rasa. The tenets of this school seem to climinate the
necessity of renunciation and the freedom from emotional
disturbance (on which Advaita Vedinta msists)  For world-
Iv people, as most of us are, attainment of the supreme
bliss through a2 complete identity of the knower and the
known is clearly a dfficult process. Advaita Sawigama has
therefore a greater appeal to the Rasikas as their apprecia-
tive soul can hope to cxperience the Supreme Bliss with-
out the renunciation of appreciation of beauty everywhere
and in everythung. This is our Rasa-cxperience which we may
cnjoy without going to ths full extent of an  aggtorgpenthin
and exclaiming like one of them :

st & frAas o
ARTTT wer Pt

03

~ T believe that in AW&

emerges only in the audiends, and motim the actor, who
’_‘—-._—"___'__ L

* Remazis of Shrt Iaaby who prewid=d over  the concludicg fimetion
beld ca 2312 5eES.
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logy has come to believe that creativity 1s not confined toa
few naturally gified people It 1s inherent in human nature
and can be encouraged by proper education Old ideas in
new combimations can also yleld new ideas A Sahrdaya
studies good poetry deeply and his memory or rumnation
over the eld ideas may tngger new ones  This need not be
motrvated by extrancous factors ke fame or wealth, as these
might result 1n excess of motvanon which 1s fatal to a work
of art. Thus Dandin seems to be eorrect n testifying

7 Py gl gfnaamraafa sfomarpm o
qIT T T Aol g ST FANARSN
Many successful writers ke Robert Lowms Stevenson

have testfied efforts they had to make before they came to
be recognised as great writers
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