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PREFACE.

The following pages are mainly the result of my work as a
rgsearqﬁhﬁf\\;clent at the University of Madras. As an Honours
student st the Presidency College, 1 learnt the fundamentals
of literdry criticism in Sanskrit and also its extent and
scope from the regular lectures of Prof. S, Kuppuswami
Sastri and a special course of University lectures delivered by
him in the year 1919 on the “Methods and materials of literary
criticism in Sanskrit”. * When 1T was awarded a research
studentship in September 1921, T settled in consultation with
my Professor as the subject of my investigations “The theories
of Rasa and Dhvani”, the two inost important principles
of literary criticism.  Except for some articles in the well-
known journals and introductions {o sonie works there was not at
the time any systematic altempt at fixing the chronology of
the different writers, tracing the development of these theories
through the various stages of growth, elucidating them and
estimating their value in the appraisement of literature.
Further the Government Oriental Manuscripts Library, Madras,
had then recently acquired some highly valuable manuscripts
on the subject like the Abhinavabharati, Sragiraprakada, and the
Vakroktijivita. My sincere desire has been to supply this want
after a study of all the important material available in print and
manuscript. I accordingly worked under the advice of Prof.
'S. Kuppuswami Sastri at this sulfect, and [ have examined most
of the printed works in litera®s Criticism and literature and
in addition four big manuscriptémiz.. the Abhinavabharati,
Vakroktijivita, Sriigaraprakdéa and Bhavaprakisa—with parti-
cular reference to the chronology of the writers on criticism, the
ydevelopment of the theories of Rasa and Dhvani, the attitude of
poets towards them, their analysis, exposition and worth in the
evaluation of literature. | have utilised the contributions on this
‘subject made in the journals and introductions to some editions
\;)f works, When I had just completed my regular course of
hvestigation and begun to give them a shape, there appeared

i,;l the ficld two works on the History of Sanskrit Poetics by
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Dr. S. K. De and Prof. P. V. Kane,—see the latter’s introduction
to the Sahityadarpana—and I have taken this oppottunity of
reviewing some of the opinions expressed by them. 1 hope that
in spite of these two publications my labour has not resulted in
unnecessary duplication. The following pages contain, in addilion
to a chronology, an account of the development of the two theories
of Rasa and Dhvani, after a study of three rare manui(_:ripts, the
Abhinavabharati, Vakroktijivita and the Srigaraprak/sa, and also
after the examination of the writings of poets. 1 have®iied as far
as possible not to swell the number of pages unnecessarily by the
repetition of arguments and facts already put forward. 1 would
invite the attention of my reader to the following topics in this
work.

1. The development of the mt'*.:ming of ¢Rasa’ in the
Védic period.

2. The carly beginnings of its conception in Valmiki.

3. Bharata's date; his successors and commentators men-
tioned in the Abhinavabharati,

4. The relative chronology of Bhamaha and Dandin,

5. The date of composition of the Alankira section of the
Agnipurana and the theory of Rasa expounded therein,

6. Anandavardhana is the author of the Dhvanikirikis.

7. The origin, development and fundamentals of the
conception of ¢ Dhvani ',

8. Abhinavagupta and his Abhinavabhirati. The theorics
of Rasa considered and held therein. j

9. The conception of Vakrokti and its relation to the
theories of Rasa and Dhvani. ;.

10. Mahimabhatta’s top :ception of Kivyanumiti and his

I

attitude towards these théuries. i

11. Bhoja’s Srigaraprakasa and his peculiar theory of
Rasa. ‘

12, The development of the conceptions of Rasa ancl
Dhvani in general. \

1 have indicated the authoritiés on which I rely for m.
conclusions mostly in the body of the text itself within brackeq/ |
and I have cited most of the original texts as foot-notes. A gen il
list of authorities cited is also furnished herewith, I i
to be pardoned for quoting the original texts in Dévan
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characters and not the scientific transliteration in English, but
1 hope that in this matter, as an Indian, 1 have not been
more conservative than the philologist who uses Greek characters
in citing Greck forms.

I take this opportunity of offering my heartfelt thanks to the
Syndicate of the University of Madras for giving me an
opportunity and incentive for the conduct of Sanskrit research
by the award of a studentship, to my Professor S. Kuppuswami
Sastriar for his kind advice and encouragement and to the
authorities of the Government Oriental M anuscripts Library and
the Principal, Presidency Cullege, Madras for giving me $pecial
facilities for the use of their libraries.

Dated 9th, Feb, 25,






POSTSCRIPT.

Although the main body of this work was submitted as
thesis foi#:2 Degree of Doctor of Philosophy, yet at the desire
of the Syndicate.of the University and in accordance with the
special instructions of Professor 8. Kuppuswami Sustri, consider-
able revision has been made in the work, especially in the
chapters on Anandavardhana and Abhinavagupta. My thanks
are due to the Syndicate for having permitted the publication of
this work in its revised form.

[t is a source of intense pleasure to me to express on this
occasion my deep sense of gratitude to my revered teacher,
Mahamahopadhyiya Vidyavacaspati S. Kuppuswami Sastriar,
to whom 1 owe my initiation and training in higher Sanskrit
Studies ; to whose invaluable advice and help this work owes
whatever merit it might possess, and but for whose interest
and encouragement my enthusiasm  towards the completion
of this work and the progress of my rescarches could hardly have
reached this small measure of success. For all that 1 owe
to him, 1 feel I cannot do better than offering to him this
my first attempt as a humble tribute and token of gratitude
and affcction of one of his most humble and devoted disciples.

JgaEdia ol [Feyeage g 3N gEEs |
A arEegdE ngg(aa‘rﬁr%nﬁ garg |
LR e RN et R
e Wish AR g TE ||

154k Deccmber, 1926,
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INTRODUCTION.

Literary criticism is the true perception of the beautiful in
poetry, the proper understanding of the poetic mode of expres-
sion of ideas, the discovery of the laws of poetic truth and the
enunciation of the principles that enable us 1o judge the degree
of the success of the poet in his representation of the beautiful,
which is a perennial source of delectation to all discerning and
responsive minds.  The term ¢ Alakira Sastra, is ordinarily used
to sigmfy literary criticism, but it Jiterally means only higures of
speech,  Even though it is taken in the earlier and wider sense
of “beauty in poetry’ it does not convey the ideas—understand-
ing or appreciation and judging—that are primarily denoted by
the term ¢ Literary criticism . Nor can the term Alankara
refer to all the different methods of criticism that have been dealt
with by writers on Sanskrit Poetics. For besides the ¢ Alankara’
method there are seven others, some of which are even more
important than that. Thus the use of the term ¢ Alankira’ to
refer to Sanskrit literary criticisin cannot be justiied except in
this manner that the subject is numed after one of its earliest
exponents, Bhamaha, who maintained that poetic embellishments
form the distinctive feature of poetic language and that it is the
chief source of wsthetic pleasure,

Literary criticism is the proper interprefer of literature.
And as literature forms one of the mo<ts important branches of
the culture of any nation, it has its distinct place as the path that
lead$ to the understanding and enjoyment of a noble sphere of
human activity.

L]

There are eight different schools of critical thought in.
Sunskrit, but the most important of them are the exponents of the
two theories of Rasa and Dhvani. The principles held by these
different schools were formulated independently of each other,
but later on, they came to have values assigned to them accord-
ing to their relations with the two theories of Rasa and Dhvani,
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Hence it is possible to treat of almost the whole subject of
Sanskrit literary criticism from the standpoint of these two
theories. And this forms the rationale of ¢ur choice of these two
theories for treatment.









BOOK 1.
HISTORY OF THE THEORY OF RASA UP TO
ANANDAVARDHANA,

CHAPTER L
VEDIC PERIOD.

t OF the two theories—Rasa and Dhvani—which developed to
he the most predominant factors among the sources of literary
appeal, the former dates back in its origin to the “first poet’
Vilniki, while the latter which arose in the wake of the Rasa
theory, and which, incorporating within jtself all its good features,
served to check its excess, viz., the unduc stress that it laid on the
cmotional element in poetry to the detriment of the imaginative
and the intellectual elements thercin, could at the earliest have
been formulated only @ century before ils greatest exponent
Anandavardhanacarya, who lived about the middlc of the 9th
Century A, Do Though in fater works on Literary Criticism like
the Kavyaprakada and the Rasagangadhara Rasa is, with some
justification, treated as a sub-head under Dhvani, there is the pro-
priety of historical anfecedence for our consideration of the
History of Rasa before Dhvani.

The History of the meamog ol ¢« Rasa ' during the Vedic
period attords an explanation and prepares the ground for its
use by writers on Literary Criticism from Bharata downward to
signify the ¢ aesthetic pleasure ™ or® the fheill invariably accom-
panicd by joy that the audience experiences, while witnessing the
skilfl cnactment of a play rendered highly appealing to it through
excellent poetry, music and action.  In accordance with the
general practice of Indologisty to start any critical enquiry from
the earliest literary monument of Indian culture, the history of
‘Iasa ’ is here considered fromg the Ry Veda itself.

In the Rg Veda « Rasa’ is generally used in the sense.of the
“juice’ of the soma plant (¢. g. TAM: %38 /Y IX. 63,13, I
d #9 @4 1X, 65.15.), Inthe earlier Mandalas it occasionally
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denotes also water, 1 (111. 48.1.) milk, (e. g T&T Qdta gy
VIIL 72.13. apply heat to milk) and flavour (c. g. g TER-
et o Rgveda V. 44,13, ¥ @Id—Sweet-flavoured). The
Atharvaveda, while retaining its sense of the juice of plants,
(BMT&"'I ............ I1I. 31.10. up with the-sap of herbs)

extends its usage to the sap of graiﬁ. (ﬂﬁﬁ ?IF-EI @......l I
26.5. I have brought the sap of grain). Its usc in water and
m11k is not found here, but the sense of ‘savour’ or ¢ {aste’ be-

comes very common (e. g iy @ AQIETATEA. ... 1.

13.15. may the strong satisfying savour (Rasa) of the honey-mixed

come to me,zh @ ﬁ‘ﬂ'ﬁ f\ck—*h S+ I V1l 4.10. who-

ever O Agni ! tries to harm our taste of drink etc.). During the
Upanisadic period its sense of the ¢ essential element in plants or
grain ’ loses its particular character and changes into the ¢ essential

element’ or the ‘essence’ alone (c. g. (1) qron R 1 £ a0
L 02 RN Brh. Up. 1,3.19.  Life breath or the vital air is the

essence of the limbs (of the body). (2) 384: A AT Tz,
Brh. Up. 1. 3.4.  The eye is the most vital or the most important
of the limbs of the person that lives. Also Chandogya Up. 1.1.2,
and IV.7.4). ‘Rasa’ continues to have also its other sense of

Savour’ or “aste’, (c. g. (1) Fogm @M fAwm@™ Brh. Up. 111
2.4.......Knows the tastes by the tongue (2) I &Y T T etc...
...Kathop. IV, 3.) and the term becomes the base for a

denominative verb, meaning ‘to taste’ (e. g. fafaameaE............
does not taste. Prasnop. 1V. 2.). 1t is noteworthy that in two

places—(1) in the Taittiriyop. 1. 7.1. T8 & &, T8 {aT] AT
a-rﬁ waﬁland (2)in the Maiti. Up. V. 2. qa%aﬂw«q, Seae -

1, Rgveda I1L +8.1.
aM: R afmm aw 3 @i oud aea. '

Translation of Rgveda and Atharvaveda texts is mainly adopted
from Griffith and \Whitney in consultdtion with the Bhésya of Sayana.
"~ 2. Maitri. Up, V. 2

“ofe geIR B deaEHatE ‘
On this Ramatirtha has the following:—(See Dipiki, pp. 72-73)
T FeqoTeRe qaaYRe EeEda, A qive; a9 amEon-
s emeEmata | W A REeEra: ;W@ Y A, ™



CHaP. 1] VEDIC PERIOD 3

afid | 8WEAT. . .—there is a combination of both its
senses, and it refers to ¢essence,’ par excellence and to the
highest Taste or Experience accompanied by a sense of joy. In
other words, Rasa there stands for the one Supreme Reality of
the Universe, viz, the ¢Self-luminous Consciousness’ to attain
which the Upanisadic seer strove and which, when realised,
results in Perennial Bliss. It is very likely that the earliest
thinkers in literary criticisin took advantage of this use of
*Rasa’ {0 mean the perfect joy that the sage expericnces when
he perceives intuitively the Highest Truth in his meditation, and
applied it to that ¢ aesthetic pleasure’ which the cultured ‘spec-
tator with a responsive heart enjoys, when he loses himself com-
pletely in the characters, situations and incidents of a pldy
represented by highly talented actors.

But it must be distinctly understood that the two texts quoted
above do not at all, in the context where they occur, contain the
germs of the theory of Rasa conceived of and developed by later

writers on Poetics, And to read into the text T8Y ¥ oo etc.
any of the later ideas, as Pandita Raja Jagannatha! does,
believing in the ultimate authority of the Veda and seeking to
obtain scriptural sanction for his views, is wholly unhistorical.
Although during the Vedic period there was no clear fore

cast of the theory of Rasa, yet it should not lead us into
believing that the Vedic poets had not developed any sense of
appreciation and love for poetry. 1t may surprise us to find even
in the Rgveda, especially in the hymns relating to ‘Vak’, certain
remarks which, though not conscious attempts at criticism of
poetry, have still to be recognised as distinct and early antici-
pations of literary criticism. And the rich poetry, the wealthy
illustration, the high imagination and the ¢levated thought of the
Rgveda and the Upanisads fully testify t's the possibility of the

exhibition of the literary sense by the Vedic bards.
®

AN Tt WAl 5 SV @ SR ST T
S | EeRa PR SRR g,
qeERg fmaatert: 1, .

1. Rasagangddhara—Chap. I. P. 23. (Nirnayasagar Kdn.)
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In the Rgveda! X. 125. 3-5 beginning with ¢ W&M
Sy Cl ﬂ?{fll'{” the seers realise the importance in life of the
extraordinary power of speech which obtains for the person that
has it all his spiritual and material desires.  The verse GFIWE
crereciranes ete.? (Rgveda X, 71.2) makes a clear distinetion bet-
ween ordinary language and poetry and pays o genuine homage
to the Vedic bard in whose words is imbedded all beauty.
(voni etfRafETE.) The verse Taed:........ " ete,, (Rg-
veda X. 71.4), by denouncing the person that sees only the
externals in poetry and praising the learned to whom alone the
beauty of the inner sense is revealed, appears to value highly

1. Rgveda X, 125, 3-5.
¢ girt A agal Fafegd sy afeag
Al A1 3 Ry gEe yfrer qatsEey ||
71 Asamta A Romafa 7 arforfy 7 2 sgomer
sweAT At @ safimfea gy ga g & anfy |
wERa wAtg agif g9 2afiea argafa:
T FAT A agd T A mwwot i G g
Griffith’s T'ranslation.

I am the Queen, the gatherer-up of treasures most thoughtful, first
of those who nierit worship.  T'hus (iods have established me in many
places with many homes to enter and abide in. () Through me alone
all eat the food that feeds them, who sees, breathes, hears the word
outspoken.  They know it not, but yet they dwell heside me. Hear one
and all the truth as I declare it.  (5) I verily myself announce and utter
the word that Gods and men alike shall welcome. 1 make the man 1

love exceedingly mighty, make him & Sage, a Rishi, and Brahman.
2. Rgveda X. 71,2,

agia foas gt 7 o wamr s |
HA M qEd WA v ey |
Where, like men cleansing cornflour in acribble, the wise it spirit

have created language. Friends see and recognise the marks of friend-

ship. Their speech retains the blessed sign imprinted. (See Sdyana).
3. Rgveda X. 71.4.

34 A: T 25 ATIHG €3 57097 NN | .
I e o REE T8 g Tt gTEn |
One man hath never seen Vak and yet he Seeth. One man hath
hearing but hath never heard her. But to another hath she shown her
beauty as a fond well-dressed woman to her husband,
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poetic content and not its form. In AFF qT: ! ete,, (Rgveda
X. 71.3) where the bard says that the scers spread the language

y P guag
(of poetry) in all directions through the seven metres, and in
HIEWAG 2 cte., (Rgveda X. 124.9)—the sages know the swiit
;1pp\r,0ach of Indra when he hears the verse sung in the Anustubh
metre—the Vedic poet seems to realise some relation between
metre and poetry.  The poet further addresses his deity as the
lover of song FEEaFE @AW ... cte., (Rgveda VINI. 1.26.) «O 1
drink tliou, lover of song as the first drinker of this juice”. A
song is said 1o be sweet; as ¢ g (1), I €@HEY D g
a&cﬁﬁ\. ....... (Rgveda L 1140 und 11 35.1) <. song more sweet
than sweet, (2). 84 39 A9l &7 frf, ﬁl'?jﬁil ............
(Rgveda V. 73.8.) ¢ Lovers of sweetness, Rudras, She (Vik) that
streams with sweetness, wiits on you.  The verse 4 QERTHI-

reegfifin: JEgd THLL TR et g8 oW ele.

............ (Rgveda IX. 07. 31-32)  ¢the man who reads the
essence, stored by saints, the pavamdna hymns, tastes food
completely. oo, Sarasvati draws forth tor him water,

butter, milk ete,’—pronuses in the name of the Goddess Saras-
vati all material comforts for him {hat would study the best of
the Rgveda in the opinion of the bards viz, the Pavamiana
hymaos,  Thus the two main functions of the literary critic viz,,
to understand and to judge poetry, are discharged by the
Rgvedic poet-critic, the former fairly well and the latter {00 to a
limited extent, in that he has developed a real feeling of love for
poetry and that he is able to diseriminate the good from the bad
type of poetry through an examination of the literary content,

1. Rgveda X. 71.3.
TR A APy s |
AMRIEAT 9%Y: wAl o SEET HTHETER ||
tVith sacrifice the trace of Vik they followed and found her har.
bouring within the Rishis. They brought her, dealt her forth in many

places. Seven Singers make hergtones resound in concert.
2, Rgveda X. 1249,
» el gy dmwET fGeE = Seay |
FgRwg SqaAmTe At wEE we )
They call him Swan, the abhorrent flood’s companion, moving in

friendship with celestial waters. The poets in their thought have
looked on Indra swiftly approaching when Anustubh calls him.




CHAPTER 1L
VALMIKI

AT the threshold of the development of the theory of Rasa
stands Valmiki, the father of classical Sanskrit poetry, an inci-
dent in whose life, related in the second chapter of the Ra3mayana
Balakanda, explains the origin of the $16ka metre in Sanskrit
and also reveals the earliest germs of the conception of ¢ Rasa’
according to the later writers. The incident runs thus:—
When once Valmiki went out into the forest in search of sacri-
ficial wood and grass, he met a happy pair of Kraufica birds
twittering with joy on the branch of atree, one of whom was
suddenly shot dead with an arrow by a hunter; und when the
merciful sage witnessed the innocent male bird, that was killed,
weltering on the ground in his own blood, and the helpless
female, bereaved of her loving mate, and being vaguely conscious
of the untold sufferings that she would have to undergo without
him, sending forth a shrick of terror and agony, his heart was
touched with a deep feeling of pity for her grief; and the intense
pathos of the situation that filled his heart flowed out to find
expression in the shape of that exquisite and melodiows Sloka
I | etc. (Balakanda I1. 15.). Vilmiki was struck with
wonder and joy at this first involuntary emanation of measured
poetry; and through deep introspection and analysis of the state
of his mind at the time of its utterance, he discovered for this
mystery a solution which he gave out to his pupils in these
words “‘STRTA® RN A BAY WG AFA? Balakanda 11, 18.
“That which proceeded from e who was overpowered by pathos
shall be nothing but poetry or rhythmic expression .

This statement understood in the light of the above Kraufica
incident is rightly regarded hy*Anandavardhana as revealing the
critic in Valmiki, and also as contzining in embryo the theory of

1. Rimayana Balakdnda. II. “4and 15.

frmmea wadt e e )
wifesg afst eRm: e |a s |
Ten wiygaRFRf:  FARTR (|
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Rasa fully developed later.  The wallowing of the dying bird ina
pool of blood and the wailing of the surviving female to which the
sage was witness were transported {rom the sphere of his perceptual
experience to that of his imagination and presented there as
the cause (ﬁ’qﬁ) and the ensuant (Wﬁ) that stirred up his
instinct of pathos to its depths and developed it to that climax,
when he reached a still mental condition with an intense fecling
of pathos, in which his personality was lost, resulting in his
having anly a sense of joy; and this pleasant feeling of pathos
that overpowered him translated itself spontaneously intothe form
of the Sloka ATMTIZ ......&c. The sage surely meant something
Jike the above when he enigmatically said rom my intense feelin g
of pathes shall proceed nothing but rhythmic expression.’

At one stroke Valmiki is both a poet and critic. He is the
former, as he is able to imagine vividly and fecl intensely for the
situations, the characters and the scarchings of their hearts, and
express that fecling in the form of excellent poetry.—See the
Ramayana. He is the latter also, for he fully realises that it is
this feeling, arising out of his complete imaginative sympathy
with the characters and incidents, that transformed itself into
rhythmic expression.  The function of the poet and the critic is
identical in their understanding and feeling for the characters,
their emotions etc.  The poet is superior to the critic, for he
possesses the creative genius and the expressive power which
furnish to the critic poetry that forces him to have the" same
understanding and feeling as the poet; the critic falls short of the
poet, tor he sceks poetry to aid his imagination to think and feel
with the poet. The poet is valued to the extent to which his
poetry evokes in the critic this understanding and sense of bliss.
The critic is judged by the degree of understanding and joy that
he has from a study of poetry. Valmikipis a poet and a critic.
From the {few hints that he throws out and also from the poetry
of the Ramayana, distinguished by the simplicity of style, natural-
ness of imagery and vividness of description, which tend towards
the full development of Rasa,sit is possible to inake out that to
Vilmiki, spontaneous expression emanating from one when
overpowered by an intense feeling of pathos constitutes poetry;
or the state of poetic inspiration is a climax of emotion when it
~—the emotion—hinds a spontaneous outlet in rhythmic expres-
sion. Milton’s ‘unpremeditated song’ is this same spontaneous
rhythmic expression.
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It may here be pointed out that the views set forth above,
being based on the second chapter of the Balakanda, could not
be maintained as Valmiki’s without coming into conflict with
the conclusions of historical research and philology, which show
that only Books 11-V1 form the genuine portions of the work
originally written by Valmiki. Against this we urge {hat,
although much of the first book including the second chapter is
a later addition, the second chapter contains a genuine record
of the tradition handed down from Valmiki; and early ppets like
Kalidasa and Bhavabhiiti bear ample testimony to the authenti-
city of the tradition thal the Kraunca incident in the life of
Valmiki was the occasion for the spontancous emanation of poeti y
and also for the origin of the Sloka metre in Sanskrit.  (Sec R.
XIV. 70! and Uttara-R.2 Act 1. 5.) Anandavardhana also fully
believing in this tradition looks upon Valmiki as the father of
the theory of Rasa, although he twists the view to suit his® own
comprehensive theory of Dhvani. (Dhv, I Karikd 5)% It is
further gratifying to note that Prof. Macdoncll is quite willing to
grant the prebable historicity of the above tradition. (Hist. of
Skt. Lit. P. 317).

1. R. XIV. 70,
ARPRT=IERAGAETT Hfa: Foeamror 7a: |
R reSrIRR: BEeReTA a8 M ||
Sece Mallindtha on this.
2. Ultara. R, Act, I1. 5. Nirnayasagar lidn. pp. 53.5.

AEA—-Ha @ mE@fwn AvERTEEE & asaEd
Tust: | G AN RSN AR AE 73 | AHEA-
Tl EA AR e UOAEEgETAd | MR .

TN -— AR AT .

APAf— i fr g awe dwEe srfnpmesrREat-
qERA WA, oW TEEErE Ry agensti vt
qafr | AR Tmalfad | wARARRfE @ Ay afeeg; aw
hrfa’’ %agﬁr-aféﬂ:l EO K- 15 C 1 AR TPt TR

3. Dhvanydloka. . 26. 1. 5." e ‘
SETEH | TAL A% THEFE: T
Feag A TG FIFGAE: ||

See Lgcana on this, pp. 26-27.



CHAPTER 111,
BHARATA,

The different stages in the development of the theory of
Rasa, after the few suggestions that have been thrown out by
Vilmiki, are abscolutely lost to us until the doctrine emerges in a
concrete shape, fully developed in all its varied ramifications in
the Natyadastra of Bharata. This big work of thirty-seven
chapters, purporting to deal with the art of histrionics, treats of
a variely of kindred arts and sciences ancillary to it : and among
them are poetry, litcrary criticism, dramaturgy etc, It has been
the subject of many learned and erudite commentaries and also
the source from which a large number of independent treatises
on histrionics, dramatic technique, music etc., has sprung. The
text, in its present form, contains besides the original many
older verses as well as later accretions, some of which are intend-
ed to glorify and give a mythical garb to the authorship of the
work and the origin of the subject. It also exhibits u high
degree of culture and critical faculty in the author and the criti-
cal spirit of the age in which he lived. When did he live ? At
what time did his work first assume its present shape ?  What
is the doctrine of Rasa as could be made out from this work ?
We shall endeavour to answer these questions below.

The printed text; as we have it’in thg Kavyamala, comprises
passages in three different styles,—(1) Anuvamsya or Anubaddha
verses in the Aryd and the Anustubh metre, (2) Sitra-bhisya, (3)
Karikas—which show that the work is the result of gradual
evolution from the original, {he successive stages of which are
very difficult to determine. Panini is acquainted with some
Natasatras (1V. 3. 110), but these is no means of ascertaining
their exact character. The term ‘Sutra-bhasya’ or Aphorisms
and prose comments thereon would make us believe, on the
analogy of the history of grammatical and philosophical texts,
that that represents the earliest attempt in the field. But the

52
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‘ Anuvamn$ya ' meaning ¢ preserved through a particular line’
indicates, as Abhinavagupta observes,! that they—such verses—
are earlier than Bharata and also known to him.2  Again the
term *Satranubaddha’, (N, 5. P. 04) which introduces many Arya
verses and which means ‘composed after the nianner of the Sttras’,
is highly misleading. + Further the Kirikds which, according to
N. 8. VL. 11,% are only amplifications of the Siitras have been in
vogue in almost all ages. Thus any inference regarding the
relative chronology of thesc texts can only be a probable surmise.
We conjecture that the original of the NaityaSistra was in the
style of Sutra-bhasya which was later enlarged in the form of
Karikas ; and to this were added some older verses of other un-
known writers besides some later ones intended, as has been said,
to raise the art of histrionics to the dignity of a Veda.  Further
it is likely that, when the torm of the Kariki became settled,
much of the Sitra-bhasya portion was not preserved.

/Criticism ordmanly follows creation.  Histrionics and
dramatic technique develop only after the Drama attains «a
definite and complete forn’. . Though the Natyagistra, whose
authorship has becn attributed (o a mythical sage Bharata, might
have been the earliest ol ats kind, as it truly was, it could have
been written only after the production of finished Sanskrit plays.
Till recently, we had no knowledge of any dramatist prior to
Kalidasa cxcept by name.  The unearthing of the thirteen plays
of Bhasa (?) at Trivandrum docs not help us in any way, I is
the diseovery of the fragments ot ASvaghosa's plays by Prof.
Luders that makes it possible to carry back the upper limit of the

[.  Abh. Bh. Chapter VI. p. 223.

afd W smEma Rreammdvog ade S
FafRAN GIEERTRATOA FFEREAE wEA: | & TeR-—
a4 W‘ﬁf: etc. N.S. P. 62, .

2. Abh. Bh, Vol. 1. p. 261 on N. S. VI. 69.72.

al a1 g RITEHRAdl QEva: ST gfan | gien

g gEaEEd eI [ERE: ),
3. N.S. VL 11

FeqriaeEal 3 gaRAsaa gu: |
q3a: GFTET TR ||
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Natyasastra to a much earlier date than Kalidasa’s. These plays,
it is said, exhibit a highly developed state of the Drama; and as
Advaghosa, being a contemporary of the Kushan Emperor
Kanigka, lived in the 1st century A.D. (sce Cambridge History of
India pp. 483, 583 and 585) Prof. Kcith dates the first production
of a genuine Sanskrit drama more than a’ century earlier, and
he is even inclined to place it immediately after the Mahabhasya
—150. A.D. (Kecith. Skt. Drama pp. 45, 70 and 72). Thus the
nucleus »of the Nityadastra, appearing after the rise of the
Sanskrit Drama, could at the earliest be placed in the latter half
of the 2nd century B.C. or the first decades of the 1Ist century
B.C. The references to Yavanas, Sikas and other tribes will
bring down the date of the present text to the beginning of the
Christian era.

Abhinavagupta appears, in his Abhinavabharati on the
Natyasastra, to have used a text exactly similar to the one that
is now in print.  He further utilised the works of many earlier
commentators and of independent writers on the subject.  His
numerous references, to the former especially, enable us to deter-
minc the lower it of the present work with some  exactitude,
One of them is to the poet and critic that lived in the court of
Jayapida of Kashmir (779-813 A.D.), vz, Udbhata,! who gives
different readings to some verses of the Sastra,  We have it on
the testimony of Kuntaka that the author of the Kavyalankara-
sara 1s an cexpert in the school of Bharata,  (Vakrokti-]. Ms.
p. 126, Chap. 1112, Before him, Bhamaha and Dandin seem to
be acquainted with this text. When they have to deal with the
Rasas and the dramatic technigue they refer the inquisitive
reader to other works—Anyatra, Anyaih, Agamantare—(sce

1. Abh. Bh. Vol. I1. Chap. IX. p. 307. «
, 79 IR wEge: s
Abb. Bh. Vol. II. Chap. XVIIL. p. 472,
3FT: PEl—araudaw  (MAsE aemau... 3, |
- ctc. .
2. Vakrokti-J. Chap, IIL. p. 126.
79 WEFIRQUEREE] [AEERE aEai 3G Ragae.
Kuntaka here sneers at Udbhata for considering Urjasvi to be
an alaokara.
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Bhimaha 1. 20-24,! Dandin I-31 and 11. 366).2 Tarunavacaspati
on the Kavyiadaréa explains them as referring to Bharata. More-
over Bhimaha, in his treatment of Alankaras, mentions an earlier
view, which classifies them into five only. (I1. 4.)> Bharata, who
regards them to be only four, (N.S. XV1. 41)4 should have repre-
sented a previous stage of evolution, and he must therefore have
been known to Bhamaha, Further, Abhinava in the same com-
mentary refers to and quotes Sri Harsa’s Vartikas on the Natya-
$astra in many placesS (Abh. Bh. Ms, Vol. 1. Chap. IV, pp. 132,
166; Chap. V. pp. 169, 170, 188 and 194; Vol. IV. Chap. XXIX.
p. 34; Chap. XXXIL pp. 129 and 133). Though these small
extracts are corrupt and not quite intelligible, it is possible to

1. Bhamaha I. 20-4.
vafl: gFafigs afesaeimgiRad | 1.20.
Tt S @Y §ES: 79 1 1 21
e Redrrmanraneraaii a9, |
I aEERTEgHIS AT [ET || 1. 24
2. Dandin—K. D. I. 31.

famb R dvmge R |

K. D. II. 366.
TH GG TR SHUTIARR |
AR EASHEYd A: ||
G, ANHFR— (com.)
3. Bhamabha. II. 3.
AATE: GIIH &Y g |
f aEweFT: FRIFIeETEA: |

4, N.S.XVI 41.

I 9% A9 &R J9F vl |
FEIA GERA: qAT TREAT: |)

5. Abh. Bh, Vol. I. Chap. IV, p. 132
%ﬁmﬁmﬁﬁm: f'ztc. ‘ )
Do. p. 166. T@WH TEEW@RRANM Ju§ U amul a1 Fa-

ARYFEANIE: JEERA §f N



CHap, 111] . BHARATA 13

make out that the Vartikas were in the form of verse and prose
like the Tantra-Vartika of Kumarila. If this Sri Harsa is identi-
fied with the great Emperor of that name that reigned at Kanauj
in the years 600-647,—and we have no reason to doubt the
identification—then it is clear that this text existed in the begin-
ning of the 7th Century A.D. Again Abhinava quotes half a
verse from one Bhatta Matrgupta who is profusely quoted by
Raghavabhatta and other later commentators on the Sakuntala,
Vikram@yvasiya etc. (Abh. Bh. Vol. 1V, Chap. XXIX. p. 32,
T WA -— 70 7 SAaeR] JAISTERNAA: 1) Most pro-
bably his work is an independent metrical treatise on dramaturgy
and music based on the Natyadastra and not a commentary
thereon. This writer may have been the same as the poet
Matrgupta who flourished in the court of Sri Harsa of Kanauj.
(Raja-tarang. 111, 129. foll.) Then the above position gains
additional strength. Furthermore it may be suggested that even
Kalidasa was familiar with this text; for besides mentioning
Bharata as the mythical tcacher of histrionics, he exhibits a

Do. Chap. V. p. 169.

Mg waRA Eres A ARTEHAE A
qRgdal g @A § 9 guEEEE | WE—
Ysea E TRAE: € 0@ 3 @9 § IR gEn 6 g sa
IR | .

Abh. Bh. Vol. 1. p. 170,

I 9 aGH—

Do. p. 188, I[E: ITHAW:

Do. p. 194. TZTE #Ne¥:—o(d @ gramm Haf¥aesH RY
7/a: FrasaoleRa @iiEGy T3 WESTeIgaETE —

A.bh. Bh. Vol. VL. Chap. XXIX. p. 34.

3 @3 g sFgagfe aafienTde  saftheamagaar
TAEITIT SHAATHA | .

Do. Chap. XXXL. p. 129.
{11 o —

Do. P. 130.

FiE g IR Réead ¥ av Sderd 7 afy <l g
Fqufy a1 frdgead afegnr anf,

—_—
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knowledge of his teachings. He knows that the Rasas are eight
in number and that they are manifested by action on the stage.
(V. Act 1. 18),!  In the various junctures in the construction of
the plot there should be change of Vrtti (KaiSiki etc.). The tunes
have to vary according to the Rasas. (Ku. VII. 91)2. Even
Pravarasena appears to be acquainted with the Rasas and their
manifestation through Abhinaya3 (S. B. 1. 9, 49; V. 16; X, 58,
etc.). Still more, none of the verses cited in illustration of the
various metres in the fifteenth chapter of the Sastra could be
trdced to any of the extant works of poets from Kalidasa down-
ward.,

Thus we may fairly conclude that the Sastra surely existed
in its present form before the beginning of the 7th century and
probably during the time of Kalidisa also (400 A.D. Keith Skt.
Lit,, p. 32). And Bharata may have written the original portions
of the Sistra about the time of the birth of Christ.  (Sec Keith,
Skt. Drama. p. 81).

1. Kalidasa. V. II, 18,
gem waa @ A sEdEREeE A |
Ffoatiay qug v Teal FAAL G ST ||
2. Ku. VIL. 91.
3: glay safyaaieid wray sfkego |
FYATAETE Hgd FAvAe SOARFERE |

Sec Mallindtha on this.

5. S.B.LY.
ARV SE JRFASey RaRemRsRen |
A qaetfiien frdg & @ Feawe ||
Note Construction.. H’ﬁ@'{@lﬂ FBIRY[——See alse Comm.
Do. I.49. Ywen faFed gy smRewaw | ‘
Do. V. L6, TOTSTISHg AN a@m@a@m @ |
i @1 (3 TGl STl qeagRusTg TR I
Do. X. 58.

sgneearEe Aade RftvrrmggRe gr |
feomaisrate oTasE Zxe JARA ||
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The theory of Rasa is an earnest attempt to indicate the
¢ character of the emotional effect of the Drama’, or it success-
fully explains the rise and natuare of the ¢ westhetic pleasure * that
a responsive audience experiences while witnessing ‘the skilful
cnactment of a play. It was definilely formulated in its varied
aspects for the first time by Bharata in his Natya8astra., It was
briefly stated by him in that well-known aphorism FAETAE-
W@mﬂmﬁs‘?ﬁ*—@@ S. P. 62). Vibhavas are certain
causes or. mainsprings of emotions like love, pathos etc.  They
are the heroes and the excitants of love ctc., like the spring
season, pleasure garden, fragrance, moonlight ctc.  Anubhivas
are the visible effects or the consequents of the searchings of the
hearts of the heroes.  They arc quickly moving eyebrows, side-
long glances ete.  Vyabhicaribhivas are transitory or evanescent
emotions that tend only to develop the main sentiment, such as
anxiety, anger etc.,,—the path of love is never smooth. Through
a harmonious blending and representation of appropriate Vibha-
vas, Anubhdvas and Vyabhicaribhavas, there arises in  the
audience a certain climax of emotion, invariably accompanied by
a thrill and sensc ol joy: and this is Rasa or westhetic pleasure.
To take a concrete instance :—Skilled actors represent Dusyanta
and Sakuatala. These first meet in the pleasant, beautiful groves
of the hermitage (Vibhiva). Each, struck with the rapturous
beauty of the other, casts eager, longing looks. At forced parting
Sakuntatd finds an excuse to steal a glance at her lover (Anubhi-
va). In their extreme difhdence and anxiety they pine away,
one for the other (Vyabhicaribhava). Happily Sakuntald’s mate
helps her in declaring her love through a letter. Dusyanta has-
tens to present himself and there is union of the lovers, When
all these are represented aided by poetry, music and other
histrionic devices,—which Bharata culls Natvadharmx—thc deep-
seated instinctive impression of love (bthaylbham) is kin-™'
the mjnd of the audience and developed to that clima:
through complete imaginative sympathy with the situaty
audience forgets all differences of person, time and plac
this climax of emotion reveals itself in a sort of blissful
ciqusness. This bliss is Rasa.. .

After stating this theory, Bharata classifies the Rasas int
eight in .accordance with the eight dominant emotional moods,
which, when developed, transform themselves into the Rasa.
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They are (1) Srigara or love, (2) Hasya or humour, (3) Karuna
or pathos, (4) Raudra or wrath, (5) Vira or heroism, (6)
Bhayianaka or terror, (7) Bibhatsa or disgust, (8) Adbhuta or
wonder or the marvellous. He further enumerates thirty-three
Vyabhicaribhavas and eight Sattvikabhavas, which are only exter-
nal indications of emotion. He also suggests the appropriate
Vibhavas, Anubhavas and Vyabhicaribhdvas that tend most to
the development of the particular Rasas (see N. S. Chapters VI
& VII).

In addition to its enunciation, the author elaborates on the
various contributory factors that promote the realisation of Rasa.
All of them are brought under Abhinaya or action which is
fourfold (N. S. Chap. VUL 9)': (1) Angika, (2) Vacika, (3)
Aharya, (4) Sattvika. These are respectively action through the
limbs of the body, speech, dress and certain outward expressions
of emotion. Numerous divisions are given under each head and
the relevancy of each kind of action in the promotion of the
different Rasas 1s indicated then and there. In the endeavour to
treat all arts as subordinate and ancillary to histrionics, Bharata
brings poetry and hiterary criticism under Vacikabhinaya., He
deals fully with the ideas of poetic style and diction prevalent
during his time. In Chapter XV he defines and illustrates the
different metres that lend sweetness to dramatic style. In the
next he deals with the Alankaras or poetic embellishinents, which
according to hin are only four, the same ten traditional Gunas
or qualities of style and ten Dosas or faults of style, which have
to be avoided. Dramatic technique is treated fully in Chapters
XVIiI and XIX and the four Vrttis, Kai$iki etc., in the twentieth,
Music and its use in kindling up the particular emotions are
dealt with at great length in the last chapters of the work.

Though Bharata dpes not recognise the individuality of the
- Nof literary criticism, he gives it indeed a prominent place
pheme of histrionics. The conceptions of Guna, Alan-
/tti etc. bear ample testimony to the high literary sense

L spirit of critical inquiry into the distinguishing charac-
s of poetic style in the learned men of his age. The

<

be

1 N.S. VIIL 9.

afgR aivwds aEd: qiftwa
et Rmagat wRaRe: |
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evolution of the theory of Rasa, which is a successful analysis of
the process of the realisation of pleasure in poetry and which
enabled later critics to formulate an excellent theory of poetry
based on it, fully testifies to the genius of Bharata; and poetics
itself appears in the Natyasastra to have long outgrown its nas-
cent stage and bids fair to assert its independence. Being the
earliest systematic exponent of the science, in addition to being
at the head of the Rasa school, Bharata may justly claim the
title of the Father of Sanskrit literary criticism.

In this connection there is one other question, that of the
Hellenic influence on Sanskrit poetics. That Europe drew her
cultural inspiration from ancient Greece has been her glory; but
the Indian genius knew to strike an independent path in the
many branches of her abundant culture, The theory of the
Greek origin of the Sanskrit Drama is now set at rest. The
Hellenic influence on Sanskrit poetics has rarely been put forward
seriously, though there may be a natural prejudice in its favour
on account of the antiquity of Greek poetics, There is no doubt
similarity between the Natyasastra and the Poetics of Aristotle
in respect of tl.e importance of the ¢ fable’, the unities of action
and time, the classification of characters and the function
of the Drama, viz., to afford immediate pleasure to the audience.
But there is very little in the ¢Poetics’ that would correspond
to Bharata’s analysis of the realisation of ‘aesthetic pleasurc’ and
his enunciation of the Vibhavas, Anubhavas and Vyabhicéri-
bhavas. The term ¢ sentiment ’ in Aristotle means only a mode
of forcible expression of ideas (see Poetics Chap. VI). Except
this aforesaid similarity which might probably have been the
result of independent speculations there is no unmistakable indi-
cation of borrowing from the Greeks, and most probably Sanskrit
poetics had an indigenous origin.

S’



CHAPTER IV,

FROM BHAMAHA TO ANANDAVARDHANA.

Section I. —General Tendencies.

During the period that intervened between Bharata and
Anandavardhana (9th century), the individuality ot the Science
of literary criticism became fully recognised, and speculations on
the distinctive characteristics of poetic language appear to have
been abundant. In spite of some commentaries on the Sistra
and also of separate treatises on histrionics, the theory of Rasa
gained little favour among the literary critics of this period, for
the prevailing tendency of the times was to discover the nature
of poetic form, to formulate the various decorative devices called
Alankaras or figures of speech and qualities of style known as
Guna and Riti, and to hail one or the other of these three as the
very life of poetry. However, these critics were not insensible
to the sweetness of Rasa, but in their fondness for their own
favourite theories they relegated the Rasa to some corner and
gave it indeed a disproportionately small place among the
numerous Alankdras and Gunpas. But the poets of this period
seem to be fully alive to the importance of the Rasa and this
could easily be made out from their occasional reflections on
poetry. The wild protests of Kalidasa and Bhavabhiiti and
Subandhu’s denunciation of the wickedness of critics in trying
to pick holes in good poetry and rarely endeavouring to appre-
ciate and enjoy the beauty &nd sweetness of the Rasas thereof,
are quite significant of the temper and taste of that age. Even
the great enthusiast of the Rasa School, Bhavabhiiti—got to
speak of Bana and Magha—could not be free from the influence
of this low taste which applauded Sabdacitra or wordplay, For
did he not in the most moving situations indulge at times in the
concatenation of jingling word%? The great poets devoted a
whole canto in their poems to conundrums and acrostics. But
it must be admitted that, generally, poets of this period realised
fully that poetry should appeal more to the heart than to the head
and that they, in practice, paid equal attention to poetic form
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and content. Moreover, in a creative and formative age there is
nothing unnatural or extraordinary in the expression of extreme
views by critics; and to be fair to the writers of extant works of
this period, it should be said that they had developed a fine sense
of the external beauty of poetry, and the many illustrative verses
composed or quoted by them fully bear out this fact.

Section I[1.—Bhamaha.

The.earliest writers of this period whose works have been
preserved to us are Bhimaha and Dandin, the two great cham-
pions, respectively, of the Alankara and the Guna school of criti-
cal thought. There raged a long controversy regarding the
relative chronology of Bhimaha and Dandin. Through the
researches of K, P. Trivedi, Prof. M. Rangacharya and other
able scholars it appeared to have been decided that Bhamaha
preceded Dandin, But recently Prof. Keith holds that Bhamaha
undoubtedly came after Dandin on these grounds—that
Bhiamaha was later than Uddyotakara and Jinéndrabuddhi and
that the « kavyadar$a of Dandin shows a very simple stage of the
development of the conception of poetry’ (Skt. Lit. p, 113),
These grounds are all untenable.

It is said that Bhamaha in Chapter V has used some philo-
sophical texts of Dharmakirti (S. K. De. Skt. Poectics Vol 1.
p. 48). Prof. Keith probably ventures his opinion on this that
Bhiamaha who criticised the definitions of perception and infer-
ence given by Buddhistic philusophers, could have done so only
afer Uddyotakara had dealt with them. Bhamaha cites the defi-
nitions thus :(—

I FYANE qAISNRR F=9 | Bhamaha V-6,
Rreurggar gangaa 7 &4 |,
Ry aradazaia R Ag: || Bhamaha V-11.

Dharmakirti in his Nydyabindu (Bibloth. Ind. Edn. pp. 103 and
104) defines Pratyaksa and Anumana thus:—

e Sy FeTATETaT,”
“RrETRERGRY g Fg |

This similaﬁty‘ in expression has probably led to the
supposition that Bhamaha took them from Dharmakirti, But
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the fact is that the definitions are cited from writers much earlier
than Dharmakirti. Of the four bits—

(1) way Fegmaed, (2) adisda, (3) akQ arad-
TR, [ ), and (4) BreiRarel aemgA—

the first three are cited in the Nyayavartika and criticised at
length 1(see N. V. pp. 42, 43-44 and 56-57). Vicaspati in
his Tatparyatika identifies the author of the first and third
pieces to be Difinaga and the second, Vasubandhu 2(see Tat. T.
Vizianagaram Edn. pp, 99, 102 and 127). In answer to the
criticisms of the Vartikakara on Dinnaga’s definition of perception
Dharmakirts appears to have added the qualification ‘Abhrantam’
to it. Had Bhamaha known Dharmakirti, he should have taken
for criticism this improved definition and not the old one of
Dinnaga which had already been torn to pieces by Uddyotakara.
Regarding the definition of ‘anumana’ it is but reasonable to

1. N.V.p. 42 (Vizianagaram Edition).
AN JAATI I —TN ST Taghfy | aw |
2, Tat. T, p. 99.
AT TIISU GW AIGETIT T TGl Aeatig-
AEEa —arq gARM | @l sy —adisaif |
1. N.V.pp. 43-44,
AN g FO TAL FegANeid | 99 F Feqen?
2. Tat. T.p. 102,
g Reme sgumreaeait —sart g |
3uIAg eqaEy TSSid—on Al |)
1. N.V. pp. 56-57.
AW FA—AFAIELED aﬁ'&tsgqﬁfhf% I
2. Tat. T. pp. 126-127.
ﬁ%) ol g qisrmamem iwﬁggmﬁ—-am
|
() 7 & Remmr RSl g aarelos aa 3okl |
() T Rewren sevr gullEn ot @y gfie )
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believe that when, of the four definitions, three happen to be
drawn from earlier works, the fourth also was from the same
source. The fact that the second and the fourth pieces are
referred to by the same term ¢Kécana’ in Bhamaha would
surely induce us to take them to belong to the same writer; and
when one of them is identified to be Vasubandhu’s the other
also might be his. Why then did Uddydtakara omit to criticise
it? Most probably because that definition, which required
for very. iuference the presence of the hétu in the paksa
and the uddharana and the absence of it from the contrary
instance, did not matcrially differ from the orthodox view
of the Naiyayikas. Further there is nothing definite to show
that Bhamaha borrowed his criticisins of the Buddhistic doctrines
from the Vartikakara. To say that it is possible for Bhamaha to
offer any such criticism only after the Great Uddyotakara has made
his attacks is to deny the continuity of the Nyvadya system. 1t is
very likely that Bhamaha lived sometime before Uddydtakara
(650 A.D.) when there raged a keen controversy between the
adherents of the Nyaya and the Buddhistic Logic and that
Bhamaha thought it necessary at that stage to deal with it even
in a work on Poetics.

Trivedi has already demonstrated that the Nyasakara refer-
red to by Bhamaha should be different from jinéndrabuddhi.
(700 A.D.) The correct interpretation of the verses in question
(VL 36 and 37) is this:—Young aspirants should not use com-
pounds with words ending in the sufix trc merely on the
authority of the Nyasakara who against this rule has used
¢Vrtrahantd.,” Such a word does not occur in the printed Nyasa
of Jinéndrabuddhi, who moreover does not appear to favour such
a usage (sce Nyasa Rajshahi Edn. 1915 p. 385 on Panini 11,
ii. 15). To say that. Bhamaha refers to Jjnéndra relying on the
identity of the name ¢ Nyasa ' which, as Trivedi has shown, has
been the common name of many other similar works, is only a
bold but untenable assertion (see 1. A., Vol. XLIV. p. 275, Vol.
XLV. p. 25).

» 1. Bhéamaha VI. 36-37. .

Brem@umeer FEwERE a |
T queTis 7 SRR,
TEFYEFAE] FIE qUiea: |



22 HISTORY OF THE THEORY OF RASA  [Book |

Scholars have -clearly shown that Bhamaha represents an
earlier stage than Dandin in the evolution of Sanskrit literary
criticism, True that Bhimaha recognises some predecessors in
the tield like Medhavin. But his work indicates distinctly that
the science of literary criticism has not completely established
its individuality and effected the needed divorce from the other
branches of knowledge like Logic and Grammar. While Bha-
maha devotes a whole chapter to each of these, Dandin omits to
deal with them. Bhamaha refers to an earlier view which
recognised only five Alankaras—a slight development out of the
four mentioned by Bharata (N. S. XV1. 41) and he claims some
-originality for the discovery, enunciation and illustration of the
various other Alankaras 1(see IL. 96, I1l. 57, V1. 64). There are
not many sub-divisions under e¢ach Alankara as in Dandin;
'S_vabhivqkti has not yet gained a place among the Alankaras,
Sabdalankaras are very few in Bhimaha, but Dandin deals with
numerous varieties of them in a full chapter (Chap. 111). The
conception of the styles Vaidarbhi and Gaudiya appears to be in
its nascent stage in Bhamaha who makes scanty reference to
them and who has little preference between the two, while their
character and place have become definitely settled in Dandin.
The conception of pocetry given by Bhamabha, »iz., ‘Wl"?( aftat
FEFAH? (1. 16)—form and content, well matched is poetry—is
certainly simpler than Dandin’s smﬁm%mr Wﬂ?ﬁ (I. 10.)
* Poetry is a collocation of beautiful words harmonised with
agreeable sense.” The lucidity and the richness of Dandin’s

verses should not induce one to assign him to an carlier date (sce
I. A, Vol. LIV, pp. 93, 232; Vol. XLIL pp. 204, 258;

1. Bhamaha II. 96.

wgRa Pt i s @g ek |
Iq: W AREHRI Mrmsaifafiamd |

Do. III. 57.
frowesRf: g & Rt R aake: )
T FERTEHAl R 16 Rerwmee |

Do. VL 64, ‘
IFRF AR G WS ¥ g |
GG WA A e Anggae |
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K. P. Trivedi’s introduction to his edition of the Pratiparudra
S. K. De. Sanskrit poetics).

Further in the Sragiraprakasa of King Bhoja of the Pira-
mira Dynasty—a manuscript of which is deposited in the Govern-
ment Oriental Library, Madras—is found the following (Srag. P.
Vol. 11. Chapter XI. pp. 371-2).

agwiL—
IHERT FEAET U Al e |

A9: gunfy gaig sy Fwiehy B |

This verse is cited in a4 context where there arc numerous
other quotations from the Kavyidarsa, and the latter hall of this
verse is undoubtedly the first hulf of Dandin’s verse K, D, 11,
362.1  Though the first half is not found in any of the printed
texts, according to the high authority of Bhoja it did form part
of the same verse, Dandin’s reference in the printed text to
¢Slésa’ beautifying Vakrokti, which appears immediately after his
treatment of Sarhsrsti, surprises the reader. But Bhoja's reading
of the verse given above furnishes the nccessary link. After
treating of Alankaras, Dandin, summing up all the poetic embel-
lishments, refers to the well-known view of Bhamaha that
Vakratva—or deviation from the ordinary mode of expression—
is the best ornament of poetry and adds his own improvement
on that.  1f the above reading given by the learned Poet-King is
accepted to be genuine, it forms unmistakable proof of the
priority of Bhamaha to Dandin.

Bhamaha is known to Udbhata who wrote the Bhimaha-
vivarana (sec Pratiharendurdja? on K. L. S. p. 13) and also to

1. Dandin IL 361-62.

s g7 A gt

RAEUeGTHMT fRATART =AU K. D. 11. 361,

agigzER—enfim=hi |

B gunfd gatg TE TRy B )

fort R eETRRRIRAR T I k. D, 1L 362

2, Pratiharendurdja on K. L. S. p. 13. ;

fReifthegm ¥ wmals® wEgA  Rune: vd
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Dandin. He was most probably an elder contemporary of Ud-
dyotakara and Dharmakirti both of whom lived about 650 A. D.
He may thus be placed in the period that immediately preceded
050 A. D. i. ¢., in the 2nd quarter of the 7th century,

/l‘he attitude of Bhamaha to the Rasa theory is distinctly
that of an exponent ot a rival school of criticism; and this is
clear from the scanty treatment that he accords to it. He who
holds that Alankaras exhaust the chicf characteristics of Poetry
naturally brings Rasa also under an Alankira called ¢ Rasavad’
(IIL. 6).! He further recognises two others—Preyas and Urjasvin
—which represent the sentiment of spiritual love and conscious-
ness of superior might (IIl. 57).2 But he betrays his knowledge
of all the Rasas when he says T DFEAA THY TRt Ti% |
(Bhamaha 1. 21)—mecaning that in the Drama all the Rasas
should be delineated. He is also fully alive to the delectable-
ness of tender sentiments, and he feels that they are the best
vehicle to inculcate even moral principles (V. 3).3

Section I1I.—Dandin.

The next important name after Bhamaha is that of Dandin,
He is the exponent of the Guna school, which holds that the
beautiful collocation of words and ideas i1s the chief feature of
poetry. The ten Gunas are the hife of the best poetic style called
1. Bhdmaha. ITI. 6.
EIRETIIFNRTE 20 |
A gATHEIERRAAEAT ||

2. Do. IIL S5 & 7.

¥ TETE TORTRYY @ |
o a1 MER T AR g )

Feaq WashfoEarmARga: ||
IaiRta I a91 g gAQE: |

&: a=ufd fh a0 ﬂm: 0

3. Do. V.3.
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the Vaidarbhi (K. D. Chap. I. 40-42)!; and the Alankiras, which
Bhimaha regarded as the soul of poetry, are treated by Dandin
as mere embellishments of poetic language (K. D. Chap. 1I. 1).2
Dandin’s conception of Guna covers not merely the lucidity,
sweetness, the liquid movement and other qualities of expression
but also the grandeur, the felicity and richness, etc., of ideas. He

lays great stress on the purity and refinement of language (K. D.
1. 7,62).3

His™date is one of the greatest puzzles in the History of
Sanskrit Literature. No definite data are yet forthcoming'to
solve the problem. But it is certain that he is later than Bana
and Bhartrhari, and it has been shown that he lived after
Bhimaha also.  He is known to Vimana who appears to have
taken the cue from him for the formulation of his own concep-
tion of poetry. He should thus be placed between 650 A. D.
and 779 A. D.—the date of Jayapida (779-813) in whose court
Vamana flourished. At present it may be taken tentatively that
he lived in the last quarter of the 7th century or about 700 A.D.

Dandin’s attitude towards the theory of Rasa is a continuance
of the one taken by Bhamaha; and following him, he too brings

1. K. D. I 40-42.
segR B A NG T |
a7 IS a8y megerad Il
B JEE: Gadl A IR |
SRR ER FEaEHd: ||
gft Fimrten qon TR & |

2. K.D.I1I-1. ’ .
FEGAAHI, THASRT, TTE |
3. K.D.1.7.

AZeqAll AN WA TP HIEA |

eey: gt et g |
Do. I.62.

Fi TR SASHER @A ARy |

qOraFaa AR qER I |l
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the Rasas under the three Alafikiras Preyas, Rasavad and Urjas-
vin, But probably owing to the influence of poets or his own
sympathy and feeling for the delectableness of the Rasas he sets
greater store by them uand also devotes greater space in_ his
Kavyadar$a (see 11. 275-291).! He defines them in Chap. 1L
verse 275 and illustrates them by the following verses. The
instance of ¢ Preyas’ is the same as Bhamaha's (I11. 5).
He fully expounds the most striking characteristic of each of the
eight Rasas of Bharata and gives excellent verses in illustration.
The very sweetness of these verses exhibits clearly his keen per-
ception of that element in poetry which appeals most to the
heart or which moves and entrances the reader, viz, the
Rasas. In spite of his own theory that the Gunas are the
life of poetry, being a poet he is probably overpowered by
feeling for this element in poetry and is forced to recognise it to
be quite as appealing as the Gunas. For he speaks thus in K.D.
1. 292,2  « 1t has been shown that, of composition which is the
acme of refinement, Madhurya or sweetness is the essence. Here
it is stated that the life of poetic language is the delineation of
the Rasas.” He further betrays his acquaintance with the details
in the theory of the realisation of Rasa. He knows what
Sthayibhavas are and also their distinction from Rasas (K. I,
Chap. 1V. 48).3 On the whole Dandin is not so antagonistic to
the Rasa School as Bhamaha.

Here mention may be made of some evidence regarding the
authorship of the anonymous commentary called the Hrdayan-
gama printed in Prof. Rangacharya’s Edition of the ‘KavyidarSa’
(Madras). In the Srigaraprakasa of Bhoja Vol I1. Chap. XI.

1. K. D.II 275.
ya: Baauea waaine |
TR TRERN AR g qd T ||
2. K. D.II 292,
FFEEFTaEAad A @ |
§8 SECEI G &a] P i
3, K.D. IV, 47-48, ‘
A FSEAIE WGRFY IW | 4.
AFET ©fa aalead ) 4s.
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pp. 373-6 are cited eight verses from Dandin to illustrate the
eight accepted Rasas. Curiously enough, Bhoja’s comments on
six of the verses—K. D. Chap. 11. 284, 286!, 288, 289, 290 and
2912—agree almost word for word with those of the Hrdayan-
gama Is Bhoja himself the author of the commentary or is he

1. Srng p. Vol. 11, p. 375.
RTINS JaT—

T FYITAN RUSTEN TAHY |

qraRd &4 3f gammadt fang |l

o AEEARAEAAR, TRAOIgER e R
RagagaaasaeRieuatme: Sieam  ggaay REge-
Rrararmily safEMy  IRIReIRETATS IR FeoRgsa:
AGFE TTd T FYATANARITT q FOURAGITIAR
AFAERY WA |

Hrdayangama :—

Tggr 3 | eneARREMERIATE, SR, A A6 e
wm:, fHairEgaTaEERi: A, TMCHIEEa:
Fiz=iifn el qgsamE: s IR T | arda
FEURGA Sfiad TEaq 0ad |

2. Srag. p. Vol. IL. p. 37+.
AATE AR R —

& WA Fow gRERaEs |

WROT gE FEERIEE Fod )
aelygers  waenty aRfmrmaaowdaonRi: 3fuw-
Fadedaa®  agoay  fresieciavymaRy  safmfemy
WRAT: TAAFEATIAC TR g Frreamme wg-
qﬁﬂ—lct ANA: FRE A -gRITAL | AN T WIgER |
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some one else that has copied from Bhoja or is it vice versa?
The profuse quotations in Bhoja’s works from the Kavyadarsa
and the lack of definite references to later writers in the
Hrdayangama would lend support to the presumption that the
anonymous commentary was written by King Bhoja.

Section IV.—Vamana.

Vamana appeared some decades after Dandin, as the staunch
advocate of the Riti School of critical thought. To him poetry
is the representation of the ¢ beautiful " and the perception of the
beautiful gives pleasure to the critic. This beauty in poetry is
attained throngh the absence of faults and the presence of Gunas
and Alankiras (Vamana Chap. L i, Sitras 1-5).1 He considers
that Riti or style is the soul of poetry (1 ii. 6).2 Riti is beautiful
diction endowed with the Gunas (1. ii. 7, 8).3 It is of three kinds
Vaidarbhi, Gaudiya and Paficali (L ii. 9).4 Of these, the Vaidar-
bhi style possessing all the Gunas constitutes the best poetry
(I ii. 11).5  This conception of the three poetic styles is only a
development from the two recognised by Bhiamaha and given

SuafavE: IETE: TgERi: g TegRaE ey -
srafafa: Sl @I AR ey | Sy
Waad, |

1. Vamana l. i. 1-5.
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8 AVIEHFEARAT . 3-
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2. Do. Lii6. §fdqwn srue,
3. Do.Lii7. faRmer qgeuen @
Do. L ii-8. ﬁ%ﬂ'ﬂgunwr
4 Do. Lii9. m%m%@ﬁ*ﬂmw%ﬁl
5. Do. Lii-ll aqqguh&m%ﬁ.

See page 25, fn, L.
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full shape and character by Dandin. Vamana’s Vaidarbhi is
taken entirely from Dandin K. D. I. 41-2. Vamana emphasised
this stylistic aspect of poetry much more than Dandin: and he
also formulated a third variety of style called Paiicali, which is
but a blending of the other two styles, According to Vamana
style is the life of poetry, the Gunas endow beauty to it and the
Alankdras enhance that beauty (II1 i. 1 and 2).!

Vamana’s date could be determined with much less difhculty
than that of Dandmn or Bhimaba. He quotes Magha’s Si$upala-
vadha canto 111, 8,2 under the Sitra IV. 1i1. 10 and Bhavabhatt’s
Mahaviracarita Act 1. 54 under 1 ii. 123 Anandavardhana is
presumed by Abhinava on page 37 to have kept in view Vamana
in giving his illustration in the Dhvanyaloka p. 37.4 He further
refers to the three styles of Vamana in the Dhvanyaloka p. 231.
Magha lived about 700 A.D. and Bhavabhiti about 730 A.D. in
the reign of Yasovarman of Kanauj. Anandavardhana flourished
about 850 A.D., and Vamana should have lived between 730 and
850 A.D. He is prabably identical with the minister of Jayapida
(779-813) mentioned in the Rijatarangini 1V. 497, and in that
case he may be pluced in the last quarter of the eighth century.

Vamana takes a \ln\l](u‘\)\ﬂltudb towards the Rasas as Dandin.
They both give a small place to them in their works, but there
is essential differcnce. Following Bhamaha, Dandin brings the
Rasas under the Alankiras; Vamana treats them as the essential
feature of the Guna « Kanti ’. It is the Rasas that give brilliance
(kdntl) tu poetlc atVle—— .camra EFlﬁﬂ --—lll i, 145  He illus-

1. Vamana 1. ;¢ ENRRIGIIK Eh_dﬁ S| om:
Do.lIL i-2. AEIANIRTTCISHAL: |

2. Magha; Sidu. 111.5. 30 aR Rﬁfﬁgﬂéﬁ 93AM, et
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trates it with reference to the most important of the Rasas,
Srnigara, by an exquisite verse from the Amarusataka and asks
the reader to select the instances of Kanti where other Rasas
illumine poetry. He considers the Drama to be the best literary
kind 1. iii. 30.!, and as Rasa could be best developed only
through a play it distinctly shows his appreciation of the import-
ant place of Rasa in Poetry.

Section V.—Udbhata.

o

Udbhata appears to have been a dual personality in that he
was a follower of the two opposing schools represented by
Bhamaha and Bharata. Besides his Kavyalankarasara—which
is only a lucid exposition of Bhimaha's Alankdras with a few
additions like Svabhivokti—he wrote the Bhamahavivarana and
the poem Kumarasambhava to illustrate the Alankiras (sce
Pratiharcndurdja pp. 13 and 15).2  As has been remarked be-
fore, in connection with the date of Bharata, he should have also
written a commentary on the Natyasastra. Abhinava further
refers to the views of the followers of Udbhata in his comment-
ary on the Sastra. Ms. Vol. 1. Chap. VI. p. 1983 Even the
small extant work of Udbhata bears full evidence to his know-
ledge of the teachings of Bharata. Though, like Bhimaha, he
treats the Rasas under Alankaras, he deals with them in greater
detail and displays an intimate knowledge of the factors in the
realisation of Rasa.

1. Viamana I. iii-30-1.
Fly qTeTH 33: ; afg o Regeaq Ramasesag |

Prati. P. 13.—See antc p. 23.
Prati. p. 15:— ¢

AT FIFA @UUHTFAE AT ST IZECRATT: |

See pp. 10 and 11.
3.  Abh. bh. Vol. 1. p. 198. ¢

7 g W agdEEnty gaRar R e smesgerm-
Rerzan: | Jalkfa weodee: |

3?[33[:——- The Madras Manuscript does not read this word as
JZS: as given by Dr. De. Skt. Poetics. Vol. 1. p, 26,

N
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He was a contemporary of Vamana and Damodaragupta
and the Chief Court Pandit under Jayapida of Kashmir (Raja-
tarangini 1V, 495-97). He should have then flourished in the
last quarter of the eighth century.

Udbhata mentions like Bhimaha and Dandin the three
Alankaras, Preyas, Rasavad, and Urjasvin besides a new one
Samaihita; But his conception of them differs from his prede-
cessors  (see K. L. S. Chap. IV.).! Preyas, according to him,
is the development of an emotion like love to that extent only,
when it could be called Bhava and not Rasa. Rasavad is-that
piece of poetry where Rasas are fully developed—through
Svadabda (express reference), Sthiyl, Saficar fevanescent fecl-
ings), Vibhava and Abhinaya. This agrees with the generally
accepted theory except in this respect that Rasa could be realised
through express reference; and this view is severely criticised by
Anandavardhana and Abhinavagupta (see Dhv. pp. 24-26). He
accepts the eight Rasas of Bharata and recognises, probably for
the first time in the history of the theory of Rasa, Sintarasa as

1. Udbhata’s K. L. 8. Chap. IV.
¥4 WA TAEh gagad |
YEIF, A,
WAREHA WAFHGAEIRAER: |
aFEg T |fg: agEgEEad ||
W
waRfaaeggTiREaa |
QAR EATETTaRIE, ||
TRNERIREREAATAR: 1°
Fragrgaaray T4 A @ A ||
ST ’
SRTTA FARMIRACN |
. WA ¥ @ T SN e
CRIEREY
EIEAEIIETY: SaRFT |
I AT FeamiEad |
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the ninth and he also grants the possibility of its development
through action. ARY T@1: €LAT: (Chap. 1V.). Urjasvin also,
unlike Bhimaha or Dandin, is defined by him as the development
of the incongruous or misplaced Rasa and Bhiva as, ¢.g., the love
of Ravana to Sita. It agrees with the later conception of Rasa-
bhasa. Samahita is the calming down of a Rasa or Bhava, real
or misplaced. Udbhata was probably the earliest to put forward
this conception of Samahita. Though Udbhata to all appear-
ance followed Bhamaha, it is certainly clear that he was quite as
much a representative of the Rasa School as that of the Alankara.

Section VI—Rudrata and Rudrabhalla.

Rudrata and Rudrabhatta are respectively the authors of the
¢ Kavyalankara’ and the ¢Srngaratilaka’. Owing to similarity
in name and almost word for word identity between many verses
of both (c.g., Rudrata XI. 13, XIV. 1, 12, 34, 38 and XV. 15 &
16 agree with Rudra 111 47, 11. 1, 29, 60, 69 and I11. 18 res-
pectively), it is suggested that these two writers are one and the
same. But though there is general agreement between them
regarding their treatment of Rasa, there is essential difference in
this respect. Rudra following Bharata accepts his eight Rasas
and adds one more, viz,, Santa (S. T. 1. 5, 9).1  But Rudrata
admits these nine and further mentions Preyin as a tenth one.
Moreover Rudrata, contrary to the tradition of Bharata, boldly
asserts that as Nirveda and other emotions when developed con-
tribute to pleasure in the same way as Srigara or Karuna, they
(Nirveda, etc.) too should be treated as Rasas (Chap. XIL 3, 4).

S T.LS5S&9.
a7 ARd Al ugaﬁ wafd: |
qmfy waraT wed gl R )
THRETETTEN JAGHARL |
drrEgaaaIS A9 e @ wan |
Rudrata. XIL. 3 & 4. ¢
IO AFEAARE &R |
¥ ara: YRR s @n & |l
TEEE AR |
Rl afmmaedft asft @
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Rudrata’s classification of vrttis into five (Chap. IL 19)! differs
entirely from the traditional four Vrttis accepted by Rudrabhatta
(S. T. 1. 19). The illustrative verses of Rudrata are markedly
inferior poetry. Rudrata professes to be more a critic and he
deals with many aspects of criticism, while Rudra confines him-
self 1o the Rasas and even here deals mostly with Syagara. It
is very likely that Rudrata independently framed the definitions
of the various subjects and Rudrabhatta incorporated some of
them in his work, composed many others and illustrated them
suitably. It is thus quite probable that Rudrabhatta lived some-
time later than Rudrata.

Rudrata is quoted anonymously by Pratiharenduraja
(Rudrata X11. 4, Prati. p. 49)% and Rajasekhara, and also by name
by the latter (Rudrata 111, 4 : K. M. p. 57.3 Rudrata 1L 16 :
K. M. p. 31).4  Anandavardhana does not make any reference
to Rudrata as he does to Udbhata and other earlier writers; nor
does Rudrata refer to the theory of Dhvani expounded by
Apanda. Again Rudrata’s treatment of the Rasas at greater
length than Udbhata or Vamana favours the assumption that he
lived sometime after them when the theory of Rasa had become
more acceptable to the critics of the times. He should thus be
placed betore Rajasekhara (880-920 A.DD.) and probably Ananda-
vardhana also, but not long before the latter. 1t is very likely
that he was an elder contemporary of Anandavardhana (850
A. D.) and that he flourished in the second quarter of the ninth
century.

1. Rudrata IL. 19.
AU NeT TET S ARS TA9: 97 |
S. T L 19— .
FREad T giEd ardr a0
, AR FEE F1 wEERAgEE: )

5. Prati p. 49 GGHA i—TETREEATCL ete. Rudrata. 1114,
3. Kavyamimimsa, p. 57. ) :

Yk TEAN TG BART™ etc. Rudrata. III.‘4.
4, K.M.P.3L

FFFRNGAT TLSFRISAA FHE: :

See Rudrata, 11, 16.
S—‘S
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Rudrata appears at the close of the period dominated by the
three schools—Alankara, Guna and Riti—and at the commence-
ment of the one in which, by the formulation of the principle of
Dhvani, the Rasa theory is established on a firm footing. It is
significant that at this transitional stage he should endeavour to
effect a reconciliation between the two opposing camps and pave
the way for the determination of the proper place of the differ-
ent principles in the evaluation of poetry. Though his work is
styled ¢ Kavyalankira’ he devotes the last five chapters exclu-
sively to the trecatment of the Rasas.  He reduces the number of
the Arthilankaras to four—Vastavam,! Aupamyam, Slésaand
Atisayokli—and does not bring the Rasas under any of them as
Bhamaha and Dandin do.  To him poetry should be free from
faults and possess the Gunas (i, Alankaras according io him.
Sec Nami. p. 149 on Rudrata X1. 30).2 Any poem will be barren
of interest if the various Rasas are not properly developed there-
in (Rudrata XV, 21).3 He further indicates the proper use of
the different Ritis in devcloping the various Rasas (Chap. XV
20)* and thus subordinates them to Rasas.

1. Rudrata. VIL 9.

HAAGHFR IRITHIGIAfATA: VW |
oawa B3 oY g wafa faaen )
2. Rudrata. XI. 36.
TR e R
Qmgutier fgen RregsmEwa |
i gufEanan TEREF:
gdfla wEamEmE asfge ||
3. Rudrata. XV. 21
oy @ @A waka e
grafrase dHarEgien 9% |
gERamame 4 gaed
F=4 Ruigrem agfkag |
4. Rudrata. XV. 20.
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His treatment of the Rasas generally follows Bharata, but
in some respects, as remarked before, it deviates from him. He
postulates, besides the eight Rasas, two others, Santa and Preyan
(Chap. XII. 3).! Sinta has already been counted among the
Rasas by Udbhata, but Preyan never gained acceptance at the
hands of the Alankirikas, 1t is noteworthy that he gave the dis-
tinction of « Rasu’ to Vyabhicaribhavas like Nirveda or resigna-
tion (X1I. 4).2 His classification of the Vipralambha Srigara
into Prathaminurdga, Mana, Praviasa and Karupa (XL IV,)3
agrees with Bhoja's: and it is quite likely that Rudrata followed
a tradition different from, though allied to, the generally accept-
ed one represented by Anandavardhana,

Rudrabhatta,

Bharata and others dealt with the position of Rasas in
dramatic representation: and Rudrabhatta-professes to do a
similar service to written poetry (S. T. 1. 5).4  According to
him a poem without Rasa is as dreary as the night without the
moon (8. T. 1. 6).5 He deals with nine Rasas including Santa,
but special treatment is accorded to Sragara alone. He also
speaks of the different classes of heroes and their helpmates.
His work gives a clear exposition of the different factors in the
development of Sriagira especially and it contains his own
excellent illustrations often modelled on the style of the Amaru-
sataka.

Section Vlli—Aguipurana.

The Agnipurina treats of a variety of subjects, one of which
is poetics,  Chapters 337-47 are devoted to this.  This section
compiled by some unknown writer contains but a loose and

disjointed expression, often in their own words, of the different
[]

1. & 2. For Rudrata X113 & 4, so¢ pag.e 23,
3w Rudrata. XIV. 1.
o RgEEm JEAST TR AW |
JIRGURTAIASATREUTASE ||
s 4. For S, T. 1.5, sce page 3.’2.0
5. ST, L6,
qifefag gew AR wop e |
wiRa B aena awofy aifa v ||
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views held by early writers like Bharata, Bhiamaha, Dandin and
others. There is no dominant theory of poetry, but emphasis is
laid on all its aspects—Alankira, Riti, Rasa, etc. (Agn. P. Chap.
CCCXXXVII. 7, 31-32; CCCXLIV. 2. etc.).! Nine Rasas includ-
ing Santa are recognised and among them special treatment is
accorded to Srngara,

What may be the date of the composition of this section?
Prof. Sovani suggests (see Bhandarkar Commemoration Vol. p.
392) and Dr. De supports the view (Skt. Foetics pp. 102-4; |. R,
A. 8. 1923 p. 537 foll.) that it should have been composed before
Anandavardhana on this ground that the two verses, ¢ AT FTA-
&4’ etc., appearing on p. 222 of the Dhvanyaloka, are identi-
cal with Agnipurana Chap. CCCXXXIX verses 10 & 11, and that
Ananda should have culled them from the latter. 1t will be
shown below that the reverse is the truth and that in any case
this Alankara scction is certainly later than Anandavardhana,

It istrue that many verses from Bharata, Bhamaha and
Dandin are cited in the Purapa. It should be noted that some
views held first by Rudrata are also found in the Purina. To
the three varieties of Riti accepted by Vamana, it was Rudrata
that added a fourth, Litiya (Rudrata 11. 3, + & 6).2 Those very

1. Agnipurana Chap. 337.7.
FE THESHN JUERNARTA |
Tbid. 337. 3173,
FIRET T gIETIRER | (31)
aatfaed: e g8 o |
9d T AEERT aehdl F A 1) (32)
araTAaIsly @ @M ffaT | (33)
. Ibid. 3442, SRR A9aT gl |
2. Rudrata. , ‘
1L 3. P41 gREar wafy geEEAEaE |
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same four are admitted here (Agn. P. Chap. CCCXL. 1).1
Rudrata made a novel classification of Vritis into five (Chap. 1L
19)2 and they are copied in the other (Agn. P. Chap. CCCXLIIL
2).3  Agn. P. CCCLV. 114 first half—the definition of Laksana—
is taken from the Tantravartika p. 318 and the other definition
of it is, as has been identified, taken from Matrgupta. Further
Agn. P, CCCXXXIX. 9. B.5 is taken from the Srigaratilaka I. 6.
The two verses IV HEAGEN etc., appear immediately after
this andsthe next verse CCCXXXIX. 12 is extracted from N, S.
VI. 36. When there are so many anonymous quotations and
that from writers like Rudrata and Rudrabhatta who lived so
close to Anandavardhana, there does not appear to be any justifi-
cation for treating the two verses found between two other quo-

1. Agn.i;_._;‘}o—l-.r
aiffaraeafage Of: af sghe |
TS AMeEhan It @R au ||

2. Rudrata. LI, 19. See p. 33.
3 Agn. p. 343-2
qEFAUTAIERITS IF T |
agq @t S W& eV 9a ||
4. Agn. p. 345-11,
qulwraéma | ‘Tantravirtika p. 318.
345-11 & 12,
AR G IREMCTRGAIA: cc.
5. Agn. p. 3399 to 12,

eiRa Bar amer aof mfé Aty

See p. 35.8. 1. 1

YR FEIGAN FAF: TG |
91 ¥ qud @9 q% T 1) (10)
STHT hA: Fd T @ T |
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tations as anything but a quotation, Further in the Dhvanyaloka

itself these verses introduced by ‘@41 %{ﬁ'@ﬁ’ do not appear
to be cited from elsewhere. Even where Ananda uses the past

) . ~ .
‘3FA instead of ‘TR’ as here, he means his own verse—c.g.,
see Dhv. p. 221 ‘ﬂﬁiﬂmﬂ" etc. Abhinava comments on this

thus—gerfirfey | ard: | Again the author of the Agnipurana
appears to be acquainted with that kirika of the Dhvanyiloka in
which ¢ Dhvani’ is defined. Let me cite the two texts;; —

(1) Fa@EAASA ISR qua: |
g aigq | @ afda 5359 ga: ||
FRAMA AN F SHIHA, |

Agn. p. CCCXLV, 14 & 15,

(2) TAW: T Al FEIIATABTEA |

g FEARAT: § GERG qri S
Dhv. L 13,, p. 38.
‘The Agnipuriana divides all expression into Sruti and Aksepa
(CCCXLV. 7) and brings Abhidha and Laksand under the first
and Dhvani or suggestion under thesecond. In Agn. P,
CCCXLV. 15 cited above el HWFL isunmeaning; and my
Professor S. Kuppuswami Sastriar suggests—and 1 agree with
it—that it is a corruption from ‘ZeaT Pagwﬁaq’. Accepting
this emendation we see little difference between the two defini-
tions of Dhvani except that of voice. It is passive voice in the
Agn. p. and active in the Dhvanyaloka, and probably to give «
new colour it is so changed in the former.  Such textual corrup-
tion is not uncommon in that work. Let me cite another

instance of it:—Agn, ps CCCXLV 16 reads thus—

JAEY FIET QT WEEE g |
A TG FEgaIsaE a1 & ||
It should read thus correctly—

AN FAITEITAAE ;|
Further the assertion contained in Agn. p. CCCXLV. 18—

QERFIAERT Garedl ARiEa: |
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viz., Dhvani is a name of one or other of these Alafkaras—
appears to reiterate the view so vigorously criticised and rejected
by Anandavardhana in the 1st Chapter, and the fact that almost
the same Alankiras taken for illustration by him are here repre-

sented in the Purdna to include Dhvani further supporls the
above contention,

From this it is clear that the anonymous writer of the Agni-
purdna is later than the Dhvanikira, Anandavardhana—and it
will be proved below! that Ananda and Dhvanikara are identical
—and the latler flourished about 850 A.D. Most probably this
writer represented a school which opposed the Dhvani theory
when it had not gained complete acceptance. We may thus
place him sometime after Ananda, i.c., in the second half of the
Oth century.

Some similarity is sought to be established between the
theory of Rasaas stated in the Agnipurana and that of King Bhoja
on the ground of the great emphasis they both laid on Srigara
(J- R. A. 8. 1923; pp. 540 foll.). Such an attempt is to ignore the
fundamental aspect of Bhoja’s extreme position which denies
absolutely the dignity of Rasa {o anything other than Srngira
(Srag. P.Vol. 1. pp. 2 & 426).5 If any comparison with the view
of the Agnipurina is worth instituting it must be to that of the
Srogiratilaka.

1. See Chap. VI Section .
2. Spag. P. Vol. L pp. 2 & 426.
AFAHSHIARIAAT: |
o PR @ glia 74 g
YFTRT WARGAFAR: ||
fggamy = ¥ @t
fore gasht segaga®fy |
Bih TAGTIREIAGIAl-
¥ai RadRghy qRemr ||

For a statement of Bhoja's theory, scc below, Chap. XI.



CHAPTER V,
POET-CRITICS OF THIS PERIOD.

It was observed before! that the poets ofjthis period, unlike
the critics, were quite friendly to this school of Rasa first repre-
sented by Valmiki and Bharata. Some of them distinctly
favoured this school and were even extreme enthusiasts of it,
while the others accepted the principles with certain reservations.
The outstanding figures under the former are Pravarasena,
Kalidasa, Bhavabhiti and Muriri.

Pravarasena, who 1s certainly an early poet, suggests that
Rasa could be developed through Abhinaya (S.B. 1. 49; V., 24)?
and that the poetic theme should be enlivened through the deli-
neation of the Rasas (8. B. 1. 9).3

Kalidasa protests against the conservatism of the critics of
the times, of praising only what 15 old (M. Act. 1. 2,),4 but he is
quite willing to submil to the considered decision of learned

men. Affording pleasure to them through representation is the
function of the dramatist (R. 1. 10;° V. Act. L.).*

He extols the

1. bc(pp 18 & 19,
2. S.B. V.24,

& g9=au & Wral Fhiefeag Mo )
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3. For S. B. 1. 9 and L 49, see p. 14,
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histrionic art (M. Act L. 4)! through which the eight Rasas have
to be developed (V. Act Il. 18).2 When attending a dramatic
performance the audience, through its imaginative sympathy,
loses itself in the situations and characters, and enjoys (Wﬂﬂﬂ-
A THY. M. 11, R; AYTHIFATY SeRAY ATENA V. Act 111
Speech 2). Awmong the Rasas Sriigira is his favourite, and even
here Vipralambha or the union of lovers after long separation is
the most delectable (V. Act I11. 21;% Mégha. 11. 43).4 Kailidasa
is a direct disciple of Valmiki, who probably values Karuna above
all other Rasas: and though deviating from Valmiki, he is quite
alive to the essentially moving nature of Karuna (R. XIV. 42).5
He is at his best in the delineation of Srigira, but equally at
home in Karuna and Vira.  To him, as to Valmiki, Poetry is the
spontancous rhythmic cxpression ot a climax of emotion (R.
X1V, 70).F  In judging the value of anything he would follow the
dictates of his own conscience (S, Act 1. 19).7  Above all in
developing the Rasas he would insist on that quality essential
for every art, zuz., restraint,

1. M. Act I 4. ) . .
ZaFifigamAltd gad: FF hg =g
TRURHABASAIR Ty [ B |
SudrgaRd AHART AARE £FT
A1 Rreaee TgaE gaRMAd ||
2 V. Act IL 18, See p. 14,
3. V. . Act L 21, )
JEATAd g ERgE ARG |
fratora aessan area & Atma: )
4. Mega. 11 45. .
* Qeme: G BE gnas -
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6. R. XIV.70. Seep. 8.
7. S.L19
gat & GRERY TP JAOFFAFOMIAL: ||
5—06



42 HISTORY OF THE THEORY OF RASA . [Bookt

Bhavabhiti is an enthusiastic follower of Valmiki and the
School of Rasa. He too loudly protests against the critics of
his days who, without enjoying the sweetness of the Rasas, search
only for the faults in his poetry. The verse J ama waRE
etc. (Mal, Act. L. 8)! is not a vain egotistic outburst, but only an
expression of his disgust of the critics of the times and his self-
consciousness and a prophetic and optimistic belief in the essential
goodness of man. According to him, a dramatist should aim
at the delineation of a particular Rasa or a combiffation of
Rasas, and he should so choose the ncidents and characters as
would lend to their development (Mal. Act I, 6 ; Mah, Act 1.
etc.).2 He shows to be an expert in the combination of allied
and contrary Rasas. In the Tiger incident in the Malatima-
dhava, Vira is introduced to aid the development of Srhagara.
He dexterously makes even Bibhatsa aid the progress of love.
There the change from Srigira to Bibhatsa is graduallv effected
without a hitch through the intervention of Adbhuta. The intro-
duction of the disgusting scenc of Madhava's selling flesh in
the crematory, in the course of the development of love, should
not be treated as being rude and out of taste, because the change
of Rasa is effected naturally; and on the ruins of Bibhatsa emerges
love rendered purer and more intense through the experience
of an ordeal. Bhavabhiiti also shows how the change from
Bibhatsa to the predominant Rasa, Smg{lm, is skilfully brought
about through the intervention of other Rasas—Bhayanaka,
Karuna, Adbhuta, ' Raudra and Harsa—all of them developed
only to a small extent and made ancillary to the main Sragira

1. Mal 1. R,
g am HRRe 4 gryragi
sfa ¥ Bl arfd B ga:
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2. MalL 1. 6
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(Mal. Act V. 28!; Dhv. Chap. 1II. Karikis 20 & 24).2 He
considers that the essential nature of Rasa is ¢ Cittavidruti’ or
a certain melting of the heart when one is overpowered by emo-
tion (Uttara, R. I11. 13).3 This probably explains his extreme
attitude that there is only one predominant Rasa, Karuna, which
in many of its apparent transformations assumes the nature of
Srigira, Vira, etc,, but yet remains intrinsically Karuna, just
like the water, which appears as whirlpool, waves, etc., does not
vet cease to be water (Uttara, R. Act T11. 47).4  He depicts the
three main Rasas in his three dramas and he is certainly most
successful in the delineation of Karuna in the Uttarardmacarita.

Murari’s style is heavy and ditheult to understand, yet he
professes to be a direct disciple of Valmiki just like Bhavabhuti,
and he calls himself Balavalmiki (A. R. p. 19).5  He mentions
the different Rasas and recognises Santa among them (A. R.

1. Mal Act V. 2%,
NAFEFS g FevAl AR e
Foa wfed gg AwEE @ 9 add |
See ‘T'ripuriiri’s Comments.
2. Dhv. L 20 & 24,
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pp. 95- 61; 163-4, Act 1V. 27).2 He considers that Vipralambha
is more delectable than Sambhéga (A. R. p. 273, Act V1L 37).3
He suggests that he is writing in the Vaidarbhi style (A. R. Act
VIL 101).4

Prominent among those that accepted the Rasa theory with
certain reservations are Bharavi, Bana, Sri Harsa, Magha,
Subandhu and Ratnikara.

Bharav1 valued highly depth of Isense in Poetry and his
language 1s often strained and cumbrous; yet he suceessfully
delineates Vira Ruasa. He regards Vipralambha as quite delecta-
ble.’

Bana decries poets devoid of creative genius (Har, c. 1. 0).8
He does not view with approval the exclusive attention paid

1,  A. R.pp. 95-96. mention is made of the Rasas,

U], 31, WG, §F, N9, AT and &R |
2. A.R.pp. 1634 Act IV, 27,
IR GRS s | am &
W&l 9 e Rgagdl IgiREl
TS W TeafaveEy W |
TeeieEERT g A
FEFTROE A9l = 98 weEn ||
3. A.R.pp. 273, VI 37.
TR RsEEET aRaeR @ |
4, A.R. V1L 101,
frerdt Hla af aroAmifolt fr: |
guaisil Fad ae dfdgaEd ||

5. Kiratarjuniya of Bhiravi.
Canto XI. 27,

Roeniish =nma Rt Bragarm |
po. IX.73. Iﬁ(mﬁaﬂﬁ. ete,
6. Har.c 1. 6. ‘ ‘
FIEn aafaRER: |
oFre: &al A Fi: S Reasgd |
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to a single aspect of poetry like Slésa, Utpréksa, mere content
and wordplay by the different peoples of India (Har. c. 1.7).1
To him poetry should combine novelty of theme and ideas, re-
fined representation of life, transparent double entendre, easily‘
realisable Rasa and smooth, gliding cxpression (Har. c. L. 8).2
While giving adequate place to literary form, Bana fully recog-
nises the value of genius and the Rasas in poetry; and he appears
to have had in view this conception when he wrote his two
works. He is accused, especially by Europeans, of writing an
ohscure and laboured style, often indulging in far-fetched siniles
and long-drawn out double entendre. It is true that his langu-
age is sometimes difficult and far from lucid. But to one who
knows the Indian mythology and tradition, it is easy enough to
understand; and in the vividness of description, wealth of illus-
tration and the liquid movement of expression he is equal to any
other poet. Further his language rises equal {o his theme. Note
his style when he describes the love of Mahddvitda in  the
Kadambari, The whole section is @ masterpiece illustrative of
the lucidity, sweetness, clegance and rapidity of expression
blended with the intense development of the tenderest of all the
Rasas, Vipralambha and Karuna.  We seck in vain for the like
of itin all Sanskrit litcrature.  As Bana's son puts it (Kad. Part
11 verse 7),3 by drinking the sweetness of the honey flowing from
the Rasas in the Kadambari one is intensely excited with joy and
does not know oneself.  Béna fully recognises the place of Rasas
in poetry, emphasising at the same time the formal side thercot,
Sri Harsa of Kanauj, the author ot the lhree dramas, believes
like Kalidasa that thc consensus of upunon ‘un(mg learned men

LT fs‘wmga‘i-*qs qﬁr%wﬁwraml
ST il A |

o L8 Adsd afvore sAskE: @@ @: |
RegRET s _amim TN
3. Kid. Part. 1L Verse 7. (Introductory).
FIEFHTEA Foed O
7 @ fRRRR Jaa s |
HRisRa gm @Al
TIHATIGAHETE: 1}
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is the test of the worth of a literary work (Rat. Act. L 5, also
Priya.d. and Niganunda).! Though the Rasas are not very well
developed in a work, yet the greatness of the characters portray-
ed in it delights the readers—a view opposed tothat of Bhavabhiiti
(Priya.d. p. 46).2 He would at the same time insist that the
poet should pay due attention to the proper development of the
Rasas (Priya.d. p. 65).5 As observed before he was the author
of the Vartikas on Bharata’s Nityasastra. He was greatly influ-
enced by Buddhistic monks, and that probably explains, why he
developed the Rasa, Dyavira or Santa in his Nigananda. [t is
likely that, in his times, Santa was refused a place among the
Rasas by conservative and orthodox critics, and in order to vin-
dicate its claim to be regarded as one that could be developed
and represented on the stage, he wrote his play Nagananda,
Migha emphasised both poetic expression and contenl
(SiSu. Canto 11. 86)¢ ; there should be depth of sense or ideas
and more than one Guna, Oias or Prasada in a poem where Rasas
are delineated (Siu. II. 74, 83).5 The transitory emotions
develop the dominant emotion or Sthiyibhdva which is
transformed into Rasa (SiSu. 11. 87).6 Through a proper

1. Sri Harsa. Priya.d. Rat.and Nagénanda.
shedt fAgor: R qRedsr gomifeoh |
2. Priyad.p. 46. Sri Vani Vilas Edn.
TERA—ER | o § FRE ) FageIard AERy-
Frag argwanaes srdgIaRaneeqain carmalsal Fges
AR |
AgIEA—ongwid | o qawHien:  agEwAfd
TN SR SAGEEIEARY |
3. Priyad. p. 65.
W A, S R T A |
Migha—Sifupilavadha. .
4 10 86, TR geRfaie 73 e ||
5. IL 83, SRS SEIA a1 WWERT: @ |
6. IL 7. WRAISY SAd W GERon au1 |
ff|: &1 S ||
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development of Bhavas by various characters, the audience
realises the Rasas and is delighted (SiSu. XIV. 50).) Dramas
written by poets well-versed in the science expounded by,
Bharata shine above all others (Sisu. XX. 44).2  He mentions
also the different Rasas, Srigara, Karuna, Raudra, etc. (Sidu.
X1V. 82; XIX. 37). He indirectly suggests in X111. 693 that
the enjoyment of Rasasthat is had from his work is unearthly
and could not be had anywhere else in this world. He also
puts down as the necessary requisite of a poet creative genius.
It is very clear from the above that he fully realised the value and
place of Rasas in poetry; vet he fell a victim to the bad influences
of his age in believing, like Bhavabhiiti and Bharavi, that a work
which claims to be a Mahakavya or a great poem should contain
also Sabdacitra or word play like Gomitrika; and he devoted a
whole canto to it.

Snbandhu lived about the beginning of the eighth century.
Hc makes some significant remarks in the introductory verses to
the Vasavadatti. Poets, through their imagination, take a com-
prehensive and correct view of things and actions, men and
manners, elc., in the world (V. D. Verse 1).5> They shine bril-
liantly through the appreciation of critics, and they themselves
are not often the true appraisers of their own works (V. D.

1L XIV, 50, ERINGIAFHEANDREATAGH |
TAgRERTEE S AR TR A |)
LXN. . gIFERRAEEEd aydigaa) gy Raen
RAFHAINAREAANAIE § AEHATE: ||
. NII1. 69 q&é’t@amqﬂm@tﬁ .
ARG QI |
Hof: affcaEaTey /Ew
R |

(95}

Sidu. 11, 73. »
V. D). Subandhu's Visavadattd verse [.
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-verses 5 & 12).0  After Vikramaditya therc flourished no great
poet who developed the Rasas in their poems (V. D. verse 10).?
.Subandhu lays stress on the Gunas and says that there is some
sweetness in the very glide of words in good poetry (V. D.
verse 11).% He abuses wicked critics and declares that a great
poet is unattected by their adverse criticism; and when insulted
or not patronised by kings blind, in their pride of power and
wealth, to all good poetry, the poct’s greatness is in no way mar-
red. These men becomc all the more accursed by theirrcalumny
of good poets (V. D. verses 6-9).4 Why should Subandhu
denounce so vehemently the ways of kings and critics of his
days ? Evidently the kings were no patrons of art and learning;
and critics had developed a morbid taste of applauding only
Sabdacitra or wordplay and could not appreciate and enjov the
delectable Rasas in poetry (Cf. Bhavabhati. Mal. Act 1. 8).% 1t
is a strange irony that Subandhu who denounces the bad taste of
his days should, unlike Bhavabhtiti, fall a complete victim to i,

1. V.D.J5
wafa gunaatad Reiaragea gsme |
Tl Pefagad Rouefy Restam: |
V. D. 12,
quaml Reegafei: @E @ el |
EARAAAHRINGGHAS AN e ||

2. V.D.10.

q1 W fAgar Aaw Foafs wdy @ wg:
guEtg #ifdN el gy BEmaRa o

3, Do. 11,
afaRamonfy et Fofy Al AgaweL |
FafraRaeft & s =3 aedmer ||

4, Verse 8.
g @ R aar au sewEl @S gawy ||
g & ged am aar fdessr |

Verse 9,

et vl @emmde AfmaEy |
a?rﬁam‘%mamﬁ af%agar wf%ﬁmwf%

5. Mal Act L'8, Sec page 42,
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for does he not pride in saying at the end! of his work that he
has executed with meticulous care Slésa in cvery syllable of his
Viasavadatta? )

Ratnakara lived about 850 A.D. He says in H. V., XXIL
verse 572 that, though the principal aim of the dramatist is the
proper delineation of the Rasas, he should pay also adequate
attention 1o the choice of Vrtti, Guna, great characters, Sandhis
in a drama, all of which contribute only to the development of
the Rasas. The essential feature of & Mahakavya is casily realis-
able Rasa (Cf. Bapa 521 @:  Har. ¢. L. 8) and claboration of
the theme in many cantos (H. V. XLI1IL verse 87).5 He seems
to take special credit te fhimself for writing fifty cantos, while
Kalidasa and others i»tc only about twenty. Among masters

of style he count first and himself next.*  Probably Bana
is his ideal.

There flc ‘ing this period many other poets who
did not disti . their leanings towards any particular
school. Tt 'sa, Kumaradasa and Stdraka are good
poets they concerned about these theories, Bhatti
i« certain he school of Bhamaha, Other poets

‘irdja, Bhattanarayana and Visakhadatta
4 similar to that of Bana and Sri Harsa.

AaIf QUEATid
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BOOK 11.

THE DHVANI PERIOD.

CHAPTER VI

THE FORMULATION OF THE THEORY OF Dl—iVAN].
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the Vrtti is Anandavardhana, but the Karikds have been of
doubtful authorship. On the basis of the apparent distinction
between Karikdkara and Vrttikira occasionally made by Abhinava-.
gupta, the eminent commentator on the Dhvanyaloka (see Dhv.
pp. 1, 12, 59, 60, 123, etc.) Dr. Buhler and the learned editors
of the work conjectured that the Kirikds should have been
written by one different from Anandavardhana, the author of
the Vrtti. Professors Jacobi! and Keith? and Dr. De support this
contention and the last of them further suggests that Abhinava-
gupta gives readings of some Karikas different from those of the
Vrttikdra—a procedure that would favour the distinction between
Kirikakara and Anandavardhana (see Dr. De. Kavyilokalocana.
IV, Calcutta University, p. 3. Text p. 23 fn. 15 & 16). Itis
attempted here to prove on the basis of very reliable evidences
that the Karikis also were written by none other than Ananda-
vardhana himself.

Here two relevant texts from the Abhinavabhdrati—an
erudite commentary on the Natyas$astra by Abhinavagupta—may
be cited.

1. “gmRdshearegadaraionm, gRegTaens”
Abh. bh. Vol. I1. Chap. XIV. p. 367.
,. AT gEnERadEAisy AT feea (FaEeEa?)
i (BRI serReanat: ggaFao

ReeaaRe AngET w1 |
FS T AGIRAEN aﬁﬁiﬁﬁm i

FRA wEE  QRETA o aE HREI(3) -
Jwr aRawr B sqeq@R, | Abh. bh. Vol 1L p. 335.

in the first text Ananda is represented to have taken some
suggestions from Bharata regarding the suggestiveness of words
and their components and put them down as giaeaaa etc.
This “BFETF7" begins a Karlkd of the Dhvanyaloka 111-16,
p. 163, and nowhere in the Vrtti of that work does this expres-

1. Z.D. M. G. Vol. 56 (1902) pp. 405-10.
2. Keith. Classical Sanskrit Literature, p. 135,
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sion occur. Now the same Abhinavagupta, who is relied upon
to establish the difference between Karikikara and Vrttikara,
unmistakably assigns the authorship of the Kirika to Ananda-
vardhana., In the second text also Abhinava refers to him as
discussing fully the place of Alankaras in poetry and expressing
his well-considered views on the subject in the two texts which

begin thus :— #Hr&q fAfqaRE: $THE cte. Dhv. 11-11. and o

RS ATge etc,, Dhv, 11-19,  These excerpts are from the
Kirikis of the Dhvanyaloka, p. 88; and as if to clear an§ doubt
regarding their source, Abhinava distinctly expresses that to be
the Sahrdayiloka—another name of the Dhvanyaloka—and he
incidentally mentions his own commentary thereon called the
Locana, where he too has fully expatiated on that subject.

Further, the following text from the same Abhinavabhirti
of Abhinavagupta unmistakably identifies the authors of the
Karikas and the Vrtti :—

aeg Juligan Wigeen ge gaivaeE R frewm: g aase
ARSI gl g RreawEn |
1 FEATFAN: —

“gFagraged warsmsEr! |
qaw fAaor Q@ faw gfaa |
Abh. bh. Vol. I1, p. 510.

Here Abhinava states the view that a dramatist should not
blindly follow the rules of dramaturgy without regard to the
principal Rasa that is developed in.the play, and that the introduc-
tion of the playful sporting of Duryodhana with his queen
Bhanumati on the eve of 4 tefrible, disastrous war that threalened
to destroy the whole world does not at all lend itself to the easy
development of the main Rasa,’ Vna, but onlv retards its progress,
He cites as his authority Sahrdayalokakira or the author of the
Sahrdayaloka, which, as stated just now, is another name of the
Dhvanyiloka, whose author has been accepted by all to be
Anandavardhana, Now, what is'ngture of the text, viz., E‘FHHNW
etc,, attributed to Amndd, the author of the Sahrdayaloka ? It
is a Karika 111-12, appearing on page 144 of the Dhvanyaloka,

In addition to this strong {es’tlm0|1y of Abhinava to Ananda-
vardhana’s anthorship of the Karikds, there are many other
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evidences in the Dhvanyiloka itself which distinctly favour the
above view, On pp. 136 and 219-20 of the Locana Abhinava
makes the following remarks; “uF FIEHT AT —. s o
<o T ARAR’ (Dhv, p. 130) “OF AFTEATT FFA— e
+o - ==& SR (Dhv. p. 219-20). Here ST@I ana ‘R’
are words ending in the suffix 7 (lyap). In the Sanskrit lan-
guage the suffix FT or ¥I7_is used in this manner (sec Panini
[Tl-iv-21. and VII-i-37).)  When two actions performed by a
single Lgumt are desired to be conveyed, the suffix F47 or 39
is added to that root which refers to the prior action as, e.g.,
T AAM ; @A @R, Similarly in the above extracts the
agent of ST or &7 should be the same as the agent of
SE.  Now the agent of ST or fA53 expounds; i.c., he is the
Vrttikara that explains cverything. The agent of 3T says or
states. What does he state ? 75 ctc,, and T4 etc., which are
two Kirikds Dhv, 111-2 and 111-42, i.e., he is the Karikikira,
Panini’s rule quoted above requires these agents, Vrttikira and
Karikakara to be identical.

Further Abhinava ¢omments on “STAR #A/ Fwat sRgr’
(Dhv. p. 11) thus :—

AT R FUTAAW; ¥ g EEIdAEE: @SR
TERIETAY MIATH Jamaagra Rufe swai [@fg weofft wa: |

Abhinava here interprets Anandavardhana as having incidentally
inscribed his own name so that he might be enshrined for ever in
the hearts of all intelligent critics for expounding this science to
them. Such an act on the part f Anandavardhana will be a
vain arrogation if he has not been, according to Abhinava, the
first exponent of the theory of Dhvahi.  Again Ananda expressly
claims to have been the originator of this tTneory and that thereby
he hag laid all learned men wunder a deep debt of gratitude to

him.2 (Dh\ p 144 note espccmll) srERgTEl A frear: I) Moreover

1. Panini: HLIV-21 mméanfh '{v‘iﬂil'%l
| VILL37, GAESTSYE R &Y |

2. Dhv. P. 144,

{RFETIRAR Asd FqamERATE |
qRAggaaEReE 4 Rerd: |
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in the opening Karika a promise is held out that the writer would
expound the nature of Dhvani for the enlightenment and
pleasure of critics, and this promise is not stated to have been
fulfilled in the last Karikd as might naturally be expected,
but it is done so only in the last verses of the Vrtti.l
Ananda, who inscribes his name in the last verse, further takes
credit for having carried out this resolve made in the first
Karika, viz., the exposition of Dhvani—the most real and striking
characteristic of poetry. He also states that there was but a
sparkling of the theory of Dhvani in the minds of wise men
before him. Had the author of the Karikis been different {romn
Ananda, the above remarks, in the face of the numerous Kirikis,
should certainly be a gross perversion of truth and an un-
warranted arrogation of originality which the meanest of men will
not be capable of. Far be it from Anandavardhana, the great
poet-critic who is so very scrupulous and generous as {o refrain
from mentioning the faults of poets cven where they actually
exist,?

While commenting on the Kariki W9MS™® etc. Dhv. 11-5,
which defines Rasavadalankara differently from that of the earlier

writers, Ananda explains the portion of the Kérika SohRy @i
¥ afy: o WRWFRE o Ifd e o, Here  Karikakara
expresses a certain view of his own—uwiz,, where in any com-
position a Rasa, etc., is an adjunct o some principal idea,
1. Dhv. Karika [-1
A Fu: geREwHiay amm I
Dhv. last verses.
ﬁaﬁmaﬁﬁwmmma
Fege] Eled gatfn &1 qamamd |
TR sieedeaaty Rydam i .
AIsd FeITEIAMARAT RS WEARARL ||
FERITERT RATGATE aTg TRymEE I |
TEARREEARITRATATTAA £ sfefam: | ©
2. Dhv. p. 94.
a9 Glhagaaiaari AR QNANUMERT 8 g900
wdif @ R afe |
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that is an instance of Rasavadalankira—and Ananda also
says that the very same is peculiar to himself (Imﬁﬁ?{: 7%:)
thusidentifying himself apparently with the author of the Karikas,
If Ananda had used a word like ¢ Api’ meaning ¢ also’—such as
WATAFAT: — then it may be argued that he only agrees with the
views of the Karikdkara : but there is nothing of it. Again, on
page 95! where Sabda$aktimiiladhvani is defined he explains
it in the Vrtti almost in the same words as the Karika 11-22 and
says at the end that it is ‘our conception of that’ ¢ gorET
faafad:’, thus making no difference whatsoever between himself
and the Karikakara, Further on page 204 appears the verse
farafafrar etc., which is printed as a Kirikd 111-34, but which is
really a parikara$loka or a concluding statement in verse
belonging to the Vrtti ; for there is no commentary on it as might
naturally be expected if it were a Karika. And Ananda, desiring
to conclude the long discussion and refutation of the possible
objections to the theory of Dhvani from the different schools of
philosophy, states that he has clearly expounded the peculiar
characteristic of poetry called Dhvani which was for a long time
a subject of severe controversy and one which baffled the under-
standing of the critics. 1f the Karikas really existed before
Ananda, how could he say that the principle of Dhvani was not
known before ¢ (AFARATAETT:) 1f he has spoken the truth,
then he is identical with Karikakara,

Again, the Karikakara, whoever he may be, appears to be
familiar with and to criticise the teachings of both Udbhata and
Viamana.

The text of the Dhvanyiloka pjge 14 in accordance with the
commentary of Abhinavagupta —¥If(a  FTRFR  HTEATLAT

z"“’i‘%—-should read as follows :— bt
, % aea SRR 3 gEReqERAL |
qE SAEA: AW

1. Dhv. p. 95.
' R CASER: DRAFE TWAS |

afrmgs: A=A TRIRIA & &l
JERSER: 7 JEGA AAHEY TR AHWAS §
genwgEal ARea B |
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(IR) FErRNRARY: Wrenlte: |
| aal g ga=ad ||
(3R FaenTad TIGmamEE |

Here the Karikdkara refers to the labours of earlier writers
on poetics who have formulated the principles of poetic appeal on
the basis of the express sense, such as Upamad, etc., and the Vrtti
mentions by name such writers—3#1: —as have been kept in
view by the Karika, and Udbhata is the most important of them.
Moreover Udbhata is presupposed in another Karika

AIIA THTSHIG TTFRAT TR .eenenn etc., Dhv, 11-22,
where that variety of Dhvani called Sabda$aktimaladhvani is
distinguished from Slesilankéara. The Vrtti explains that the word
“Aksipta” is used in the Karika in order to remove the possi-
bility that would otherwise arise of including all cases of
Sabdasaktimuladhvani under Slesalankara in accordance with the
views of Udbhata.

AISRFRATAEAEY Bysaq2a vl g wagea ; agady
gl af: fasm aagicgs Confyq:’ i

(Dhv. P. Y6).

Further, Karika I11-52 expresses that the essential charac-
teristic of poetry which has been set forth before lay dormant in
the minds of former writers who, being unable to determine and
expound its true nature, formulated such poetic styles as the
Ritis.! The Vrtti explains? (Dhv. p. 231) the Ritis to be
Vaidarbhi, Gaudiya and Paiicali, the three that have been formu-
lated first by Vamana from the two mirgas recognised by
Dandin, K. D. I 40. 'l‘lln:, plural §ag; speaks certainly tor

-

1. Dhv, P. 231.
AEFTGRE FaTEIATNRAT, | '
srmFgatyatTg daa: gaafiarn || 1152,

2. AlL.
qgfFaca  foffd wtézamvgmrf(a mﬂﬁaﬁ{ afd-
oRRg it N gt S aa: wafdar | ORewoRiEE B
ATl A R 3R ag gz dugiia-
Ry Gftewtw a ﬁa&i I



CHar, VI] . FORMULATION OF DHVANI 57

the correctness of the interpretation that Vamana and not Dandin
is presupposed by the Karika.

Vamana and Udbhata were, as already set forth, the minister
and the Court Pandit respectively under King Jayipida of
Kashmir, who reigned from 778 to 813. Thus the Karikikara,
who must have lived after Vamana and Udbhata, should at the
earliest have flourished about 820 A.D. This is also the date
that Prof. Keith and others assign to the author of the Karikas,
whom they distinguish as Dhvanikdra from Anandavardhana
(Keith. Skt. Lit. p. 135). Ananda who flourished in the court of
Avantivarman of Kashmir 855-883 A.D. came not more than
forty years after the Dhvanikara. Now the question naturally
arises:—If as has been supposed the author of the Karikas were
really different from Anandavardhana, is it at all possible for
Anandavardhana, that came a few decades after the author of the
Karikas on which he commented, to have been absolutely unaware
of the name and identity of the author of the original of his work ?
Or is it possible that Anandavardhana, knowing the name of the
Karikakara, wilfully suppressed it in order that his own name
might shine forth in the world and dance in the lips of all critics ?
It 1s really unbelievable that if there had been a separate Dhvani-
kara, Ananda should not have been aware of his name. 1t is
quite strange that Ananda, the honest and upright philosopher
that he s, should have suppressed wilfully the name of his master
in the held, and stranger siill that posterity should have meckly
and complacently connived at' this intellectual dishonesty and
literary fraud,

Above all the literary {radition is in complete accord with
the view that Ananda was the aufpor of the Karikis also,
Kuntaka in his Vakroktijivita (p. 67-70) quotes the verse &7
AT etc,, of Ananda (Dhv. p. 62) and saps that Dhvanikara
has clearly explained the suggestiveness and the suggested sense
therein. ' Kuntaka lived only a little more than a century after
Ananda and he too was a Kashminan, He distinctly identifies
Dhvanikara, i.c.,, the author «f the Karikds with Ananda.
Mahimabhatta, & vyounger contemporary of huntaka and
Abhirava, cites Karikas and prdsc Vrttis under the name
Dhvanikiara (Vyakti. pp. 1, 11 etc.), thus identifying the authors
of both., Ksgemendrd, a pupil of Abhinava and a good poet and
critic, quotes the Dhvanikariki Sy arfadefy ar e etc.
(Dhv. I11-24, p. 172) in his Aucityaviciracarca p. 134 in the

$—3
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name of Anandavardhana. Mammata and all the writers on
poetics that came after him do not at all discriminate between
him and the Dhvanikara. He is indeed a bold man who, know-
ing this unbroken and unanimous tradition, would brush it aside
and complacently remark that these writers completely confuse
between the Dhvanikara and Anandavardhana.! Surely there is
no confusion in them. It is only imposed from outside to suit an
untenable position,

Again, prepossessed with this distinction between Vrttikara
and Karikakara, Dr. 8. K, De has misunderstood a passage of
Abhinava: and he imagines that Abhinava reads the Kirikas
differently from Ananda—a procedure that would certainly
favour the above distinction, (See S, K. De. Kavyvalokalocana.
IV. Intro. p. 3. Text p. 23 fn. 15 & 16.)

Let me cite the two texts :—

sEeREREET asamt fffagan |
TR qE |
TH 7Y o8y 9 asEAiEg ||
ag wfs @ |
Dhv, Kanka IV-8; p, 243-44
Abhinava comments on this thus:—
sFenieRfmm ammal BfREegay |
oA T BEY a7 AR WA | 3R IR | e
C
g7 WAGERG | 9 JRIAAETT  FgUIRM:  AgradiidEy
afeent I
Locana 1V. p, 23,
The term *‘STFR wmeans  that  which supplies an ellipsis,
Ananda is in the habit of supplying these cllipses {0 many
Karikas, Being a poet his words occasionally come‘ out in
metrical form. Onc such upaskira is T TSFANTEGH, which,
being written along with the Karikas in the palm leaf manuscripts
used by the editors, is evidently mistaken by them for a portion
of the Karikd and {reated as such in the printed text, Probably,
had Forefid q%_been in the form of a quarter of a verse they

1. 8. K. De. Skt. Poetics, Vol. I. Chap. IX especially pagés
10910, '
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would have included that also in the Karikd. Abhinava fully
anticipating this probable crror clearly indicates here what the
Kirika is and what the upaskara is, as he does elsewhere.  But
the learned editors of the work might be excused, for they had no
access at that time 1o Abhinava’s commentary on this chapter;
and where they had it they were careful in reading the text
correctly, ¢.g., sce Dhv. p. 113, Locana.

THATSHFAANAGT G FAOHRRRTERIT: |

Here @EEAEEDRAT is in the form of a quarter of a verse, but
correctly understanding Abhinava they have treated it as part of
the Vriti,  Dr. De, imagining that what is printed in bold type is
invariably the Kirikd as known {o Anandavacdhana, discovers u
difference  between the readings of Ananda and Abhinava,
Surely Ananda did not prepare the Nirnayasagar edition ! The
Karika text has to be determined having regard to Abhinava’s
comments and it should be as given in Locana IV. p. 23 quoted
above. Dr. De misunderstands the Locana and finds it con-
venient to use it in favour of his theory.

When there are so many evidences which clearly identify
Ananda with Dhvanikara, the only evidence which apparently
favours the opposite view, »iz, the distinction occasionally made
by Abhinava between Karikikara and Vrttikdra, loses its force
and it has to be explained  differently. Probably  Abhinava
desired, in order to facilitate his comments, to keep the Karikds
distinct from the Vrtti and he achieved it by referring to their
author in his two capacities as Karikakira and Vrttikdra. This
procedure of first stating the fundamental principles in short
Karikas and then commenting claborately on them is quite
common among writers of that peliod. Kuntaka, Ksemendra,
Mammata, Mandana, Udayanicirya knd other writers adopt this
method of exposition And if they refer in*he Vrtti to additional
facts not touched upon in the Kirikd, it would be far from truth
to suggest on that basis any difference between the author of the
Kirika and of the Vrtti.  Further the habit of splitting their own
Karikdas and commenting on them in parts has also been in
vogue among writers like Mammata and Udayanacirya. It
would on the other hand argue’the identity of authorship as the
writers themsclves treat the portions of the Karikas as headlines
of paragraphs or sections in the Vrtti.

Thus it is shown that this distinction between Ananda-
vardhana and Dhvanikdra rests on slender grounds; and accord-
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ing to the express statements of Ananda and Abhinava together
with the practice of the innumerable writers on Sanskrit Literary
criticism it is undoubtedly proved that the author of the Dhvani-
karikds is none other than the great Kashmirian poet-critic
Anandavardhanacirya,

Section 111.—Anandavardhana.

He became famous during the reign of Avantivarman of
Kashmir (855-83 A.D.) (Rija-tarang. V. 34). Raijasékhara
(880-920 A.D.) refers to him by name and also to his Views about
the superiority of genius over training i making up a poet (K.M.
p. 10), and he also  cites anonymously one ot his verses
T ANRIA ete. (K. M. p. 60; see Dhv. p. 227).  Jayanta, the
author of the Nydyamaiijui and the father of Abhinands, the
author of the Kiadambari-Kathasdra, refers to the theory of
Dhvani and also Ananda’s illustrative verses and his comments
thereon; and he dismisses them with a personal animus charac-
teristic of a contemporary, calling Ananda Panditarhmanya or
self-conceited pedant and @ poet not worthy of being treated as a
serious opponent in discussing the nature of verbal judgment
where even trained philosophers falter (N, M. p. 48).)  He lived

1. Nyiiyamanjari. p. 58.

g TEwEHRE Qs aia: |
awey; qféedmea: A08 &9 @ ||
RfRmEnfeRRgiFee: |
q!“__.
maﬁna'ﬂaﬁﬁ\ﬂtfﬂwqéﬁﬂn
AP TEIENR R |
AT qESE 9 qal Qa1 & ||
o a1 el 99 FER: g8 AN |
Arish Ry ararimgasaf
agenaal Aga RrsAirEar
BT FAAA R 4: |
JFARGAT TREHA A AEAGA:
agAl GamAeRRRY g feraw )

See Dhv, pp. 16-ff,
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about the middle of the Yth century! and Ananda may safely be
placed about 850 A.D,

He wrote in addition {o the Dhvanyiloka, Devisataka,
Visamabanalila, Arjunacarita, Tattvaloka (Locana IV, p. 17) and
other works,

“The theory of Dhvani expounded by Ananda appears {o have
had a long course of development as he  himself says, [EHIHT-
98, Dhv. J-1; and aNaEERaEEinG affe ... ... ..
AAREg®: - P, 47, Note the plural R .nd the past  parti-
ciple 3%: ] and was the subject of severe controversy and was
not at all understood 1o be w source of literary appeal by the
representatives of the old school of Guna, Alankara, ete., as is
evident from the verse IR T 75 cte, Dhv. p. 9, quoted
from Manoratha, a contemporary of Apanda, [n”@mmra-
T AT FAL Lo, 9.7 However, the latter believes
that they touched at least the fringe of the principle of
¢ Dhvani’ when they said that a particular variety of laksani
contributed to poetic expression, but thev were not able to
discern the distinctness and  importance of this and bring
it under a separate category.? Abhinavagupta in his com-
mentary gives out the authorities who were borne in mind by
Ananda here to be primarily Udbhata and Vimana, and he also
cites the relevant texts.  As, however, Udbhata’s commentary—
Bhamahavivarana—on the Kavyalankara of Bhamaha is not
available, we shall bestow some thought on Vimana’s conception
of ¢ Vakrokti’, which has been stated to comprehend in a manner
the principle of Dhvani or suggession, (It is defined in Sitra 1V,
3.8 s ATETATHRM ARIFL  de, seco}dary signification having

1. Dr. S. C. Vidyabhusan :—History of In(i.?;n Logic, p. 147.
2. Dhhv, p. 10,
AL UG Fe4Y S99ER qada wfani ag esisfy |
@A gl gReedagma, « amAgEEY gl |
3. Lo, EAFA—ARFEAANRAT , |o WG TRBRISFTATE
YT TREE Al WERS AN — IR EAR
s, el URRER | sl an A
sl gft
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similarity as its basis is Vakrokti., When the primary sense
of a word in a sentence is incongruous, we take il in ats
secondary signification “on the basis of certain relations such as
proximity, etc.! Where this relation is similarity there is
Vakrokti. Take for instance:—* SFudlis #as awfiai 33 7
fafwdfte Ggaf’ | Here 3F0H® and fafudlie primarily signify
¢ opened and shut the eyelids’.  This opening and shuiting of
the eyelids is incongruous in the lotus and hence throngh the
similarity of the lotus to the eye, they are #ken in their secondary
sense of blossoming and closing.,  This conception of Vakrokti
agrees mainly with the Guna, Samidhi of Dandin? and Vimana's
Samadhi is different.  This sccondary signification may be con-
trasted with another that is found il)—ﬁ(ﬁaﬁqmﬁﬁ{%:-—-
¢ With the rays that are as white as the “cheda’ ol the mature
lotus-root’.  Here ¢ cheda’ meuns cutting and whiteness cannot
be predicated of it.  So to remove this difficulty it is taken in the
sense of one having i, viz., an object that is cut or a piece. Now
it is possible to speak of the whiteness of the piece of the lotus-
root.  This variety of laksand does not involve any similarity and
hence does not contiribute to any poetic charm as the previous
one. Thus poetic charm consists in the implication of some simi-
larity in secondary signification,

Let us consider other instances given by Vimana himsclf.
€ 9 ATaEaggeeEal o ad &8 |
WAy = Favor ofaengnty Frafa |

¢ Here the Madhavi creeper being thorripulated ’ with the numer-
ous fresh buds captivatesghe heart, And the ¢ breathings’ of the
Kesara flowers, smelling {ikc the fragrant honey, please the heart’.
¢ Pulaka’ or hon.'ipulaii m is incongruous in a plant, and it s

1. ofe3e gEraRaREraRaEa: |
AqdeareRaama. T T A |

2, K. D.I.93 and 74. :
FAINRAR ST SHEIFUTAT |
geadias 99 @ aae: wgar g |)
gz Hiefa snergfnia 5 |
g wfaramEgen iy g |
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found in a young lady that first meets her lover. Through the
similarity of the creeper to such a lady whose hair stands on ends
at her {resh meeting with her lover, the term ¢ pulakita’ is here
taken in its secondary signification of «being full of ' or ¢ being
covered with . Similarly in the latter half of the verse the idea
‘niSvasitam’ or breathings is incompatible in the inanimate
kesara flowers, and through the similarity of the fragrant smell of
the flower to the fragrant breathings of a young, beautiful lady of
noble birth,.it is taken in its secondary signification of the spread-
ing of the fragrance.  Thus in these two examples laksapa im-
plies a certain similarity to the horripulation of a lady and her
sweet-smelling  breathings, and this implication which gives a
peculiar charm to the verse naturally falls within the sphere of
Dhvani or suggestion. Here it is that the representatives of the
older schools of thought like Vamana might be said to have touched
at least the fringe of the theory of Dhvani.  Speculations regard-
ing this theory were vife and were continued in a long line of
critics or learned societies, but it was formulated and written
down for the first time only by Anandavardhana.!

It is inspired by the Vaiyikarana doctrine of Sphota, which
was formulated in order to detcrmine accurately the seat of
signification. It 1s briefly this :—When one ulters the word a:
what is it that produces in the hearer the idea of an animal pos-
sessing the dewlap, the tail, the hump, the cloven foot, ete.? . Is
it produced by cach of (he three sounds T, A and visarga
separately or by all of them? 1f cach of the sounds produce the
idea, then one will be ¢nough and the remaining sounds are
useless. 11 all of them together or the ¢ Samudaya’ produce i,
it cannot be, because all sounds accdpding to Nyaya philoso-
phers last only for two moments, [’T mnm f‘murmurf#ﬂq]
and when there is the experience of the v1541gd, 1 disappears
and so there is no Samudaya, Now what is it that signifies?
The gral.nmaticul philosophers say that it is ¢ Sphota’, an eternal
indivisible cntity like the soul \yhich when manifested by the
sounds : gives us the idea of that animal. Now a further
question is raised ; how s this Sphota manifested ? - Is it by the
individual sounds or byall the sounds combined ? Againthe same

1. Lo.p. 3.

sffoaT warm dags Al ARegaskiaang
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difficulty. If it is manifested by the individual sounds one will
be enough, and the others are superfluous ; if by all of them, the
all or Samudaya does not exist. To solve this they say that
Sphota is manifested by the experience of the last sound of a
word together with the impressions left of the experiences of the
previous sounds,

(qAydavigrafRadeniaRian sraaoaaa sy whe:]

Corresponding to this word M there exists a golpadasphota,
and it 1s revealed once by each of the sounds of the word Tﬁ:,
but the sense conveyed by the word is got at only when this
gopadasphota is revealed for the third time by the last sound, the
visarga of the word. They illustrate this in this man?. u When
a light is brought to illuminate a pot that is in the chf) thie pot is
revealed immediately after the light falls on it, an"'S¥ oquent
presence of the light goes to reveal the pot very clearly and then
its true nature is realised. Or take a man that learns a hymn
by rote. He goes on repeating the hymn many times until his
object is attained ; and it is only when he repeats it for the last
time that he gets it by heart.  Every time he repeats it, the whole
hymn is repeated and the last repetition, aided by every once of
the previous repetitions, it is, that enables him to realise his
object, viz., lcarning the hymm by rote.  Similarly? by cvervone
of the sounds is revealed once the Sphota, but the Sphota is so
fully manifested as 1o be capable of signification only when it is
revealed by the last of the sounds of a word,  They say that in
the same way as the individual sounds of a word are incapable of
conveying any idea and hepce are unreal, similarly separate words
which convey only stray 1}')110(:[)& and not any complete idea arc
unreal [or FEET ). For séntences alone have been recognised by
all philosophers to convey any complete idea, ¢.g.,

e NF GIRR AN & M. S, 11 1. 4o,

. GIREEEE W OARIE AT, |
aﬁm gwa&am? mﬂﬁw% i Vikya, p. 114,

1. Vakya. p. [. 83.

qugaF: B T YEGITBR |
AP A g.F g FEEs Freea )
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So Vakyasphota which expresses a complete idea is the real seat
of signification! (Vikya. p. I. 73 & 74). It is unitary, indivisible
and eternal.?

Thus to sum up, Sphota or Sabda, as it is otherwise called, is
differcnt from the sounds of a word ;it is the real seat of the
significative capacity and it is manifested by the last sound of a
word together with the impressions of the expericnces of the pre-
vious sounds, The utterance of these sounds that manifest Sabda
or Sphota is called Dhvani.

This conception of Sabda manifested by Dhvani is made use
of by the exponents of the Dhvani school in formulating the
Vyaiijanavriti to explain the psychological process of the realisa-
tion of Rasa. They hold that poetry appeals to the man of taste
only because of ils suggested sense (Vyangyartha), and this is got
at through a peculiar capacity inherent in poetic language called
suggestiveness (Vyaiijakatva), which is different from the ordinary
significative capacities of words, Vicakatva and Laksakatva, The
activity involved in getting at the suggested sensc is known as
suggestion or Vyaijand.

To take an instance traditionally cited, When one utters
T 9 -—a hamlet on the Ganges—what is it that is sought to
be conveyed ?  Ganges means the current of the river ; and it
is absurd to speak of a hamlet as situated on the current. To
remove this dithculty ¢Ganges' is taken to mean through
Laksana (or its sccondary significative capacity) that which is
necar it, viz,, ¢ the bank” of the river. Now a further question is

1. Vikya p. L 73 & 74
q} & qui Ry aiEagan g8
+ Y
THNGLATET AR T REF || w»
. ¢ A -
fimt ghAASe SqAERISTBAT |
L ] . R
a9 grgEaHam dgaw feda: ||
2. See Dr. De, Sanskrit Poetics, Vol. IT, pp. 180-1. * Some
philosophers propounded and the grammarians took it for granted that
a ward has intrinsically a word-pl;otptypc corresponding to if. ‘The
Sphota is not exactly this word-prototype, but it may be explained as
the sound of a word as a whole, and as conveying a meaning apart from
its component letters, etc,, etc.” Wce are not aware of the source of
Dr. De's exposition of the conception of Sphota, which will make
. Bhartphari’s flesh creep if he were alive to-day.

§—9
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raised : does the speaker desire to convey by AT s only
this that there is a hamlet on the bank of the Ganges? If so, is he
so defective of expression as not to think of the proper word
THAN—on the bank of the Ganges? If it is granied that the
speaker is capable of correct expression, it must be supposed
~that he has some purpose in saying T4l instead of TR,
It is’'in discovering the intention of the speaker that a third func-
tion or Vyapira of words called Vyaiijani or suggestion operates.
It reveals that the speaker intends by such a usage to suggest that
the hamlet, by its proximity to the Ganges, is so cool, pleasant,
pure and holy as though it were situated on the current itself.
.This idea of the coolness and sanctity of the hamlet is delightful
when suggested from ‘a hamlet on the Ganges’, but it is not so
when understood expressly from ‘a hamlet on the bank of the
Ganges is very cool and holy ’; for in getting at the idea there
is in the former a peculiar exercise to the mind which only an
intellectual man can take, and it delights him, while in the latter
this is totally absent. The Dhvani school holds that the presence
of the suggestedidea above the express sense distinguishes poetry
from ordinary language.

This conception will be clearly understood if we fake a
really poetical example., Consider the verse:—

T SR YR U g & Rt |
FAIfY =0 @ EEA AT WA ||

Dandin K. D. 11, 141,

« Depart my dear ! if thou dost, then may thy paths be safe ! Let
me also be born again in }hat place whither thou wouldst be
gone.”—This verse is addrdssed by a lady to her lover on the eve
of his departure on #long journey. The express sensc of this verse
is this, The lady permits her lover to depart and wishes hima happy
journey. She prays also .to be reborn in the country td which
her lover departs. But by desiring rebirth in the land to which
her lord is bound, she really suggests that in his absence she is
sure to die of the pangs of separation from him and hence he
should not start on his journey. « Her address also suggests her
intense feeling of love for her lord, With all that, being a dutiful,
modest and loving lady she would not express anything inaus-
picious at the time and say bluntly # My Dear, I love you intense-
ly ; so donot go. 1f you do, 1 will certainly commit suicide ”,



CHap, VI] _FORMULATION OF THE THEORY 67

These ideas when expressly stated are vulgar and form common
parlance, but when they are lelt to be suggested as in the above

verse, they become poetry and are pleasant (T8 &HAM). Two
things are particularly suggested in this verse—(i) an idea or I8
in the shape of a request not to start on the journey ; and (i) a
Rasa (WITAf9&%9) or an intense feeling of love and a keen cons-
ciousness of impending separation. In some verses what is
suggested is an Alankira. The life or the vitality of poetry con-
sists in these three varicties of suggested sense.

This conception of poctry and also the name ¢ Dhvani * given
to this method of criticism are suggested by the doctrine of
Sphota.l  Sphota otherwise called Dhvani is the one permanent
seat of the significalive capacity ; similarly the suggested sense or
Vyangyartha is the essence of poetry and it is named Dhvani.
When a drum is beaten with a stick there is produced a sound
in the space nearest the drum. It is not this that is heard, but it
generates a succession of sound waves just like the ever-widening
coneentric circles of light ripples that are caused by throwing a
stone in the still water of a pond, or like the successive ringing
sounds caused by the striking of a bell.  And the last of this
succession of waves strikes the car and it is this that is heard,
These last sounds that strike the car are called Dhvani :—

3; AR FRORTT |

q W gk aR ARl ||
(& and PRIt refer to the contact of the stick with the drum
and its separation from it when beating.) Similarly the suggest-
ed sense, one of whose varieties called Sarhlaksyakramavyangya
is obtained through a gradual mdntal process akin to this
resonant clang of a bell, is called vazmi.

o SERRETE: SRR R: sl AR
qqgd:,| Locana p. 47.
Sphota or the real seat of the significative. capacity is manifested

by the last of the sounds of a woyd together with the unified im-
pressions of the previous sounds, and such sounds that manifest

Sphota are called Dhvani. Sayy Hari \—
AT IR |
- o

ARTFHRT TR ST |

1. See Locana. p. 47 where this is clearly explained,




68 DHVANI AND RASA . [Book 1

When by means of these indescribable and successive cognitions,
Sabda or Sphota is manifested by Dhvani, its true nature is realised.
In the same manner those words and their senses that are
capable of manifesting the suggested sense are called Dhvani.

Thus suggestive words and senses (W and Wﬁ‘h&m) are
called Dhvani. When he speaker utters a word like a: consisting
of three sounds T, 3 and visarga the Sphota or Sahda that signi-
fies the particular animal is revealed once by each of the three
sounds though it is fully realised only at the end. After it has been
revealed by the first sound (STFTAMA) the subsequent sounds
(a?a’*?ﬁf) generate  in them, through the modulation of the
speaker’s voice, a certain manner or peculiar character (iﬁmi)
such as fast, slow, high, low, etc., which only aid in the manifesta-
tion of the Sphota more clearly than ever.  Says Hari i—
SRR R ey AFAT: |
SN 0y
AqG: GEUESd TRISR ae frEd ||

This additional activity of the speaker involved in impart-
ing to the sounds produced by himm a manner or shape such
as fast, slow, etc, is called Dhvani. Similarly it is not the
ordinary significative functions of words, »iz.,, Abhidhi (primary)
and laksana (secondary) that manifest the suggested sense, but a
third activity inherent in words and different from the two pre-
vious ones, known as vyaiijana or suggestion. This is also called
Dhvani. And poetry where all these—the suggestive words and
ideas, suggestion and suggested ideas—are found is also called
Dhvani. Thus the {term ¢ Dhvani’ which is used in all the five
different senses stated abov{ is borrowed and adapted from the
terminology of the grammatical philosophers.

The term ¢ Dhvani’ is primarily appliced to that composition
where the suggested sense—a Rasa, Alankira or Vastu—predomi-

nates over the express idea and it is defined by Ananda thus :
(Dhv. 1. 13.) .

/T o @ aeggesHEaen |
¢
AgHh: FRAET: @ AR Rt &R )
Learned men regard that variety of composition to be Dhvani

wherein the express sense subordinating itsell or the expressive
words subordinating their express senses suggest that sweet and
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beautiful ideca—which abounds in the works of great puets.
Here STaSHAIFIEm i adjective to both F: and - TR and is

in fact two compound words which must be construed with &P
and T thus! Wﬁﬂ?‘iaﬁ: or aq%ra"#rmm AT and  ITESH-
Fars: @e<: | That 15, the express sense is subordinated or made
accessory to the suggested idea; and the expressive words subor-
dinate or make accessory their express senses to the suggested idea,
What is the nccessity for referring to both Vacakadabda and Viey-
irthain thedefinition? Viicyirtha or express sensc is present every-
where and Vicakasabda cannot of itscll, without conveying its
sense, lead to any suggestion ; and if the Vicyirtha should sug-
gest some idea it must first be realised and that cannot arise
without the Vicakasabda., Hence will it not suffice if onc of
these two, Viicakadabda or Vacyirtha, is mentioned as being sug-
gestive of some ideas 2 True ; but the writer evidently wishes to
refer to the two main divisions of Dhvani, Avivaksitavicya and
Vivaksitinyaparavicya where Sabda and Artha respectively are
primarily suggestive, though of course the presence of the Artha
in the former and Sabda in the latter is not denied. This is indi-
cated by the use of the dual in Vyanktah. ;Though in Avivaksita-
vicyadhvani Sabda alone is suggestive, yet the co-operation of
Artha is invariably present, otherwise Sabda may even suggest
without its sense being understood. Similarly though in the
Vivaksitanyaparavicya Artha alone is suggestive, the co-operation
of Sabda is necessary, for without it wherefrom can Artha arise?
Thus to show that both Sabda and Artha together are suggestive
the dual number is used. If this is so, why should it be said that
either Sabda or Artha is suggestiveg [BT‘% WA A] It is to affirm
that Sabda is primarily suggestivq in one variety and Artha in
another, though cither of them snmultalggously co-operates with
the other in suggesting that sweet and beautiful idea.

(* After Dhvani has been defined it is well worth considering
the senses in which the term is used. It has been said before
that there are two main varicties of Dhvani called Avivaksitavacya

1, Lo. 33. .
@ AA | T | @ gy qrea

qoEedd X ol Quiimar, A= JuiEaTRRa: |

See also AL, P, 35.
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and Vivaksitinyaparavicya which mean respectively those kinds
of Dhvani where the express sense being stultified [@F=fad)
suggests some ideas and where the express sense, though intend-
ed to convey as leading to something else, suggests some ideas.
Here by dissolving these ¢ epithetised’ or adjectival (hahuvrihi)
compounds in five different ways the term Dhvani could be shown
to express all its five senses.? (1) AT AT T &q@, AFE:
T A ——{hose suggestive words whose primary sense is dis-
carded; (2) AAARIG: =T A 4 &, mS’il——suggcstive sense
by which it, being the primary sensc, stultifies itself; (3) tfafa:
=T TR q:, FENSHi—the suggested sense for whose  sake
the express meaning is rendered useless; () HATET: A<
JEHI &) AFAU=—the suggestive function through which
the primary sense is discarded; (5) AR a1 T or TRAA &,
i, FF0~a composition wherc the primary sense is discarded-
A similar interpretation can also be given of the other expression
Vivaksitanyaparaviicyah Dhvanih. Thus it is clear that ‘Dhvani’
has five senses, viz., suggestive words and ideas, suggested ideas,
suggestion and the composition wherce these are {ound.

The two varieties of Dhvani, Avivaksitavicya and Vivaksi-
tinyaparavicya mentioned before, are further classified into
two cach, the former comprising Atyantatiraskrtavacya and
Arthantarasankramitaviicya and the latter, Sarhlaksyakramavyangya
and Asamlaksyakramavyangya. (Dhv. 1. 1 and 2.) The
first covers all cases where some idea is suggested by com-
pletely discarding the primary sense owing to its incongruity, As
an instance of this the followiny verse may be cited :—

gewraEra, D
Fraary s @ g ||

The moon whose lustre has passed over to the sun and whose
orbit is covered with mist does not shinc forth just as a mirror
that is rendered blind by long hcd\'mgs. Here Lakshmana

T L]

1. Dhv. P, 48. Lo.
qEaif afeed 39, qa a0, tlw,ﬁ!(ﬁagﬁm!ﬁ
aﬁwq&tﬁammarﬁmg&\ml
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describes the state of the moon in the early morning in the
winter season, It is like a mirror that is covered with numerous
particles of water falling on it along with heavy breathings. Is
the statement ¢ the moon is like a mirror that is rendered blind ’
correct 7 A person that has no eyes is spoken of as being blind.
How then can the inanimate mirror which cannot possibly have
eyes at any time be said o be blind ? To remove this incongruity
we resort to the secondary signification of ‘Andha’. Through the
similarity of this mirror to a blind person that cannot visualise
external objects, ‘Andha’ is taken in the sense of being incapable
of reflecting * external objects . Why should the. poet use
such an incongruous ¢xpression ? Can he not think of the proper
word here ? What is his purpose in using ‘Andha’ with reference
to the mirror? It is to suggest forcibly that the mirror has com-
pletely lost its power to reflect and is utlerly usecless, So is the
moon that is useless without his lustre.  In this class of Dhvani
the primary sense being incompatible is discarded in favour of
the secondary sense and as the prayojana or purpose of resorting
to the secondary scnse arises the suggested idea.

In the sccond variety of Dhvani called Arthantarasankramita,
the primary sense is not incongruous and there is 5o necessity for
assuming any lakyyartha, The Vacyartha itself,,ai‘m‘:t considera-
tion of the text, is given up in favour of the suggesiel sense.  The
following verse may be considered as illustrating this :—

q Sefa T e & alReR” aafd |
wiFongTiRaE &Ik FAeE FHeE ||

[aq1 afa gom a3 3 EEFHA |
PR wEF SR S )

Good qualitics become really so only whemsthey are appreciated by
cultured minds ; (indeed) lotuses become lotuses only when they
are favoured by the rays of the sun. The idea here is that excel-
lences ought to be recognised by others; otherwise they will be of
no valne and may disappear pust like a flower that withers in the
forest without its beauty and fragrance being enjoyed by any. The
seit of suggestion here is thees@eond ‘otuses’ in ¢ lotuses become
lotuses’ ; and it means that when the rays of the sun fall on them
they fully blossom and possess the superior beauty, tragra?ce anc}
the glory of being the seat of the Goddess Lak-sml, etc. ¢ Kamala

conveys the sense of an object endowed with the excellences
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referred to just now, In this species the primary sense is not «
absolutely discarded in favour of a secondary sense, but it leads
without its intervention, to the suggestion of some other idea—
Arthantarasankramita means the primary scnse slowly passes
over or is transferred to conveying some other idea. ‘

The third variety called Saimlaksyakramavyangya comprises
compositions where some idea, Bhava or Rasa is suggested not
immediately after the understanding of the primary sense, but
slowly and by stages which are easily discernible. "Or the
mental process in arriving at the Vyangyirtha or the suggested idea
from the knowledge of the Vicyartha operates by steps that are
well ascertainable. (Samlaksya-Krama-Vyangya); for example
consider the verse:—

caffe At o RgedaeE |
ASEHFASTANO TOEHE T |)

When the celestial sage was speaking thus Parvati, looking down
her face by the side of her father, counted the petals of the play-
lotuses.  This verse is fromy the sixth canto of the Kumérasam-
bhava; and th context is this:—The messengers of Lord Siva,
the heavenlyvarges approached along with Arundhati Himavan,
the father of Yarvati and requested him on behali of the Lord the
hand of his daughter.  When Angiras, the leader of the scers,
spoke thus to Himavin, Parvati who was present near her father
counted the lotus-petals with apparent indifference. When the
great Lord himself offered to marry Parvati she was immensely
pleased, but out of her modesty she could not reveal her recipro-
cation of the love of Siva in the presence of her father and the
clderly seers, and in order to ?:onccul her natural bashfulness and
joy, she pretended Ide an unsophisticated girl to count the
petals with her face cast down. Here then there is the sugges-
tion of Parvati's lajja or bashfulness which is a Vyabhicaribhava
or an accessory emotion to the development of love. Is this
Bhiva, lajja suggested immecdiately after we hear of Parvati’s
counting the petals ? No. For this counting may take place for
other reasons as well, 1t is only when we think of the forther
activities of Parvati such as her performance of severe penance,
the meeting with Lord Siva, etc., that we understand that at the
mention of Siva’s offer Parvati naturally reciprocates his love,
but out of modesty conceals her emotion. Thus the lajja of
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Parvali is realised after some time and through well-ascertainable
stages as mentioned above. Such a suggestion of a Bhiva, etc.,

~where the interval between our knowledge of the Vacyartha and
the realisation of the Vyaﬁgya-bh;'um., is clearly discernible, is”
called Sarblaksyakramadhvani,

The fourth and the last variety of Dhvani in which practically
the whole of the Rasa thcory is merged is called Asarhlaksyak-
ramadhvani, Here the Vacyartha generally constitutes a represen-
tation of the Vibhivas, Anubhavas and Vyabhicaribhivas. When
we understand these there at once is kindled up in us the cor-
responding emotional mood or instinct Sthayibhava, and this is
developed to that climax where we realise our own emotion of
love, etc, invariably accompanied by a thrill. Let us consider the
following verse :—-

FARFHAATEAR: Gl
gty nar ge g gy qarEan |

AATSIAMA: TR, @ wadt e
Figagad SEda By g a3 fw |

The situation here is thal Rama’s anguish at his separation
from Sitd who has been carried away by Ravana is intensified at
the approach of the rainy scason ; and he exclaims thus :—
Drawn by your love for whom then you, with feigned indigna-
tion and eyes swelling with tears and with plaintive looks, went
even to the forest in spite of your forcible detention by mother,
thal person, the stony-hearted who, separated from you, sees the
quarters dark with fresh, heavy clouds and still continues to
breathe, is indeed my dear, your lover | Here Sitd’s intense love
for Rama is indicated by her tr:ms*cssing the entreaties of her
elders and accompanying Rama to fhe forest. Rama’s address
as ‘my dear’ expresses his extreme love—tlae Sthz’tyibhz}va Rati—
for Sita which isthe all-in-all of their lives. Sitd is the Alambana-
vibhata of Rama’s love and it is heightened by hissight of the dark
clouds at the approach of the rainy season—Uddipanavibhava—
and further intensified by his neental depression  indicated by his
calling himself slony-hearted, ete.,—Vyabhicaribhdava, The Rasa
heréis Vipralambha and not Kasufia, as Rama says that he continues
to breathe and there is no death. When in this manner the appro-
priate causes, effects and the accessory emotions are fully repre-
sented the Sthayibhava or emotional mood, »iz, Rati that is in-
born in all responsive hearts is stirred and developed to that

5—10
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emotional climax, when we, realising our own emotion, Rati, reach
a blissful state of mind. This bliss otherwise called aesthetic
pleasure is Rasa. This Rasa is not realised by any of the words
“denoting it, but is suggested to us immediately we understand the
Vibhavas, etc., in the shape of the Vacyartha. Thisacsthetic pleasurce
appears to arise simultaneously with our reading and understand-
ing the verse.  Really the two do not arise at the same time, but
there is some interval between our knowledge of the Vicyartha
and the suggestion of the Rasa ; still it is so short that it is
almost imperceptible in {the same manner as the picrcing of a
hundred lotus-petals placed one above the other with a  necdle
appears to take place simultaneously, though in fact there is some
interval between the piercing of one petal and the other next
below, however short and imperceptible it may be.  This is why
this class of Dhvani is called Asatiilaksyakramavyangya, meaning
/\the krama or the slages by which the suggestion is had from the
)Vécyértha are asariilaksya, not well discernible.

Or the following verse may be considered :—

gy fraReaida=ieae argaf:
INHE FFERMUY SR EeE ||

The context here is this. Manmatha, in order to get Par.
vati married to Lord ‘ Siva’ so that the son born of them may
kill Tarakisura who was a menace to the gods, went to the abode
of the Lord with the spring season to excite his love for Pirvati,
and when she bowed in front of the Lord he discharged his
arrows of flowers on the Lord. Then the Lord Siva too losing
a little his calmness, just like the ocean at the fresh rising of the
moon, directed his eyes towgrds Parvati’s face with its lower lip
ruddy like the bimba fruit. tHere Parvati who has attained her
youth is attending or™Lord Siva out of her love for him. Lord
Siva who naturally returns the love of others now concentrates
his attention on her who is before him. Thus there is reciprocal
love or Sthayibhava, Rati and the Alambanavibhiivas. The effects
of his love are his loss of his usual courage and calmness and his
gazing at the beautilul face of Pirvati. These Vibhivas and
Anubhavas immediately suggest® to us the Vyabhiciribhiivas
eagerness, excitement, unsteadiness and joy which lead to the
suggestion of the Rasa, Srigara. Here the antecedents and the
knowledge of the Vibhivas and Anubhivas that are actually re-
presented in the verse immediately lead to the suggestion of the
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Vyabhiciribhivas; while in T3 T ctc., her counting the petals
with her face down may possibly be accounted for otherwise than
due to lajja in young girls and it is only when we think of
her severe penance and the favour conferred on her by Lord Siva
that we realise that she behaved in that manner out of her bash-
fulness, indicative of her love to Lord Siva. This is why in the
latter case the Dhvani is called Sarhlaksyakrama with reference to
the suggestion of the Vyabhiciribhiva, lajja, while in ¥&q etc,,
it is Asamlaksyakrama. But in both the instances, the realisation
of the Vyabhiciribhivas immediately suggests the Rasa, Srigara.
Thus where there is the suggestion of Rasa or Bhiava from a re-
presentation of the Vibhivas, Anubhivas, etc., it is Asarhlaksya-
kramavyangya; and where a Rasa, Bhava and even an Alankira
is suggested otherwise than from a clear representation of the
Vibhivas, etc,, it 1s Sarilaksyakramavyangya.

When we hear the words Srigiira or Karuna there does not
arise in us any feeling of love or pathos ; but when we hear of
the meeting of Dusyanta and Sakuntald in the pleasant groves of
the forest or of Riuma’s repudiation of Sita in her advanced state
of pregnancy there is at once evoked inus a feeling of love
or pity.  Why is this difference ? What is it due to ? The advo-
cates of the Rasa school were not able to answer this satisfactorily.
At this stage Ananda put forward his theory of Dhvani which fur-
nished an cffective reply to it.  He discovered that in the first
instance love or pathos is expressly mentioned by the words
Srogara or Karuna, while in the second they are suggested from
the situations; and only when a feeling is suggested it calls
forth the corresponding instinet or emotional mood in us which
when developed, resulls in our enjoyment of aesthetic pleasure,
Take for example the following \u*

gy BRIy aga em Sga
e A&l afafka gt |

" gArneRE AR [l Fafen oedn
FO [ ghArg aRare TRt )

When Lord Sri Krishna was in his youth, young ladies
beltaved or appeared as follows®—Their steady eyes engaged
themselves often in gazing at him, their bodies became emaciat-
¢d day by day just like the lotus-stalk that has been cut off (from
the root) and their cheeks were utterly pale like the stem of
dirva grass,  Here the Vibhivas of Syigira, Lord €11 Krishna

-
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and the young ladies are mentioned; the Anubhivas or the
visible effects of love are seen in the emaciation of the bodies of
_the ladies and in the growing paleness of their cheeks. From
these there is the realisation of love eventhough there is no word
in the verse expressive of longing, contemplation, doubt, etc., in-
dicative of love. And even where there is the express mention
of the Vyabhiciribhivas or Rasa by name, Rasa is realised only
from the Vibhivas, Anubhivas, etc, e.g., consider the verse :—

I EREAl a1 AR agmeEai

FleE AT ISAANGFT ArhosdT |
g JEATTTRGTSAREL [0
TR E SR EA, ||

When Lord Sri Krishna was away to Dvaraka, Radha, in her
deep yearning after him, cmbraced the vaiijula creeper which
grew on the bank of the Jumna and which was bent low by the
shaking given to it by Krishna and she cried aloud in a shrill
tone faltering with hcavy {cars {o which not only the water-
animals of her sex but even they of the male sex responded in
sympathy by their loud moanings. Here there is express refer-
ence to Radh’s longing for Krishna, but it is only the cries of
Radha whose voice was choked with tears to which even the
animals responded that forcibly suggest to us her longing and
love for Krishna, and makes us realise a certain sense of pleasure;
and the express mention of ¢ utkanthi’ repeats merely what has
been realised otherwise.!  For in the previous verse AEH cfc.,
there is no mention of Bhavas like ¢ utkanthi ’, but still there is
the realisation of Bhiva and Rasa, forcibly suggested by the des-
cription of the Vibhavas and, Anubhivas. IFurther from verses
where there is only the mentx‘m of words that stand for love, etc.,
such as Srigara, Karta, etc., unaccompanied by a representation
of Vibhavas, Anubhivas, etc., e.g.,

STFNEITEEA IR |

frrargaREl SR AR g & )
there is absolutely no realisation of Rasa whatsoever ; and hence
it is clear from the foregoing that Rasa is never realised by express
mention and that it is suggested cven in the absence of its express

1. Dhv. p. 25 Lo.

qrRoeT=s: Ao fag amai ||
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reference from a representation of the Vibhavas, ete.  Thus a feel-
ing, emotion or Rasa that is expressly stated in poctry by terms
primarily signifying the Rasa, etc., nowhere appeals to us, and
wherever Rasa is appealing or wherever there is the realisation of
Rasa, it is invariably suggested, Briefly Rasas are always suggested.

The Rasa school recognised Lo be poetry only those verses
where any of the Rasas might be developed, and thereby it did an
injustice to some good verses, where some Vastu, idea or Alankara
is suggested, by expelling them from the legitimate sphere of
poetry (e.g., WHARAHA, & FsTTASTA, A U, § TITARISA, etc.
Dhv. pp. 16, 101, 113 and 111). Consider the verse:— -

am yiger digear ar gorelr o= @ikl o7 |

MeUEF-sFegaa JRerdrD ||

The context here is that a pious man  was roaming about
daily collecling flowers in a grove that was used by a lady as a
convenient place to meet her love,  She did not Jike his interfer-
ence and desired to send him away. Then she addressed him as
follows :—O pious man ! roam about here freely and with confi-
dence ; for that hound has been killed to-day by the proud, fat
lon that lives in the thick groves on the banks of the river
Godavari, The express sense here is of the nature of an ap-
proval to wander about as he pleased, but by her saying that the
hound of which he was previously afraid has been killed by a
still more frightening animal, the lion, she really suggests that
he must not be seen even in the neighbourhood of the groves, lest
he should be killed by the terrible lion. Here the suggested idea
is “do not roam about® and it is the exact opposite of the ex-
press sense.  In @ QSWEH etc., and in SEETu etc., there is
{he suggestion through Slesa of the Mlankira, Vyatireka or differ-
ence and Virodha or apparent contradictiog.  Sometimes, Alan-
kiras are suggested without Slesa, e.g.,—

* QS ARY TN Bt qreEr wfeE |
a1 AgERa I aERE) e o I’
(Dhv. p. 113 and Giitha, II1. 30.)
1. gn adE fsea: @ RSy wiasd |
WA geaamEadne eafiRa ||
2. WY TERA Fe UF ARY S |
a1 AN e A afeEe ||
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Let me be born in a forest place as but a short tree, full of
leaves ; never in this mortal world as an extremely generous
but impecunious person. Here the express idea is that he des-
‘pises the life of a generous but poor man and praises the life of a
tree. Through the similarity of such a person to the ftree it is
forcibly suggested that such a person is far more miserable than
the tree. That is, Vyatireka-upamiinit upameyasya idhikyam—an
Alankira is suggested, Or again consider the verse :

q aFgalge Tl gafmiar Qo |
Asrgge: qRess a9 T AEIRA: I (Dhv. p. 11L)

That person is capable of describing all the excellent qualities of
Hayagriva, who can measure the extent of the great ocean by
means of water-pots. Here through a hyperbole, the utter futi-
lity of the attempt to describe the extraordinary virtues of
Hayagriva is forcibly suggested ; or in other words ¢ Aksepa’
Alankara which, consists in the ncgation of one’s desire [ Z587
ﬂﬁ'ﬁ‘i:] or the futility of our desire, iz, a complete description
of his virtues is prominently suggested.

Anandavardhana saved the adherents of the Rasa school
from this reproach ol narrowness to which they were exposed by
their refusal to admit some verses like the foregoing into the
proper sphere of poetry and he rectified this error by enunciating
the principle of Dhvani which recognised to be poetry all rhyth-
mic expressien wherein might be suggested not only Rasas but
some beautiful idea or Alankira as well. By his theory of
Dhvani he did not propound any rival doctrine to that of Rasa,!
but only placed it on a firmer basis by removing its defects and
shortcomings and by expounq‘ingits true significance through the
wider and more well-reasoned principle of suggestion.  Thereby
Rasa is not only incl®ded within the fold of poetry whese sphere
and scope became legitimately enlarged in order to include all
good verses that really appeal to the refined literary sense, ‘but is
recognised to take the leading place among the constituents of

1. Dhv. p. 163. ., .
W @ TN FEARER T
vy wReragaadRaT IRl aRisenhReey:, <
FRIRUEAAEATARATDA |



Cuar. V1] _ FORMULATION OF THE THEORY 79

poetry or the sources of poctic appeal. Though Ananda express-
ed that Dhvani was the lifc of poetry still, when he sought sup-
port for his view from the first poet, Valmiki, he stated that fol-
lowing the first poet, it must be said that that rhythmic expres-
sion which was the spontancous outlet of the mind overpowered
by the griel caused by theloss of the inseparable association of
the pair of kraufica birds would alone constitute the life of
poetry.l Rasa has been shown to be always suggested and the two
other varicties of Dhviani--Vastu and Alankara—are also indicated
through Rasa, for Rasa is the most important or it is the life par
excellence of poetry, and the two others are really contributory to
the development of Rasa ; vet they donot lose their individuality
and they are distinet from the Vacya or Laksya idea; and as they—
Vyangya Artha and Vyangva Alankara—necessarily require the
suggestive function of words for their realisation as well as Rasa,
they too are regarded as the soul of poetry.2 But as Rasa is more"
appealing o us it stands on a pedestal of ils own and its cousins
—suggested idea and Alankara—stand on a lower plane. That is,
Rasa represents the principal division of Dhvani or in other words
it represents a smaller circle withina slightly wider one,
The relation of the older critical methods--Alankara, Gupa and

Riti—to Rasa and Dhvani is clearly indicated by Ananda. In the
ordinary world Alankdra or ornament necessarily presupposes

1. Dhv. p. 26-7.
FEIEIEAr § Q@ a1 FARET: 4 |
REEERGT: T SrEREErE: )

Lo. @ @y —ad@AmaAcsid  afrd gd@ 3 @ElR
Frasa | SRS, FRFAINGIEeE | a9 @ 99 ad
AT ; AETSERE § @M @ A THeN i amagEs
f—safimRo af: HETE@ld aErFRmee |

2. Dhv. p. 28,

AL S B weoreenfim: adawaes @R afioRa |
TGATE AATIEEAASH NGO, | 9T |

Lo. SMFARA—@eSEmRed: |

JEFERAFAEAN  AATRABIOARNGAT  RASHARN
SIEREEIERIAEITIICE
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and is different from Alankirya, the beautiful object. Gunas or
(excellent) qualities have their significance in relation to a Gunin
or a possessor of such excellences. What are the Alanikirya and the
(Gur'lin? Gunas are generally recognised to reside in the soul,
though sometimes they are spoken of as pertaining to the body,
e.g, ¢ Courageous arms '. Alankaras are believed to beautify the
body, but it is not true; for adorn a corpse with a pearl neck-
lace; without life or soul it is not at all beautiful and hence Alan-
karas also beautify the soul. Therefore Alankarya and Gunin are
only the soul and in poetry what is the soul which is beautified
by the Alankaras and in which the Gunas reside ? It is Dhvani or
that class of Dhvani called Rasadhvani; and Alankaras, Gunas and
also Ritis—which may stand to Rasa in the relation of body to
soul—find their real significance only when they are related to the
Rasas and never independently of it.

This may be illustrated with reference to a few verses,  Con-
sider the verse—

FHIE GAR FASAAYT gRar
R fraETde s |
qg: TS TACHISI ACTERIATE
By wegeiatas fMegld @ g @99

“The paintings on your check have been rubbed oft by the
pressing of the palm; the honey of your (lower) lip, sweet as nec-
tar, has been (drunk) dried by the (hot) breathings; tears choking
your throat again and again make the bosoms tremble; anger,
O unkind lady ! has become your beloved, not we.” The situation
here is that a lady who was expecting to mect her lover is dis-
appointed and she is extremely sad and angry with her lover. The
lover appears later and trics his best to pacify her. She refuses to
pay heed to the entreaties of her lover, whercupon he addresses her
as abov.~. In the last quarter of the verse there are three Alanka-
ras. (1) There is Slesa in ‘Priyah’ which means both friend and
lover. Anger has become your campanion, not we, your lover.
(2) There is Ripaka made out thus —‘ 7=y fady s’ —Anger
alone has become your mate. Anger is identified with mate, '( 3)
There is Vyatireka or difference in this, “Anger has become your
mate, not we,”’ i.c., anger is differentiated from the lover, the for-
mer being the beloved of the lady, the latter not being so. This
is indicated by the particle, ‘tu’. These Alafkaras find their
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expression in the verse most naturally, without any effort whatso-
ever on the part of the poet; and they heighten the effect of the
¢ Irsyavipralambha’ of the lady which is realised by us. It is only
such Alafikaras as lend themselves easily to the development of the
Rasa that should find a place in poetry.! Others are mere conun-
drums and word-play.

There are also a few other principles? which govern the use
of the Alankaras in poetry and onc of them is this. The Alan-
kira should be uscd only with the definite aim of developing
Rasadhvani.  Take, for example, the verse :—

I =¥ waly agan Jvgady
wEEaEld A 95 FonRiEwE |
T s Al doaiamt
39 FAFATFAYH §AT @G FAT |

“ Thou touchest repeatedly her quivering eye, whose outer
corner moves (playfully) : going close to her ear, thou art softly
humming, as if whispering a secret (of love) ; thou art drinking
the lip, containing all the treasures of delight, of her, waving her
hand ; whilst we O bee! through the necessity for inquiring into
the truth (of her origin) are disappointed of immediate fruition ;
thou indeed art in the full enjoyment of your desire.””3 When
Dusyanta met Sakuntald by chance in the penance groves of the
forest he was enraptured by her exquisite beauty, and he earnestly
longed to enjoy her. But, being a just king, he desired to know
if Sakuntala did not belong to the Brahmin caste in which case,
he, a Ksatriya, could not marry her. While Dusyanta was thus
inquiring about the parentage of Sakuntala and hesitating to
approach her, a bee mistook Sakuntald’s face for a lotus and
hovered and humimed round her face. Dusyanta became jealous
of this mischicvous bee that forcibly enjoyed the person of Sakun-
tala and he exclaimed in the foregoing manner. In this verse
there is the Alankara, Svabhavokti or the realistic description of

). wWiEaaT g a9 TFEAr W\ |
ATTgAtE: ArseRR AR 7 | Dhv. 1L 17,
>, PEagEE@T Afgad HEET | e, Dhv. IL 19 f.

3. ‘The translation is taken from Monier Williams’ edition of

the Sikuntala.
S—11



82 DHVANI AND RASA - ‘[Boox Il

the activity of something, here of the bee, and this Alankéara finds
its. proper place here only because it reveals the intensity of
Dusyanta’s love for Sakuntala. Svabhavokti really becomes an
" Alankira only when it leads to the suggestion of a Rasaj and it
does nct consist in the mere faith{ul description of some reality,
but only in the presentation of the poet’s mental aspect of that

reality which alone appeals to our imagination And gives us
aesthetw pleasure.

“Similarly poetic excellences or Gunas auch as Madhurya,
'O]ds, etc,, do not reside in thc manner of expression but
have reference to the particular Rasa developed in a composi-
tion. Thus where there is the realisation of the Rasa, Srigira or
Karuna, there must be found the Gupa, Madhurya ; and where
there is the Rasa Raudra there we must look for Ojas, And it is
not proper that we should seek for Madhurya only where there
are sweet words and few compounds; nor should we seek for Ojas
only in a composition abounding in long compounds.! For the
opposite of this old view can be casily proved, if we consider a
few illustrations. Consider the verse i—

| JATEAIASTETaTIRRATTeEra |
gD Al & 9 amal |)

Here a lover attempts to appease his béloved who is angry with
him for his want of proper devotion to her, in these fermy i—
*Whom does not this face of yours," resting upon the palm, the
paintings whereof have been’ washed away by the drops of tears
incessantly {rickling from your eyes, afflict (with pangs of love).’
‘Here there is the clear development of an aspect of Vipralambha
called ¢ Pranayakopa’ and there is the Guna, Madhurya here,
inhering in love, even though the whole verse is full of lon{.,
compounds. Againeeonsider the verse :

@ ge Al egege: qwgan:ﬂm :
A e Rgifwae miwe ndvan

41 aeRvEE T AR O 99 39 a0
ﬁmﬂmw I T AR TRATITRISEL ||

1. el AR Aaeay |
C A GEIEEET ; old view.

~ e
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Aévatthiman, enraged at the cruel and cowardly murder - of
his father when he had laid down his arms, cries out vengeance
onall the Papdavas and proclaims thus :— Whoever .in the
armies of the Panddvas, lnghly proud of his arm, ‘wields .;l sword;
whoeven (there is) in the family of thé Panca,las, be he a child,
in old age or even in the mother’ s womb, whoever was witness to
that (cruel) deed and whosoever .opposes me-on the battlefield, to
each and every one of them, I, infuiiated will be death, and I will
be death to him even if he be the God of Death himself. Here
there is a full dévelopment of the Raudra Rasa, but there are n6
long compounds, ~ Still there is the Guna, Ojas pertaining to this
Rasa. Thus Gunas havereference to the Rasas or they help in
the realisation of the Rasas, and are subordinate to them. "

Similarly Ananda enunciates some principles for the use of
the proper Sanghatani or manner of expression, This is of three
kinds, viz., (1) the style in which there are few compounds, (2)
that in which there are middling compounds, and (3) that which
abounds in long compounds. The use of these styles should be
in harmony with the status and function of the poet and the
characters and also the nature of the subject-matter treated.?  1f
the poet should be highly lmaguntxvc, the characters noble and
emotionul, the subject-matter moving, and if the literary kind
should be the drama, the Sanghatana to be employed in all
these cases, is the first one, viz., the one that is free from comi-
pounds. Otherwise the poet may employ any Sanghatani he
pleases. Such a procedure is absolutely essential in Karuna and
Vipralambha, for compounds are often ambiguous and they cause
delay in our understanding the sense of a poem and this delay is
detrimental to the realisation of Karupa and Vipralambha, But
in the Rasa, Raudra, however, Madhyamasamasa Safighatana is
preferable and sometimes even dlrgha-samasas may be used, pro-
vided, however, the necessary perspicuity is maintained in the lan-
guage; as, ¢.g., the verse: FHESAATATELING etc. Veni. Act 1.
This perspicuity or pmsada should be present in all poems,
developing some Rasa or other, Thus the Ritis orthe Sanghatanas
also have reference primarily {o the Rasas.

" Ananda indicates further’ The method of developing the
various Rasas. He classifies them into allied and contrary Rasas

aﬁzﬁi %’g’i‘ﬁm ﬂm‘q{ﬂ | Dhv. 1IL 6,
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and lays down the printiples which should guide the poet in
combining them in order to produce the highest effect.!

—” "He also accepts Santa as one of the Rasas. Itsessential
niature consists in the negation of all (worldly) desires, which is
highly pleasant; and in support of this he cites this verse i—

. 39 FHUgE I a9 R4 negEn |
. FUMIIgERY e NS FIE ||

¢The sensual pleasures in love and the great happiness in heaven
do not deserve to equal a tithe [one-sixteenth part] of this bliss
arising from the renunciation of all worldly desires.” If Santa
does not appealto all, its existence cannot on that account be
denied, just like the spiritual experiences of a great seer,  The
Rasa Srigara does not appeal to the yogin. Can the existence of
Srigara be denied, because of that? No, Similarly Sinta must be
recognised as a Rasa. How are we to developit ? That isto be
done by portraying characters like Janaka who always study the
spiritual texts and practise their teachings. The Sthayibhava of
this is Sama. Ananda also vigorously vindicates the claim of
Santa to a place among the Rasas, by reference to the chief Rasa
of the Mahabharata, '

This conception of Rasa and Dhvani and their relations
with other methods still reign in the sphere of Sanskrit Literary
criticism, and to Ananda redounds the credit of having systema-
tised the science of Literary criticism. He certainly holds in
this sphere a position equal to that of Panini in Sanskrit
Grammar,

it is shown above that the theories of Dhvani and Rasa are
not antagonistic to each other and that the former comprehends
the latter. Therefore we shall hereafter consider the history of
these two theories to8ether,

1. See Dhy, pp, 170-80, °



CHAPTER VIIL

IMMEDIATE OPPOSITION TO THE THEORY
OF DHVANL

This new theory of Dhvani, however reasonable it might
be, did not meet with general approval, as is ordinarily the case
with any novel doctrine, especially from representatives of the
older schools.”Prominent among those that immediately opposed
this theory were Pratihirenduriija, Bhattanayaka, Dhanika and
Dhanaiijaya.

Pratiharenduvraja.

Pratihira is the commentator on Udbhata’s Kavyalankira-
sara, and hence he is an avowed follower of the Alankira school
represented by Bhamaha and Udbhata. As he himself says in
the last verse of his work and also in the third verse of the intro-
duction, he is a native of Konkan anda pupil of Mukula!
Mukula describes himself in the Abhidhamatrkavrtti, verse 152
(p. 22) as the son of Bhatta Kallata who is probably identical with
one Kallata, mentioned in the Rija-tarang V. 66, as having
flourished in the reign of Avantivarman of Kashmir (855-83).
Pratihara is thus younger than Kallata by two generations and he
may have flourished about 930 A.D.

In conformity to the principles of the Alankara school he
reiterates and tries to maintain the view ably refuted by Ananda
in the first chapter of the Dhvanyiloka, viz,, that Dhvani could

I, K.LS.p L
fRrzmarggemeiima Afs |
. ANERGUA FEAGHTEIE: ||
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e brought under one or other of the Alankaras.! (K. L. S.-p.
79 fi.) He considers instances cited by Ananda himself of the
three kinds of Dhvani—Vastu, Alankira and Rasa—and peints out
in them some Alafikiras like Paryayokta, Slesa and Rasavad res-
pectively. He further holds agamgt Dhvanikira that in exam-
ples of Rasadhvani where the primary sense is completely subor-
dinated and intended only to lead to the suggested sense, the
chief import is the primary idea itself.2 (K. L. S. p. 83.)

! Blmtfanayaka

Though an opponent of the Dhvani school Blmttanz’tyai{a,
unlike Pratiharendurija is Lg,staun(;h.advocate of the Rasa school.
His work called the Hrdayadarpana was, as the commentary on
the Vyaktiviveka, p. 71, SqETIAMT ARG explaing, intended to
demokish the theory of Dhvani.? Abhinava cites Bhattaniyaka's
comments on Bharata’s Rasastitra in the Abhinavabhitrati, Chap.
VI and the Locana p. 67- 8 and also his criticisms of many
views and tex!s of the Dhv mlyaloka, yet there is not sufficient
evndepce to ascertain whether the Hrdayadarpana was a direct
commentary on either the Natyasastra or the Dhvanyéloka. These
two comments on the Rasasiitra cited by Abhinava do not agree
except in sense, but the extract in the Kavyaprakada p. 90 is
almost identical except for some omissions, with the text in the
Abhinavabhirati. Probably the latter represents a genuine

1. K.L.S.p. /9
Shraeeyalam ﬂmﬁm FEAishiRa: | |
FoRE ARE: ¢ I ; CAPFFTIRA | "
2. K.L. S, p. 83,
gy aEATEgd Al 'ﬁaﬁqﬁﬁ gftow ” e
mmxﬁwﬂﬁs A T aﬁm t%af%arerﬁa |
3. Commentary (p.1) on the Vyaktlvweka. p- L
40N gEARIed: FREEEAs |
4, Abhinavabharati, Chap. VI, .
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AT, ERARGIEITAR, , AT FRONFOTEAR,



Char. VII] IMMEDIATE OPPOSITION TO DHVANI 87

quotation from Bhattandyaka and this is in prose. The
Hrdayadarpana from which vers:s also are cited in the I.ociana
p. 27 was. probably an independent treatise in prose and verse
containing Nayaka’s exposition of the realisation of Rasa and his
attacks on the theory of Dhvani.

He admits, as Abhinava remarks (LOCdlld, p. 15), that Rasa
is the soul of poetry.! Instead of the principle of suggestion, he
recognises two additional functions besides Abhidhd to poetic
and dramatic expression in the realisation of ;Rasa. They are
Bhivani or Bhavakatva and Bhogikarana or Bhega. Abhidha is
common to all language. Bhavani, by presenting to the-audience
or the reader the Vibhivas, etc., like Dusyanta and Sakuntala,
only in their generic aspect stirs up in. them the principal emo-
tions like love s and this through the third activity, Bhoga results
in their experience of pure’ancl unalloyed pleasure, like that” of a
yogin in his realisation of the Infinite within.

Abhinava criticises his view of the realisation of Rasa and
also his attackson the theory of Dhvani. On Locana pp., 19-20
Nayaka’s criticisms on the verse W/ 919 cte. (Dhv. p. 16) arc
exposed.Z  On p. 33 he is severely handled for attacking

AIESEAREMRYENT, ; 7 | awdl (99 R SEIeeTaE ;
7 9 FREEARE: aadidl SRE WA IW, SJnea
AEFTERE R 99 SWNFTdIEREaraIEa-
AgTATAA  HIGEARIN A ; A FAfgIEaRET EE
IW | STAAN gedvagom, | afvErEe qd fede qaf-
AW ATERATREEAER: | SR 9 EEREead |
JEER QTMAGHRATSSROM A2y agEdTEaEao
RifreRrimagaaamion RuERarmofsmemr i
BARTRIM YAFRAANR AEINRT 3 SgHTiQR oo
A ST AT gf\af\mﬁﬁmaaaﬁa aﬁﬁmﬂma-
mafeeR R qmaaﬁ*ﬁ AP o geuy TN
1. Locana, p. 15. .
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2" Dhv. Locana, 19-20.
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Dhvanikara’'s use of the dual ¢ Vyanktah’ in the definition of
Dhvani.! On p. 63 Abhinava ridicules him for his method of ‘con-
struing the verse f4T@*9 9 etc., and remarks with some animus
that such a construction is admissible in the interpretation of the
Satras of Jaimini, not in poetry.2 (See also Abh. bh. Vol. III,
p- 89 where he ridicules Nayaka for blindly following Jaimini3.)
Probably Nayaka was a Mimarhsaka and Abhinava availed
himself of this opportunity to laugh at his Mimarsa predilections.

Bhattanayaka certainly lived after Ananda and before
Abhinava, but these acrimonious remarks of the lalter befit only
a contemporary and probably Nayaka lived only one or two
decades before Abhinava (C. 1000 A.D.). If this is correct
Bhattanayaka of the Hrdayadarpana has to be distinguished from
one Brahmin Nayaka mentioned by Kalhana in the Raja-tarang
(V. 159) as having flourished in the reign of Sankaravarman of
Kashmir (883-902 A.D.).

Dhanafitaya and Dhanika,

Dhanaiijaya is the author of a work on dramaturgy called
the Dasariipaka. This is in the form of Karikas stating briefly
the different principles. Dhanika wrote on it a running prose
commentary called the Avaloka with illustrative verses culled
from various poems. Dhanafijaya describes himself in the last
verse as the son of Visnu and a respected courtier of King
Muiija. In the colophon Dhanika also is stated to have been the
son of Visnu and most probably he is the younger brother of
Dhanafijaya. King Muiijaof the Paramara Dynasty of Milva was
a patron of poets and also a poet of no mean reputation and he
reigned from 974-995 A.D. when he was defeated and executed
by the Chalukya King Taila Il. They both should thus have

1. Dhv. Locana, g 33.
¥ gagzaRa Bawd g arafadifesdy |
2. Dhv. Locana.
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flourished in the last quarter of the tenth centuiy. Besides
quoling a verse of King Muiija twice while commenting on
D. R, IV. 58 and 1V, 60, Dhanika cites Padmagupta’s Navasiha-
sinka VI. 42 on D. R, II. 40. Padmagupta flourished in the
reign of Sindhurdja (995 A, D. ff.) the successor of Muiija. Most
probably Dhanika wrole the Avaloka in the early decades of the
11th century.

Dhanaiijaya and his commentator Dhanika appear to have
followed the traditions of Bhattanayaka in accepting the Rasas
to be the soul of poetry and at the same time denying the exist-
ence of Dhvani. Dhanika states succinctly?! (see D. R. 1V, 37) the
theory of Dhvani as expounded by Anandavardhana, giving the
same illustrations and citing his definitions and classifications,
He brings the suggestive function under ArFRE or the intention
of the speaker.  In ordinary language, judgment arises from a
sentence as delermined by the circumstances in which it s
uttered ; and 1t is always of the nature of some Kriya or action.?
Similarly in poetry, love, pathos, etc,, being always present in the
mind of the reader are  developed fully through the Vibhava,
Anubhiva, etc., and they represent the judgment (Eﬂ?ﬂﬂﬁ). Langu-
age is employed only to induce one to some activity; e.g., when
the teacher utters “Feteh the book”, the pupil should not only
understand the sense but should move in order 1o bring the book.
The reader or the spectator should not only understand the
Vakyartha, love or pathos, but have some immediate activity ; and
this activity is none clse than {he enjoyment of the supreme
acsthetic pleasure.  The relation between poetry and Rasas? is

1. D. R, p.95. (Nirnayasagar Edn.)
Com. on Kiirika, 1V. 37.
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not, as the Dhvani school represents, that'of the suggestor and
the suggested (AFTAFFIE:) but of cause and cffeet

. (WTSAMTIFEFN:) Rasas exist in some shape in the Sahrdayas and
they are made manifest or produced by thc efficient cause,
poetry. This view is probably inspired by the Sinkhya doctrine
of FATE. If it is said that Janguage has no such capacity to
produce, Dhanika would call to aid the Mimarmsd doctrine of
Bhivana which states that the principal concept in any verbal
judgment should be production. He cites also Bharata N. S,
V1. 35 Wraar @A in support of his view. Further Dhanika
and Dhanafijaya hold against Dhvanikara that Santa could not
be regarded as a Rasa, fit even to be developed in readable
"poetry ; for Santa is not realisable to any cxcept the sage in his
meditations and hence it is impossible of description in poetry.!
(D. R. 1V, 45-b.)

1. D.R.1IV. 45, Avaloka.
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CHAPTER VIII,
ABHINAVAGUPTA.

Almost contemporaneous with these two writers appears the
staunch supporter of the theories of Dhvani and Rasa Abhinava-
gupta, a fenowned philosopher who is revered for his profound
exposition of the Kashmirian philosophy of Saivism, and a great
poet and critic of extraordinary acumen who is held in such high
esteem that no writer except his opponent and younger contem-
porary, Mahimabhatta ever refers to him - without the honorific
appellation, acarya or pidal.  His remarkable exposition and
brilliant advocacy of these two theories in his Locana and the
Abhinavabharati established for him an authority in poetics equal
tothat of Pataijali and Kumdirilabhatta in the sphere of
Vyakarana and Mimarhsa.

The period of his literary activily has been determined from
his own datings of his philosophical works {o be 990-1015 A. D.
(see Introduction to Dhv, Kivyamala, S. K. De. Sanskrit poetics,
and P. V. Kane. Introduction to the Sihityadarpana (1923).

His two works, the [Locana and the Abhinavabharati are res-
pectively commentaries on the Dhvanyaloka and the Bharata
Nitya Sastra; but for their erudition, terseness and dignity of
style and the views expounded therein they deserve to be ranked
among the most original works on the subject : and later writers
regard them to be so. Really it is the Locana, as Abhinava
himself remarks, that furnishes the reader with the true insight into
the many intricate problems involved in the theories of Rasa and
Dhvani formulated by Anandal. The Abhina%abharatiz is a very
learned and extensive treatise, covering nearly 1000 quarto pages
in manuscript and it deals with each topic in great detail utilising
as much as possible the large material available on the subject of

1. Dhv. p. 60. and end of Chapter I.
fr Sraa far 3@ wiidedfwaly & 1
FRATTAIST e g1, ||

2. See Report on the working of the Peripatetic party of the
Government Oriental Mss, Library, Madras, 1916 to 1919, page 44,
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Rasa, histrionics and music. The manuscript in the Government
Oriental Manuscripis Library, Madras, breaks away in the middle
of N. S. Chapter XXXII. verse 359 (p. 400 Nirnayasagar Edn.)
"and except for a few pages Chapters VII & VIl are wholly
missing. There are also large Lacunae in Chapters XXII and
XX1I1, Otherwise the work is completely available. But pre-
bably owing to neglccf and want of familiarity with the subject
of histrionics the chapters dealing with Abhinaya proper and
music are very corrupt and they are not quite intelligible ; but
thosc treating of literary topics, though cqually corrupt, could be
understood with some care and patience and the correct text of
these chapters is not impossible of restoration. 1 have determined
under the guidance of my Professor S. Kuppusami Sastriar, the
text of Chapter VI. (Abh. Bh.), probably the most important
portion of the work dealing with the Rasas. The text of Chapters
XVI1II and XIX dealing with the dramatic technique can be pre-
pared without much difficulty, and if this section of the work 15
published it will certainly throw the Dadardpaka into the shade.
Of these two works of Abhinava, the Locana appears to have
been written before the Abhinavabhiirati, for the latter clearly
refers to the former in three different places! (Abh. Bh. Vol,
11, pp. 278, 385 & 519) and there is not a single refercnce in the
Locana to the other work,

As observed before, Abhinava in his Bharati refers to and
criticises the views of a number of writers of independent treatises
on histrionics and commentaries on the Natya Sistra. He

1. Abh. bh. Vol. 1I. Chap. VII, p. 278.
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mentions one Matangamuni and Kohala.! He quotes profusely
the views of Dattilicarya and Visakhilicarya on music.? He refers
to the Vartikas of Sri Harsa on the Natya Sastra in many places.
(See ante p. 12.) The opinions of Bhattayantra and Kirtidhara are’
also occasionally ciled.® (Abh. Bh. Vol. 1, end of Chap. 1V,
p. 166.) There is no clear evidence to determine whether these are
carlicr commentaries on Bharata or not. The comments of Bhatta
Sumanas on three verses in N. 8. Chap, XXXI are referred to
with approvalt (Abh. Bh. Vol. IV, p. 80). A few texts cited in the
name of Rahula or Rihulaka are in the form of prose and verse:
and the bit ¥RATANZTL in his verse indicates that his was an in-

1. Abh. bh, Vol. IV, p. 67, Chap. XXX.
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also Vol. 1, p. 142, etc.
2. Abh. bh. Vol. II, Chapter XXVIII, p. 100,
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dependent work and not a commentary on the Sastra.! Udbhata
is mentioned as using a text of the Sastra with different readings.
(Abh. Bh. Vol. 11, Chap. IX, p. 307; Chap. XVIII, p. 472, see
ante p. 11.) This Udbhata is the same as the author of the
Kavyalankarasara, for he is ridiculed by Kuntaka for holding that
Rasa could be realised through express reference—a view incon-
sistent with the principles of the school of Bharata of which he
is a staunch advocate.? (Vakrokti J. Chap. IlI, pp. 113-5,)
Udbhata probably wrote a commentary on the Sastra and
it is unfortunately lost to us.® Lollata is probably another
commentator that came after/ Udbhata, for he is repre-
sented to contradict an in%etatinn of a fext given by
Udbhata and his followers./ His views regarding the realisa-
tion of Rasa are cited and criticised by Abhinava in his com-

1. Abh. bh, Vol, I, p. 88.
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ments on the Rasasttra.! (N.S. Chap. VI, p. 62). An im-
“proved interpretation of the Satra suggested by one Sri Sankuka
is also similarly dealt with in the same place. His readings and
comments on some verses are also  criticised.  Sankuka appears
from the Rajatarang, Chap. 1V, pp. 703-7 to have written a poem
called Bhuvaniabhyudaya about a terrible fight that took place
between Mamma and Utpalaka about 850-1 A,D. in the reign
of King Ajitapida.2 This would place Sri Sankuka about the
middle pf the 9th century and Lollata aboutthe beginning of it.
Abhinava further cites with great regard his paramaguru Utpala
in the Bharati* (Abh. Bh., Vol. 1V, p. 84) as also in the Locana
(Dhv. p. 30). He quotes in the Bharati as in the Locana (pp. 25,
160, 29,178, etc.) his two teachers Bhatiendurdja and Bhatta-
tauta. The former being his teacher,® could have been only a
follower of the Dhvani and the Rasa school and he is certainly
different from Pratiharenduraja. He is introduced with an
attribute’ meaning the noblest of the twice-born that has crossed

1. See Hemacandra’s Kiavydnuédsana p. 55 foll. which is only a
quotation from the Abhinavabharati, Chap. VI, on the Rasasiitra.

2. Rajatarang. Chap. IV, pp. 703.7.  See S. K. De, Skt. Poetics,
Vol. T, pp. 38 and 39. Dr. De does not appear to have interpreted the
Rajatarangini correctly. The poeri was written only at’ the close of
the Reign of Ajitapida (850-1).

3. Abh.bh., Vol. 1V, p. 84.
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the ocean of all speech rendered pure by the singular flow of the
singing of the poetic Muse, probably more extravagant than the
one in the Locana; but considering the excellénce of his verses
Abhinava is probably justified in giving it to his teacher. 'The
latter Bhattatauta is evidently his teacher of histrionics.! He
wrote a work called the Kavya Kautuka on which Abhinava wrote
his Vivarana.? A few verses from that work containing his idea
of how the different poetic elements contribute to the realisation
of Rasa are cited by Abhinava.3 (Abh. Bh., Vol. 11, Chap. XIX,
p. 541.) Bhattatauta’s criticisms of SriSankuka’s interpretation
of the Rasasiitra are quoted in the sixth chapter. From these and
also other occasional references to the Kavya Kautuka it may be
conjectured that it was a voluminous work in verse dealing with
the many aspects of Rasa and histrionics in great detail. Bhatta-
ndyaka and his Hrdayadarpana have alrcady been dealt with,
Further, to illustrate the different principles Abhinava quotes
from a number of rare gems of literalure which have unfortunate-
ly perished or lic hidden in some neglected shelf.  The most

1. Locana, p. 178.
fewead T WATETAREERGIE - 99Faq: | § 99
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See also Locana p. 29.
2. Abh. bh., Chap. XXXI, Vol. IV, p. 175.
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3. Abh. bh., Chap. X1IX, Vol. II, p. 541.
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Mayapuspaka, Krtyardvana, Puspadasitaka, Tapasavatsaraja,
‘Raméabhyudaya, Pratimaniruddha, Radhavipralambha, Vasava-,
dattanatyadhira of Mahikavi Subandhu, Daridracirudatta, Abhi-
sarikabandhitaka (Vancitaka ?) and Raghavavijaya, In Abh, bh,,
Vol. 1, p. 255, Chap. VI a verse beginning STt afx @ A ar
is cited and attributed to the great poct Bhasa.l But this verse
is not found in any of the works published at Trivandrum in the
name of -Bhasa.

Abhinavagupta makes in the sixth chapter of his great com-
mentary, a remarkable exposition of the theory of Rasa in all its
different aspects and satisfactorily answers all the difficult ques-
tions that naturally suggest themselves ina consideration of the
subject.  Onc of the most important features in literature is its
emotional element.  When we speak of Rasa or aesthetic plea-
sure we vaguely understand what it is, and we also realise as we
read a poem or witness a play, this Rasa. Now a question natu-
rally arises—whose Rasa is it that we are realising ? Is it the
emotion of the master poet ? or is it that of the great characters
or even of the talented actors or only of our own ? Some western
critics confine themselves only to the emotions of the reader or
the spectator when they have to speak of emotions. But Sanskrit
writers recognise not only the emotion of the spectator and the
reader but also the emotion of the master-mind of the poet, the
characters and the actors and they proceed to cquate the emo-
tion of all these.

Further what are the different emotions that are the sources
of literary appeal or effect 7 Can they be definitely ascertained
and classificd ? Modern critics fight shy of definitely doing so, but
Sanskrit writers have scientifically classiied such emotions,
Again there is the question of painful emotions and the question
of the ficld of tragedy. The most pathetic scenes are represented
{0 us in poetry and drama, and as we read or witness them we

1. Abh. bh,, Vol. 1, p. 255, C‘hap. VI.
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even shed tears, But only an hour hence we love to return to
those scenes and shed tears again. Why is this so ? While man 4s
“willing to return to pleasure alone and never {o pain, how could
this be explained? They fail to attack this question, but
Sanskrit Alankarikas have successfully met this difficulty ina
philogophical manner by formulating the theory of Rasa {rom a
philgsophic basis.

The earliest exposition of this theory is, as has been stated
already, to be found in the sixth chapter of Bharata’s Natya-
$astra. [See anle Chap.I11.] The method of the realisation of Rasa

is stated there in the form of the Siitra, ¢ frrargvma=afirETT-
gafrefa:  that has been already explained. Though this re-
presents the first beginnings at the systematization of the theory,
it contains the germ of all later developments, for all later theories
have grown out.of the different interpretations of this old sutra.
Moreover though Bharata’s theory may not answer all the difh-
culties raised at the outset, it must be admitted that Bharata, it
was, who boldly classified the different Rasas, their permanent
emotional moods, their causes, effects and accessories, etc., which
are substantially the same even after the lapse of many centurics.
We shall trace briefly the growth of this theory at the hands of
Bhatta Lollata, Sri Sankuka, Bhattaniyaka and Abhinavagupta
and try to indicate how every subsequent view improved upon the
previous one and also how the view as expounded by Abhinava-
gupta is the most satisfactory, and also one which has stood the
severe test of time.

After Bharata, the earliest to put forward a theory of Rasa
based on his Siitra was Bhatta Lollata, who as stated already
lived about the beginning of the ninth century, His viewis
briefly this. (It is®better in this connection to keep in view
dramas.) Rasa is Sthayibhiva intensified by a poetic description
or histrionic representation through Vibhavas, Anubhivas, etc. Or
in other words, the trained actors by their histrionic skill aided
by poetry, music, dress, etc., truly exhibiton the stage, say, the
love which Dusyanta and Sak.untali had towards each other,
identifying themselves for the mofnent with those characters; that
is, when the love——Sthayibhava—of the actors and the characters is
thus intensely developed through Vibhavas, Anubhivas, etc,, it is
Rasa. This Rasa then primarily resides in the characters and
also in the actors on account of their imagining themselves for the
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moment to be those very same characters.! This view is the same .
as' that held by Dandin also who should have meant something.
like the above, when he said “Ud: TFRG! T FTWEAIFAIG:
Love, Sthayibhiva, when intensified through manifold factors,
such as Vibhivas, Anubhivas, etc., becomes the Rasa, Syﬁgg‘lra. '

According to this view itis the actors that exhibit the Rasa
and so it is they that realise it, It leaves out of all consideration
the poet and the audience, Itignores the question ¢ how does
the audience realise the Rasa ? If it does not realise the Rasa,
when the intense love of Dusyanta and Sakuntald is represented
by the actors on the stage, some members of it may envy the
lovers, others may shun to witness the love-making of others and
may leave the performance, and many other things may happen
according to the taste and culture of the audience.

Sri Sankuka criticises Lollata for holding that Sthayibhava
when intensified becomes Rasa. For the existence of the Sthayi-
bhava cannot be known at all without the ¢ intensifying factors, "
viz., Vibhavas, ctc.; or in the language of Sri Sankuka without the
middle term, z7z.,, Vibhavas, etc., there cannot be any inference or
knowledge of the Sthiyibhava. If we notice the trend of the
definitions of Bharata, we find that he does not seem {o distin.
guish at all between Sthiayibhiva and Rasa ; and when the
Sthayibhéva is thus inferred it is called ‘Rasa’. That is why he
does not mention the word ¢ Sthayibhava’ in the Siitra.  Other-
wise Bharata should have mentioned the Sthayibhavas first and
then indicated how the Rasas are realised from them when they
are intensified. Further ¢if Sthayibhava intensified is Rasa’,
ihen, as intensity admits of many degrees, similarly there ought to
be different grades in the Rasa realised. Or if 1it1s urged that
only when the utiost intensity is reached that Rasa is realised,
then the division of Hasya into six varietieS, Smita, Avahasita,
Vihasita, etc.,, made by Bharata would be wrong. Again in
Smg:’u"a there are ten avasthis or states of emotional moods, and
if each of them should have different grades according to their
intensity, there would then be ifinumerable varieties under that
Rasa and Bhava alone. Moreover it is not always that the
Sthayibhiva is intensified. W¢é find on the other hand that an
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intense feeling, like grief, slowly langmsheq by lapse of time and
olhet conditions. ‘ . '

Srn Saiikuka sought to remedy the defects in this theory by
put“tmg forward an improved view of his own, and it may be
stated briefly thus :—Skilled actors imitate truly the heroes and
their experiences. In the ordinary world the emotion of the
heroes is revealed by (1) the causes or mainsprings which excite
their-emotion, viz,, the heroes themselves and their environment;:
(2) the visible effects of their feeling, and (3) some temporary and
accessory feelings. When these are represenied on the stage
by "the superior imilative faculty of the actors, they come to
be called by the names, Vibhava, Anubhiva and Vyabhi-
caribhava, respectively. When the spectators witness a suc-
cessful imitation of the characters and their experiences
which—the imitation by the actors—though artificial and unreal,
is not realisedto be so and which reveals their feeling, they
forget for the moment the difference between the actors and the
characters, and inferentially experience the emotion of the char-
acters—Rama, Dusyanta and the like—themselves; e gy If Rima's
Vipralambha is represented, the inference of the spectators may

take the form ¥d UA: qATITRA— This Rima is greatly afflict-
ed at heart.” This experience of emotion by the audience is very
similar to, and is but areflex (anukara) of, the real emotional
mood-—Sthayibhava—of the characters ; and because it is a re-
flex, it is called by a different name, viz,, Rasa. This experience of
the Rasa by the audience is a peculiar one, entirely different from
either the ordinary perception or inference. It does not take any
of the forms—¢ This actor alone is happy,” ¢ This actor alone is
Rama’, “This is not happy’, “This may be Rima or may not be so’

or.*This is similar to Rama’. It is neither valid perception, nor
error, nor doubt, nof inference. 1 is something like the experi-
ence which one has when observing a horse in a picture, and it
takes the form ¢ This actor is that Rima who was happy’. If it
is urged that such an experience is philosophically unsound as it
does not fall within the recognised categories of valid knowledge,
Satikuka would reply that when there is such an experience it
ought to be accepted as sound, and no amount of theorising can
disprove facts of experience.,] Theories have to conform to facls

FUPIE T
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and not facts to theories. So this is a peculiar variety of infer-
ence and the inferential experience is the realisation of Rasa.

This theory is an improvement upon Lollata’s, in that it
brings into relation the spectators in the realisation of the ‘Rasa,
or because it holds that the spectators realise the Rasa. But here
too there are serious defects. It is said that Rasa is a reflex and
an-inference. From the standpoint of the audience this is not
true. What is there in the actors which may be regarded as an
imitatiod? Can the actor’s demecanour, dress and actions be
regarded as the imitation of the hero’s emotion like love? These
being unlike Rati cannot be treated as such, Moreover we can
speak of a thing to be an imitation only when the original is
known. Has anybody a direct knowledge of the love of the hero,
say, Rima? So the actor does not imitate the hero, Again, if
the mental condition of the actor, for-the time being roused by
ordinary causcs in the world, is regarded as Rasa when realised,
then it is realised as a mental condition, like love ; and where is
there the reflex of that love? It may be urged that the Vibhavas,
etc.,are real in the characters andartificial or unreal in the actors,
and that in the same way as the real Vibhavas lead to the infer-
ence of the real emotion in them, similarly, their imitations in the
actors lead the audience to the inference of an imitation or reflex
of that real emotion as existing, for the time being, 1n the actors.
This reasoning is quite unsound, for never do we have the infer-
ence of the imitation of ¢ Sadhya ’ or the major term from a
semblance of Hetu; e¢.g, from a knowledge of mist which is
similar {0 smoke there does not arise the inference of the bright
red china roses which are similar to fire. Again it may be said
that the actor, not being angry at all, feigns that he is angry. Is
this not imitation? No ; it may be that he is similar to the angry
man and we cannot say that he is imitating $he angry Bhimasena,
Thus to the audience, Rasa is not an imitation of the Sthayibhava.
Further, to say that the experience of Rasa takes the peculiar
form which is neither valid nor erroneous—this actor is that
Rama who was happy—is not correct. For, if this knowledge is
not stultified later, it is true ; if it is stultified, it is false. How
can it be different from both these. Really this same experience
is had in other actors also and hence the conception of Rama is
only in his universal aspect of a great hero.

The actor too does not feel that he is imitating Radma or his
feelings, For he has not experienced the original, Rima or his
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feelings. Then whom does he imitate? It may bc some noble.
person. How is he? and what is he ? Without a definite idea or
him how is it possible to imitate his feelings? If it is said by the
actor that he is imitating a person who should have wept, smiled
or laughed in the manner he does, then his personality also inter-
venes amnd where is the relation of the original and imitator
(Anukaryanukartrbhivah). What happens really is that the actor
by his training and imagination and by his imaginative identifica-
tion with the character, represents the Vibhavas, Anubhavas, etc.,
in their generic aspect; and he is innocent of imitation.

Another weak point is that the realisation of Rasa is regarded
as an inference. How can any inference be delightful? It is
well known that the aundience when witnessing a performance
realises some bliss, similar to the one which Dusyanta had in the
company of Sakuntald. It is possible only in perceptual experi-
ence and not through inference, when the audience is identified,
for the time being, with the heroes represented on the stage. It
is common experience that the realisation of thrill or joy is
immediate, and this immediateness is associated with direct
apprehension. Inference is not direct apprehension and in-
ferential knowledge is not immediate. How then is it possible
to have the realisation of poetic thrill through inference? Further
inferentia' knowledge lacks that sense of fulness which is present
in the experience of joy. So it is unsound to say that the realisa-
tion cf Rasa is a process of inference.

The next writer to put forward a better view was Bhatta-
niyaka whose date, position, etc., have alreadv been discussed.
He says :—Rasa is neither known through the means of know-
ledge, nor produced nor manifested. For ifit is known as it really
is and as present in the Sahradya, then in Karupa one mus{ experi-
ence pain and not pleasure. Further when we realise Rasa as
existing in ourselves, Sita and others cannot be the mainsprings of
our emotion, for we are conscious of the wide difference between
us and the characters. Nor dowethen think of our relations with
our beloved. Further, the activities of the Gods and feats like
the crossing of the ocean appear to be strange and quite unlike
our own experiences. We cannot say that we remember such a
great Rama, because we have had no such previous experience.
Moreover, when Rasa is known through Sabda, verbal testimony
or inference, there cannot be any sense of joy, just in the same
manner-as when we witness the Jove-making of two lovers ; and
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there may be positive aversion. Similar are the defects if we say
that it is produced or manitested. So what really constitutes the
realisation of Rasa is this :—Poetic langauage has three aspects
or functions, »iz., (1) Abhidhi or significative aspect; (2) Bhavani
or Bhivakatva, unificatory or universalising aspect; and (3)
Bhojakatva or Bhoga, the ¢ realisationistic aspect.”  All linguistic
expression has the first one. It is in the second that the language
is differentiated from ordinary expression and passes on to poetic
expression. This aspect, called Bhavakatva, is achieved in ordi-
nary poetry by the Gunas, Alanikaras, etc. Dramatic representation
also possesses the second and third aspects and here Bhavakatva
is achieved through the four varieties of Abhinaya. One great
difficulty in the way of the realisation of Rasa is the individual-
istic element of the spectators or Sahrdayas on the one side and
the actors and the characlers on the other. Another is the reali-
sation of painful emotions which necessarily must be painful.
When the second function, Bhavakatva operates, these two are
surmounted. It consists in this.  When there is a vivid repre-
sentation, aided by poetry, music, ctc., of the characters and the
incidents, the trained spectator or Sahrdaya, through his complete
imaginative sympathy, identifies himself with them and loses his
individuality and also any personal predilections that he may
have; e.g., if the love of Dusyanta and Sakuntald should be pre-
sented on the stage it is not realised as the love of those particular
characters, but through the unification of the characters, actors
and the Sahrdaya, the individual love of the characters, the actors
and the Sahrdaya is completely submerged; and love in its uni-
versal aspect alone is presented. This unificatory function is
called *Sadharanikarapa’.  When ¢his emotion is thus universa-
lised, the third function, viz,, Bhojakatva or Bhoga operates. This
enables the Sahrdaya to call forth the corresponding instinct im-
planted in him and to develop it to that clintx, when it is realised
in the form of self-luminousbliss. For this conception of Bhoga
Bhaftaniyaka appears to have taken the cue from the Sankhya
philosophers. They say that Gunas are of three kinds, Sattva,
Rajas and Tamas ; and the éxuberance of one Gunpa over the
other two produces respectively, happiness, grief and stupor.
This Bhoga arises by the o&v?,rpowering mastery of the Sattva
Guna over the other two, Rajas and Tamas, and hence it must
invariably be pleasant.

This view solves in a manner the two dithiculties raised. 1t
gets over the barrier of the individualistic element by the concep-
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tion of Bhavakatva. Then regarding Karunarasa, even the reali-
sation of the instinct of Pathos in the Sahrdaya can be brought
about only through the exuberance of the Sattva guna and hence
it is, that even its realisation is only a pleasantexperience. The
defect pointed out in this theory is that it attributes to poetic
expression two additional functions, Bhivakatva and Bhoga,
which are quite novel and which are not accepted by any system
of philosophy. If these two arc the peculiar activity of poetic
expression, then they may very well be called suggestion.
Abhinavagupta quarrels with Bhattaniyaka only in this respect ;
otherwise he does not differ very much from Bhattanayaka.

The next and the last theory that satisfactorily and conclu-
sively solved all the difficulties raised at the outset and which
reigned supreme in the sphere of Sauskrit poetics was formulated
by Abhinavagupta. This may be set forth thus :(—Soul is im-
mortal, and all souls, particularly of the Sahrdaya or responsive
critic, have in them implanted certain Visanids or instincts and
these are called inthe language of criticism ‘Sthayibhivas.” When
there is a vivid representation of the Vibhdvas, Anubhivas and
Vyabhicaribhavas this instinct in us is called forth and developed
to that climax when it is realised by us, invariably accompanied
by a thrill or joy. To take a concrete example.  In the first Act
of the Sakuntald a deer is represented as being pursued by
Dusyanta on a chariot and the deer is running swiftly for its life.
When this scene is acted before us, it calls out in wus the instinct
corresponding to fear, viz,, Bhaya and this is developed, when we
forget, through our complete imaginative sympathy, whose fear it
is that we are realising, ‘Is it our own’ or ‘is it of the dcer
before me’ or ¢is it the fear o the enemy or a friend or a third
person ’, and know only, fear in its generic or universal aspect,
free from all barriers like the individualistic elements, etc., and
realise this climax of émotion which is always pleasurable.

Incidently Abhinava seeks suppott for his view from an ex qui-
site verse of Kahdasa —
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¢ When a person, though happy, becomes uneasy of mind on
seeing beautiful objects and hearing sweet music, then indeed he
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intuitively realises (&) though vaguely, associations of former
births deeply implanted in him.” The situation here is that
Dusgyanta is introduced as being under the spell of Durvasa’s curse -
and as having completcly forgotten his love towards Sakuntald;
just then he hears sweet music and probably also sees some paint-
ings in the hall and he feels uneasy of mind and vaguely realises
his love for Sakuntald, but is not at all conscious of it. Here the
term ¢ Bhavasthirani’ really stands for Sthayibhavas or certain
permanent instincts, implanted in all human beings ; and by
seeing beautiful, charming objects and hearing sweet music, this
instinct is called forth and intuitively realised. Here the term
¢ smarati * does not cvidently stand for conscious remembrance,
but only for intuitive realisation. Abhinavagupla has not dis-
played any interpretative ingenuity in seeking support for his own
view from this theory of Rasa of Kalidasa,

Thus according to Abhinava, by whatever name—Upacaya,
Anukara or Smrti—we may call this realisation, Rasa is only the
emotional meod revealed in a blissful knowledge, free from all
barriers that arc antagonistic to its realisation.!  These barriers
are surmounted by the Vibhavas, ctc.  In ordinary world also,
knowledge free from all limitations is called by different names,
Camatkara, Rasand, Bhoga, Laya, Vidranti and so on.2  What are
these barriers to the realisation of Rasa? They are sevenfold, viz.:
(1) SmaEdvEar gaEalig: (o) EaRTEEHand  JawS-
Bamam (3 FogeifEdmn () sdguResa (5)
SFEAWMA: () FIIFAT and (7) GIFE: |

The first is the lack of adequate realisation of the probability or
the reasonablencss of things. 1f one is not convinced of the
likelihood of the things presented, how can they engage one’s all
absorbing attention ? When extraordinary incidents, like the calm
resignation of a kingdom in order to fultil the father’s pledge, the
crossing of the ocean, the war with a demon who was a {error
even to the gods, have {o be portrayed, it is done so only with
reference to great heroes like Rima w ho, by our training and
association, is at once believed, yithout the shadow of a doubt, to
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possess those superior powers necessary for their achievement.
This is why, in dramatic kinds which have a high moral purpose,
the plot and the characters are invariably drawn from the Epics
and well-known tradition. Otherwise, as Cardinal Newman would
put it, the poet, instead of drawing vigour and iunspiration for his
theme from the nobility of the characters, will be forced to infuse
spirit into the shadowy creations of his imagination. He is thereby
at a great disadvantage, for his work may not be quite appealing;
and hence it is that ¢ the fable ’ of the Greek tragedies is diawn
from the Epics and well-known tradition. This is not the case
in the lower order of plays like the Prahasana. Such a procedure
is certain to remove from the mind of the audience any lack of
adequate realisation of the probability of things.

The second obstacle is the presence of certain individualistic
ot distinctivefeatures of time and place which enable the Sahrdaya
to sever himself from the objects described.  If he should realise
happiness or sorrow as existing in himself, there may arise
in him a desire and an effort either to preserve it or to abandon
it, to obtain something stmilar to it or to avoid it, to publish it
or to conceal it as the case may be ; and this would retard the
realisation of Rasa. Further, il he should rcalisc them as being
present in another, then also there would be certain reactions on
his mind. He may be happy, sorrowful, indifferent and so on.
To prevent this obstacle various histrionic devices callea ¢ natya-
dharmi ’ such as the Pirvaranga, the prologue, the different dress
of the actors, the stage, the peculiar speech, ete., arc employed.
Then he does not realise whether the happiness or sorrow is
experienced in this person, in thisplace or at this moment, because
its true nature is concealed.
~ The third is the undue assertion of self-regarding emotions.
How can vémy one who is overpowered by his own happiness or
sorrow concentrate his attention on something else ? To avoid
this are employed excellent music, vocal and instrumentaly with
suitable accompaniments like mrdanga, well-decorated halls,
accomplished courtezans, etc., by which even the unaesthetic mind
is forced to vibrate in response.

The fourth and fifth are' the absence of adequate
means of immediate realisation and the lack of clearness or
perspicuity,. How under such conditions could one be
convinced of the correctness of one’s knowledge? Even
though there may be clear and unmistakable verbal testimony
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and inference, we do not completely rest content with the know-
Itdge derived therefrom ; for therein is lacking that perceptual
cognition which alone makes for clear, direct and definite know-,
tedge. ‘That is why it is said that all valid knowledge depends
upon perception. It is well known that a thing that is perceived
cannot be proved to be otherwise by any number of inferences
and verbal testimony or scriptural texts. In cases like the
‘Alatacakra’ or the imaginary circle of firc created when a burning
stick is swiftly revolved, our knowledge is disproved only by a
more powerful perception. Therefore to remove these two,
we use in dramatic representation something that is different
from inference and verbal testimony and that is almost equal to
perception itself, viz., Abhinaya, Natyadharmi, Vritti and Pravrtti,
the last two being dealt with in the twenticth and twelfth chapters
of the Nityasistra.

The sixth is the absence of some element as the dominant
factor. Our mind does not rest satisfied with the knowledge of
things subordinate, for it runs towards the predominant thing, We
never rest content with the knowledge of adjectives and  we in-
variably seck for the substantives which the adjectives qualify.
Similarly the Vibhavas, Anubhavas and the Vyabhiciribhavas
which go to develop something else, are invariably subordinate,
and these are not realised with a sense of satisfaction but only the
Sthityibhivas which arc dominant and to develop which the
Vibhivas, ctc., strive. ' Why should the Sthiyibhavas alone be
regarded as the dominant emotional moods and the Vyabhiciri-
bhivas be regarded as subordinate ones? It is because certa'n
emotional moods or impulses alone are directly associated with
the Purusiirthas or aims or ends of life ; and these are dominant.
Rati is associaled with Kama and also Dharma and Artha, Krodha
with Artha, Utsiha or fortitude and energy® with Kiima and all
varieties of Dharma, etc., and quietism (Sama) born of the know-
ledge®of sacred lore with liberation, the highest goal of existence.
Thus these emotional moods are the more important. While
Hasa, Soka, Adbhuta, etc., beirtg obtainable among the ordinary
folk in the world are less important and even these being acces-
sory tothe former help in the setlisation of theends of life, These
alone form the Sthiyibhavas. These mental conditions are pre-
sent in all human beings, at least in a dormant state, in the form
of latent impressions which are called forth as occasion arises.
Only the degree of their intensity varies with different persons
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in the world. The emotional moods called Vyabhiciribhivas,
such as, langour (glani) doubt (Safika), etc., are not of an enduring
.character and are not present in all or at all times. They are
brought about by certain causes and when these are removed they
disappear. As a practical test we may consider these two state-
ments.,! “This person is languid”, “Rama possesses great
energy and power”, As soon as we hear the first we naturally
ask the question ¢ why is he languid . This shows that langour
is not permanent and it is brought about by some temporary
causes. In the latter case nobody is tempted to put the question
“Why does Rama possess cnergy and power 27 This is because
Utsiaha is something permanent and js not temporarily brough t
into existence. This is the basis of the classification of the emo-
tional moods into Sthiyibhavas and Vyabhiciribhavas, The
latter are like jewels set in a chain, which are not necessary for
the existence of the chain itself, but which greatly enhance the
beauty of the chain and which can find a place only so long as
the chain lasts. Thus the Sthayibhava is thc dominant factor
and the Vyabhicdribhivas are only accessories, and when the
former is properly developed the dominant factor is never lost
sight of and there does not arise’ the obstacle of ‘Apradhanata’
or the lack of something as the dominantfactor,

The last is doubt in general. The Vibhavas, Anubhivas and
the Vyabhicaribhavas are not severally related to any specific
Sthayibhava ; for, e.g., tears (Anubhiva) may arise cut of joy,
sorrow or even some disease in the eye; tiger, etc. (Vibhiva)
may rouse anger or fear j; Bhrama (perplexity) and Cintd (con-
templation), etc.,,—Vyabhiciribhiva—may be the accessories of
Utsaha and Bhaya, Thus where the death of a close relation is
the Vibhava, bewailing and shedding tears the Anubhiva, and
contemplatx(m, weakness, etc, the Vyabhicaribhivas, there may
arise a doubt regarding the particular Sthayibhava that is develop-
ed. To remove this doubt the word ‘Sariyoga’ is used ip the
Rasasaitra, That is, when there is a specific combination of such
Vibhava, Anubhdva, etc., we know that the Sthayibhiva devulopcd
is certainly Soka and the Rasa, Karuna.

Thus these seven barriers are overcome in the manner in-
dicated above. Then the Sahrdaya, by his training, is already
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able to understand the mental condition of others from the ordin-
ary causes, the effects and the accessories in the world; and now
through similar causes, etc., which, not being quite as real as they
are in the ordinary world, come to be called by the names, Vibha-
vas, Anubhavas and Vyabhicaribhavas, his mind becomes
attuned to the situations represented, or in other words, through
his complete imaginative sympathy he identifies himself with the
situations, and herealises his own emotion that has been stirred
and developed to a climax, free from all limitations and invaria-
bly accompanicd by a thrill.  This realisation is of the nature of
pure joy, is not of the nature of atangible object, is transcendental,
15 lasting only during the time of realisation and never beyond it
and is different from the Sthayibhiva ; and this is  called Rasa.

This realisation is said to be Alaukika, transcendental ;
ic., it is quite unlike the cordinary  experiences of the
world or it transcends the limits of worldly experience. Why
1s it called so? Firstly because it is not produced by the
ordinary causes. \Why ? Cannot the Vibhdvas, Anubhavas, etc.,
be regarded as the causes of the realisation of Rasa ? What kind
of causes are these 7 Are they Karakahetus, i.c.,, causes which
produce the Rasa or are they Jhapakahetus, de., causes
which reveal things 2 They are neither of these. The former
class of Hetus may be destroyed after the production of the effect,
but the effect may continue to exist even after its destruction, as,
e.g,, even after the destruction of the stick, the pot which it pro-
duced may continue {0 exist.  But as soon as the Vibhavas, ctc.,
are withdrawn, the Rasapratiti also stops or the realisation of
Rasa does not at all continue after the destruction of the Vibhavas.
Rasa is not kiirya,  The Vibhivas are neither Jidpakahetus, for
in all such cases the causes reveal objects that previously exist,
e.g., a lamp when it reveals a pot that is in the dark, 1s said to be
its Jiidpakahetu, Here the pot exists cven before the lamp s
brought to that place. But it cannot be admitted that Rasa exists
even before the Vibhavas. It is not Jiapya cither. So the
Vibhavas only suggest the Rash that is enjoyed by us.  Where do
you find the like of such things that are neither Karya nor Jiiapya?
Nowhere are they seen, and tAat is why we say that Rasapratiti is
Alaukika or that it transcends the limits of worldly experience.
Secondly, by an examination of its psychological character also
it can be established that it is transcendental. It is said that
Rasapratiti is some blissful knowledge. If it should be knowledge,
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it must be either Nirvikalpaka or Savikalpaka. The former is
that .cognition where there is no definiteness and which is devoid
of any relations. But Rasapratiti is not absolutely unrelated,
because it is only by the knowledge of the Vibhivas, etc., that we
have Rasapratiti, i.c., the knowledge of Rasa involves the know-
ledge of the Vibhavas, etc., in a generalised form; and so it is not
Nirvikalpaka. Savikalpakajiidna is definite and is related to
name, Jati, etc. But-Rasapratiti is utterly ineffable, and at the
moment of realisation it is all but a composite and- blissful
experience transcending direct expression. So this is different
from those two varieties of knowledge and hence is trans-
cendental. Further there are various kinds of cognition and
can this Rasapratiti be brought under some yogic realisation?
There are two types of this, viz, that of the Yuiljana and the
Yukta. The former is one who resorts to various yogic
practices to attain union with the Supreme Spirit. The process
of our experience of Rasa is somcthing pleasant, quite unlike that
of the Hathayoga, ctc., of the Yuiijana. Neither is this like the
experience of a Yukta, viz., a4 saint that has become one with the
Supreme Spirit. For he realises the absolute Brahman, while
the Sahrdaya realises some peculiar bliss involving differences.
Further in the highest yogic realisation it is neither life nor death.
It is incompatible with both ; but the realisation of Rasa is com-
patible with life and could be had only then. It cannot be brought
under the realisation of the Absolute. So it is that we say that the
Rasapratiti is unique and transcendental.

This theory of Abhinavagupta differs from that of Bhatta-

nayaka in this respect that the Sadharanikarana or Bhiavakatva of

“the latter is brought under Vyaiijani and Bhoga under
¢ Rasapratiti.

Do these theories of Rasa solve the difficulties raised dt the
outset, viz,, (1) individualistic or self-regarding impulses; (2) the
problem of the realisation of Karuna? The first two are useless
and it is in the third and the last that the difficulties are overcome,
The first difficulty is overcome by‘the Sadharagikarana of Bhatta-
nayaka and the removal of the seven barriers, which Abhinava has
clearly expounded. Abhinava solves the other difficulty by
taking his stand on the fundamental tenets of the Sankhya
philosophy. He says in his commentary on the Rasastra
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All Rasas are pleasurable; but Abhinava fully realises the
difference between the various emotional moods that become
Rasas and he is aware that the emotional mood pertaining to
Karuna is Soka or grief; and how could this lead to the realisation
of joy ? He says that even at the time of Karupapratiti, the mind
is completely absorbed in the scenes represented and this absorp-
tion is invariably associated with a certain equipoise of the mind;
and it is this cquilibrium of the mind, frec from any disturbance,
that is called Sukha or Bliss ; and Duhkha or pain is only the
oscillation of the mind due to the disturbance of this equipoise.
This is in consonance with the view of the Sankhya philosophers
who hold that the cssence of pain consists in the restless condi-
tion of the mind ; and when this restlessness is removed, the
mind is in a state of complete rest ; and thatis joy. Pleasure
has two aspecets, a positive and a negalive. 1o the realisation of
love it has the positive as well as the negalive aspect ; i.e., by
nature it is pleasurable, and when there is complete absorption
of the mind there is also the negative aspect. In Karuna, there
is no positive aspect of pleasure, for by nature, it is painful. But
the mental absorption here is very deep and complete ; and plea-
sure in its ncgative aspect is realised in an intense form. Here
there is the possibility of a slight touch of bitterness, but that
does not at all show itself out and it is submerged in the intense
realisation of pleasure. Thus on a philosophic basis we have
shown how tragic scenes are quite - pleasurable, while human
nature is averse to experiencing pain,

)
I1. Santarasa.

Bharata and following *Him all writers on poetics have
classified the emotional moods into dominant and transitory,
and they have also shown how the dominant emotional
moods are permanent and enduring and that they alone are
developed into Rasas. The basis of this classifization intv transitory
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and dominant is, as has been indicated before, their relation to the
ends of life. Such of them as are directly associated with somé
Purusirtha, are dominant and these have their permanent impres-
‘sions or viisands in all human beings; they are called forth under
certain conditions and realised in an ecstacy. These Sthayi-
bhévas that are developed as Rasas have been accepted generally
to be eight, viz, Rati, Hasa, Soka, Krodha, Utsiha, Bhaya,
Jugupsa and Vismaya ; and the corresponding Rasas are called,
Srigara, Hisya, Karuna, Raudra Vira, Bhayinaka, Bibhatsa and
Adbhuta. Abhinava deals elaborately with the development of
each one of these in the sixth chapter of the Abhinavabhirati.
All these are related in some manner or other to the first three
endsof life, viz,, Dharma, Artha and Kima, Similarly can Sama,
quietude or the calm mental condition of the sage which is direct-
ly related to the highest end of life, viz., salvation, be developed
into a pleasurable Rasa, called Santa?

Those who accept Santa to be an additional, ninth Rasa say
that Sama is the Sthiyibhdva of Santa. Its Vibhavas are austeri-
ties, study, etc. Anubhavas are the absence of Kima, Krodha and
other passions. Vyabhiciribhiivas are Dhrti, Mati, etc. This
view is disputed by many others and they say that it is contrary to
the teachings of Bharata. Bharata has enumerated the Bhivas {o
be forty-nine and Sama is not one of them. If this should be
accepted to be a Bhilva the number would exceed the limit fixed
by him. Further, in the samc way as the spring season, flowers,
etc.,, excite love, austertics and study do not bring about
Santarasa but only Tattvajiiana or the knowledge of eternal
truths, and so austerities, etc, cannot be the Vibhiavas of Santa,
Absence of Kama, elc., also cannot be Anubhavas, for how could
the absence of Kiama or Krodha, in other words, the negation of
an action be repres¢gnted on the stage? Dhrti (fortitude), etc,,
which are related to sensual enjoyment cannot be the Vyabhicari-
bhivas of Sinta. So there does not exist a Rasa, called Santa,

To this Abhinava, following apparently Anandavardhana
replies : It is well known thal in the same manner as the three
Purusirthas, Dharma, etc., are expounded in the Sastras, Itihdsas,
etc., the fourth, viz.,, Moksa or libéfation and the means to attain
it are fully dealt with in those works. And if the emotional moods
pertaining to Kama, etc,,-called Rati, etc,, could .be developed
by the activity of the poet and the actors to be Rasas like Srigara,
etc,, that appeal to those who have a responsive heart to those
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emotional moods, why should not the emotional mood pertain-
ing to the highest Purusaitha, Moksa, be developed to be Rasa that
appeals to those whose minds respond to this feeling? And the
emotional mood, whatever it may be, pertaining to this is the-
Sthayibhava of Santa.

What 1s this emotional mood ? Some hold that it is Nirveda,
renunciation or aversion for all worldly enjeviments born of the
knowledge of eternal truths.! This should have been the inten-
tion of Bharata also, who places * Nirveda’ just after the Sthayi-
bhavas and at the hcad of the Vyabhicaribhavas.? Otherwise why
shruld this «Nirveda’—not a happy feeling and not aunspicious
cither—Dbe placed in the forefront of the Vyabhiciribhavas by that
sage, who cares-for auspiciousness.  This view is not sound ; for
Nirveda is the aversion for all worldly enjoyments and it aids %in
the attainment of the knowledge of eternal truths ; and it is not
correct to say that the knowledge of eternal truths-——'l‘mtvajﬁ;'ma—’
leads to Nirveda. Sri Sankara also enjoins as a pre-requisite of the
studv of Vedanta, which is the source of all knowledge of eternal
truths, an aversion for or indifference to all enjoyments celestial
as well as mundane [Z&EHEA qrfmr. B.S. I-i-i.], and it is nothing
but Nirveda ; and after the acquisition of Tattvajiiina one does
m& get i\'irvcflzt, but attains salvation.  So it cannot be Nirveda,

Others hold that it is anyone of the ecight well-known
Sthayibhivas.  And primarily as the means to salvation is the
love of Atman that is one continued state of bliss, love or Rati of
the Seli is the Sthayibhava here. Moreover the sage that sceks
liberation  finds the whole world a complex of incongruities
(Hasa), something that must be pitied (Soka), and that is mischie-
vous (Krodha) ; even the loveliest objects like young ladies are
loathsome to him (jugupsd) and he wonders at the elevation of
his own self (Vismaya). Thus any one of these may be the Sthiyi-

bhava. “This is notl correct ; for there is no definite Sthéyibhévw
—— e
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2. Mammata appears to have followed this view when he says :—
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for S$inta ; and if the Sthayibhivas should be numerous and diff-
erent, Rasa also should be many. If it is said that all thesc
culminate in salvation and hence, though apparently different
they are one entity, then as Vira and Raudra resalt in destruction
they too should be regarded as identical. Some others again are
of opinion that a harmonious blend or a commingling of all the
emotional moods is the Sthayibhdva, This too is not sound ; for
the different moods cannot be present at the same time and they
are antagonistic to one another. .

What then is the Sthayibhava here? Tattvajiidna alone leads
to Moksa and hence it is but proper to say that this Tattvajiiina
is the Sthayibhdva, This is nothing but Atmajidna or know-
ledge of the self. Thus the Sthayibhiva is that self free from all
desires and endowed with pure knowledge and bliss. It is not
regarded Sthayi, merely because it is permanent like Rati, etc.
These are developed by the respective causes and suppressed
when the latter are withdrawn ; and as they, capable of being
suggested occasionally, reside in the permanent Atman, they are
called permanent emotional moods. But Tattvajiana is the
source of all the emotional moods; in other words it is the wall
on whichthe pictures, viz., the Bhavas, are drawn. It is the highest
of the Sthiyibhivas, and it has even the permanent emotional
moods, Rati, etc., as accessories to itself, and it is intrinsically £hd
by nature always a Sthayibhava. This is why there was no neces-
sity for Bharata to refer to this separately. Thus this view does
not come into conflict with the statement of Bharata that the
Bhivas are only forty-nine in all. Moreover after mentioning
the Rasas, Bharata's intention is only to refer to the Vyabhiciri-
bhivas and not the Sthayibhavas as such; and as the Sthayibha-
vas also function as Vyabhicédribhdvas he refers to them all only
in their latter capacity ; for, otherwise, how is it proper for him
to say that the Bhavasare forty-nine as if they form a single cate-
gory? This Tattvajiidna is not accessory to anything else and it is
the character of Atman itself anditis called by Bharata, says
Abhinava, by the name, Sama.! When the Atman is conditioned
by extraneous objectsand ideas it develops the sense of love, anger,

Q o

1. Cf. Locana, p. 177,
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_ Evidently Abhinava adopts a reading of Bharata's Kinka that
enumerates the Sthiyibhavas with Wfa<g®; -
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etc.; when its character is realised, pure and unconditioned by
«anything, by the sage in his deep meditation, it is quietude itself.
Here the Vibhavas arethe favours of the highest gods, etc., and the
emotions like Rati, etc., should be represented to perish rapidly.
And in the same manner as certain Vyabhiciribhdvas are promi-
nently developed with reference to particular Rasas as, eg.,
Autsukya in Vipralambha, Augrya in Raudra so also disgust, etc.,
should be primarily developed here; for it is essentially the oppo-
site of all desires. And any person who has realised the true
nature of the self is always eager to do good to others ; and this is
why some people call Santa, Dharmavira or Dayavira. .

Now this question is raised. Is not Santa opposed to Dhar-
mavira or Dayavira ? The latter are essentially egoistic while the
former is the very negation of the ego. True ; but even opposites
may function as Vyabhiciribhivas as, e. g, Nirveda is a Vyabhi-
ciribhiva of Rati. There is no state in which there is absolute *
negation of Utsidha, born of the sense of the ego; {or in that state
there would be no desire or effort to do anything and it would
be only like inert stone. To the sage who has realised the eter-
nal truths there is nothing to be done for himself, and he endea-
vours to give his all including his body for the benefit of others;
and such an act is not at all opposed to Santa. Injunctions like

ST AR Protect yourself or body’ are addressed only
1o those who have not realised the truths. This body is only an
instrument to attain the highest ends of life ; and the Sannyasin
who has realised the highest ends may dispose of his body in any
manner he pleases ; and when it has to be disposed of, should it
be disposed of to benefit another, is that not commendable ?
jimﬁtavihana, the hero of the Nagananda, though not a San-
nyasin, certainly has knowledge of the truths ; otherwise such a
sacrifice of the body is not possible in those who confuse the body
with the soul and nourish it as their all. In battle " the
soldier does not give up his body for another, but his effort is
only to overcome another. Even in ‘Bhrgupatana’, w.e., in the fall-
ing from a precipice of a pegson who is afflicted with a fell,
incurable disease, the purpose is mainly to geta better body in
the next birth. Here the mjqfive is selfish. But whatever is
done with an unselfish motive and only to benefit others, begin-
ning from teaching, gifts, etc., up to the sacrifice of the body, is
not possible in any but those who have realised the eternal trut‘hs;
and such persons like Jimiitavahana, are certainly Tattvajiidnins



116 DHVANI AND RASA - [Book 11

And it is quite possible to obtain salvation in any state of life, not
merely in the state of the Sannyasin.  Hence the great duings of
such unselfish and noble men are quite appealing to all the world,
and they ought to be portrayed in dramatic literature,

Thus the existence of the Santa Rasa must be admitted with-
out a shadow of doubt. And in some old manuscripts of the
Natyasastra, says Abhinava, there is found a reference to the Rasa,
Santa and its Sthayibhava, Sama, just before the clabor ation of
the Rasas in the sixth chapter.! Moreover ‘djlz]mhsdtl(m of all
Rasas, being free from sensual enjoyments, i Lnunmllv of the
nature of Santa ; and when this $anta is conditicned by certain
other impressions or emetional moods, it appears in the form of
other Rasas and it 1s to bring out this aspect, —wiz., that it is the
source of the other Rasas—that it is mentioned by Bharata at the
head of all the Rasas.  In other words all the Rasas are synthe-
sised in SAnta. Says the poet i——
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“All emctions, when their respective conditions or excitants
obtain, proceed from Santa ; and when the conditions are with-
drawn they again merge or repose in Santa.”  Thus $anta is not
merely one of the Rasas, but it is the vitalising energy of all the
other Rasas.

It is accepted by all that the Rasas are only nine, dealt with
above, as these alone are the most pleasurable and are associated
with the ends of life, 1t is not a mere fad of a clique or coterie
to say, as some do, that even though there are other Rasas they
are festricted to nine by the opinions of a pa‘ticular school of
thought.z2 1t can be casily shown how the ther Rasas could be
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brought under onc or the other already recognised, ¢.g, Sneha
er friendship, Vatsalya or affection can be classed under Rati.

Thus by his remarkable powers of logical argumentation,
Abhinava established for all time that Dhvani and Rasa form the’
soul of poetry and that all other elements contribute only to their
nourishment.  He criticised Bhattaniyaka’s  conceptions  of
Bhivakatva and Bhoga in the realisation of Rasa and showed
that the principle of Vyafijani should be accepted instead.  He
explained the psychology of the realisation of Rasa ;and he
clearly indicated how the seven natural impediments in the way
of 1he realisatio n of Rasa are got over through poetry and action,
how even the realisation of painful emotions hike pathos is
pleasurable, how contrary and allied Rasas should be combined
to produce the highest dramatic effect, why Santa sheuld be
given a distinel place among the Rasas and turthermore how all
the Rasas converge in Santa and give it the first place among
them, (Abh. bh., Chap. VI ; Locana, p. 178.)









CHAPTER IX,
KUNTAKA,

Almost contemporaneous with Abhinavagupta appeared two
rival schools—the Vakrokti and the Abumana—represented by
Kuntaka and Mahimabhatta. The former holds that Vakrokti or
a certain striking deviation from the ordinary mode of
expression of ideas constitutes the essence of poetry ; while the
latter contends that the process of poetic realisation is not, as the
Dhvani school holds, Vyafijani or suggestion, but a peculiar
variety of immediate inference called Kavyanumiti.

There is no unmistakable evidence available to determine
the exact date of Kuntaka, the author of the Vakroktijivita, He
is no doubt later than Rajasekhara, (880-920) from whose works,
the Bélaramayana and the Viddhasala, he quotes. He niust be
earlier than Mahimabhatta who cites his definition of poetry and
the illustration thereof and severely criticises them indulging in
personal attacks.! (Vyakti, pp. 28, 37 and 58). Mahimabhatta pro-
bably lived about the first quarter of the 11th century and Kuntaka,
who appears to have been his elder contemporary, might have
lived about 1007 A.D. This date makes Kuntaka a contemporary
of Abhinavagupta also, and the question naturally arises; were they

1. Vyakti. p. 28.
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known to each other ? There is no reference in the whole of the
Yakroktijivita to the Locana or the Abhinavabhirati, but this idea,
viz., that oets use words in the feminine in prelerence to mas-
culine and neuter 0 give a certain sweetness to language, is
expressed in the Locana and the Vakroktijivita in very
similar terms.! (Locana, p. 160 and Vakrokti-j.. pp. 33 and 93.)
There is also a passage in the Abhinavabharati which calls
for some notice.? (Abh. bh,, Vol. 11, Chap. X1V, p. 366.)

1. Locana, p. 160,
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Vakrokti-j., p. 93.
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Vakrokti-j., p. 33.
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2. Abh. bh., Chap. X1V, Vol. II, p. 366.
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N.S. X1V. 4. (Manuscript Copy of the Madras Library.)
Abhinava on this.
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Abhinava commenting upon the word ¢ Vibhakti ' in the verse
defining  Vacikibhinaya, e«plains clearly the poet’'s skilful
use of suggestive case-endings, and tenses and voices of verbs to
impart a certain beauty and charm to poetry, and remnrks at the
end thus :—This is made use of by Anandavardhana and put intor
his Kariki beginning ‘GATIFA’ etc. (Dhv. p. 153); and by
others it is stated as ‘GAMETHFAT. To whom does Abhinava refer
by the term ¢others’ S 7 The Vakratd of the components of
words expounded by Kuntaka agrees in spirit with Dhvanikara's
conception of their suggestiveness and the poetic use of them
explained in the Abhinavabharati. But npwl_wrc in the Vakrokti-
jivita do we find any Karika with thé‘\\:?)i‘(ﬂ; ‘ﬁﬂTﬁﬁ‘b’ﬂT’ though
there is cited there (Vakrokti-j., p. 32) the same illustration qEf
|H AY: the one given in the Bharati.  These do not clearly point
to the acquaintance of Abhinava with Kuntaka’s work, but they
leave a strong presumption in favour of the view that Abhinava
was distinctly aware of the conception of ¢ Vakratd * according to
the school represented by Kuntaka and possibly of the Vakrokti-
jivita also.  If Abhinava had known this work, why did he not
refute the rival doctrine propounded therein 7 Probably the Vak-
roktijivita appeared late in the life of Abhinava ; and though it
put forward «a different theory, it did not demand serious consi-
deration from a great thinker like Abhinava, because it recognised
adequately the importance of Dhvani and Rasa in  poetry and its
author showed great respect to Dhvanikira as we shall presently
see. It is very likely that Abhinava contented himself with a
passing reference to the novel theory of Kuntaka. Until it is
proved that Abhinava lived much earlier than Kuataka, the
passage from the Abhinavabharati would lead to the presumption
that Abhinava was acquainted with the theory of Vakratva as pro-
pounded by him. 1f the above view is correct Kuntaka's literary
activity should have been primarily in the first decade of the
eleventh century.

The Vakroktijivita consists of fgur chapters. It treats of the
subject by enunciating the fundamental principles in short Kari-
kas and then elacidating them by prgse comments and illustrative
verses, Both the Karika and the prose Vriti appear to be of
common .mthr)x shyp. The manuscnpt of the work s we have it
in the Madras Oriental Librdry, is cor rupt especially in the third
and the fourth chapter, Kven the Karikas aré: -missing in many
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places, and they have often to be reconstructed from the words

commented upon in the prose Vrtti. I have attempted to get at

such original Karikas wherever possible in all the four chapters,

but the first two chapters of the work have now been made availa--
ble by their publication in the Calcutta Oriental series., The third

and fourth chapters are so corrupt that, without the aid of

other manuscripts, their publication will be almost impossible,

Yet it is quite possible to make out the general sense of the

principles expounded therein.

Kuntaka's conception of poetry is stated by him in Chapter I
Karika 8, Poetry is well-matched form and content—where sounds

beautifully vie with sounds and ideas with ideas (TrEITEaf\eresegur

AR, p. 11)!—set in the composition of the poet whose activity
deviates from the general mode (of activity involved in the writing
of philosophical or scientific treatises) and which—the composition
—gives that aesthetic pleasure to those who know its true nature,
This deviation in the activity of the poet is, as Mafikhaka puts it in
his Srikanthacarita (Canto 11, 11 and 14), like the beautiful curve
of the crescent moon and quite unlike that of the dog's tail.?
Significative words and their senses form the body of poetry
and Vakrokti consisting in the clever and dexterous choice of
words and ideas, forms its embellishment.? (P. 20, Chap. I, 11.)
Kuntaka brings under Vacakadabda and Vacyirtha not only
words of primary significative capacity and their primary senses
but also suggestive words and suggesied ideas. (P. 14.) These by

1. See page 11§ fn. 1.
2, Mankhaka. Srikanthacarita.

. 11, Toft RewrgEes ux o B afswidaion
o, 14 fR QWWU.

3. Vakrokti-J., p. 20.
L AL SREEETRRETRd SUFAERYE q aeE-
e wEAAn, G g ARsaraAteter—
IURTESHA] aa: JRSTHR: |
TR IgraagWRTRead (|

4, Vakrokti-J., p. 14, .
Frarst aren: weg: iRl qqfﬁn

qufy FEaRisRFgEmEisaaa:
$m16
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themselves do not constitute poetry, but they do, only. when
adorned by that ]eWel Vakrokti.

Six varieties of Vakrokti are dlstmgulshed ! (Chap. I, Kiri-
"kéis 19-22.) (i) Varnavinyasavakrati corresponding tothe Sabdalan-
karas, (ii) Padapirvardhavakrata or the choice of word-stems, (iii)
Pratyayavakrati or the use of affixes, (iv) Viakyavakrati under
which all the Arthilankaras are brought, '(v) Prakaranavakratd or
the choice of, or the change made in, the incidents of the plot and
(vi) Prabandhavakrata or the construction of the plot itself. In the
first chapter the general conception of all these varieties is fully
explained with reference to suitable illustrations. The second
chapter takes up for detailed consideration the first three varieties.
In the third is dealt with Vakyavakrati and in the fourth Pra-
karanavakratd and Prabandhavakrati, The manuscript breaks off
towards the end of the fourth chapter, and most probably, as all
the varieties of Vakrata mentioned in the first chapter have been

g 9 QEwEEEE 9K g, GREE SR,
TRATAAFREAFIEITREN qraeT | & Qg
WA FATAGEFAIE, STTREIENE | aeEEsd asd o
g gaite TR @ET, ARSI T FRE-
o am&aa‘ﬁmmm A ﬁmr{% TarEd: | Hea-
Prae—

=1 Paradsarnsy @l |
oY GEEIAFRANCITTERE | Vakroktii]., p. 15.

1. VakroktiJ., Chap. I, Karikds 19-22.
HAAIRERETRN: FER 92 |
s agA A RfsRaiem: ||
UifAaTETRE TRgHTEsRaT |
IR GASART TRR: T@IA: ||
T aETESA R @ gEE |
FSFES aRisarRaR N
T RO TEASART A |
TR gEAEERgRRE: Il
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dealt with there was no further chapter, and many leaves are not
wanting to complete the work.

Though Kuritaka belongs to a different school of critical
thought, he fully recognises the individuality of Dhvani (sugges-
tion and suggested element) in poetry and also its contribution to
aesthetic pleasure.! (Vakrokti-].,, Chap. 1, pp. 42-4.) While réfu-’
sing the dignity of Alankira to P:u-fv;tti in the third Chapter?
(p. 167) he would treat it as Alankarya (that which is to be adorn-
ed) involving suggestion which is always delectable. He agrees
at the same time with Dhvanikira’s threefold classification of the
suggested ideas into Vastu, Alankara and Rasa. (Dhv. p. 15.) Par-
yayavakratd, where words with a double meaning are used to lead
to the suggestion of some metaphor or simile, is expressly stated
by him to come within the province of a particular variety of
Dhvani called Sabdadaktimiiladhvani, and he even cites the same

1. Vakrokti-J., pp. 42-44.

p. 42. JARERT gREER Sga—
AFAEEAR-A9 QU |
wERn Afeiigenead AEEa: | o
p. 43, WAW qgaaT agfefed agdfe  sdRmmREEshTRA
TR TR |
R gt —
gdfEAEal I weae ey |
FrERERIReal ARtEE TG |l
p, 44, U7 9 HeMAFCIIER: armaﬁmmaﬁfﬁ ga'(f
ag‘vneq% !
2 Vakroktl—] Chap I1I, p 167.
7 g qRe¥ seraRsenRRRMEY am‘tmmﬁi
wadiEETR oREE: | F 9, , SAORAEE SRR,
sreRRAgASR aen: anEr | w%&miaam

e ARERARARR TR | iRy ﬁ&{m
R, ; TG o TSR e |
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illustrations given by Anandavardhanal (Dhv. pp. 99, 127;
Vakrokti-J,, Chap. II, pp. 75-6) Upacaravakratd enlivens many
Alankaras like Riipaka, etc. (p. 83). These are dealt with in the
third chapter. Many of them are two fold, expressand suggest-
ed. ¢Suggested Rapaka’ is illustrated by a verse of Ananda
cited by him also as an instance of Riipakadhvani.?2 (Vakrokti-].,
Chap. 111, p. 142; Dhv. p. 110.) Sugg:sted Upama covers many
Alankaras like Dipaka, Nidar$ana, etc. Suggested superiority
(Vyatireka) is also admitted and justified by a reference to
Ananda’s definition of Dhvani.3 (Vakrokti-]., Chap. 11I, 174-5.)
In the first Karikd of the third chapter, the term ¢ Vakradabda'
and not ¢ Vacakadabda’ is used in order to show that description

1. Vakrokti-]J., Chap. I, pp. 75-6.
qaigasal gty | FenedEy Red gwgaE smegas g9 -
AT FYFOEGENY | AEER @A A e
ReEFIARITNE GREERT FEINEUAEEH a1 391--9 {9E @ 39E-
AR — TRIRMEEUNETEETE  REdETE: | a5y
WYY Fg TRE | TN FGAARTIIIECT TSGR

R R AETHe: " Dhv. p. 99,
qq—gasRaEmeY yofvromEg & 3 gf
Dhv. p. 127.

I TNEE: T TEGANHT LA TIIAAL G ST -
FgudfaRaar FWl FURl GerEdR:  AAEAHIGHI-
QRIS WA |

2. Vakrokti-J., Chap. III, p. 142.
A (T9h) I9—
FEERAIRYREREIESR, etc. Dhv p. 110.
o @rqaEiry: R S adEaMaar SENNEEE |
3. Vakrokti-]., pp. 174-5,
stREAt—
- 3R sl A @ R el
IRTGT— A T A AT |l o,

Dhv. p. 33.









CHap. IX]' KUNTAKA . 125

is possible not only through express words but also suggestive
-words and suggested ideas.! (Vakrokti-]J., Chap. III, p. 98.) Thus
Kuntaka never denies the general concept of Dhvani nor does he
include it under Bhakti (meaning Laksana) or Upacara. As the
function of Dhvani agrees with that of Vicaka$abda and Vacyar-
tha in the expression of the speaker’s intention, Vyafijakasabda
and Vyangyartha are called, by courtesy, Vacakasabda and Vic-
yirtha,? (Chap. I, p. 14.)

His attitude towards Rasa also is not antagonistic The
picture of the doings of Gods, demi-gods and men animated by
the sweet Rasas, like love, forms a principal function of the poet.3
(Vakrokti-]., Chap. 111, pp. 107-8.) The dignity of Alankara is
denied to Rasavad, Preyas, Urjasvi and Samahita as conceived
by earlier writers, for these, like Svabhavokti, form the subject of
treatment or Alankarya.4 (Vakrokti-J., Chap. I, pp. 21-3; Chap. 1],
pp- 113, 123, 124-126 and 129.) Here the definitions and illustra-

1. Vakrokti-J., Chap. III, p. 98,

FAhAl —

SAREIIRGE FG: |

FHAT THRUSTNTEA AL, ||

THRTLFAEET— AsH  AmRgTRaRRE 1
FARE aEEE:, Raiatenioenddn o Fea, ae-
@ gflumam fRwoem | asreWfe A, sagTaEen
SAgRAEHI |

2. Vakrokti-]J., p. 14.
JUFAEN IFTFET See page 122,

See contra Dr. S. K. De, Vakrokti-J., Introfuction, pp. 27-29.
3 Vakrokti-J., Chap. III, pp. 107-8.

Ted gugUR Gerdiel quTRaR, |
VAABERANRIRATAAE, ||

4, Vakrokti-J., Chap. I, pp.,21- 23.
FSERTA AN FARRAEER: |
SomNaT v Rwereaiasd ||
ooy GIAIGAIRITHIRIL |
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tions of these Alankaras given by Bhamaha, Dandin and Udbhata
are severely criticised, and Udbhata is ridiculed for his inconsise.
tency in being an ardent follower of Bharata and at the same time
recoguising Urjasvi to be an Alankara! Dhvanikara’s definition of
Rasavad is respectfully shelved aside and interpreted differently,?
{Chap, 111, p. 118.) Then he enunciates his peculiar conception
of Rasavad which, being the life of all Alankaras, forms the very

Jbid., Chap. 111, p. 113.
[ d EIReER Ao T |
. R e g 1)
1bid., p. 123,
TASd THRRFARUT SAeIggIFad—
FFIARAARATARAT 7 & |
. ATSEVI JHRNAHUEAE: ||
( 1 AR, )

Vakrokti-J., Chap. I11, p. 124.
CERSFEl 9E: TR NG AEE, Q@A
wRafl—
FegEagal: fagdaehadn |
EFURAITEZIE 7 et ||

Jbid., Chap. I11, p. 126,
[The instance of 3&% given by Bhimaha.]

A gTMEdTeyngFalnaRiERrIEiswgaE @
FETal TMFERSFA:, 7 JAEH | qage ¢ I’ X |
(See Chap. 111, p. 98) WAy  FaaRfRmamawEag-
WA TR RREEEEAA: GTdEehE Iw, |
GRS £ | ,

Ibid., p. 129,

@ gl aimﬁrﬁaﬁa I q GAETOA: |

1. See ante P. 11 fn. 2,
2. Ibid., p. 118, Chap. IIL .e

RS e T
gRoRade gighfn | AR a1 ARsaFAETRen @gEH:
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essence of poetry. That is Rasavad which, by its inspiriting the
poetic theme, equals Rasa and contributes to the delectation of
those who know its true nature. The verse ‘F@REi e’ etc.
(S. Act 1) illustrates this principle Here the love of Dusyanta
for Sakuntala is developed through the mischievous, though inno-
cent, play of the bee about her body. The poet instead of expres-
sing directly Dugyanta’s feelings at the sight of Sakuntala, leaves
it to be understood from his jealousy towards the lucky bee that
enjoyed the person of his love.! (Vakrokti-]., Chap. 111, pp. 131,
133.) This Alafikira shines brighter? than all others like ‘the
diadem on the head. Prakaranavakratd or the change introduced
by the poet in the incidents of the traditional plot is justified only

TSI Fa qsn# d @R |
F aReaowR Iﬂrﬁl’iﬁ ¥ AR |l (th p. 71.)

I aE: |

1. Vakroku-J., Chap. III, p. 131.

FaanamaiafEe:  FeaEEraER: aaﬁra'ﬁq%l——
341 § QAT GASHRAET |
Fednaral R FuEl Bfdse )
T EATSHRR sgafy WAk —
W 399 ged WREa: |
q WageRIEaRIgRFAtE: ||
aqi Wﬁ[ €f§ etc. S, Act I

Ibid., p. 133,
o QAN —ATFIR:, R TNGERRaRra
gaggn: IMfTTamEaa | 991 a1 “FaR o’ (@R |
(Quoted Dhv. p. 86.)
aRFAea e ¢ e geEeR Y E RS-
AR ; BN, g Berma a1 Rad | e
g agedTaraadl A )anﬁmﬁﬁa !

2. Ibid.,p. 134
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as contributing to the easy and natural development of Rasa.
Kaliddsa's introduction of the curse of Durvasas in the fourth
Act of the Sakuntala exonerates Dusyanta from his otherwise,
‘wilful, cowardish, criminal and monsterlike repudiation of his
lawfully wedded spouse, Quite unlike the Amazon, with her
child, arguing out her case like an able lawyer before the King's
Court as represented in the Mahibharata story, Sakuntald’s
appearance and later repudiation in her full pregnancy heightens
the pathos of the situation. Other incidents from the Udatta-
raghava of Mayurdja and the Vikramorva$iya are also cited.! (Chap.
IV, pp. 195-6, 212, etc.) It is a stroke of genius that Karuna or
pathos is developed and sustained throughout the play Tapasa-
vatsaraja without any feeling of satiety whatsoever.? (P, 202.) In
short it is by the development of the sweet and delectable Rasas
that the creations of poets live and not by the clever narration of

1. Vakrokti-J., Chap. IV, p. 195.
il mEERTEYy  geoEsafateRt: | @Rl
aged: EageeoaT |
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o oqg) g ganoaiy e |
R ST SR ESERA |
lbid., p. 212,
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2. [1bid., Chap. IV, p. 202.
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the story.! (P. 199.) Prabandhavakratior the complete change
in the main story is illustrated by the Venisarhhdra, where the
main Rasa, v12., Sinta of the Mahibhirata is abandoned and Vira
15 developed.? (Ibid., p. 219.) Lastly Kuntaka agrees with Ananda-
vardhana ifh thinking that the dominating Rasa 6f the Ramayana
is Karuna and of the Mahibhiarata is Santa.’ (fbid., p. 221.)

Kuntaka’s conception of Vakrokti ¢ould not have been deye-

loped from Manoratha’s mentioned in the verse IRAAE etc.,
where 1it—Vakrokti--means only ‘excellent arrangement of words.’4
(Dhv,, pp. 8,9.) As he considered Vakyavakrati, under which
all the Alankaras were dealt with, to be the very essence of poetry®
(Vakrokti-J., p. 193), 1t was probably inspired by Bhimaha who
regatded 1t an essential element in the make up ot all Alankirasé

1. Zbid., p. 199, Chap. IV.
fraraETmTEiRdT: |
e et fafa a FamEaan (|
AR |
2. lbid., Chap. 1V, p. 219.
SR SRR 9T GESERIRE menﬁ
bty —
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WrA T g [RdEs e ||
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3. Vakrokti-J., Chap: IV, p. 221.
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(Bhimaha 1], 85) and by Dandin who.classified all poetic language
. into Svabhavokti and Vakrokti.! (K. D. 11, 362.)(Ep!lowing Bha,
,maha, Kuntaka denies the dignity of Alankara to Svabhavokti
‘%ii'd ridicules Dandin Ior admiﬂing it to be one ; ; yet unlike
J.» Chap. I, pp. 21-2.) His treatment of the Alankaras differs in
many respects from Bhamaha, Dandin, Udbhata and other
weiters, and he is so unsparing in his criticisms of these that in
one place he exhibits his extraordinary conceit by dismigsing the
observations of an old writer as the twaddle of an idiot.?
(Ibid., p. 162,) He professes some respect for Anandavardhana,
and the teachings of the latter have such a strong hold over
him that he perforce includes the different principles in the Rasa
and Dhvani theories under one or other of the various species of
Vakrata. There is much truth in Mahimabhatta’s remarks that
Kuntaka makes the same classifications and cites identical illus-
trations as those of Dhvanikadra, and also great reason in his
identification of Vakrokti with Dhvani for purposes of his
attacks on the former.¢ (Vyakti, p. 28.) Kuntaka’s Vakrokti is cer-

1. K. D.11, 362. (See page 23.)
fsi Ry srRAERIG AR A |
2. Vakrokti-J., Chap. I, pp. 21-2. (Sec page 125 fn. 4.)
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4, Vyaktx, P. 28
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tainly new wine in old bottles. His is an attempt to widen the
scope of the old term, Vakrokti, so as to include the results of
further thinking and make it almost synonymous with everything
that constitutes poetry.  This endeavour to re-establish the prin-
ciples of the older schools by adapting them to the current
tendencies of critical thought and giving them a new garb was
foredoomed ; and Vakrokti died for want of adherents soon after
its first exponent in the same manner as the theory of Anuména
put forward by Mahimabhatta, of whom we shall speak presently.
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CHAPTER X.

MAHIMABHATTA.

. Mahimabhatta is the aggressive representative of the Anu-
mppa school and the reputed author of the Vyaktiviveka. He
describes himself at the end of his work as the son of Sndhama
and the pupil of thegreat poet Syamala. This poet is quoted by
Ksemendra in his Aucityaviciracarcd (p. 125) and Suvrttatilaka
(pp- 4%-5). Astwo of these verses are found in the Pidataditaka
of Syamilaka! (verses 33 and 125) the teacher of Mahima and this

poet are identical, Further the verse Ferfre: etc,, (No. 55) of the
Padataditaka is cited anonymously in Kuntaka’s Vakroktijivita
(p- 50). Ksemendra is a pupil of Abhinavagupta? (Brhat. M.
Chap. XVIII, Verses 36-8 ; Bharata M., last chapter, verses 7 and
8) and this Sydmala who is cited by Ksemendra and Kuntaka
should at the latest have been a contemporary of Abhinava. Fur-
ther Mahimabhatta, in his eagerness to win rapid fame, rushed
forth with his attacks on the Dhvani theory without even studying

N

1. Padataditaka Verse, 33.
e QIsa T etc,
Do. Verse, 125.
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2. Brhatkatha&manjari, p. 620, Chap. XVIII, verses 36 and 37.
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the Hrdayadarpana ; and this work of Bhattaniyaka had not
probably gained wide publicity when Mahimabhatta wrote his
Vyaktiviveka, Again he quotes Abhinava’s criticisms of Bhatta-
nayaka's attacks on the definition of Dhvani, and dismisses them’
as rabid nonsense.? (Vyakti, p. 19.) He calls Abhinava “Vidvan-
mani” or one who pretends to be a lcarned pandit. His
attacks on Kuntaka are even more personal and virulent,
and he prides himself in having held up to ridicule a
verse regarded as a gem by Kuntaka.? (Ibid., pp. 28, 37 and 58.)
These are characteristic only of a contemporary rival theorist,
and Mahimabhatta, the pupil of the poet Sydmala, should have
been a younger contemporary of Abhinava -and Kuntaka :and

most probably he flourished in the first quarter of the eleventh
century.

Mahimabhatta is a powerful logician ; and he attempted to
show that the principle of suggestion enunciated by Anandavar-
‘dhana is only a variety of inference.4 Philosophers have recog-
nised only two significative capacities in words—Abhidhd and
Laksani—and what is this novel capacity called Vyafijana? This

1. Vyaktiviveka, p. 1.
gea Fnsfray agTarEERion & Ht: |
2. Jbid.,p.19.
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See Locana, D 33.

"' 3. Vyakti, pp. 28, 37 and 8. Sec ante wp. 118 and 130 fn. 4.
.4 Itid., p. 1.
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is put forward to explain the peculiar process, other than Abhi-
dha and Laksand of words, through which the true import of the
poetical sentence is arrived at. Mahimd contends that this
‘process is nothing but ratiocination. Do we find then in poeti-
cal sentences the five or at least the three members of a syllogism
that alone forms the basis of any inference? No ; but all these are
not necessary for intelligent men, because they always get at the
conclusion by the mere knowledge of the middle term.! (Vyakti,
p. 12.) If this process is only inferential reasoning, how is it
that in understanding the ideas expressed in poetry, there arises
apeculiar pleasure that is totally absent in arriving at some
knowledge by means of a logical syllogism ? This isa peculiar
variety of immediate inference called Kavyanumiti? (1bid., p. 22),
where the ideas strike the trained critic at once, without his going
through the cold process of reasoning ; and it is inthe very nature
of things—and hence unquestionable—that these ideas, when only
inferred and not understood by express reference through poetry,
contribute to that aesthetic pieasure.? (Ibid., p. 12.) These ideas
that are inferred should culminate in the development of some

1. Vyakti, p. 12
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2. Vyakti, p. 22.
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Rasa, otherwise they are not delectable and are mere conun-
drums.! (1bid., p. 18.) The function of the poet is only to repre-
sent the Vibhavas, Anubhivas, etc., that invariably lead to the
manifestation of Rasa.? ([bid., p. 20.) It is accepted also that-
Rasa. is the soul of poetry.3 (Vyakti, pp. 20 and 22.)

Mahimabhatta’s conception of the realisation of Rasa is pro-
bably inspired by that of Sri Safkuka quoted in' the Abhinava-
bharati (Chap. VI)4 and it is almost identical with it, Vibhavas,
Anubhavas, etc., are the artificial causes, effects and accessories
for the kindling up of some imaginary or unreal emotions like
love, etc.,and when these are inferred and experienced by the
reader through his complete imaginative sympathy with what is
described in poetry they become delectable and are called Rasas.®

1. Vyakti, p. 18.
aRaguRETEEe 4 EERFIRTFASRl S8-
Remmmadaeeafaly sifdsarfar: (SguR:) |
2, Jhid., p. 20.
FeamR @ vmEiadisarn @Reargsai=l -
T4 |
3. [Jbid., p. 20.
RGO HRAN=SAl ASERATFITIEIRG @S -
AT, | AT iR |
Jbid., p. 22. '
FEAERIA GRA @Ry 7 Fearq @AWl |
4. Sec ante pp. 99 to 102.
5. Jbid., p. 16.

gaeRa FRONRA: FHR: RamEafi: smw @1 W
gRReaTeqr: eafprEsaRTae: FR6: sRgsditrgyta
AR g T g |

If’asked how could the exper;ence of unreal emotions lead to the

knowledge of anything real such as TTIHT aesthetic  delectation,
Mahima rephes-ag?ﬁ-——arﬁaiﬁ e SAT— g

At AREEReEdr: |
ReamriRnst Gadsitial ofy 1 & T yyaki, p. 14,
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Mahim3 regarded that Rasas are inferred ; and by thus re<’
ducing the process of the realisation of aesthetic pleasure to one
of cold reasoning, he took away much of that inexpressible
‘charm from poetry; and although he distinguished between
ordinary inference and poetical inference, his theory in the hands
of lesser critics is apt to make poetry as dry as philosophy. And
later critics attacked him for this drawback in his theory which,
like Kuntaka’s, died away for want of adherents, soon after its
staunch advocate.



CHAPTER XI.
KING BHOJA.

The next important name is that of the illustrious monarch,
Bhoja, of the Paraméra dynasty of Malwa, who reigned glorious-
ly from about 1018 to 1054 A. D. He is famous for his enlighten-
ed patronage of letters and also his authorship of numerous
works on the ditferent arts and sciences. Besides the well-known
Sarasvatikanthabharana printed in Benares and other places he
wrote another volumincus work on poctics called the Sragara-
prakasa, which, as its name indicates, was intended {o expound his
peculiar doctrine that Srijgira or love is the only Rasa.l This
work treats of the subject in 36 chapters extending in the manus-
cript copy deposited in the Government Oriental Library,
Madras, for over 1900 pages of paper and about 30,000 granthas
(or units of 32 syllables); and it is the largest work in Sanskrit yet
known on the science of literary criticism. It opens witha’
definite enunciation of his peculiar theory of Rasa leading to a
consideraion of the nature of poetry through which it is realised.
He cites Bhamaha's definition of poetry and proceeds at pnce to
a very elaborate, learned and interesting exposition of the nature
of the word (Sabda), its different components and peculiarities of
grammatical usage. This covers the first six chapters; and seventh
and eighth deal with the significative capacities of words. The
ninth treats of the absence of faults and the presence of Gunas
or poetic qualities, the tenth of Alafikdras or poetic emnbellish-
ments in which Ritis also are included. The eleventh expounds
fullv‘y his theory of Rasa staied at the beginnings of the work and
incidenially defines a Mahakavya at the end. The different
(sixty-four) units in the construction of the plot are explained and
illustrated with reference to the Drama from numerous plays in
the twelfth chapter.  Chapters thirteen to seventeen deal respec--
tively with love, bhivas like joy or mirth, etc., the Alambana and.

[}

‘ 1. See Report on the working of the Peripatetic Party of the
Government Oriental Manuscripts Library, Madras, during -1916-1919,
p 42,

See below pp. 141 ff.
=18
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the Uddipana Vibhiva of love and the Anubhavas; eighteen to
twenty-one with the four varieties of Srigara—Dharma, Artha,
Kama, and Moksa ; and the remaining fifteen chapters with the
different species of Vipralambha and Sambhoga : and the work
concludes with the same two verses as in the Sarasvatikantha-
bharana with the hope that it will give eternal pleasure to all
critics and that it will live to the end of time.

Dealing with the literary kinds, Bhoja speaks of a work on
poetics as a superior kind of composition, for it embodies many
branches of learning, He exhibits his partiality for his own
work, the Sriigaraprakada, which he places above all his other
works as it discusses the truths of all sciences, arts, systems of
philosophy and all topics of human interest.! (Srig-P., Chap. XI,
Vol. 11, p. 430.) Bhoja’s estimate of this work is no exaggerated
self-adulation, but only a bare truth. His work teems with quota-
tions drawn from innumerable works on all the varied branches
of Indian culture ranging from the erotics of Vatsydyana to the
abstruse and intricate principles of Mimarisa and metaphysics,
He cites profusely the early writers on literary criticism like
Bhimaha, Dandin, Vamana, Rudrata and Anandavardhana.
Gautama, the founder of the Nyiya philosophy, Dharmakirti,
Kumirila and many others are quoted? in the midst of his learn-

1. $pag-P., Vol. II, Chap. XI, p. 430.

sfvRmATRIEERE: SR G489 @ andanEE
QAR VAR | GERAT IERIRR  GIRRHAINRIA T Ig At -
AEIEFSEREANEFeIAREEF T ahRs e |

2. Spag-P., Vol. IV, p. 569,

IR AR AR Reg AT -

I | Nyayasiitra. I. i 9.
Spig-P., Vol. IV, p. 446.

@ AR EEgreRiRR aes maqaf‘w
FAGRES:  FrongreRy:  sniwgTeRy:... RegaEORd-
RArwragIesTa: RRRIAT | Nyayabindu Bib. Ind  pp. 105.%.

Spirg-P., Vol IV, pp. 452:53.

ovrhanfa el Prlrsaro |
Bavh = geta @ SAR afmeae: |) T. V. p. 715,
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d digressions, like the place of Upaméana among the means of
valid knowledge according to the different schools of philosophy,
the three varieties of Vedic injunctions recognised in Mimariisd, the
two sets of six pramdnas or principles which respectively deter=
mine the substantive and adjectival character-STERMMT of Védic
rites and also the order in which they have to be performed, and
the intelligent application of these principles to literature. (Srig-
P,, Vol. 1V, pp. 460-1.) He often displays his erudition!, as when
he justifies the use of the word ‘Mana’, ending in the suffix lyut, in
the masculine gender by pointing to the Mahabhasya on Panini
L. iii. 1., where the word ‘Anumina’ is put in the same gender. The
most striking feature of the work is the large variety of illustrative
verses cited from innumerable masterpieces?, many of which have
probably succumbed {o the ravages of time; and it opens
our eyes to the vastness of ‘the literary treasures - possessed
b}: the ancients. One perforce feels that, in spite of the -great
care taken to preserve them, only a poor residue thereof
has been distilled down to us through the ages?. The

ffivarana fam: gféss |l ]
T AT T Tl QR AR U T V. p. 59.
1. Sog-P., Vol 1V, p. 424.

F4 g 3R sgeaRd R s, Riesanadg | a9E
wgrTER: et R R g e guremgReREd sifngita-
TG ; QSHEATAATE]; RISAEARTAL; RIS m' 2
Fedy aMAy ARy saRrddaga m‘%@r mﬁ}fa

See Mahabhasya on I-iii-I.

Z. A few illustrative texts from and references to some ﬁre works
are given below.

S;ng-P Vol. II, Chap. XII, p. 483.
aar gash € ao-qeRwy wﬁm ﬁmﬁ?ﬁr
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qUeaT AEH §R gEAEHd, m&gﬂﬁ@mmﬁmﬂq:
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expository method of Bhoja is often modelled on the appa-

—

Pefasary afvm: e ey
+Igu GERIsRrAvERY vl °: e |
ibid. Vol. 11, Chap. XII, p. 530.
I qEAS—
g EIHE TFESY: (KA &g .
FENGE gete Al FasrEaEy Ry |
A0 WHFSH APOEHATIEUNEIME:
ROAHGAUTEITITTT GAHRIISTART ||
#bid. Vol. 11, Chap. XII, P. 550.
3 ggAmRq Him—
Al a1 TN qaE:
§r7 T Qrg g aETEE |
qUit FoTaRTERT
frsem: AEdeng: ||
% [Mtiem A Ak 9/ qw
IR @AFE TRATAW |
- g Fdafergmlsramm-
- AREIRAYN Saed JE |
Srag-P’, Vol. IV, Chap. XXXI, p. 664.
foean w@: QiR dgae Mahy
&6 T HAT @ & |
AFAFOIEE @t Fem
- HiaFAmRTaT qar ST ||
ibid: Vol. 1V, p. 675. !
g fiagar yarie |
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Rfr Rt caRowd: |
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rently inconclusive dialectics adopted by Patafijali in his Maha-

ibid. Vol, IV, Chap. XXXII, p. 735.

fifead mfmRad
gt 5w gor |
AP GIERAT
gt &1 fffa sdska ||

ibia Vol. 11, p. 410.

a9 QUEARAIEIRERT  aq—AFERA I A
s, @ AR fefa,  STEEaReE SE
FFaA {d: arad T gaEAf gRaR, o ey awga-
aml FoREETn oEd W@, B 9 Ry aa B
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i sy gy e e et i
gy Rafe SfE om FaEiwE: armgTs@ly ReEmo:
Stgwmat A Rt Sragwed afie | |l admoEeRaTgd-
Bradm RATEREU SN SRENR RamEes, -
zfT JvergaEE |

ibid. Vol. 11, p. 439.
afemArREY Fr—fl: qRsTeeer ZRAN |
ibid. Vol. 11, p. 442. ' -
™ (a literary kind) {ﬂaﬂ mﬂmmﬁm[’ﬁ'
e FA: AHEIT FHAM |
o odme ! o e S A REE
ibid. Vol. 111, p. 444,
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ibid. Vol. 11, p. 483. -
AR 23R AR SR FR A |
ibid. Vol. 11, p. 484. : o .
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TIN JUAS HECAII, “IgORRIER etc.
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bhésya, and his style is. likewise simple, direct: and forgible.!
(Srag-p., Chap. X1, Vol. 11, p, 369-70).

Earlier writers have recognised the Rasas to. be _ten and the
foolish, unthinking world, after the manner of the blind leading
the blind, has accepted them as scriptural truth, and Bhoja's
effort is to dispel this time-honoured darkness from-their minds
and to establish that Srigara or love is the only Rasa.2 That sup-

1. Bhoja’s method of exposition modelled on that of the Maha-
bhasya. Seee.g.,

Srig-P. Vol. IL. Chap. XI p. 368-70.
o9 @Ak ff wadia: 33 afy: | & =@ ? o sl
[Fma wwafd] ausf qarg | ewg  awewedia: |

g A werfiEeRgTaR: ; WA TARIET SREEARE
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i ; a7 9% TANFIERT A ; o AR ; aEERW
gl wReaf; mﬁqr{ﬁ@m?ﬁ axETd ; w&%amﬂa
TAIRAFARgRRTTRRERERT EraRaRAghE mgal |

2. Srag-P., Vol 1, p. 2-3. Bhoja’s theory of Rasa.
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reme egoism or self-consciousness which, when developed and
realised in the absence of all impediments through the Vibhavas,

TR sqnaNRRafTa

w@En: gafagEaEgE e |
sy gRargea:

antd gia=an ga adaea ||
IMiEAEIRA-aEr JA4

qarad WAy wEmar g aE: |
qr WagEa Radwe:

qEF g’ T @ Wisdr ||
R i Tan guiREay
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€pag-P., Vol. 11, Chap. XI, pp. 352-55.
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Anubhavas.and Vyabhicaribhavas represented in -action or poetry,
becomes a blissful state of mind, constitutes Rasa. Emotions like
love, mirth, etc, are born of the person possessed of this self-

q @Ry @:; & aff? s | TR B am Rfteee-
YoREIGFAT OGRS SN JRGEE D RATTAT -
(IO TIRGUAANSERRRIN: | § Jaaqr @AF: W 79 |
wRaa @F:, wFaq 9wa: IR | RdeRTay qE QA
EiCi la%wmmml e Yur @l

(p. 354.) ‘
a9 HEF WRTT: STFR R (NS, P 63) |99 g wamg
@EAWaNE 99T 3 | IO B W TR avggin |
SIEH WA WEG Jeed fAwly IR ) § g wegwEEgeEn, 9
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(p. 354-5.)
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consciousness, and never is it that these emotions are transformed
into the delectable Rasas. They only add lustre and beauty to
$rigira like the rays of light to fire. 1f emotions like love, etc.,
when fully developed become Rasas, why should not joy (Harsa)
and other Bhavas become. so when similarly developed ? If these
are not Sthayibhayvas or emotional moods that endure, tell me dear
brother, how long do such recogniscd emotional moods—humour,,
grief and wrath—goniribule to acsthetic delectation ? These
emotional moods are identical in their nature as they all arise out
of the instincts implanted in human nature, There is some truth.
in this extreme position of Bhoja as all the world, is pervaded by
love and there is not one who is unaffected by it. But Abhinava-
gupta has clearly shown before that, though aesthetic pleasure.
or Rasa is unitary and identical in all cases of its realisation, it }s,
classitied into nine 1n accordance with the dominant emotiomal,
woods that lransform themselves into that aesthelic plmsurc‘;,and‘
it is a matier of experience that dominant emctional moeds, other,
than love, hke pathos, heroism, wonder, etc,, do contribute to it,
in accordance with the tastes. of different men,

This thetry of Rasa met with the'same fate that crwwt'O(yk the.
two rivals te the theory: of Dhvani--the Anumana and the'Vakrokti
—and-only a passing reference is made to it by,some later writers)
like Vidyadhara and Kumarasvimin. Bhoja agcepted the predomisi
nant place of Phvani in poetry ; and his conception of poetry is 4.
happy blending of the ditferent elements—Alankara, Guna, /Riti,:
Rasa, etc,, recognised by the various schools ot critical thought.?

P i s

4% TRAE WE | 9 Jagka ; gd: SRR,
HHY a‘i{ﬁlm%lﬂawﬁqﬁaﬂmmlaﬁra aafm
smaz?r EIW‘%JWW%?(,aaﬁWﬁHWHJ{IHQ ALY
a1 @ ; 7 JEGES ISR, | UTE g AR A,
miﬁvaﬂaamwwﬁﬁwmw 3 TGTE-
Wl&ma@aw ﬂﬁ'g’qéﬁf | & A e Ty
g sagw, QskEe, R a9 G R wEw. | A
PEL R el mma ’Iﬁ'lﬂ“ﬁﬂ aa% Al
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CHAPTER XII.
KSEMENDRA.

Among the numerous writings of Ksemendra, three small
works—the Aucityaviciracarcd, Suvritatilaka and Kavikapthabha.
rana—deal with hiterary crilicism. At the end of these works he
hiiniself says that he wrote them in the reign of King Ananta. He
dates his Samayamétrkd in 1050 A.D. in the reign of Ananta and
his Dadavataracarita in 1066 A.D. in the reign of King Kalasa.
Kgemendra was a Kashmirian, and King Ananta of Kashmir
reigned from 1028 to 1063, but continued to live up to 1080 A.D.
after selinquishing the crown in favour of his son Kalasa in 1063
A.D. Kgemendra was a pupit of Abhinaval, (990-1015 A.D.) and
most probably his literary activities Iny mainly during the period
when King Ananta was on the throne, i, about 1030 to 1070
AD,

In this Aucityaviciracarcd Ksemendra puts forward a novel
theory that ¢ Aucitya ' or appropriateness is the soul of poetry.
By Aucitya he means the adaptation of parts of the verse to each
other and to the whole, or in other words, a certain poetic
harmony or fitness of things.? (Krikd 7 etc.) The necessity for
Aucitya in the development of Rasas has already been pointed
out by Anandavardhana, who held that the absince of Aucitya is
the one impediment to the realisation of aesthetic pleasure3, Kse-
mendra reversed that opinion and said that the presence of
Rasas contributes %0,Aucitya or poetic harmony4 He extended

1. Sec Page 132,
2. Aucityaviciracarca, p. 116 ; Karika 7,
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See Kirikis 8, 9 and 10.
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this principle not only to the Alankiaras and Gunpas but also to
many other elements of poetic expression like word, sentence,
poem, verb, case, gender, number, etc. His conception of Aucitya
is very comprehensive, and he clearly shows how all the different’
principles expounded by earlier writers .could be brought under
his poetic harmony ; and his exposition and illustration of the
various kinds of Aucitya are very intelligent and telling. He
accepts the classification of Rasas recognised by Dhvanikéra and
his commentator, Abhinava, into nine including Santa.! The
theory of Dhvani is also tacitly admitted while the two rival
methods—Vakrokti and Anuména—are left out of consideration,
In his Suvrttatilaka this principle is explained with reference to the
choice of the different metrcs, how metres lend easily to the deve-
lopment of Rasas, in what metres particular poets have excelled,
and in what they have failed. His Kavikanthidbharana explains
fully the necessary training which an aspirant must undergo if he
should desire to become a poet,

" See tbéds, pu 130, -
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CHAPTER XIIIL
MAMMATA. ,

. We consider next Mammata, whe was regarded by tradition
as the very mcarnghon of the Goddess of. learmng, and whose
work, the Kavyaprakasa, was exceedingly popula} thr oughout
India and at all times. It was regarded such a great honour, a
Sul.e passport of learning and an acid test for the award of titles
to comment on this work, that many writers seekmg fame wrote
lgngthy commentaries on it ; and we are left in possession of no
fess than thirty of them. This writer lived about the close of the
eleventh century.

The great popularity of the wmk is not_due to any of the
original theories expounded therein—for there is very little of
originality in the work—but to the able manner in which all the
different theories are brought together, their inter-refations defin-
ed and each of them assigned to its proper place among the
sources of literary appeal. It gives the predominant position to
Rasa and Dhvani and establishes their right by a vigorous refuta-
tion of the opposing Anumina theory. It also recognises the
subordinate place of Guna and Alankara, laying at the same time
great stress on the absence of faults in composition. The distinct-
ly creative age in the history of Sanskrit Literary criticism
comes toa close with the Kivyaprakasa, and it becomes the
model for all later works on poetics like the Ekavali, Sahitya-
darpana and the Pratiparudriya, which treat of the subject in the
same comprehensive manner occasionally adding a chapter on
the dramatic techniqtie,

1. Kavyaprakasa, P, 118. B.'O. R. 1. Edition, 1921.
TR g: sE0sAdd @led: | awr f—a
Iqma “ e R 5 agdl seTREgrEaRER-
FRO] 991 TE: | TR sETany | Vptiikara s,
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CHAPTER XIV.
TWO LATER WRITERS,
Vifvanatha,

Before concluding this work we cannotomit to refer to the
two great writers, ViSvanatha and Jagannatha Pandita, whose
works are very popular and are largely studied throughout India.
Visvanatha’s work, the ¢Sahityadarpana’ deals in clear, easy
language with all the different topics in poetics and has also a
special feature of devoting a chapter to dramaturgy, based mainly
on the Nityasastra and the DaSaridpaka. His date has been
ascertained with some exactness, and he may be safely placed in
the first half of the 14th century. (For details see P. V. Kane,
Introduction to Sahityadarpana and S. K. De, Sanskrit Poetics,
Vol. 1, Section on Viévanitha.) ‘

We are here concerned with a peculiar synthetic theory of
Rasa that he cites with approval. This was first put forward by
one Nardyana, an ancestor of Visvanatha.  The character of the
Rasa realised is this :—Through the excess of Sattvaguna, we
realise ourselves in a state of complete bliss, free from all know-
ledge of the external world, and similar to the Yogin's realisation
of the Infinite; and this realisation is essentially some extraordin-
ary Camatkara or enjoyment of bliss, and it is called Rasa. This
Camatkara is nothing but the unfolding (Vistdra) of the mind,
and this unfolding is synonymous with Vismaya or wonder. This
Vismaya js the primary characteristic of all Rasas ; and it means,
in the Rasa Adbhuta are synthesised all {heqother Rasas; and the
latter are nothing but the different manifestations of the one
Adbhuta.!

P} i

———

1. Sahityadarpana, Paricchtda III. beginning.
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This view is similar to that of Bhavabhati who regards
Karuna as the one Rasa whose manifestations only are the rest;
He takes his stand on the view that the essence of the realisation
of Rasais Cittavidruti or a certain melting of the heart and this
Druti is primarily associated with Karuna, and hence Karuna is
the one Rasa (sce ante. P. 43). Vidvanitha takes the view that it
is not Vidruti but Vistira or unfolding, and hence the one Rasa
is Adbhuta and all the other Rasas may be synthesised in Adbhuta.

Jagannatha . —

Panditaidja Jagannatha is one of the greatest writers on
Alankara, well known for his originality, critical acumen and
masterly and logical exposition of the different views held in
Sanskrit poetics. He was the son of Perubhatta, a learned
scholar under whom he studied mostly. He flourished during
the reign of Shahjahan, the Moghul Emperor at Delhi and was
also a younger contemporary and rival of that versatile scholar,
Appayya Diksita, His literary activity may therefore be placed
mainly in the second quarter of the seventeenth century. (For
details, sec P. V. Kane and S. K. De, op. cit.)

Among the numerous works of ]agannﬁ‘tha, we are concerned
here only with the Rasagangadhara and the Citramimarsakhan-
dana, The latter is only a small treatise intended to attack—as its
name implies—the Citramimamsa of Appayya Diksita, The
former contains a very minute and critical examination of the
various principles in poetics and is unrivalled for the logical
precision of its language. Jaganndthais a proud man, conscious
of his superior powers and gifts. He is not merely a critic buta
poet as well.  In his work he has not borrowed verses {rom
other poets to illustrate the different principles, but he has com-
posed verses of his oWn, Says he, in the introduction to the

R awod 79z | e Rafared e
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Rasagangadhara,! ¢ Having composed new verses appropriate for
illustration, I have not utilised the verses of any other; for
indeed, does the musk-bearing deer ever think even of using the
fragrance of the flowers ?” Again at the beginning of the Prana:
bharapa,? he says, «“ the lips of learned men are closed when they
have to praise the work of others. The Kings are blinded with
the infatuation of their power and wealth. Indeed, in whose
lucky man’s lips, will the charm of my poetry that surpasses in
sweetneys the nectar flowing from the lips of passionate angels
dance ? " Further in the introduction to the Citramimarmsakhan-
dana, he proclaims, “ If any person, unprejudiced, should -answer
my criticisms of the work of Appayya Diksita, 1 shall indeed
carry on my head the feet of that brilliant scholar ! 7! Thus he
was fully aware o1 his strength, and the verse fota etc., would
itself illustrate his superior poetic gifts. In any lesser man, the
above statements would constitute only vain, empty brag. It is
not so in Jagannatha.

Besides his masterly and logical exposition of the various
principles, he has made some distinct contributions to poetics.
Firstly we may consider his theory of poetty. It is
‘qamftardafauraE: T B or poeiry is that composition con-
veying an idea, capable of giving a cerlain aesthetic pleasure (to
cultured minds). This is quite comprehensive and fairly accurate.
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It is free from the narrowness of Visvanatha's definition and thé!
rigidity of Mammata's. Accordingefb the *fBrmer (I @ -
W )that composition in which is de\eloped a Rasa would
alone constitute poelry. In other words, it concerned itself only,
with the emotional element in literature and left out of considera-
tion the imaginative and the intellectual elements. According to
this, great masterpieces like the description of the ¢Acchodasaras,
in the Kadambari, Milton’s description of the hall of the Pande-
monium, descriptions of rivers, mountains, ithe ways of child-"
ren, etc,, in standard poetry would be expelled {rom the legitimate
sphere of poetry. To avoid this, Jagannatha has adopted a gene-
ral and wide definition which would include in poetry all com-
positions that appeal to us. This subjective test of poetry need
not be regarded as a fault, for according to one school of philoso-
phy all knowledge is only subjective.  He further poirnts out the
inaccuracies in the other theories of poetry‘ and shows how his
own is quite accurate-and comprehensive. ‘

Further he was not satistied with the classification of poetry
madé by Ananda into three, iz, Uttama, Madhyama, and
Adhama ; the basis of this being the predominance of the suggested
sense over the express idea, the subordination of the suggested
sense  to the latter and the absence ‘of the suggested. idea.
Because some good verses where the Vyangyartha was Gunibhiita
were really good poetry, even Ananda felt the injustice of catling
the Gunibhita Vyangya as second rate”compositions; and though
according to strict theory they might be so, from a different stand-
point they should be regarded as equal to the hlghest He speaks
thus e

qRISE gofrq\aaqgﬁsﬁ wﬁm [

R ERAITRTTA §: | Dhv. 1L 41,
He further describes this class of composition in this excellent
illustration. It is like a servant bridegroom,that is taken in a
grand marriage procession [ollowed by his ng on foot! But it
is Mahimabhatta, the author of . the Vyaktwicka, who tore to
pieces the view of Dhvanikira and showed how some of the best
Kdvyas cited by Ananda were nothing but conundrums and also
how the inferior class of poetry. accoxduag to Ananda really
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belonged to the first' category. Jagannatha took the. cue from
*Mahimabhalta, and not being a confirmed opponent like Mahima-
bhatta, he makes with due deference to the authority of the
master, Ananda, a fourfold classnﬁcatlon of poetry.. He gwes for’
our consideration this verse :—

RESEEEaNTTRIeRiEy |
RBR g mam: F99: Fafa g9aqqad ||

R. G, p. 17.

“ The monkeys that were living comfortably in the winter on
the tops of mountains, rendered warm by the scorching flames of
the pangs of separation of Rama, became angry with Hanuman.
Here the idea is that Hanumin brought the glad news of
Sita, and this completely assuaged the Virahatipa of Rima. That
is, Rima was burning with the fire of Viraha, and this fire made
the mountain warm, When Hanuman came, the fire of Viraha
was put out, Rima became cool to touch, and hence the monkeys
felt the severity of the winter and became angry with Hanuman,
Here the suggested idea, that Rama was gladdened by the news
of Sita brought by Hanuman, is made subordinate and is made to
explain the adventitious anger of the monkeys towards Hanuman,
And it looks like a queen who, kept by ill-luck ina prison, posses-
ses thentan inexpressible charm.! This verse should not be brand-

-ed as inferior poetry ; and so he enunciated four classes, »iz.,, Ut-
tamottama, corresponding to the.-Uttama of Ananda, (2) Uttama,
corresponding to the Gunibhita Vyangya of Ananda. He divided
the last variety of Ananda into two, and called compositions
having Aithalafikiras, Madhyamakivya, (3) and compositions
having primarily $abdalankaras alone Adhamakavya, (4) or the
lowest. Thus he raised the Gunibhatavyangyakavya to the
dignity of Uttamakavya. In doing this he was quite justified.

Conclusion.

*

We:-have thus traced through their different stages of growth,
these two sister theories of Rasg and Dhvani, which analyse the
nature of the poetic expression of ideas, which define the nature
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of.that aesthetic pleasure and the peculiar process of its realisa~
tion in poetry and drama, which give a bold but just classifica--
tion of the different emotions that move the human heart, which
definitely solve the difficult problem of how even painful
emotions contribute to delectation when realised through poetry
and which determine for all.time the character of the.sources of
poetic appeal. By these and by the formulation of an accurate
theory of poetry based on them and by laying down the standards
of litetary taste, they provide us with a goldenkey to unlock the
abode of the richest treasures of the Poetic Muse.

At qq
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