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PREFACE

This volume has been designed to meet the needs of the foreign as
well as the Indian reader who has no access to the original texts in
Sanskrit or :n modern Indian Languages and to help him in his search
for the basic pninciples of Indian Poetics It comprnises articles by re-
cogrused scholars mn the field, and presents a survey as also a critical
apprasal of the mam aspects of Indian Poetics  To facihitate smooth
reading, we have generally excluded erudite references, longer quota-
tions and recondite details and added English equivalents, brief
cxplanatory notes or translations wherever necessary

As we traverse deeper mto the realm of the science of poetry, we
find enough reasons to believe that hike their systems of philosophy,
the poetical theonies of India and the West are complementary to
cach other, and a reliable common code of literary standards can be
evolved through a rational and coordinated study of the two We
can modestly hope that our book may serve as a corner stone of such
an edifice which is yet 1o be bulit

QOur acknowledgements are due to the learned contributors or to
thear heirs and publishers for according permussion to use their valua-
ble matenial Woe are also grateful to Mfs Macrmllan & Co, Ltd,
for their cooperation 1n executing our plan

May, 1969 Raghavan & Nagendra
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i THE ORIGIN AND GROWTH OF POETICS IN SANSKRIT*
Professor P V' Kane

EarLy PorTic ErrorTs

It 1s extremely dufficult to give an accurate defimtion of poctry
and try to distinguish 1t from other forms of Iterature But true
poetry (leaving aside the question whether a work clothed in prose
15 poetry or not) 12 distngushed at least by three things, viz, by
a certain peculiar diction, by 1its subject matter and by the spinit mn
which 1t approaches the handhng of its themes Judged from thus
stand pomt, the most ancient monument of the Indo Aryan langu-
ages, viz , the Rpreda, contains, though it 15 mainly a religious book
of fervent prayers, a great deal of true poetry (Many of the hymns,
particularly those addressed to Usas, extubit fine specimens of poetry
The Rgvedic poets not only indulgein such figures of speech as Upama 1
Attdayokti? and Rupaka? (as in fgreda IIT 27 15, IX 64 1), but they
appear to have had some 1deas about a theory of Poetics, as the following
brnef statement will show They are fond of the repetition of the
same letters or words which create an appearance of what 1s called
Anuprasa? in later tumes An interesting verse 15 Rpoeda X 712,
‘When men of wisdom create by their intellect verse {lit. speech)
after winnowing {words) as barley grains are siftied by means of a
winnowing basket, then men of equal knowledge understand (recognize)
the meaning {contained 1n the verse}, i their verses (speech) blessed
giory 1s enshrined (restdes} ' This makes 1t clear that a distinction
13 here made between ordinary speech and poetic speech, that poets
Lave to pick and choose their words and that poetry leads on to bliss
and glory  Rgreda X 125 1s a sublume hymn to Vak {put in the mouth
of Vak herself) wherein the power of speech 1s most effectively and
picturesquely descnibed  The word * Kavya* (poem) occurs several
times 1n the Rgreda, the word Gatha (a verse that 1s sung) also often
occurs m the Rgveda, this shows that poems with sweet words were
highly valued in those very ancient times and, though no theory of
Poetics could be stated to have been evolved, the germs of 1t were

T — il jp—
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THE ORIGIN AND CROWTH OF POETICS IV SANSKRIT 3

Preksil, Akhyana? and Sobhanagaraka or Sebkgnake,? are mentioned

The preceding brief discussion shows that from at least 500 BC to
100 B C a great deal of poetical matenial of a secular character had
been accumulated 1n classical Sanskrit  This must have naturally led
to speculations about the functions and objects of poetry, the classifica-
tion of different kinds of poetry and literary works hike Akhyayikas,i
the enunciation of rules about the standard form of certain classes of
composttion, tn short, to attempts, more or less crude, to establish
a theory of Poetics and literary cnticism  From this time onwards
the two processes viz composiion of secular poetry and the elabora-
tion of rules must have proceeded hand in hand

Farrty Beainnmgs oF PoeTics

Epigraphtc records of the 2nd century A D and onwards show that
before that period a theory of Poetics had been evolved In Seven
Brahm: Inscriptions from Mathura?, Liders says that 1n one of theri™
occurs a verse in the B!%gﬁfu rﬂl_lghlm metre and that therefore it
must be conceded that Kavya {poetry) was fully developed before the
first century B C  The Inscription of Rudradaman at Junagagd (dated
150 AD )} sheds much hght on the stage Poetics had reached by
that ttime  ‘The preserved portion contains only two verhs, 1t 13 written
in prose with long compounds, 1t 18 full of alliteration and other tricks
with words This shows that in or before the second century AD,
Kavya had been divided inte Gadya® and Padya?, that some of the
Gugas® that figure in later works had been already named, and
that both Gadya and Padya were required to be Alamkrta——that 1s,
endowed with figures of speech  The composer of this inscription
was evidently trying to come up to the standard of a good poet laid
down 1n the works on Poetics of hus day and therefore the msenption
represents at least a mediocre attempt at what 2 Kavya was in those
days required to be  The Nasik Inscription of Siri Pulumiay: which
1« somewhat earlier than that of Rudradaman, though in Praknt,
exhibits the same traits  In the first two centunes of the Chnistian

era both Sanskrit and Praknt inscriptions were engraved and folls
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4 AN INTRODUCTION TO INDIAN POETICS

owed the same pattern of literary style 'The Ayodhya Sunga Ins
cription of Dhana (deva or bhuti1), who was the sixth from Senapati
Pugyamutra 1s in Sansknt and the inscription of Rudradaman has
been cited above already The inscniption of Rhharavela 13 1n
Praknt, shows all the traits of the mscription of Rudradaman
and mentions Gandharva vedal, Nata?, Gita?, Vaditra! and
Utsavasamaja® They are full of alliteranon the language 1s forcible
and sonorous and there are long compounds which were the essence
of prose according to the later works hike the Aaoyedarsa (1 80) which
ductum was probably based on older prose works now lost that were
imutated by the writers of the early inscriptions in Sansknt and Prakrnt
Annscription of the 4th century A D contains a panegyric of the great
Emperor Samudragupta by Hangena® The prose of this panegyric
rivals the style of Bapa It tells us that the title Kaviraja (king of
poets) has heen applied to Samudragupta on account of the compost
tron of many h avyas that were the source of mspiration to learned men ”
These mscniptions therefore show that long before the 4th century
A D Poetics had made a good deal of progress There are other inda
cations of great antiquty that pomt in the same direction The NMighantu
(ILI 13} collects twelve phrases from the Rgredaand callsthem Upama?
The Nirukta swhule commenting on this part of the Nighantu cites a
scientific definttion of Upama by Gargya a predecessor of Yaska,
and remarks thatin the Rgreda a supenor object 15 sometimes compared
with an wnferior one though the general rule 1s that Upamana? 1s
superior to or more well known than the Upameya? Yaska fore
shadows the later distinction between Purpa (full) and Lupta
{eliptic) Simule A complete Upama 1s stated here to have four
constituent elements Upamana Upameya (or Uparmita) the common
property (Samanya) and the word expressive of the relation (such as
iva Tulya) Long before Papima these technical words relating to
Simile had become fixed 1in the language Paninirefers to the Natasutras
(Guide book for Actors) composed by Silalin and Kpfasva1® It 1s
not unlikely that they gave instruction as to what the business of

™us ¢ and dance
1Actor

Song

nstrumental mus ¢

*Festvaly and festi e gathenings

YVide Fleet s Gup a Inser piions Do 1 p 8
YSicule

*That with which the comparmson 1s made
*That which s compared

BArpadipzn IV 3 110-111



6 AN INTRODUCTION TO INDIAN POETICS

extant that were composed about the time of {or a little Iater than)
Bana such as those of Dandin and Bhamaha.

Tue NaMe oF TUOE SAsTral

The earhier works of Poetics are generally designated Kdggyalaipkara,
e g. the works of Bhamaha, Vamana and Rudrata. ‘These works
were so-called probably because Alamkiras played the most
prominent part in the treatment of Poetics in them, Vamana n
his Kauvyalamkara-siitra tells us that the word Alamblira 1s used 1n
two senses, viz. (1) a thing of beauty, and (1) a figure of speech.
According to him 1t follows that a work on Poetics 13 called
Kdpyalamkara because it points out and explains the things of beauty
in Kavya, which make us prize the latter. This is more or less scholas-
tic. Even 1n those early works that are not designated as Alamkara,
figures of speech loom verylarge as in the Kdvyadarda of Dandin, three
fourths of which is taken up by the explanation and elucidation of
firures of speech of Sabda® and Arthad. The Kamaderfa says—
¢ Yathisamarthyamasmabhih kriyate kavyalakgapam’, e, I am
attempting ¢ Kavya-laksapa' to the best of my ability. The Dhtamd-
loka speaks of writers on Poetics as Kavyalaksapavidhiyinah, i ¢, the
writers on * Kavya-laksaga,” Though in I 1 Bhamaha calls his work
Kavydlamkdra, at the end (V1. 64) he refers to it as Kdpya-laksma. The
Dhoanyaloka also {(in I 3) speaks of Kavyalakyma-vidhaymah, i ¢ the
authors of Kavyi-laksma, as having explained Upami and other
fizures of expressed sense.  Another name for Poetics 1s Sihitya. This
word scems to have been used 1n early works 1n three different but
allied senses, though in modern times it is generally employed for
Poetics. In the verse ¢ Sihitya-sangita-kali-vihinah' the word
Sihitya appears to have been used in the sense of Kivya In
the verse ¢ Sihutya-piathonidhimanthanottham kivyimptam rakjata
he kavindrid’, i1t will be noticed that Sihitya means * literature
in general ’ and Kivya is said to arise like nectar from the pcean
of Sihitya (ie., Kivya is the quintessence of Sihitya}. Pratl-
hirendurdja, culogising his teacher Muhula and his proficiency in the
Mimimsi and aother Sistras, speaks of him as Sﬁhit}*;l-!ﬂmurﬂffb "3
here obviously the word S3hitya stands for Sihitya-£3stra (as in th:

“W—.

15¢¢ alsn Raghavan, Sn-ru {In-i: 't a;,l" AlzmiZrg Sxstra, Ch B+ The yvolution of
the | "hl:;ﬂ of Saniknt Poetics :m:l below ppy B2T, hit secunn on Sy s
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THE ORICIV AND CROWTH OF POETICS IN SANSERIT 7

case of Mumidmsa, Vyakarana and Tarka that precede this expression)
Rajafekharal says ¢ Pancham: Silutya vidyets Yayavanyalh® te the
fifth 15 the Sahitya vidya These passages establish that some time
before 900 AD (when Rajasekhara flourished) the word ¢ Sihitya?
came to be used 1n the sense of ¢ the science of Poetics” How much

earlier 1t was employed 1n that sense, 1t 15 difficult to say The word
‘ Sahutya ’ scems to be denved {from *Sahita’—meaning  together?,
When Poetry came to be defined as * Sabdarthau Sahitau Kavyam’ (1 e
the word and meamng together constitute poetry), the science of poetic
criticism that propounded this definition was naturally called Sihutya
Rajadekhara? gives this etymology ‘ Sabdarthayoh yathavatsaha bha-
vena vidya >—the science of perfect unton between word and meamng
Bhimaha says ‘ Sabdarthau Sahitau Kavyam’® and Vekroktifizta
does the same  In order to constitute real Kavya, the Safutya (union})
of Sabda and Artha 1s required to possess peculiar charm  Therefore,

the use of the word Sihitya arosc probably after the 7th or 8th century
AD

THE TOPICS OF THE ALAMKARA SASTRA

The next question 1s to consider the problem with whach the science
of Poctics grapples The first problem of Poetics 15 to declare what
poetry can do for uy and for the poet also (1¢ to enumerate the
prayojanas {ends) of Kavya) Then the Sastra has to consider the
essential quahities that constitute the equipment of a poet {1 ¢ Kiavya-
hetu has to be conndered} A defimtion of Kavya 1s attempted. In
defining a Kavya, reference s generally made to Sabda and Artha and
one has also to say what constuitutes the soul or the essence of Kavya
(which makes Kavya what 1t 1) It 35 here {about the soul of
poetry) that the greatest divergence of view prevails  As Sabda and
Artha are necessany for Ravya, the sarnous powers of word and ats
relation to Artha have to bediscussed  Thus leads to the topic of the
three Vitus?'—Abludhi, Lakiagaand Vyafijani and their sub-divisions
and the three kinds of Artha—Vacya, Laksya and Vyasigya The
critic has to gnve the seseral divistons of Kavya from different stand
points, viz nto Gadya!, Padya®, Mifra® (according to the external
form), into the best, mediocre and infenior Kavia acconding to the

__________..._.—-——-——-——'I-—-—_—"'__"_-__——-—-—-
W Ivyam mimsd p 4

'havyamimiqsk, p 2

P owers of words—denotation, indication and sugeestuon
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o THE MAIN ASPECTS OF INDIAN ALSTHETICS*
Professor M Hiryanna

It 1s usual for every prominent philosopher in the West to regard the
question of beauty as a part of the problem he 1s attempting to solve
Hence aesthetics has come 10 be recognised there as a regular part of
phulesophy The intrinsic relation mmplied 1n this between aesthetics
and philosophy 13 not demed mn India, but the former of these studics 15
carned on by a distinct class of thinkers—Alamkarikas, as they are
called, or literary cnitics-—who are not, generally speaking, professional
philosophers Ths separation of aesthetic problems, 1n the matter of
investigation, from those of general philosophy may at first sight
appear not only strange but also defective, a little reflection, however,
will show that it 13 not really so Before explamnming this point, haws-
ever, 1t 13 nCCessary to state that when we say that Indian philosophers
have not troubled themnselves with questions of beauty, what 18 meant
15 only that they do not deal with beauty mmart and not also beauty in
nature The latter 1s certamly included, but, while 1t 1s exphatin
somne systemns, 1813 only imphait in others The exact view which they
hold in this respect will become clear as we proceed  As regards
their neglect of beauty 1n art, the rcason 1s that its purswit cannot,
accorcing to them directly mrnuster to the attamment of the final goal
of Iife, which 1s the prim< concern of Indian philosophers  Perhaps
some among them thuught that 1t pursuit might even tend to lead man
away from that goal, tn which case their attitude towards art would be
Like that of Plato towards the same

So far from beang a defect, the separation of aesthetics 1n thas sense
{rom general pinlosophy has many positive advantages It has there-
by been able to get nd of the constraint which particular types of
metaphymcal thought may impos¢ upon i When a philosopher
holds a particular view of reality, he 1s bound to square hus theory of
art, 1f he formulates onc, with it, and the contequence s that we have
as miny theones of art in the WWest as there are theones of reality
This cannot be helped 10 the case of beauty 1n nature, but there 18 no
reison §)r cquiesang In such dneruty of views in a theory of art
That 1s the swew of Ind 1n acstheuaians  Thus the postulation by

Indian acstheticiany of what 13 called Vvingy irtha (sugcested sense),

—_———/—__————_
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10 AN INTRODUCGTION TO INDIAN POETICS

which 15 not only not recogmsed by any school of philosophy but 1s
definitely opposed, shows the freedom with which aesthetic investi-
gation has been carried on 1n India?! They have succeeded 1n this in
evolving a theory of meaming which, as we shall try to point out,
certainly sheds new hight on the nature ofart Where 1t is not necessary
to devise such a new theory, Indian aestheticians select one or ather of
the views held by the philosophic schools according to the needs of the
case Such eclecticism results 1n a more detached view (from the
aesthetic standpoint) than would be the case if a particular philosophtc
point of view were adopted 1n its entirety  This does not, however,
mean that there 1s a dull uniformity in the Indian theory ofart  There
15 as much diversity in 1t as 1n any Western treatment of the subject,
but the important point 13 that the diversity s based upon purely
artistic considerations and 1s, therefore, more genune

There 15 another reason to support the Indian practice Reality,
as represented in art, as 15 generally admtted, 1s a unity 1in diversity,
so that there 15 no room for any divergence of opinion 1n regard to 1t
so far as art1s concerned  The aim of art 1s not to discover the nature
of reality but to secure for us the highest expenence of hie It does not
pronounce any final opinion on the tenability or otherwise of the view of
reality 1t thus uses In other words, aesthetics unlhike ethics for ins-
tance, 13 alogical While 1t 15 closely connected with psychelogy 1t
regards logic, or more properly epistemeology, as wrelevant to its pur-
pose Artis a short cut to the ultimate value of Ife, by-passing logic
Lven supposing it 1s not admutted that reality, as represented in art, 1s
necessarily a2 umity in diversity, the view of reality that may be accepted
in 1ts stead does not rnatter, for 1t 12 to serve but as the medium through
which the value 13 realised, art being concerned less with facts than
with values

NATURE AND ART

We have disinguished nature fromart The question will naturally
arise here whether there 13 any need for secking beauty tn art, 1f 1t 18
found i1n nature As G E Moore has stated in his Prinapea Ethica,
when other things are the same, beauty which 13 found 1n actual objects
13 decidedly better than that in mmaginary ones It 12 therefore
necessary to powtt qut why art 11 necessary, though in certiun respects
the beauty whnch it presents may be mnferior to that in nature  As
regards the latter, two views are possible

1See Jayaratha's tumméntzry on Ruf;rab | .ri-iamiﬂrn:mma . ID,_‘um;uug:
Pres: Ldiuomn.



THE MAIN ASPECTS OF INDIAN AESTHETICS 11

(i} We may hold, with the idealists, that nature as a whole is beauti-
ful, but that when 1t is looked at in parts, it may or may not be so.
That is, though nature may, in reality, be beautiful, there may appear
ugliness in it when we take a partial view of it as, ordinarily speaking,
we are bound to do. This means that, though in the case of those few
who can take a synoptic view of nature, art may be superfluous, it is
not so in the case of the many. Asanold Vedantic stanza has 1t, it is
only ¢ when man has overcome selfishness and realised the highest
truth, he will be in rapt ecstasy wherever he may turn,’ for he sees
the glory of Being everywhere Till then, therefore, he can have an
experience of complete beauty only in art  Further, even as regards
the parts that appear beautiful in nature, there is no certainty that they
will continue to be so for long. For there may come to be a change in
our attitude towards them, when their appeal will become non-aesth-
etic. Or the situations in nature may themselves so change in course
of time that they will cease to appear beautrful. Hence it is that we
require the creations of art which are not subject to these defects—a
change in the presentations of nature or in our attitude towards them,
Thic is the need for art according to the idealistic view of nature.

(ii) ‘The second view of nature is that though it may be beautiful,
that feature is inevitably assocrated with ugliness and that the Iatter
clement cannot be climnated from 1t without, at the same time, elimi-
nating the former also According to this pessirustic view, art becomes
even more necessary. In fact, 1t is the sole means, in this view, of
satisfying the quest for unmixed joy which somehow actuates all men
or, to state the same atherwise, the need for escaping from the struggles
and perplexities of everyday life.

Whatever the worth of these two metaphysical theones in themselves
may be, the point that {s important for us now is that there is a need
for art in cither casc. To state this need in terms applicable to both the
views, it is the presence, On the one hand, of evil in life and, on the
other, of an ideal within s that hasled to t‘ht: invention of art Here we
may observe, in passing, we have another instance of Indian acsthetics
transcending the difTerences that characterise the metaphysical schools
Art is a device for the provisional attatnment of the final 1deal of hife,
whether or nat we ook (orward to a state which esentually renders at

sy I — . .
el

- #-

e rleal accordng to the second view alo, but st a state
Posstpastically speaking, this means that man
tevate detachment to such an extent that ke wall ignere nature altogether,
e there 1w nothing resemblIng peathetic pleasure then, unleas we understand the




12 AN INTRODUCTION TO INDIAN POETICS

ART EXPERIENCE

The aim of art is implicit in what we have said so far. It1s tosecure
for man a unique form of experience which, according to one view,
can never be attained in actual life and, according to the other, can be
attained only when self-perfection is achieved. But either way, it is
an ultimate value in the sense that it is sought for its own sake and not
as a means to anything elsel.  The characteristics of this art experience
arc two:

(1) The first 1s unseifishness It 15 true that all or nearly all men,
in virtue of their social nature, show more or less of unselfishness in
their behaviour; but it may be the result of habit or of prudential, and
therefore eventually of selfish, considerations. Such outward un-
sclfshness is not what 1s meant here. Even when it is spontancous
and therefore quite genwne, 1t i1s not complete. The seclflessness
signified by art experience, on the other hand, is not only spontancous
but also complete. Man grows so unselfish then that he becomes
virtually unconscious of his private self  This is the meaning of saying
thatart expenence consists in the disinterested contemplation of beauty.
The intrusion of any personzl aim is sure to vitiate it, and make the
pursuit of art unsuccessful. .

{2) The second characteristic, which is probably a consequence of
the first, is that it yields a kind of joy which is pure and untainted by
cven the least pain  This is a further indication of the transcendental
character of art experience; and it shows that the aesthetic attitude
stands higher than that of common or everyday life which is invariably
characterised by more or less of mental tension.

On account of these excellences, art experience is regarded as
identifiable wath the ultimate goal of life as it is conceived by the idea-
Iists,. When we take the ideal of life, as it is conceived by others, art
experience affords the same escape from worldly concerns as thatideal,
when attained, does; but it also does more for, while the [atter does not
represent a state of supreme joy, the former does According to

both, it is one of the only two such values recognised by Indians—
Atminanda® and Rasanubhava3,

L

THE CONTENT OF ART

But what s the means whereby the artist is able to secure for us
such experience? All art is a blend of form and content; and it is

15e1f realisation 1in Advaita 13 value-realuation, for the Sellis the u!um:.t:; value,
15omntual blias,
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THE MAIN ASPECTS OF INDIAN AESTHETICS 15

through certain excellences charactenising either that he succeeds in
inducing 1n us the artistic atitude  In the case of poetry, for example,
the content 15 constituted by the figurative ideas and sentiments 1t
expresses, and the form, by the musical language through which they
find expresston Of these, the form vartes much from one art to
another, and 1t 13 also technical We shall not refer to 1t here at any
length, and shall confine our attention mamnly to the content We
shall only observe, m passing, that the legittmate function of form s
to subserve the content, and 1f 1t assumnes greater importance, the work
i which it does so marks a lapse from the best type of art

The content of art may be defined generally as the meaning which
it expresses The excellences that may charactense 1t are many,
and they have been classified 1n various ways  But these details, while
they are undoubtedly helpful 1n indicating to us their character 1n a
concrete manner, ¢an never be exhaustively enumerated As one
Indian literary critic observes?, they can only be indicated generally
Thus general character of the content of art 1s that 1t must be drawn
from actual life, but that 1t should also be judiciously ideabised  The
purpose of the idealisation 15 tWo fold In the first place, 1t 1s that,
having its source in the artist’s imagination, 1t may ﬂppﬂﬂl to the same
'f'a.::ulty 1in the spectator and not to his intellect merely In the second
place, 1t 1s that the particular things of common experience may there
by be transformed mnto general ones, and thus readilyinduce a detached
attitude 1n the spectator which, as we have pomted out, 152 salient fea-
ture of all art experience  But 1t 15 NECCISATY to add that the things
represented m art will not become false or fictitious through such
dealisatton For a spectator 10 mstake them for real objects, 25 we
do 1n 1llusions, will be to lapse from the truly aesthetic attitude, because
he wall then cease to remailn detached But at the same time, they
cannot be viewed as unreal or false because then they will cease to
interest im  Thus the things depicted tn art assume a unique charac-
ter which the spectator can describe as necither real nor unreal In
bnef, we do not take a logical view of them We neither beheve nor
dishelieve 1n their reality We merely entertain them?

This 12 the general view of the content ef art which 1s prevalent
everywhere ; Indian 2pestheticians also held the same opiion for a
long time, but a prﬂfuund change 1n this respect, the germs of which

ceem to have been there all along, was introduced about the 9th
century AD The change was to look upon what had so far been

Tcf ?ﬁéﬁhaf.a in his Alamkars p 77, N 5 Press edn.
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14 AN INTRODUCTION TO INDIAN POETICS

regarded as the content of art viz , the meamng also as only the outer
vesture of art and to take emotion as its true content? When the
meaning 11 general was regarded as the content, 1t mught be emotion
or nmught not be, but now 1t 1s Iaid down that it should be only emotion
We have stated that the appeal of art should be to the immagination,
and imaginatton always implies the presence of emotion 1n some degree
or other But it 1s not this emotion that we should think of now It
1s the emotional character of the situation depicted by the artist that
constitutes the true content of art, and the type of expenence to whch
1t grves rise 1n the spectator 15 called Rasa A conseguence of this
change 1n the 1dea of the content of art was to deny that the expressed
meanmg can have any excellences of 1ts own and to assert that, Itke the
form, it also has them only 1n relation to the emotion which 1t 1s mtend
ed to subserve The excellences of meaning may be the very best,
according to earher standards, but yet they may produce the exact
oppostte of artistic feeltng in the spectator, if they are out of harmony
with the emotion depicted  This nightly introduces a relativistic view
into art criticism  and neither form nor meamng was thenceforward
regarded as beautiful 1n atself The standards by which they were
judged remamned more or less the same, but they ceased to be taken

as absolute

We may point out before concluding this top:c that the earher view
of art as consisting 1n the excellences characteniang 1ts form and mean-
ing was not abandoned That view also was retained, but works
answering to that description came to be assigned an infertor status
It 13 designated © Citra ’, a term whuch, 1n all probability, signifies that
1ts ment Lies more 1n skill which appeals to our inteliect rather than
in affecting our Iife or soul

THE METIOD OF ART

Now emotions cannot be directly communicated. We can, of
course, talk of| say, love or fear, but these words, when used by them
selves merely comvey the 1dea of the corresponding (eeling and do not
commurmucite it to the listener  Such communication of 1t 18 possible
only through a proper portrayal of select aspeets of 1ts causes and con
sequences  That is, the artist 13 obliged 1f he 38 to succeed 1n what
18 hus foremost atm  to adopt an indirect method 1in dealing with hus
material  This method is ealled Dhvani (suggestion), and secondanly,
the work of art also, which s characterised by 1t, 15 designated by the

artry wat broucht nesrer musie there b
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same term It had always been recogmsed as rmportant for the artist,
but only as one of those at his disposal for conveyng the appropnate
sentiment to the spectator We may instance, as illustrating thts
pomnt, Alamkiaras hike Paryiyokti! and Samaisokti?, which are men

tioned 1n the earliest Alamkara works  The discovery that was made
later was that it was the sole method of the best type of art This, we
may add, was the direct consequence of recognising Rasa to be the aim
par excellence of the artst  The method of art 1s thus as umque as

1ts a1m

The method of Dhvaru has naturally been extended to other spheres
of art where direct commumcation 1s possible, viz, Alamkaras, and
has led to a preference being shown to them when they are indirectly
suggested, mstead of bemng directly expressed Owing, however, to
the mmtimate connection between imagmalion on which Alamkaras
are chiefly based and emotion on which Rasa 1s, the difference between
them ¢ not always quite defimite The one may easily pass into
another Hence the decision m any particular case depends upon the
view one takes of 1t, and 1t accordmgly becomes personal, illustrating
the well known saying that tastes differ Another extension of this
theory of Dhvani s to those poehic representations, which can be regard-
ed nerther as Rasa nor as Alamkara and are therefore indefinitely desig-
nated as Pastz® Theinnovation thus introduced by the Dhvani canon
here, like that 1n the case of Alamkiras, we may observe, 18 more in re-
arranging conclusions that had already been reached than in making
any new additions The ahove statements enable us to divide the
subject of first rate artin a triple way It may be emotion when the
resulting experience 1s called Rasa dhvani, 1t may be any other imag-
native situation, m which caseit will be Alamkara dhvam, or it may be
a matter-of fact representation, 1 which case 1t wall be Vastu dhvani

The discovery that the Dhvan: method 15 the secret of true art
turmishes another mstance of what we described above as the alogical
character of art The conclusions supgested by this method vary

belong, although the premises gIven are the same At best, the mental
process involved resembles analogical reasoning Some of the erro
neous views current before the methed of Dhvam was formulated, or
after, are duc to mistalng the methed of art to be logical Thus
Mahima Bhatta tried to make out that the process involved 1n the
<o called Dhvam was nothing but inferential, and others like Mukula

- e e - ———— -'H
1 & % Figures of specch
"Any part of the idecaor subject matter
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Bhatta represented the secondary senses of words as dertved through
the Pramana! known as Arthapatti? Both forgot that the Dhvam
lacks the element of necessity, which 15 essential to what 15 strictly a
logical process

ARrT AnDp MoraALITY

We have referred to two views of reality i explaining the need for
art Whichever of them we may adopt, the implication 1s the presence
ofevilinlife According to one of these views, evalis finally removable,
accordung to the other also 1t 1s so, only 1ts removal involves the removal
of good as well along with it Overlooking this distinction which 1s
really irrelevant for art, we may ask what the bearning of art1s on the
problem of eval which 1t thus implicitly postulates?

It may appear that art cannot be unconnected with morality, since
the expenence which 1t yields 15, as we have pointed out, essentially
disiterested, and disinterestedness 1s the very root of all morality
It 15, therefore necessary to examine what precisely the sipruficance of
this attitude s  To begin with, the ethical attitude 1s more than one
of mere detachment It s essentially active, but activity 1s from the
very nature of the case, wholly excluded from art expenience Or to
state the same otherwise the ethucal attitude 18 orientated towards
some purpose while the artistic 13 quute the reverse, its sole purpose
being the transcendence of all purpose It 1s an attitude of contems
plation rather than of achievement  Even as regards the unselfishness,
which 1t shares with the ethical attitude, there 18 a vital distinction
There are two points to be noted 1n connection with 1t In the first
place, the aesthetic attitude 15 induced by an external stumulus  When
once 1t has ansen, 1t may be quite geninne, but we cannot overlook the
fact that it 1s duc to an external influence  Morality which springs
from fear of punithment or hope of reward 1s really no morality atall
The unselfishness charactensing the ethical atutude, on the other hand,
springs [rom 1nside and 1s quite spontaneous  Itis only when it 1s the
result of an inner urge that 1t will be of an enduring influence on bfe
But this latter feature 1s lacking in the case of the art attaitude, which
we chiefly owe to the power that all true works of art postess That
such an exalted attitude can be produced without any arduous trouble
ont the part of the spectator, ts indeed an excellence of 1t, but it 1s

1A mode of proof evidence

Prosumption one of the sourees of knowledge ar mades of proaf accepted by same
vhilosophers

'1t13 the problem of evil that gaves nse to art as well ax to phujosophy
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unfortunately fugitive Sooner or later, it comes to an end for 1t
cannot last longer than the outside stimulus which has evoked 1t
Even such short lived experience may, through refiming emotions,
leave some good nfluence behind, but the point to be noted 13 that
there1s no guarantee thatit will  In the second place, the disinterested-
ness of the aesthetic attitude marks a reaction to an 1maginary situa-
tion and not to a real one It results from the contemplation not of
actual but fctitious situations created by the artist  Fiction facilitates
detachment The consequence of this again 1s unfavourable to true
morality, whose proper sphere 1s actual ife ‘Thus even though
perfect selflessness may be a promunent mark of art experience, its
influence on the moral side of man may be very little  When that
expenence ceases he may lapse mnto the former state of tension and
perplexity, which has 1ts source 1n a selfish outlook on life

According to some, thus 15 no defect at all, for art, they maintain,

has nothing to do with morality and 13 ethically neutral  Butif that
15 50, 1t ceases to be a human value, and its recogmtion of evil as a
fact of Lfe becomes virtually meannglesst There has been much
controversy in this respect among art cnhcs, but 1f we take a com-
prehensive view of man’s nature and his aims, 1t seems that art cannot
be altogether divorced from morality? Art 15, no doubt, for its own
sake But, wn the result, 1t should be more by being a cnticism of
Wfe’s values This explains, for instance, the double standard of our
judging a character appeanng in 2 work of art  To take the case of
Iago, as an example, we not only speak of lum as a perfect creation of
Shakespeare but also condemn hum as wicked 1n the extreme  The
nractice of the best artists 1s our support here And the close allhance,
again, of art with religion 1n all countries and in all titmes appears to
be for saving art from nosstble degencration by 1ts separation from
morality?  Art, correctly concer ed, cannot be merely a selfish escape
from life, 1t must alsoinfluence Iife permanently or, at least, tend to do
s0 DBut the view that art s not connected with morality 1s pot al-
topether baseless The truth underlying 1t s that art has nothing
directly to do with morality It should influence character indirectly,
and what 13 discountenanced 13 only direct instruction in that regard,

] "I.t_\;m-l-ﬂ .afm then cease ta gppeal 1o the whole being of man which, as art ultimate
value gt cted to do

o | hl-m‘ﬂd then amount to a selfish escape from the ted um of life—a view as blame-
worthy as pure asceticusm 13 1n ethies Both are at bottom egowstic, being pre

occtoied with onesell and not canngan the feast for socrety
"1'1;':1: aesoc1atton of art wath relimon 10 all probabality is pnmanly to make the

latter attractive but it had undoubtedly helped to prevent the former from deter
vorat [vo
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for it will multtate against the primary purpose of art which 1s to raise
man above all stnfe and secure a form of umque joyful experience!

When even the primary amm of art 1s to be attamned indirectly, 1t 1s
natural to ask 'What s this indirect connection between art and mor
ality® Itcannot be due to the method of art for fables and parables
teach morality indirectly but are not art It must be through the cha
racters which 1t introduces or what comes to the same thing through
the general sigmaficance of the plot that art can exercise moralinfluence
on the spectators®* The 1mpl ed outlook of these characters on hife
and the world should be moral  That 1s a true poem * says an old
Indian authonty which treats of the doings of the good and the great
‘The best examples of this are to be found in the great epics of the
Ramayapa and the Mahabharats whose indirect:nfluence on Indian men
and women has all along been greater than that of any other single
factor In a work of art where no such characters are found say
a lynie poem it i3 the artist s cutlook on what he portmiys that counts
The conclusion to be drawn from this 15 that art should not have a
moral atm but must necessanly have a moral view 1f 1t should fulfil
1its true purpose?  This 13 not to make art didactic for morahty does
not form either its content or 1ts purpose according to this view

in addition to tlus general moral view there may be some aspect
of the moral tdeal dominating the conduct of the hero or of other
charncters and be thus inumately woven mto the structure of the
nlott It will then become an organic part of the content of art A
very prood example of 1t 1s found in Bhavabhut: s drama {itarz rdma
carila  Here as an any other great work of art there 13 a pencral
moril view pervading the whole piece [t includes not a single
character which leads to any [apse from the hugh les el that is expected
in a play of which Ramawsthehero  But overandaboye this there i
Rima s sense of public duty {as interpreted by lum of course) and hus
determination that it should have priority over all pmvate obligations
which forms the sery pivot on which the whole of the story here

In this sensc the Jollow npstatement of Bha{ia Niyaka s corret
Mv'ivc rasay {3 tarvo na baddhi na miyoga bhik  (Quoted in Direwr? oka lacons
p | M S Freseddn 19 B)

[tas not what the charactervaay that counta byt what they are and what thry do.

o art 1t will present characters L ke laro as exarmiples to be followed 1ot th
nhegat ve att tule townnds then s not enough  ¥Hle should do b s beat to leave the
UMDreanon on L1 that they are warminm,

“{h s is the mwan ng of Ind an or ves saning that any of the Purugirthan (prsopal
obyects of Luman lfe) may be i content of grt, When ¢ ter Artha (money) or
hAma {wmuil enymend} formu t € Cortent g general moral view e expweted o

preval when Dharma {rel gron) becomes the content there 1 i s tonal
traphasis On thotal Ty
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dramatised turns!. Unlike the general moral view, this is in the
foreground of the picture, But it must be added that it, in no way,
encroaches npon the artistic function of the play which is toawaken in
us the emotion of love—not as the source of all Lile’s joy, but as leading
to pathos which so often and so inexplicably comes in its wake. This
cmphasis on the importance of public duty may be the main lesson of
the story., But the story 13 not the end in dramatic art; it 15 only a
means to the communication to the spectators of the Rasa in question

That is, the creations of art must leave a moral influence on the
spectator without his knowing that hes being so influenced. Though
theoretically, the theme of art may be anything which hasa basis in Iife,
this additional requircment makes it necessary to restrict the scope of
the artist's choice ta the higher aspects of hfe  Otherwise, art not only
ccases to exert any moral influence; it may turm out in the end to be a
means of corrupting character and degrading ideals.

-
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3. THE HIGHWAYS OF LITERARY CRITICISM
IN SANSKRIT*

Professor 8. Kuppusuams Sastri

Law AND LIBERTY

I amtempted toread out a well-known passage from one of the greatest
of the modern poets, whose imaginative vision is all-comprehensive
and thoroughly Indian—I mean Rabindranath Tagore. * When
we come to hterature we find that though 1t conforms to rules of gram-
mar, it is yet a thing of joy, it s freedom ttself. The beauty of a poem
1s bound by strict laws, yet 1t transcends thern,  The laws are 1ts wings,
they do not keep it weighed down, they carry it to freedom  Its form
is 1n law, but its spirit 1sin beauty. Law is a first step towards freedom
and beauty 1s the complete hberation which stands and shines on the
pedestal of law.”! The passage referred to 1s prose-poetry and, in a
telling and beautiful way, it points out the synthesis between Iiterary
law and hterary freedom

How is this synthesis between law and hberty achieved? Tt 13
achieved through aparticulardoctnne of literary cnticism; the achieve-
ment of this synithesis has been rendered possible by the recognition
and acceptance of the principle of Vyaiijani—suggestion, though true
it is that the acceptance of this principle has led to 2 number of wooden
classifications in Sanshrit literature. What is this Vyaiijani? In
technical language, it may be described as an extraordinary significative
power which all works of art possess. In its narrow sense, what do we
understand by it? Yesterday I referred to the dictum laid down by
Benedetto Croce, the replacement of the concept ‘all art is expression *
by 1the concept “all expression is art’. We have now to remind our-
selves of it.  In one sense, even from the point of view of the ordinary
speaker, even an ordinary sentence has some artistic element in it, and
it is the result of the inherent artistic capaaty that every intelligent
being possesses. This idea 1y developed by a modern scientific writer,
Jespersen, in a thnlling manner in a recentwork of his, TZe Patlosophy of
Grammar  In all speech, he says there are three distinet things—
expression, suppression and impression, It is important to note that
impression is often produced by suppression alto and sugpestion, he

®From Highuats end Brivays of Literary Criticism th Santhnt
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says, 15 impression through suppression Boredom we have when
there 13 only expression, but 1t 1s only a question of degree  You can-
not come across any human being of average intelligence, being such a
hopeless bore as to express everything  One cannot do it One has
always to suppress something and the greatness of great writers and
great speakers 1s said to hean the larger or greater degree of suppres-
sion  This idea could easily beillustrated by a commonplace example
We go to the raillway station and standing at the counter say ° Please,
a second class ticket to Annamalamnagar’ Lven here there 1s a large
amount ot suppression  This helps us to realise the full meanng of
the defimtion given by Jespersen that suggestion 18 1MPression through
suppression

Vyafijani 1s suggestion, that 1s, suggestion 2a poetry, and 1t often
means more than that  Poetry comes from a principle of suggestion
Pven 1n ordinary sentences the element of suppression cannot be avoid-
ed This truth was long ago recogmsed 1n India by the Nanyayikas,
who 11 their anxiety to be absolutely precise by expressing everything
have become real bores and everywhere they nflict their hopeless
boredomn They are precise, they want {0 mMCASUre thought quanti-
tatively and so use the various 2nd varied formulas! such as Avaccheda®,
Avacehinng®, ete , andn every sentence of theirs these formulas are used
to the best of their atnhty, so that they might express everything they
want, and leave no scope for carrying any impression through suppres-
sion  Even they, however, cannot ¢scape from the mnevitable nature
of language In spite of thar formulas, there 1s yet a residual element
in a sentence which refuses to be expressed—the residual elernent
of artistic sense inherently available 1t every beang  Now let us
lustrate this poubion Taking an ordinary sentence, let us enguure
whether it expresses anything which ts not expressed Iy 1ts constit-
uent elements That 1s 1o 32y, does the sentence oxpress any-
thing over and abosc the mecaning of the words which compose the
sentence? The answer 18 inevatably ‘yes’  The relation between the
various words 15 unexpressed and the question naturally anses, how
s this 1dea comeyed ? Samsargat they say s Viky irtha' How s thus
Samaarga conveyed? It 1s mysterious and has not yet been satisfac-
tonly explaned. _In sentences we have 2 Juxtaposuon of words anc

1These formed ihe subect of a course of lecturer of Frof S huppuswamu
&1 ytyry e Thon pbf meanring Ducerin Indurn Det'ee® c3——delivered under the saqprces of
the Wadms Unavrmuty 1o 1923
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Kavirityuktam’l. Prophets and poets are made of the same stuff and
their vision is identical. Shelley remarks that painters and poets
would not fail to apprehend this vision  How 1s this effected in poetic
expression? Itis, as I have already stated, by the principle of Vyai-
Jana. Thesecret is sugpestion. Sound and sense cannot be harmon-
ised except through suppression  Mechanically speaking, that is
purely from the hnguistic point of view, it would mean that the two
could not be harmonised. The relation between Sabda and Artha
has been and is a nddle and the difference becomes accentuated when
this great principle is forgotten, Articulation is the result of certain
adjustments of the speech mechanism, and sense is quite different from
this Thus, organically, the two cannot be harmonised. It is the
artistic Instinct of suppression that serves as the connecting lnk,

bridges over the gulf between the two entirely distinct things, Sabda

and Artha, Thus in this field also, we find that this principle is very

important.

This now leads us to a consideration of certain other principles
representing certain other highways of literary critictism We are
aware of the factthat hiterary art oran expression of hterary art involves
two important aspects—form and content, Every artist has to pay
special attention to literary form and literary content. Now what
is hiterary form, and what 1s hiterary content? This again leads us to
the old synthesis of Sabda and Artha What is hterary form? Indian
cnitics have analysed hiterary form and they have laid down that thus
consists of Sabda and Artha, or Sabda and certamn types of Artha.
Ordinary words grouped in an artistic way with some 1deas, that
i3, Vicyirtha—pnmary sense—constitute form. This alone, of course,
will not do It must be bnght, free from defects, etc. The other
elements assoctated with form are technically referred to as Gupas,
Alamkiras, Ritis, etc, The term Alamkira stands for decorative devices.
Gupa 15 2 term untranslatable It is not merely quality or merit, but
something more; a2 new Riadhi (usage) must be established before these
words could be accepted. Riti cannot again be identifted with style
merely. Thisis a very vague term. Does it reler to ways of grouping
words or thought? It is not very clear. In a general way Riti may be
equated with style, for both are vague. I have devised a pedantic
phrase which is probably the nearest approxtmation to the ideas
expressed by the term Gupa, ways of collocation; collocation of ideas or
sense and of words approaches Gupa It must be remembered that

e Y . =Ny g g, p—— pe—p— LI -
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it 13 not merely collocation of words and 1deas referred to here but
the artistic collocation of artistic Sabda, Artha, absence of defects,
presence of brightness, Riti, Guna and Alamkara, these constitute
hterary form

Now what about content® The sense which 1s beautiful, the sense
that 15 charming constitutes content A careful examination of our
great works of art and our views and modes of appreciation would
reveal this important fact—on one side the vanous aspects of form
synthesise, and on the other the varrous aspects of content synthesise
And this has been rendered possible by the doctrine of Dhvam which
sumns up the synthesis of all concewvable modes of literary appreciation

'The above graph will form a key to the whole postuon  Dhvan,
Rasa and Unnaya!l, these three stand for three important schooly of
thought in Sansknt literary enticism  Dhvant 13 V yafijana, Rasa 1s
a highway of crnticismn not only for Indian hiterature but also for the
study of European hterature, a sure and certamn method Emphans
g Rasa, one schoal accepts Dhyvam or suggestion while another
schoo! accepts Rasa emphasiung Lnnaya  Dhvany the latter say,
1s 1 sort ol inference, & quick anucipatory way of tnference These
three run after Auatya  Gupgas, Mambaras and Rius, these are em
phasited 1n speaial ways  Are Ritis and Gugas different?  They are
recognued as dafferent 1n Alamkara fastra Anpju val® means
Vakrokti  This also runs after Avatya
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The graph also represents their historical inter-relation. The
bigger circle which encloses the bigger triangle stands for Aucitya
which may be termed as * adaptation ’ to be understood in 1ts philoso-
phical sense Adaptation is understood 1n this sense as standing for
the perfect harmony which parts bear to each other and to the whole.
Dhvani, Rasa and Unnaya or Anumina? obviously refer to the hiterary
content, i e, artistic thought, whereas Gupas, Alamkiras and Ritis
refer to the hiterary form.

Now what is Vakrokti? Some have translated it as eccentric ex-
pression  This is a monstrosity. In a simple way, it may be under-
stood as deviation in expression from the comrnonplace. This devia-
tion may be due to various causes, but when the deviation is effective,
it is termed Vakrokti. On the side of expression, the inner circle refers
to Vakrokti and Gugas Alamkiras and Ritis are comprised within it.
Aucitya represents the great synthesis of Rasa, Dhvani and Anumana
and what is more, both form and content. Rasa, Dhvani and Anumana,
because they deal with the sphere of content, arc bigger, more

important, more comprehensive than the sphere of form.
If speech fulfils its purpose, there ought to be some amount of sup-

pressiton  Hence naturally thought is wider than speech. Philoso-
phically also this is true. If one must be thinking, he must think in
language If this be so, and so far as we know 1t is s0, can it besaid
that thought and speech are co-extensive? We have seen what the
answer should be. And Indian metaphysicists hold that thought is
always wider, more comprehensive than speech. If this is so in
ordinary parlance, it is expressly and definitely so in the field of
Bterary art. As a fiction, they are taken as co-extensive in one field,
that is the field of law, both ancient and modern. ‘The Mimimsakas
assume that thought and form are co-extensive, But it rernains only
an assumption; in actual practice this view is always given up.
The assumption is that Vidhi is straight-forward—* Na Vidhau para}
dabdarthah’: this is an attitude that is totally inimical to literary
cnticism  In this field, we accept that thought is always wider than
form?; if not, the world would have been deprived of the pleasure of
art; in the field of art, they are never co-extensive. This great
synthes:s of form and content is the greatest of our achievements in
the realm of art and that we have been able to achieve through the
doctrine of Vyaiijanai,

Hinference, ,

"This 1 ngrufied in the graph by the tnangle of Rata-dhvani-unnaya representing
Fmtmt, enclosing within stself Vakrokty, Rit, Guga and M;THHTT representng
T,
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obtrude upon notice 1M an immodest way, but which are present:d
through a veil and 1n a properly concealed fashion, like the physical
charms of a modest beauty then, the suggested element when 1t s
presented, when it 15 disclosed after some degree of concealment,
proves to be attractive  This 1s also true to some extent  But 1t 15
only a poetic way of presenting the other explanation  There 1s scope
for quest and conquest here  But the fact 1s, as far as I have been able
to gather, that Vyanjani makes 1t possible for art, for every suggestive
art, to re live 1ts ife 1n atself through a purely artistic process and to
find 1ts fulfilment and consummation 1in a definitely artistic purpose
That 15 the secret of the force of the whole charm of Vyahjana
This requires amplification and an amplification of this statement
may nvolve a review of the whole hiterature on Sansknit Poetics from
the pointof view of Vyafijand  We may take a long and comprehensive
view of the whole hterature from this standpoint  Let us take thus
statement 1n parts and proceed to consider 1t Vyaijjana 15 ¢ wholly
suggested a wholly artistic, process Can we not say that i1t 13 an
intellectual process”  Yes 1n the language of the logic ridden phraseo-
logy of the Alamkarkas Or can we not say in the technical sense of
the logicians that i1t has a power attracted towards 1t? All these
technicalities could be introduced 1n the course of a discussion of the
nature of Vyafijand and of a discussion of 1ts place in art criticism,
We have to remember n this connection one important fact  Such a
view would enable you to see how to study in detail the learned cniti
ciarns In the Alamkara éastra and also how to study in detal all the
discussions of relevant topics of this principle namely Vyaiijani in
art criticism  Many of you may be familitr with the learned arpuments
that 1re adduced to show that Vyanjani or suggestion 13 not the ordi-
nary prima facte significatory power which words possess It is not
the primary power by virtue of which words or expressions or phrases
or sentences convey their prima facre meamng  Well, in a majonty
of instances, we are wsing 50 many words in & sccondary <ense
And can we not bring Vyafjani or suggestion under the category of
some sccondliry sienificatory power? Secondary sigmficatory power
1t a sort of fiction which we have introduced 10 the philosophy of
tnterpretation for purposes of comvemence, the result of the super-
imposition of a certan subjectine aspect made intentionally and
consciously by the subject upon the expression thatis used  You find
a certan staternent made and some phrases are looscly used some
expressions do not admut of strict interpretation, and consistently with
the context, conuistently with what you know about the intention of the
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speaker, and consistently also with the general aum that i1s kept 1n view,
you interpret and you seek to interpret correctly and to interpret him
generously and favourably Hearers are always supposed to be gene-
rous, except probably those who are to consider or interpret law
Other hearers are always supposed to be generous A certan
amount of generostty in mterpretation 13 necessary i all inter com-
munication of thought Life will not be worth living, 1f every hearer
should nsist upon exact precision and exact accuracy in every
statement that you make in ordinary conversation In wnhng even,
1t 1s possible only with due himutations Now under such circums-
tances in order te find out the intention of the speaker, we take some
of the phrases loosely used by him 1in a certain sense which those
phrases do not primarily possess Some hackneyed examples are
cited 1n this connection  Take for instance a hamlet on the Ganges—
we interpret 1t as a hut on the banks of the Ganges Well, 1n such
cases consistently wath the context you remterpret such phrases m 2
different way and the interpretatton which you put upon them 18
attnbuted to some secondary significatory power which the phrase 13
supposed to possess  Well, can Vyafijana or suggestion be brought
under that? No, the reason is thus you delhiberately resort to a cer-
tain process of interpretation, because you feel some difficulty 1n under
standing the phrase 1n its Literal sense  The phrase used cannot be
construed strictly and your conscrous experience of some hitch or duf-
ficulty 13 at the root of the secondary interpretation that s adopted.
'That 1s what 1 mean when 1 say that 1t 15 a sort of fictton which vou
create for purposes of interpretation  That s not suggestton  Behind
that, however, there 15 another element. Well, fancy for 2 moment
that the speaker who uses such a phrase uses i1t 1n that way with a
purpose and 10 a deliberate manner, not as a result of some lapse  As
it 15, he deliberately uses the phrase then in a secondary sense  You
are not justified 1n assuming that the speaker 1s a fool or thinkung loose,
that he has not got sufficient control over language to make himself
intelligible 1n a direct and straightforward manner  You assume that
he 15 2 master of language, Under these circumstances there must
be some object, some purpose the spenker must have 1n view 1n adopt-
ing this secondary mode of expresston  He must have something 1n
view, some purpose or Prayojana in view What 15 it he wishes to
suggest? He wishes to go a step further on the path of suppresuon
He wishes to conceal from the point of view for 2 little while a certamn
1dea and at the same time he wishes that the 1dea should be understood
in an agreeable way  Asat s, the speaker washes to suggest that the
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hut 18 pure, 1t is holy because it is situated on the bank of the river
Ganga and it is very ¢lose to it. As it 15, he wishes to emphasise the
idea of the proximity to the river and so many other things that may
be associated with its close proximity. That element is left to be
gathered from the context and that element 13 left to be suggested:
that element 13 not conveyed for the moment by the expression itself.,
This is Vyafijand. This gives nise to a furious controversy in the phi-
losophy of Alamkira §3stra between the Alamkarikas and the logicians.
Well, why should not this element be brought under inference? It
may be the case of an agreeable type of inference Call it inference
or call i1t suggestion, you cannot say that it is a regular type of syllogis-
tic inference, you may treat it as a sort of immediate inference A
degree of mediacy 18 an essential feature of inferential process.
Mediacy 18 the charactenstic feature of inference and here in sugpes-
tion one {eels that the degree of mediacy that 1s necessanly characteris-
tic of inference 18 wanting, and we feel that there 13 2 certain degree of
immediacy which does not entitle us to bring 1t under inference Asa
result, this process 13 taken to be a process associated wath artistic
expression itself but not with an ordinary process; it is taken to be an
extreme process and 1t 138 descnbed by Alamkinkas as Lokottaral,
In the course of the technical discussion of the nature of this Vytu?,
one is apt to forget the essential characternstic of the process called
Vyafijani  One 13 hkely to be carried away by the glonfying desctip-
tion of the character of Vyafifand It 1s an extracrdinary process.
Abhinavagupta exalts this process as something extrordinary®  Why
131t Lokottara? The sstuple sdea behand the phrase Lokottara 1s this—
it 1s essentinlly an artistic process, 1t 1s not a Laukika process, 1t 13 not
a process of the ordinary fife, 1t 1s not the inartistic process with which
we arc familiar 1n this work-a-day world in our everyday task—it 15 an
essentially artistic process  That is why 1t 13 desenibed by the Alame
kinkas as a Lokottara~vptti and 1t s an artstic process for various
reasons

To appreciate adequately why Vyaiijand should be regarded as an
essentilly artistic process, you have to look at it from vanous points of

view, andd [ propose to help you in looking at 1t from certain points of
view It is an estentially artistic process as it involves suppression,
not of the E‘Vﬂ'}‘(h}' type bhut of the ag'rct::lhlc type It 12 an essen-
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1Sigruficatory capacity of & word

1See Locana, huppuswam: basin Restarch [nstutute edn, po 105-132,
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tially artistic process because 1t gives us an impression, not the ordinary
commonplace impression wlich sentences give, not the impression of
the craftsmanhhe or mechanical type but a delicate mmpression des-
cribed as artstic thnll It ts an essentially artistic process because 1t
enables you to feel that you have done wath certaun matters with which
students of Alamkira fastra are already famtliar It enables you to
feel that you have done with the compartmental sheing of Sansknt
literature into literary genera such as epic, lyric, the metrical, the non-
metncal and 50 on It enables you thus to feel that you have done
with this sort of compartmental sheing up of literature and 1t enables
you to take the nght view of poctic art and view 1t as an organic and
complete expression and put the nght question which you should put
to yourself :n matters connected with hterary production Well,
what 15 the nght question which you should put to yourself? The
question to be put 13 not what 1s the type under which it should be
brought, not whether 1t conforms to certain ime-honoured traditional
classifications recognised by the classical school of crnitics, not
whether 1t conformis to rules deduced from such class:ification, not
whether 1t conforms to the dead weight of the techmgue—that
1s not the rnight question to put, but the nght question to put
13 what this artistic specaamen expresses and how far it expresses
it well and artsncally? That 1s the nght type of question to
put This point of view was emphasised adequately for the first
tume by certain Kashminan entics under the leadershup of Ananda-
vardhana, a great exponent of the Dhvam school!  Prior to Ananda
vardhana critics were carried away by the excesses of classification 1n
Sanshnt hterary eniticism  Anandavardhana flounished in the latter
part of the 9th century If anybody before Anandavardhana ines-
tigated and envisaged the fruntfulness of this prinaple, namely the
principle of suggestion, and wividly reahsed the importance of thus
principle bemng raised to the rank of the central principle of hterary

criticism, 1t was Valmukr himself, the father of Sansknt poetry, and
Kalidasa who followed Valmikiin so many respects  Among the pro-

fessional writers on httmr}' crificism in S:msl.nt, there 13 suficient evi-

dence to show that none clearly realised the ymportance of thes princi-
ple before Anandavardhana  This artists realised, the art cntics were
unconsctously hased 1n favour of this principle and they unconsciously

" 1Among the contributors to this volume LI-IPPU-E“'EIT;I.I Sastrt H myanna Raghavan
and Snkantarya belong te the school of thought that the thag}a!ﬂka, cgmpm-

ing verses and prose gloss, 1t of unitary authorsh d t A :
augﬂmr of bath parts 1p and that Anandavardhana 1
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recognised the importance of this principle but they never inten.
tionally did anything to populanse this principle, to elucidate it and
to explain and illustrate 1t, and we owe this great contribution to the
gemus of Anandasvardhana, that great artist and art critic

It was he who maugurated a certain way of classifying specimens of
poetic art on the basis of this principle, 1n fact, 1t was he that was
responsible for the re classification of poetic expression under three
heads The three heads in Alamkara literature are not very suggestive
cxcept to thase who are familiar with the implications behind the
names The names are Uttamal, Madhyama? and Adhama® That
specimen of poetry should be regarded as the best specimen, uttama,
which allows the suggested element to reign supreme, 1t never lets
itself to be subordinated to anything clse—that should be regarded as
the Kavya of the he t type  What about Madhyama kdvya? That
specimen 1n which the suggested element 1s not rased to the supreme
rank, 1s not atlowed to reign supreme, and 1s either co-ordinated with
some other element or subordinated to it but 15 at the same time
allowed to preserve 1ts mimmum degree of agreeableness and beauty
and attractiveness—that 18 regarded as the Madhyama And then
there are cerfain specimens of art which may be described as the resuit
of amusing diversion 1t which poetic gemuses indulge eaither at the
stage of practice or even after reaching the stage of perfection as a sort
of amusement lhey are readily descnibed as hifeless erirast 1n poetry
and such specimens g€ prommunence only to certain attractive features
of literary form, and under such attractive features the beautiful
suggested clement 1s allowed to he huried  Well, that 1s regarded as
Adhamn

Anandavardhana himsell suggests that this re clasufication 1s only a
tentative device which lie has suggested as a challenge to the traditional
classification of iterature into vanous genera, to the tradittonal method
of compartmental slicings and cuttings  He indicates how the umty
of poctry could be presenved by lixing your attention upon the central
prncple of Vyanjina  You makeit the leading principle of art criti-
cism, adopt it as the source of iterary charm and vou can wse it as a

magic wind
Come commentators and some tradifional writers who cawme after

Ananduwnrdhany were labounng under the musapprehennuon that he

Mt first Fate
weeonsd rate
Infernor

t[hie inTenior form of poetic compemitrn harod on firures and werd y soclery
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intended that this scheme should be adopted as an inflexible or ngid
scheme of classification  Sometimes great masters prowvide the world
with certain devices, and these devices are misused Great artists
provide the world with certain devices and with certain matenals,

and their followers come to attach greater mmportance to the materal
than to the purpose itself  In that way, later writers, 1n the spurit of
caviling cnitics, proceeded to find fault with Anandavardhana for
giving an elastic or unnecessanly fexable scheme of classification whath
mvolves a lot of overlapping It 15 not for purposes of a straict classih
cation that Anandavardhanz provided the world of readers with this
scheme He never intended 1t to be a logical scheme  His scheme of
classification 1s not intended to satisfy the demands of strict logic
It 1s more a challenge to the traditional process of slicing and cutting,
and he humself makes 1t clear towards the end of his work He mndi
cates how this scheme could be re arranged and could be re exhibited
1n A shghtly different fashion

Take for instance what 15 known as the excellent speciinen and
compare 1t with what, in a techmical sense, may be brought under
Madhyama kavya or a specumen of the muddling type Compare
these two, You will find that y ou are Itkely to feel that Anandavardhana

has done a grave mjustice to these two types In this connection I
should Iike to draw your attention to two specimens

Suvargapuspam prthivim cinvantt purusastrayab
Surafca krtavidyagca yadca janiti sevitum

Thrs was brought under the first class  The suggestion 1s allowed to
rexgn supreme here  Three classes of people are able to gather gold,
as one would be able to gather flowers, wherever they go  They ate
in prospenty everywhere, that 1s the suggested idea Who are
these three classes of people? (1) The brave person, (2) the scholar,
and {3) one who knows how to serve one’s master These three
classes of people, wherever they go, thrive well  Now the sumple idea
that s suggested s that they meet with prospenty everywhere  Thatis
not expressed 1n a strasghtforward way  That s certainly a suggested
idea Thatis allowed 10 reygn supreme and for that reason 111 Uttamha
kavya and so comes under the first rank Now place 1t on one side
and compare 1t for instance with another beautiful specimen which 15
Likely to be brought under the techmeal Madhyama type

Anurdgavatl sandhyd divasastatpurassarah
Aho davagatih kidrk tathim na samigamab
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The evening twilightis endowed with Riga, 1s endowed with red colour
Her lover, the day, goes before her and quite close to her and love 15
reciprocated What a fatality 1t 15 that they never come together! They
are so anxiwous to marry each other, they are so anxious to be com-
pletely united with each other, but their destre 1s never allowed to ful-
fil 1tsell and 15 never realised  The obvious meaning here 15 the rela-
tion between the Sandh; 4 and Divasa and behind 1t there 1s 2 suggested
tdea  The suggested 1dea 1s the relation of two lovers who reciprocate
each other’s love but whe are never allowed to be united with each
other Such relation 15 described by the prince of Indian poets,
by Kilidasa, as reaching the supreme moment of the most spiritual
aspect of lovel It 13 that aspect of comuing together and separation,
of complete reciprocation without fulfilment or consummation, it 1s
this that represents the supreme spiritual moment of love And
students of Rasa know that Srigara or love 1s essentially spintual as
concen ¢d by Indtans and 1in Indian culture
The Indian conception of love 13 never to possess and 1s always to
cfface oneself and to forget onesell  That s why 1t 1s raised to the rank
of a vehicle which can freely reach to God  Now in thus aspect of love
one could find something very attractive  Those who are sufficicntly
responsive to Rasa cannot muss the central 1dea 1in the suggested part
of this verse  But still what 1s the position of that suggested 1dea?
It 15 assigned a somewhat subordinate rank It appeals certanly far
better and with greater force than the 1dea on the surface Thatas
true  But what 1s the rank that s assigned tg 1t? The mntention of
the poet 15 to descnbe Sandhyd and Dirasa, from the context you have
to assume that In desenbing Sandhyd and Divasa, he has produced
a work of art A work of art, the moment 1t leaves the artist’s hands,
1s the property of art crines  We are not at all bound to interpret art
in the same manner in which the artist himself sntended 1t to be
interpreted  That s the way of exery good work of art, but still when
we pay some attenlion 1o the context and so long as weare alive to the
details of the aeircumstances under which this particular specimen of
art was produced, we 1re hopelessly in the grip of historical enticism,
and so long as we are within the gnp of histonical enticism, we have
to rethise that the position that 1s asigned to the suggested element 1s
a subordinate position, Though we know from the circumstances of
the case that the arfist intends to present the idea beaunfully, he
sechs to present it by linking 31 up with some situavon.
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4 THL THLORY OI RASA*
Professor S N Dasgupla

We must start the theory of Rasa or aesthetic emotton with Bharata s

maxim  Vibhavanubhava vyabhicarn sampyogad rasa muspatuh 1€
the Rasa 1s accomplished as 2 result of the conjunction of Vibhava

Anubhava and Vyabhicanbhava

Before proceeding further 1t 15 necessary to explain a few of the
techmical terms that are continually associated with any discussion
of Rasa — (1} Vibhava 1s the objective condition producing an
emotion Vibhaia may be of two kinds (1) Alambana and (u)

Uddipana Alambana vibhava means a person or persons with
reference to whom the emotion 1s mamfested Uddipana vibhava
means the circurnstances that have excited the emotion A man may
feel attracted to a woman if the circumstances are cooperating with it
It 1s easier for a man to be attracted towards a woman of young age
if they are thrown alone and there 15 a beautt{lul scenery before them
the moon peeping through the clouds the fragrant breeze blowang and
the hke Anyoneofsuch circumstances may be regarded as Udd pana
vibhava whereas both the man and the woman are Alambana vibhavas
to each other  (2) Anubhava means bodily expression by which the
emotion 15 expressed Thus the arch glances of a lady her mviting
stile, may be regarded as Anubhava {3} Vyabhicari means a s€ries
of diverse emotions that feed the dominant emonion A y ornan 1n
love anxiously waiting at the rendezvous to meet her lover maj feel
disappornted that he 1s not comung may be anxious that something
mught haye happened to lum may be jealous that he mght have been
courted by another woman may feel delight in remembering the
coaxing words that he had whispered into her ears and so on  Like
pictures 1n a cinematograph emotions of diverse sorts may be passing
m quick succession and may all at the same time be continmng the
constrtution of the same emotion
The real discussion of Rasa was started by Abhmavagupta tn hs
commentary on Bharata s maxim on Rasa The real pomt of discussion
and daversity of opinion was on the two words Samyoga (conjunction)
and Rasa mspatu (manifestation of Rasa or completion of Rasa) Belore

p—
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bhiva The Vibhavas, etc, cannot also be regarded as a commun
cative agent, for a commumcative agent presupposes the existence
of the thing to be commumcated, but the Rasa docs not exst before
It can be hived through only when i1t 1s suggested by the Vibhavas
and the Rasa has no other existence than beng hived through and
enjoyed For, 1t should be remembered that the dominant emotions
exssting in the subconscious strata of the person are not themselves
Rasas They acquire that designation only when they are aesthets
cally presentable and emjoyable  Bhatta Lellata cannot also explain
the method as to how the Rasa produced in the player can infect the
audience

Samkuka introduced the similitude of pamnting to explain the
enlightenment of aesthetic emotion  He said that just as of a painted
horse 1t can be said that st 13 not a horse and that 1t 1s a horse, so of an
acsthetic experience we can say that it 1s both real and unreal | Bhatta
Nayaka said that Rasa 1s neither produced nor suggested, nor created
by anything He held that a proper aesthetic creation has the pecu
Liar function of generating 1n us a new spintual creation and we have
1in us a speceal function by which we can emjoy it These two functions
are called by him Bhavakatva and Bhojakatva The enlightenment of
Rasa 1s not the subject of ordinary psychology but of aesthetic psycho-
logy For the presentation of the spintual situation throbbing with
extularation we are bound to admit two different functions, Bhavakatva
and Bhojakatva, without which the aesthetic experience cannot be
explamned

Abhinavagupta combated the view with all the force that he can
command Abhinavagupta 1s unwilling to admit these two extra-
ordinary functions He holds that mn the case of a truly poetic
composition, after having grasped the full significance of the words
and their meamngs, there 1s a mental intution as a result of which
the actual temporal and spatial character of the situation 1s with
drawn from the mental field and the emotion suggested therein loses
its mdividual character and also becomes dissociated from such
conditions as mght have led us to any motivation The emotion 18
apprehended and intuited in a purely umversal character and 1n con
sequence thereof the ordinary pathological symptoms of emotion lose
thewr signtficance and through all the different emotions bereft of their
pathological characters we have one enjoyment of yjoy It s for this
reasan that in the experienice of 2 tragedy we find as much enjoyment
as mn that of 2 comedy, for the experience of a grief would have been
unpalatable if 1t was associated with its pathological consequences
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These pathological consequences are always due to a tense of self
struggle, self motivation, loss, and the hike. But in the intintion of

the Rasa we live through the experience of a pure sentiment bereft of
all 1ts local characters

In the subconscious and unconscious regions there are always lying

dormant various types of emotio motive complexes When through
artistic creatton a purely umversal emotional fear, amour, etc, are
projected in the mind they become affiliated to those types of emotio-
motive complexes and this mutual affiliation or apperception or imphecit
recognition of 1identity immediately transforms the presented artistic
universalinto artistic joy or Rasa  [t1s for this reason that 1n experienc-
Ing artistic Joy there is a kinship and identity among all art enjoyers
Abhinavagupta’s teacher Bhatta Tauta n his work Kasya kautuka,
says that a dramatic play 1s not a physical occurrence  In witnessing
a play we forget the actual perceptual expenence of the individuals
on the stage playing their different parts or manifesting their individua-
lity as associated with their local names and habitations ‘The man
who 15 playing the part of Rama does not appear to us 1n his actual
individual character and 1t does not also appear to us that he cannot
be the Rima about whom Valmiki wrote He stands somewhere
rmidway between the pure actuality and the pure ideality Ths
together with all the scenic associations and those of music produces
an experience which vibrates with exhilaration, and as a result thereof
the whole presentation of actuality becomes veiled as it were, 1 so far
as 1t 15 an actual occurrence of presentative character (Th: past
impressions, memories, associations, and the hike, which were lying
deeply buried 1n the mind became connected with the present £x-
perience and thereby the present experience became affiliated and
percerved 1n a new manner resulting in a dimension of new experience,
resealing new types of pleasures and pains unlike the pleasures and
pans assoctated with our egomstic instincts and the success or failures
of thewr strivangs Thus 1s tl:f.‘.hnlcaﬂ‘j’ called Ramvadarm, Camatkara,
Carvapd which literally means the experiencing of a transcendent
exhilaration from the enjoyment of the roused emotions nherent 1n
our own personility A play or a drama 15 the objectine content of
such an experience A drama or a play 1s not a physical occurrence
It 1s a pure spintunl enhghtenment, a spintual expression throbbing

and pulsating with 1 new type of musie, joyous and penstve As a result
of this experience, a umity 18 clfected between the individual s own ex-

nenence and the expression of the vt Tlus expenence 1y, therefore,
nothing else but the enhightenment of a unnersal Or it may albso
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rather be said that 1t 1s a new creation invelving the personality of the
individual and the objectnne dramatic content as constituents—a new
appearance a revelation different from all other experience and all
external objects  IF this 1nalysis be true dramatic experience and art
can no longer be regarded as imitative

Bhatta Tauta thought that on the one hand all the equpments of
the stage together with the music release from our mind the hold of
the imnpression that such and such a person has t1hen a particular part
and 1t also makes us indifferent to the suggestion of an impossibility that
the player before us cannotbe Rama  Being cut off from 1ts connection
on two sides namely, the positive connection of the play with the pre
sent actor as a2 known individual with the actuality of all his bearings
and on the other hand the impossibility of connecting the actor with the
realised Rama s character having lost 1ts force the suggestive imfluence
can very naturally surcharge the mind with new exhilarations and
fechings which can without any relation to anything else modify the
state of the muind In this state the previous experiences existing 1n
the mind of the audience as impresstons work up independently 1n
assoctation with the suggestion of the dramatic performance The
affillation apperception and integratron of these roused 1mpressions
and expectations produce new joys and new mntmtions The aesthetic
content of a drama 1s all that is)llummated 1in such a process

Here we find that the umiversalization® of poetic art 1s of two kinds
First of all the aesthetic composition by nature of 1ts special suggestive
force presents before our munds an aesthetic situation and an emotion
that 15 devoid of all its local character Secondly the expression of
this artistic enl ghtenment has a universal character m 1ts mamtfesta
tionin different munds  In the next stage thus presented whole becomes
commngled with various types of subconscrous and unconscious feel
1ngs or emot1o motive complexes which are lying dormant in the muir ds
of vartous people It 1s easy to see that so far as these latter are con
cerned they are naturally different in d fferent persons 1n accordance
with the nature and diversity of expenience It 1s for this reason that |
the same artistic whole though it be presented 1n the same manner
in different munds thetr artistic apperception of 1t would be different
1n accordance with the difference of d verse emotioc-motive complexes
But neither in the umversal whole presented to the mmnd nor in the
motive complexes do we find any trace of any local character or coloura
tion thatis assoctated with the ego or the self in 1ts practical commeree

*The un versal zat on wh ch Abh na\-agulﬁa claborated 15 one .-;J_l'ﬁth: ﬂng;nal
contr but ons of Bhalla Nyaaka —Yd
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with the real objective world around 1t Itis, therefore, called transcen-
dental, 1 ¢, Alaukika, and 1ts other name 15 Camatkdra The word
Camatkara 13 1n reality used 1n three different senses It 13 sometimes
wsed to denote the special aestheuc attitude of the mund produced by
the commngling of the umversal artistic situation and the stirred up
emotio motive complexes It also means the aesthetic pleasure
arising out ot it, and thirdly, the bodily mantfestation of such an en-
joyment In addition to this, 1t 1s also used to denote that special
mental functron by which the whole thing 1s enjoyed

The view of Rasa expressed by Abhinavagupta had been accepted 1n
later times as the almost unchallengeable gospel truth and as the last
analysis of the aesthetic phenomenon vropagated through hterature



5 VAMANA'S THEQRY O RITI*
Professor § K De

To Vamana belongs the credit of bemng the first writer on Poetics
who gave us a well thought out and carefully outlined scheme of
Poetics no longer nawve or tentative which 1n spite of 1ts theoretic
defects 13 1n some respects unique and valuable

The enquiry as to what 1s the soul or essence of Poetry 1s for the first
time defimtely posed and systematically worked out by Vamana, his
predecessors, to whom the body of poetry was more 1mportant
never having troubled themselves with this question Vamana lays
downinclear terms Ritiratma kavyasya?, the Rit11s thesoul of poetry *
and working out thus figurative description he points out (on Il 1)
that the word (Sabda) and its sense (Artha) constitute the * body, of
which the soul 15 the Riti  He defines the Rit1 as Vifistapada racana
or particular arrangement of words This particulanty (Valélfrt}’ﬂ)
of arrangement again rests upon certain defintte cornbimations of the
different Gupas or fixed excellences of composttion  For tnstance of
the three kinds of Rit1 proposed by Vamana the Vaidarbh: umtes all
the ten Gupas the Gaudi abounds in Ojas? and hanti2, the Pancal: 1s
endowed with Madhurya? and Saukumarya? ‘This 18 how Vamana
would distingsh the different Ritis from one another On these three
Ritis poetry takes 1ts stand just as pamntmg has its substratum sn the
lines drawn on the canvas® 'The Vardarbhi 1s of course recommended
for it contamns all the excellences, and as the gemus of each diction 1s
peculiar to itself Vamana rejects the view that the other two mfertor
dictions ought to be practised as steps leading up to the Vaidarbh
He argues that the proper diction cannot be attamed by one who
beging with the improper  If the weaver practises weaving with jute,
he does not attamn proficiency 1n the weaving of sitlk It will be seen
from this analysis of the three hands of diction that the Vardarbhi 1s the
complete or 1deal one which umfies all the poetic excellences whereas
the other two encourage extremes  The one lays stress on the grand

the glorious or the1mposing the other on softness and swectness where-
by the former loses 1tself often m bombast the latter 1n prolixaty It

“From H story af Sar krit Poet ¢ Vol 11

1Kawyalamkara§ fra I 26

"™ ames of poct ¢ qual t es whach have been cxpla ned later
'Tbd 113
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will be noticed also that the names of the different Ratis are denived
from those of particular countries, and Vimana expressly says in this
connexion that the names are due to the fact of particular excellence
of diction being prevalentin the wnitings of particular countries  Thas
makes 1t probable that the theory of diction, pecubar to this school,
onginally arose from the empirical analysis of the prevailing pecuhar.
ties of poetic expression m different places and furrushes another proof
of the general g posteniort character of the discipline itself
It should be observed that the term Ritiis hardly equivalent to the
English word ‘style’, by which 1t 15 often rendered but :n which there 1s
always a distinct subjective valuation. Although Artha (1 e sense or
1dea) 15 adritted as an element by Sansknt writers, the Rit: consists
essentially of the objective beauty of representation {of the intended
1dea), arsing from a proper umification of certain clearly defined
excellences, or from an adjustment of sound and sense 1t 1s, no doubt,
recognised that appropnate 1deas should find appropriate expression,
or in other words, the outward expression should be surtable to the
inward sense Bharata goes further and formulates thatin the drama
the expression should also be in keeping with the temperament and
character of the speaker to whom 1t 15 attributed But at the same
time, the Rit11s not, like the style, the expression of poetic individuality,
as 1t 13 generally understood by Western Criticesmm, but 1t 13 merely the
outward presentation of 1ts beauty called forth by a harmonious com-
bmation of more or less fixed hterary f excellences® Of course, the
excellences are supposed to be discernuble 1n the sense or import, as
much as tn the verbal arrangement, but this subjective content 15 not
equivalent to the mdefinable element of individuality which cons-
titutes the charm of a good style  If we accept the nomenclature of
a modern analyst of style, we may say that the Sanskrit authors admut
what he would call the ‘ mund ’-in style, as a sulyect of technical
formulation, but not the ‘soul 1n style, which s elusive and which
they leave to indwvidual writers to evolve 1n their own way
Vimana, thercfore, teaches that the Gupas are essential 1n poetry,
as they go to make up the Riti, which 1s the “soul’ of poetry ! The
obyection of the author of the Ekazali 1s that to conceive the Gugas, on
the one hand, as the principal element and therefore as something fit
to be adorned and to call them, on the other hand, properties that

adorn poetry involves contradictionin terms  Thag raises only a scholas-
tic quibble which does not bear serious examination  The Gugas are,

.H;H' z E}Ti-lfﬂ mk araSutra 1 2 6-8
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no doubt, spoken of as the attributes of the word and the meanng
but this, as the commentator points out, 1s a loose or popular use of the
term, for, strictly speaking, they are concerned directly with Ratr

To the objection that these entities have no absolute existence, Vamana
reples that their existence 1s vouched by their cogmition as such by
men of taste and that these excellences are not found m all cases of
recrtation but depend upon the presence or absence of certarn well

defined charactensuics?

Vimana enumerates the Gunas as ten, which appears to have been
the standard number from Bharata’s time, but he really doubles the
number by clearly differentiating between the Sabda gunas and the
Artha gunas, and regarding each Gupa as belonging respectively to
Sabda and Artha In other words, each Guna 1s looked at from two
different powmnts of view, and the distinction thus proposed betweell
verbal and 1deal excellences comes n, as techmeally put, according as
the word or the 1dea 15 the denoter (Vicaka) or the denoted {Vicya)
We find 1in VAamana, for the first time, the definite classification of
Gupas of Sabda and Artha respectively This sharp distinction no
doubt, clears away some of the vagueness surrounding defimtions of
Bharatas and Dandin’s individual Gupas, and Vimana, though
widely diffening from his predecessors in the peculiar connotation he
attaches to some of them, 15 careful m distinguishing the alhed Gupas
from one another

His scheme of the Gunas may be tabulited thus

Sabda gupa Artha gupa
1 ojas or compactness of word 1 ojas or maturnty ol concepl o8
structure (gaghabandhatva, where {arthasya praughil)
bandha means pada racani 1z 1 4)
it prasada  or laxty of structure 11 prasida clearness of meaning
(Satthilya) {artha vaimalya) by avoidance of

superfluity  (anupayogi-panvaf
janit, as Ablnpavaqupta explains)
yr Sleya, or caalescence of words result w1 Slesa or coalescence or commungling
ing 1N smoothness {(matfpaham, of many 1 {eas {rhatani)
yasn 11 saty bahunyaps padin
ekavad b dsante)

w samati or homogeneity of manner, 1v samati or non relinquuhment of
1c  of comstruction (mirgl propet sequence of 1deas {prakra
Lhedah  yena mirpepopakramas m bhedal)
tasya atyipgah)

v saml thi orsymmetry due to onderly v samidhr or grasmng of the onginal

ascenl and deaacent 12 when the meaming  arging {rom  concenl
I exz! tenung eflectis toncd down by ration of the mind (artha<dpghy
softerang elfect ani tw? rerrag samidt 1 Eirapaty It}

{iroh3varoha krama)
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v1 midhurya, or dist netness of words vi. miadhurya or stnkingness of utter

(prihak padatva) due to absence ance (ukl vaieitrya) ve mm an
of long compoundr (zamisa impress ve pertiphrastic  manner
darghyanivyiti) for special charm,

vir saukumirya or freedom from v saukumirya or freedom from
harshness {ajarajhabva} duzgrecable or nausp crous 1deay

(aparugya)

viin ud3rati or | veliness 1o which the wn wdirati or delcacy 1e absence

words seem ax if they are dancing of vulgarity (agrimyatva)

[yasm nsati nftyant va padam)
1 ¢ pada vicchedit

ix. artha vyaktr or explcoeness of ix artha vyakti  or explic tness  of

words wherehy the meanng 1s 1deas wh ¢h makes the nature of
easdy apprehended (jhat tyartha things clear (vastusvabha = sphu
prat patt: hetutyva) taha)

x kintr or bnliance 1¢ rchness of x kidnt or prom nence of ti e rasas
words {auyalya) (dipta rasatva)

After the Gupas Vamana deals with the poetic figures or Alampkaras
as elements of subsidiary importance This definite differentration of
Guna from Alamkara we meet for the first tume 1n Vamana, for Bha
maha was indifferent to 1t Dagdin does not aceept 1t and Udbhata
appears to have demed any dufference At the outset Vamana states
no doubt that poetry 1s acceptable from embellishment (Alamkara),
but he 13 careful to explain embellishment not in the narrow sense
of poetic figure but in the broad and primary sense of beauty or
charm! He also points out that 1t 1s only in the secondary instrumen
tal sense that the term alamkara or embellishment 1s applied to simile
and other poetic figures In this view Vamana apparently develops
logically Dapdin s teachung but Vamana does not make the presence
of poetic figures a necessary condition What makes poetry accep
table 1n his opimion 1s the presence of charm or beauty (1 ¢ Alamkara
in 1ts broad semse of Saundarya) which he does not define and
winch 15 1n some respects undefinatile  The Riti and its constituent
Gunas come 1n as a sine gua non tn the production of this beauty
but the poetic figures only contribute to its he ghtenmng  This dis
tinction between the Gupa and the Alamkara as to their respective
position 1 a formal scheme of Poetics whauch 1s vaguely hunted at by
Dandin 1s fully developed for the first time by Vamana® The Gunas
being essential to the Riti are defined as those characteristres which
create the charm of poetry—a function which 1s assigned to both
Gunas and Alamkaras by Dagdin—but Alamkaras are such ornaments
as serve to enhance the charm already so produced The Gupas are

‘Ka;}fat]'.r-grﬁhy:a;n .ﬂaﬁ'liﬁrat Saundaryam Alamkaral
tframydlamiaraSut e 1 12
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said to be Nitya (permanent), mmplymg that the Alamliras are
Anitya, for there can be charm of poetry without the Alamkaras
but no charm without the Gunas. In other words, the Gupa stands
to poetry in the Samavaya-relation?, whaile the Alamkara in Samyoga-
relation, Samyoga being explained as mere conjunction and Samaviya
implying inseparable connexion or inherence (Nitya-sambandhaj.
To put it in the usual figurative language, the Guna is related to the
*soul” of poetry (viz. Ritl), while the Alamkara rests merely on the
‘body* (viz Sabda and Artha). The Alamkira, without the Guna,

cannot of itself produce the beauty of a poem, but the latter can do so
without the former,

‘The Riti-teachings mark a great advance on the Alamkara-doctrine
in many respects There are many points which are common to both
these systems; but, by clearly defining and working out the doctrine
of Ritz as that distinct characteristic of poetry which sharply separates
it from dry philosophtcal or technical writings, the Riti school seems
to have first suggested and started the enquiry (only hinted at by
Bhamaha's theory of Vakrokti) asto what constitutesthe essential charm
of poetry, and anticipated the theory of Vicchitti (or Ukti-vaicitrya)
elaborated later by Kuntaka and other adherents of the Alamkira-
doctrine. The Dhvanikira? pays an indirect compliment to the Riti
school for having first perceived, however dimly, the true nature of
poetry, although he does not agree with its peculiar theory of Rit.
The Riti school also goes a step further than the Alamkira school in
mcluding Rasa among the necessary characteristics (in Kdnt1 as an
Artha-guga). 1t 1s possible that Vimana's partiality for the drama,
which he considers to be the best form of composition and from which
he supposes other forms of poetry to proceed’, led him to realise the im-
portance of Rasa, already worked out as fundamental in the drama by
the dramaturgic Rasa school, and to incorporate it in one of the essen-
tial properties of poetry?, But, atthe same tumne, 1t was perhaps hisidea
to make his defimtion of poetry comprehensive enough to cover a larger
field and include those instances, e g, which develop no Rasa The
Kiavya-fobhd (poetic beauty), a term which he probably borrows
from Dagdin, or Saundarya which conveys the same general idea as

the word * beauty’, is regarded as the ultimate test of all poctry; and

15 AZmadhenu on III:“I.‘I - ~

*'Dr De, belongt to the schoo! nl_'_li:hnlan who consider the author of the Dhvam
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this beauty, 1in his opinion, agreeing with the common sense view of
the matter, 15 realised by carefully worked out diction, which avoids
the damaging flaws by adopting primanly the so called hiterary
excellences, as well as the poetic figures for the sccondary purpose of
heightening the effect thus produced.

But the Rit1 system, 1n spite of Vamana’s well reasoned formulation
and the advocacy of his followers, never appears to have wielded very
greatinfluence, and its exustence was comparatively short ived There
13 no doubt that like the Rasa and the Alamkira systems, it left its
unpress on later theories, but it never found a serious champion after
Vamana among latter day writers, and 1ts theories never found un-
qualified acceptance Its general doctrine of Rits began to be dis-
credited and severely criticised from Anandavardhana’s tume as too
crude an explanauon of the nature of poetry, and Mammata, the
foremost authority of the latest school, ingemously combats and sets
aside the leading views of Vamana

It may, however, be noted that some of the broad principles en-
unciated by the Rit1 school have been tacitly recognised by later
theonists The importance of Riti or diction, as such, became establish-
ed as a stock 1dea 1n Poetics but 1t was accepted with grave modifi-
cations It was accepted by the Dhvan: school in so far as 1t contn
buted to the development of the Rasa dhvam, anditschief characteristic
was supposed to consist in an arrangement or disposttion of words or
letters for that purpose This modification naturally diminished the
value of all discussion and elaborate classification of the Ritis mnto
cdifferent types, and the function of the three Ritis of Vamana was made
practically equivalent to the three Gupas admutted by the authors of
the Dhoanyalska, but they do not yet appear to have lost all interest
with later theorists Even those wniters who do not subscrihe to the
doctrine either of the Riti school or of the Dhvar school pay consider
able attention to this question

Abhinavagupta, however, thinks that the three Ritis of Vamana,
which 1 s opunion, charactenise an elevated, soft and muddling
theme respecuvely through a peculiar combination of the Gupas have
no separate existenice from Gunas and Alamkaras Attention therefore,
was naturally directed to the Gupas and Alamkaras more than to the
Riti ttself, of which they formed, in Vamana s opinion the constituent
clements, and the Rits, if recognised at all, was recogmised as consisting
in a particular disposition of words, letters or syllables which favours
the development of Rasa and stands in the same relation to 1t as (in
the usual figurative concert) the conformation of the * body ’ to the
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¢soul*1 It follows from thus that the respective functions assigned to
Guna and Alamkara are not in relation to the Ritt but to Rasa which

1s one of the fundamental elements of poetry with the later schools
We have already noted that, after Anandavardhana, the Gupas are
taken as inseparable attributes and causes of excellence® of the Rasa or
the prinapal poetic mood 1 the composttion (and not, as Vamana
thinks, of the Rit1)  The poetic figures, on the other hand, are only
attnbutes of Sabda and Artha, which constitute the *body’ of poetry,
and therefore heighten the poetic mood or Rasa in an mdirect way’
Vimana’s :1deas about ¢ poetic charm ’ are also taken as axiomatic, but
they appear i later theories in a somewhat different form as the
Viechity, or Vaicitrya, or Kavi praudhokts underlying all figurative
€Xpression

In spite of these and other ymportant contnbutions to the general
theory of poetics, it 1s obvious that the fundamental doctrine of the
Rut1 school could not have been accepted in 1ts entirety  Nor could 1t
have competed against that of the Dhvamkira, because Vamana
comprehended poetry only from the formal point of view, whereas the
former showed a deeper insight into its inner nature  The more or less
objective defimtion of the Riti, given by this school, was hardly
enough to satisfy the search for ultimate principles Vifvanatha,
following the Dhvanikara and Anandavardhana in this respect, states
this objection when he says that the Rit1 15 a particular kind of formatl
arrangement, a peculiar disposition or posture of parts, what s called
the * soul’ or essence of poetry 15 something quute different  Agam,
the analysis of the several types of diction shows considerable ingemuty
mdeed but 1t was found almost impossible, as Dagdin himselfadmutted
very carly, to label and classify all the modes of poetic expresston with
definite and unalterable characteristics  As the Rit1 school, therefore,
tended to make intidious and essentially unprofitable {except as em
pinical facts) distinctions between the Vaidarbhi, Gaudi andother kinds
of diction with regard to whose exact significance there was bound to be
inevitable difference of opinion, st naturally provoked criticism and
opposition  In the same way, the endeavour to exhaust and clasufy
all the hterarny excellences and flaws within clear-cut bounds on the
basis of more or less formal analyus, was sure to prove unconvinaing,
and a protest against minute diflerentiation or endless muluplication

‘P;dz.:u*pgi;lt;nl r tirangasapsthl { 2 t/ upakar i rassdind _-—-"L §
niths Sehiadrpenaix 1 gataTsthl sifeyavat! upakarnri rasddindm—%Vaifva
Lhgano ratasya utkarga hetavah acalathitayo gupldh~—\lammats, Keoapreldss
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ol the Gupas was rightly and definitely propounded by Mammaita, who
following Anandavardhana reduced the number to three only, viz
Madhurya, Ojas and Prasada, in relation to the ultimate factor of the

peetic sentiment  The attempt, therefore, to stercotype the entire
poctical output into so many ready made dictions and fixed excellences,

was bound ultimately ta be discarded 1n favour of other and more
penetrating principles
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RLNTAKA'S THEORY OF POETRY VAKROKTI ([
N, 1Y
of the imamnation on the part of the poet  The Vakra kav: vyapara or
Kavi vyapira vakratva s, in Kuntaka’s opimion, the ulamate source of
poetry The Vakroktiis thus a Bhapiti prakara—a mode of expression,
or 1n the terminology of Ruyyaka an Ukt varatrya-—an extraordinary
expression which rests entirely on the genmius of the poet
It follows from this exposition that Kuntaka, Itke Bhamaha, cannot
accept any compositton nvolving mere Svabhavokt!, although
Dandin and others have given prominence to this particular figure,
which consists 1n a description of the natural disposition of an object
When we make use of embellishment, what we embellish 15 the Sva
bhava?of an object  If this Svabhavatself1s an embellishment, asat 1s
in Svabhavokts, what 1s there left to be embellished? To Kuntaka, a
plain description of thus Svabhiva (as he takest) 1s obviously without
the requsite stnkingness, and he 1s naturally afraid, apart from techni-
cal objections, that the inclusion of this figure would admit even com
monplace unadorned expressions into poetry  But this does not mean
that Kuntaka entirely rejects the possibility of embellishaing the sva-
bhiva of an object He includes 1t 1n the scope of a special kind of
Vikya vakrati? in which the Svabhava of an object, whether Sahajat
or Ahirya® forms the legihimate theme for heightened expression,
and allows 1t as one of the elements of the sumpler Sukumira marga$

Kuntaka also appears to agree with Bhamaha that the Atidaya’,
which he paraphrases i1n one place as Prakarsa kagthidhiroha®, 13
involved 1n Vakroku vaicitrya, and he takes 1t as a necessary element
n what he calls Vicitra marga? But as this Varatrya, which consists
tn a departure from conventional usage, may be attained by wild or
eccentric writing it 15 laid down that 1t should be Tadwd ahlada kin
or capable of pleasing the connosseur The Tadwvid ahlida karitval®
1s defined as consisting of a pleasing ernjoymerit beyond what 15 afforded
by the excellence of word, sense or embellishment Thus the ultimate
test of this Vaicitrya 1 poetry 15 Tadwid ahlada or the appreciation
of the Sahydaya the man of taste The Tad vid or Sahrdaya plays
an all important part in poeliC theories The Sanskrit authors clearly
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assert that everyone 1s not capable of realising the charm of poetry
and demand a degree of culture and aesthetic instinct 1in the capable
reader, the Rasika or the Sahfdaya He 1s the expert who must not
only be imtiated mto the intricacies of theoretic requirements but must
also possess the finer capacity of aesthetic enjoyment born out of wide
culture and 1dentification wath the feelings and moods of the poet
Anandavardhana discusses Sahrdayatva at some length, and Abhmna
vagupta arrives at a concise defimtion of the Sahrdaya thus—Yesam
kavyanuéilanabhyasavadad wvi§adibhute mano mukure varnaniya
tanmayibhavana yogyata te hrdaya samvadabhajah sahrdayah?®, a
defimtion which became s0 much standardised that Hemacandra
does not scruple to copy 1t Literally

Taking this broad connotation of Vakrokt:i Kuntaka maintams that
this Vakrokt: constitutes the only possible embellishment or Alamkara
of poetry No doubt, for the sake of convemence of treatment, one
speaks conventionally of Alamkarya {that which 1s to be embellished,
viz Sabda and Artha) and its Alamkara (embellishment wviz the
poetic figures), but this distinction 1n his epimon is not essential
The embellished speech itself in 1ts entrrety s poetry and the
addition of poetic figures 1s not adventitious  His position appears 10
be that embellished word and sense constitute poetry, and 1t 13 not
proper to say that Alamkaras belong to Kavya, for this statement would
suggest that Kavya may exist without them Indeed, Vakrohti as a
mode of expression being essential it poetry, 1t underlies and forms the
substance of all poetic figures so called In a sense, therefore, hun
taka (like Dandin) uses the term Vakrokt as almost co-extensive w1 th
the generic term Alamkara As such therefore, the Vakroht: 15 as
Kuntaka holds, the only Alamkrti® possible to Sabda and Artha and

all so called poetic figures are but different aspects of the Vakrokt: As
a matter of fact Kuntaka includes the Alamkaras in the province of
Vakya vakrata

The Vakrokt: being the only Alamkara admssible, all other
Alamkaras or poetic figures so analysed by other wnters can be
properly included in 1ts comprehensive scope huntaka 1is cons
cious of the fact that the Kawvi vyapara, which 1s the source of
Vakrokts, s 1n ats nature undefinable yet one can distinguish 1nd
classify its function into six different spheres  The Vakratva, created

e - ————
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by Kawvi vyapara may occur in the following cases (1) 1n the
arrangement of letters which 1s termed Varna vinyasa vakrata In
this may be included among other things, all matters wlich other
writers would nclude in Anuprasal and Yamaka® (2 3} In the sub
stantive {Pratipadika) or the termunal {Pratyaya) part of a word 1t s
called respectively Pada purvardha and pada parardha (or Pratyaya)-
vakrata In the former are included pecultar uscs of Paryaya (svno-
nym), Rughi (conventional words) Upacara (fancied identification
founded on resemblance} Videsapa (attnibutive words} Samvrt
(covert expressions) Vrtti (1 e Samasi and Taddhita aflixes} Bhava
(roots of words), Linga (gender) and hriya (verb) In the second
group are dealt with the peculiar uses of Kala (tense), haraka (case),
Samkhya {number} Purusa (person) Upagraha (voice) and particles
and indechnables {4) In a sentence 1l 1S called Vakya vakrata
The Vakya vikrata may be of nfinite varteties for 1t depends on the
fertile fancy of the poet  In this section 1s included the treatment of
all poetic figures embracing those figures ‘This 1s the subject matter
of the third chapter (5) In a partrcular topic (Prakarapa), 1t 18
called Prakarana vakrata (6) In the composition as 4 whole 1t 13
called Prabandha vakrata The fourth chapter 1s devoted to a con
sideration of these two subjects With the exception of the mntroduc
tory portion of the first chapter which deals with general principles the
whole of the work 13 devoted to the defimition classification and atlus-
tration of these varieties of Vakrata which form the different categorics
into whuch poetic speech 13 analysed DBut Rountaka himselladmits that
Vakratva may be of infinite kinds depending on the creative genius of
individual poets

huntaka appears to put much more stress on Rit: than his master
Bhamaha does and his ereatment of Gugas appertaimng thereto
1« much more claborate In this he was probably influenced by the
teaditions of the Riti school He acknowledges three Margas® {(a term
used both by Dgdin and Vamana as equinalent to Riu} and
these correspon | to the liree Ritis of Yamana and his followers But
he finds fault with the classification tnd nomenclature of Ritis adopted
by these exponents of the Rt theony huntaka atludes to Dapdins
twolld and Vamna s threefold clisafication of Rius but asserts that
f Rits are to be numed and dilferentiated as V adarbhi Gaugdi ctc,
after d {Terent localities in whach they are supposed to flourish then
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as 1115 called) 15 an element in both, but n the former the Rasa becomes
an Anga of the delincation of Svabhiva, while 1in the latter the orna-
mentation 1s to be done 1n accordance with the underlying motives of
Rasa In Kuntaka’s opinton, the Vicitra-mérga, which 1s favoured
by all good poets, 1s the more dufficult of the two, demanding greater
skill and maturity of treatment
To the SukumfAra marga belong the excellences of Madhurya (sweet-
ness due to fewness of compounds), Prasida (perspicurty), Livanya
(beauty ansing out of proper arrangement of letters and words) and
Abhyatya {smoothness) The Vicitra marga 15 sirmlarly charactenised
by four sets of excellences, which are designated by the same names but
defined somewhat dufferently, viz , Madhurya (compactness of skilful
structure avording laxaty), Prasida (lucidity due to the use of expressive
words and easy syntax}, Livagya {beauty duc to the arrangement of
short and long syllables), and Abhijitya (elevatedness which 1s nesther
tao soft nor too hard) The Madhyama marga, which stands mudway
between these two styles, combines the excellences of both (Ubhayat-
maka} Ta these special characteristics Kuntaka adds Aucitya (I 53-
51) and Saubhapgya (I 55 56) as excellences common to the three Mar-
gas  The Aucitya, which as a charactersstic emphasises the fitness of
words and i1deas, had been admatted by the Dhyaru school cluefly 1n
connection with Rasa, wnd discussed generally in a separate treatise by
Ksemendra, while the Saubhigya s an excellence which arises out of
the realisation of all the resources of a composition
T'rom the prominence thus given to the analysis of Alimkira, 1t

will be clear that Kuntakt could not put enough emphasts on Rasa and
Bhiia as clements of peetry  The Rasa 1s dealt wath tomeally ain con-
nexton with the poretic figures of the different Margas in which at is
imolved, as also 1n the treatment of Prakaraga prabindha vahratil
Kuntaka admits the necessity of Rasa, but regards its delineation
apparently as a special kind of realsing Vakratva in a compontion
He quotes with approval 1n Antara {loka? wluch lays down MNiranta-
ra rasodeira garbha saundanya nirbhardd/ gread kwinim jivanty na
kaths matramiéntih?  Headrmits that 1t 18 not the mere matter or
plat but the beauty imparted to 5t by the contunuous development
of Rasa which can make the words of a poct Iive, and in this he follows
the dietum of Anandavardhana, but as he had already accepted the

' ¥ 2e1n of epusconde and plot-structure
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essentiality of Vakroht: the Rasa could be comprehended only as an
element of Vakrokti It would appear that while the theonists of the
school to which Runtaka belonged were indeed cognisant of that
aesthetic delectableness which must be present in poetry and which m
Sansknt goes by the name of Rasa but they could not yet harmonuse it
with their theory of Alamkara except indirectly as an embellishment
of the language or of sense  Thus 1n the figure Rasavat which was
recognised by old poetics (Bhamaha IIT 6 Dagdin II 280 fI') and
whach helped to smuggle in as it were the 1dea of Rasa into their sy3
terns tne moods and feelings are roused not for their own sake but only
to adorn the expressed thought Runtaka substantially follows this
tradition but as in the meantime the Dhvanihara and Anandasvardhana
had already worked out the munportance of Rasa and mdicated 13
position as an essential element 1n poetry he had to assign to Rasa a
definite place 1n his system and could no longer regard the Rasavat
etc  as comvenient figures of speech 1n which the Rasas could be
included

While discussing the lind of Vakya vakrata in which the Svabhava of
an object forms the theme Runtaka gnes directions as to how sentient
objects can be described and made attracine through the proper
development of sentiments lthe love  He appears to accept the theory
of Anandavardhana that the Rasas cannot be Sva $abda vacya!l and
gently ridicules those wnters (eg Udbhata) who hold views to the
contrary  In tlus connexion he pomts out how charmng results can
be produced 1in poetry by nounishing Rasas and Bhavas and cites ver363
from the FikramorraSye and Tapasa totsaraja as allustrations of
Vipralambha {rngara® and Rarupa rasa® respectinely He also com
ments upon the Rasoddipana samarthya! of Aumarasambhara and
Vthkramoria$iya  Inc dentally he cons ders 1in detail the claims of the

so-called Rasalamkaras {Rasavat Preyas Urasvin and Samahita) to
beincluded in the list of Alamkaras as they were done by older writers
who comprehended all ideas of rasa in these figures  huntaka could
not regard them in the same hight as they were viewed by older t} consts
Iike Bhamaha and Dagdin nor could | e regard them with Ananda
vardhana as eases of Gupibhuty wyadgyain hich th e suggested sense
(here Rasa) 1s subordinated to the exj ressed poetic g tres  He mun
tains that ] ke Svabhavoktr they are not Alamharas ut Alapharya
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1 e, m these so called poetic figures, the Rasa 1s developed for 1ts own
sake and not merely as an embellishment of the expressed thought
He criticises severely the older views of Bhamaha, Dandin, Udbhata
and others, commenting 1n detail upon theiwr defimtrons  But he s
at the same time careful in laying down that even the Rasavat, in which
Rasa 1s independently developed, 1s only an aspectof Vakratidepending
on Kavi-kaudala Ifnottheoretically invulnerable, this vaew 15 interest-
ing as indicating that the importance of Rasa, first advocated in poetic
theories by the Dhvamikiral, appears to have mfluenced thinkers
belonging to other traditions of thought The Dhvanikara attempted,
to reconcile the older idea of Rasavat as involving the Rasas secondanly
by admutting 1t 1n his second division of poetry, but huntaka brushes
aside all older views 1n this respect, and thinks that the case of Rasavat
should be considered as one 1n which the poet has an opportumty of
creating a lind of Vakrokt1 in which the Rasa supplies the principal
charm

Thus Kuntaka, recognsing the importance of Rasa in poetry, had
to ailow 1t to form an element of the two kinds of styfe the Sukumara
and the Vicitra He lays down mn general terms that Viechitts i
Sarasatva sampaducita®? Healso allows the Rasas to play animportant
part i1 what he calls Prabandha and Prakarapa vakrata, 1c, 1n
Vakrata, occurring in the compos:tion as a whele or m 1is constituent
eprsodes In a Prakaranal, for instance, the special kand of Vakrata-
vicchittt {or the ingenious and charmung turns) mntroduced in the
incidents of a traditional plot 1s justuified 1n so far as 1t contnbutes to
the development of Rasas  Sometimes the Prakaraga vakratid may be
such that the afigi or dormunant Rasass developed in an actof a drama
(e g in Vikramorradpa, Act IV} toa chimax which it has neverattained
cither before or after  Sometimes a single Rasa hke Karupa 15 deve-

loped and sustained throughout the play with constant repetition of
the theme, but the Vakratd 1s thereby notrendered tiresome hecause 1t
13 woven with new surprises and mide brifhant with Rasa and Alam.
kiri  In a Prabandha¥, agan, the Afgl rasa of the original story
may be abandoned tn [wvour of ancther Rasa to impart new charm
to the plot  Thus in the Vepitamh re the dominant Santa rasa ol the

Mababr3ratz is rejected 1n favour of Vira rasa
Simlar remarls apply to hauntala’s treatment of the element of

— s
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Dhvanmin poetry  Itis clear that Kuntaka who admts not the essen
tiality of Rsa or Dhvani—subject, of course, to what has been sard 1n
the foregoing paragraph about the importince of Rasa to Kuntaka,—
but that of Vakrokts, can comprehend them only 1in some aspects of Vak
ratd Ruyyaka explains that all ideas of Dhvam are acknowledged by
Kuntaka 1n the special form of Vakrokts, called Upacara vakrata, the
peculiarity of his view consisting 1n this recogmition of the concept of
the ¢ suggested sense * and in the attempt to mncorporate 1t 1n Vakrokt:
From Kuntika’s treatment of Upacara vakrata 1t appears that the
Upacara vakrata hies at the root of such pleasing figures as Ritpaka and
therefore of metaphoncal expression generally, and that, generally
speaking the Upacara consists of a supposed or fancied identification
of two objects, however distinet, on the basis even of the shghtest
resemblance  The term Upacara, no doubt, 1s often used loosely as
identical with Laksapd (Indication or Transferred Sense}, but the
above interpretation agrees with the 1dea of Upacira expounded by a
majority of theorists, and 15 put concisely by Vigvaniatha (p 47} as
‘ the arrest of the apprehension of difference between the two objects,
absolutely dustinet by means of the greatness of their resemblance’
As such, therefore, 1t 15 admttedly involved mn figures like Rupaka
(metaphor) and forms the basis of metaphoncal expression in general
As an mstance of Upacara vakrata Kuntaka cites the case of appl-
cation to immatenal objects of words which denote material objects,
as 1n the phrase ‘ particle of abuse® The word * particle’ apphcable
to material objects 1n the sense of * little * bears a pleasing charm to

the Sahrdaya, when 1t 1s applied, through the analogy of * littleness’,
to such immaterial objects as “abuse’ Kuntaka’s Upacara would
come under the comprehensive domamn of transferred expression
known as Lakjapd and would be included by the wnters of the
Dhvamni schoeol 1n the province of Laksani mula dhvani or suggestion
based upon Transference of Indication

The author of the Vakrokiznimia, therefore, may be classed (together
with Bhamaha Dandin, Udbhata and Vamana) among those who
hold (according to the classification of the Dhvantkdra and Ananda-
vardhana) that Dhvam or suggestion 1s Bhaktal, or, 1n other words,
among those who maintain that the suggested sense 13 not the essence
of poetry but 1s only a secondary element Kuntaka acknowledges
the concept of Dhvam but demes its independent extstence as © the
soul of poesy *’ by including 1t under various forms of Vakrokt:

o - .
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But m spite of the opimons of Ruyyaka, Vidyidhara and Jayaratha,
it appears that Kuntaka 1s more fully alive to the importance of Dhvam
in poetry than they would make us believe, and assigns to 1t a larger
part 1n hus scheme of Poeties than allowing it to be comprehended 1n
all its aspects 1n Upaciira vakratd merely At the very outset of his
work he defines Vicaka §abdal! and Vacya artha? comprehensively as
mncluding m 1ts scope not only Laksaka fabda? and Laksya arthat but
also Vyafijaka® and Vyaggya® word and sense, thus expressly recogms-
ing the three Vytns, including Vyafjana, i peoetry  He acknowledges
the element of Dhvani in the Sukumira marga but more exphailyin
the Vicitra marga The two cases of Laksana mila dhvam?, recogmsed
by the Dhvam School, are acknowledged by kuntaka The Paryaya-
vakrata, again, where words with a double meaning lead to the sugges-
tion of a metaphor or simile, 15 expressly stated by Kuntaka to fall watinn
the province of what 1s called the Sabda fakti mula dhvan® Thus
Kuntaka admits most of the broad divisions of Dhvan: elaborated by
the Dhvant theornists

Again, huntaka recognises Pratiyamanati generally in those cases
of Vakya vakrati where the Svabhiava of an object forms the theme and
guardedly uses the term, Gocaratva?, instead of Vacyatval?, so as to
include the possiba{ity of Vyasigyatval!  He thus clearly indicates that
such descriptions are possible not only through express words but also
through suggestive expressions In other words he accepts in a
general sense what s known as Vastu-dhvam!® In this way, he appears
to acknowledge Alamkira dhvam, as elsewhere he acknowledges Rasa-
dhvan and Vastu-dhvama  In one passage, while discussing the figure
Panvrtul’, which he would consider to be Alamkarya {(and not an
Alamkira), he mives hus opinton that this so called figure 1s charming
when 1t involves suggestion, and speaks categoncally in this cone
nexion of the three forms of suggestion of Vastu, Alamkira and Rasa
recognised by the Dhvant school

-- --- - ---ﬂ. i .._- L _
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Indeed, Kuntaka belongs to that group of authors who, having
flounshed after Anandavardhana’s time, do not deny the concept of
Dhvani, but try to explain it in terms of already recognised 1deas
Like Mahimabhatta who attempts to settle the process of Suggestion
by the technical logical process of Inference, Kuntaka lived in the
interval between Anandavardhana who first championed the Dhvami-
theory and Mammata whose classical text-book raised the theory to
almost exclusive authority. Like Mahimabhat{ta again, Kuntaka, as a
follower of Bhiimaha, Udbhata and the Alamkira school, started a vigo-
rous but short-lived reactionary movement which wanted to go back
to the old position in a somewhat original way by an attempt to re-
concile new ideas with the old  In this lies the historical importance
of Kuntaka’s work But like the Anumina-theory of Mahimabhatta,
still again, Kuntaka's theory of Vakrokti never appearsto have received
Yiberal recogmtion in the hands of later theorists, all of whom, since
Mammata's time, accepted without question the Dhvani-theory of
Apandavardhana  If later writers refer 1o his Vakrokty, it is only to
criticise and reject 1t; and in attempting to revive and extend Bha-
maha’s old theory in the face of the more widely received theory of the
Dhvambira and Anandavardhana, Kuntaka was apparently fighting
on behalf of a cause already doomed
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its equivalent Sakti are sometimes used in this sense in Sanskrit works
But since genius is a vague and general term, and moreover is always
scen in poetry in the excellence of the poet’s imagination, we need not
feel any hesitation in equating Pratibha with Imagination.

Pratibhi literally mcans a flash across the mind--a revelation
characterised by *immediacy and freshness’.  Many systems of Indian
philosophy have developed doctrines of Pratibha to explain the trans-
cendental knowledge gained by immediate vision without resorting to
the laborious and often inadequate exercise of the inteliect.  Aesthe-
tics is but a branch of philosophy; and it has been clearly shown that
tmportant theories of Indian Poetics, especially those which explain the
realization of Rasa, follow closcly distinct schools of Indian philosophy?.
The statermnents of our Alamkarikas about Kavi-pratibha too can be
easily traced to the doctrines of intuitive knowledge developed by
different schools of philosophy like the Agama, the Nyiya and the
Taina We may note here one obviousillustration. It was in Kashmir,
the home of the Pratyabhijiii school, that Indian aesthetic thought
reached its fullest height; writers ike Abhinavagupta achicved emun-
ence in both fields of speculation. No wonder then that statements
regarding the nature of Pratibhi in poetry should in many cases be a
reflection of the Salvigama view. Indeed, Abhinavagupta’s stanza:

Yadunmilanafaktyana vi§vamunmilat: kgagpat
Svatmayatanavi§rintaim tam vande pratibhim $§1vam
—Dhoan 1} aglokalocana,
end of ch L.

which describes Pard Pratibhi — the Supreme Power of Siva ever
residing in Himself and revealing the entire creation 1n the process of
self-revelation—can equally well apply to Kavipratibha, the poet’s
imagmative vision to which the whole uninerse becomes open  We
may be certain that Abhinavagupta intended his lines to charactenze
both the Pratibhis.

But let us dally no further with this subject of philosophacal origins
and correspondences which, though fascinating, cannot be discussed
with any competence by the present writer We shall confine our
attention to the views on Pratibhid as mamfested in Poetry, It is
customary for the majority of Alamkarikas to dismiss this subject wath
a few remarks while discussing the requisites of the poet But
Rajasekhara with his nsual interest in topies whach are somewhat out of

- 1See Indm; Aesthelics h;,r_ll_l;::uf' M Hiriyanna, Proceedings of E;.;f’lﬂt a"ﬂi Iﬂdl;
Onental Conference, Poona, Vol II, also included as the first essay an Art Experience
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the beaten track devotes a whole chapter and even more of lus Kavya-
mimdmsa to Praibha  He has many interesting things to say about 1t,
one of his most valuable contributions to the subject 1s the recognition
of the Responsive (Bhiavayitn) Imagination of the reader beside the
usual Creative (Karayitr1) Imagination of the poet A wnter who
deserves far greater tnibute, however, 1s Kuntaka It may be said
that hus Vakroktipinta 1s nothing but a treatsse on the function of Imag-
nation 1in Poetry At the outset he admuts the ultimate supremacy of
the poet’s Imagination, he regards i1t as the source of every proper
charmin a poem and holds 1t to be the very life of every poetic element,
especiaily of Alamharas Again and again, aimost on every other page
of the Vakrotinvita the word Pratibha {or some equvalent of 1t) 15
brought 1n to explain this or that charm of poetry And, alone of all
Alamkarikas 1t 1s Kuntaka that has something direct to say about the
shaping of the poet’s conception 1n the course of expression  In fact,
the very pivot of hus system, the Vakra kavivydapara (the striking acti-
vity of the poet), seems to mean nothing but Kavipratibhi vyapara,
since every mode (Prakara} of its working 1s the transcending of the
matter for the aclievement of something imaginative

Among the other Alamkankas that we can consult with great profit
there are of course the two master-minds, Anandavardhanal and
Abhinavagupta, the hints and chance-remarks that they drop off
and on i1llumine the whole regions of the subject of Pratibha Then,
there 1s Abhinavagupta’s own teacher Bhatta Tauta Unfortunately,
we possess only a few fragments from his still unrecovered Aaug-
kautuka, but they are quite precious Lastly, we must not forget to
mention Mahima Bhatta, the chiel critic of the Dhvant school  Inhus
Vyaktiviveka there 1s a short passage on the nature of Pratibha intro-
duced incidentally in the discussion of the figure Svabhavokti It 1s
so signmficant that we cannot help regreting the loss of his philoso-
phical work Tattroktikeda in which he had specifically expounded
Pratibha.tattva

It 15 the creative aspect of Imagination-—its power to conceve
ever new thoughts and images and to express them in hiving words—
that easily catches one’s attention The celebrated defimtion given by
Tauta points out particularly this feature of Prattbhia The full
passage, so far as it has been preserved for us in quotations (e g Rayps-
nyédsana, 2nd Edn , p 3), runs s follows —

P e
[ .

1The 'a;thﬂ; -.:.f. t-i:u: ;:.rﬂ.r:nt pApCT hflc;;ﬁg! to the sehool which makes n:: distinction
betwern the RAnki and the Vitty port ons of the Diranyalola, Ananadavardhana
1s taken as the author of both
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reseals 1ts own umque self  The poet’s Imagination seizes 1ts indiv
dual qualities—the quahties which give even the meanest object great
sigmficance and make the ugliest appear mogt charmmng—and repre
sents in fit words such a vision of reality

Hence, a poet need niot go heyond the commonality of hife to create
Beauty There 1s Beauty before him 1f he ¢an but look at 1t with the
right eyes, and a bare, unadormned representation of it can become
true poetry—indeed 1t may surpass in charming descriptions cloaked
in adventitious finery  This seems to be the real significance of admat
ting Svabhavoktiin poetry  Whether i1t should be technically brought
under the Alamblaras proper or not 1s 2 problem of mmor importance
What we should specially bear in mund in our present discussion 1s the
fact that in Svabhavokt: the poet adds nothing of his own, he represents
a thing as he sees it.  No doubt hus vision 1s fresh and selects only the
unque features of the object he 1s descnbing  but there can be no art
without selection

That fidelity tolife, as1t1s, has a place 1n poetry 1s further recogmzed
by the theornsts in the inclusion of Vastu along with Alamkara and
Rasa under Dhvam ﬂb}llﬂaﬁlguptﬂ takes care to point out that even
the other two lkunds of Dhvam ultimately resnlve into Rasa, but that
Vastu (unadorned fact)? should be grven at zll the status of Dhvamn
under appropnate conditions is surely sigmficant  This point becomes
still clearer when we observe its further division into Kavipraudhoktrasg
panna, *evolved b}' the poet 5 1magmative EXpression * and Svatah
sagibhavi ‘exssting m actuality> In Western Poeties there has been
a long drawn quarrel over the question whether Poetry 1s essentially
‘Imitatron > or ¢ Creatton  (Mumesis or Poesis) In India the
problem did not long remain unsolved (though 1n the carlier stages of
poetics there was some fight over Svabhavokti) Both the modes
came to be admatted because both of them could achieve Rasa
prakida the mostimportaat aim of poetry  Nesther * Imitation nor
¢ Creation '—or to use our own terminology, neither * Svabhavokt:’
nor ‘Vakrokti’—is an end in itself, 1t 13 only a means to the realrza
tion of Rasa, and has to be justified only in relation to thais end

So far we have been stressing the nature of Imagmation as a hind of
Difsti—a way of Imklng at the umiverse Now we hzve to revert to

its more famibar aspect—Srstt (Creation), and make an attempt to
understand more exactly what it means  “The poet 1s often compared

Tt ;m.l;‘: b.c remembered however that Vastu hﬂm::mts pm:tm only when 1t 18
suggested  Again Vastz can s gmfy a supernatural fact as well as 2 natural fact
All supgested sense wh ch i ne ther Rasa nor Alankars iz termed \ asiu
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to the Creator, sometimes to the detriment of the latter The poetic
world 1s said to be free from the laws of Destiny and created by the
poet without the least material cause  That 1s to say, the poet 13 sup-
posed to weave 1t out of the shapes and sounds that his own Imagina-
tion bodies forth  But, tn art as in Iife, something cannot come out of
nothing The poet’s Imagmation must feed on something outside 1t,
be the food as rare and tenuous as * the aenal kisses of shapes that
haunt thought’s wildernesses’ Psychologists have shown that even
the most onginal Imagmmation can only work on the mmpressions of
the world 1t has received, © 1t may produce new modes of combination,
but no new elements*! Indian theorists too were not unaware of
this even when they grew eloquent over the Poet’s creative magic

Ior instance, when Anandavardhana says

Apire Kavyasamsire kavireva prajapatij
Yathidsamal rocate visvam tathedam parivartate?

he adrmits clearly that the poet works upon the material presented by
the world and does not create hus poem out of the veid  Note especially
the word panvartate, ‘transforms’ 1t holds the key to the secret of
poetic creation

It 13 Kuntaka, however, that has devoted some space to the discus-
sion of this problem  He remarks unequivocally

Yanna(?) varpyamanasvarupalh padarthih kavibhirabhiitih santab
kriyante, kevalam sattimatrepa parisphuratam caigam tathividhah
ko’pyatidayah punaradheyate, yena kamapr sahrdayahrdayahdripim
ramaniyatam adhiropyate  (Vakroktyoila, p 140)

By this he means that the poet does not set about creating non-
existent objects, but taking them as they accur bleak in Iife he endows
them with some special charm in the process of describing them
Then, Kuntaka goes on to say, this special charm contributed by the
poet conceals effectively the original character of the object, and 1n the
form reveated through the poet’s Imagination the object shines Like
some new creitton [t 13 this which entitles the poet to the appella-

1Read npgs n Pyychology, 'p 339  Cf also * all so-called inapwrat;ons occur
:tnctl'} within the limut of the indnidual 8 capacity, tramming and previous cogm
tions* | L Downecy Creatiwe Imagination, p 158

'In this infrute world the Poet 13 the creator  He wransforms the world as it
pleasecs ham

Compare the implications of this wath the statement of Croce  “The philosophy of

lanpuage, 1n a word, 13 identical with the philosophy of poctry and art the scicnce of
mntuiion-cxpicesion  acstheues which  embraces  Japgua m s wholr
exterdsian * {Aesthetcs, Encyclopaedia Britanmcg X1V, Ed.nf’:
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tion of Creator These remarks of Kuntaka apply to Utpadyal as well
as Prasiddha? themes For even when a poet invents an incident he

does not create 1t absolutely What he does 1s to fuse together the
various features of the things that, owing to the inherent relation
between one and another, spring at the moment to his Imagination

of their own accord. As a result of this integration we perceive indeed
a new thing, but in reality 1t 1s only 1ts Atifaya® that has been the
origmnal work of the poet  Kuntaka’s account of this process 15 a httle

abscure here and there, but there 15 no uncertainty about his general
posittion
By thus questioming the poet’s title to the rank of creator in the
absolute sense, we are not, by any means, reducing the marvel of poetic
creation  The picture as 1t emerges from the poet’s imagination does
indeed look new, because he has endowed 1t with a transcendental
charm And the elements which have gone to male it may seem
incredible when viewed separately, but somehow they have become
welded 1nto a most harmomious whole Thus does Anandavardhana
characterize the poet’s speech, comparing it with the enchanting
graces of one’s beloved
In almost every defimtion of Pratibha, we observe that Artha and
Sabda, Abludheya and Abhidhina, Dardana and Vargana, or Prakhya
and Updkhyi—i ¢, the conception (or inturtion) and its verbal
expression—are both attributed to the imagmative activaty That s as
1t should be A conception, howeyver orginal 1t might be, leads but a
shadowy existence until 1t 1s embodied in appropnate words TFhere
are philosophers who hold that one possesses an intuttion only to the
extent one 15 able to express 1t, at least to onesell? However thus may
be, there 13 no doubt that a poet truly becomes a poct only when he
has woven his rich conceptions into verbal patterns Bhat{a Tauta,
as quoted by Hemacandra, has something significant to say on
this point
‘Itissaid thata Kavi s necessarily a seer {R31), and a seer1s one who
has vision (Darfana) Vision s the intwition {Prakhya) of the Reality
undeslymg the mandold objects of the unaverse and thear graalites
1Created by imamnation

M ell known (histonecal and legendary)

*Fxtraord nary element
icr' mtuition i only intution in so far 231t is in that very act expresnon An

image that does not express that is not speech, song drawing, panting sculpiure
or architecture—speech at least murmured to oneself pong at Irast echong withn
one ¢ own brrast, hne and colour seen in imamnation and colouting with 1ts own
tint the whole oul and organism-——is an amage that does not ex s’ (Croce

Arsthet o8, Eaoye Brt, MV th Edp)
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chance to rise above the threshold of consciousness  Hence his vision
hecomes conventional and matter of fact But in a poct most of
these inhibitions are relaxed, hence his impressions freely flow mto
his consciousness ‘This accounts for the wealth of rmagery that the
noet has at Ius command Again, much of the poet’s construcuve
work takes place 1in hus sub conscious mind This fact explains the
shock of surprse the poet himself feels when a splendid thought or image
flashes across hus mind  His poem seems {0 COMPOsC itself for im  If
one 1s averse to give credence to ante natal Samskaras and supernatural
blessings, this 18 the only explanation that one can accept of the
creative mystery It can also help one to understand the exceptional
cases of poetic outburst mentioned by Jagannitha Pand 1ita——how at the
end of a long peniod of silence a person suddenly finds tus tongue and
bemns to sing  Probably a great intellectual or emotional crists has
loosened many of his inhibitions, and all the wealth of expenience which
had heen tll then locked up comes back to his consciousness 1n fresh

associations to be moulded into poetry
It 1s very interesting here to turn to what Hemacandra, following

Jaina philosophy, has to say on the coming into play of Praibhi  He
divides Pratibhd into two classes nnate (Sahaya) and conditioned
(Aupidhuki}, the latter being caused by incantations, divine bleesing,
ete  But both kinds spring into activity in much the same way The
soul 15 luminous by nature like the sun  But certain Karmas (called
Jiidnavaraniya karmas) veil 1t ike a cloud and prevent it from shimng
When they are removed {Kgaya) or suppressed (Upafama) Pratibha
bursts forth in splendour  If this process takes place of its own accord
we have * innate * Praubha, but if supernatural aids are necessary to
remove the vetl we have the * concditioned vantety’ The correspon-
dence between Hemacandra’s view and that of modern psychology
becomes strking once we cquate the Avarana (veil} of Hemacandra
with the ¢ inlubitions’ of the latter schoo!l 1n this particular respect
So far, we have deliberately refrained from dwelling on the most
ymportant condition of the poct's 1maginatne activity—the lever
which sets 1t 1n mohon In the creative period of Indian aesthetics
the eritics of the Dhyvam theory were one with 1ts champions 1n acclaim-

ing Rasa the soul of poetry It 1s Rasanubhaval frem which poctry
springs and 1t 13 Rasaprahifa? at which 1t aums INo wonder then that

Rasa controls the working of the poet’s Imagination too DNow we
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understand the significance of the expressions, * Rasavedavaidadya "'—
and ‘Rasinugugafabdirthacinta’>—in the defimtions of Pratibhi given
by Abhmavagupta and Mahima Bhatta respectinely For the very
awakemng of the poet’s Imagination there must be an tmtial emotonal
thnll 1n hus heart The faggots must be it before the flame can shoot up
Agamn, the Imagination of a poet who 1s genwinely under the influence
of Rasa can conceive only such fancies and images and order them only
1n such ways as are most 11 harmony wath his predominant emotional
mood. If through carelessness lus fancy breaks loose and produces
conceptrons which bring a break in the Rasapratiti?, he has to cancel
them ruthlessly for the sake of achieving harmony A poet has to
be doubly watchful 1n the matter of Alamkiaras for, Alamkaras more
than anything else are the specific creatures of Imaginatont An
Alamkira has a place in poetry when 1t ean be concenved by the poet
as he 15 borne along the current of Rasa and does not put forth any
extraneous effort for 1ts development An Alamkara (ornament)
Justifies 1ts name only when it 1s developed with care and 1n place
Anandavardhana again and again stresses this pomnt A poet’s
fancy may have the power to mint a hundred 1mages, but he must use
only those that are in hannony with the Rasa  Alas, then, as now,
there were not wanting poets who snapped their fingers at Rasa and
indulged their fancy to the utmostin heaping Alamh3ra on Alamlira
What has been said just now must not of course be taken to mean
that Anandavardhana 1s averse to the full play of Imagmation. All
that he wants to stress 13 that Rasa should be its gmding star Once
this 13 admatted, he yields to none 1n appreciating the supreme impor
tance of Imagination in poetry  Nor 1s he prone to judge the propniety
of an Alamkara by a cast iron rule  He Lnows that there tymbles 1into
the 1magination of an 1nspired poet conception after conception, each
of which leaves the reader gaping with wonder The poet does not
go seeking after them, they crowd at his door eager to get a nod from

himS5 In fact, 1t 15 on the super normal excellence of 2 poet’s Pran
bha, as revealed n his poetry, that his greatness depends

i Clarsty ofvision resul ong from the ms-i:-ira.hun of Rasa,
*Contemplation of the word and the meaming conformmung to Rasa,
3Perception of Rasa,

*That a speafic activity of the Imagination 15 at the baus of every Alamkira 1s
fully recocmuzed by cur Alamkarikas from huntaka onwards (See 8. b De

Vatrokiyjirta Introduction Sec. 7 where the matter 1s fully discussed.)  As we hawe

noted already the ficht over Svabhavokt too ultzmately revolves round thus point,
I H @ March 1937
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As Anandavardhana has pomted out in his comment here,
the world has indeed seen numberless poets of the most varied types,
but 1t 1s some five or six hke Rild3asa that have been accorded the
epithet *mahakavi® It 15 the exceptional quality of therr Imaming
tion that has won for them this rank

At the outset of the present enquiry we obsened the bias of Indian
Poetics towards the reader’s point of view Nowhere else has the reader
of poetry recerved such an exalted position He s the Sahrdaya—one
with a hindred heart—in whom the outpounng of the poet’s heart
finds it goal and fulfilment. The poet and he are the two aspects of a
single entity-—the Sarasvata tattva® Hence the reader too nceds
Imagination to understand poetry and re Ineit  Rajadekhara calls 1t
Bhavayitri pratibhi (Responsive Imagination) distingushing 1t from
the Karayitn pratibhi {Creatine Imagination) of the poct  Itis thus
which enables the reader to respond to and realise the poet’s effort and
conception * There are critics who hold that the same person cannot
be both a poet and a cnitic because he either lacks the power to compose
poetry or cannot enjoy the poetry of another through jealousy or com-
plete self regard It 1s also sard that a poet cannot appreciate pro
perly his own poetry either, but has to leave 1t to the enjoyment of the
Rasika {one who has the capacity to enjoy Rasa), probably because he
cannot nse above lus personal concern 1in the poem and regard 1t
objectively But these views cannot stand much examination since
they mulitate against the very conception of Sahrdayatva  Poetry
fuls 1n 1ts purpose 1f the same expenence does not ammate both the
noet and the reader It may be the musfortune of some poets not to
be able to enjoy properly the work of another poet or even therr own
But this 1s due to extra poctic causes and do¢s not concern us at present.
What we are anxious to point out 1s the simulanty that exists between
the reader’s appreciatine activity and the poet’s own creative actisity
There 1s no doubt some dufference between the reader and the poet,
since the former’s Imagination 1s less actine and less oniginal than
the latter s YWhale the poct’s Imagination has to seel sclectand bald
and so create poctry, the reader’s has simply to re-experience what 1s
tnven to it But the Iatter is none the less a creative act  Unless the
reader, by imagnatie response, fecls the very glow that thnlled the
noet’s heart, he cannot hope to re-live the expenience that the poct once
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lived through and expressed in words. The appreciation of Poetry
is not a cold intellectual apprehension. The reader has to feel the
original inspiration in every fibre of his being

Apamn, we must not forget the essentially suggestive nature of art.
A poet can never hope to make explicit (Vicya) through words his
glimpse of beauty. He can, at best, point in its direction; and the
rcader has to use his own eyes to visualiseit.  The enjoyment of poetry
1s no listless passivity. The reader has to meet the author at least
halfway. Abhinavagupta utters but the bare truth in remarking that
the very hfe of Dhvani lies in the cooperation of the reader’s Imagi-
nation with the poet’s.

We can draw to a close now., There can be no apter conclusion to
this enquiry than a quotation from the Vakrokfijivita (p. 129) indicat-
ing almost all the aspects of the subject—Sokgmarthadardfana, apiir-
varthanirmana and kavisahidaya-pratibh3-sahaldra [r e, intntion
of the subtle aspects of things, creation of something new and the
eo-operation of the reader’s imagination with the poet’s]

Linam vastuni yena siikkgmasnbhagam tattvam girdkrsyate
nirmatum prabhavenmanohoramidam vicaiva yo va bahih
vande dvavapi tivaham kavivarau vandetaram tam punar
yo vijilydtaparisramdyamanayorbharavatiraksamah

‘ He who with his words draws out the subtle and beautiful attnbutes
hidden within things, he who can by his mere words incarnate them
externally in a beautiful form, these two great poets I salute, and indeed
I salute more the {connoisseur) who knows the labour of the above
two and is a fit person to receive the burden unloaded by them *



8 THLE ALSTHETIC EXPERILNCE ACCORDING TO
ABHINAVAGUPTA®

Dr B Gnoly

The most ancient text that has come down to us s the Nafya S dstra
(4th or 5th Century A D ?), which tradition attributes to Bharata
This 13 a volumunous collection of rules and instructions concerned,
in the mamn, with the production of drama and the education of
the actors Drama 1s considered as a form of synthesis between the
visual and aural arts In it both collaborate at arousing in the
spectator, more casly and foraibly than by any other form of art,
a state of consciousness sut generts, conceised intwtively and concretely
as a Juice or flavour, called Rasa

This Rasa, when tasted by the spectator, pervades and enchants him
Acsthetic experience 1s, therefore, the act of tasting this Rasa, of
ymmersing oneself m 1t to the exclusion of all else Bharata, n a
famous apharism, which, nterpreted and elaborated :n vanous ways,
forms the point of departure of all later Indian aesthetic thought, says,
in substance, that Rasa 1t born from the umon of the play with the
nerformance of theactors  The essence of this Rasw, of which Bharata
speaks, became the subject of study and analysis to a whole senies of
thinkers, e1ch of whom was anxious {0 contnbute 1o a cletrer under-
standine of the words of the master I'he earliest of these about whom
we have any knowledge were Dagdin and Bhatta Lollata, who Ined
respectis ely about the 7th and 9th Centunes, they thought, cunouly,
thit Rasa was none other than an ordinary movement of the mind
(1nger, pun, etc) developed to the highest degree by the combined
effect of the play, the prodaction and the actors, ctc Rasa, Bhatta
Lollata declared, 15 to be found in the represented character and, by
cextension and then metaphonically only, 1n the imitaung actor
Satikulk 1, who s ed a short ume after Bhat{a Lollaty, disagrees decune-
by with the theory of hus predecescons According to lum, Rac i not
an intensified but an imitated state ol mind  Fhe actor 1imatates the
state of rund of the charcters he s portraving and thu enitared state
of miad 15 pcrrtﬁtd by the spectators n the form of Rasa s
perceptiion as free of anvy relatton to the o centy of reality and ron-
reality . A hore ymutated by o painter, Sa8kula otnenes, dney not
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while accepting, on the one hand, the solution put forward by Bhatia
Nayaka, did not fail, on the other, to show up clearly the boundary
lines which separate the state of mystical consciousness from that of
aesthetic consciousness Religrtous experience, he argued, marks
the complete disappearance of all polarity, the Iysis of all dialexas 1n
the dissolving fire of God Sun and Moon, day and mght, good and evil
are consumed 1n the ardent flame of consciousness The Yogin remains,
as 1t were, 1solated in the compact solitude of his consciousness, far
beyond any form of discursive thought In aesthetic expenence,
however, the feelings and the facts of everyday life, even if they are
transfigured, are always present In respect of its proper and irre-
ducible character, therefore, which distinguishes it from any form of
orcdinary consciousness, aesthetic experience 1s not of a discursive order
On the other hand as regards :ts content—which 15 nothing but ordi
nary life purified and freed from every individual relationship—
aesthetic consciousness 1s no different from any other form of discursnne
conscrousness  Artis not absence of ife—every element of hife appears
in aesthetic experience—but 1t 18 Iife itself, pacified and detached from
all passions Further devotion (which 1s a preliminary and unavoid
able moment of religious experience} postulates the complete abandon
of the subject to the object of worship, God Paramedvara, who,
although being immanent and consubstantial, according to Abhmava-
gupta, with the thought which thinks Him, becomes in the rehgious
moment as if transcendent to 1t and separate from it The purpose of
the Yomn 1s to 1dentify himself wath thus transcendental object  Relim
ous devotion 1mplies therefore a constant drive towards an end which
15 otitside 1t and, as such, 13 the very antithesis of aesthetic expenence,
whuich 1s perfect self sufficrency

What 15 the nature of poetic language?® This problem attracted
the attention, in the 9th century, of a rhetonoaan and philosopher by
the name of Anandavardhana Hisis a justly famous book, called the
Dhramyaloka, on which Abhimnavagupta was to comment a century and
half later Anandavardhana reached certain conclusions which
were accepted, with some rare exceptions, by all later Indian aesthetic
thinkers  Poetic language he says, 1s different from the language of
prose 1t arouses in the reader echoes and feclings—in a word, aesthetic
experience—foreign to prose, whose value 15 purely informatne and
didactic The words in a prose text have, according to Indian
inguustics, two or, 1n the view of some wriiers, three powers, of wlich
the chief one 13 the power of denotation (abhidha}, the faculty, that s,
of denoting a given object  Clearly, the power to arouse acsthetic
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experience cannot be reduced to this  Anandavardhana concerves
aesthetic experience 1n terms of a power (of a function, Vyapara Vitt)
which makes manifest unexpectedly and without any noticeable bnidge,
a new sense, independent of the conventional sense  To this new
sense, which 18 none other than Rasa, this school gave the name, which
1s difficult to translate, of Dhvam, sound, or more specifically, Rasa-
dhvam, the sound of Rasa

In his commentary, Abhmavagupta goes on to specily the relation-
stup which exists between the words and Rasa This 1s neither a
naturalistic relationship between cause and effect nor 2 gnoseological
relationship between the communicating sign and the thing commumn-
cated, but a relationship between what he calls—so as to distingrush
the aesthetic fact from any other—manifestor and manifested Rasa
1s netther caused nor madeknown by the poetic word, but 18 marnufested
by 1t Aesthetic expernience, manifested (and not produced nor
expressed) by the poetic word, 1s not 1n a relationship of cause and
effect with that which precedes and follows it, but marks, as it were, a
magical break in the web of relationships of which everyday life,
Samsira, 1s woven 1The prosaic wordl, Abhunavagupta says, 15 ssmply
an 1nstrurment of information and, once 1thas fulfilled 1ts tasks, that s to
say, once 1t has been perceived has no further usefulness The poetic
word on the contrary, 1s 2n end m 1self and, once read and tasted,
loses nothang of 1ts 1ntrinsic value, but remains, as it were, virgin and
intact Art, Abhinavagupta says, 1n contradiction to Bhatta Nayaka
and to tradition in general, 15 not instructive, except indirectly, 11 so
far as 1t sharpens the aesthetic sensibulity and, thercfore, the conscious
ness

While the aesthetic expenience, which concerns the spectator above
all, was receving so much attention Indian thought did not neglect
to exarne the creative moment, In which the poet gives Life and breath
to hus work. The chief thinkers to study the nature of the birth of a
work of poetry were Anandavardhana and Bhat{a Tauta and later
Abhinavagupta, his immediate disciple  *In the infimte sea of
noetry '—wntes Anandavardhana~—* the poct 1$ the true and sols
creator and ast pleases him to crea te, 50 the whole grows and 1s trans
formed ' The poctis at once he who seces (the seer, Re1} and he who 1s
able to express that which he sees (Varpanampuna) Rasa, the aesthetic
state of consciousness, belongs, 1n reality, to the poet alone, 1t 1s
nothing but hais ¢ generalized * consciousnesy It fills hum entirely wath
stealf and 13 translated spontancously into poctic expression, hike a
lhquid which overflows from a vase or ke the natural or pre-chscursive
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sive consciousness  In these stanzas, conscrousness 1s descnbed as being
of two sorts, discursive conscrousness which 1s consciousness of the
unyversal, and direct consciousness, which precedes the activity of the
m:nd, transcends the doman of language and s thus consciousness of
the particular In this context Mahima Bhatta also says—'The object
of direct perception 1s the particular  This and no other 15 the object
of the language of good poets, gifted withintwtion * Intuition 1s there-
fore a form of direct perception (Prajfia}, says another stanza, which
while the poet 15 completely absorbed in the labour and the search
that precede poetical creation, s born unexpectedly from contact
with the thing i se {Svarupa==8valaksafa}, that1s to say, before any
mental construction In an image borrowed from mystical thought,
voetic intuition ts described as the third eye of Siva, n virtue of which
one perceives by direct intwtion, independently, that s, of discursine
knowledge, every form of custence, past, present and future ‘The logi-
cal and practical categornies of language are a dhaphragm, an obstacle
which comes between the reality and our consciousness  The difference
between the poetical and the ordmary language consists mn tlus, that
the former 13 devoid of these categories and therefore attans the real-
ity before 1ts sohdification nto the modes of discursive thought In this
sense, the poctical language 15 related to other unconventional forms
of expression, namely nterjections, intonation of voice, and, on the
religious plane, the Mantras
After Abhimnavagupta, the study of qestheties conunued 1n India up
to the present day, but wathout receiving any further creatn ¢ stimulus
Anandavardhana, Bhat{a Mayaka, Bhatta Tauta and Abhinavazupta
are stifl the most charactenstic exponcnts of this subject and their
thought, although at tumes uncerian and ingenuous, reaches, wath
Abhinavagupta, concluuons wluch are still valid today and even rela-
tively novel to Western thought. The conception of art as an activaty
and an ndependent spintual experience, freed of practical interests,
which the intmtion of hant percenved for the West, was already, in
10th centuny India, an obyect of study and controversy  Poetry sand

Anmandavardhana and Ablunavagupta, is inextinguishable 1t exasts
and will exast for ever  Lake love, it has kindled and will continue to

kindle the hearts of man with new and pulsating life, 1t 1s an essentual
1nd independent part of human nature and the poets whao will never
ctise 1o tap ity souree, v from exhasing it only punfy and ennch

1t with new and ever-chanaing expenences



9. SAHITYA*
Professor V. Raghavan

The concept of Sahitya had a grammatical origin It became a
poetic concept even as early as Rajadekhara; as far as we can see at
present, the Kavyamimamsa is the earliest work to mention the name
Sahitya and Sahitya-vidyd as meaninpy Poetry and Poetics. Even
after Rijadelhara, grammatical associtations were clinging to the term
up to Bhoja’s time. Kuntaka, about the time of Bhoja himself, was
responsible for divesting Sahitya of dry grammatical associations and
{for defining it as a great quality of the relation between Sabda and
Artha in Poetry. Sometime afterwards, Ruyyaka or Mankhuka wrotc
a work called Sahifyg-mimamsa, which was the first work on Poetics to
have the name Sihitya. Afterwards, Sahitya became more common
and we have the notable example of the §zhtlya-darpana of Vidvanitha.

Sahitya i1s dertved from the word ‘ Sahita ’, ‘ united together’. All
literature is made of the material of word and sense united together
and so also 1s Poetry. The earliest definitions of Poetry are material,
giving us the substance of which Poetry is made, namely, Sabda and
Artha This is the starting point and no one can ignore this essential
element so long as Poetry is a Lind of expression, expressed through the
medium of language So Rudrata follows wath his indication of the
nature of Kivya—that Sabda and Artha constitute it and many later
wrniters hike Mammata and Vidyanitha define Poetry throurh Sabda
and Artha. Even after the establishment of the Atman (soul) of
Poetry, Sabda and Artha were taken as the body of Poetry. The
two, Sabda and Artha, are inscparable and always go together, the one
meaning the other. No literature, no talking even, is possible without
the two  But there scems to have been in the early period of Poetics
a view on this grammatico-pocetic question that of the two clements of
Sabda and Artha, the former is more essential and important, It is
perhaps to answer this view that Magha saysin his poem, theS ifupdla-
radha, that a discerning man will pay equal regard to Fate and Sell-
cxertion, even as a poet will, to both Sabda and Artha. Migha
here emphasises that Sabda and Artha are of equal importance. Itis
to this same controyersy that Bhimaha refers and replies Like Micha,

Bhimaha saysJthat both Sabda and Artha, united together, form

*Adapted from Some Concepls of Alarhzra § &rtra and Dhea's Spdgira Prakats,
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Kiavya It 1s meammngless to emphasise either Sabda only or Artha
only, to call the one as Abhyantaral and the other as Biahya* In
another way, the very late wrnter Jagannitha emphasises Sabda to
start with, though he mcludes Artha also mn his defimtion of Poetry
He dehfines Poetry as dabda that gives such an 1dea, Artha, asis produc-
tive of non-worldly aesthetic bliss when contemplated upon  jagan-
nitha further justifies humself that it 1s dabda that1s called Kavya and
not Artha also, because we say i the world ¢ The Kivya has been
read but 1ts Artha has not been anderstood ?  But n the ordinary
speech in the world one adopts a fictitious analysis of a single whole
into 1ts parts The proper attstude would therefore be what Kuntaka
has stated, namely, that both dabda and Artha together constitute
poctry

The emphasss on Sabda by a echool which considered Artha as
Bihya was perhaps strongly ofluenced by the grammatical Sabda
Brahman phluilosophy of the Fa®) apadiya which holds Arthaasa Vivarta’
of Sabda Bhoja 15 a great follower of Bhartrthan and s work 13
quoted numberless times 1 the opening chapters of the S rnpdra Pra-
kida Bhoja takes troubleto explain that the acceptance of Dhivam does
not bring any difficulty regarding the bastc tenet that all Artha 15 the
Vivarta of Sabda He explains Dhvant also as a Sabda Viarta
As against this view of dabda pradhinyal, 1t can be satd that the Lty-
mologists or Nruktas considered the idea or Artha as chief and Sabda
secondary 10 1mportance It 1s as o reply to this controversy that
Bhimaha says that Lath Sabda and Artha together constitute Poctry

This 15 the first sigmificance of Saluty?
The old writers did not go farther than defimng Poctry as made up

of abda and Artha, words and 1deas  Anything said or wrnitten 1s of
this nature and this docs not define Poetry or, onthe faccofit, greusan
idea of the nature of the charman Poetry The old writers described
Poetry as linguistic composition (Sabda and Artha), divided 1t into
Prose and Verse, Sanskrnt and Prilrt, Read and Acted, and so on

But at the same time they realused that Sabda and Artha in Peetry had
a special beauty not found elsewhere, that, to put it briefly, the Sabda
and Artha in Poetry had some speciality, Videsa  Itisa question of
deciching thas Vifega® thatas the problem of Poeties, Someapproxchied
the problem from the oulcr expression, the garl called Sabda and
Artha, some plumbed the content within; while others emphasised
that, whetheritbe a Vifesa of the g1bdirtha or of the content within,
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everywhere in Poetry, in the Sabdartha-$ariral as well as in the Atman
of Rasa and Dhvani, it 1s the poet’s peculiar way, the work of his
gemus, Kavi-Vyapara, that 15 the Vifesa It 1s the analysis of this
Vifesa that engages our attention and it is the main theme in the history
of Sansknit Poetics. That it 1s some beauty is accepted by all. Reply-
ing to Bhatta Nayaka, Abhinavagupta says thatitis acceptable to him
to say that the  Soul’ of Poetry is the realisation of beauty. Sabda
and Artha that are ‘ beautiful ’, Ramaniya, are Kivya., Within this
Ramagiyaka? come Alamkira, Guna (Riti included in it), Rasa,
Dhvani and Aucitya. These form the speciality of poetic speech, of
the relation between Sabda and Artha in Poetry. In ordinary speech,
Sabda and Artha are united—Sahitau. Without this Szhitya, no
linguistic expression is possible Then what is the meaning of Sahitya
with reference to Poctry? The Sihitya meant is one of a special
kind, an unusually beautiful relation between Sabda and Artha in
Poetry. Poetry is speech par excellence; and Sahitya, relation par
excellence.  Thus to begin with, the word Sihitya meant only the
mere union of Sabda, the expresser, and Artha, the expressed This
means correciness and purity of grammar on the one hand and
logical sensibility on the other Taking Sabda and Artha united as
Kavya, the early writers examined the varieties of Sabda, different
languages, different kinds of words as Noun, Verb, Preposition, etc.,
and sentences made up of words and of types of compositions made up
of Vikya?, like the Sargabandha?% Nataka’, etc. This analysis per-
tains to £abda and is to be had in the first chapters of the works of
Bhimaha and Dagpdin. But there is no trace of any analysis of the
Artha in Poetry in the texts of these two writers. The first writer who
beran to talk of more varieties of Artha than one in Poetry is Udbhata
according to the evidence of the Dhvanydloka and the Locana, Analysis
of Artha in Poetry begins here. In his Bhadmaka-tivarapa while com-
menting upon Bhimaha, Udbhata tries to interpret the two words
Sabda and Abhidhina as distinct and points out that in Poetry, be-
sides the primary sense of the words, there is a second sense which is

the secondary meaning
Udbhata thus mentioned the Amukhya or Gauga® Artha and
Vimana definittely speaks of Laksagd which gives the secondary

1The body consising of the word and the meamng.
TReauh

1Sentences,

*A long poctic narrative composed of a number of cantos.
'Drama.

$Not the main, the secondary,
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meaning as underlyng the beauty in certain expressions  Soon
critical circles discovered the third and greatest vanety of Artha, the
suggested 1dea Taking Sabda and Artha together, 1€, the two n
Sihitya, and leaving aside the grammatical aspects of thewr mutual
relation, 1t was found out that in Poetry the relation between the two
cansisted of some beauty analysable into Alamkdra, Guya, etc In
such a manner, 1in course of time, Sahutya, which at first meant only
the mnevitable grammaucal and logical relations between Sabda and
Artha 1n any kind of hinguistic expression came to mean those things
which form the distinguishing characteristics of Poetry as diflerent
from tle other utterances  Soon Sahitya came to be used as a synonym
of Poetry
We do not know when and how exactly the word Sahitya came into
existence and came to be used in the sense of Poetry  We have an
old verse which uses the name Sahitya for Poetry, but ats edlate 15 not
decsded  In Blimaha we have only the quahfying adjective ’ Salutau’
from which Silutya 13 dertved In Rajadekhara’s Layyammdimsd
we find Sihitya vidya meamng Poctics as one of the Vidyast  He ex-
plains Salutya denvatively as the Vidyd of gabda and Artha placed
torether 1in the proper manner In section 3, desenbing the legend
of Kivya Puruga andhis descent into the world, Rajagekharamentions
Sihutya vidy3 as the spouse of havya Purusga It1s only whenwe come
to the cleventh century that we see the concept of Sihutya entfering,
as 1t were, 1into its * bh gya-dafa 1 It begins to loom larger and gets
two exponents for 1tself, one i Malwa and another 1n hashmur, Dhoja
and Kuntaka, two of the names among first rank Alamkinbkas who
must be specially noticed 1n a hustory of Salutya It 1s stnking that
both Bhoja and Kuntaka start with Bhimaha's defimtion Belore
we compare and contrast the two expositions of Salutya by Bhaja and
Kuntaka, we shall see what Bhoja means by that term
We have already sand that Poetry being specch supreme, Sahitya i,
between the two parts of language—Sabda and Artha—relation
supreme  Thus, Salutya first means all hinguistic expression and
the general and inevitable grammatical and logeal relations hetween
word and sense, and then it means Ioctry and the poenc relitions
bLetween the two  Dhoja means by Salntya both linds of relaton
and he not only deals wath Peetry but with language alvo At the
lower Jevels, Jies Janguage with itz peneral Sihitya  higher up the

I ek ra od ii‘.‘l!'n e



86 AN INTRODUCTION TO INDIAN POETICS

language has rsen above 1tself and has bloomed nto Poetry, and here,
the Sahitya 1s poetic relation between word and sense

Bhoja defines kavya as the Sahitya or untty of word and sense
It 15 to a treatment of this Sahttya of Sabda and Artha that the § rngara
Prakasa 15 devoted Bhoja calls his work itself Sahitya Prakdsa in
chapter XI The scheme of the whole work 1s contained in the
defimttion, S abdarthau Sahitau kavyam and under the edifice of the
S rngara Prakasa lies the foundation and system called Sahitya
Sahttya 1s defined by Bhoja as the relatton between Sabda and Artha
and 15 of twelve kinds  Eight of these twelve S3hityas can be called
general, and the last four are special and can be classed as the poetic
Sahityas Thereis the well known eternal, external grammatical rela
tion between Sabda and Artha, but these are subjects pertaing to
grammar As far as Poetry 15 concerned, the relation 1s of a
supertor kind  Sahitya 1s thus really the poetic relation, rather 1t 15
necessary to investigate the poetic Salutya only, leaving astde the
well known external Sahutya But with a suggestion of the historical
onigin of the concept of Sahitya 1n grammar, and, as 1n most places,
writing here also under the great influence of the scrence of grammar,
Bhoja takes at first SAhitya as the relation between Sabda and Artha
and mincludes under it two sets of relations, grammatical and poetical

We remarked above how 1t 15 worthwlule 1n a work of Poetices to
investigate into this Poetic Sahitya only, leaving out the Vacya-
Vacaka sambandhal as being very well known Ratnedvara? also
opines so Bhoja has taken the grammatical relations also as Sahitya,
separates the last four, and introduces them as factors which secure
goodness of expression, 1 e the poetic character This would lead to
the view that Sahitya 1s neither the sum total of all the twelve relations,
grammatical and poetical, nor the sum total of the first exght only, but
that it 1s only the four fold poetic relition of Doga kana®, Gupadana®,
Alamkara yoga®, and Rasa avtyoga®

This, 1n brief, 1s the system called Salutya in which 1s envisaged
Bhoj’s conception of Poetry as speech made more attractive by four
factors, namely, absence of grammatical logical and hterary flaws,
securing of stylistic qualities of Slega, etc , which are of prime import-
ance 1nd which must necessanly be present adornment with Alamha
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Bhamaha andDandin and 1s of opinion that, even as the Rasa, the way
of saying things in Kavya through suggestion (DXhvam) beautifies only
expression Therefore, to sum up, Bhoja considers the speciahty about

Poetry as a Sobka, which 1s due to Sahitya, this Sahitya 1s Alamkira,
understood in a larger and higher sense as Beauty (Sobha or Saun-
darya as Vamana would say) and analysable into Rasa, Gupa and
Alamkara (figures) This is a synthetic or eclectic theory

Kuntaka recogmses that Sihitya surely means, primarily, only the
ordinary relation of Sabda and Artha as Vicaka®! and Vicya? but he
says that in Poetics the word s restricted to the poetic relation, Visisra®
Sakilya, which 15 the same Vacya-Viacaka sambandha* made finer
Sahitya 13 considered at this stage as bemg above Pada vakya-
pramanas® and only as a poetic concept

When Bhoja was defining the concept of Sahitya, Kuntaka was
doing the same thingin Kashmur  Kuntaka 1sa great name in Sanshrit
Poetics Besides his new doctnine of Vakrol.ti, there are many other
tomcs on which his gemus made spemal and valuable contnibution
One such 1s Sdhitya

Laike Bhoja, Kuntaka 15 a follower of the ancients whom he re-
mterprets Like Bhoja, Kuntaka starts with Bhamaha’s defimtion of
Poetry—Sabdarthau sahitau kavyam—and accepts 1t by adding 1t to
his own Vakrokti  He says that both word and sense together, hasving
Sahitya, are Kavya, when set in Vakrokti  Thus, language or word
and sense becomes Poetry by wvirtue of what we might call a Gupa
called Salitya and an Alamkara called Vakrokti, both the words
Guna and Alambkira being used here 1n a large sense  This Saltya
1s the prime requusite It s only Kuntaka who has given us a full and
significant exposition of the concept of Sahitya  He himself says that
though people have been using the word Sihitya for a long time, no
writer ever systematically thought outits full significance and expound-
ed 1t 1n any treatise  Kuntaka rightly takes credut for having done

this work

Sahitya Iiterally means the relation between word and sense  This
relation is eternal and there 1s no language without at, 1 ¢, without the
word and sense being united together as the expressing and the ex-
pressed (Vicala and Vacya) This Vacya vienka sambandha com-
prehends the constderation of the structure and vaneties of the Vacaka,
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the Pada, of the syntactic import of a succession of words in a Viakya
(sentence) and of the logicality of the idea, 1¢, Pada, Vakya and
Pramana These are present in all kinds of expression and form the
original meaning of Sahatya.

This onginal Salntya which 1s the ¢ Nisarga siddha §abdartha sam-
bandha’! becomes Sahitya of a superior kind by the operation of the
poct’s genius or Kavi vydpara It is this supenor Sahitya that 1s
discussed 1n Poetics 1t 13 the magtcal quality pertaining to the words
and 1deas coming from a poet which makes ordinary utterance with
Pada, Viakya and Pramiga imnto Poetry It 1s not present in either
dastra, scientific or philosophical treatise, or the ordmary utterances
of the world, but 1s seen 11 Poetry only Itis not the Samanya? but 1s
the Vidigta® Sahitya

Iuntaka defines thus Sihitya as the quahlty of Sabda and Artha
vying with each other 1n the suggestion of Rasa, or, to put it generaily,
n enhancing the beauty of Poetry  He gives this Sahitya as applymg
to all the elements 1 Poetry, it 13 something hke Aucitya  First of all
kinds of Salutya comes the Sahitya of dabda and Artha, therr mutual
commensurateness There must be beautiful expression as well as
beautiful sdea  The question of whether form or content 13 tmportant
in poetry does not arse  Mere idea or emotion s the sulyect of
nsychology  As long as Poetry 18 expression, the form 13 unquestions-
ably important It has to contan also an Artha that 1s equally
charming Thas 13 the first kind of Sahitya of Kuntaka He takes
Sabda as a whole, meaning expression and Artha as a whole, meaning
the sense  He examnes some verses and points out the presence or
absence of this commensuratencss between the expreswon and the
expressed  Inadequate eXpression and expression devoid of 1dea are
Loth bad, DBewutiful expression without a beautiful 1idea and a bewati-
ful idea not couched i an equally beautilul expression are both bad
The fault on the one sicde AfTects the other also  Idea insufficiently ex-
pressed is * dead ’ and expression without 1den or expressing something
other than the intended idea s * disease " frtakalpa and { yddhibhula
Thus, the first Sihitya 13 the complete harmonv and commensurate-
ness bhelween €xXpresson and expressed, form and content

The second Sahitva 1s that between one word and another 1n the
expression and Hhetw cen one 1dea tnd another in the expressed I'he
fist Sihutya fakes Sabda and Artha as a whole meaning expression
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and expressed while the second Sahitya emphasises that in the expres
sion 1itself the several umts namely the Padas must have mutual
Sahitya Word and sense must be so set that neither of them 1s dull,
they are to be of the same power they are to be so set that they mutu
ally vie 1n enhancing the beauty of the poemm  The expression and the
expressed are to be neither more nor less than the other but must be
most precise and equally powerful In the matter of promoting the
Rasa and the Camatkara® of the Sahrdaya? each should emulate the
other This 1s the first Sahitya  Simlarly one word should vie with
another and one i1dea with another This 1s what huntaka means
by defining Sahitya as Paraspara Spardha® of Sabda and Artha He
compares the sympathetic cooperation between the two to the under
standing between two friends  This 1s the second Sahitya

Thirdly, huntaka speaks of this Sahitya wath reference to other
elements in expression ke Marga or Rit1 Vyttt Gupa Alamkara and
Vakrata 1in general Every part or aspect of expression has to vie
with the other towards enhancing the beauty of the poem

Thus huntaka s conception of Sahitya i general 1s that the expres
sion {Vacaka §abda) and the expressed (Vacya artha) as also the
several units 1 either part of Poetry must be set 1n a glorious race
competing with each other 1in making the poem beautiful Ths
notton of Sahitya has to base itself on the beauty of the poem or the
relish of the Sahpdaya as the test according to Kuntaka In this
respect the concept means the appropnateness and power of the Vacya
vacaka mn suggesting the Rasa For Akuntaka accepts Rasa as
supreme  Therefore this conception of Sahitya generally hikens it to
the other concept of Aucitya which alse figures very much in huntaka
Criticising the introduction of Sabdalamkaras with special effort,

lountala says that this would result in the loss of Aucitya and through
that would mean an overemphas s on Sabda saundarya® and a loss of
Sahitya

Kuntaka has thus brilhantly expounded the concept of Sahitya 25 a
great principle in Poetry as the h ghest perfect on 1n expression a poct
should attain namely the harmony between the expression and the
expressed  When Rajafelhara shghtly explained Sahitya as the
proper eq npoise between Sabda and Artha we must understand lum
as having had in his mind 1deas similar to what huntaka later stated
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clearly Another explanation can be gwen brnging out this same
significance namely, the equpoise between Sabda and Artha, the
harmony of Kuntaka The word Sahita contains the affix “Sa?
standing for ¢ Samam ’, * equally '—and the mamn word 13 the past
passive participle of *Dha’, to put, place or set Thus ‘ Sahita’
means eqmpoised word and 1dea
A comparison of Kuntaka’s exposition of Sahttya with that of
Bhoja reveals interesting points Bhoja and Kuntaka start with the
same defimfion of Bhamaha  The difference 1s, huntaka emphasises
by Sahitya a quality of Sabda and Artha resembling Aucitya Besides
that, Kuntaka mentions Rasa, Dhvant Marga, and above all Vakrokt
That 15, Kuntaka adds to Bhimaha's defimtion of Poetry (that Sabda
and Artha united, are Kivya), the Vakrokti 1n which the Sabda and
Artha having Sahitya must be set
Thus although all the wvaneties of Vakrokti too as forming
aspects of expression have to observe Sahitya, they are not included 1n
Salutya Therefore there are two 1deas Sahltya and Vakrokti, 1n
Kuntaka’s defimution of Poetry DBhoja’s conception of Sahitya differs
in being very wide [t means Poetry as a whole 1n Bhoja, whereas,
according to Kuntaka, 1t 15 a supreme quality of Poetry that has to be
present along with Vakrokts  Bhoja’s Salutya means all the mamfold
activities of the poet s gemus, namely elimination of flaws, the securiy
of style and 1ts qualities, figures and diction, and finally making every
point of expression the embodiment of Rasa  That s, Bhoja's Sahitya
comprehends not only the whole of huntaka’s Vakrokt: but also every
other thing in Poetry  Beyond Sabda and Artha, the only other fact
in Poetry 15 Salntya and under 1t comes everything else  In another
way also Bhoja’s Sahitya 1z very much wider than that of Kuntaka
For, to Bhoja Sahitya means all literature and all kinds of Sabdartha-
sambandhas! while to huntaka 1t means Poetry and a poetic relation
only, although he also recogmises that ordinanly Sahitya vefers to
the relation between Sabda and Artha in general as Vacaka and
Viacya Only, Kuntaka leaves out the conuderation of languagg
itself and 1ts inevitable Sabdartha sambandhas related to Pads, Vakya
and Pramapa and treats only of the poetic relation above all these
Just as Poetry 13 finer speech, Salutya s the finer relation between
Sabda and Artha Rajedekhara calls Sahitya or Poetry the finest
essence of all the four Vidyas even as Wordsworth says that Poetry 13
the breath and finer spirit of all knowledge Ve can say with refer-
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ence to Salutya here, making a slight change, that Poetry 1s the breath

and finer spint of language

It 15 not the concept of Sahitya 1in Bhoja that has an exact corres-
pondence to Kuntaka’s Salutya It 15 interesiing to note that almost
the same idea contuned in Kuntaka’s Sahitya 15 found in Bhoja’s
Gupa called Sammuatra 1t 13 the avoidance of verbiage or over-
expression, 1t 1s the use of words enough for the 1dea on hand Bhoja
further explamns this Sabda sammutatva as the quality of Sabda and
Artha being as if held 1n a balance

Thus 15 what Kuntaka means by hus Sahitya which he describes as
Anyuna anatintktatva, of word and 1dea being neither more nor less
than ecach other Sammita means well adjusted or harmonised utter-
ance The above given definttion 15 of the Sabda guna, the quality of
word called Sammitatva and Bhoja has the same Guga for Artha also
The diufference between the two 15 that in the former the poet weighs
the adequacy of expression from the point of view of Artha and 1n the
latter, tice persa All qualities of precision, powerfulness, clanty, and
such others are comprehended 1n this weighing of word wath 1dea  Its
breach brings in a train of flaws  This 13 perhaps the greatest quality
of poetic expression, the peak of perfection of poeticart This guality
15 varously called, descniptively and metaphoncally The Sabda and
Artha having this quality are compared by Kuntaka to two friends
united m some glorious task Parasara Bhatta calls them ‘brothers’
with the best Saubhratral feeling  Bhoja calls the same Sabda artha-
sammitatva? and gives the umnagery of the poet weighing Sabda and
Artha 1n the scales of a balance A greater comparison comes from
Kalidasa himself, who gives the simile of the 1deal prime divine couple
Parvati and Paramedvara, the prototype of Man and Woman 1n
Raghuvams$a, 11 The Sahitya or Samparka between Sabda (Vak)
and Artha 1s compared by Kalidasa to that between Parvati and Para-
medvara or to the 1deal Sahitya laid down by the Smriis between wife
and husband There s no question ofinferronty or superiority between
the two Thewr marnage 1s sacred and they enter the holy umon for
the service performed together to Dharma to whach they are both and
equally subordinate Rasa or ‘ beauty’ of Kivya can be likened to
that Dharma and Sabda and Artha to the married couple It 1s not
likely that the great poet wrote the above verse merely to mean by
Vag artha samparka,? the well known and eternal Sabdartha sam-
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bandha! He might have meant that also, but he powerfully sugoests
here the Vifigta? Sahitya or the Vidigta Sambandha  Simularly there
13 no ‘Sdrasya’ or credit to the great poet to say that by * Vagartha-
pratipatty’, Kalidasa prayed for the attamament of proficiency inlexico-
graphy, in words and meanings “The compound 15 olten explained
by my Professor Kuppuswam Sastri as meamng the same as
Kuntaka’s Sihitya or Spardha? between Vak and Artha or the under-
standing between the two It 13 for this great quality of Poetry that
Kilidasa prays for He describesit with the sumile of the prime divine
couple, Ardhandri§vara, as Sabda and Artha fused together or wedded
in perfect sympathy and harmony  Itis thissame Sahitya that Whlfred
Meynell speaks of 1in the same conjugal metaphor, 1n his biographical
tiote attached to a selection of the poems of Franecw Thompson
He says of the particular poem, © Sister Songs® * Sister Songs 1s a
poem to be read aloud, for sound and sense herein celebrate their
daivine nuptrals * The same 13 conveyed by Kahdiasa’s comparnison of
Poetry to Ardhanariévaral! The goddess Parvati 15 Vak or Sabda;
god Paramedvara 1s Artha, therr union as Ardhaninfvara signifies
the greatest 1deal of Poetry varnously emphasised as Sahitya,
Sammmtatva, etc
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Alamkara, the word Alamkiara being taken here 1in the widest sense of
that term in which Bhamaha, Dandin and Vamana and Bhoja follow
mg them understood 1t Alamkara is the beautiful m poetry, the
beautiful form!  Examining the field of poetic expression, Bhimaha
found Alamkara ommpresent in 1t  When we reach the stage of
Appayya Diksita, who has given as many as one hundred and twenty-
hive Alamkaras, we see that the whole range of poetry 13 almost
*Vyapta’® with Alamkara in general, 13 “Avinabhuta®® with Alamkira
If Alamkarais understood 1n this large sense as emphasising the need
for a beautiful form 1n poetry, 1t 13 not very improper for the subject
of poetics to be called Alamkara dastra

Thus, Alamkara, properly understood and properly employed can
hardly be a subject for wholesale condemnation  Thus 1s said not only
in view of the large sense 1n which we have tried to explain it above
Taking the figures as such, the best defimtion we can give of them 1s
that, 1n a great poet, they form the 1inevitable incarmations in whach
1deas embody themselves

They should properly be compared to the Alamkaras of damsels
which Bharata speaks of under Samanyabhinaya?t, Bhavat, Haval etc
and not to the Kataka® and heyura®

Anandavardhana says in Chapter II? that though Alamkaras are
only the Sarira the outer body, they can be made the Sariri the soul,
sometimes, 1¢ when Alamkiras are not expressed but suggested,
when sirtule contrast etc are richly imbedded in an utterance and 1n
the coming together of words 1n an expression Alamkaras flash forth

Abhinavagupta says here Asa matter of fact, Alampkarasare external
ornaments on the body but can sometimes be hke the Kumkuma8
smeared for beauty on the body, when they are organic and structural
Far, far away 1s the hope to make this Alamkara the very soul But
even this 18 posuible in a way, says Anandavardhana Just as in the
mere play of children there 1s some temporary greatness for the child
which plays the role of the king, so also, when this Alamkira 15 sug

gested 1f attams great beauty and partakes of the nature of the soul
It must be nuted hEﬂ: that Ahhmavagupm cumpargs the Suélista
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Alamkaral! to Kumkumilamkarana?, and rases 1t above the Ievel of
the altogether external jewel worn, the Kataka Bhoja realised the
tnsufficiency of the comparison with Kataka, etc, the external and
detachable jewels Alamkara as ornament of a woman also, was under-
stood by Bhoja 1n a large sense Bhoja classified Alamkars into those of
Sabda®, Bihyat, those of Artha5 Abhyantara® and those of both
Sabda and Artha—Bahyiabhyantara? The first, the most external,
the verbal figure of Sabdalamkara, Bhoja compared to dressing,
garlanding and wearing Kataka, etc The third, he compared to bath,
treating the hair with fragrant smoke, smearnng the body with
Kumkuma, Candana8, etc  Begmning from outside, these are more
intimate with the body  The second, the purely Abhyantara Alam-
karas, the Arthalamkaras, Bhoja compared to cleaning the teeth,
manicuning, dressing the hawr, etc  These last are most intimate,
nothing not formung part at all of the body 1s here supertmposed

Albeit the importance of form, one should not misunderstand rhetoric
as poetry It 1s possible to sacrnifice poetry at the altar of figure
There 1s such a thing as Aucitya, appropriateness, harmony and pro-
portion, which 1s the ulimate beauty in poetry  The final ground of
reference for this Aucitya, the thing with reference te which we shall
speak of other things as being appropnate, 1s the soul of poetry, Rasa
The body becomes a carcass when there 15 no soul there, when life 1s
absent from i1t OfF what use are ornaments on a carcass?

Ksemendra®, the systematiser of Aucitya says © Enoughwith Alam
Laras, of what use are the Gunas!® if there 1s no hife there? Ornaments
are ornaments, excellences are excellences, but Aucttya 1s the hie of
the Rasa ensouled Kavya '’

What 1s this Aucitya? Itis the clear statement of the proper place
and function of Alamk3ra, as of other elements

Thus Alamkaras have their meaming only if they keep to themr
nlaces Just as a pearl garland can beautify only a full bosom and
otherwise cannot be a beautifymg factor, only an Alamhara appro-
priate to Artha and through 1t, to Rasa, can be of any beauty
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Ksemendra proceeds to show how some poets have ohserved this
rule of Aucrtya of Alamkara and how some have not  He points out
the conceptual flaws 1n the latter, going against the man subject and
sentiment The Pratyudaharanas! are cases of abuses in so far as the
authors of those verses have wnitten those figures with an effort, merely
because they desired to add figures When the great poet 1s concent
rating on Rasa, the sense of harmony and appropriateness attends on
him, mnate 1n him hke instinet, there 1s hardly any room for impro
priety But when concentration 1s on figure, error creeps n  We
shall consider two examples the broken mimster of the Nandas,
stealing nto the enemy s city over which he had once ruled like a
king, looking like a serpent stilled by incantation, and consumed by hus
own inner fire, sees a dilapidated garden and describes 112 The plight
of the garden resembles his own pitiable state and with preat
appropriateness 1n the concewing of the simles Viakhadatta
has drawn a mere description nearer to the context, harnessed 1t for
Rasa and heightened the effect of the situation  On the contrary,
we shall now cite a verse from the Bhoa Campi® where the poet has
created a figure not only not in harmony with the main 1dea and
the context but also so mappropnate as to make, as Kyemendra says,
the hearts of the Sahydayas shrink

There 1s Hetu Utpreksat here the poet imagines that Brahma
presented himself before the Adikavi®, as 1f jealous of the appearance
of (hus spouse) Vagi (speech or poesy) in another person  As a matter
of fact it 1s to bless and gwve Valmuki his favour to sing the whole
Ramayapa that the god descended

One can make Alamkara render the help its name means if one
mmtroduces it 1n such a manner that it will be conducive to the realisation
of the chief object namely Bhava and Rasa, thatis Alamkira must be
Rasabhava para® That which 15 adorned by an Alamkara 1s the
Rasa Even as the ordinary ornament the jewels, putting them on or
laying them down, suggest to us the mental state of the person, so also
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does figure suggest the Bhiva Thus, whatever, remaiming 1 a
functionary place, aids to embellish and add to the mam theme’s
beauty is Alamkara Rasa also can thus be employed as a decorative,
as an Alamkara, to adorn a Vastu (1dea) or Rasa

Raymond! expresses a simular opimion on Alamkira, “The one
truth underlying all the rules laid down for the employment of figures
13 that nothing 1s gawned by any use of those which do not add to the
eficct of the thought to which they give expression  Language 1s to
express our thoughts to others and 1in ordinary conversation we use both
plamm and figurative language but when a man wants to give another
the description of a scene he has seen, he does not catalogue one and all
of the details of that sight, but brings only his own 1dea of the landscape
by adding to such of the deta:s as have struck him many more 1deas
and emotions that have been aroused in hum ' Thus he transports his
mental image to the hearer and if the representation 1s comparatively
plain, we have Svabhavokti 2 * On the other hand, if he realises that
1t 13 hard for the hearer to understand him fully, he gains his end by
repeating the statement, or by adding illustrative 1mages to the
mere enumeration of facts’

Compare Rudrata

Samyak pratipadayitum Svarupato vastu tatsamanamt
vastvantaramabhrdadhyat vakta yasmunstadaupamyam?

‘ Thus the poet puts extra force mto his language and i order to do
so, inasmuch as the force of language consmsts in 1ts representative
character, he will augment the representatton by multiplying lis
comparisons Ius language becomes figurative

From the verse of Rudrata quoted above, we see that 2 complex
situation or an anxiety for clearer or more effective expression necessit

ates fizures Similarly a thought that 1s too simple, too ordmary or
“too small to impress or get admration by atself, needs figurative em

+ bellshment We shall consider this view of Anandavardhana with

his rules for the employment of these figures in such secondary and

» ordinary moods and thoughts Even as he grants high fights
. supreme moments he grantseven the bare Sabdacitrat ample provision

in Rasabhasa® Herotc deeds, unselfish love sacnfice—things great

T—

XPoriry oy o Representative é?irt . .
e O ecc
:';'I : ::uﬂf;lniffﬂrjg; Tﬁ:ﬁnﬁ of alip dea mast cffectively, 1f the po<t should mention

another as being <imlar to 1t that s g mile

‘Figures of und—alliteration £1¢
’ilscmhlzns;: or improper mamfestat on of Rasa.
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(1t1) It shall be naturally and easily introducible.
(iv) The poetshall notstop to take a fresh and extra effort to effect it.

Such a figure is allowed as proper in Dhvanit. This is the ¢ per-
missible * ¢ structural * figure that Pater speaks of. Such Alamkira is
born almost of idself. Such is the poet’s genius that when the figure is
actually found there, it is a wonder, A$caryabhiita, as Anandavardhana
says. This Alamkira properly functions to heighten Rasa.

Though a perusal of an Alamkira text-book gives the impression
that Alamkaras are artificial, elaborate and intellectual exercises
requiring great effort in turning them out precisely,—things that must
rather be avoided than handled wath alt their f chhidras %, they are not
really so difficult of effecting for a master poet. With him, as emotion
increases, expression swells and figures foam forth.

We have many instances in the Rimdapa where we clearly see this
connection between emotion and figure, though notasarule Thereis
at least a strong tendency to wax figurative in forceful situations. The
description of lamenting Ayodhy3 on Bharata’s return from the forest
and 5ita’s condemnation of Ravaga on seeing him out of his guise are
two of the striking examples There is, further, a tendency in the
Ramdyapa to employ figures profusely in descriptions. The opening
cantoe of the Sunderckinda contains a figure in almost every verse
surcharged as the canto 1s with Adbhuta-rasa3,

But there are also places in the epic of high strung emotion where
figures are not employed at all and the sublimity or pathos of the
situation {e.g. Rama weeping on the loss of Sita in the closing cantos of
the Arapyakipda) is left to itself to appeal to us with its own grandeur
and beauty.

In Kalidisa, we have many instances of figures rushing to the poet’s
pen in moments of overflowing Rasa. Every Iineis a figure in Puriira-
vas’s description of Urvadl who has captivated his heart. And in the
Afudririksasa, we have a similar situation with abundant figurcs,
when, in the glee of his success, Cipakya exclaims as he hears that
Riksasa has come. But to write such figures, the poet must be lost
in Ras and must have infinite Pratibha®.  Those who do not naturally

get these figures in such an appropriate manner can employ figures
cffcctively, if they do so with discrimination,—Samiksa.

What is this Samiksi®*? Anandavardhina formulates it into the

following principles:
___“_—H_——-__.,_.——_._——-—'__ﬂ.—__
1The supenior form of poctry based on sugzestion .
’T.oopholes, "The marvrlious sentament.

1Poetic genius ‘Discnmunation.
L
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(1} Alamkaras must be ancillary,—Anfgabhuta
(1) They must never become main,—Fradhina or Adgin
(tn) The main theme shail always be kept 1n view and fipures, mn
consequence, must be taken and thrown away 1n accordance
with the requirements of the mam idea
(1xv) They must not be too much elaborated or overworked
(v) Even if they are worked out, 2 good poet must take care to
give them, on the whole, the position of Afigal only

To conclude, peetry 1s neither pure emotion and thought nor mere
manner A beautiful :dea must appropriately incarnate itself in a
beautiful expression This defines Alamkira and its place and function
The function of Alamkara s to heighten the effect, 1t 1s to ard the poet
to say something more pointedly  Whether the poet exalts or does the
opposite, Alamkara 1s to help him  Assuch, these Alamkéras should flaw
out of Rasa Even asemotion s depicted, these must come off, wathout
the poct consciously strrving alterthemm  They must be srremovable,
structural, organic, Rasaksipta® and Aprthag yatna mirvarttya®

Figures are thus legitimate, though a proper use of them 13 a gmft
which only the greater among the poets are endowed with Be 1t a
dabdalamkira or an Arthalamkéra, be 1t a sound effect or a stnking
turn of the 1dea, 1t 18 not * Baluratga ** for Rasa, so long as 1t 1s useful
for Rasa Effective expression, the embodiment of the poets idea,
1s Alamkara It is not as if it were in some separate place, ke jewels
1n 2 box, to be taken and added

The purposiveness of Alamkara 1s inevitable like the purposiveness
of poetry DBut this does not mean that one should judge Alamkira
and poetry from a purely utilitannan point of view  There 1s smply
beautiful poetry, which 1s nothing but the poet s desire to express taken
shape * These very decorations carry the emotional motive of the
poet which says ** I find joy 10 my creations, (t1s good »* ‘ When in
some pure moments of ecstasy we realise this in the world around us,
we see the world not as merely existing but as decorated 1n 1ts forms,
sounds, colours and Iines, we feel 1n our hearts that there 15 one who
through all thaings proclaims * I have joy in my creation ** Nature
12 the creation of God s Lila%, Poetry, of the poet s Lila

e ke e

Iﬁh angﬂla:]r_
1Brought forth by Rasa
\ot to be executed by a separate effort

{External
¥Tagore The Creative Ideal,

Play



11. AUCITYA IN SANSKRIT POETICS*
Professor V. Raghavan

One of the noteworthy points in the Sansknt systems of hterary
criticism is that, 1n an inquiry into a comprehensive philosophy of the
literary art, they do not separate poetry and drama, nor prose and
verse. Bharata, in hus Nafya S dstra, defines drama as imitation of the
three worlds or representation of the actions of men of various nature.
Natya Sastra 1, 107, 113,120, etc Consequently Bharata sets forth a
system of ideas of Loka Dharmi, ¢ the way of the world’, which stands
for the realistic elements in Bharata’s Stage ! In the concept of Prakrit,
Bharata studies the various kinds of human nature. In the concept of
Prayr tt: he studies the provincial, racial and national characteristics in
dressing and other activittes. He elaborately deals with dress and make-
up, which, he says, must be appropriate to the mood and sentiment.
He devotes separate sections to correct speaking in the drama according
to the emotions (X1IX)}, to the musical notes and tunes appropriate to
the varying sentiments and moods (XXIX, 1-4), Bharata analyses
the text of the drama and pomnts out how the verbal qualities of sweet-
ness, harshness, etc., and the flights of fancies expressed in the form of
figures of speech have to be appropriate to the mood or sentiment
portrayed (XVII, 108-123}. At the end of each topic, Bharata thus
points out what suits what, In judging drama, therefore, the ground
of reference for success of the art is the world Bharata emphasises
that one has to hnow the infintte variety of human nature—Prekrt:
and Sila, in which is Ndfya or drama based.

Drama 1s the representation of moods, Bhiva-anukirtana Qut of
these moods flow everything—actions, character, dress, nature of one’s
speech, etc. It is to this factor of Rasa which is at the root of all the
gther things that these latter have again to be referred for finding out
whether in representing them, there is appropniateness. Things cannot
be estimated by themselves, in isolation, and labelled good or bad,
appealing or otherwise, Excellence (Gupra) or Defect (Doga) does not
inherently pertain to anything, eternally, but anything, according to
the situation where it occurs, is either smtable or not; and in this

cuitability or otherwise lies Excellence or Defect. Improper placing,

tfidapxﬁd from Some Con:rf_u—qj" ;—ih.mkﬂra Sestra am:!mf}Tm}&".r s ragara Prakasa

1500 author's Loka Diamry, Journal of Oniental Revexrch, AMadms VIIT 1, 1931
—— ET.T73
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says Bharata, like placing a necklace at the foot and an anklet round the
neck, can only produce laughter It 15 a sertous breach of propriety
for a wnter to describe a forlorn lady suffering from separation from
her lord as having her body fully decked with jewels In the realm
of artistic expression the same rule holds good A poet comnuts the
greatest crime agamst Rasa 1f he introduces heavy verbal ormamentat-
ton 1n places where Rasa has to be effectively portrayed and where
the absence of any figure 1s 1tself the perfection of art The proper
placing of things in such a manner as to swt Rase and the avording of
things not suitable to 1t form the essence of artistic expression  This 1s
propriety, Ausitya Thus the first work in the history of Sansknt
Poetics contains 1implicitly as much of this theory of poetry, Aucifya,
as of the other theory of poetry, Rasa, explicitly, even though emphasis
on both these—Aucitya and Rasa—was agamn systematically laid only
in the ninth, tenth and eleventh centures
Aucttya 15 harmony and 1n one aspect it 1s proportion between the
whole and the parts, between the chiefand the subsidiary  Thas perfec-
tion 1s all the morals and beauty inart Atthe final stage of 1ts formula
tion as a theory explaining the secret of poetic appeal, Aucityz 15 stated
to be the Fioite, e breath of poetry This Aunitya, proportion and
harmony on one side and appropriateness and adaptation on the other,
cannot be understood by itself but presupposes that to whach all other
things are harmonious and appropriate, viz, Rasa, the “soul’ of poetry
Poet Magha, 1n hus epic poem S1$upalavadha clanfies this law of
Aucitya wath an illustration from the science of polity The King has
to achieve his purpose with an eye on expediency, time and circums-
tance h:lﬂg the dECIdlng factors of his pnhcy There 13 no inherent
good 1n either Power or Forbearance by themselves but all the goodness
of a policy consists in 1ts effectiveness, in using that whach 1 surted to
the ttme Thus adaptation 1s the only policy good for the king
The case 13 stmular to that of a poet wath whom the main concern
13 Rasa and Bhira and an understanding of their subtle nature In
portraying hus characters and their actions, 1t will not do if the poet
sticks to one quality throughout, say Prasdda or Ojas VWhen the foree-
ful sentiments of Heroism (Vira}, Wonder {Adbhuta) and The Terrible
(Raudra) Raesas appear, he has to adopt the quality Qyas to swit the
vigour, encrgy and blaze (D;pti) of those Rasas and when the key of
emotion 1s Jowered and quiet emotional effects have to be produced,
the requusite quality for the poet 13 Prasada  This 1s the Auatya of
Gupa
ft 15 again in respect of Gupas, the quahties of style, that we have the
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next glimpse of the 1dea of ducitya m certain parts of the treatises of
Bhamaha and Dandin  In one way, the greatest Guna or Excellence
of poetry 15 Aucitya and 1t comprehends all other Gupas, and the
gveatest Doge or Flaw comprehending other flaws, s 1ts absence,
Anaucitye Thus when the Rit:, Style, 15 not suited to the Rasa, there
1s Rutr anaucitya, the flaw called Aritimat  The Gaud: style which may
not swmt 8 ragdra, love, cannot be condemned altogether as eternally
unstuted to all poetry It can effectively suggest the forceful senti
ments of Vira, Adbhula, and Raudra and 1 theiwr case, the Vaidarbh
style smted to S rngara may be mappropriate, Anucita There may be
harsh sounds and heavy, long and swollen utterances in a highly
worked-up emotion ltke Raudra, the Ternible, the harsh sounds which
suggest this Rasz must be avorded 1n § Fngdra Rasa which 1s suggested
by sweet assonances and delicate sound effects Therefore 1t 15 that
the flaws, Dosas, piven as such 1y separate sectrons by Bhimaha and
Dafdin, are, to use a word which came into currency only after
Anandavardhana, Anitye, contingent That s, 1n certain crrcumstances
Deogas cease to be so, there are no fixed Gunas or Dosas, what 1s Guna
in one case 15 Dosa in another and vice versa

The principle behind these observations 1s Aucitya, adaptation
Again, in chapter IV, the same wniter, Bhamaha speaks of such flaws
in poetry as loka mrodha, going against facts of the world and nature
which 1s a result of the non-observance of the Aucitya of Prakri, etc In
thus context, he also points out that redundance, Punarukii, which 1s
generally a flaw in expression, turns out to be an effective way of
expression 1n fear, sorrow, jealousy, Joy and wonder

It 15 1n the same section on Dgsar that the principle of Aucitya 1s
immphed 1n Dandin’s work also (Ch IV} Each and every Dosa 1s
given by Daggin with a qualification that in certain circumstances, 1t
ceases to be Doggand turns out to bea Gupa  Thus Apartha, the mean-
ingless, generally a flaw, 1s themost propermeansof successfully portray-
ing 2 madman’s raving, a child’s sweet prattle or the speech of a sick
man  Similar 1s the flaw Viruddhartha or Vyartha, the contradictory
Punarukie, redundance, 1@ o Haw bt 18 an effective way of expresung
compassion or any stress of emotion which needs repetition  Samdaya
or the use of doubtful or ambiguous words, may generally be a flaw
but when such words are walfully used, as 1s often needed 1n the world,
they are perfect Gupas

Bhoja developed the same 1dea by constituting under the head Gupa

a special class called the Vardesika Gupas, compnsing those flaws, such
b e atvmrrm metreard Aanee whieh hesnrmne sveallanest tamiethmes As
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figures 1t frreshadowns the Jater dey clopments and prepares the wa) for
Anmndasardhiny On tl ¢ present subject Rudrita speaks of many
of the ideas of Aucttya which receine more pointed treatment tn the
D} amdloka In respect of figures (dlamhdrary) Rudria renlises the
importance of fara to st which Alamkaras exist  If otherwise
these latter hve hittle meaming The wdea that Rare and Rasa aundza
control Alampldra s stated by Rudrita who apart from the dramatist
Y 1iovarman naticed above i¢ the first wniter on PMoetics to mention the
word fuciha  After dealing with some fgures of sound Rudrafa
says that these figures must be introduced After bestowing due thought
on propricty Aucitya with reference to the main theme They have
to be now cast awiy 1nd now taken up and must be sparsely used
with much advantage They must not be thuckly oveclud upon the
theme through the whole length of 1t (IT 32) This s Aucrtya of
AlamEdra which Anandavardhana elaborates in Ch 11 of hus work

The word Aductfya agun occurs at the end of the next chapter in
Rudritn s work where too Rudrita points out the danger of sustained
rhymes and other sound effects adding that they must be approached
only by htm who knows Aduat;es Rudrmia speaks of the adaptation
1spect of Auaiaalso implicatly like Dagdin while dealing wath Dogas
wh ch in certain cases become Gupar (VI 8 29 30) Rudrata sums
up that almost all kinds of Ilaws become Excellences when occaston
necds the imitation ( inukarapa) of those flaws  Thatis the poet and
the dramatist have to depict an infinite variety of men and nature 1n
diverse ¢ rcumstances  When a mad man has to be represented his
nonsense has to be imutated anditisaitself sense for the artist here

We may draw atfention here to what the Amencan critic J E
Spingarn says a3 if explaining the prinaiple of duaitya by which Dogas
become Gupas as a result of circumstances 1 ke 1mitation

Spingarn says mn his essay on the Seven Arts and the Seven Con
fus ons that in poetry and drama Flaw and Excellence are not ab
solute but always relative  He remarks It 15 inconcetvable that 2
modern thinker should still adhere to the abstract tests of good express
1on when 1t 1s obvious that we can only teli whether 1t 13 good or bad
when we see 1t 1n 13 natural context Is any word art strcaily bad 1n
itself® Is not ammt an excellent express on when placed 1n the
mouth of an illiterate character 1n a play or story? In Rudrafas
words Spingarn says that a Gramya (colloqu al) word becomes most
approprnate in a case of Anukarana— rmmutatton  Therefore in express
1on in the world of thought in the realm ol act on and feeling and in
he vee on of 1deas that which 1s proper in the context that which s /.
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useful to the Rasa, and that which has mutual harmony with the other
parts, 13 the hest and most beautiful

In chapter XI, Rudrata again speaks of flaws of thought and
emotion, where under the flaw * Grdmya * he mentions Araucitya or in-
appropnateness in doings, in port, in dress and 1n speech with refercnce
to country, famly, caste, culture, wealth, age and position  All these
Dogas agan are shown to become Gupas (verses 18 23) We can
Hlustrate this principle of Aucifya everywhere Taking, for example,
use of a Sumile, Nyidnopamd or comparing with an inferior object and
Adkikopamd or companng with 3 superior obyect are ordinanly flaws of
Simele, but these two are the very secret of success when a poet wants
to satirise & person
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and the atmosphere of the Gupa and its Rasa or sech as to suggest the
Gupa and the Rasa. Thus sweet sound effects, the soft letters with
nasal conjunct consonants, suggest the more tender and sweet emo-
tional moods whereas harsh combinations which jar in the above
instances instil vigour and become very appropnate to or highly sug-
gestive of the forceful Rara of Raudra. "The proper use of Jetters accord-
ing to Rasas is the Aucitya of Varpa; Anandavardhana will say that
there is Varpa-dhrvani or the suggestiveness of letters and sounds in these
instances. Collocation suggestive of Rasa or appropriate to Rasa is a
case of Auciba of Sanghajand. Wherever there is supgestiveness of Rasa
in the expreasion, beit the element of sound and letter, separate words,
collocation, portions of the theme (Prakarapa) or cven the work as a
whole {Prabandha), there we have the Aucitya of those elements to the
main thing, the Rara This 13 the relation between Dfran and
Aucitya.

Anandavardhana's treatment of Prabandha-dhoani, dealing with the
very substance of a poem or drama, and its suggestion of an overall
meaning and significance is tmportant. In respect of this the princi-
ples of Aucttyz are: The story has to be bunlt up, as the expression of a
Rasa I{ a story already available is handled, changes suitable to the
Rara must be made wherever the old story is not helplul to bring out the
Rasa. If there are too many inadents, only those that are most ex-
pressive of the emotion must be chosen; there is no point in having too
many illustrative incidents. Says Anandavardhana: The Afgas or
subsidiary themes and accessory emotional interests have to be deve-
loped only up to the extent proper to them and to their Afigin, i.e the
chief theme and 1ts Rasa Thus the major and minor episodes, the
Patakds and Prakaris, in drama, or the © descriptions ’ in a Mehdkdrya
have to observe the rule of ducity2 or proportional harmony. They
must not make the reader forget the main thread and side-track him
into grounds foreign in purpose to the main theme.

Lastly Anandavardhana deals with the most intimate forms of
Auatya, viz , those relating to Rase and those elements and conditions
that evoke it, Vibhdva, Anubhdva and Saican-bhiva The Aucitya of
character, the human substratum of the emotions, 1s part of these consi-
derations of Rasa-aucitya. Aucilya 1s very often met with in this sectron
in the third chapter of the Dhvanydloka It isin this section that Anan-
davardhana formulates that memorable verse wiuch forms the greatest
pronouncement on the concept of Aucitya and 1is place n poetry. e
says here. Nothing hinders Rase as Anauaitya or impropriety. Aucitya
or propriety s the greatest secret of Rasa,
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”T1s not enough no karshness gives offence,
The sound must seem an echo of the sense
Soft 13 the struin when Zephyr gently blows,
And the smooth stream 1n Smoother numbers flows,
But when loud surges lash the sounding shore
the Aoarse rough verse should like a forrent roar
Hear how Timotheus varied lays surprise,
And bid alternate Passtons fall and rise
Runtaka adds that under all circumnstances cacophony should be
avorded, concatenation of very unpleasant soundsare not to be written
at all These sounds by nature, says Ablunavagupty in his Abkinara-
bhirat;, torture our ears, whale there are other sounds that seem to pour
nectar into our ears The beauty of parts of specch like a suffix, part:-
ciple, tense and mood, number, gender, etc , used aptly and suggestive-
Iy, 13 then dealt wath by Kuntaka
Thus the 1dea of ductiya looms largrein Kuntaka  As a matter of fact,
1in almost all cases of Kuntaka's Vakratd, (Stoikingness or Charm), the
test or proof of the Stnkingness or Charm s this Aucitya of the various
elements with reference to the Vastu (theme) or Rasa (Sentiment), the
depiction of which s the tash of the poet When we see huntaka
equating Pada aucitya with Pada vakrata {p 76), we may well exclaim
that his Vakrokis 13 only another narme for Aucitya  As more than once
pointed out already, many of the mstances of Anandavardhana’s
Dhoan:, Abhinavagupta’s Vacttrya mentioned in the Abkinarabhidrat,
Kuntaka’s VakratZ and Ksemendra’s Auctha are identical  There is
bound to be this close relation between Aucitya, Dhvam and Vakratz
Criticising Kuntaka’s defimition of poetry as Sabde and Arthg set 1n
Vakrokt:, Mahima Bhatta says 1n hus Vyaktioiveka (Ch I) ¢ The out of-
the way ness’ of poetic word and 1dea as distinguished from those
of §dstras (learned treatise) and Loka {ordinary speech) must either be
the Ausitya so very essential to Rasa which 1s © Soul * of poetry or be the
Dhvam of Anandavardhana If therefore, the new Vakrokt: 15 only
Aucitya, nothing new 1s said  If this 13 demed, the only other possibi-
lity 1s that Vakrokit 15 nothung but a new name for Dfvant which really
seemns to be the fact  For the same varieties and the same instances
a3 paven oy Anandavardbhana ate pven by Runtaka ?

Malima Bhatta wrote 1n the same age, just after Abhinavagupta
and Kuntaka Mahima Bhatila accepts Rasa as supreme and also the
A:ﬂ::{yﬂ pertaining to Ra.fﬂ, Bhave and Prgkrt: Cnitics of the time were
aware of only two things as especially distingwishing the poetic titterance

from the ordmary or learned one, viz , Auctiya and Dhvarne OfF these
LT i“"'IIF'I!‘E - afm ﬂl"-ﬂ'ﬂ gﬁEf’.‘iﬂT'“ th ermwaalr A the fraverrnoae Foammasteom & A arve e
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Bhatta considersit as the supreme necessity 1n so far as Kavya 1s aceept-
ed as utterance ensouled by Resz That 1s, according to Mahima

Bhatta, there can be no oppositton to Auctfsa 1t 1s only wath Dhoans
that he Aghts

On the pomt of Rasa and the Aucitya of every element of expression
to this Rasa, Mahima Bhatta 1s completely in agreement with Ananda
vardhana Anandavardhana says that if there s one word which 15
Nirasa devowd of Rasa, 1t 1s the greatest literary flaw, the Apasabda
Similarly all flaws are comprnised 1n one common flaw, viz  hindrance
to the reahsation of Rasa  All Dosas are hindrances to Rzsa and Maht
ma Bhatta calls them by the common name Anauciyz, the absence of
appropriateness Certain 1deas get certain writers as their brilhant
exponents Thus Sahifa gets Kuntaka as its first great exponent. To
Mahima Bhat{ta falls the share of expounding two deas, S:abharokt: and
Dosas The most rmportant part of Mahuna Bhatta®s work 1s chapter I1
devoted to a study of five important flaws of expression, on which the
classic Aagyaprokada, the model for later compilations, draws for s own
chapter on Dogas to a great extent. These five flaws, and all others
also, are only the many vaneties of Araucifya which means hindrance to
the reabsation of Rasa  For Auatya of Rasa and Prakri: 1s the greatest
Guna, most essential for Kamya ‘Theabsence of this ductiya1s the greatest
Dojya within which every other flaw s included  Auciiys and Ansuntye
pertain to the content, 1 e, Rasa and Artha or Vastu as well as to ther
outer garment, viz , the expression—S abdz The former 1s Abhyantara or
Antaranga internal, while the latter 15 Bahiranga, external Even the
unsuggesti e and imnappropriate metre 13 2 case of Anaunafya of the latter
category Under vaneties of S abdanaueatya, Mahima Bhatta says that
five are to be specially noted, they are five flaws named Vidkeyammarda
{subordination of an idea to be promunently predicated), Prakrama-
bheda, kromabkedz (two kinds of improper sequence of ideas),
Paunarukiya (redundance) and Vagaracana (irrelevance and saying
what 18 not requred)

hosemendra was the pupd of Ablunavapupta  Among lhus works,
1t 15 s Auartyaricaracarca with which we are concerned here  Although
small 1n size, 1t yet belongs to the class of ¢ Prasthdna works’, works
which expound a new path, hke those of Bhimaha, Dagdin, Vamana,
Anandavardhana, Kuntals and Mahimabhatta Asis clear from the
foregoing survey, hgemendra 1s not the author of Auertya, but, asinthe
case of Vakrokfi and Kuntakz, Ksemendra worhed out Auaira into a
system, claborating that concept and applying 1t to all parts of the
2ormg  KRsemendra only schematised the ideas of Anandavardhana
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and Abhinavagupta in whose system he had hus being  Abhinava-
gupta criticised those critics who glibly talked of Aucitya without refer-
ence to Rasa and Dhrane which alone render Aucifya intelhgible  Just as
Kuntaka’s Vakrokfi proceeds only after accepting Rasa as supreme and
accepts also Dhrant, so also Kgemendra’s Auciia  Ksemendra first
nosits flara as the soul, the thing whose presence makes Kdvya, ductiyas
its fe * Fita®  The term * Jizta’ was used by Abhmavagupta him
self to denote Rasa dhapn with Aucttia  Thus Abhinavagupta used both
the words ¢ Atman® and  Jutta* as interchangeable and as meaning
generally the essence, sdra  But Kgemendra made a subtie distinction
between Soul and Life, Rasa the soul and ducttya the Ife
These two metaphorical names and the relation between them 1n
metaphysical speculations point to the ntimate relation between
Rasa and Auctye and of how both come into exwstence together
It 1s to explain Hasa, by which Kdpya 1s already explained, that
Ksemendra offers duapa  In a verse or in a Adpra, Auaba gies
Camatkdra (delectation), ducitya whuch 1s the hife of Rasa
We had observed bhefore that Aweiiyva 15 as unintelligible without
Dhovans as without Rasa  Dhvant 1s all throughout implhed 1n Kyemen.
dra’s treatment. Showing the propricty of Pada aucitya, a case of Pada-
dhpan: with Anandavardhana, Ksemendra says that the duciiva 1n that
word pleases us because that word 1n particular suggests the state of
separation and the consequent suffering (Vigralombha Rasa)
Ksemendra has elaborated and pomnted out some more principles of
Aucityz 1n the wader sphere of thought (Arthe and Artha sandarbha),
hke Defa (place), Kala (time) Svabhara, (nature of a person), ete
These are comprehended m Prakrtyaucitye of Bharata and the absence of
the flaw of Loka agama wiredha of Bhimaha and Dandin  The Pran
bhaucstya grven by Ksemendra concerns with the munor ¢ fancies * and
not with poetic imagimnation or gemus as a whole  Simlarly innume-
rable 1tems of Auciye can be elaborated and illustrated from poetry

As for mstance, the propriety of metre, Vrtiatcifya, 13 an interesting
study Bharata hasspoken ofit in his chapters (XVI, XXXII) on Vrttas
{metres) and Diruvas (stage songs)! Abhinavagupta quotes 1n his com

mentary on the Nifya Sastra, Katvayana, an old writer on metres, an
the appropriateness of certain metres to certain subjects moods and
situations Kgemendra reserves this subject for special treatment 1n
another work of his, the Susritatilaka (IIY 7-16) Ksemendra explains
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12 THE NATURE O AESTHETIC EXPERIENCE*
Professor Nagendra

Some classics, no doubt, exist on other fine arts as well, eg, on
Mustc and Painting, on Sculpture and Architecture, yet the fundamen-
tals of Indian Aesthetics have been discussed invartably 1in the works on
Poetres  Consequently, the broader concepts of aesthetic expertence
have been defined mainly in the context of ¢ Rasa’ which, by and large,
constitutes the essence of poetic experience according to the Indian
theory of Poetry and Art Ongnally, Rasa constituted the basic
quality of a dramatic work-—then 1t infiltrated mto Poetry and from
Poetry to other forms of art ke Music and Painting  Thus, we have
primarily to concentrate on the analysis of the constituents of Rasa 1n
order to arrive at a proper defimtion of the nature of aesthetic experi-

ence 1 Indian Poetics

For the earlier writers from Bharata to Bhaimaha, etc , Rasa was an
ﬂbjcn:tmg concept s:gmfymg an aesthetic situation m a draima or an
aesthetic expression 1n a poetic compositton  But under the ympact of
the Advaita philosophy of the Sawvite school headed by Abhinava-
gupta, i1t assumed a purely subjective character An aesthetic situa-
tton, according to Abhinavagupta, was a part of drama, an aesthetic
expression was a piece of poetry—and the expertence thereof was Rasa
The views of these scholars from Abhinavagupta to Vidvanitha who
have unequivocally defined Rasa as an aesthetic expenience can be
summed up as follows

(1) The aesthetic expenience 1s based primarnly on human! emotions
It 15 essentially pleasurable—it 1s a state of bliss, a state of self realiza-
tion or gelf fulfilment

(11) The state of bliss 15 pervaded by a feehng of spintual 1llumination
and 13 mostly free from sensual elements The physical emotions
shake off their sordid attnbutes when they are converted into artistic
emotions—they are freed from the limitations of time and space and
are umversalized Consequently, they cease to be a part of the durect
physical expenience of the spectator, raise him above the petty mundane
experiences of the self, refine hus sensibility and sublimate his consci-
OLI3ICSs

*Adapmd in English from Rasa-Siddhanta

1T ame delberately using this broad and rather unusual expression because
neither of the other two synonyms—the * materral * and the ¢ physcal * can sene
OUr Turnacas 1y the oresent context
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evertheless, 1t 15 not a state of pure spirttual bliss, because at 1s
netther a permanent state of joy por 1s it completely purged of the
matertal concorutants

Thus, according to Indian Poetics, the aesthetic experience 15 a state
of transcendental joy, or a state of self fulfilment if we choose to use 2
more secular expression, achieved by means of art through the medium
of sublimated emotions

These concepts are, however, all exposed to enticism in the modem
age and three fundamental questions arse 1n the mind of a3 modern
thinker 1n this context almost spontaneously

(1} What 1s the relattonship between an emotional experience and
an aestheticexpenience?

(1) Istheaestheticexperience pleasurable essentially and invanably?
{uz} If:tss so, then what 1s the nature of this (aesthetc) pleasure?
A student of art todav cannot feel satisfied unless these questions are
sintably answered It 15, therefore, necessary to resclve them 1in
terms of the modemn theones of art and ecnticsm.,

1 WHAT 1s THE RErAaTIONSHIF BETWEES AN EMOTIONAL
EXPERIENCE AND AN AETHETIC EXPERIENCE?

The aesthetic expenence 1s primarily based on emotion It 15 not
possible to concenve of a form of beauts without some finer threads of
cmotional assocations, direct or mdirect—patent or latent. The
majority of Indian art cnitics are agreed upon the mter relationship
of the artistic emotion and the human emoton ‘na bhivahinost
raso na bhis o rasavamitah’, 1 e.,—the Rasa 1s neser without an emotio-
nal b.sts nor can an artistic emotion exist without Rasz  Yet the
artistic emotion 15 distinct from the human emotion and the two cannot
be wdenbical under any circumstances  The basic emotions underlying
the aesthetic experience, according to Indian Poetics, ean be divaded
N0 two categonzes cmouons lile love, wonder, covrage and humour
are pleasurable whereas the others lile pathos anger, terrer and
horror are pamful in e But when they form the materzal hass
of art they all lose their sing and the ¢clement of pamn is extracted
invanably  The experience of a pathetic situation n art as not atany
rate panful as st 1s in hfe  The patheuc sentiment has been purged of
1ts venom dunng the process of artstic creation Thus, 12 does not
require any great effort to prove that the artistic emotion 1s not identical
with human emotion as such
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of experiences characterized by a subtle synthesis of several and quite
often conflicting 1mpulses
We shall have to examine these closely before we can arrive at a
tangible concluston  For certain obvious reasons, I shall start wath the
thesis No {u}, viz , that the aesthetic experience can be both pleasant
and unpleasant according to the nature of the basic emotion underlying
a2 work of art  Qur first reaction s that the experience of a tragic art
should be painful as a matter of course But there are strong reasons
torefutest The aversion of the human mind to pant 1s so natural and
strong that nobody 1n his senses will spend his time and money just to
gain a painful experience It 15 true that quite often we face unhappy
situations—nay sometimes even court them in our hfe  The craving
of the mystic poets for pamn 1s well known and the Buddhist philosophers
have extolled pain as one of the Supreme Truths, yet on a closer analy
s1s 1t 13 not dufficult to ascertain that here also pamn 15 a means and not
the end by itsell  The mystic craves for pamn because 1t provides him
the epportumty for enjoymng a communion with the eternal object of
Love So also, in the Buddhist philosophy, pain has been considered
a Supreme Truth because ultimately 1t 15 through the negation of pamn
that we attain Nirvaga thus there too, 1t 1s the negation of pain and
not pamn itself, which s the ultimate target And then the reader
or the spectator s nenther a mystic nor a philosopher 1t can never be
established that he goes to witness a tragedy for the sake of a tragic
expenience mystic or philosophical
The argument that the expenence of a tragic theme 13 by itself pain-
ful and yet the reader or the spectator 1s attracted towards 1t for the
Iove of its arustic ments 15 also untenable in the final analysis  (a)
The griel or terror, if there 13 really a feehing hike that, emanating from
violent tragic sthuations should be so powerful that all hiterary graces—
the figures of speech, the rthythm, the musical qualities of the verse, or
the embellishments of the stage-will not be adequate to relieve 1t
(4) Then a divided concept of the underlying tragic emotions and the
artistic quilities s separate entities 13 unwarranted Poctics 4nd Psy-
chology both would reject such a concept as outof date The common
man 13 not really sensible to these subtler graces of art and the art
connoisscur cannot be satisfied just with the external embellishments
of the poetic or the histionic craft  {¢) IMwe admat of a variety in the
nature of the acsthetic expenence on the basis of the difference 1n the
underlying emotions, the indivisibilits of thus expericnce 1s negated
Let us now examne the third and the fifth alternatives which define
the artistic emotion 22 a4 compley exnenienece  \Whereas the exnonents
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of the former talk only of 4 mixture of pleasure and pain the modern
psychologists think in terms of ‘a pattern of expeniences’ These
coneepts were not unknown to the Indian thinker, but in his view thus
admuxture or complex pattern 13 a part of the process of contem
plation only and does not extend to the pont of cultmination where the
diversity of psychic actions 15 resolved into a2 umfied experience In the
creative process, the artist does pass through varnied expenences plea
sant as well as unpleasant, but ultitmately he succeeds in effecting a
harmomous fusion of all these experiences—and that 1s called art
Without this fusion the artistic creation 13 abortive, 1 e, art 1s born
invanably out of harmony or harmonious fusion  Simlarly, in the
process of artistic appreciation se have a flux of varied experiences of
different nature which ultimately formulate into a pattern and our
ultimate expertence 15 the experience of this pattern which though
coraplex 1s a harmonious whole (otherwise it will be an abortive
production and not a work of art) Tosumup the theories which
define the aesthetic experience as a mixed experience or a pattern of
experiences are tenable only so far as they apply to the process, at the
point of culmination the experience 15 not rmuxed or divaded but umfied
and harmomzed—which has been described by I A Richards as*a
systematization of impulses® Chnte obviously, this systematization
of impulses 15 a state of happmess or at least a pre condition of
happiness Richards and several other sigmficant critics do not wish
tocallita pleasure * but they admut atleast indirectly that 1t 1¢ a state
of gratification a state of mund when we feel gratified and fulfilted

Thus, the arguments agawnst the essentially gratfying character of
the aesthetic experience do not hold ground n the ultimate analys:s

3 WiaTt 15 THE Nature or THis PrLEASURE?

( X confess that® pleasure ’1s a2 weak term and mostly conveys a sordid
meaning yet there s no other word in the English language and as such
this word 1s being used broadly to denote the whole range of gratifying
expeniences of the human psyche from the sensual to the spintual
pleasures)

Quute obviously the pleasant experience or pleasure also 1s of duf
ferent kinds and has different levels of quality and our defirution of the
aesthetic expertence will remain incomplete until we have analysed the
nature of the pleasure tmplied therein  Here again we have to tra-
verse through the vast realms of Indian and Western Poetics to arnve
at some positive conclusions  But I shall present in briefthe results of
thece aoe long researches of the Indian and Western masters
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1) The nesthetic pleasure 13 a kund ol psyche physical pleasure
Plato among the ancients and Marx and Freud among the modern
thinkers have propounded this view-—of course, 1n their own and entire-
ly different ways

(1) The aesthetic pleasure 1s a kind of spintual pleasure  The leaders
of Sansknt Poetics ke Ablunavagupta and Jagannatha on the one
hand and the Ideahst Philosophers in the West—Plotinus among the
ancients and Kant and Hegel among the moderns-—subscribe to this
view
{11} The aesthetic pleasure 1s really a pleasure of imagnation Thas
concept has 1ts seeds 1n Anistotle’s Poctics, was presented in a clear form
by Addison in the 18th century and was ultimately given a philosophi-
cal onentition by Croce who interpreted 1t as a pleasure of “intwition *
in the 20th century
{1v) The aesthetic pleasure 13 a speafic and unique pleasure, distinet
from alf other kinds of pleasures—matenal as well as spintual  Itisan
absolute expertence incapable of being explainedin termsofthematerial
experience  Although this concept 1s very old, 1t was presented from a
new angle by A C Bradley, Clive Bell and other acesthetes in the begn
nming of the 20th century  There 15 an element of mysticism or at least
mystery in thas concept and Richards has discovered positive traces of
the mystieal theories of Kant and Hegel  Yet, 1t wall not be correct to
sdentily this concept of the * spearfic * or the * unique ’ experience with
spinttual yoy, because according to the aesthetes thus ¢ specific’
experience of Art is different not only from the matenal pleasure,
but from the common conception of spmitual joy as well

1 ¢t us now start from the end because thislast concept in spite of the
support of an age long tradition seems to be more vulnerable than
others  All the arpuments givenin flavour of the specific character of an
acsthetic experience make it clear that it 1s different from (1) a direct
or indirect psycho physieal expenence, {11) a purely intelicctunl
cxperience such as the experience of solving a problem or proving a
hypothests 13 2lso from (1) a spintual expernience the yomc ex
perience, for exanmple  But thus does not prove that it cannot be
explained in terms of the wsual experniences of the human mind--
that i1t 13 not an expenence ol this world 1t contains sensuowy as well
as inteliecctual eclements and for those who believe 1n the exustence of
Soul it alka contains an element of the spintual expenence  The
pittern of this experience 1t dillerent from the other eategories ol usua)
expeniences but ity anoredients are not estentnilly thifferent Conse-
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nature, After all, a detached experience or an impersonal or uni-
versalized experience is also a sublimated form of the psyclo-physical
experience.  Richards has rightly argued that in the entire process of
an acsthetic experience or appreciation, our sensc-organs, mind and
intellect, serve as the incvitable media and, therefore, so long as we
do not discover a separate ‘ specific * sense-organ for the perception of
an aesthetic phenomenon, it will be tlogical to conceive of the aesthe-
tic emotion as a ‘ unique ' experience.  And that puts an end to the
acsthetic theory with all its ingenuities.

The aesthetic pleasure is a pleasure of imagination—this is only a
partial truth. lere the most significant fact in the context of art,
namely that the human emotions form the substratum of the aesthetic
experience, has been ignored.  ‘The basis of all art is our psychic life:
imagination is its medium and an essential medium without doubt.
Yet imagination alone cannot ereate art unless it has got the required
material-basis in the form of human emotions.  Therefore the pleasure
derived from art is not just the pleasure of imagnation. Imagination
playsayeryimportant part outside the range of art as well, for example,
in saentific inventions  DBut the pleasure of imagination enjoyed by a
scientist has nothing to do with an aesthetic experience  The excla-
mation of * Cureka ® cannot be poctry by any stretch of imagination.
Besides, imagination itselfisa faculty of the mind andassuchan INAZL-
native pleasure is also 2 mental-cum-intellectual experience and cannot
be regarded as a scparate category by itself.

The pleasure derived from art is a Lind of spinitual joy—transcen-
dental and super-sensuous. This is, I am afraid, a concept difficult
to be proved or disproved by reason because the existence and concep-
tion of Soul are matters of permanent controsversy. If I do not have
necessary scientific data to prove the existence of Soul, I do not, at the
same time, have any unimpeachable evidences to disprove it I
would, therefore, accept the traditional view  According to the dat-
vite school of Indian Philosophy, joy 1s 1n the nature of the Spint and
accordingly every form of pleasure, from the lowest to the hughest, in
one way or the other, is a manifestation of the Sparit  The difference
between the psycho-physical and the spinitual joy is a difference of
quality and not of essence and thereby the acsthetic pleasure 1s different
from the spintual pleasure only in quality, or onlyinsofarasitisnotan
absolute state of bliss The Vedinta also arnives at a simular conclu-
sion from a different angle, of course, and defines sensual pleasure as 2
semblance of the Spiritual Bliss: as such aesthetic pleasure which is
more or less purged of the taints of nature comes very near the Reality
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ar the Real Bliss The Western Idealists define 1t as 2 transcendental

experience—a joy which transcends the sense-organs and 1s felt by the
Spinit directly

In this context, if we accept the definttion of the Sawnte phaloso-
phers, then there can be no controversy because the difference between
one kind of pleasure and another finally disappears in that case But
1t 13 not 50 1 practice, and we do make a distinction  Actually the
Idealists also do not identify aesthetic pleasure with spitual joy,
According to the Indean thinkers, 1t 13 very akin to and not :dentical
with spiritual joy, and the Western philosophers also believe that thys
expertence passes through the psycho physical media in the earlier
stages although ultimately 1t transcends them all and enters into the
purer regions of the Spirit  Thus the difference between the two 13
evident, even though tt may be a difference of quality and not of the
essence  Whereas the spinitual joy 13 an absolute experience of the
Supreme Self the aesthetic pleasure has a material basis invaniably
This matenal basis 1s extremely refined 1t 15 an impersonal or univer
salized emotion no doubt yet 1t 15 there because the impersonal or
universalized expenence also 1s, 1n the ultimate analysis, a matenal
experience and not a spinttual experience like a yogic experience or the
expenience of religious meditation It 15 a state of sublimation, a
liberated state of the psyche but it does not transcend the psyche

Now remains the first thesis w1z, the aesthetic experience 1s a mater-
1al pleasure  Although 1t has been presented rather crudely by its
exponents, by Plato on the one hand and by Marx and Freud on the
other, yet 1t becomes difficult toreject it The pleasure denived from art
15 a matenal pleasure art1s a matenal phenomenon and 1ts enjoyment
1s obviously an expenience of this world Exceptin the case of mysticism,
the subject matter of all art consists of the normal human experiences,
1ts tools and instruments also are the faculties of the mund viz | 1imagina-
tion and inteliect, the media of appeal are the sense organs on the
physical plane and the imaginative sensibility on the higher psychic
plane and lastly the recipient 18 the normal human being with all hus
impulses fully developed—and not a mystic or adevotee  Therefore,
it 1 difficult to dishebieve that it 1w an expetience of thiy world o

human experience  As such weshall have to determane 1ts character
within the range and 1n the terms of Psycholog

It will be more fruintful to base our observations on a conerete work
of art  Here s a beautiful + erse of Bhavabhut
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Viniscetum $akyo na sukhamitt va dubkhanmiti va
Pramoho nidra va kirnu visavisarpah kunu madah

Tava sparse spar§e mama h parmmudhendriyagano
VikaraScartanyam bhramayat: ca sammulayat: ca

(Uttararamacarifa 139 )

I cannot determine whether 1t 1s pleasure or pain whetherstupor or
sleep, whether the working of poison or intoucation, at every touch
of thine a certam sensation comes upon me which stupefving all my
senses now bewilders my consciousness now paralyses 1t

My experience on reading this poem 1s obviously pleasant, the theme
15 based on love and my mind passes through feelings of eros to attain
this pleasant experience  Yet the fact remains that there 1s an obwvions
difference between this expenence and the actual expenience of love
and I am defimtely conscrous of this difference—every enbghtened
reader 15 What 13 the nature of this difference® The expenence of
love 1 life 1s direct, my ego 1s deeply mnvolved and as such 1t 18 more
intense  The experience of the love poem 1s not a direct psycho-
physical experience my ego 1s not intvolsed therein and therefore 1t
13 not as intense It would be necessany to analyse the whole process
of this artistic experience 1n order to explam its character When I
read this poem the music of its words 1nd rhythm immedrately catch
my ear then almost imperceptibly 1ts meaning reveals atsell there
after by the magic of the poeticdiction 1 e by force of the imaginamve
use of the language my imagmation 13 activized a number of free
images are conjured up and under the stimulus of a vanety of sub-
gidiary emotions the instinct of love 15 roused 1n my consctousness
which 18 liberated from the mnvolvemnents of the ego—becanse thas love
15 not du‘ttt:d towards any parncular Db_]tct and 13 as such 1mpcr5nn;1]
and detached and finally the whole psycho physical process culmu
nates 1n a pleasant expenience

Human expenence can be divided into three broad categories
sensual mental and intellectual This classification s obviously very
broad and no category can be exclusine beeause of the extremely
sntricate and complex nature of our experiences wherein all the frcul
tice af the human personality are simultineously invohved yetitis on
the whole a workable classification based on the primary use of one
faculty or the other  The expenence of a dear person s emi race 1
for t:mmplc a scnsual pletsure its rerminuscence i1s a mentt] pleasure
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say, of a precise defimtion of this particular emotional experience in the
present context, 15 an intellectual pleasure Where does the aesthetic
pleasure derived from the love poem quoted above fitin?  Surely, thus

13 not the pleasure of a physical uruon with the beloved nor 1s 1t by any
chance the pleasure of a successful analysis of an amorous experience
Is 1t then the experience of a pleasant remniscence conjured up by our
memory? Here we have to pawse for a while, because there 15 obvious
ly some simulanty this experience of a pleasant remunuscence 1s like
the aesthetic pleasure, a reflex experience 1n which mmagmation plays
the major part  Yet, the two are not1dentical, because a reminiscence
15 basically personal wherein our ego 13 invariably nvolved, 1t 13 not
detached and 13 only partially liberated. Itis an action of the memory
which 13 a passive form of imagination and as such i1t 1s only a revival
of a past expericnce—unlike the aesthetic experience, which 1s an
action of the active or the creative imagination and 1s, therefore, not
jist a revival but a recreation of a past expenence  The acsthetc
expericnce 1s different from the expenience of a remimiscence because of
its impersonal and creative character, which purges 1t of all the base
clements and mmparts a pleasurable quality Thus the aesthetic
expenence s the pleasant expenience of an imagnative recreation of an
emotion The process of imaginative recreation involves in some
measure an action of the intellect as well, because alter all it 15 to a
certain degree a conscrous and a deliberate activity at least in the Iater
stagres of composition or * externalization ’, to use Croce’s expression
And, this brings i the inteflectpal element as well withun the pattern
of the acsthetic experience

So, 1n the final analysis, the aesthetic expenience can be defined as a

complex experience, pleasant in essence, in which the emotional and
intellectual celements are blended in a subtle harmony It has a

scparate wdeatity because it s more refined than the emotional plea-
sure and more enlourful than the intellectual pleasure



13. TRAGIC PLEASURE OR THE ENJOYMENT
OF THE PATHETIC SENTIMENT*

Professor Nagendra

In Indian Poetics, Tragic Pleasure or the enjoyment of the Pathetic
Sentiment never assumed the form of a problem—as if the accompani-
ment of the word * Rasa ’ or ¢ aesthetic bliss * ruled out the very possi-
bility of controversy on the subject. Therefore we do not come
across any sustained discussions or well-argued positive answers to
the question  Yet the Indian mind was vitally conscious of the enigma
and has in its usual philesophical way made an acute analysis and
suggested impressive answers: the solutions are, however, only irnphcit
and not explictt because the problem did not assume such proportions
as in the West

The general answer is that it is basically unwarranted to apply the
natural cause-and-effect theory of normal human hfe to Poetry.
Poetry 13 2 peculiar unworldly phenomenon which cannot be defined
in termos of ordinary human logic—it 13 an extraordinary creation of a
supernatural, supernormal genus and as such the ordinary rules of life
cannot govern it Sorrow emanates from sorrow, fear proceeds from
fear in usual life: but thepoeticgenius performs the miracle of affording
pleasure from painful situations, of converting horror or terror into
pleasure:

Hetutvam sokaharsidergatebhyo loksamdrayat

Sokahargidayo loke jayantim nima laukikah. (6)

Alaukikavibhavatvam priptebhyah kavyasam{rayat

Sukham safijayate tebhyal sarvebhyo'piti ki kgatih,  (7)
(Sdhityadarpapa, 111, 6-7}

‘ In the worldly ife, well-known causes of pleasure or pain might lead
to painful experience, but in poetry they assume a supernatural charac-
ter. And hence, what is the harm in believing that in Poetry they cause
picasure invariably ?*

This is one simple stock answer to the much-vexed guestion of
Modern Poctics. I need hardly remind the students of Western
criticism that this explanation anticipates in its own way all thow
theories of the Aesthetes like Bradley and Clive Bell of the 20th century
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who emphasize the specific character of poetic expenence and claim
complete autonomy for poetry and art In the words of Bradley

‘First this expernience 1s an end 1n atself, 1s worth having on its own
acccunt, has an intrinsic value  Next, 1ts poetic value 1s thus intrinsie
worth alone Far its nature 15 to be not a part, nor yet a copy of
the real world as we commonly understand that phrase, but to be a
world by itself] independent, complete, autonomous *

—dA € Bradley Oxford Lectures on Poelry, page 5

These critics have, of course, used the word  experience’ and not
“10v’, but as I have explamned in my mtroduction to Arnstotle’s
Poeticsl, the aesthetes, durectly or indirectly, believed in the principle
of aesthetic Joy

This answer underlines the supernatural character of aesthetic Joy
and naturally it stands or falls by that This 15 really true that in
almost every country the hterary thinkers of the past have claimed
that the poet’s genius 13 a supernatural phenomenon and hus activity
also 1s consequently supernatural  Plato humself believed in the theory
of divine madness of the poet But today, after all the advances m
the sciences of the Mind and the Matter, 1t 13 too late to revive or
even accept the theory except in a metaphorical sense It does not
require a sertous effort to prove that between poetic gemus and other
genius or between poetic activity and the intellectual activities and
consequently between poetic and other emotional cum ntellectual
expenience, there 13 a difference only of quality and not of nature
Therefore, whereas 1t 13 not to be demied that the expertence of poeti-
cised sorrow 18 certainly different from that of actual sorrow, 1t is
certainly not supernatural or peculiar 1n the sense that i1t cannot be
defined 1n terms of the science of emotions  Without being a direct
expenience of sorrow, 1t still remamns a psychic expenience all night
And hence this answer does not go very far in solving the problem

Another solution 1s suggested by the * Theory of Umiversalization *
propounded by Bhat{a Niyaka in the 8th Gthcentury A DD Accord
ing to him, the poctic expenence 13 never personal or indivadual 1t 1s
always universal The emotional expenences are so portrayed 1n
hterature that they are freed from their personal hmitations, they
cease to be the expeniences of the particular hero or the heroine and
become the common experiences of all the receptive and responsive
readers or pla}r pocrs  Freed frum the limitations nf.' time and space

" Arasta K2 ﬂ"il:;raﬂﬂra Introduct on pp 91 100-101 —
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mn this way, they are elevated and refined—their edges are rounded

and stings lost Thus, 1n their untversalized form, pity and fear are
both enjoyed

Tasmat kavye dosabhavagunalamkaramayatvalahsapena natye
caturvidhibhminayariipepa mbrdanyamohasanhatatanivaraga
kanina vibhavadisidharanikarapatmana abhidhato dvitiyenarh-

fena bhavkatvayyaparepa bhavyamano raso  bhogena
paramt bhujyate®

The gist of this quotation 1s that, according to Bhatta Nayaka,
the poet wath the help of a certain functional quality called ‘ Bhavakat-
va’ which 1s very much alun to ‘imagmation’, lends poetic enchant-
ment to the word and the meaning and presents the painful emotions

like sorrow and anger also along with thetr subjects 1n a umversalized
form

Thus the poet has at his command two positive inter-related faculties,
namely the imaginative faculty and the faculty for universalization—
they are inter related because umiversalization also 1sultimately effected
by the faculty of tmagination  Under the spell of imagination * sorrow’
loses 1ts peculianty, divorced from personal associations it 1s freed
from the sordid attributes of common physical expenences and a sub-
Iination of the emotion takes place In terms of Indian philosophy
we can explain this process all the more effectively  All personal ex-
penience 1s limuted and the feehng of imutation 15 by itself a painful
experience  But when 1t transcends personal Lirmts and 15 universa-
lized, 1t 1s converted into a ventable pleasure because the feeling of
unrversahity 1s e2sentially pleasant  We find some vague mdications
of this answer 1n Aristotle’s theory of Catharss, only vague indications,
and not the full fledged explanation which has been offered by Pro-
fessor Butcher on behalf of Anstotle on the basis of the later advances
in Western Cnticism The sting of the pun,’ says Butcher, © the
disquet and unrest, anse from the selfish element which tn the world
of reality chings to these emotions The pamn 1s expelled when the
tant of cgousm s removed ' {Arnistotle’s Theory of Poctry and Fine Ast
p 268) Butcher 15 himself conscious that he has overdone the job
and adds by way of explanation *If it 15 objected that the notton of
universalizing the emotions and ndding them of anantruzive element

that belongs to the sphere of the acadental and indindual, 13 a
modern conceplion, wluch wre liave no warmant sr altmbuting to

IADhRAVASUPIA fMung cbhirafl (rackwad s Orsental Series Vol 1 {19 6),1 277
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Arstotle, we may reply that if this 13 not what Aristotle meant, 1t 1s at
least the natural outcome of hus doctrine > Bhatta Nayaka's theory,
however, 15 as complete 1n ttself as 1t 1s convincing  One of the most
effective processes of sublimation according to modern Psychology 13
‘ the socialization of the Ego’, which 11 1n essence the same thing
as the * universalization of the personal expenience’

Altardyce Nicoll has spoken of the ¢ feelhing of umversality * almost
in the same context while discussing the various causes of * tragic
pleasure * ¢ Part (of the tragic relief) too comes from that very sense
of universality—which has been stated to be the fundamental charac
teristic of all high tragedy—some form of contact with forces divine,
if we are atheistic we shall say 1t 13 a contact with the vast, illimutable
forces of the Universe’

— T e Theory of Drama, ¢ 131

The third answer 15 implied in the theory of Revelation Abhivya-
ktivada of Abhinavagupta who was possibly 2 jumuor contemporary
of Bhatta Nayaka Drawing on the philosophtcal treasures of Savite
Philosophy, Abhinavagupta has propounded that Rasa or aesthetc
bliss 13 not created but 15 only revealed There 1s no cause-and-
effect relationship between Poetry and aesthetic bliss therefore the
question of tragic scenes giving rise to sorrow or fear does not arise
According to Abhinavagupta the soul 13 the abode of eternal bliss, 1t 1s
by nature blissful  But on account ofts associations with the mundane
hfe, 1ts punty 1s tarmished and a sort of moss gathers over the crystal
stream of perepmal joy  There are various ways and means of remoy-
ing this moss and restoning the orgmal purity and blissful state of the
Scul such as the Yoga or devotion or other spintual practices As
soon as the moss 13 removed, the stream of joy flows clear and crystal
again  Poetry 1s also one of these ways and means, although 1ts effect
13 less permanent, yet 1t does succeed in removing the moss Thus
poetry does not cause or create bliss 1t only opens the veil and lays

bare the eternal bliss which resides 1n the soul

Asmanmate tu samvedanamevanandaghanamasvadyate Tatra
ka dubkhafanka Kevalam tasyaiva citratakarane ratfokads
vasanivyaparah!

1e  ‘In our opinion the ever blissful consciousness itself 15 enjoyed
in the form of acsthetic pleasure, there 13 no question of pain  The
emotions like love and pathos are only to lend it vanety

"I Abhnavebharatl  Gackwad s Oriental Senies Vol T (Edn 1956) p 292
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All good poetry which succeeds 1n doing this leads to blhiss—irrespec
tive of i1ts theme The theme may be tragic or comic or romantic—
so long as 1t 13 successfully poeticized 1t must restore our soul to its
essential bhissful state  That 1s how a successful tragedy also leads to
pleasure 1n the same way as a successful romance does This 1s

obviously a metaphysical theory and we find 1ts echoes 1n critics hike
Colendge and Croce 1n the West

Sardatanaya a cnitic of the 13th century comes out with another
explanation which is also based on Sawvite philosophy According
to him this world 1s a muxture of good and ev:]l of pleasure and pam
Ewvil and pain are unavoidable in Iife yet the soul by means of its
certain permanent attributes {Raga Vidya and Kala} enjoys it
The impulse for bliss 15 so powerful 1n the soul that it breaks down all
barners and forces and painful elements also to yield bliss because
bliss alone 1s the reality By the same process the soul of the reader dis
COVers Joy even in {rag c scenes

All these critics have on the whole a posttive outlook they all
believe 1n the pleasure of pain  But there 1s another remarkable work
on Sanskrit dramaturgy——the Natyadarpapa of Ramacandra and Guna
candra who flourished in the 12th century AD The two authors
have boldly challenged the tradition and laid down 1n unmustakable
terms that Rasa or aesthetic experience 1s not pleasant only 1t 13 both
pleasant and unpleasant sukhaduhkhatmalo Rasah They believe
that the reader or the play goer takes dehght in a poetic work oradrama
not because the painful emotions portrayed in the theme are transmut
ed 1nto pleasurable exper ences but because he 1s charmed by the
art of the poet and the actor and 1s decewved into finding a kind of
enjoyment in the performance The painful emotion remams painful
without doubt but the manvel of the poetic and the histrionic art
fills h m with a sort of rapturous astomishment 1n which the conscious
ness of the painful element 15 merged for the time bemng This 15
a fore-runner of the Formal Theory of the West which propounds
that the embellishments of poetry and stage lend enchantment to a

tragic work and round off its pamnful edges
To quote Nicoll once again

There 1s the presence of the creative art stic power of the drimatist
himself and particularly in the Greek and Elhizabethan plays the
rhythm of the verse to reave away our m nds for a moment from the
oloomy depths of the tragedy A more detailed consideration of the
use and of the value of verse 1in tragedy we may leve tll later, but
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here 1t may be observed that verse 1in many cases acts as 2 kind of
anzesthetic on our senses The sharp edge of the pam 15 remoted 1in
the plavs of Aeschhlus and Shakespeare ard though 1t becomes mo-e
poignant in some wavs, vet it 18 reft of 1ts crudeness and sordidness
by the bhezuty of the 2nguage *

The rote 1n the \afyaderpana contains ore move answer which 1s
agam maplicst. It 1s said that the taste of 2 work of poetnn or drama
15 very much like that of a saucy dnink.  Just 25 i this drink a number
of spices of all rastes—sweet, bitter, sour—are mixed up and they all
conintbute to the ‘nlhmate taste?, in the same way 1n human Life all
expeniences—pleasant and unplezsant—are mixed up ard contribute
to the ultimate enjoyment of Iife  In ordinan parlance, the batter,
the <our and the sweet are all called Rasas or tastes—so 2kso 1n poetry
the pathetic, the hornble, the ternble, the humorous and th~ beautiful
zre called Rasas,  Just as the mmxture of the bitter map-oves the taste
of the drinl, i1 the same way the muning up of the tragic or the pathene
enriches the ultimate aesthetic expenence This explanation 1s more
pragmatic than philotophical  But 1t contains the germ of the famous
“ Interest Theory * of Western Critasm. Human bic 1s 2 muxed
pattern of pleasure and pam—both of them are equallv nevitable and
the human mind 15 naturally interested 1n both  the funeral engages
our zattention as much as the mamage, may be a little more. By the
same logie, man 1s attracted towards a tragic play, his interest in the
mentable gloom of bfe invanably drawshim toa tregedy Itisnotfor
the hghter entertamnment or the pleasure, but for themnherent interest i
life 1n a1l 1ts vicisitudes, that he loves to read or watness a trageds
Ve find echoes of this theory m Lucas * Lafe s fazapating to watch
whateser 1t masy be @0 experience.  Ard so we go to tragedies not 11
the least to get nd of emotions but to hav e them more abundantis
to banquet not to purge’ —Tregedy, p 52

These are 1t bnef the vanous answ ers suggested by Indian Poetics to
the problem of tragic pleasure. One more could be found 1n the
realm of philosophy  According to the Buddhist philosoph, pawn 1
one of the Supreme Triuths of ife, Therealizatron of truth s always a
posttive gamn, 1t 15 2 joviul expenerce 1n essence.  Trapgeds, whach
emphasizes the Supreme Truth in Ufe s a ventable means of ths
reahzatton and ulomatelv results 1n a happy experence In Western
plulosophy, quute obviowsly urder the anfinence of Buddhism, Schopen-
haner has gnen the same explanaton —according to him tragedy

+&
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understand better the ulumate reality—namely * the utter vanity of
living’ Schlegel also offers a simular explanation although his argu
ment 18 a little different His belief 1s that in tragedy swe have the
consciousness of ‘ a destiny soaring above this earthly life and we find
something consoling and elevating’® Such consciousness 1s not un-
knownn Indian literature, for ages the Indian mind has been deniving
solace from the consciousness of a destiny soaring above earthly hife

Karamagati {are niln tare
Mum Basigtha se pagd:t gydam sodh: ke lIagan dhare
Sita haraga, marapa Dafarath ko, bana men bipati pare

‘ Inevitable are the ways of Destiny

A seer like Vasistha made all calculations and everything was done
most auspictously,

Yet Rama was robbed of hus wife, lost his father and was mserably
stranded 1n the jungle ’

Thus problem has been tackled 1n a more optimustic way—possibly
by Burke, who explained that tragedy was enjoyable because of the
atmosphere of nobility and magnammty which pervaded it Thereis
a ventable fall 1n a tragedy but 1t 15 the fall of the mighty and the vir-
tuous, which rouses not pity but admuration in the spectator The
hero suffers, but hus suffering sublimates his character and the spec-
tator also shares this process of sublimation of personality No poetc
work 1llustrates this argument better than the Rdmayape depicting
the sufferings of Rima who personufies nobihty

Such solutions, I may repeat, are found only 11 the realm of philo-
sophy or philosophtcal poetry or ethics and ethical poetry, they are not
accepted 1n Indian Poetics, directly or even indirectly for the simple
reason that they are i contravention of the fundamental theory of
Rasa which 13 based on the theory of * Ananda’

These explanations cover almost all the answers offered by Western
Poetics There are a few more given by Russo, Hume and others,
namely (g} that we find a sort of gratification n the distress of others
or (4) that pleasure and pamn are sisters and tn meeting with one we
discern the form of the other, or (¢) that we watch a tragedy to get
out of boredom because 1t 1s better to be aflicted than to be bored
But they are not to be taken sery seriously The Indian crnitics
have arrived at their conclusions, independently ol course, 1n most of
the cases they hase forestalled the theories of their Western colleagucs



THE EN{OYMENT OF THE PATHETIC SENTIMENT 135

Their way of thinking 15, without doubt, more profound and their
arguments have sounder philosophical basis They have at times my-
stified their explanations by wsing certamn metaphysical terms or by
starting on premiuses which the modern mind may find difficult to
accept as such  But that 1s not enough to reject them as unsciennfic
A scientifie, rational and psychological reorientation 15 easily possible
i almost every case and it hat never caused me much difficulty in
rationalizing themin the modern way

In this context, one 13 naturally reminded of the great Anstotle and
the solution offered by him in hus famaus theory of Catharsis  For Ar
stotle, the experience of reading or watching a tragedy s a process of
psychic purgation According to him ‘by arousing pity and fear tragedy
affects 2 purgation of these and kindred emotions with the result that
the painful element 1s extracted and the mental equilibrium 1s restored *
The explanation 1s fairly convincing but 1t goes only half way To
the Indian thinker, such an experience 1s negative It 1s only the
extraction of the painful element and not a positive enjoyment It
only prepares the ground for the aesthetic bliss to blossom forth  As
it 13, 1t 15 only a sort of relief and not an enjoyment Contrary to this,
the experience envisaged in Indian Poetics has a positive character
It 1s not just a relief from pain, but a veritable enjoyment, it 13 a
self fulfilment and smee 1t 15 achieved after breaking through the
hurdles of pain and sorrow, 1t 1sall the more profound and powerful
And that accounts for the poetic outburst of Bhavabhuti who asserted
that there 1s only one sentiment, the Pathetic—FEko rasah karupa eva

CoONCLUSION

Thus, for more than two thousands years, the Western and Eastern,
the antient and the modern, thinkers have been struggling to solve this
problem  Yet 1t seems to be where 1t was—at least we have not found
any ummpeachable answer which may be umversally accepted In
the hght of the above discussions, we can safely draw the following
conclusions —

(1) There 18 a gramn of truth almost in every answer, even mn the
principle of malicious pleasure, the difference is only of the degree,
1 ¢, some answers are comparatively more acceptable than others—
that s all

(1) No single answer 1s complete 1n itsell 50 as to meet all doubts

and objections If you believe in the existence of a Soul which 1s
meearmtiatlvy hhwefiil]l then Abhiniavagupta’s arcvoment should suflfice
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But this *if >—this proviso—is not so simple because how many can
have this belief today and how can they have :t? By the laws of
general logic and general psychology the solution given by Bhatta
Nayaka wathout i1ts metaphysical concepts seems to be quite pro-
found many a Western thinker has accepted or echoed 1t 1n his own
way This solution combines in 1tself the principles of artistic syn
thesis and universality * which are fairly convineing by themselves

(in) Therefore we shall have to combine several arguments together
1n one to evolve an adequate formula—because in actuality also several
conditions combine together to convert pamn into pleasure i1 a prece of
art for example (g} the sentiment of sorrow depicted 1n a work of
art 15 not a direct but 1magmative expertence and there can be
no doubt that 1ts sting 15 considerably mimmized as a consequence,
() In Tragic Poctry pathos 1s mostly associated with the great and
the noble—this association with greatness and virtue relieves sorrow of
all 1ts sordid elements and lends 1t a peeuliar grandeur The tragic
scenes generally represent the digmty of the human soul atits chmax
and they mvariably refine and sublimate our emotional responses
The personal sufferings of Rama for example 1n the Ramayapa are
adorned with a divine halo by his unshaken fidehty to social duty
Such scenes emphasize the grave and the senous side of hife and help
1in the reahization of the deeper truths of human existence Reahiza
tton of truth 1s indeed an achievement which elevates the soul  Thus
the pathetic contents i a piece of art help us in the enjoyment of life 1n
ats fullness

(¢) And lastly the artistic process removes the remnant of pain
Artistic creation 1s a process of synthesis by effecting harmony in
<iffused elements the artist creates a unity in diversity and imparts

form to the formless and the deformed  This 1s called artistic unity
1n Aesthetics 1t brings about secretly a harmony of emotional exper
1ences which 1n 1ts turn gives comfort to the psyche I cannot n
this context resist the temptation of reproducing a passage from one of
my own carlier works ¢ Experience 15 composed of sensations and 1t
18 never one soltary sensation but a system or pattern of sensations
When the sensations are coordinated and harmonized our expenience
1s pleasant and when they are discordant and dishevelled the ex
penience 13 unpleasant  The sensations denived from art are not cirect
but reflex  Thus by itsell relieves them of their sting to a considerable
extent and besides they pass through a process of coordination and

systematizatton dunng the artistic contemplations by the poet
Thue they are invariably reduced to a pleasant harmony, because the
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poetic contemplation 1s essentially a process of effecting unity in diver-
sity which at the level of the psyche 1s, without doubt, a gratifying ex-
pertenice In thus way, the pamnful expertences of life, when their basic
sensations are coordinated and systematized, are converted mto a
unfied happy expenience in art’

Thts 15 how the paradox of Tragic Pleasure can be resolved at
least that 1s how I have been able to satisfy myself
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