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FOREWORD

I have great pleasure in writing these lines to introduce the:
work of Dr. P.K. Panda to the world of scholars in general and
the students of Sanskrit poetics in particular. Dhvani theory of
Sanskrit poetics is a multifaceted concept. As Anandavardhana
—the propounder of Dhvani theory—has himself expressed
obligation towards Grammarians giving them credit for the
derivation of his Concept of Dhvani, it clearly shows that his.
approach towards the interpretation of poetry is basically based
on linguistic aspects. The scholars like Bholashankar Vyas have
tried to analyse this concept in detail in their works. At the
same time Anandavardhana talks of aesthetic charm deriving
from poetry. He compares the poetic sense ‘Pratiyamanirtha”
with the beauty of alady and states that both of them are
suggestive, but not denotative or indicative.

““Pratiyamanam punaranyadeva vastvasti vanisu mahakavinam,
yattatprasiddhavayavatriktar vibhatilavanyamivanganasu.”
Dhvanyaloka 1[4

S.K. De has analysed this aesthetic concept of Dhvani theory in
Sanskrit Poetics as a Study of Aesthetics. Anandavardhana calls
Dhyggl_g_g_t_h_e soul of poetry: Kavyasyatma dhvani.. Atma

navagupta a and its commentators

Madhusudan Mishra Tarkavachaspasti, an eminent Oriya
scholar of twentieth century, has dared to write a new commen-
tary AVADHANA on the Dhvanyaloka itself. After Abhinava-
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gupta’s Locana commentary, nobody has dared to write a
commentary on the Dhvanyaloka, but good many sub-commerf-
taries have been written on Abhinavagupta’s Locana. Tl?at 18
why, to my mind, Madhusudan Mishra dared to write a
commentary on Dhvanyaloka. His argument is that to under-
stand a theme mere light and eyes are not sufficient. One shoul.d
be necessarily attentive towards the theme. Unless a person 1s
attentive, he cannot perceive a theme even in broad daylight.
So is the case with Dhvani theory, which is not intelligible or
worth grasping even through the Aloka Vrtti by Ananda himself
-and the Locana (eye) commentary of Acirya Abhinavagupta.
Hence Avadhana a new commentary was needed and therefore
‘had been written by the author.

Madhusudan Mishra has so many things new to say. It is
necessary to examine his concept of Dhvani along with the idea
of Anandavardhana—the propounder of Dhvani theory. It is
obvious to say that Abhinavagupta has twisted the text of
Dhyanyaloka in many a place to derive the meaning he wanted.
Abhinavagupta has very scholarly shifted the point of soul of
poetry from Dhvani to Rasa explaining the text “Kavyasyatma
sa evartha...”” Here, he prefers the context quoted and sets aside
the reference arguing that the Rasa only, which is purely sugges-
ted, on the contrary in Vastu and Alamkara Dhvani, are some-
times suggested and sometimes denotated or indicated. The
purely suggested sense Rasa, therefore, has a claim before the
soul of poetry. There are many other points also in the Dhivan ya-
loka which need new approach to be explained, Avadhana
claims to possess that new approach and hag explained it,

Dr. Panda’s task is very clear thou
claim of Avadhana in the light of Anan
throws a new light on the concept of Dhvani.
say that Dr. Panda has been successful
enough for him to give a comp arative
but he has many things to say. He has not merely collected and
presented the facts from different works but has put forth his
OWn Views also and thus his work has a fresh approach towards
the interpretation and analysis of facts,

I am sure that the present work will give a thorough satis-
faction to the students and the scholars of Sanskrit poetics, and

I am happy to
in his mission. It is not
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would inspire young scholars to go in deeper while studying the
theories of Sanskrit poetics. I would like to congratulate Dr.
Panda for producing such a good and scholastic work, and
hope that he will continue to produce more and more works on
the field of Sanskrit poetics.

Guru Parnpima Prof. B.M. CHATURVEDI

2045 Sarhvat Professor & Head
Department of Sanskrit
University of Delhi
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PREFACE

Anandavardhana’s Dhvanyaloka is a luminous _jewel in the store-
house of Sanskrit_literature. Thou_gﬁ—{i is written in Sanskrit,
the concept of Dhvani embodied therein not merely serves the
Sanskrit literature but works as a guide to all the literature in
the world.. The field of kavya literature is richly enlightened by
the Dhvani theory of Ananda and all the critics accept Dhvani
as the principal element of poetic compos:t:on Even today the
very concept of Dhvani is a matter highly discussed by the
modern scholars. The line "Ravyasyatma dhvaniriti budhe:yah
samamndtapiirvah...” establishes the fact that Dhvani theory
existed even before Ananda. However, it has been admitted
that there was no work dealing with Dhvani theory until the
emergence of Dhvanyaloka. That is why the Dhvanikara is to
be justifiably recognised as the founder of new era in the history
of Sanskrit poetics and Indian aesthetics.

But in grammar there did exist the concept of Dhyani and
the $rilyamana $ibda (the word which is palatable to ear) was
considered to be Dhvani. Sriiyamana $abda implies that when
a person pronounces a word or somerhmg strikes or counter-stri-
kes and it produces some sound which mmgles in the air_and
the waves of sound enter into the ear. The sound which is
audible in this manner is termed as $riyamana $abda. Similar
to this process, grammarians also say that the audible word
($abda) is called as Dhvani. It is totally based on the maxim
of vicitara:iga nyéya They also use a term ‘Sphota for the

synonymous w1th the concept of Dhvani.
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In poetry the mere expression of word is not called as
Dhvani. It deals with the suggestive expression of both word
and meaning. Specially in poetry the Pradhanibhiita vay[.igya
(suggested), Vyafijaka $abdarthamaya (both word and meanm_g),
and Vyafijana Vrttiis known as Dhvani. Virtually, regarding
this concept there is a difference of opinions between the gram-
marians and literary critics. If we accept the views of gram-
marians, we will have to consider the viacaka, 1ﬁksanik§,_
vyafijaka $abda, the meanin gless tone of drums etc. as Dh_var?l.
But it is ridiculous to accept the above mentioned aspects in
poetry while definin g Dhvani because Dhvani theory is essenti-

ally based on the existence of suggestive sense (Vyaiijana
Vyapara). Ananda says :—

“Yatrartha §abdo va tamarthamupasarjanikrtasvarthau
Vyankta Kavyavisesah sa dhvaniriti stiribhihkathitah”.
— Dhyanyaloka 1/13

Thus the Dhvanydloka of Anandavardhana occupies a unique:
position in the field of Sanskrit poetics and Indian aesthetics.
The great popularity and currency of this book is indicated not
only by the first systematic expression of Dhvani theory, but
also by the existence of a number of brilliant text-books on
theories of poetry. Even by the fact that four Sanskrit
commentaries (‘Locana’ by Abhinavagupta, ‘Candrikd’ by an
unknown author, ‘Didhiti’ by Badrinatha and ‘Avadhina’ by
Madhusudan Mishra) and two sub-commentaries (Upalocana
and Kaumudi) are known to be existing of which except
“Candrika’ all are available in print.

The AVADHANA commentary of Pundit Madhusudan
Mishra Tarkavachaspati is one of them which was published by
the Calcutta Sanskrit Series, Calcutta in July 1938. It is a
modern and fascinating commentary of twentieth century which
excells the ideas of Anandavardhana in a greater extent.

The present study has been endeavoured with scholarly and
thought provokingjexplanations and analyses of the most salient
features of the concept of Dhvani in the light of Ananda-
vardhan’s Dhvanyaloka and with special reference to the text of
Avadhina commentary. [t presents the existence and develop-
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ment of Dhvani theory in a comprehensive and precise chrono-
logical order up to its probable impact on modern creative
talents. In explaining the statements of Avadhanakara, there
has been devoted more space to such aspects when it was
necessary and so many points have been located which were not
even touched by Locanakdra. The study is not only strictly
based on the text of Avadhana commentary. but also deals with
all the speculative aspects of literary criticism. It aims to an
evaluation of the position of great Dhvani theory with certain
new outlook towards poetic art, especially based on the aestho-
linguistical vision.

The present study contains thirteen chapters incorporating
an introduction in the very beginning which deals with a brief
history of the Sanskrit poetic traditions, the evolution process
of the theories of Sanskrit poetics and the antiquity of the
concept of Dhvani. In the second chapter the discussion has
been made about the life and works of Madhusudan Mishra
Tarkavachaspati—the author of the ‘Avadhana’ commentary.
The third chapter deals with the authorship of the Karikas and
Vrtti while in the fourth and sixth chapters an attempt has been
made to establish the basic ideas of the concept of Dhvani and
its definition. The fifth chapter contains the fundamental
relations between the Dhvani (suggested sense) and Abhidha
(denotative sense); the Dhvani (suggested sense) and the
Laksana (indicative sense) etc. In the seventh chapter the discu-
ssion has been made regarding the various kinds of Dhvani,
while the eighth chapter deals with the position of Rasa
(sentiments) Rasadhvani and Rasavadalamkara, The ninth and
tenth chapters also witness the place and role of Guna and
Alarakira within the territorial range of Dhvani and the Pada-
sarhghatana respectively. The eleventh chapter has been related
to Samlaksyakramavyangya Dhvani. The twelfth chapter
discusses certain unrevealed aspects of the Dhvani theory
such as the importance of word ‘iti’ used in the first Karika,
the correlation between Dhvani and Dosa, Dhvani and Vrtti,
Dhvani and Riti, Citra Kavya, Gunibhutavyafigya Kavya, and
the difference between Dhvani and Anuméana etc. The last
chapter of this work is very valuable where careful researches
have been summed up about the importance of a particular
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concept—the Dhvani—with a scholarly touch of Avadhanikara,
and witnesses the supremacy of the suggestive sense with a
special devotion to classical, medieval and modern criticisms.
Thus, it can be said that Anandavardhana’s Dhvanyaloka has
been studied here, both in retrospect and prospect, with the
special reference to Tarkavachaspati’s Avadhdna commentary.

I warmly acknowledge the invaluable help and encourage-
ment from my rev’d teacher Prof. B.M. Chaturvedi, Head,
Deptt. of Sanskrit, University of Delhi under whose guidance
this work could be successful one. I wish to thank Prof. G.K.
Das, Deptt. of English, University of Delhi; Dr. (Mrs.) R.
Nilakantan, K.lindi College; Dr. J.P. Mishra, M.L. Nehru
‘College; Dr. V.P. Tripathi, Delhi; Dr. M.K. Sahani, Lecturer,
Itarasi Govt. College, M.P. and Shri J.B. Khanna, Assistant
Librarian, Central Library, University of Delhi for their sug-
gestions and guidance given to me from time to time.

I am indebted to Prof. N.K. Ray, Provost Gwyer Hall; Shri
S. Nilakantan, Director, Presidential Secretariat; Prof. S S.
Mohapatra, a distinguished educationist and parliamentarian
and Justice Ranganathan Mishra, Supreme Court of India, for
the constant inspirations and encouragements they extended to
me. [t is my sincere duty to remember here my parents who
made me what I am. I heartly thank my good friend Shri.
P.N. Shukla, Research Fellow (Sanskrit), Univ. of Delhi for
his cooperation.

Words are insufficient to thank Dr. Neeraja, University of
Delhi, and my younger sister Miss Prativa Panda who helped
me a lot while completing the present study.

Lastly, I extend my gratitude to Shri J.L. Gupta, both
publisher and academician, for his keen interest, cooperation
-and patience in bringing out a quality publication.

Rathayatrd, 2045 Samvat PRADIPTA KUMAR PANDA
University of Delhi
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CHAPTER1

INTRODUCTION

Irresistible rapid advance and profound revolutionary changes in
the spheres of life, literature and other aspects of society are
characteristic features of the time we live in. The progressive
development of literary history of India in the age of transition
from vedic hymn to classical kavya literature, the age of cosmic
speeds, obviously cannot be denied. With the growing popula-
rity of Sanskrit Kdvya and its artistic developments, it is
necessary to study Sanskrit. poetics (Sahitya S$astra) unique
among the Sastras of world, both ancient and modern, embracing
the science of all poetic arts.

Unlike Sanskrit Kavya the history of Kavya-Sastra (poetics)
is very rich. Its study is very essential and of great importance.
From centuries, ideas put forth and controversies were raised in
an attempt to find out the criterion of good poetry and the
nature of aesthetic delight. Right from Bharata’s ‘Natyasastra’,
the ﬁrst great contribution on theories of dramaturgy, till the
composition of Punditraj “Jagannatha’s Rasagangadhara, the
history of Sanskrit p0et1cs passed lhrough a revolutionary penod
and culminated in many concepts malnly Rasa, Alamkara, Gu.a,
Riti, Dhivani, Vakrokti, Anumm and Aucxt\a etc.! On the basis.
of these concepts the intrinsic aspect of _poetry socalled
Kavyatattva has been interpreted in various manners. This
tS’Plcal analysis of poetic concept (Kavyatattva) marks the
begmmng of a grcat ‘tradition in the hlS[Ory of Sanskrlt poetlcs
and it has taken different turns in its development. Each turn
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does cont contribute speclally a new :dea and glves a particular direc-
tion to some sort of tbeory “If we critically analyse a particular
one, we find the other concepts exist within it just like limbs and
sub-limbs of a body. Thus the origin and development of the
concepts like Alamkara, Guna, Riti, Dhvani, Rasa, Vakrokti,
Anumiti, Aucitya etc. contribute a great deal.

~ Though it is not very easy to give a concise definition of
above mentioned concepts, yet by the discussion of their exis-
tence it is known that their surroundings are very wide; even
they have the relation with beyona the Sastras. They have a
long history. In the course of their development, mainly they
embrace two basic questions based on their subjects and
wltimate purpose. Firstly, what is the soul (Atman) of poetry.
Secondly how and by what methods that concept of soul
{Atmatattva or Prianatattva) is revealed or acquired. Depending
upon the basic solutions of these two questions the entire
«domain of Sanskrit poetics has flourished.

In the very beginning, Alamkara, the figures of speech in the
form of strikingness is considered as soul of poetry, conveying
through word and meaning as its medium of expression.
Bhamaha, Dandin, Udbhatta etc. are the chief exponents of
this theory.? They suggest that neither the grace and charm of
-sound nor the novelty or sublimity of sense constitutes real
poetry. Poetry is that in which the sound effect unites with
-sublimity of thought and both co-jointly produce charm in the
-minds of refined readers. Alongwith the facts and feelings
poetry has also a beautiful form. Certain modes of expression
-qualify this beauty as Alamkara and make a piece of poetic
-composition charming. Even a fair complexioned lady does not
look so charming without ornaments, such is the case with
“poetry.

Dandin as well as his predecessor Bhamaha do not give
a detail survey about the soul of poetry, rather presumably
discuss a superficial idea of it, Their ideas deal with the com-
bination of embellished sound and sense which is undoubtedly
-an essential element of poetry. Dandin defines Alarhakra that

~ property which: beautifies poetry, implying the poetic figure as
-an instrument of embellishment to augment the charm of
_poetic tissue.® Though the importance of poetic figure is recog-
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nised by him, yet like Bhamaha he does not recognise it as the
only essential quality of poetic creation. In this connection, the
remarkable thing is that in pre-Bhamaha-Dandin Era, the term
‘Sausabda’ is understood as a nice use of Sabda (words)—which
is the substratum of true embellishment. But these two expo-
nents do not agree with it, rather give an equal prominence to
Sabda (word) and Arth (sense).* This is the first turning point
in the history of Sanskrit literary criticism.

Secondly, Vimana appears with a new concept whlch deals
with the inner essence of poetry. He says, the essence of poetry
is the ‘Riti’ or style, or diction; which is being essentially con-
stituted by presence of Gunas and ultimately constitutes the soul
of a Kivya.® For the first time he gives a clear conception of
the relative importance of Guna and Alamkara, and draws’
distinction between ordinary composition and poetic expression.
He uses the term Alarhkara not in specific sense of poetic figure
only, he takes it in a broader sense to mean poetic beauty. This
poetic beauty can be acquired only by enhancement of this
beauty. So, Vamana says—the charm par excellence of Kavya
can be possible only by the beautification and that beauty is not
conveyed by Alarhkaras like Upamé (simile), Ripaka (meta-
phor), Dipaka etc., but by Gunas like Madhurya etc. In poetry
the existence of beauty can only be possible by Guna which is
the natural phenomenon of it. Alamkaras like Upama, Riipaka
etc. only improve the charm created by Guna. Thus the Alam-
kiras are termed as Vahirangas (external expressions). In otber
words Guna known as Alankrti, is illuminating the manifesta-
tion of Alamkaras. So, the creation of Guna with Riti makes
jointly and also due to the external expressions Alamkaras are
not considered as the soul of poetry.

From another standpoint, Atman or soul is an internal
concept. Like Atman, Guna is also considered as the internal
concept and Riti is a substratum of its expression conveys the
manifestation of Alamkaras. Vimana is of opinion that Gunas
are essential qualities of poetic art, while Alamkaras are non-
essential elements in their restricted sense. The Gunas reside in
‘poetry in Samavaya relation and Alamkaras in Samyoga relation.
The former is the quality of the essence while the latter is an
external embellishment. Thus, in the history of Sanskrit poetics
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Vamana gives a new idea, and declares in unequivocal terms
that ‘Riti’ is the soul of poetry, and he explains as a particular
arrangement of words which comes due to Guna. In his opinion,
Guna—a definite combination of difficult poetic excellence
makes a particular diction (Riti) palpable and this poetic
diction constitutes the essence of poetry.

The third turning point on the highway of Sanskrit literary
criticism is Dhvani theory or ‘the doctrine of tone’—enjoying as
the soul of poetry and its medium of expression is vyafijana
(suggestion). Founder Acirya Anandavardhana develops the
ideas of the essence of poetry and condemns the viewpoints of
Vamana. He says Dhvani is the soul of poetry in the form of
Vyaparya-Vyangya not as Vyapara.®

The origin and development of the Dhvani theory is an
outstanding contribution, mainly deals with the major problems.
like essence of poetry etc. It keeps the internal vision of the
exponents away from Alamkara and Alankrti (Guna and Riti),
embraces the Alamkarya. They mark that both Alarmkira and
Alankrti can’t be entitled as the soul of poetry. Because Alarh-
kara is the external dimension of both Sabda-citra (figure of
words) and Artha-citra (figure of sense) Kavya. And Alankrti
is a form of Padasamghatanatmaka Vyapara (functions of
Padasamghatana). If the Alathkira which relates the bodily
peculiarity of ‘Sabdartha’ (words and senses) are not considered
as/the soul of poetry, then how can it be possibe that the Gama-
nagamanaripa Vyaparas (the functions .of intending figures
become the soul of poetry? It is impossible. The soul of poetry
is such a concept asit is the purport of Guna and must be
Alamkarya by Alamkidra. The conceptis called ‘Dhvani’ and
Vyafijana-Vyapara (functions of suggestion) is its only medium
of expression, -

Before Anandavardhana (hereinafter called AV) though the
use of term ‘Dhvani’ and ‘Vyafijana’ appear many times in
Bhamaha’s Kavyalarkdra,” but these are the mere application
of terms only. And these terms neither convey the Vyafijana
(suggested sense), nor Pratiyamanartha. So, the origin of Dhvani
theory or the theory of suggestion has a great importance and
the principles of Indian Literary Criticism reached its zenith with
the promulgation of this theory of AV. It is a novel desire for
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the systematization and coordination of the diverse concepts in
a unique manner. Acarya Anandavardhana reforms the ideas of
predecessors and says Dhvani is ‘prasidhaprasthanavyatireki’
{distinct from the known traditions) and ‘Antnmilitapurva’
{not even speculated so far).®

The speciality of Dhvani theory is marked by its comprehen-
siveness and extensiveness. Implication of the basic concepts of
poetry like Guna, Alamkara, Riti, Rasa etc. have been made
within it in such a novel manner as is rare in other theories. So
there is no confusion that the Dhvani theory is a well completed
and well acknowledged theory. It is not a part of any
theories like Guna and Alamhkara. Though it is newly propoun=
ded by AV, yet it has the limitless power to assimilate all other
concepts. Dhvanikara declares it as ‘Mahivisaya’—‘a great
subject’ and proves that the other concepts like Guna, Alamkara
are its Angas (constituents).® Remarkable feature is that even
the concept of Rasa also appears as an Anga (part and parcel)
of it and assigns a place sub-ordinate to Dhvani.

Besides the above mentioned qualities, the richness of Dhvani
theory is marked by Vyafijana Vrtti which is borrowed from
grammar and philosophy and becomes a debateable subject for
Aciryas of all the branches of literature. For explaining the
nature of words and their meanings AV introduces a new func-
tion, called Vyafijana (suggestion) in addition to the Abhidha
(Denotation) and Laksana (Indication) of the earlier theorists.
Dhvani theory believes that Dhvani cannot be explained in
terms of either denotation or indieation and hence a new func-
tion of words i.e. suggestion should be admitted. Denotation
expresses its own meaning, buf suggestion conveys a meaning
beyond that of denotation. Thus Vyafijana is such a concept
for which the proudness comes to Indian literary criticism. By
the discussions of it the Sahityaéastrins (poeticians) consider
themselves as free from the vicious traditions of grammar and
philosophy. Even the grammarians like Nageshabhatta also
accept the concept of Vyafijand to a great extent.' ,

Dhyani theory is only a subject of Vyafijana-Vyapara and
so wide as it associates with the three categories of Vyangyartha,
viz. Vastumatrd (mere matter of fact), Alamkara (figures of
speech) and Rasadi (Rasa and other such mental .state) etc.
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Among these, the Rasadi type is considered to be the best and
the very propriety of the Gunas and Alarhkiras and other S}lCh
elements depends on this assistance to suggest the Rasadi variety
of the suggested sense. This theory has attributed a new meagn-
ing to the Guna, Riti and Alarikara like Rasavat of the earlier
theorists. Ananda by laying greater emphasis on the suggeste_d
sense and particularly on the Rasadi variety tries to rejuvi-
nate the decaying genius of the days of Valmiki and Kalidisa
and gives a new fillip to the creative impulse of the Indian
poets. :

With the doctrine of Dhvani or Suggestion there appears a
new and interesting theory about aesthetical ideas. There is an
existence of psychological element, The listeners or spectators
are considered not as mere passive participants but as active
participants, since they are men of taste ‘Rasikas’ or Sahrdayas’
or as Plato observes: ‘“‘persons who identify themselves with the
hero and suffer themselves in sympathy with the Hero.”! So,
‘Dhvani’ conveys a -Statement which the poet does not wish to
express directly: it conveys it by means of suggestion. Mam-
mata, when he affirms that this is best poem when the suggested
meaning far excess the expressed sense or the best poem is that
in which the suggested sense is more charming than the expres-
sed. It is called Dhvani by the wisemen.12 Thus, the Dhvani
theory and ‘Dhvanyiloka’ of AV is universally acknowledged
as an epoch making work in the history of Sanskrit literary
criticism. It is true that AV—the Dhvanikara is-known as the
greatest exponent of a new school of literary criticism i.e. the
Dhvani School is distinct from the traditional schools, but in
reality he is the staunchest advocate of the Rasa theory expoun-
ded by Bharata.® He includes Bharata’s doctrine of Rasa
Wwithin the purview of the comprehensive scheme of suggestion
and gives it a new shape. Bharata is completely silent as regards
the functions need for conveying the rasa which is the central
theme in poetry, while Dhvanikara establishes Rasa as ‘Dhvani
as excellent as distinct from the two other categories viz. Vastu,
and Alamkara which convey through Denotation (Abhidha) as
well.'"* Having thus established Rasa as Vyangya par excellence
and as the very quintessence of poetic art, the Dhvanikara

Proceeds to re-appraisal of various traditional concepts of
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poetics by bringing them into proper relation with Rasa. So;;
the values of various figures of speech like upama, rupaka, etc..
are taken into consideration when they serve to heighten the:
emotional effect of poetry. By failing they degraded their
position and appear like decorative elements without any
emotional appeal as in Citra kavya which should not be consi-
dered trully as a species of poetry at all. Thus AV establishes.
the concept of Dhvani as the soul of poetry and his work.
‘Dhvanyiloka’ remains outstanding.

The distinguished Acaryas like Abhinavagupta, Ruyyaka,
Mammata, Hemachandra, Viswanatha and Punditraj Jagan-
nitha are overwhelmed with the pervasiveness and fullfledged-
ness of Dhvani theory.Xs Not only they simply support it, but
also discuss elaborately in their works for the solutions of
timely raised divergent views. Consequently this theory has
enjoyed an universal truth. As a renowned philosopher of
Saivism, an expert in tantra literature, a great rhetorician Eﬂ.d-
critic of extraordinary acumen Abhinavagupta preserves this
theory by the creation of a supercommentary ‘Locana’. Besides,
his ‘Abhinavabharati’ on Bharata’s Natyasastra is also another
contribution which deals with the brilliant advocasy of Rasa
and Dhvani theory. Though both the works appear as the:
commentary on certain text, yet for their erudition, tersensess,.
dignity of style and the views expounded therein, they deserve
to be ranked among the most original works on this subject;:
and later writers regard them to be so. In fact it is the ‘Locana”
that furnishes the reader with the true insight into the many
initricate problems which are raised in the theories of Rasa and'
Dhvani formulated by Ananda.® Abhinavagupta admits that
due to the Vyafigya Vyafijaka bhava Sambandha (relation of”
vyafigya vyafijakabhiava) of Vibhavas (determinants) and other
Sthayibhidvas (permanent state) Rasa is Vyafigya (suggested)
and a subject of Vyafijana-Vyapara. He also gives five kinds of” .
derivations of the term Dhvani'” and exhibits a clear meaning
ofit. Thanks to the skill with which Mammata and other
rhetoricians have commented on it and the consequent develop-
ment of the semiotic methods of studying art—the “Dhvani”
theory has firmly established itself among the world of literary
critics. In the second ‘Ullasa’ of ‘Kavyaprakasa’ Mammata
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€xpounds this theory in a masterly way, and declares that
concept of ‘Dhvani’ constitutes the essence of Poetry.!® Next to
Mammata, even Punditrij Jagannatha, the last towering person-
ality in the field of Sanskrit poetics strongly supports this theory
and remarks that the principles which are discussed in
-Dhvanyaloka have great importance,®
, [nspite of strong supporting viewpoints of Dhvanivadins,
this theory faces vehement criticisms from various quarters.
Even Dhvanikira himself anticipates some contention against
theory and refutes them for which he furnishes an elaborate ex-
Position of the very opening Karika of Dhvanyaloka.*® Besides, a
few other stern criticisms are rajsed by certain reactionary critics
like Mukulabhatta, Bhattanayaka, Mahimabhatta, Kuntaka,
Rajéekhar, Bhoja, Kshemendra, Pratiharenduraj, Dhanika,
Dhanafijaya® etc. These critics uphold the views of ‘Alankira-
vadins’ in an original way and by honest efforts they try to
reconcile some new ideas with the old.
Mukulabhatta denies the separate existence of Dhvani.
He says it comes under the function of Indication.?® Then we
find Bhattanavaka’s Hrdayadarpana, a work which is exclusively
written for the demolition of Dhvani theory. But Abhinava-
gupta fully exploits. both of them and strongly marks the depth
of the Dhvani theory.* The another powerful opponent is
Mahimabhatta, the author of ‘Vyaktiviveka’ and his Anumaina
theory deserves a. special attention. He says Dhvani or sugges-
tion is nothing but a variety of inferences, Though Mahima-
bhatta tries his utmost to demolish the Dhvani theory, yet his
endeavours cannot be appreciated by the successors,
‘Consequently the Anumina theory gradually fell into an un-
merited oblivion only due to anti-viewpoints on AV and
Abhinavagupta, And also the commentator of the Vyaktiviveka
—Ruyyaka too criticises the views of Mahimabhatta,2® Ruyyaka
is a less leconic, but it is he who saves the Dhvani theory from
the sledge-hammer blow of Mahimabhatta. Then Jayaratha also
brings a bold relief from utter improbability of the views of
Vyaktivivekakara, while commenting the ‘Alathkdra sarvagya’
of Ruyyaka,?® Thus in spite of the ingenuity of vyaktivivekakéra,
his novel proposition is failed to gain much ground in the teeth
of the increasing popularity of the Dhvani theory.
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Next to the. Anumiti theory, we find the vakrokti theory of
‘Kuntaka. He says vakrokti is the soul of a poetic creation.*’
He also follows the primitive statements of Bhamaha®®. His
-genius is more literary than critical. His logical thinking isnot
in a high order. So, it creates only a furore in the literary circle,
but fails to establish permanently. Another critic of this theory
is Kshemendra. He is pupil of Abhinavagupta and composed
a work named Aucityavicaracarca?® He says Aucitya (obser-
vance of propriety) is the essential constituent of poetry.®® Nei-
ther Dhvani nor Rasa has the superior status to it. Butit is
not a new concept. AV stresses upon the strict observance of
propriety as the condition of literary beauty and Rasa.’! Abhi-
navagupta also dismisses the viewpoints of Kshemendra with a .
little opposite remarks. Above views of prominent anti-Dhvani
‘theorists are enough to reveal what an enormus impression is
made by AV and his famous scholist Abhinavagupta in the field
of literary criticism. It must be noted that however the rival
theorists have denounced the position of Dhvani theorists, they
cannot but only admit the presence of a sense, conveyed by
the denotation or primary power of words. Thisis an axio-
matic truth which they can’t deny but concur with. And the
credit of Dhvani theorists lay in this that Abhavavadins are the
first and foremost to reveal the truth— Vyafijana or suggestion
as the most logical and convenient way of revealing that sense.

If we look to the predominative bulk of the speculative
thought of AV’s ‘Dhvanyaloka’, we find that it occupies a
unique position in the field of Sanskrit poetics. This monumen-
tal work has always maintained a great authority throughout
India as introducing the doctrine of Dhvani or suggestion. The
reason for its great authority lies in the fact that it is strongly
supported by the Kavyaprakasakara. It is a strinkingly original
work. It combines the merit of fulness with that of conciseness;
i‘t sums up and explains almost all the previous speculations
in the subject and becomes the starting point of a number of
text books and commentaries on theories of poetry. :

The Karikds are called the Dhvani, the Vrtti or the prose
portions enunciating the Karikas is known ‘Aloka’ of AV and
the richest commentary ‘Locana’ of Abhinavagupta has come
down to us,? The commentary ‘Candrika’®® as mentioned bV
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Abhinavagupta is not yet available. The original text is a very
difficult one and the Locana is far more difficult to grasp. Hence,
there is a keen desideratum for an easy commentary on it. In
the first half of twentieth century, two new commentaries came -
into existence by the great inspiration of Bihar-Utkal Sanskrit
. Samiti : (i) The °‘Didhiti’ commentary by Pandit Badrinath
Sukla (ii) The ‘Avadhana’ commentary by Pundit Madhusudan
Mishra Tarkavachaspati®®. Both of these commentiaries, excell
the ideas of Anandavardhana to a greater extent.

AVADHANA of Madhusudan Mishra is virtually a com-
mentary on the text Dhvanyaloka—that evaluates and reassesses-
the views of predecessors as laid in their respective works. It
appears to be quite successful in the systematic and lucid working
out of the already recognised stock of ideas in the light of the
new scheme put forward in Dhvanyaloka.?® It is a fascinating
comment and Adhyapaka Tarkavachaspati supplied to the:
Sanskrit scholars with a very stimulating work which deals with-
the most difficult problem of the doctrine of Vyafijjana. This.
work not a very small one, raises quite a host of debatable -
questions and the labour which the author has brought to-
bear upon its pages must have been great when we find that
the author has not indulged in mere speculations but worked-
hard on the old records and used them to a good purpose
and very cautiously put together with great skill what he has-
found therein. The wealth of informations the author has.
ferreted out is amazing, most of which have been explored from
reliable sources and all very admirably executed. The work
includes interesting details and contains ample guidance for
those who desire to reach a correct conclusion about the-
theories of Sanskrit poetry. It is a scholar’s work and we are-
very glad that Tarkavachaspati’s first hand interpretation of
Dhvanyaloka has a'great importance.

A remarkable thing is that, in the way of expression, AK.
does not imitate always the path of Locana. But sometimes by
way of chapterwise expositions and sometimes by comprehensive
elucidation he paves a new avenue in the realm of Indians.
literary criticism. Even he illustrates many a thing which
is mot touched by Abhinavagupta. He does not totally ignore
the Locana. Regarding the purposes of this commentary, the
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commentator himself remarks that although a thing is enlighted.
by Aloka (light) and clearly visible by Locana (eye), yet the
thorough knowledge of that thing can’t be made or observed
without Avadhana (concentration or attention). So, the com-
mentator gives the title of his work as ‘AVADHANA’ which
hits the exact idea of the Dhvanyaloka of AV,
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CHAPTER2

MADHUSUDAN MISHRA : THE AUTHOR OF
AVADHANA COMMENTARY

LIFE AND WORKS

' The pre-independence era in the history of Sanskrit literature in
Orissa (1568 A.D.-1948 A.D.) produced a galaxy of Sanskrit
scholars and ‘Pundits’ to whom the wealth of Indian wisdom

. Oowes a great deal.” Mahdmahopadhyaya Pupdit Madhusudana
Mishra Tarkavichaspati—one of the outstanding and original
thinker adorned the court of Basudeva Suddhala Deva, the then
chief of ex-Bamanda state (modern Sambalpur). Considered as
a front ranking pundit, he flourished in the first half of the
twentieth century (1872 A.D.-1944 A.D.), during the reign of
the British Empire.! His creative career resonated with the
glorious Sanskrit revolution in Orissa (1893-1905 A.D.) and
persisted with all its freshness and vigour till -his death in 1944
A.D.

During this period the face of the earth has undergone
transformations. With the annexation of entire Orissa to the
British Empire, the course of Sanskrit culture that was surviving
with much constraints during the Muslim and Marhatta periods,
practically dried up in the sinds of the cultural conquest of
British Imperialism. The introduction of English as ths only
medium of instructions in almost all educational institutions,
even at the higher education level under the full patronage of
the then ruling British governor, put the Sanskrit pundits back
and gave a death blow to its culture. During this stress and
strain Orissa was undergoing changes both ideologically and
institutionally in a revolutionary manner. Being a fortunate



-14 ~ Concept of Dhvani in Sanskrit Poetics

product of this revolutionary period Tarkavichaspati sped up
this process of change in true spirit. In this adverse Cil‘CUl:J]S-
tances he was the brightest luminary, the spirit of our Indian
culture, the greatest personage of memory and one of the grea-
test heir of fame2 He devoted himself to the field of Sanskrit
with great zeal and sincerity in order to put Orissa’s Sanskrit
culture in an unequal footing with other Indian cultures. If
Orissa is today literally developed and if the orient and occidel:}t
is better and more reasonable understanding than before, it
has come today to partly due to the persistent intellectual
activities and cultural propaganda of Madhusudana Mishra.
Tarkavachaspati was born in a typical Oriya brahmin
family of Kautsa gotra®, on the day of Sukla Dwadasi, Marga-
§ira 1922 Sarhvat (1872 A.D.) at Vira-Balabhadrapur near Puri
town in Orissa.* His father Pundit Ramakrishna Mishra was a
tenowned Pundit, He was also greatly influenced by his mother
Lakshmi Devi. The genealogy of Tarkavachaspati’s family
portrays the name of his forefathers beginning from Pundit
Dasarathi Mishra either as court poets or priest of the Ganga
toyal family in Orissa. His genealogy may be drawn as follows.®
Born in a poor family, Madhusudana did not get ample
opportunity to receive a good education. But he had an
insatiable thirst for knowledge and with indefatigable energy he
received his early educaticn and studied the various branches
of literature under the guidance of his father and maternal
grandfather who were distinguished authorities of the time. The
name of Madhusudana was also associated with a reputed
Sanskrit Pundit Basudeva Sarangi from whom he studied all the
Kavyas and the Vyakaranas® At childhood his family was
under heavy financial constraint. Instances show that he even
faced the situation not to be able to purchase oil to lit a lamp
for study, Consequently, he tried to finish up his studies in day
time. In exceptional cases for night he used to collect the dry
leaves from nearby forests and put some leaves at a time in the
sacrificial altar to study at least one stanza.”
One day Madhusudana was punished by his father of stern
temperament for mischanting a Sanskrit line from Mahabhasya.®
He left for maternal uncle’s place accompanied by nis maternal
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grandfather, and returned to his parents after eleven months
only getting a deep knowledge of Mahidbhasdya’s sitras and
Astadhyayi etc.” ‘But the creative mind of Madhusudana was.
not saturated with this little knowledge. He left home for
higher study with seventeen paisa, some dry rice and some ripe:
bananas. He helplessly reached at the house of Praharaj Zamin-
dar in Balasore at midnight where he found all asleep. Hopeless.
and helpless Madhusudana chanted some beautiful stanzas from
“Naijsadha’ and ‘Kiratarjuniyam’ sitting in front of Zamindar’s.
house. Prahardj Zamindar heard the $lokas and was really sur-
prised and came out from his room. He was much pleased with
Madhusudana!®, He arranged lodging as well as a scholarship
for Madhusudana and gave admission in his Sanskrit tole
where he studied $dhitya and vedanta. Impressed by the wisdo m:
of Madhusudana he appointed him as a teacher in his Sanskrit
tole.l! Madhusudana’s enthusiastic and curious mind was
always searching more and more. He left for Navadwipa!® to
learn Nyaya and Darshana and within fourteen months he was
established as an efficient Sanskrit pundit. Veteran pundits of
that time recognised him a potential intellectual of Sanskrit
literature in future. At Navadwipa Madbusudan too engaged
himself in tantrasadhand and got the blessings of mother
Goddess.’® - ' ‘

He also visited Kasi from Navadwipa and came in contact
with Pundit Siva Kumar Sastri, Pundit Srikar Sastri and other
eminent Sanskrit scholars.!* In a pundita sabha at Kasi, he gave-
his own statement regarding the traditional use of ‘Dakshine
matuli Kanyd’ in Dharméastra.’® He also visited Hardwar and
participated in Gita pravacana. He returned to Navadwipa and
participated in a ‘Pundit Mahasabha’ for twenty five days based
on Tarka and Nydya Sastra where he received the title of
‘Tarkavachaspati’—master of Logic by the ‘pundit Mahisabha’
at the age of 18 years only.®

By sheer determination he returned to his native land as a
top ranking Pundita in Sanskrit literature and got invitation
from the Gajapati of Puri asa royal poet. But firstly, he-
adorned the court of Kripamaya Deva, the chief of Badakhe-
mundi state in 1889 A.D.”* where he spent 14 years as a
court poet. Later he left the court of Kripamaya Deva and
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joined at Bamanda as a royal poet in 1903 A.D.!® where he
spent 14 years. During this period he had a victory in a ‘Tarka
Sabha’ by defeating some Madras Pundit.’® After the death
of Basudeva Suddhala Deva he also enjoyed the royal patronage
of Balabhadra Deva, the worthy son of Suddhala Deva.*

Later he joined as a teacher in Sanskrit tole, namely
Govinda Ramanuja tole located within the premises of Uttara-
parswa matha near Jagannatha temple at Puri. By his
benevolent performance, he adorned the chair of head pundit -
Parama Prathama Adhyapaka at the age of 452 In recognition
of his selfless and devoted contributions to ‘Sanskrit literature,
the Bihar, Orissa Sanskrit Parishad awarded him the title
“Mahamahopadhyaya”—*“the great great teacher” in the -
presence of the eminent Pundits like Ramavatar Sharma, Pundit
Hari Chand Shastri and Pundit Balakrishna Jha etc.??

He spent last phase of his life at his native place where he led
simple life and engaged himself with religious rites, attended the
Pundit sabhas and participated in Sastrarthas, etc. He breathed
his last on Sukla Dwiadasi, Margasirsa, 1994 Samvat (Friday
3:d November, 1144 A.D).?® The press in Orissa was unanimous
in its chorus of appreciation of his genius, Ome of the most
influential newspaper of that day ‘“The Samaja” wrote—"By the
death of Tarkavichaspati, Sanskrit literature as well as Oriya
literature has suffered an irreparable loss. Not only his works
exercise a healthy influence on the literary tastes of his. coun-
trymen, but what is better they instilled a high moral tone into
the Pundit classes of native community.?* Condolence meetings
were held at Puri, Bhubaneswar, Balasore, Sambalpur, Bhawa-
nipatna to mourn his demise. Pundit Neelkantha said—so long
as the Sanskrit language remains the name of Tarkavachaspati
will be remembered, honoured and respected.?®
~ We are fortunate to get some useful information from his
son Pundit Ramkrishna Mishra. Asa royal Pundit he always
used both the royal and the general dresses. His early character
was moulded mainly by hands of his pious and affectionate
parents as well as his maternal grandfather and great Acharya
Basudeva Sarangi. He got married to a devoted lady Sulakshana
Devi at the age of eleven. He had eight children®® (four daugh-
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ters and four sons). Unfortunately he lost his three elder sons
while he was at Barakhemundi. At the age of fiftytwo, he lost
his father and after one year and two months he lost his
mother too. Another mournful event in his life was the death of
his devoted wife Sulakshana when he was of fifty and his eldest
son Ramkrishna was of thirteen years.2? Poor financial condi-
tion always depressed him but due to his strong determination
and vigorous thinking he achieved great successin life. It
can be summed up as *‘noble was his birth, loving and gentle his
temper, honest and rigorous his life, strong and admirable his
character, brilliant and highly useful his career, memorable and
lasting his contribution”.

He was a devotee of Lord Siva and Goddess Durga.”® His
family had an ancestral rights in the mapagement and regular
worship of Siva, a temple located in his village. He was also a
devotee of Lord Jagannatha, During his stay at Puri, he used
to visi't the temple of Lord Jagnnatha and participated in the
‘Pundit-Sabha’ arranged by Muktimandapé Pundita Mandali.?®
As a brahmin of tantra yoga, he always worshipped Goddess
Durga. His literary contributions like ‘Gaja Satakam’, Lakshmi
Satakam’, ‘Visadbhanjana Janana’ and ‘Mukteswar Janana’
{Prayer) etc. mark the religious sanctity of his life.

Tarkavachaspati’s period of literary activity covered about
four decades, falling roughly between 1900-1944 A.D. He
weilded his pen to various subjects, and his literary output has
‘a 8}'331 value. His poetic craftmanship was started from Nava-
dwipa and ended at Puri. Pandita Nilakantha said that Tark-
-avachaspati’s literary career began under the patronage of
Suddhala Deva; it prolonged and came to an end under his son
Balabhadra Deva.®® When he was a youngman of twenty he was
a mast'..er craftsman of literature and later in life, ripe with age
and wisdom, he established himself as an authority in Sahitya.
He was exceptionally successful both as a teacher and versatile
scho!ar. He wrote both lyrical and devotional poems and
treatise on poetics and several other subjects. He was a royal
poet by Pr9fessi0n and a critic by choice. The polymath Tark-
avachaspati is attributed to the authorship of about ten Sanskrit
works : such as ‘Hanumat Sandesam’, ’Tarasasankam’ (Tira

{vali), ‘Mayasvari Vilasa’, ‘Gaja-Satakam’, ‘Lakshmi Satakam’
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(Sri Lahari), ‘Somanitha Satakam’, ’Nirguna Stava’, ‘Utsava
Champu’, ‘Nauka Tika’ on Sahityaratnakar’, and ‘Avadhana
Tika’ on Dhvanyaloka etc.?! He also composed certain ‘Samasya-
purana’ collectively known as ‘Manmati Kirtiresa’ which recog-
nised his outstanding knowledge of Sanskrit language.3?

Hanumat Sarndesam : This Khanda Kavya was written by
Tarkavachaspati at the age of fifteen with the imitation of the
famous ‘Meghadiitam’.3® It was his first contribution to litera-
ture that deals with Hanuman, son of Viayu, who served as a
messenger to Sita. Linguistically it is as sound as
+ Meghbaditam,3

TarasaSankam : This isa Khanda Kivya containing 245
stanzas. It is an astrological work with full imitation of Kali-
dasa’s Meghadiitam.?> Here the hero is Indu (moon) and
heroine is Tara—the wife of Brihaspati. The main feature is that
among the twelve ‘Rasis’, Tard proceeded from Dhanu Rasi
(Sagiterious) to Karkata Rasi (Cancer) just like a Abhisarika
(maiden). According to astronomy Dhanu Rasi (Sagiterious) is
the home of Brihaspati, and Karkata Raéi (Cancer) is the
‘Lilasadana’ of Kumudini Nayaka (Playground of moon). Here
Tarkavachaspati nicely described the movement of Tara, the
wife of Brihaspati from his husband’s house to moon’s abode
just like a maiden.*® Besides he has given a clear picture of
Grahas (Planets), Gpagrahas (sub-planets), Naksatras (Stars),
Dhumaketus (Comet), Ulkapindas (Meteoroids) etc. and their
movements. He also translated this Khanda Kivya in Oriya®”
language.

Gaja Satakam or Hasti Satakam : This is also a | yrical poem
mainly based on Aprastuta Pradansa Alankara.®®

Mayasvari Vilasa : It is a. Nataka (Play).*®

Nauka Tika : At the age of thirty, he composed this com-
mentary of Sahityaratnakara of Dharmasuri. Its a work on
Alarhkira. The publication of this work was done by Prince
Sachidananda Deva in 1901 A.D. The inspiration behind this
creation was King Suddhala Deva, but the commentary itself
suffices that it might be completed on the patronage of king
Balabhadra Deva.*® This work consists ten Tarangas.

Avadhana Tika : At the age of fifty two, Tarkavachaspati
wrote this commentary on Dhvanyéaloka which is fully based
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on Tarka, Nyaya and Vedanta philosophy. He was greatly
inspired by the Bihar Orissa Sanskrit Parishad for the composi-
tion of this work and was awarded with the degree ‘Mahamaho-
padhydya’, the great honour of that time. Actually it is a new
and modern commentary4! which can be easily grasped by
" reader keeping in mind Abhinavagupta’s Locana commentary.
This valuable work was published by Calcutta Sanskrit Series,
July 1938 A.D. by the financial help of King Brajamohan
Singh of Bhavanipatna.s? ;

The younger brother of Tarkavachaspati, Pundit Ananda
Mishra also helped a lot for the correction of the commentary.t®

Nirguna Stava : It is an unpublished work with a full imita-
tion of Gayatri mantras and the vedic Siva Sarhkalpa Sikta,

Laxmi Satakam and Somanatha Satakam : Both are devo-
tional poems which are still unpublished.®s Besides he also
contributed a great deal to Oriya literature, i.e. Visadabhanjana
Janana, Mukteswar Janana, Oriya translation of Tarasasankam
and Kadambari etc,4¢

Tarkavachaspati’s achievement as a rhetorician and poet
that exercised his poem in various avenues of original literary
activities is highly commendable. In all his works the literary
techniques are marvelously lucid.’” He had a mastery over vast
vocabulary of both Sanskrit and Oriya language.®®* He was one
of the few pioneers whose writings gave an unprecedented
impetus to the development of both Sanskrit and Oriya
literature. i :

We come across the name of some eminent Sanskrit Pundits
and Oriya poets like Pundit Gapabandhu Das, Pundit Kali-
charan Dwivedi Vidyabhusan, Balabhadra Pattayat, Radhana-
tha Roy, Madhusudan Rao, Fakirmohan Senapati, Gangadhar
Meher, Nanda Kishore etc. as his contemporarists. He was
also closely associated with his pupil Ganeswar Ratha
Vachaspati and his younger brother Pundit Ananda Mishra,4®

He used Bhoja leaves and palm leaves as writing materials.
But later on he used paper and ink for writing the manuscripts
i.e. Somanath Satakam, Nirguna Stava, srilahari, Gajasatakam
and all Oriya works.5°

Thus it can be concluded that Pundit Madhusudana Mishra
completely opened a new chapter in the history of Sanskrit



Madhusudan Mishra : Life and Works 21

culture of Orissa. With the evolution of cultural heritage of
Qrissa his poetic fragrance touched everybody. He was perpe-
tual writer in the sphere of Sanskrit studies, and always lighting
for the truth of language and its use. One significant thing is
that his works represent everywhere things the Oriya Sanskrit
tradition. Perhaps no philosopher or commentator other than
he accorded much importance particularly to this two rhetoric
works. The reason behind this belief was his own life. His
whole life was a splendid saga of ceaseless confrontation against
the wrong theme. His logical approach in communicating with
the mass made him one of the greatest Pundit of first half of the
twentieth century. Tarkavachaspati adopted the logical approach
to young pupils through Tarka and Nyaya$astra and mobilised
millions of pupils for the Sanskrit studies.
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CHAPTER 3

THE KARIKAS AND THE VRTTI :
AUTHORSHIP

The Dhvanyaloka like other Sanskrit texts (Satras) has been
divided into two distinct parts—the karika (main verses which
are serially numbered) and a running vrtti (enunciation). The
numbering verses which deal with scientific treatises of Dhvani
theory are known as karikd, and the counter prose portion
which illustrates the karikas is called the vrtti. Besides, some
more verses exist in the vrtti which are neither numbered like
karikas nor explained by the prose vrtti nor meant for illustra-
tion but for summarisation of the deliberations of the vrtti or
for supplementing the view expressed in a karika. These are
called Parikara§lokas or Samgraha-§lokas or Sarhksepaslokas.
Thus, the whole Dhvanyiloka basically consists of two parts,
i.e., karika and the vrtti.

As regards the authorship of the kdrika and the wvrtti text,
there is a great controversy which goes on unabated even to this
day and which shows no sign of being set at rest till some
definite and unassail testimony is available. For the solution of
this controversial problem a lot of treatment has been made by
eminent scholars, but that has not been satisfactorily explained.
An attempt has been made here to faithfully record the various
evidences cited by the Avadhanakira and to examine them
dispassionately.

The treatment of the Avadhinakara (hereinafter called ‘AK’)
is very particular about the identity of authorship, in the same
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way, he frequently seems to draw our attention that there is no
distinction between the karikdkara and the vrttikira, Th_c
author of both of the texts is AV himself. In the preface of his
commentary he also lays great stress on this fact and observes _
that “in order to make easier the lesson or for better under-
standing the author AV himself illustrates the Vrtti, so called
‘Aloka’ after the original text—Dhvani Kariki’.! According
to him, the kariki is called Dhvani, the Vrtti or the prose:
portions enunciating the Karika is called ‘Aloka’ of AV. Tt
implies that AV js the author of both the karika and vrtti: and
the term ‘Aloka’ s ap essential part of the compound name
which stands for botp the parts.

The most fascinating problems related with the authorship
of Dhvanyaloka are as follows:—

() Why the VItti begins first in the form of prayer like
Sveccﬁkes’arina......etc. before the karikas?

(i) Why the author - of kariki has not performed any
mangala before the beginning of its first karika ‘Kdvyasyatma
Dhvaniriti?, -.ete,

(iii)  If this mangaladloka is written by the vrttikara, it
should come under the VIttigrantha, but here why it comes in.
the origina] k:‘s‘.riké‘lgrantha?

(iv). By the use of Mangalasloka in the beginning and at the
end of thig work if Ay 18 attributed as the author of the vrtti-
grantha, then whg ;s the author of karika ?

(V) Are the thanikéra and  Anandavardhana considered:
as same persop9

(vi) \ If AV js attributed ¢o the authorship of the karika and:
the vrtti text wh

| 0 is the author of Parikara$loka?

(vu). s the authorship of karika attributed to Sahrdaya?

Besf'des above Mentioned problems, we also come across so.
Tmany instances whjcy, discriminate the two works as the sepa--
Iate and lnflependent texts and keep the minds of the scholars.
o unc!:rtamty - Now jt I8 very useful to examine closely the
viewpoints of AK, O firmly claims the identity of the author-
ship of both the texts,

The use of benedictor

¥ verse (marngalacarana) in the very
beginning is meant for v

Fti work and the karika texts contain
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no mangalacarana. It causes much confusion regarding the
authorship of the karika and the vrtti text. Because the line
sveccike$arina...etc. are the benedictory verse of vrtti work and
the first karika ‘Kavyasyatma Dhvaniriti...etc. has no sign of
mangala in it. As a result so many questions are striking in our
mind about the distinction between karikakara and the
vrttikara,

To solve these problems, Avadhanakara follows a tactful
way and uses the term ‘““Turiya—tattvaparyalocanaya avicchin-
namangalatvat”® which denotes that the Dhvani is called as
‘Turiyatattva’® or Atman. According to him the work which
deals with the Dhvani itself enjoys the status of mangala through
the ‘Turiyatattva’ because Turiyatattva is ultimately known as
Dhvani. That is why no separate mangala verse is necessary for
the vrttigrantha, and the mangalasloka is meant for those who-
want to study or learn it only for the removal of their obsta-
cles. Avadhanakira firmly declares that the mangala is vastu-
nirde§atmaka mangala. He also observes the ideas of Ananda-
vardhana who does not follow the convention to get the
ultimate desire by the use of mangalasloka. But for the readers:
and listeners he (the author) uses the mangalasloka only to
remove the obstacles. Again by the use of line mangaladayo
mangalamadhye mangalantasca...etc®, Avadhanakara indicates
that Anandavardhana follows the great tradition of the use of
mangalasloka only for the better end of his work as well as for
the readers and listeners. He also uses a mangala$loka at the
end of his own vrttigrantha. It supposes that the karikakara is
the author of the vrttigrantha. In this context the commentator
also observes that Anandavardhana the author of the original
dhvani text is convinced himself to compose the vrtti portion
only to create heavenly pleasure in the mind of the Sahrdayas.*>
Here the forms like ‘Svakrtavrttigranthasya’ and ‘Tadvrttigran-
thasya’ clearly mark that the Dhvanikara Apandavardhana is
the author of the vrttigrantha, and the mangalacarana differen-
tiates the authorship is a baseless question. It implies from the
statement of Avadhanakara that the karika and the vrtti is made
by Anandavardhana himself. He also points out that the vrtti
in form of prayer is like introduction or seems as critical
appreciation which focusses the ideas about the Dhvani—the
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central theme of the karika text.® So, the vrtti in form of prayer
comes first before the karikd and conpotes that the vrttikara
and the karikakara are to be identical.
Again, if the author of both kirika and vrtti is considered as
same, the author will not relegate the sangrah-§lokas or
parikar$lokas to a subordinate position in the vrtti, but will
give them a place in kirika. So, some scholars believe that the
parikaradlokas and samgrahaslokas etc, are composed by a
scholastic tradition earlier to Ananda, and later simply incorpo-
rated them into his own work, Regarding this problem Avadh-
anakara states that those $lokas are a sort of recapitulation—
stanzas which are adduced by the vrittikira from unknown
‘Sources sometimes to explain the meaning of karikas, but more
often to amplify and supplement therm, The main contention of
Avadhanakara is that the so-called memorial verses are also
Quoted by Ananda and bears the unquestionable authorship of
the vrtti himself, So, he is not silent about the authorship of
the prose v:rtti and the memorial verses. According to him,
when occasion arises, Ananda does not fail to name the prede-
ijtsii:hr:.:cta"zhuts forr example li_le quotes the names of Bhamaha,
AL il S ,Bven he Simply refers to a predecessor by
108 term ‘anya’ like “tatha Canyena krta-evatra $lokah—yas-
mn‘mast'l na vastu” etc 8 Avadhanakira is also prompt enough
Lo tlde;‘:'fy the predecessor and says: Anyena pakshapratipaks-
, ato khmnena manmatlfanﬁmnﬁ kavind,® Here one thing is
il's:tl:;dablfe that Avadhanakirg uses the name ‘manmatha’
sch Olarso I:*:E:ra&_ha. which is used by Locankara and all the
e priI;ter’s depﬁllt happened due to the fail of his memory or
sarhksepah” a\:;. _Again when Ananda says “tadayamatra
dhanakara comnmen;mmdu?es three sarhksepaslokas. Ava-
sadharanamuttara et ibpandisays t_h Al tan Dirasitam
oy : Mupakramate—tadayamatra sarhksepa itya-
dina”, which rather implies an identity in Authorship. From
these comments it seems to be clear that parikarasloka and

? ka, and for the systematic recapitulation
of the views expressed in prose vrtti, The Sathgrahaslokas, or
satiksepaslokas or even the Parikar§lokas need not necessarily

imply an author different from the vIttikara, and in as much as
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we have the instances that the vrttikdra himself composes the
samgrahaslokas elsewhere. The verses occuring in the text of
the Vyaktiviveka by Mahimabhatta, who belonged to middle of
the 11th century A.D. mostly uses the antaraslokas which are
like Sangraha$lokas. Should we suppose the Vyaktiviveka
also to have been composed by more than one author 7 If not,
what is propriety in taking a different_stand in case of the
Dhvanyaloka ? .

The only apparent reason which led the learned person t
imagine author other than the vrttikara for samgraha$loka ete.
is a hypothesis that the kirikas were composed by a fictitious
karikdkara who is supposed to have flourished two generations
earlier than Ananda, A scholastic tradition in the form of the
composition of the samgraha-§lokas by several unknown
writers is supposed to have been there to fill up the gap of two

generations. But it will appear that the said hypothesis is not
secure and the consequent theory of unknown authorship for
the samgrahasloka etc. also fails along with the theory of a
different karikakara. WMoreover, a careful study of the Pari-
karaslokas etc., would show that a good number of the vital
aspects of the dhvani theory are revealed by them. Under such
circumstances Ananda claims the entire credit of revealing the
theory foi the first time.

Some scholars further argue that in course of time the
kirikikara receded to the background, and completely over-
shadowed by the more important figure of his formidable expou-
nder, and people considered as the Dhvanikara not the author
of the few memorial verses, but why should Ananda himself
has forgotten his entity? As the definition of a parikarasloka
given by Avadhana (discussed above) would reveal that these
verses have been taken by Ananda from unknown sources even
‘before the composition of karikas. It is simply unbelievable that
the name of the karikakdra and the names of the supposed
unknown author of the Parikara$lokas etc. are all forgotten by
or unknown to Ananda.

Again then same ‘Sahrdaya’ is attributed as the author of
Dhvanikarika by some scholars is simply fictitious. Because the
term ‘Sahrdaya’ is usually considered a common noun. This
brilliant summing up of Avadhanakara’s stand about the author-




30 Concept of Dhvani in Sanskrit Poetics

ship of the Dhvanyalokg is strongest one, whose mind is unpre-
judiced by the controversies of modern scholars. Categoricglly
he states that the word sahrdaya is general in its connotation
which is applied for the Perceptive critics of poetry. Besides
Anandavardhana also frequently states in the vrtti that the ele-
ment of Dhvani was already recognised as the only essential
factor in poetic composition in the circle of true literary con-
noisseurs (sahrdayas). Thug tphe authorship of the karika is not
attributed to the name of sahrdaya but to Anandavardhana.

In the first karika Anandavardhana uses a term i.e. ‘Samam-
natapurvam’ and while jp the expression of vrtti he uses the
term ‘Anﬁnmilitapﬁrvam’-—which confused the mind of the
scholars about the authorship. Because the term ‘Samimnita-
pirvam’ has been explained in the vrtti as: ‘Vuddheih kavyatat-
tvavidbhih kavyasyitma dhvaniritj Sémjitah, Paramparhaya yah
samamnatapirvhy, the plura) jp ‘vuddheily’ is significant in so
far as it hints at the existence of g long tradition of teachers
concept of Dhvani asthe soul of Poetry
: antee that the theory is not to be lightly
discarded by one. As Avadhanakira points out: “yo dhvanih
kavyasya sabdarthacarunah sandarbha viéesasya atmetivuddheih
kavyatattvavidbhih. A¢rg vudhanam vahutvena dhvaneh
kavyatmatd  pramanikig vudhyate. Purvam madudyamat
Prak Samyak aviccinnatays amnatabatsagauravamamnayavat

parisilitah etena nedampurvakata dhvaneriti dyotyate.10
This subsequent expressij

which has beep rendered
prefixing ‘Paramparayy’

has also been inter reted b

Avadhanakarg 11 e !
Under the vrtt text the term ¢ Antinmilitapirvam’ clearly
suggests that the Dhyap; theory is unknown or even not discus-

kavyam bhavati’ iti paropadidikshaya-
fJam Etena tesam kavyalocanapravrta vapi
tattvanavavodho mahadﬁndhyam dradhayati®, 22

In this context some schojars suggest that the term
“vuddheih” implies such as ‘vuddheih vayakaraneih and
‘Vuddheih kavyatattvavidhih’. Here the first ohe is appropriate
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for samamnatapiirvam in karika and the second one is for
‘aniinmilitaplirvam’ in vrtti. As a result all the arising problems
may be similarly solved. But Avadhanakdra’s treatment on it is
justfiable which is already noted above. Thus, there is no
difference in the opinion regarding the authorship of both the
text with the use of these two different terms in different places.

Tradition records the name of Ananda alone as the author
-of the Dhvanyaloka. It is a matter of historical truth that so far
as Indian tradition is concerned thereis a perfect unanimity
among writers on Sanskrit poetics beginning with Mahima-
bhatta and down to the latest writers that the author of the
karika and the author of its vrtti are self identical person.
Mahimabhatta writes the Vyaktiviveka a product of extraordi-
nary learning and ingenuity, with the purpose of refuting the
position of Anandavardhana. Even he criticises Abhinav-
agupta’s exposition also. But he refers that the author of the
kdrika and the wvrtti is identical and expressly states that the
author himself explains the text in the vrtti. So also Ksemendra
says that these texts are the composition of Anandavardhana,
the accepted writer of the vrtti. Kuntaka, the author of the
‘Vakroktijivita’, a reactionary work written for the confutation
of the Dhvanyaloka, refers that Anandavardhana is the author
of the entire text, including the karika and the vrtti. These
above mentioned writers belong to Kashmir, the homeland of
Anandavardhana, and Kuntaka was the predecessor of Abhi-
navagupta. It is highly improbable that these writers who are
pre-eminently noted for their acumen and accuracy and who
are the cogpatriots of our author and are separated by a short
interval from the latter should all be guilty of regarding a wrorng
tradition.’® Regarding this Avadhanakara clearly states in his
introduction and conveys that according to the propriety of the
tradition, Anandavardhana is called the author of the whole of
the Dhvanyaloka.'4

In the first chapter of Dhvanyaloka, the classification of
Dhvani into Avivaksitavaicya and Vivaksitanyaparavacya has
been given in vrtti and not in the karika. In the first karika of
the second chapter the first type has been sub-divided into two
kinds. This idea confuses the mind of the scholars about the
authorship. In connection with the classification given in the
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vrtti in the first chapter Avadhinakara observes that the author
of the vriti propounds this classification in presence of the
implicit reference which will be made to it in the second chapter.
Regarding the purpose of vrttigrantha, the Avadhanakara
explains that the vrtti is a element which is used for the better
understanding of the original text which is full of ‘tattvas’. It
needs certain helping entity to make easier for the readers or
listeners. So, the commentator uses two terms such as “Tattva-
nirnayamitra phalaka’® and “Paraprabodhanarthaka™ for ex-
Plaining the excellency of the vrtti work. According to him there
is a close relation existing between both the parts and the vrtti is
simple understanding device for the readers. The object of the
vitti is to make explicit what is already implicit in the karika
text. Not only it contains the clear illustrations of the karika
te_xt_, but also solves the problems which arise in karika. So, the
karika appears as a ‘sitragrantha’ and the vrtti as a ‘vakhya-
grantha”. = Avadhanakara also marks that, in certain places
kiilr.tkiikﬁra extracts that the vritikara keeps a close relation with
karika grantha by enunciating all the genuine ideas.’ The role
of_ l]:te VItti is explained what is implicitly contained in the
or!gma-l karika text. In this connection it is remarkable that the
Avadhanakara never uses the words like ‘Karikakara’, ‘Mula-
'grantha!qt’, or ‘granthakdra’ or ‘Karikagrantha’, etc. Although
In certain places the commentator uses the terms like“Vrttikrt®,
Vittigrantha, * ‘Vrttikara®  etc, 10 yet he never uses the term
kanfcak'ara. The omission of the term karikakara by Avadha-
nakara is proof of the fact that there is no difference between
the author of the two texts. A mere use of words like vrttikira
etc, cg.nuot deserve such high praise. Even accord.ing to
Avadpana].gara, the vrtti only makes explicit what is already
contained in the karikis. The title vrttikara will significantly
apply to the VIttis and hence Anandavardhana himself is the
author of kiarika and the vrtti. Here the intention of the
commfintator i8 not to differentiate the both of the texts.
: Bf=,51des these implications Avadhanakira establishes the
.identity Of the authorg@ip in so many places. - Thus, the author
of the -v1;tt1 grantha is Anandavardhana himself. It should not be
tnkc.n in other way and both of the terms like karikakara and
vrttikara entitled to it. The vrtti is a exposition of the karika
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text, on which the whole Dhvani theory is based on.

The AK also states certain viewpoints regarding the
question whether the Dhvanikara and Anandavardhana is same
person or different persons. By commenting on the colophon
line of the Dhvanyiloka, he indicates the identity of the
Anandavardhana with the author of the Dhvanikarika.'? This
clearly makes us to conclude that the Avadbanakdra entertains
the viewpoints that the same author Anandavardhana has
expanded the Dhvani theory through the karika as well as the
vrtti texts.

Now it is but natural to conclude by reviewing the above
facts that the author of the two texts viz. the karika and the vrtti
are not different. Not only the functions of the vrtti is confined
within the framework of basic kirikd text, but also it is illumi-
nating the whole study of the Dhvani theory. The above concept
is.a novel idea of Avadhidnakara and he is taking his stand on
the rules of the Nyaya (exegesis). He draws our attention that
Anandavardhana is not only the author of the karika, but also
the author of the vrtti. He is not only an interpreter (vrttikara),
but also the author of the whole text entitled Dhvanyaloka.
Actually Avadhinakara’s testimony is considered to be of
greater weight than others in settling this question. If we com-
pare the statements of Avadhanakara with Locankara, we find
that the views of Locanakdra seem to lack of real or concrete
ideas about the authorship ' of the two texts. Because in some
places he supports the dual authorship which is confusing. - But
the AK is always aware of the virtual identity of the karikakara
and the vrttikira which marks his competency. He tries to
solve the problems with a fair degree of certainity. There is not
a simple piece of evidence in his commentary to support firmly
the theory of dual authorship. All the evidences, external and
internal, point to the conclusion that Anandavardhana himself
composed the entire work ‘Dhvanydloka’ consisting of karikas
and vrtti.
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CHAPTER 4

DHVANI AND ITS EXISTENCE

In the history of alamkéra literature, the Dhvani theory
propounded for the first time in the ‘Dhvanyéloka’ is an epoch-
making work as it is a very intelligent analysis of the suggestive
potentiality_of the language and- particularly -development of a
new outlook of the poets in respect of the content of their com-
position.. Dr. K. Krishnamoorty rightly observes that the
Dhvani theory had been promulgated on a day when the Sans-
krit literature had already been subject to a tendency towards
decadence and a morribund literary acrobatic to produce more
and more crude figures of speech relating to the most appealing
and essential element of poetry viz. ‘Rasadi’ to a insignificant
position. Ananda, by laying greater emphasis on the suggested
sense and particularly the“Rasadi’ variety tried to rejuvinate the
decaying genius of the days of Valmiki and Kilidasa and to
give a new fillip to the creative impulse of the Indian poets.! The
masterly treatment of the subjectby him combined with the
authoritative interpretations of Abhinavagupta is able to over-
come all opposition and has the universal admiration and
acceptance by later theorists.
At the very beginning we face the problem whether the
. Concept of Dhvani is_entirely original and is propounded for
the first time in the Dhvanyaloka or an ancient one. For this,
it should be carefully pointed out that Anandavardhana never
considered himself as the formulator of the theory of Dhvani.
Instead of claiming for himself any credit, he categorically
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asserts that the idea of Dhvani as constituting the soul of poetry
is an ancient one.? Whether there is any historical truth or not
in this assertion, but it deserves to be examined. From the first
Karika it is known that the doctrine of ‘Dhvani’ as the soul of
poetry has been introduced by the learned persons in a definite
manner before the Dhvanyaloka.

From the total absence of any reference to Dhvani in all the
works on poetics right from Bharat to Rudrata, one can easily
assert that except Anandavardhana no writer in particular is
being mentioned as the originator of this new doctrine. Though
to some extent this may be true, yet the closer examination will
reveal that there may be a grain of truth also in the statement
of the Karika. In this respect we are fully enlightened by the
Locanakara and other critics, but their judgements are insuffi-
cient to get a clear-cut idea. Then the Avadhanakara, the cri-
tic of 20th century adds some novel thoughts to this aspect and
undoubtedly states that though the term Dhvani was systema=
tically introduced by Anandavardhana in the field of poetics for
the first time yet he inherited the fundamental ideas from his
predecessors.®

In the very beginning Avadhanakara discusses the aims and
objectives of the work ‘Dhvanyaloka’ which deals with the
primary existence of the theory of Dhvani. He observes that by
saying Kavyasyatma ...etc. the author Anandavardhana imitates
the traditional convention of the Anubandha catustayas viz.
Visaya (Subject), Adhikarin (qualified persons), Sambandha
(relation) and prayojana (purpose).* Here the subject is the
treatment of Dhvani theory, or the establishment of suggested
sense. The qualified person is Sahrdayas (connoisseurs) and
its purpose is how Sahrdayas get the knowledge about the
treatment of Dhvani and lastly the relation is the critique of the
wise-men deal with'it, Besides these four Anubandhas, Avadha-
nakdra uses a fifth one i.e. Prayojanasya Prayojana (purpose of
the purposes) which deals with the satisfaction of Sahrdayas.
Thus the main purpose of the author Anandavardhana is that
“Sahrdayanam mansaj anand labhatdm pratistham™. It means
that the theory being accepted as a pleasure giving device in the
mind of Sahrdayas, and it has automatically owned self esta=
blishment. Regarding this the opinions of both Locanakara and
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Avadhanakara are same, but the latter says speciﬁcally that
the author has expressed four Anubandhas due to the I.mme-
diate imitation of the great tradition.® Thus the E.lbOVB-dISCUS-
sion. of four Anubandhas clearly implies the m.tentlo.n of
the Dhyanikara and necessity of the Dhvani and its primary

existence.

- After the discussions of the intention of Dhvanikara,
objectives of his work and the primary existence of the Dhvani,
Avadhanakara tries to exhibit: the historical truth of the exjs-
tence of the concept of Dhvani by the vivid interpretation of
both the term ‘Vudheih and Samamnatapirvah”. In this
connection Abhinavagupta said that ‘“‘avicchinnena pravahena
trairetaduktam  vinapi visistapustakesu vinivesana dityabhi-
praya.”® But we doubt if the wvrtti actually means to say this.
In the expression of AK, Vudheih (Kavyatattvavidbhih) means.
the great poets (men of literary taste) who flourished in a
pararhpari avicehinnapravahah, (healty traditions) who knew
(i.e. recognised) the essential element of a kavya now termed as
Dhvani by Ananda for the first time (Kavyasyatma dhvaniriti
samjnitah) and duly exhibited it in their compositions
(Parisilita).” The vrtti of this karika line must be understood in
this way, otherwise, if we follow Locanakira’s_interpretation, we
can’t compromise the Same with the vrtti.* The word ‘Vudheily’
does not mean the theorists on the essence of kavya or writers
on rhetoric. Because the traditional theorists are called Kavyala-
ksanavidhayins, whose intelect could not reveal the very subtle
elements of Dhyani. Then how can they be supposed to have:
told _about dhvani as the soul of kavya. It has not been
Fxplamed Or revealed before Ananda (Anﬁnmilitapﬂrvam), but
1t was only exhibited (pariéilitah), and Ananda explored Dhvani
which has been profusely present in Ramayana etc. and
discusses it for the first time to please the men of taste ®

Here the plurag Dumber in the term ‘vudheih’ hints the
: vani theory as the soul of poetry by many
which itself proves jts genuinity and establishment,® And the
subsequent expression ‘Samémnitapﬁrvah’ in the karika which
has been rendered ajj the more explicit in the vrtti by prefixing:
‘paramparaya’ has ajsq been unambiguously interpreted by
Avadhanakara, 1! Moreover, the special significance of the:
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upasarga ‘sam’ in ’Samamnitapirvah’ is also: to be taken into.
account and ‘sam’ may be paraphrased as ‘Samyak’ which
denotes ‘well’ or ‘fully’ with great interest. Really the scholars
of ‘repute would not take so much interest in teaching a
doctrine if it was incredible.

From the foregoing discussion it ‘would appear that the
theory of dhvani is very much circulated in the famous circle of
cultured critics, and though it was never preserved in writing,
yet it was being traditionally handed down as a valuable treasure
from generation to generation. In other words, the theory of
dhvani was being looked upon as a precious inheritance from
the past rather than as a glorious achievement of the present.

Before going to establish the existence of suggested sense
called Dhvani (which is capable of being experienced within
the heart of his heart by the connoisseurs), the author AV
- mentioned the view of those who opposed the idea of Dhvani
in the very body of the first Karika.

He categorically discusses all the opponent views in three
principal tival groups. The first represents the viewpoints of
Abhavavadins or negativists who always deny the existence of
Dhvani on the grounds of its inclusion under the recognised
categories like Alamkidra and Guna etc.  The second group of
rival theorists commonly known as Bhaktavadins who maintain
that the existence of Dhvani which is identical in all its aspects
with the concept of Gunavrtti. And the third group of rival
theorists do not oppose the admission of Phvani, but according
to them it lies beyond the comprehension of words.!?

From the above mentioned views some were apprehended by
the author himself in the manner of Patanijali, the author of the
Mahibhisya and it is quite plausible that Ananda who consider-
ed the grammarians as foremost amongst the Jearned men, read
the Mahiabhasya and was impressed by its mode of arguments..
Some views of the opponents are of course real. As for instance
Manoratha who is said to have been a contemporary of Ananda
did not find anything novel in the theory of dhvani and com-
posed a satirical verse addressing only one (not many to give
the theory hoary antiquity) and advocate of Dhvani as Jada.’®
The verse of Manoratha certainly aims to Ananda alone as the
object of aspersion. The other view ‘Bhaktamdhustamanye’ is
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imagined on the. basis of earlier theories. But the expreSSiOI.IS
(a) Kecidacaksiran, (b) Bhaktamahu, (c) Sahrdayahrdayasari-
vedya meva samkhyatavantah, (d) and the reference to Mano-
“ratha etc. need not necessarily mean that the theory has the
fluency for a pretty long time among the vudhas (learned m_en)
—and the opponents also formed their adverse opinions against
the views of the vudhas advocating for the Dhvani theory
flourishing long before Ananda. Because Ananda was a poet
and critic of the later half of the ninth century in Kashmir. In
addition to Dhvanyaloka he wrote Devisataka, Arjunacarita,
Tattvaloka etc.4 As a scholar he certainly had an association
with a learned circle when he expressed his ideas about Dhvani |
or before starting to write the Dhvanyaloka he was very likely
to get a rebuff from the contemporaries like Manoratha; Star-
ting confidently to write his own work with the mirth of triumph,
he referred to the views of all his contemporary opponents. He
refuted all these contentions one by one and finally established
the separate existence of the suggested sense and a novel
function of words e, Vyafijana which conveys that sense,s
In this connection, Avadhanakara’s interpretations are worth
taking and vital at this point. He illustrates the viewpoints of
the opponents and establishes the Dhvani as the supreme con-
cept in a systematic way. In his expression he brings out the
importance of the word ‘Jagadul’ which suggests the actual
positign of the negative theory. According to him, the author
nancavardhana  already knew that the Dhyani element exist-
ed before Bhattodbhatta and others, yet he presumed that
Phattf_ld_hat,tas are the Abhavavadins. Avadhanakira says that
n ka_fl_kﬁ the term  ‘Jagadhuh’ implies the Abhavavidins
(negativits) is a matter of speculation; still use of lit lakara does
not appear to be appropriate here, only possibility rises.!® Gene-
rally l_lt léfkira is used in the sense of ‘Paroksa’. But here the
lit lakéra is used not in the sense of Paroksa but in the sense of

o ani by the ancient rhetoricians supposes
the possibility of the existence of Abhavavadins,

As regards the non-existence of Dhvani theory, Avadhana-
kara logically interpretes his ideas and says that there are three
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types of vikalpa vakyas (alternative se“ten‘,’e?,):_i:?' (i) A.nvaya.
(i) Avagamaya, (iii) Abhava, etc. and their description as
follows:1? i

(i) Besides the charms of poetry, there is no distinct exis-
tence of Dhvani theory., Because Dhvaniis exposed with the
charmness of poetry.

(ii) Though Dhvani is confined within the charmness gf
poetry, get it is not the cause of the charmness because there is
no distinct saundarya (charm) in Dhvani. It is also not
vastvantra (not substantial essence).

(iii) If Dhvani is vastvantara, it lacks the sense of charmness

These are the three vikalpa vdkyas of Abhavavadins.
According to them there is no such separate existence of Dhvani
‘which is quite exclusive to recognised categories like Alamkara
and Guna etc. -

In connection with the contentions “of the opponents, AK
also elaborately interpretes the line ‘“Yasminnasti... Svariipa-
mdhvaneh”. He observes that the negativists might be rcplie_sd
if you admit Dhvani to be merely a variety of Guna or Alam-
kara, there is no justification for raising such a hue and cry for
merely giving a new appelation to something already existing
in Guna or Alamkara. You might call a ‘ghata’ or ‘kalasa’,
but that would not add anything to our knowledge. And if you
succeed in discovering a new turn of expression or a new shade
of meaning it would be only a new figure of speech. It is a fact
that the list of figures ‘is being continually swelled by the
speculation of critics. But that does not warrant such a fanfare.
The existence of a new figure, or the invention of a new structure
of speech may be creditable indeed. But it exceeds all limits of
decorum and modesty to claim that the discovery is of a major
principle which escaped the notice of the ancient rhetoricians.*®

Even if the ancient authors failed to notice any peculiarity
which you may call Dhvani; still it is not proper, on the part of
the dhvanitheorists to wax eloquently in self approbation and
to raise such a fuss over their achievement.”® For as the modes
of expression (Vag vikalpa) are infinitely varied,? it is humanly
impossible to exhaust the list of Alamkaras and Gunas and as
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such if a new figure of speech be discovered it does not behave
one to be devoid of all sense of decorum and dance f‘rantical}yr
on that account. Through the reduplication “dhvanirdhvaniriti”
indicates respect on the part of dhvani thorists, but in other way
according to the opponents it also desrespects ‘the dhvani
theorists. So, Dhvani is merely a figment of the imagination, an
empty talk** and cannot stand independently in critical test.
This is the common conclusion  arrived at by all the three types
of vikalpavakyas of the concept of dhvani as stated above, what-
ever might be the minor differences among their respective:
approaches to the problem,

As regards the use of term ‘Manoratha’, AK says that
Manoratha is a poet and perhaps the contemporary of AV.
Here, a remarkable thing is that AK used the term ‘Manmatha’
instead of ‘Manoratha’,22

1 Besides the abovye mentioned group, there is another group:
| of rivalists called ag Bhaktavadins. Before going to discuss the
contention of this opponent group the commentator AK tries
to mterprete logically the term ‘Bhaktamahuh’. According to
him the use of Ja¢’ lakara with the word ‘Bhaktamihul?’ is due
.t‘o Parokshbhava and the interpretation of term ‘Bhiakta’ as
Bhajyate labhyate moksyartho—’nayeti bhaktihsarupyadi
sambandha”.® Here the commentator follows his predecessors
to discuss the worq Bhakta which deals with Gaunavrtti or

1ak§anﬁ. He also explaing the five division of Laksana and
their examples, 2 only

for the better understanding of the views
of Bhiaktavading,

By the help of varions
tries to show the different

hafijanam

examples of five kinds of Laksana, he
aspect of the term Bhakta and refers
Bhakti denotes mukhyartha sarhban-
dha and lastly Bhajyate labhyateamukhyﬁrthe $radhatiéayoasma-
dito bhakti denotes ‘t'é.tprayojanam’ etc. Thus the term bhakti
suggests the mukhyartha, anq tad vadhah, tat sambandhah and
tat prayojana, which are the main components of Laksana, So
this term arises as Laksartha, This group of rivalists admit-
ted the existence of Dhyanj which is identical in all its aspects
with the concept of Gunavrttj, 2

Besides the Bhaktavadins, there is another group of oppo-
nents who could not oppose the existence of Dhvani but said
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that it lies beyond the expression. Because, without Guna and
Alamkara, it is very difficult to say the existence of Dhvani.*

In this respect, AK illustrates systematically the contentions
of above mentioned OPponents through five points,>” i.e.,
(i) There is no existence of Dhvani atall. (i)’ Ifit exists,
then it is not vastvantara (unsubstantial in essence) for the cause
of the charmness of poetry. (iii) If it exists as the different form
of Guna and Alamkara, it can’t be the cause of the charmness
of poetry. (iv) If it is vastvantara (based on real facts) it is called
as Bhaktatvam or appears in the form of Bhakti. (Laksana is
not a kavyatattva). (v) Due to Bhéktatvam, it is not expressed
or lies beyond the expression. 5

According to him the first one is known as ‘pirnabhava-
vida’ (total non-existence), the second js ‘Antarbhavivada’
(exist within the other), the third is ¢Saundaryabhidvada’
(lack of charmness), the fourth is Bhiktayada (identical with
Gauna vrtti) and the last one is *Anirvachapiya vada’ (beyond
the expression) etc,

Avadhdnakira clearly states that the above five systemetic
ideas create the main problem like non-existence of Dhvani. So,
he distinctly marks the central ideas of Abhayavadins and cate-
gorise the rival groups, such as the first one deals With Bhrantat-
tva (111usnon) due to the ideas of non-emstence The second deals
are not particular about Laksartha and thanyartha So, they
are in doubt. Then the third one deals with Afijanatva, due to
beyond the expression.®® ;

Lastly, AK strongly comments that instead of above men-
tioned contentions of the opponents, AV defined the existence
of Dhvani, only for the pleasure of the copnoisseurs who are

_ever intent upon seeing it defined. The AV also clearly states
that ‘Manas’ (mind) is a place of ‘Ananda’ (pleasure). For the
establishment of eternal happinessin the mind of Sahrdayas
the Dhvanikira treated the Dhvani theory. Here the commenta-
tor marks the relation between ‘Ananda’ and ‘Manas’ is just like
Adhdradheya bhava sambandhah. According to him that
‘Ananda’ is just like joyness which arises from the holy places
like temple etc:?® In this respect “he also discusses the significance
of the word ‘Vrmah’ which is used only for the discussions of
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several viewpoints and it is used for many. Itis noteworthy to
say ‘when theory was accepted by many, it automatically owned
its importance or genuinity of existence.2” Actually, the alter-
native views are many and these are said by many; ‘y’é'{ a single
alternative sentence or view is enongh to define the nature of
Dhvani. Thus the Dhvaniis automatically established as the
essence of Kavya through these above mentioned alternative
statements because it contains some substantial essence.

[t is seen above that a]'thou‘g‘h_ the term Dhvani was newly
introduced to the field of poetics, and although Ananda clajms
to have propounded the theory of Dhvani for the first time, he
inherited the fundamental idea from long series of predecessors.
He tries to build this new system on the pre-existent meterials.
We consider him not as a mere expounder but as its true author.
However, Anandavardhana does not presume himself to be its
author as he repeatedly points out in his vrtti, He says Dhvani
had already been recognised as the only essential factor of poetry
In the circle of those who truely learnt the science of aesthe-
tics, Despite this assertation about the ambiguity of the concept
Of Dhvani Anandavardhana’s contribution remains as a outstan-

- ding one. And that Dhvani is the soul of a Kavya, or in other
words the suggested meaning or suggessivity alone is the most
essential element which appeals to the man of taste,

It is clear that by the strategic comments of the AK we have
a briet". sketch of the principal trends in the development of
Sanskrit poetics as well as the establishment of Dhvani—the true
essence gf kavya, He tries to assess its value by way of refer-
2‘18 lo_glcal statement and recognises the concept of Dhvani.
K;izft;tgv at)oish;:;t ;?E/phropcr‘ existgnce of dhvani (so called
PEocess 'g0cs {htough e hions. o G tatva, and that
vadas’, So, Anandavardhe ideas of bhramg-sandeha-anmatva-_
e : an'a p}'opounded this concept of dl?vam

3;_ : ea pleasum N mind of those learned men whose ideas
:;?(;;s])}f P?Iféitzgmbgzﬁ several alternative statcments- _(Vi‘kalpa
eternal pleasure throu ato_r S Ly Fh_f_:’__r_gflhsat_lon ol

gh this concept of dhvani is just like the
Pleasure that comes after knowing the Brahmatattva. In this con-
text, the term ‘satkavikavyopanisadbhiita’ is also an appropriate
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one. There is no difference between the concept of Dhvani and
the concept of Brahma®.

He also diaws relationship between Dhvani and the sastras
in a high order and states as-a pratipddya-Pratipadakabhava-
sambandha, sadhyasadhapabhavasambandha, and karya karana
bhava sambandha etc.®* Thus according to him Dhvani plays
a vital role in the sphere of literary criticism and is termed
true essence of the poetry. jey
~ From the above considerations, it is also clear that the

' ﬁ’“\' Dhvani was not thrown into the field of Sanskrit literary criti-
cism all of a sudden. It comes into existence-gradually by the
reinterpretation of the accepted categories of rhetoric elements
in the light of the new concept that enlisted sympathy and
support of all Sahrdayas or critics of sound literary taste, and
éstablished its soundness through a well planned book namely
‘Dhvanyaloka’. In this connection, the word ‘sahrdaya’ is very
significant as laying emphasis on the most important condition
of a literary critic, namely the gift of a responsive heart, a heart
which is essentially akin to that of the poet and which can
share in full all that the poet has to communicate. This clearly
shows the new angle of vision which is brought by the AV
through the establishment of his concept of Dhvani.

In certain manuscript, the Dhvanyaloka is found designated
by the alternative title sahrdayaloka, Perhaps the explanation
is to be found in the fact that AV trying to systematise the ideas
of the saordayas before them, who had evolved and preached the
outlines of the concept of Dhvani. But thisis only a juncture,
for this AK clearly states that the author AV sometimes quoted
the term sahrdayas, as he was the foremost representative of the
school of sahrdayas?®, It primarily refersto a whole class of
cultured critics that preceded AV. In this reference, some
modern scholars said that Sahrdaya is the proper name of
Dhvani®®, But this type of speculation is a ridiculous one,
According to AK the term sabrdaya has been used as a quali-
tative adjunct to refer ““Connoisseurs of aesthetics”®’,

Granting, then that the outlines of the Dhvani had already
been forestalled by the sahrdayas long before the Dhvanyaloka,
can we glean anything about the way they came to coin the
strange expression Dhvani for signifying this most original
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theory of literary appreciation ? In this context, the phrase
“Siribhih Kathitah” has some significance and the AK also
throws a flood of light on this point.

As gathered from the line of Apanda the ‘Siiribhih’ here

refers to the grammarians and the Kiyyatattvavits. It means
that the grammarians called dhvani and the poeticians also
called Dhvani. Yet Ananda declares that the very conception of
Dhvani is based on the views of the grammarians. It is very
natural that Ananda who seeks the support of the grammarians
for the sake of dignity of his Dhvani theory and would also try
to associate the concept with a great antiquity. That is why he
uses ‘Suribhily’ to give the abrupt idea of a large group of scho-
lars talking of dhvani or it can be very well explained as used in
plural (vahuvacana) in the sense of gaurava (dignity). The term’
‘Kathitah’is also meant to make the concept look age-lon g and
hence dignified.

In this aspect AK refers that the terms ‘Saribhih kathitah’ is
used to convince the opponent that the concept of Dhvani is not
the improvisation of the authors of the socalled Dhvani school
alone, but it was first formulated by the grammarians—the fore-
most of all learned men, though in a different context.

Lastly it can be said that the predecessors of AV preached
this doctrine for the first time broadly and it was left to Ananda
to work out every detail and Place the theory on firm footing
by elaborating it as the most perfect literary theory in his work
—Dhvanyaloka, And for the better realisation of the existence
of Dhvani, the AK’s comment js very helpful by its systematic
and logical expression, Asa whole, by accumulating all the
viewpoints of his Predecessors, he interpretes that the concept
of dhvani is just like Brahma in Indian philosophy and its
existence is determined through the process of obscure ideas.

Actually the viewpoints of AK regarding existence of dhvani is
highly speculative,
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CHAPTER 5

DEFINITION OF DHVANI

Having formed some idea of the concept of Dhvani the question
arises about the definition of Dhvani and how Anandavardhana
illustrated it in his-work‘Dhvanyaloka’ which “has come down
to us as the most popular scheme ever worked out in the whole
range of the theories of poetry in Sanskrit literature. This
problem has the artistic image and is of great interest for many
reasons. It leads to an understanding of poetic art as a whole;
its essence, special characteristics and its purpose. Poetry begins
and ends with the artistic image of Dhvani. Unless we discuss
this important problem, it will be difficult to unravel the knot
of diverse concepts in literary criticism in order to understand
the aesthetic value. This question demands independent consi-
deration in both his logical and concrete poetic aspects.

It may be noted that one must look for objective criteria of
the value and significance of the concept of Dhvani in poetry
itself in the development of world poetic art and the literary-
aesthetic ideals evolved in the process of literary advance. These
ideals take shape as a reflection of the essential needs of literary
development. Their very appearance indicates that in literary
groups, classes are striving to improve literature or various
aspects of it. They are the literary forces which carry progressive
literary relaticns and they are the standard bearers of the
future contributions.

AV has defined the concept of Dhvani with all forms of
consciousness, understood all the previous speculations and
integrated all the diverse concepts in a perfect manner. An
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-attempt has been made here td give a concrete definition of
Dhvani, as outlined in the ‘Dhvanyaloka’, with some special
reference to the sources from a modern commentary ‘AVADH-
ANA’ and in relation to the other rhetorical tenets. Since the
arguments and the interpretations of AK have the intrinsic
essence, profoundly dialectical and in every respect always rely
on the facts and not on speculative conclusions it is where its
.concentration lies.

Before defining Dhyani, Anandavardhana has presented a
form of prelude like the theory of suggestion that deals with
‘the analysislnf_the- import words and serves as the basis for
enunciation of the theory. He states that the meaning of poetry
‘which is recognised as the soul of poetry, when it can appeal to
the men of taste, has primarily two aspects, viz. the ‘expressed’
and the ‘suggested’.!

Now it might be argued that the Dhvanikira here is incon-
sistent for in the opening verse he has stated ‘the suggested sense
as the soul of poetry’, but in the present he says ‘the sense which
ccauses the delight of the sahrdayas and is termed the soul of
poetry has"two divisions ‘vicya’ and ‘pratiyamanartha’, and
placcs‘@g _in the same footing. This expression causes a
confusion and it has been much objected to by Mahimbhatta
and Viswanatha too 2 ¢

But all these criticisms are quite uncalled for. The inconsis-
tency as noticed by Viswanatha and others is only apparent and
not r‘ca_l. If we look carefully the interpretation of AK we find
;{hat vacyartha’ appears like foundation of a building. Without
'e;::ggo;h:yr;t;;;r?}f vé?ﬁrtha, it is not possible to grasp the

Anibther e s a which comes in the wake of the former.
ol péé‘t"gfy']'séﬁo?;] dtgc_ ‘_:ords and sense that constitute the
-Ananda’s stand is not v't‘? e _arlld_properly et :rhu‘s
P itiated by Farﬂ_.ca. He pr?pQHBdS karika
alone T 2: s;m-d says that in kgvya the _fncamfug“(art_ha)
i 1SN0 lmportant factor; and the ‘'meaning being
appealmg 0o men of taste may even be designated as the very
sou] of kaY_Ya. It'is not convenient for Ananda here to state that
the' more Pfcdominant pratiyamanartha is the soul of kivya as
he is yet to introduce a variety of meaning called pratiyamanar-
tha, The karika second is only an adequate foreword to the

-
~—
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introduction of a pratiyaminﬁrtha as distinct from the express
sense commonly known and already set forth in various ways
by the earlier rhetoricians. In this” connection AK observes the
relation between the vacyartha and the pratiyamanartha and
proves that both are corelated with each other.® The vacyartha
also like “prasiddha ghatapatadivat sadharanagamya”. By the
use of word ‘prasiddha’ the worldly nature of the primary sense
emphasises the meaning which is generally acknowledged,
discussed and well established through the figures of speech like
Upama etc. by the rhetoricians®. AK observes the significance of
used word ‘smrtau’ and says “atra smrtavityanena ‘yah samam-
natpiravah’ iti samarthyate”.® Thus in both the karika and vrtti
Ananda shows that in poetry there may be a special meaning
other than the commonly understood express sense, such an
implied meaning is altogether different from the express sense
and in no case liable to be confused with the later. The beauty
of a suggested sense is not identical with the beauty of its com-
ponerits but something over and above it. This unique pheno-
menon can be likened to the bewitching beauty in Jovely women
pervading their whole physical frame and yet exceeding the
symmetry or harmony of their various limbs.® p
The suggested-sense is quite distinct from the expressed sense
and can in no way be equated with the latter as it is the very
-quintessence _ of poetlc art( of ‘prasiddba sara vi§istam vastu’
as AK points out.” According to him AV, here, likens the
(suggested sense to the supple grace of the limbs of a beautiful
maiden. Just as ‘lavanya’ or grace is distinct from the ornaments
like necklace, bangles etc. on the one hand, and absence of
defects like blindness etc. on the other, and is_quite a tertium
quid so also the suggested sense (Pratiyamanartha) of a poem
cannot be subsumed under the alamkaras like Upama Rupaka
on the one hand and gunas llke madhurya O_]a "etc. on the
other
Tt is clear from the lines of AK that lavanya or grace can-
not be equated with the absence of defects of the limbs or the
presence of adornments. So it must be regarded as an indepen-
dent element, In the same way the pratlyamanartha is some-
thing totally distinct from mere absence of poetic defects as also
from the charm brought about by the presence of poetic figures,
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simile, metaphor etc. and is like ‘lavanya’ in relation to th_e
bod@@!mm"ya Sarira). ‘That the existence of this
(pratiyamanartha) can not be denied which is hinted at by the
verbal form ‘vibhati’ in the karikd. Avadbdnakara also refers
that the Atman has no existence without the cognition of body.
Just like this the Pratiyamanartha has no existence without
vacyartha. Thus without vacyartha there is no existence of
pratiyamanartha. According to the commentotor, Ananda
exhibits the intrinsic ideas through the general viewpoint only
for the fulfilment of his purposes, and discusses the relation
between vacydrtha and pratiyamanartha which is necessary 1o
define the concept of Dhvani.

The significance of the plural case ending in ‘Mahakavinam’
in the expression ‘vanisu Mahakavindm’ is also explained by
AK. According to him the pratiyamanartha pervades all the
compositions of the greatest of poets like Vyasa, Vilmiki,
Kalidasa etc. and as suchis a well known element of poetic
art.

It is also noteworthy that AK strongly proves the equation
of lavanya with the pratiyamanartha which has been objected
to by Kuntaka etc. According to him the lavanya should be
considered as the supreme secret of poetry.!®

By the expression ‘Sahyarthal’ the AK clearly marks that it
refers to the Pratiyamana sense alluded to the preceding karika,
Here the nature (Svaripa) of the suggested sense and its
difference (Vyatireka) from the primary meaning of the words
are being distinctly stated.?

As regards the varieties of the Pratiyamanartha (suggested
sense) AK distinctly makes his viewpoints and discusses them
logically with appropriate examples which have been mentioned
by the Dhvanikara. According to him firstly Pratiyaméanartha
falls into two distinct categories, i.e. (i) Lavkika, and (ii) Kav-
yavyavahargocara, Laukika pratiyaminartha is that which
always enjoyed the Svasabdavicyatd and deals with the matter
of fact (vastu). It has a number of subvarieties like Vidhi (injuc-
tion) and nisedha (Prohibition) etc. which have been stated
through the ideas of matter of fact (vastu §abda). Mainly due to
the strength of vacyartha (Primary meaning) the Laukika
Pratiyamanarth is of two types, viz. (i) Vastu-matra pratiya-
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minartha (suggested sense based on the ideas of matter of fact),
and (iii) alamkara pratiyamanartha (suggested sense based on
figures of speech).

The second one kiivyavyavahiragocara pratiyamanartha 15
that which deals with rasa and others like rasa. This variety of
Pratiyamanartha is called rasadi. It is the most important
variety of the suggested sense, With the enthusiasm to assert it
Ananda says that every rasadi variety is the soul of poetry. It
has”a number of subvarieties ]1ke rasa, bhava, rasibhasa
bhavabhasa and bhavaprasint; etc.!

As regards the alarkaradhvani, the commentator observes
that the figures of Speech which are defined in so many words
have certain single ideag at their base. When such ideas are
presented in a_charming manner we have an | alarnkara. If the
charming idea is expressly conveyed we have a Vacyalamkara
and if the charming idea s suggested we have suggested alam-
kara (alamikara dhvani). The suggested alarikaras are also
matters of fact in a sense. But while Vastumatra is a bare
statement of fact the suggested alamkarmppens to be more
charming and involves some of the basic idea underlying the
different Vacyalathkira. For the connotation of alamkara—
dhvanpi, the commentator foljows the Locanakara and quotes
the maxim ‘brahmana-§ramana. It implies that though now
he is a Buddhist ascetic he was formerly a brahman. I:ike this
though now alariikéra is appeared as a suggested one but due
to former implication of Vacyalamkara i.e. Upama ete:, 1t was
titled as Alamkar-dhvani.'?

In this context the AK also states that which has never
enjoyed the alarikdratva is called as Vastodhvani. In another
way it can be said that it is only ‘vastusabdavacya’. According
to AK when the expressed sense does not come under alamkara
and deals wn"h the vastusabda it appears as vastudhvam which
conveys the ideas of injuction (vidhi) and its just opposite—
prohlbmon (nisedha) etc.’* As for “rasadhvani the commentator
points out that rasa is neither ‘Svasabdavacya’ nor ‘Lokavya-
vaharavisaya’. It is suggested through generalisation.’® It has
been discussed later. )

AK proves that the Vacyartha (primary meaning) is a
strength or the foundation of the functions of suggested sense
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or Dhvani.'® Though the vicyartha is the basic concept of the
suggested sense, yet in all the above mentioned cases, the sugges-
ted sense, be it Vastu, or Alarhkdra or Rasa is quite different
from that of expressed sense, The commentator clearly refers to-
that though Vastu, Alarhkara and Rasa, can all be conveyed by
suggestion. There is this much difference that while the first two
can be conveyed through denotation the last one is variably
suggested and never expressed.

AK gives us a synoptic table of the divisions of Pratiyama-
nartha and their mutual difference. The classification is as
follows:

Pratiyamanartha (Dhvani)

I
I Sl
Laukika Kavyavyavahargocara

I
Vastu (dhvani) Alamkira (Dhvani)

(vidhi, nisedha etc ) |
|

I I I | |
Rasa Bhava Bhisa Bhavabhas Bhivaprasanti
etc.

A ﬁg‘;l‘tthis classiﬁca.tion AK_ exh.ibits.their examples cited by
fsat] (;ms to establish the ;c.ientlﬁ_cat]on of Pratiyamanirtha
A _Seﬂse) through the dlsr:us_sxons of the power of words
beirh thellll?gs- Now a qu:c‘s?tion arises why AV ﬁr_stly demqns-
out G thggiﬁgq sense, Viz, Vgst?m_ atra: For tInsl AK. points
el ofx; 1ntent10_9_ of Dhvanikira is to distinguish the
e ‘as_tudh\l'ant based on the strength of the functions
t‘; ;]ac)'a_rf]‘]_‘f‘_}‘}}j}h?y are different from vﬁcyért_'}ia'.’ According
€ cOmmentator the Vacyavastu is ‘vidhiparaka’ and the
Vyangya-vastuis ‘nisedhaparaka’. Both are opposite —to—each
°tI“?.f- To know the suggested sense, it is essential to know the
primary sense at first because the vastumatra dhvani is fully
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based on vacyartha. For better understanding he used a maxim
‘Sticikataha’. So, Ananda firstly discusses it.)? Such type of”
Pratiyaméanartha is found-in—the—verse—Bhama Dhammia™® in
the form-of the information that the harlot is prohibiting the:
pious man. ~Here this verse conveys the idea of an_injunction
(vidhi) but the scholars opine that the cleaver harlot is prohibit-
ing the pious man from going to the bank of Godéavarl.
Prohibition being just opposition of injection need not be
confused with the expressed semse. So, here AK observes
how the suggested sense claims a sharp distinction from the
expressed sense.

B e that “lan’ Jaksra is used in the verb-‘bham’ (Skt-
bhram) instead of ‘1o’ mentjoned by the Locanakdra. ‘Lan’is
used in the sense of Vidhi etc. which is implied through the
meanings like Pravartana, Atisaya and Praptakala etc.”® Here,

only for the encouragement of travelling and distraction of
anxiety, the ‘lan> is used in the word ‘bhrameti’ because the
period of travelling is fixed. By calling ‘Dharmika’ is suggested.

that the harlot is addressing a virtuous ascetic, who'is in the
habit of plucking flowers from the grove daily. It shows a
positive relation with the word ‘bharm’ and simultaneously by
the use of word ‘vi§vasta’ and ‘drptasingha’ etc. It also sugges--
ted that the bank of Godavari has become a dangerous place by
the _?idveut of lion. TE‘qs, th}e:'“ c_:gmmcntatoi- strongly says tP_@.t
while the encouragement of travelling distinctly marks the
nature of vidhi, the danger created by lion shows the nature
of prohibition. This expression is made only by the power of
Abhidha (denotation)®®

Now a question arises how the above e}gpression is through
abhidhavrtti. Since the functions of abhidha are not made

slowly it expressly conveys the idea. After the implication of
vidhi, there is no place for nisedha and both-are opposite to
each other. The commentator follows another power of mean-
ing that is tatparya §akti and discusses how far it is applicable
here. The use of word like ‘Dharmika’, ‘Kacchakufijavasinah™
and ‘drpta-singha’ etc. directly convey the prohibition of
‘bhramana-vidhi’. In tatparyavitti the suggestive sense is
prohibitive in character by the ‘viparifa laksana’. But here we
get the prohibitive meaning by the power of words not by the:
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nature of opposite sense (viparitalaksana). So, by Tatparya-vrtti
there is no existence of dhvani as it isnot different from vacyd-
rtha. For better understanding the commentator quotes a verse
that something compells to get fame and something appears as
the obstacle of fame, but due to the significance of the former,
the latter one is also expressed as well. According to him some
ideas deal with vidhi, and some ideas deal with nisedha or both
are opposite to each other, but by the significance of the former
the latter is ajso expressed not suggested. 2!

He quotes some examples, i.e. ‘Gangayam ghosah’ and

‘Singh6 manavaka’ etc. where we get both ‘Mukhyartha-vadha’
and ‘Viparita-laksana’. But only by the derivation we get the
prohibitive sense. Thus the AK observes that the suggested sense
of prohibitive nature is ‘abhidbamiilavyanjanagamya’. Though,
We get only the prohibition of period (tatkdlavadha), yet the
other concepts like ‘hetvantara’, sambandha, praydjana etc. are
available here.22 So it may be conveyed through the power of
Laksana. According to AK, even by the power of Laksana we
g€t vastudhvani through the suggested sense of prohibitive
nature. In the sense of habit, if we consider the meaning i.e.
danger et(}. through the sequence like vyapti and smrti, there is
10 opposition in the digpity of suggested sense.
. Asawhole the commentator observes that though everything
'S expressed through the power of abhidha, tatparya and
.Lakgar_la VItti etc., yet the suggested sense of prohibitive nature
1S surrendered near the master of fourth room—vyanjani, only
LTS ‘hmu"aikalyﬁdﬂﬂﬁgﬂtatyé’.23 To know better the impor-
tance of vyanjana vrtti, the Commentator quotes a verse which
deals with the title of vyafijana as ‘sarvavaladhikari’ or ‘vastu
prasadhika’ etc. It implies that vyanjana is the master of all
tr‘ade, who is adorned by different concepts and pressed all the
different opinjons and gives a new outlook of the poetic art.
Everj./thing comes within its'perview. ‘It can’be said that fha
vyanjana vyapira is the most powerful than others because it
comes from a combination of above three powers of words and
ultimately enjoys the Supremacy above and over of other. It
deals with the true sense of suggested sense so called Dhvani®.

As regards the Vyaiijanasakti, the commentator vividly
cxamines the ideas of Dhvanikara and observes a new thing that



Definition of Dhvani : , 57

is ‘cetanatakti’ (Power of consciousness). ' According to him
without the power of consciousness, the suggested sense never
fulfils the ultimate goal. Just like Atman it also has ‘cetanavya-
vahara’. It is noted that without the use of power of conscious-
ness, the Kavya is not considered as a first rate one. Thus it
is an essential factor to enlighten the suggested sense®®.

Lastly AK gives some logical statements and proves the
suggested sense in prohibitive nature by quoting line “Yatparah
¢abdah sa sabdarthah’’. According to him the abhidhavrtti can’t
be preserved by the unity among the expressive ideas only due
to its long functions (dirghadirghatara-vyapara), so, in the begin-
ning when the expressed sense is injunctive in force, how it will
be stopped? Only by the lack of functions (vyapdra), it can be
possible to end the functions of ‘¢abda bridhi’. Another thing
is that the expressive ideas have close dealings with functions of
the powers like Abhidhi, Tatparya and Laksana etc. Thus AK
strongly replies that by the continuing process or by the contin-
uing demonstration of the functions of word and its meaning,

we get the nisedha vastu dhvani (suggested sense in prohibitive
nature)®®. '

The second instance quoted by Dh\:'anikﬁra” where the
position is reversed, while the explicit sense is that of progibition
the suggested idea is a positive invitation®. AK here points out
that the verse is addressed by. a woman of bad character to a
stranger who is seeking accommodation for the night, there Wil
be no dificulty in getting the suggested sense. It is nothing but
a valid invitation to the stranger to get into bed with her at
night since the old mother in law will be sleeping like a senseless
one to notice anything. Here the expressed idea is prohibitive
in nature. Because that woman is marking her sleeping place
as well as her mother-in-law’s place. She is also telling him
that not to steal into beds, and cautioning him by making
him aware of the mother-in-law’s presence. In the suggested
sense of injunctive nature, we find that it is an invitation for
love. It is because she is expressing her idea cleverly and giving
covert hints as to the time of meeting and also cautioning him
to mistake the mother-in-laws’ bed for his love. She is inviting
the stranger for meeting and cautioning him oot to create any
disturbance by mistake®.
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While the explicit sense is praiseworthy in force, the
suggested may be neither praiseworthy nor prohibltlve.as the
instances®® quoted by the Dhvanikara. , Regarding this, AK

observes that inthis verse a devoted wife addresses her unfaith-

ful husband®!, ~“According fo him that husband should proceed
to his mistress is the idea directly stated. But the suggested

idea is not so definite. She would not like her husband going
away nor his stay for mere courtesy’s sake. Here the suggested
sense in the illustration does not stand in the relation of contra-
diction (virodha) with the expressed sense (vicyartha) as in tne
Preceding two instances. Here the vidhi i.e, vraja does not
suggest its negation ie. vrajyabhava, as in the first case by
bhramana, bhramanabhava is suggested. Nor is there any
suggestion of separate injunction as such. The suggested sense
bears no defipite relation with the expressed sense can neither

be classed under vidhi nor under nisedha and as such is termed
anubhayariipa 22 A

One more instance is_given by Dhvanjkarass where the:
explicit sense s negative and yet the Suggested sense is neither

negative nor positive. Here the AK clearly observes that the
€xternal meaning is ‘do not proceed further’. But the inner
meaning is different as is clear from the context. It is gathered
from this verse that a_lover shrewdly praises the beauty of the
maideﬁrhé‘laves. Here is no definite suggested sense.3s

It is also possible that while the explicit idea refers to one
object the‘—sﬁhg:o,_ested__s_cn_sgfﬁds 'iféfel_',eﬁé_é_tbfﬁéféf_t"ﬁgé_ther different
object as explainied through aninstance cited by Dhivanikira.®®
According to the commentator, this verse shows that while the
expressed sense is cognised by one person the suggested sense is
cognised by quite a different Person so the substratum of the

cognitions of these two senses is distinct. There is also another

reason why the suggested sénseis bound to be different from
the expressed sense. AK points out that this verse is addressed
to a lady by maid-in-waiting in the presence of “her husband.3¢
Who won’t be enraged to see the lips of his beloved (thus):
scarred? Now suffer for your obstinency; be prepared to receive
the rebukes of your husband. But the suggested sense has more
reference to the husband than the lady. The context is that in
the absence of her husband a lady indulges in secret daliances.

with her lover asking her maid to warn her the arrival of the
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husband.. The maid warns her accordingly and simultaneously
suggests her husband not to make any undue suspicions about
his wife at the sight of her bleeding lips since they were caused
by the accidental stinging of a bee. Here AK brings out the
seven varieties of suggested senses and each suggested meaning
is intended for a particular person.®

Thus all the above discussions deal with the ‘vastu_bhcda’..
which gives certain direction towards the further development.

ﬁ&thamkara refers to that variety where the suggested sense is in

the form of a figure of speech (alamkara) which is reducible to
a particular kind of relation as existing between the expressed
sense and the suggested sense. The suggestion of alathkaras is
much more varied and complex than that of mere fact (vastu)
and it has been clearly explained Jater on. AK observes that the
alammkara-dhvani is very wide and properly identified in a
different manner. It has also many more varieties or branches
than the vastudhvani.® For better understanding-of suggested
alarikara, it is necessary to give an instance quoted by jﬁnanda 39
In this example the expressed meaning is that the temples sticceed
better than the breasts in drawing attention of the heroes. Hence:
there is an expression of vyatireka-alarhkara. The sugge'ﬁed
idea is that there is a point of SImllarlty between the breasts and
the temples. The breasts are as large as the temples and hence

attractive. But this idea of similarity is not “expressly conveyed
and hence we have a suggested alamkara 40

called rasadi. AK points out that rasad: means rasa_and others
like rasa, i.e. bhava, bhasa, etc. Amrds rasa-dbvani it is
obvious that it is always above apg over the matter of fact
where emotion is delineated.” Though its divisions are immita-
ting the expressive sense Of vastu angd alamkara ‘etc., yetitis
enlightened by vyafijana-vyapara.41™ Tt is such_a variety where
the supreme importance of suagestlon can be readlly realised.
For understanding the term ‘rasadi” the commentator pre-
sents a systematic expression on the nature of rasa and the
others. According to the commentator rasa is realised in a
generalised state. As he points out: “aucrtyananuracadlpra-
vrtau sthayi rupaya ratyadatmakacitta-vrttirasvadyatvam
rasih”.** Regarding others he observes that the ‘sancarinah’ is
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called as its bhava; the improper desire (Anucita Pravrtti) i.e.
Ravana’s desire for Sita, as its bhasa; and when the ‘ratyadirapa
Cittavriti is appeared as prasanta, it is called as bhavaprasanti.
AK also stages that rasa is neither denotative nor figurative but
It is suggestive 18 !

In this aspect he also clarifies that 1asa is never represented
through the mention of their names (rasadi sabda).4t Simultane-
Ously no rasa can be delineated without the agency of suggestion
like words efc, Granting for argument’s sake that words do
denote rasa there will be only two possibilities for such a pheno-
menon : (i) Rasas will iave fo be denoted either by the words
Standing for them; or (ii) by the treatment of vibhavas etc. of
the rasag concerned. The acceptance of the first aliernative
Would mean_ that there will be 1o rasa in the absence of words
signifying them. Bur it is a matter of common experience that
Tasas are neyer represented through the mention of their names.
Cnly description of vibhivas etc. leads™ up to~ the rasa. The
Names orily serve fo identify the rasa and not to menifest it.
Thus Tasa is an experienced one. There will no existence of rasa
by mere mention of words like §rngara and Vira in a composi-
tion totally devoijd of the delineation of vibhavas etc. Thus it
€an be concluded that rasas are répresented. not by their proper
names, byt only by the delineation of vibhavas etc. These
vibhﬁvas_gmg}_lheir accessories do not generate the rasa but they
only suggest the rasa. It js clear that rasa js only suggested and
NEVer expresseq

This rasadi variety or rasa-dhvani which has so far been
shown to possess a separate existence-of itsown outshining what
s mefe.l)’_cx,p{icr_ occupies the most-prominent place in kavya. It
may be said to be the very soul of Kavya. That's why in the
days of yore sorrow of Valmiki at the sight of a pair of kraufica
bird which were forcibly separated from each other for ever
transformed itself into a verse

In the above statement AK observes the real enthusiasm of
Dhvanikira and says: for the establishment of that rasadi
varicty of suggested sense the Dhvanikdra has witnessed the
thoughts of Adikavi Valmiki which s adormed with a great
literary heritage. According to the AK the above statement
contains two parts: (i) that very rasadi variety is the soul of
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(ii) the sorrow of the Adikavyj Valmiki caused by the separation
of kraufica couple, took the form of a verse.4 From these two
parts, we learn that although there are othe_r
suggested sense, the Suggested sense (Pratiyamar
(vastu, alathkira and rasa) shaud be
Poetry which has beeén mengjoped in the preceding karika, yet
the third variety of Suggested sense Viz. ‘rasadhvani’ alone
happens to be the -mos; important becaugg___tﬂhe sorrow of the
bird gets transfigured.in the vision of the imaginative poet and
the result is éloka or song. Itis that we find everVaimiki’s
sympathetic heart touched, he enters into real
the sorrow of the bird,
blissful experience.

varietics of the
yamanartha) ip general
recognised a5 the soul of

identity with
and has an_emotional, imaginative and
The sentiment of compassion (Karuna) has
pity for its immediate primary impulse and the essence of
Valmiki’s verse has of course to be sought in the Karuna rasa
that is suggested therein. So of the three varieties of Dhbvani
mentioned above, rasadhvani is also considered to be the vital
one; the other two varieties are also classed under dhvanij inso-
far they too tend to reveal rasas and bhavas elc.

In this aspect
the commentator puts

his own views that the tragic emotion of
poet by the pitiful sight of a pair of Kraufica transformed itself
INto a verse just like Atman transformed itself Into own shape
by the past action. He also observes that here, the term ‘Soka’
be construed with krauica and not with ‘adikavi’. Because it
iS‘ifﬁf}bésible to pet alaukika rasa through the laukika ‘Soka’
(sorrow) or tragic emotion of the poet. Again he discusses the
importance of term ‘Soka’ and says that the personal sorrow in
life is supposed to find such worldly outlets as tears and not as
poem. Due to the °‘Paripirpakumba cittavreti nishyanda
svabhavatvar’ the result is $loka or poem. Thus, every true
poem is merely an expression of the poet’s overflowing eimotion
and is a medium to transmit this emotion to the readers in
succession, and it'is because of-this that emotion (Rasa) are
truely styled as the-soul of poetic composition. This idea has
been admirably represented by AK in his commentary in a
nutshell.4?

In considering the significance of the episode of Valmiki, the
commentator discusses how it helps in .establishing the fact
that rasa is the most important element of kavya. The reply is
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that AV himself here lays bare the fact that the Ramayana is an
ideal Kavya because of rasa and thatitis rich in rasa can be
established by a reference to the way of its origin itself. What
AV meéans to say is that a sorrow has been caused in the heart
.of Valmiki by the pitiful wailings of the kraufica bird whose
beloved had been killed and Valmiki burst into the verse ~"Ma

nisada...”®. It cannot be inferred if Ananda meant that there is-
karuna rasa in the verse “Ma nisada...”. Thusthe Dhvanikdra

himself says in vriti “nihata_sahacari viraha katara...”’®®. The
AK says that from the above line it is clear that there is an
intimate relation between the phenomenon of the spontaneous
composition of the verse ‘‘Ma nisada...” and a sense of sorrow
(soka) in the heart.of the poet. AV also further asserts that
40ka is also the Sthayibhava of karunarasa. The verse above is
the beginning of the whole Ramayapa which has karuna as its
principal rasa. According to AK the Dhvanikara believes that
in order to delineate sentiment in poetry, the poet_himself must
be sensitive. The feeling to be depicted must already run
through every vein of the-poet. It is very desirable for the poet
himselftp be suffused with emotions, Thus with the help of the
episode of Valmiki, AV tries to bring home the idea that rasa is
the most important element in Kivya. In AK’S estimate the
$0ka which has been the sources of the verse ‘M2 nisada...” and
its sentiment already became—a rasa which is duly universalised.

This hniver:srglised feeling of $6ka causes the heart of the poet
melt and “gets manifested in the form of 2 verse in the manner

of the waters flowing over the brink of a jar. AK wants to
assert that in order to give vent to it in the form of a kivya the
POet must experience a sentiment in his heart. Experience of the
sentiment should be so intense and sincere that the poet’s exper-
lence of the sentiment should be different from the experience of

gg. ordinary man. Upto this Avadhina does not appear to be
erent from AV. But like Locanakara, his observation ‘na ca

mu_nel.l Soka’ appears to run counter to the plain words of AV
as adikaveh $okah §lokat-vamagatah. But AK’s words may be
Interpreted to mean that the Muni being a sympathetic heart, his
soka does not remain a $oka of an ordinary person. AK him-
_seyf desires that rasa in its technical sense may be had only when
itis Suggested by the vibhavas etc. as delineated in the kavya
which is a piece of art and hence the feeling of §0ka by the Muni

—
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caused by an worldy scene should not be considered as a rasa.
Yet ‘we may suppose that the designation of rasa is applied to
the sad feeling of rasa only to show its distinction from the
ordinary personal feelings of the men of nonpoetical nature, It
is said not to be ‘a $oka of the muni’ to mean that the feeling
of sorrow is not strictly personal but with all these confusing
observation AK sincerely tries to tread the very path laid by his
Predecessors.

AXK clearly observes the relation between dhvani and rasa-
dhvani is just like Atman and jiva-vyavahdra. In other words
it can be said that the function of suggested sense exist every-
Where in a kiavya as the-existence of Atman but the suggestive
seénse endowed with aesthetic experince i.e. rasadhvani is not
always possible everywhere-just-like jiva-vyavahara because the
charmress of poetry is to be made by the aesthetic experience
(rasa) which is subordinated by the various concepts like vacya,
Vacaka and racana etc. By these three concepts, we gather the
'Charmness of poetry. By analysmg > these: concepts. we find that
vacya caruta means arthalammkara, vacakacarutd means $abdal-
amkara, and the racanacarutd means Guna We get the
true nature of an ideal kavya finding these conccpts favourable
towards rasa. If we simply call dhvani as the soul of poetry
any type of composition is to be said kavya; but if we say rasa-
dhvani is the soul of poetry, it serves the true nature of an ideal
kavya. The commentator also exemplifies as ‘Singhd manava-
ka’. This composition is an example of suggested sense but it
has not served as true sense of kdvya as it lacks the charmness.

AK is successful in observing the close relation between the
suggested sense (Pratiyamanartha) and the aesthetic experience
(rasa) by analysis of the verse ‘Ma nisada’, and adds some other
details which are worthnoting. SoOka is transformed into §loka
still we find the existence of suggested sense (Pratiyaminirth)
therein. Here it 1s supposed that the words of Valmikiis a
curse for nisdda, i.e. the rest of your life_span you will never
live with your consort. And also here we get the ‘vivekasiinyata’
of nisdda; because kraunci has been killed by nisidda, when
€njoving with her partner. AK states that here we never find
use of word “$oka’, but “§16ka’ is suggested here® as ‘karuafica-
hanana’ serves as a vibhava and the cry of kraunca (kraunca
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krandana) as anubhdva. By the generalisation process here we
get the ‘§5ka’ as' Sthayibhiva of karunarasa. Thus according to
him the pratiyamanasoka is as the permanent mental state of the
karuanrasa; but it is not again as pratyaksavisaya. The
Ramayana is the outward manifestation and embodiment of the
poet’s tragic emotion (karuna rasa) that arise by the pitiful cries
of the kraunca bird at the sight of its consort (kraunci) being
killed by the fowler (pisada). Also AK explains the verse ‘Ma
nisada’ in a defferent way based on pratyaksavisaya and that
suggested the ideas like ‘bhagavat visayaka-bhaktibhava’ and
‘ugratdbhava’ etc. There is no generalisation and it does not
serve the purpose of the poet also. Thus the aesthetic experience
in suggestive nature has a great significance and there is no
diversity between the pratiyamanartha and rasa®'.

Now the question arises that pratiyamanarctha has three divi~
sions, i.e vastu alarkira and rasa which are already mentioned.
But in the fo:cgoang discussion, we find that only rasa is called
as the soul of poetry why others are not entitled? AK says:
although we get three divisions-of “partiyamanartha, yet the rasa
and the bhdva play vital role among them. The bhava is
mentioned here only due to upalaksana. Thus vastu and
alamkaradhvam is fully based on bhava It is not like the rasa
but appears’ asTasa to some extent, “Sometimes the generali-
sation of Vyabhicaribhava happens like this. So it should not
be fully discarded. Though all the three divisions serve as the
expression of suggested sense yet rasa plays a vital role among
them and is called the soul of poetry.

After the establishment of the suggested sense as the soul of

poetry in a tradmonal way, the Dhvanikara tries to prove the
kavyatmata of suggested sense ‘through ‘Svasamvedana Siddha.2*
In other words it can be said that Dhvanikdra appeals to the
poet’s own experience (Sva-sathvedana) on the occasion of any
poetic creation. This has been -clearly pointed out by AK in
his commentary. According to him the muse of great poet
embodying that charmful meaning (i.e. suggested) serves as a
clear testimony to their unique gift of genius in abundance. Out
of devine grace, no conscious effort is needed on the part of the
poet to compose a first rate kavya, the quintesence of poel’s
own experience. That is why great poelry is rare in world.
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We can hardly come across a hapdful of them who really
deserve the designation of mahakayig op great poets.

AK also states that the emotiopg] element Or rasa is the only
real _essence (prasiddharthavasty divygnanda-fasam padartha-
saram) of poetic art and the prodyc; on of @ genius is marked
by sponteneity®?. The commentatoy 4150 diSCUSSES about the
‘Prativd and the pranjiia which serve g lot for the relish of the
emotional content of the poem.

In the process of discussion Tegarding the significance of
pratiyamanartha, AK says : the difference between pratiyama-
narth and vacyarth not only in respect of Svariipavisayabheda
but also assigns another reason bhinnasamagribbedatva which
serves to demarcate the above two p,canings from each other.
The samagri (totality of causes) op pich the comprehension of
the vacya sense depends is different from that which gives rise
to the realisation of the Pratiyamang op yyangya sense. Conse-
quently, the generating causes of the {wo being different, their
effects must also be different—a conclusion guarantteed by the
law of causality. The comprehensjop of the vicya depends on
Sabdarthasasanajnana, while that of the vyangya besides the
knowledge of $abda, artha and theijr yejations (Sarketa) requires
the capacity of appreciating the hijgden meaning of a poetic
production which alone is itg quintessence and is source of
aesthetic delight on the part of trye connoisseurs. In other
words it can be said that while the expressed sense of a sentence
can be cognised by anybody who is acquainted with the conve-
ntional meaning (Samketitirtha) of the words, itis only the
connoisseurs alone who are able to gprasp the suggested sense.
Thus the mere knowledge of Grammar and lexicons is not
enough to ensure right understanding of poetry.

Poetry bounds in emotive suggestion and therefore, a sound
literary taste-is-pecessitated in the ¢ritic. Just as in the field of
music, mere knowledge of the mechanical principles-will be of
no avail unless one has an ear for music, so in the field of poetry
also no_amount of learning will reveal without an aesthetic
sensibility®?,

Since suggestion forms such an predominant feature in all
the master-pieces, the difficult task of getting at the suggested
sense and sometime at the words too that are its medium.
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develops on the conscientious critic.’* Here AK says: the pros-
pective mahakavi should always select words with an eye to the
nature of the suggested sense, and should not rest satisfied with
the combination of words that convey no other sense besides
their conventional meanings. To him (Mahakavi) the suggested
sense alone is the sense par excellence, and those words alone
convey the matter that are capable of suggesting it. The word
‘pratyabhingye in karika has been derived in two different ways
by AX. The krtya-suffix yet added to prati—abhi+/jfia has
been added either in the sense of ‘arha’ or of ‘vidhana’. The
main purpose of the use of word ‘Pratyabhingya’ is to denote a
Particular kind of knowledge consisting the identification of
the words and its meanings. Thus the commentator observes
that by orienting the poet’s attention towards the suggested
sense and words that are mainly capable for that end, AV
'implicitly. states the predominance of the function of suggestion
in a poetic composition,
It is of course true that poets do direct their attention first of
all towards the expressed sense, But this does not prove that
Dhvani is less important. A man anxious to see things at night,
he 'ﬁrst of all seek the help of a torch as means for attaining the
.obj.ect. The torch is not an endfin itself. It is only a means to
-sahs.fy another end. In the same way, poets take interest in the
-expllcit‘ SCNSE as a means to communicate their other ideas
suggestively. Tt can be said that expressed ideas are means and
the suggested ideas are end.”® There AV observes that though
the expressed sense is intended to be conveyed first by the poet,
yet that, b){ 110 means, establishes its predominance. It is with
the denotative words, The final aim of the poet is to co;ﬁ?éy the
Suggested sense, i.e., the end in view. And to that end he (poet)
1s bound by necessity to use denotative words and convey the
Primary or expressed Sense, which together constitute the means
for better ®Xplanation, he quotes an illustration: ‘who is eager
to have a sight of the beautiful face of his beloved’ in the 'dark,
must have to light a Jamp first, but on that account, the lamp
.cannot claim Superiority to the end in view for which it was
intended. Thus, it can be gathered from the ideas of the
poet, that it is thesuggested sense which is predominant and
the expressed sense is invariably subordinate to it.?
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As the knowledge of a sentence depends on the knowledge
of the component words, similarly the suggested sense also is
grounded up on the explicit sense. AV points out that from the
standpoint of the sahrdayas, the suggested sense is prominent
and superior to the expressed sense even though itis the latter
and that is cognised first. For instance just as without knowing
the meanings of particular terms (Padartha), the import of a
whole sentence (Vakyartha) cannot be grasped, so also without
first knowing the primary sense (vdcyartha), the suggested sense
(vyangyartha) cannot be cognised. Thus vicyartha is like the
position of padartha, while the vyangyartha is comparable
with vacyartha. AK observes that there is a relation between
vacyartha and vyangyartha as ‘pratipat pratipattirvodha’ and
marks a sequence (krama) between the cognitions of the vacyar-
tha. Lastly, he says that the sequence of pada, padarth etc. are
unknown to $abdasastranubhifijnas similarly as the sequence of
vyangya, vyanjaka etc. are unknown to ashrdayas.

Now it might be argued that since the vacyartha is cognised
first by the sahrdayas, it should be ranked superior to vyangyar-
tha. This contention is refuted by Dhvanikira when the several
suggested senses flash forth before the steady and penetrating
minds of men ™ of taste, they will in no way be concerned with
the explicit sense. When they are alive to the sparks of sugges-
tion coming with sudden spontaniety they will be totally unaware
of the explicit ideas.® AK says that'it is true the vacyartha is
cognised first and follows the cognition of the vyangyartha.
Still the sequence between the two is not noticed by the sahrda-
yas in as much as their mind is keenly bent on the realisation of
the vyangya sense which succeeds. And this eagerness for the
vyangya sense is a mark, that establishes its superiority over the
vicya sense. This relation between vicyartha and vyangyarth
is clarified by analogy of the verbal knowledge arising out of a
sentence (vakya) composed of word units (pada). The resultant
knowledge of the whole sentence is dependant on and as such
consequent upon the knowledge of the meanings of the indivi-
dual words that precede it. Yet the sequence is distinctly noticed
just like, “‘arnikura-tara-puspa-falavat.”” Thus the meaning of the
individual words are not comprehended in isolation when the
resultant knowledge of the complete sentence arises. Similarly
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to the real connoisseurs the suggested sense following on the
wake of the expressed semse, appears to be comprehended
simultaneously with the latter, which also loses as it were its
distinct individual character. Thus from the viewpoints of
sahrdayas the suggested sense is all important and the priority
in the cognition of the expressed sense is no grant for attaching
to it any superiority.5®

Having thus established the separate existence of the sugges-
ted sense in foregoing considerations, the Dhvanikara furnishes
a definition of Dhvani-kivya where the suggested sense alone is
predominant.

“That kind of poetry wherein either the primary meaning
or the word renders itself or its primary meaning became
secondary (respectively) and suggests the implied meaning is
designated by the learned as DHVANI or suggestion.’’¢

From this above statement, we can draw a conclusion :
Dk_“'a“‘ 18 a type of poetry wherein words and senses lose their
primary significance in order to suggest other things. Having
thus c]eareq the ground of the accumulated prejudices about
poet“_"_ AV embarks upon a searching study of words and their
ways in Poetry.”Outside poetry, words are to possess two kinds
of meaning. - One is the well known traditional oF conventional
meaning, the other isa metaphorical meaning occasioned by
speciality of “the content. These meaning plays a part in poetry
too. But they are not the only meanings in poetry. Even emotive
mgmﬁc_ance cannot come under any of these two varieties of
:’;’:;;1 ;If::ipif]:y 'l:lnere is a third kinc} of _impor.t oy?r and gbove

_may be called as Dhvani. Suggestion as function of
the wolrds 1s_exclusively found in poetry where the ideas are
never directly expressed but only suggested. Though suggestion
has t-hus an independent existence, it cannot function without
the aid of the other two varieties-of meaning. Thus, it is both
dependent and independent. Byt suggestion in poetry is not the
Same as suggestion in common talk. Because in common talk
there is no strikingness, It is only striking suggestion that plays
an important role in poetry. and strikingness of suggestion
consists in the fact that the suggested idea can never be express-
ed directly by the words effectively, It is only when the ordinary
meaning is not sufficient by the poet to convey his meaning,
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that he resorts to suggestion. Of course, he has used the same
words, but he deals with them a wealth of suggested meaning.

As regards the viewpoints of Dhvanikira, the AK says for
the cognition of the suggested sense the word (Sabda) and
meaning (artha) serve as the main factor. Both are the ghataka
(match-maker) of the suggested sense and are cojointly essential
in every case of suggestion. Wherein either vacyartha or vaca-
kasabda resorts itself their secondary meaning respectively and
suggests the implied meaning is called as suggested—Dhvani. In
this aspect he also clearly marks that when the words (Sabda)
principally give rise to the cognition of suggested sense it is
called Avivaksitavicya—a category of suggestion based upon
laksana (indication). And also when the expressed sense (artha)
is suggestive it is known as vivaksitinyaparavacya variety of
suggestion. Thus the poetry where a word suggests a meaning
by making its primary meaning subordinate to the former or the
primary meaning subordinates itself to the meaning suggested
by it, has been called as Dhvani kavya.*

While commenting on the expression ‘Kavyavifesa’ AK
also tries to offer some justification for the use of the idea dhvani
in all the above senses on the basis of etymology. The word
dhvani can be defined in different ways :—

(i) Dhvanti iti dhvani—That which suggests (Vyafijaka—
$§abdah—both suggestive word and meaning).
' (ii)) Dhvanyate anena iti—The fuﬂCthDS of suggested sense
(dhvanana vyaparam).
(iii)) Dhvanyate iti—That which is suggested (dhvanyartham,
suggested content).

If we vividly examine the above derivative expressions we
find that the term dhvani is applicable to $abda, artha and\\
vyapara both individually and collectively. In karika however,
the term dhvani has been_employed in its collective sense as it
primarily applies to kdvya here.

AK also states that the definition serves to differentiate the
field of dhvani from that of the figures of speech like anuprasa,
upama etc that merely adorn the words and senses and as such
are subordmatc to them, while in a dhvanikavya it is the
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suggested sense that is predominant. So it is not possible to-
include dhvani with in the perview of the alarhkira. But some
times the suggested sense has given primary importance, not
subordinate the expressed sense, in that case it would become
Gunibhutayyangya. If there are stray examples of any of th_esc
alamkaras involving 2 more predominant suggested meaning
they will be called dhvani, but dhvani itself would not be inclu-
ded in the scope of the alamkara concerned. The relation bet-
ween alamkara and the Dhvani has been discussed later.

The commentator adds another sense of the term dhvani i.e.
‘Vacyavacaka sarimisrah’ on the strength of certain indication
from the lines of vrtti : tatheivanyeistanmatanusaribhih siribhih
kavyatattyarthadaréibhi vicyavacaka sammisrah $abdatma
kavyamiti vyapade$yo vyafijakatvasdmyad dhvaniritijuktah.®
To know the idea of vrtti Grammarians call the sruyamanavarna.
as dhvani., The sruyamanavarnas suggest the invisible eternal
sphota. But according to the alarikarikas the Dhvani is a sepa-
rate one, where words mainly possess the suggestiveness
(Vyafijakatva vyapara). The audible sounds (sriiyamanavarnas)
suggest sphota and the suggestive kavya suggests a different type
of sense. For making the analogy have the kavya consists.
of words. But in karika 1/13, it is observed that the artha also
may be suggested. That is why AV clearly points out that in
kavya both the words and their meanings remain duly mingled
up (Vﬁcyavﬁcaka-sammiérah). Hence, we conceive it in
terms of some meaningful words. By this ‘Sarhmisra’ we should
unders{a“_d the variety of suggested sense, i.e. rasa. Thus.
AK mentions that ‘Sabdartha Vyapara’ (Both the function of
éabda_ and artha) is called as the fourth sense of the term
dhvani.® He a)50 observes that the aggregation (samuccaya) of
the three objects i.e. vacyavicakasammisrah etc. are to be under-
‘SIOOd even without the use of the particle ‘Ca" as in the verse:
gamasvam purusam’.% The expression ‘vacyaviacaka sammigrah’
itself means the three elements j.e. vacyartha, vacaka sabda and
sammiSrah etc. Thus AK acknowledges the fourth sense of the:
word dhvani for the interpretation of vyangya-artha.

Thus the theory of dhvani proceeds with three fundamental

postulates. In the first place;-it-assumes that dhvani exists apart
from the primary sense. Secondly it presupposes that dhvani is
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most intrinsic t0 poetry and thirdly it believes that dhvani can-
not be explained in terms of either denotation or indication and
hence a new function of words, viz. suggestion should be
accepted. Of these postulates, certain critics are prepared to-
concede to the truth of the first two, but they raise objection
regarding the acceptance of the third one as valid. Even this
definition has been subjected to serve criticism by Mahimabhatta
who pointed out as many asten defects in his work Vyaktivi-
veka.®® AK logically interpretes the viewpoints of Dhvanikara
and properly replies to the anti-dhvapi theorists from the vari-
ous standpoints as aesthetics, grammar, psychology, history of”
criticism and commonsense. For the establishment of the dhvani
theory he always follows the argumentative style and handles.
this doctrine in 2 masterly manner. He admirably executes all
the reble sources avajlable in the history of literary criticism.
and gives a correct conclusion about the theory of suggestion.
If we critically examine the fascinating interpretation of AK
regarding the definition of dhvani i.e. yatrartha iti.........etc.,°*"
we find that the defects marked by Mahimabhatta have no-
authenticity and also they are not at all logically sound. Beca-
use Mahimabhatta’s arguments are baseless, over-simplifying.
and based on metaphysical interpretations. His arguments are
not helpful in progress of literary criticism. So, AK tries to-
make the position of the suggested sense clear and deliberately
eschews all the technical and scholastic side issues. Frankly
speaking, AK’s first-hand interpretation about the definition of
dhvani (suggested sense) is fully based on the real facts but not
on mere speculation. He properly acknowledges the inner ideas
of the Dhvanikidra and puts a fulstop at the endless arguments
regarding the establishment of the dhvani theory in literary
criticism.
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CHAPTER 6

CORRELATION BETWEEN DHVANI AND ABHIDHA :
DHVANI AND LAKSANA

Eastern scholars’ speculations in the field of semantics registered
a high watermark. The grammarians, logicians and the miman-
sists each made the quota of contributions which though sharply
opposed to one another are remarkable for their wonderful
consistency and logical congency. However, in this process two
well known functions of language recognized by nearly all
schools and noticed in the vedic language by such ancient
exegetes as Jaimini and Sabara above the primary or literary
meaning (abhidha) and the transferred or metaphorical sense
(laksana or gunavada). But in their anxiety to differentiate
poetic meaning from the conventional meaning of the scriptures
and the $astras (scientific text), Dhvani theorists claimed that
there is a third potency of language, too called suggestion
(Vyafijand), which is the proper function of poetic language and
the real appreciation of aesthetic delight. But they had to light
a long philosophical duel with the traditionalists who maintai-
ned that the secondary function is quite sufficient to account for
all meanings that the denotative capacity of words can not
explain and hence that there is no need to postulate an addi-
tional activity. The Dhvani critics also had to meet the argu-
ment, of the rhetoricians (the school of Alarkara) that sugges-
tion is none other than figuration and so could be subsumed
under it. In fact the theory of Dhvani is advanced as a rival to
figurative poetic of the rhetoricians who had dominated the
early phase of sanskrit criticism. The Dhvani theorists searched



76 Concept of Dhvani in Sanskrit Poetics

for a principle of definition that is wider and more central than
even figuration and that explained the efficiency in poetry of
both figurative and non-figurative language. The basic postulate
of the Dhvani theory is that suggestion is a supernumerary
meaning. Utterances possess their literary meaning, but they
also convey a further sense (dhvanir nama arthantaram). And
the activity whereby the comprehension of an additional mean-
ing is caused must be accepted as suggestion, because the deno-
tative function of words can only yield the syntactical meaning
and rests there having exhausted its function. Thus, what results
after the primary operation has ceased can only be suggestion.!
The second premise of this theory is that where the suggested
meaning arises, it is necessarily always the predcminant ele-
ment and the literary neaning subordinates itself to jt. This is
the principle of subordination (Upasarjanibhdva or gunibhava).
Stuch subordination is demanded by the very nature of sugges-
tlon. as another meaning. For a principle of construction
required by the exegetes and accepted by all schools of thought
as being axiomatic is unification of meaning. A sentence has
10 convey a unified sense if it’s very nature as a sentence is not
to be upset. The Dhvani theorists meet this difficulty by making
one of the meanings principal and the other subordinate. A
fur_thef Premise is that in as much as the extra meaning is
: arrwe_d at‘ through the agency of the expressed or the secon d:ry
‘meamng it js necessarily an indirect meaning; and indjrection or
concealed Significance is the prime source of charm in poetry.
Som:hszr?]l;:stt_ion of an additional or unstated meaning raises
YO ];C Pfoblems. When can a sentence be said to convey
e don? togt]::i at 1.s not stated by 1ts.word.s? The most plausible
L], s dils : onlsf when the}"e Is an impasse in construction
Aays 15 Sentenwn dOf its syntactical or logical sense. Logician
P satis?th O¢s not seek another sense than the literal
among the Jiter] ory b_y reasop,of the fitness of the connpection
the Connectiona : I_Ilea.mn_gs of it’s component words. But when
Rt S ails it is made up by_ a meaning tropically
ith Gh 5:, any Of_ the words’.2 Thus, in the example ‘Ganga-
invoke a secondary me:rrll‘ the“Stream & LI { S_o Wy
ing “on the banks of the Gangi—to



Correlation between Dhvani and Abhidha 17

resolve the incongruity for sentence must at all costs make
sense.

But suggestion does not occur at this level of metaphoric
meaning (laksana). The metaphoric function is a certain super-
imposed activity of the word located in the intermediate sense.
Denotative meaning is directly conventional and is grasped
immediately as the word is being pronounced But the secondary
meaning is not so apprehended, only indicated owing to the
intervention of the primary meaning and there seems to be no
harm in accepting it as a suggestive function. But for the
Dhvani theorists this is not the case. For suggestion they main-
tain certain ideas which are distinct from the secondary function.
Mammata says : It cannot be denotation as there is no usage
in respect of it; it is not the secondary function because of the
absence of the necessary condition.® But how this distinction
between the suggestive and secondary function is demonstrated?
For this their argument is that there is a suggestion which arises
out of the secondary sense and which is presupposed by it,
namely motive element. And this element is not itself subject to
. any impediment and is not explained by the secondary function.
For instance, when a man speakes of ‘a hamlet on the Ganges’
he is probably thinking of the coolness and sanctity associated
with the river and that accounts for his saying ‘a hamlet on the
banks of the Ganges’. Because the associations of coolness and
sanctity which he wants to emphasize are not carried by the
land along the river but by the river itself. Here only to remove
the incongruity we have fto admit the secondary sense i.e. ‘the
banks of the Ganges’. And we cannot also conflute the two
functions because the object of the apprehended secondary
meaning is ‘the banks of the Gange’ and not ‘sanctity’, which
is the effect element of that knowledge. Thus, by analysing this
paradigm case we arrive at a conclusion that there are three
stages of meanings, such as denotative, indicative and suggestive
senses etc. Here the discussions have been made about the
salient features of the above senses, their relationship and the
functions etc. with the ideas of a modern commentator—AK.

Dhvani and Abhidha
The power of Abhidha (denotation) has come to gxercise suci
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a holo in the functions of words and meanings that the Dhvani-
kara cannot be dismissed with some causual remarks. He
devotes much space for full consideration of the abhidhavyapara
in all its bearings and tries to prove that the province of abhida
and vyatijana are distinct. He also endeavours to indicate
precisely their mutual relationship in poetry. By pointing out
the limitation of the denotative sense, he recognises a sense
other than that of expressed sense, i.e. vyangya; and the power
of wards involved in the communication of said meaning—
vyafijana, It can be said that Dhvanikara established vyafijana
function as distinct from the abhidhi (denotative function).
Though we have already discussed the nature and relation
between the two functions in the preceding chapter yet we have
categorically sketched their relationship and also their intrinsic
value from the standpoint of their basic properties. While inter-
preting the apprehension of the Dhvanikara, the AK observes
that the suggested sense should nevetr be confused or desj gnated
as the vicya sense as the vacya and the vyangya senses are
conveyed by two entirely different functions (vyaparas) of the
words. If the suggested sense is conveyed by a distinct fuction
it will not cease to be different from the vacya even being put
at the position of the usual vacya sense in case of being chiefly
conveyed. He states that vacyartha is the hetu of vyangyartha.
Regarding the functions of abhidha he observes that the mean-
ing which always conveys abhidhasakti is known as vacyartha,
and that vacyartha appears as the simple and conventional one.

conventional meaning through the power of abhidha (denota-

tion)® E-iijld the suggested Seénse not directly proceeds to convey
-an additional meaning without vacyartha.

The AK clarifies the ideag of grammarians like Bhattapra-
bhakara etc. who raised the question whether there is disti-
nction between the vacyartha vodhakabhidhasakti and the gam-
yarthavodhaka abhidha-sakt; or both are same. Both are the
same and enjoy the unity (akhanda) because that conventional
meaning is also known as gamyartha says the commentator.
In ‘Gangayam ghosah’ the meaning like ‘bhagiratharathakhita-
vacchinnapravahariipa’ is called as gamyartha because it conveys
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through the word ‘Ganga’. But itis not like the meaning
Sitatvapavanatva...... etc.” After a through process with the
help of abhidheyartha we get the aksiptartha (suggested sense).
Here the commentator executes that vyafjana is distinct from
abhidhd because they have different scopes (vi sayabheda).
Abhidha conveyes the vacya sense which is directly related to
the word and vyafijan@ conveys the meaning which is related to
the vacyartha. The AK strongly points out the difference
between vyafljanavyapara and the vidcakatva gamakatva
vydpara (abhidhavyapara).® He also observes that vyafijana is
different from abhidhi due to the differences of form (ripabheda).
Words alone convey the conventional meanings with the help
of abhidha $akti. But even the meaningless musical sounds may
convey sense in the form of rasa, etc. with the help of vyafijana.
Here he interpretes the relation between vicakatva and avica-
katva and strongly denies the views of Vyaktivivekakira. He
says that the vyangya sense conveys through vyafljana vyapara,
and the vacyartha conveys through the abhidhavyapara.?

The commentator again states that the vyangyartha cannot
be relegated to the position of the vicyartha because the rela-
tion between the vacya and the vyangya is not like the relation
between the meaning of the parts of speech (padartha) and the
meaning of the sentence (vakyartha) and the very analogy is not
an opt one. The grammarans use the sentences as indivisible
and do not conceive of words as part of the sentence. Even
those who cognise the words as distinct parts of the sentence
must note the fact that the meaning of the words yield comple-
tely to the total meaning of the sentence. When the meaning of
the sentence is cognised, the meanings of the words cease to be
cognised distinctly. But the vdcya sense does not cease to be
cognised even when the suggested sense is cognised. The vacya
sense suggests the vyangya and it is the very nature of the
suggestive factor to appear along with the suggested content.
The relation between the vacya and the vyangya is like that
between the lamp and jar.®

AXK also marks that vyaﬁjanﬁ is different from abhidha
because of differences of cause (karanabheda). The vacakatva
sakti only depends upon vidcak$abda but the vyafijakatva
depends upon both sadba and artha. Thus abhidha resides only
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A
in $abda whereas vyafijana resides both in §abda and artha.® He
observes that the vyafijana is different from abhidha on the
basis of svaripa (nature), visaya (subject) and kdrana (cause)
etc.'” On several times he points out the the primary sense
(vdcyartha) which is conveyed through abhidhavyapara: itis
also samhketita prasidhartha while the vyangyartha is conveyed
through the vyafijandvyapira; and it is known as aksiptarth.
The vacyartha is the hetu (cause) or ghatakatattva of vyang-
yartha, The abhidhd is known as vacydvagamasakti, while the
vyafijana is known as vyangyagamasakti. So, the vacyartha
conveys before the expression of vyangyartha but the vyangyar-
tha conveys after the expression of vicyartha. The vacyartha is
very conscious and particular about its nature, number etc; but
the other one—suggested sense is not at all particular about its
nature and number. As a sentence conveys one denotative sense
but that particular sentence conveys a number of vyangyartha
(suggestive senses). To conclude the suggested sense ‘Dhvani’ is
basically different from the primary sense—Abhidha.

Dhyani and Lalsana

Like abhidhd (denotation), Dhvani is also different from
Laksana. To differentiate the vyafijana from laksana the Dhvani
kara describes the synonymous terms of laksana as bhakti,
gunavrtti, and amukhyavrtti etc. which are mentioned by the
different schools of philosophers only to show the secondary
significance of words. He refutes at great length and says that
dhvani is not identical with laksand or bhakti, or gunavrtti.

Interpreting the opponent views of dhvani in first uddyota,
AK points out the function of gunavrtti. It is a process where
a word conveys secondary meaming in lieu of primary sense
on the strength of samipyadisambandha. That word is known
as laksanikasabda and due to Tatpurusa samasa the gunavrtti is
known as laksanavyapara.l? Bhakti is also like laksana due to
sarapyadi sathbandha. In this context he interpretes the nature
of laksana and its five divisions through the instances.’* He
observes that bhakti is a name given to the secondary signifi-
cance of words. It is implied to when the primary significance
is not applicable in conveying an additional meaning on the
strength of the sarlipyadi sambandha or in practice a particular
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word is seen very often to be used ina sense other than the
primary meaning up to a particular stage and one understands
this secondary meaning in place of primary sense. It will be
also found that the ‘Upacdra’, established usage in a secondary
sense lies at the root of bhakti.

To differentiate Dhvani from bhakti; the Dhvanikara states
certain basic principle of both the concept. According to him,
Dhvani means suggestion where new meanings are conveyed
by both words and surface meanings. If one tries to co-relate
dhvani with bhakti it would be fallacious. Since the
provinces of the two concepts are different, such a co-relation
would involve both the fallacies of ‘ativyapti’ (too wide) and
‘avyapti’ (too narrow). The Dhvanikira also elaborates this
relation through the instances of bhakti where there is no dhvani'
because there is no such special charm and everything employed
in a secondary sense on the strength of established usage.®

As regards  the differences between dhvani and bhakti, the
AK carefully observes that dhvani, suggestion, is an outcome of
Vyanjanavyapara and the bhakti is an outcome of Laksanika$a-
bdarthavyapara.  Thus dhvani is never identical with bhakti
and both are different in forms also.  Dhvani deals with the five
types of suggested senses along with rasa etc. but bhakti is not
as such.®

The AK states that the opponents who endeavour to deny
‘Dhvani’ as independent one, might lack three different positions
viz. (i) they might hold that bhakti and dhvani are completely
identical in all their aspects; (ii) some of them might again
hold that bhakti is the essential mark just as prthivitva is the
essential and uncommon attribute of earthly objects; (iii) or it
might be argued that bhakti is merely an adventitious, an acci-
dental attribute of dhvani. The commentator executes the refu-
tation of the Dhvanikira about these possible contentions one-
by one. He clearly says that the difference between bhakti and
dhvani is just like the difference between tree (taru) and fruits
(phala).®

- The AK observes the, argument that bhakti is essential
attribute of dhvani is baseless because it is vitiated by the two-
fallacies ativyapti and avydpti. An attribution can be regarded
as a definition if it inheres in all the individual members belong--
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ing to that classto be defined. Bhakti is 8 too wide definition,
‘because where there is no trace of dhvani there is bhakti. The
‘commentator clarifies that bhakti does not attribute as a defini-
tion of dhvani, If bhakti appears as the definition of dhvani, it
loses it’s vyabhicarati. Here he also marks that without the
‘Prayojana, bhakti is used as the mere super imposition.'” In this
context, the AK clearly interpretes the ideas of Dhvanikara and
says that even in certain cases where the prayojana is insignifi-
<cant and devoid of any charm, the poets do imply indicative or
figurative (laksanika) words merely in difference to past tradi-
tion without pausing to think as to whether such a figurative use
would serve in any way to enbance the beauty of the meaning.®
Thus, it is clear in such cases that the absence of dhvani does
Dot agree with the absence of bhakti. The bhakti is never
attributed as the defipition of dhvani.

For this, the commentator quotes a verse cited by the
Dhvanikara such as “parimlinam pinastana......... etc.”?® Here
the term (vadati) has been used in a figurative sense since the
Toot ‘vad’ in it’s primary sense cannot be construed with such
an inner thing as ‘vi§inipatraayanam’ as it’s agent. Nor can it
Sveo ;?1;%::;: hthat the poet used this laksanikasabda (indicative
i s, ' ooy e P, P
S e it,might : San;;llbeas that would be sphonkara.ma-
"Thus there is only bh:kt":: de COHVCchl e Crotation

TP 1 an 1 no dhvani.

Ahpitaes 'punar.u ktelx’ ? IYE‘ 1tco st!ow. the ativyapti of bhal.m. Her_e
e e Ay resort‘samka' even t_hough there is no evi-
‘marks here the vyavabas, ing to Iaksar,l'il. The commentator
Tho AK points ‘et s Pta.srddha r_udhl_mulatvam bhakti,?
y . * at in rudhimulalaksana th i
trace of dhvani at all as th j S R
is desired in this variet € prayojana which is to be suggested
PN y of laksand. For example words like
1ya’, ‘kddala’ etc. are used fi tivel
that are strictly different fr I i G to A
‘wenldinet o el 0:111 .thclr derivative meanings, yet it
Becanis lakins (e g esignate tbeu_: as dhvani merely
, e ere.  In the word ‘1a > the origi
meaning of is entirely aband s Sin o, OHBITA]
oned as the result of long and
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established usage. Etymologically it means ‘saltiness’ instead of
‘lovely grace’. So the use of word ‘lavanya’ too cannot be
classed as dhvani.?? The commentator points out that where
there is bhakti, there is no dhvani at all.

Besides the above types of ativydptata of bhakti, the com-
mentator also marks another type of ativyaptata by skhalanti-
vadhaka vyapara. Here the secondary function of words is
resorted to mostly a definite purpose in view. In this context,
the primary meaning is incompatible. The AK observes that if
the primary sense is not incompatible or it is not ‘skhaladgati’
then the use of laksana itself would be a defect.

In order to avoid the flaw of ‘skhaladgatitva’ we understand
a word in its secondary sense. Here the ‘Prayojana’ has a great
significance. If the secondary sense is going to ‘skhaldgati’, why
resort to laksana at all even at the first instance? It is a fault. It
is therefore impossible that the ‘Prayojana’ for the sake of which
.one resort to laksana can also be explained in terms of laksna.
It can be explained in terms of Dhvani,?

The commentator observes that gunavrtti and bhakti always
basically depend upon abhidhad or denotative sense. But it is
not so with dhvani. Dhvani has vyafijakatva for it’s basis not
vicakatva, and there is no such essential relation between the
meaning suggested and the meaning denotated. For this reason
.dhvani is different from bhakti.?*

Having thus refuted the arguments of the opponents—to
define dhvani by means of laksana on the grand fallacy ‘ativya-
pti’ the commentator interpretes that it is also vitiated on
account of the fallacy of avyapti as well. For example in cases
of asmlaksyakramavyangya dhvani—a variety of vivaksitanya-
paravicya, there is no trace of laksana at all since the primary
sense (mukhyartha) is not found to be incompatible with those
cases.?s

In view of all these considerations dhvani should be looked
upon as different from bhakti; and bhakti can hence never
serve as a definition of dhvani as said by some crities.

There is nothing to prevent bhakti which is co-existing with
suggestion in some instances and serving as a upalaksana says
AK .2 The upalaksand is on occasional mark just as the kéka
is. (crow) an upalaksani of Devadatta’s house. Bhaktiis an
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occasional mark of dhvani as it is attested by the existence of
bhakti in the varieties of avivaksitavacya dhvani, The commen-
tator says that it does not mean only knowing the nature of
bhakti, but the nature of dhvani is also known. One might say
that by knowing the nature of abhidha the nature of all alam-
karas  is as good as known, which would imply that all the
treatises on alamkara are a superfluous.?” Thus the above
argument is absurd.

While interpreting the third uddyota the AK discusses this
question again for a more thorough analysis. He says that like
abhidha, the bhakti or gupavrtti are also different from vyafija-
katva. He points out that gunavrtti is of two types—(1) upacara
and (ii) laksana;*® both depend on §avda and artha. But from
this one should not jump to the conclusion that vyafijakatva
and gunavrtti are ideatical. Thus we get the difference like
svaripabheda, visayabheda etc. between the indication (guna-
VItti) and the suggestion (dhvani).

The gunavrtti is only a secondary function of words (amuk-
hya_‘fyﬁpﬁra). It is also known as ‘abhidha pucchabhutah’. To
avoid the incompatibility between the word and its primary
sense we turn to gunavrtti for assistance. But vyafijakatva is a
PTO'CCS%, not at all secopdary, but primary sense is vackatva
gh“’h 18 mukhyartha vyipara. Thus, indication may be consi-
) ered as nothing but secondary denotation. Here the difference
is of degf‘:-e- The commentator also puts forth certain ins-
ta]lance;. In ‘Gangayam ghosah’ the primary meaning ‘current’ is
.a ztm oned in favol_lr of secondary meaning ‘bank’. But inan
;‘;Z:;;;;f;hs:ggesnon, the pritflary sense should be continued
et 2 -‘&Jlggested sense like lamp and jar. The AK inter-
by laksana, the TiUggP:sted sense is suppose:d to be conveyed
the Selllte;:lc,e becaissatlilla appears to be the principal fqnction of
Seadatieit the € sentences often convey certain mean-
to be conveyed b ihprlmary sense, as the. conte.nts are desired
example ‘Kuﬂtﬁhy re _S;nt??ce. AK clarifies tl.ns throu.gh the
‘kuntih—‘Purugapy; pi :yid&‘_llti , where ther meaning relating to
Boe Becatid indiclt] icated. Laksani is not mukhyayapara
B ot hac ates the‘ he.tu. Th}ls, the commentator

c When the meaning is cognised as mukhya, it is
Vacakatvam, otherwise it ; 8-t
d 1t . is. gupavrtti. Thus the ‘amukhya
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vyapara’ of word is called as. gunavrtti while the ‘mukhyavya-
para of word is known as ‘vacakatvam’.*®

But the suggested sense is different from both mukhyavya-
para and amukhyavyipdra. It can only be possible through -
‘both the functions with the excellence of charmness which is
suggested. It is totally different from Gunavrtti visaya. The
suggested sense which has not come into existence only the
application is identification of secondary words (Gauna §abda).

The commentator also points out another difference between
the suggestion and the secondary meaning in respect of their
scope (visayabheda). Laksana conveys a meaning in the from
.of a vastu whereas vyafijand may convey vastu, alamkara and
rasidi. He clearly mentions that nobody can claim to have the
-suggested sense ‘rasiadi’ with laksana.®° :

The AK interpretes the lines of the Dhvanikara and points
.out that vayafijana sometimes depends on abhidha and laksana
also. Depending separately on both of them vyafijana is not
identical with either abhidha or laksana. Moreover the vyafi-
jana is such an element which is quite free from both of
them. Because the meaningless musical sounds suggest rasas
with the vyafijna function. Before going to conclude the distin-
ction between vyafijani and laksand, he marks that though in
avivaksita dhvani there is however some association of laksand,

yet in this process we may have certain secondary meaning but
not the suggested sense.

It must, therefore, be taken as proved that all words have
three functions in the communication of sense : (i) vacakatva
{denotation), (ii) gunavrtti or laksana (indication) and (iii)
vyafijakatva (suggestion). And in vyafijakatva, the suggested

sense predominates over the others and we get ‘Dhvani’.
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CHAPTER 7

DHVANI AND ITS KINDS

To know the wideness of the concept of Dhvani, it s necessary
to discuss about it’s varieties and sub-varieties which not only
reflect the objective essentials but the subjective aspects also.
Like any other scientific concept, Dhvani (suggestivity) has a
number of varieties that reflect those Pheﬂomeﬂ.‘?‘_fn which the
creative nature of suggestion is realised _arfd the S'l.lb_]CCt of poetic
art is revealed in the aesthetic aspect. So, it is important to
discern the varieties which give the fullest expression to its
qualities and characteristjcs. The Dhvanikara duly endeavours
to classify'_thani into so many Kinds- and finally states that it
i8 not possible for any one to mention separately al] the kinds
and hence he simply indjcates the direction for the divisions.!
Thanks the later theorists like Mammata, and Viswanatha, who
also discussed the innumerable varieties of Dhvani.2  Here an

attempt has been made to explain only the major varieties. with
the special notes of the AK.

Since Q}ajgpi can never function without the assistance of
cither abhidha (denotation) or laksana (indication), the division
of Dhvani can also never keepaside the functions. The most
fundamental division of Dhvani is based on these functions,
Dhvani is firstly dividednto—gwo kinds—(i) Avivaksitavacya-

dhvani and (ii) the "Vﬁ}ikéitahj}éﬁhravéqya dhvani®, In_the
former, the primary sense is not desired to be expressed at all,
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on the contrary it is totally discarded and the secondary sense
comes to our mind and consequently a suggested sense emerges.
In other way it can be said that dhvani is based . upon laksana
(indication) and that vacyartha (denotative scnse) has no signi-
‘ficance. While in the latter the prlmary sense is desirable,
rrémains as it is, and suggests any one of the three types of sug-
.gested sense i.e. vastu, alamkara and rasad1 by virtue of being
different from the ordinary statement of 'fact There is no role
‘played by laksana (indication), dhvani proceeds directly on the
basis of vacyartha (denotative sense). The AK clearly marks
that it is the most significant one on the basis of which all other
subdivisions come into existence. According to him when vacya-
rtha (denotative sense) is not at all to be conveyed, and the
-suggested—sense proceeds directly on the basis of gunavrtti
(laksana) with the substantial use of Bahuvrihi samasa (i.e.
‘yena, yatra, yato, yasya etc.), it is called as the avivaksitavacya-
dhvani.* " When there is no trace of laksana (indication), the sug-
-gesfed sense proceeds directly on the basis of vacyartha, it is
-called vivaksitanyaparavacya dhvani.® Let us now discuss these
‘two varieties with examples.

As for_avivaksitavicya dhvani, the Dhvanikira quotes
“Slivarna puspam Prehivi......... etc.® The term ‘Siivarpa puspa’
is used with a great suggestive force. The verse means that only
three types of men can pluck the golden flower of this earth

‘viz. the brave, the learned, and the samaritan. The primary
sense of the term ‘Stivarna puspa’ in connection w1th the word
‘Prthivi’ is not totally conveyed; here we have to resort to
laksand as the Earth is not a tree or creeper, nor hasit any
-golden flower in the true sense of term. So, that the primary
‘sense of expression ‘Sivarna puspam’ cannot be construed with
‘Prthivi’ and as such has to be discarded altogether in favour
of secondary sense. With the verb ‘cinvanti’ which primarily
means ‘to p_lgok’ and the“—bject for Whlch such indicative words
have been employed by the po poet is to convey the idea thgt these
three types of men alone can achicve success in this world and
amass wealth. Further the Locanakara has discussed” a lot but
that is not sufficient for the readers.  On the other hand Mabhi-
mbhatta also establishes the inference (anumana) through this
verse.® For this the AK points out clearly the suggestivity of
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this verse and says ‘Suvarnani puspyatititadréi......... ’etc. He
also clearly mentions that blooming of the golden flowers on
the part of Earth is a rediculous and this impossibility conveys
the discordant of the primary sense. Then by laksana, we get
the meaning of ‘Siivarna puspa’ as sulabhasamrdhisambhrt”
and through a process we get the intrinsic meaning of the term
‘Stiryakrtavidya sevakdnim’ as ‘Bhagyavatvam’. So the com-
mentator observes that the suggested sense appears here like
sukhmasicaya sambhrtakulatarupi kucakudmalavat vahirgop-
yamana. ‘“As a whole itcan be said that the impossibility of
blooming gold is mukhyartha vadhah, the expression of ‘Sula-
bha samrdhi......... etc.”” is laksana npimitta puspasadrsya.
sambandhah and the *‘bhigyatisayita etc.” is it’s prayojanah.
The existence of meaning like ‘bhagyatifayasalitvarupa’ of the
word ‘puspa’ is the suggested sense. The commentator points
out the application of the four functions of words and meanings,
such as abhidha, tatparya, laksana and vyafijana etc.®

As for vivaksitdnyaparaviacya dhvani, the Dhvanikara cites
the example ‘Sikharini kva nu nama.........etc.** Here an illicit
lover covetly expresses his own heartfelt desire to his young
beloved by referring to the parrot’s pecking at the bimbafruit as
crimson as her lips: The primary sense is not discarded like the
above illustration and as such there is no laksana. While com~
menting on this_verse, the AK marks the three types of func-
tions of the words i.e. abhidha, tatparya, and vyafijana etc. The
expression of the young lover suggests the idca that he is
flattering the beloved only to seduce her. So here the suggested
idea is only a matter of fact; and it does not depend upon the
functions of gunavrtti or laksana at all. Through this example,
it is clearly known that in vivaksitinyaparaviacyadhvani -the
primary sense is nOt to be discarded.!? s an.

Again, the avt«',ii:k_stii\ifi_gyadhvani is of two types, viz. (i) the
arthantarasathkramitavacya and (ii) the atyantatirskrtavacya.l®
This division is mainly based on vacyartha (expressed sense), In
avivaksitavdcya dhvani, the primary sense may either require
partial modification W‘ith the new sense or gets itself completely
destroyed. HOWGYBI‘. n bott.] cases the words are used t_ci convey
a secondary meaning only with the Purpose of suggesting further
ideas. When such suggested “ideas become the sources of a
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greater appeal we have the Dhvani. T hug__l;pth the partial and
the total incom patibility-of primary meaning is fubemg used only
as a means towards the comprehension of the suggested sense.

For this the AK points out that in avwaksltavacyadhvam the
vdcyartha (expressed sense) has left its propriety through a proc-
ess and exists as a thread in the garland. He also clearly states
when the primary sense is partially discarded and the suggested
sense proceeds through the secondary meaning itis known as
arthantarasamkramita vacya. When the primary sense is fully
discarded and suggests a new sense through the secondary mean-
ing it is known as atyantatiraskrtavdcya. Thus the nature of
this division is based on the incompatibility of ffifm\r)rsense and
the suggested sense proceeds through indication.!?

The question arises that the author has shown the twofold
division of the expressed sense (vacyartha)only. So how can it
be construed as referring to the division of the suggested sense
(dhvani)? For this, the author himself replies in vrtti that as the
nature of suggcsted sense differs accordingly as the suggestlve'

constructing  the k1rlka as referrmg to the main d1v1310n of the /7

suggested sense™.” The AK points out as the division of depen-
dant is based on the division of supporting element, the division:
of suggested sense_is also bascd on the divisions of primary
sense (va.cyart]:la\16

The verse ‘Snigdha s’yémala -...'%is an example of the
first vanety, where the word ‘rama’ Wlth ltS pnmary l_meaning as.
‘Rama’, the son of Dasartha, is superﬂuous In fact such an
apparently redundant word is used only to convey a meaning.
different from what it means. Here through 1mpl1canon the
word ‘rama’ means a ‘Rama’ (propername) who is mature (Pari-
nata) with a good number of virtues, that are conyeyéd to us.
through suggestion (i.e. the experience of being existed). So the
primary meaning is not fully discarded, but it is remoulded The
commentator points out that the speaker of the verse is Rama
himself, who is ‘Virahavidhura’. If the proper name ‘Rama’ in
the expression ‘rimosnii sarvamsahe, referred to the perSon bea-
ring that name only and nothingelse, then the use of such a
word would have been regarded as superfluous. Here the word.
‘Rama’ does not merely convey the primary sense viz. Dasgara-
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tha’s son,"who is samjna referred by the proper name Rama,
but characterised by such attributes as_‘anirvacaniyakleSasahi-
snutva’ and ‘Parinatatva’ etc. However, these attributes are
corﬁpreﬁend?d {ﬁroﬁgﬁ‘§ﬁgggstion. In this respect ‘the AK also
clearly cites that in ari_hﬁntarasaﬁlkrggqi_tatfvz";cygqi_hyani the pri-
mary sense is not totally discarded just like in ‘Gangayam
ghosah’. It appears asa nonuse entity and thus the suggested
sense proceeds through secondary meaning and the Dhvani is
laksanamilatval?. ;. LB

The Dhvanikara himself cited a_verse “tada_jayante gunah
...ete.’”. where the second word ‘kamala’ is used with a great
suggestive force. Commenting this verse the AK states that
the second _‘kamala’_signifies not merely a ‘lotus’ but a lotus

possessing the attributes like saurabha (fragrance) and sauku-
marya (tenderness) etc'®. qi3 z

The verﬁiii{i{_is@k;ﬁnta....2°’ is given as an example of the
latter type, where the primary meaning of the word ‘andha’
(blind) is to be totally suppressed (atyantatiraskrta) as it is not
at all applicable to a mirror as an adjective. The word-‘andba’
means the mirror itself through implication based o its inca-
pacity to reflect things-in the manner of a blind eye. The pur-
pose of ‘implying’ the mirror by the word ‘andha’ is to suggest
a lot of ideas like that of failure of the mirror to reflect things.
Or it can be explained-as the primary sense of ‘andha’ will
ha:ve to be relinquished since the ‘mirror cannot bacome literally
blm.d. It secondarily- means ‘renders dim_and cloudy’ which
again suggested the ideas of absence of beauty and the like.
Thus the primary sense is to be abandoned altogether in favour

of a more 'suitab!e sense which does not comprise within its
scope the primary sense of ‘andha’.2!

The AK points out that the term ‘atyanta’ is an adjective of

the ‘tiraskrtakriya’, According to him Valmiki shows the signi-
ficance of Dhvani through the above mentioned verse where
Ramchandra expresses the beauty of forest, Péﬁcbavati, in
autumn season. By the extreme discordant of primary sense of
words ‘andha’, we get the suggested ideas such as ‘the absence
of beauty’ through the secondary meaning such as ‘tusdracrta-
mandalatvena’.... etc. Thus AK interpretes thls verse in a
logical manner and marks the importance of word ‘andha’2.
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Having thus illustrated in the foregomg pages about avivak-
sitavacya dhvani, the Dhvanikdra states the vwaksuanvapar—
vacya dhvani has also two types’ : (i) the asarmlaksya krama-
vyangya, and (ii) the samlaksyakramavyangya dhvani.® In both
the cases the expressed sense has 1ts 1mportance per se. But the
ultimate object of our cognition is the suggested sense.  Both
the types are considered from the standpoint of the sequence
(krama) which intervenes the cognition of the vacya and vyangya
sense. If the sequence is slight, it s called asamlaksyakrama-
vyangya variety, which comprises rasa, bhava, rasabhasa
bhavabhasa, bhavodaya, bhivasanti, bhiva $abalata etc.?’, If
the intervening sequence be perceptible, it 1s kuown samlaksya-
krama which might take either the f'rom of vastudhvani or
alathkara dhvani.  In the samlaksyakamarvyangya there is no
existence of feelings.

The-AK cleary points out the relation between both avivak=
situ vicya and the vivaksitanyaparavicya. He says that only to
show the difference between them, the Dhvanikdra states the
karika ‘asarhlaksya... etc. According to the commentator ‘asa-
tlaksyeti’ means “na samyak laksayatum Sakyah kramo tatha-
bhuta”. Here the suffix nyat’ is used in ‘asarhlaksya’ by the
apphorism “Sakling ca”?®, In fact the variety of asarhlaksya-
Kramavyangya enjoys the true sense of suggested sense, Thus
the division of vivaksitinyaparaviacya dhvani is acceptable to
a greater extent. The commentator clarifies that the avivaksita-
vicya dhvani deals with vacyabheda and the vivaksitanyapara-
vacya dhvani with the vyanjana vyaparabheda®®. He also states
that the asamlaksyakrama vyangya is conveyed through the
rasa, bhava etc. and the sarhlaksya krama is mainly expressed
through the facts and the alamkaras etc.??

Regarding the as-amlaksyakrama, the commentator says that
it deals with rasadi etc. titled as ‘akrama’. [t is also different
from vacyartha, but suggests through vacyartha and ‘rasadidh-
vani’ is known as Mukhyadhvani (supreme suggested sense).
Although the suggested sense of aesthetic experience (rasadi
dhvani) is already discussed in the definition chapter, yet to
show ‘the distinctive relation between alarkara and rasa, the
Dhvanikara draws this division®®. Thus the term ‘asarilaksya’
has a great significance and serves as the true sense of suggested
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sense. The asarhlaksyakrama will be discussed in detail along
with the rasadhvani and rasavadalarikara.

Knowing the nature of asamlaksya kramavyangya and it’s
varieties, it is necessary to know the sarlaksyakramavyangya,
the second variety of the vivaksitanyaparavacya dhvani. Dhvani-
kara says that it is known as ‘anusvanasannibhadhvani’. This
title is- so significant as the sequence between the apprehension
of the expressed and the suggested sense is distinctly noticiable,
just as the sequence between the first sound and the vibration
there of is noticable when a bell rung. The samlaksyakrama-
vyangya is of two type viz. (i) the §avdasaktimula (forml sugge-
stiveness) etc,” The AK discusses logically and uses a maxim _
“abhighatja prathamadabdantaram vicitarang nyaya” only to
show the sequence of the meaning, He points out the signific-
ance of word ‘api’, which determines the two fold varieties of
gsamhlaksyakramadhvani®®. When Dhavni is based on the capa-
city of words, it is _known s the §abdaskti miladhvani®®. Here
the Sabdadakti means the peculiar capacity of the words to
convey more than one conventional meanings at a time, Dhvani
is based on the significance of meaning without any functions of
word, it is known as arthafaktimula or arthaSaktyudbhava
dhvani, The commentator also states that the arthasaktyod-
bhav dhvani is expressed by the two processes—viz. (i) arthato
vyangyartha prakasa, and (ii) tadrsavyangyat vyangyantara
prakasgase, ;

Dhvani has two varieties,~viz.—(i) asarhlaksakramavyangya
dhvani and (ii) sarlaksyakramavyangya dhvani. The asar-
laksyakramavyaiigya deals with-rasadi efc. and has different
varieties. The sarmlaksyakramavyanigya is two types viz. (1)
Sabdasaktyudbhava and (ii) arthasaktyudbhava:® Besides, the

Dhvanikara informs us that there is another type of dhvani,

Where both Sabda and artha together suggest the additional
meamn.g. It is known as $abdarthadaktyudbhava-dhvani.3s The
thanlkir_a _mentions this third one after the discussion of the
above two varieties of §amlaksyakramavyangyadtivani. The
commentator briefly interpretes the idea of Dhvanikira through-
an 1nstance and says that it is an inferrior type.%s

The Dhvanikdra again states that in arthasaktyudbhaba
dhvani, a meaning suggests a further meaning. The meaning

vt
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which is thus responsible for giving rise to the suggested content
is said to-be—of two types : (i) Praudhoktimatranispannasarira,.
and (ii) Svatahsambhavi. The first one is the mature poetical
expression’ and the second one is ‘common to the ordinary
speech’. Besides, the vrtti line of Dhvanikira also refers another
type of dhvani that is ‘kavi-nibadhavaktrpraudhokti matra
nispannadarira,®® The AK says that aftér a great discussion, the-
Dhvanikara informs us the division of arthasaktyudbhabadhvani.
He points out that the vrttikdra asserts the third variety by the
significance of the word used in kirika.?” He also briefly dis-
cusses the above mentioned varieties with various examples.
Here, it can be said that the first two varieties are based on

- ideas or vastu, and the third one is based on alarhkira. Thus by
the standpoint of the vastu, and the dlamkara, the arthasaktya-
dbhava dhvani is of fourtypes—(i)-Vastu;- (ii) Alarikara from
vastu; (iii) Vastu from Alarhkara, and (iv) Alariikdra from
Alatmkira etc, -

Las..tly the AK gives a review of the above noted varieties of
Dhvani-in a nutshell. The first variety avivaksitaviacya dhvani
is twq tYP_ﬁS. and the second one vivaksitanyaparavicya dhvani
contams sixteen types. Thus the above division is made from the
standpoint of vyangya and vyanjaka etc. The AK not only
clas51ﬁe§ the varieties of dhvani distinctly, but also discusses the
interaction of all the categories. He sums up the various divi-

sions of divani as shown by the Dhvanikira in a systematic
manner. All the categories of suggested sense are dialectically
inferconnected an Penetrate ~25Y

Bach G550 Faoes _‘_f'f-l_,tf; Qqe.a_nother can be' concluded here,
cih S 2 certam’ stability of content, and although
i r'ca 3 apprommamy;- yetit cannot embrace all of
its wealth, while each reflects the most essential features of sug-
BSRiCC phenomenopl Therefore-, all-the kinds of Dhvani serve a
great deal fOr_fhe enhancementbf suggested seﬁée.
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CHAPTER 8

POSITION OF RASA, RASADHVANI AND
RASAVADALAMKARA

If we look to the history of Sanskrit poetics, we find that the
Dhvanikadra is regarded as the greatest exponent of a new
school of literary criticism viz. Dhvani school as different from
the traditional school of poetics; but in reality he is the staun-
chest advocate of the rasa theory.. He includes Bharata’s
doctrine of rasa within the purview of the comprehensive scheme
of suggestion and thus gives it a new shape. Rasa is said to be
the soul of dhvani and it enlightened the suggestion in a higher
degree, So Ananda’s all the treatments in Dhvanyaloka are said
to be conditioned by his attitude towards rasa. Rasa is regarded
as the key-stone of the arch of dhvani according to' AV. The
soundness of his theory of dhvaniis fully based on the sound-
ness of the theory of rasa. It is clearly observed that Bharata is
completely silent as regards the function needed for conveying
the rasa that is the supreme essence of poetry, while the
Dhvanyiloka establishes rasa as dhvani par excellence and
distinguished from other two categories—vastu and alamkara
etc. In the present section we have discussed the remarks of AV
about rasa with the special interpretation of AK.

Proceeding to interpret the ideas of the Dhvanikira about
the realisation of rasa, the AK says that rasa is realised in a
generalised form in a unperturbed blissful state with the pro-
periey of vibhavas etc. Here the commentator uses the terms like
‘aucityenanuragadipravrttan’, ‘cittavrtti’ and ‘asvadya’ etc. for
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the proper recognition of rasa. By the use of term ‘cittavrtti’
(basic mental state), he refers that rasa is realised by only human
beings. And also term ‘dsvadya’ (tasted) implies that the man of
taste must move only in the world as it is created by the kdvya
around him. Regarding ‘aucitya’ (propriety), he says that pro-
priety demands the behaviour of a particular character in strict
conformity with his status. Actuoally the use of ‘aucity’ here
is only for the proper development of vibhavas etc. Thus
according to him realisation of rasa means a simple conscious-

ness of the sthayibhava of an universal form. This realisation

leads to a state of bliss in which the self takes rest within itself.!

In this aspect, the AV also discusses about bhava, rasabhasa,
bhavapradanti etc. which illuminate the theory of rasa. Accord-
ing to him ‘sancarina’ etc. are called as bhava, the improper
work etc, like desire of Ravana towards Sitd is called as
rasabhisa, and when the ratyadicittavrtti becomes motionless
due to any cause, it is called as bhavapraéanti.?

The AK nicely interpretes the nature of rasa and observes
that rasa is neither expressed nor indicated but suggested. He
also says that the realisation of rasa is possible by the continu-
ing study of poetry. And the heart of the Sahrdaya should be
purified. He points out that rasa is generalised through the
tanmayibhava. In other words, the man of taste gets identified
at a stage with the poetical character and experiences the same
feelings as that of the latter on account of similarity of the heart.
Here one can be enjoyed as eternal pleasure which is different
from worldly pleasure.?

The AK clearly'marks that rasa can never be represented
zgngs:dl:!;m?ge;\tlzshi?j; ;heir names rasidisabda. It is not
T thffyap:ar_a. The rasa is alfvays sugges-

kel g ird variety of dhvani—‘rasadhvani’
which differs from alarhkara and vastu dhvani.s g

. The commentator observes that the realisation of rasa is
df’l?erent from other forms of knowledge. Here the vibhavas etc.
which serves as the basis of the cognition of the sthayi (perma-
nent) are not the things of the ordinary world. They are extra-
ordinary (fo.kottara), and give rise to rasa in the realm of poetry.
The realisation of rasa is called as carvana (chewing), dsvidana
(tasting) etc. The AK gives much more importance on ‘rasahis-
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vadyante’ instead of ‘rasah pratiyante’.® Thus, according to him -
the realisation of rasa means the realisation of self by itself.®

While discussing the varieties of dhvani. the AK says that
rasa belongs to a class of dhvani called asamlaksakrama. In
this aspect, the commentator observes that rasa is suggested with
the primarv sense (vacyartha). Rasa, bhdva etc. are called
‘akrama’. It must be admitted that there is some sequence in
their occurence, but it is too slight to be noticed. So, rasa differs
from the other class of dhvani. Here AK nicely interprets that
rasa is the very soul of dhvani.’

In this context, AK also discusses the nature of vyabhicari-
bhiva and its conditions. According to him vyabhicaribhava
has three types of conditions viz., ‘udaya’, ‘sthiti’ and ‘apaya’
etc.® :

As a whole the AK observes that rasadietc. constitute the
soul of all poetic and predominant over all other elements.
Whenever Sabdilamkara, arthalamkara, gunpa, vacyartha,
vacaka-Sabda and riti etc. become subservient to rasa, that
poetic art is known as dhvani. In fact rasa serves as the soul of
poetry. Thus rasa proceeds towards the highest end in view,
viz. the suggestion (dhvani).’

For the proper delineation of rasa, the commentator observes
the importance of aucitya (propriety). Breach of this rule makes
his composition devoid of rasa and leaves them in region of
dosa. Hence, the most important function of the poet to give
due preference to the propriety which keeps harmony between
rasa and suggested sense.®

The AK also points out clearly that one angirasa should be
delineated in a work, either it is poetry or drama or prose work.
He also discusses the relationship between angarasa and
angirasa systematically.!?

As regards the importance of rasa, the commentator inter-
prets the lines of the Dhvanikdra and says that nobody can go
against the rasa theory because it has a close relationship with
our great epics like Ramayana etc. In the RAmayana, we have
the exquisite example of Valmiki’s elaboration of the karuna
rasa (sentiment of compassion) as the chief sentiment to which
others become subordinate. The commentator also observes the
delineation of rasa in prabandha (prose works). According to
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AK the concept of rasa is established with relation to great epic,
just like iron becomes gold with relation to mercury.'?

Besides the AK observes that rasa serves a vital role in
sphere of dhvani and suggested with the expression of vacyartha.
It is self-existent, and ‘dnandasvartipa’. The ‘tanmayata’ serves
a great deal in the realisation of rasa is relished through a
process of generalisation. In this context AK nicely executes
the viewpoints of Bharata and gives a concrete definition to the
concept of rasa. According to him ‘sarve’pi rasanat rasah’, It
is also ‘asvadasvariipa’. He also discusses a lot about the §an-
tarasa; because it is conceived as a cittavrtti in the form of an
excess joy due to loss of desire. Again he observes that the
$rngdra rasa is most appealing and most important as it is
invariably within the experience of all persons.

In this aspect, the AK points out that ‘hrdaya-samvida’ is a
pre-requisite for the realisation of rasa. Therefore, it can be said
that rasa is the important poetic element and others are subor-
dinate to it, in every work of literature. The feeling excited by a
true poetry is supernatural (alaukika) and eatirely different from
an ordinary feeling. It is an aesthetic pleasure (camatkira) and
We cannot express it by any term but only can feel it if we have
fortunately the taste to appreciate it.

What is purely suggested, may be a thought or subject matter
(vastu), or a figure (alamkara), or a sentiment (rasa). The senti-
ment is now the most important factor in a drama orin a
poetry but its appreciation cannot be inferred. The post experi-
ences of the emotion leave their remnants in the soul of a manj
these are excited by the appearance of such factors in a drama

ora Poetry but they appear neither as external nor personal but
as universal and he enjoys his own share in it.

RASADHVANI AND RASAVADALAMKARA

It has already been observed that in dhvani rasa is predomi-
nantly suggested and plays a vital role in the history of literary
criticism. But to know the relative position of rasa and
alamkara, Dhvanikara feels it necessary to clarify the actual
ideas of rasavat and other sych alamkaras that involve rasa and
bhava, He has not totally discarded the ideas of his predeces-
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sors but he gives certain new light to enlighten those alamkaras
which are found suitable to his own scheme. An attempt is.
being made here to clarify the viewpoints of the Dhvanikara

with the reference of Avadhdna commentary.
AK points out that where the rasa has the significance and’

all other elements of poetic excellence serve only one purpose of

provoking the rasa it is known as rasadhvani. But where rasa
is given as a secondary position, we have rasavadalamkara.'®
Here rasa assumes the subordinate role of ancillaries (angas).
According to AK, the proposed scheme rasavadilamkéira has
two distinguished varieties, viz. pure (§uddhd) and mixed (sam-
kirna). He also discusses these varieties through the instances.
The verse ‘kim hiasyena na me...etc.” is illustrated for the first.
Here this stanza is intended to be in praise of a king of extra-
ordinary courage. So, Catu (sweet flattery) is the main subject.
And here the sentiment karuna appears as a secondary one.
Since karuna rasa is delineated here exclusively without the
mixture of any other rasa, we get that suddha rasa as an
alamkara.!?

For the mixed variety, the commentator nicely interprets the
verse ““Ksiptdohastiavalagnah prasabhamabhithato...etc”. Here
the main object is to sing the great glory of Siva who triump-
hed over demon Tripura. And the state of woman in love
excited by jealousy is also vividly brought out by means of
§lesa, But it is only subordinate to the ideas of praise which
deals with the main subject of description. The karuna rasa is.
also portrayed here due to ‘kdtaratabhava’ of woman and
appears as an ‘anga’ of the main subject. In the circumstances,
it would be regarded a defect on the part of the poet to describe
contradictory sentiments such as love and pathos simultaneously.
But both of term here appear as a secondary to the main subject
and the defect is avoided.'s

In this respect the commentator says that when rasa appears
as an anga, it is termed as rasavadalamkara and when rasa
appears as an angin it becomes as alamkarya and happens to be
the chief content of a poem. It can never be an alamkara. The
commentator here shows a difference between alamkara and
alamkarya. According to him alamkara means ‘Sobhayakatattva’®
beautifier. It can be called an alamkara only when it serves as
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a beautifier of something else. But when rasa itself happens to
be predominant, it is dhvanikdvya and the figures of speech like
upama etc. will serve to beautify it.2°

The commentator further points out clearly that when rasa
itself is primarily expressed (vakyarthibhiita), it is termed as
alamkira. Alamkara is a beautifying element of poetry just like
ornaments enhancing the beauty of body (dehinah katakadi-
vat)'? whereas rasadi is known as the soul (Atman) of poetry.
The Atman is never called as the beautifying element of Atman,
So, the vdkyarthibhiita rasadi never be recognised as alamkara.
In'this aspect the figures of speech like upama etc. ultimately
serve to render more effective aesthetic charm which is the
.soul, and they can be properly regarded as alamkira. For the
significance of alamkaras like upama etc. the commentator
‘nicely marks that though alamkara is a beautifying element of
-poetry, yet it can never enhance the beauty of a dead body.- But
it can enhance the beauty of a yati§arira (body of an ascetic). So,
an alamkara can be properly called when it is introduced with a
view to enhancing the ultimate aesthetic relish. According to
‘the commentator this type of adornment is a significant one and
has the title as ‘Mahamalarikrta’.2® ;

For the difference between rasadhvani and rasavadalamkara,
the AK points out that where the rasadi etc. happen as vakyar-
thibhiita, they are not considered as rasavadilamkara, but as
rasadhvani. That dhvani is known as the soul of poetry and the
figures of speech like upami etc, serve more effectively to -
enhance the aesthetic charm of it. But whenever the other rasadi
{ra.sadl bhinna) etc. become vakyarthibhiita, we would be cons-
trained to consider it as rasavadalamkara. In this context, the
commentator has followed the views of Bhimaha and Dandin
‘anc-i. says that the categories of rasavadalamkara such as ‘prayas’
urjjvas’ and ‘samahita’ etc, are acceptable.'®

If the above considerations are made the distinct sphere of
dhvani, almkaras like upama and rasavadaalmkara will be clearly
IPHTKEd. ]_3ut if it is said that all the passages contaiaing aesthe-
t}cal beha\_/lour came under rasavadilamkara, the other figures
like upama etc. have no importance or very little, where inani-

ma&te objects like rivers etc. are primarily described (vikyarthi-
bhita), there can be some possibility of rasavadalmkara by the
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application of living objects. So by the existence of both inani-
mate and living organism, there is no exclusive sphere left for
figures ef speech like upama, etc.?

Again, the AK interprets that if the position of rasavdalam-
Kira is denied despite the application of human elements in the

sphere where inanimate objects are primarily described, we must
have to admit that most of the poetic creations are devoid of
the capacity of aesthetic relish; it would have to be regarded as
nirasa. Where there is rasavaddlamkara there is rasa, and whege
there is no existence of rasavadalamkara, there is no rasa.?* So,
the description of inanimate objects without rasavadalamakara
is considered as nirasa. Practically it is not correct. For this he
interprets the verse ‘‘tarang-bhrubhangd ksubhitavihaga...”
etc.?? and marks that though the subjects of description happen
to be insensible objects, the attribute of emotional behaviour to
them is obvious. If we get rasavadilamkara by the description
of emotional behaviour of men, then what is the scope for the
application of figures of speech like upama, etc. Under the
circumstances there is no scope for them as there is n0 such
description of inanimate object, without the attribute of emo-
tional behaviour. Thus every object in this world, even an
~ inanimate one like moon ultimately comes to be looked upon
as an associate of sentiment at least in the capacity of vibhava.
Regarding this the commentator says that the vibhdvatva is
found in both ‘cetana’ (sensible) and ‘acetana’ (insensible)
objects.?® Lastly he points out strongly that whenever rasa exists
as an anga it is known as rasavadalamkara and when it exists
as an angin and serves as alamkarya, it is knmown as
rasadhvani.*
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CHAPTERg.

ROLE OF GUNA AND ALAMKARA
IN DHVANI

The aesthethic evaluation of the concept of Dhvani is impera-
tive to expose its proper aesthetic functions and to find out the
place of guna and alamkdra which serve asit’s constituents
(angas). In Dhvanyiloka both the concepts are studied with
special reference to dhvani and the Dhvanikara clearly marks
the place and true role of them in poetic composition. Accor-
ding to him both the concepts assign a place sub-odinate to
dhvani and appear as anga (part and parcel). We have dis-
cussed here the place and role of guna and alamkara with the
viewpoints of AX.

DHVANI AND GUNA

As regrads the concept of guna the commentator interpretes
the ideas of the Dhvanikara and says that gunas are the exclu-
sive attributes of rasa, the principal essence of poetry. Unlike
the gualities of ‘heroism’ in a man serve to indicate the great-
ness of his soul, so guna (qualities) like madhurya etc. assist one
in recognising the presence of rasa in poetry.! Observing the
difference between guna and alamkara, the learned commentator
says that alamkara depends upon both word and meaning and
serves to highten the emotional effect and can be removed
without causing any aesthetic deficiency. But guna cannot be
removed without killing the very soul of kavya. While gunas
are indispensable for the very existence of kavya, the alamkaras
are merely meant for extenal beauty.
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As for the recognition of ‘Madhurya’, he says that every
creature even Ged has to have ultimate satisfacation with ‘rati’
also, known as ‘madhura’ which happens to be ‘madhurya’ by
coming in touch with rasa. ‘Madhurya’ guna is said to be prac-
tically presentin kavya suggesting $rngara rasa. Hence we
cannot recognise Madhurya without any reference to rasa; only
a account of the softness of the scunds which may be ex-
perienced also in case of the Ojah guna. The AK’s observation
is highly appreciable when he gives the statement that Madhurya
ilse inlgimate]y related with the psychological state of melting

art®,

Again, the AK clearly states that vipralambha $ragira and
karuna rasa possess the quality of Madhurya in a higher degree
as by the realisation of heart is more softened (dravibhita) than
in the §rngifa rasa. The Madhurya shines more prominently in
the case of vipralambha (love in separation) and karuna (comp-
assion)d, \

The commentator observes that raudra, vira, and abbhuta
cause a great "dipti® (ujjalata)® in the heart of the readers. Or it
'er‘; ?ﬁi:’i‘c;;'*ht_:‘?ipﬁ’_ is caused by the emotions like l‘raudra etc
e a;t)t]' 's primarily denoted by ojah. According to AK

ribute of emotions, used to signify both $abda and

e?irﬂilx?, ]Wh“e ojah is found only in words where they are involv-
engthy compounds. When ojah is found in meaning,

Liee:::yg]u?énp;unds may even be absent and the style may
such rasas ';n; ljléls’ Words and meanings capable of suggesting
tator nicely int 2l 19 Pave ,lhc quality of ojuh. The commen-
Yyah $asiram er,pretes the ideas of Dhvanikara in the verse ‘yo
end on lon iy yandmarks that ojah does not invariably dep-

HSRRPOIIas of o composition but it solely depends

on the co :

commenta?c')erspofldmg Presence of rasas. In this context, the
0 Mgt B2, Fpk

méadhurya andpo_%g}[ls'-'.out the similarity and dissimilarity between

As for prasid

(perspecuit ok t
all the rasas and i y) he states that it is common to

; not the exclusive property of any particular
zzz:n;zl;t-dimzf:j[;\f?;ds must b‘e such that the readers may not
L TG lgfasp their sense immediately without any
o Lalion: i > a S;’ the meaning must not be obscured and
.-1c d universal"appeals STih) g4 ‘prasid’ renders the realisa-
tion of aesthetic emotion quickly and is devoid of any impedi-
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ment. The commentator clearly observes that the Dhvani
theorists deal with three gunas, namely, madhurya, ojah, and
prasad. Therefore, it is learnt that gunas are used as the
suggestive of rasa and act as the part of dhvani.

DHVANI AND ALAMKARA

To show the relation between dhvani and alamkara, the AK
observes that AV, who has great esteem for his predecessors like
Bhimaha, Udbhatta etc., does not altogether discard the concep-
tion of alamkara. But offers some modification to make these
alamkiras more suitable to his own scheme. He tries to prove
that the provinces of both dhvani and alamkira are different,
and he endeavours to indicate precisely their mutual relationship
in poetry. It may be summed up that the relation of dhvani
‘and alamkara is the same as that of the angin (soul) towards it’s
various angas or limbs.

While discussing the importance of pratiyamanartha (sugges-
ted sense), the AK says that alamkiras are meant for only exte-
rnal embellishment, but not for the intrinsic excellency.® They
appear only as the part and parcel of the poetic art and do not
convey any essence of it.’® He points out that alamkaras are
$abdarthamatrabhisaka (embellishment of words and it’s mean-
ings) like ornaments used for charm of body. They are not
alamkdrya. But when alamkaras are depicted with the inten-
tion of suggeting rasa they occupy a very vital position. And
we have dhvani where alamkaras’ are suggested and the sugges-
tion is exclusively important. Here the suggested sense, dhvani
is considered as alamkarya and the primary senses are subordi-
nate to the suggested senses'’.

For difference between both concepts he nicely interpretes the
significance of the adjunct ‘upasarjanikrtasvarthau’; where the
suggested sense is more predominant than expressed sense. Then
alamkara would legitimately come within the purview of dhvani
as it deals only with sabda and artha not with the suggestion
which comes out of ‘visesasabdartha vyapara'®:’

In this aspect he marks that the relation between alamkara
and dhvani is like ‘angangibhava’, and ‘avayavavayavibhava
sambandha’ respectively, therefore, the difference thereis the
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difference between the master and the servant (svimibhrtya-
vat).’® It is called as avyava or anga and but never termed as
avyavi or angin separately. So alamkara can never be consider-
-ed as ‘dhvani padavacya’. It is ‘dhvani avyavanistha’. He inter-
pretes that dhvani is vyapaka (comprehensive) and angin (soul)
while alamkara is vyapya and ango (pare).’* Alamkira can enter
into relation with suggestion in two ways, either in the role of
suggestor or in the role of being objects of suggestion.s

The commentator marks that a alamkara always presup-
poses an object more important than itself which is embellished
by it. But alamkara which occurs as the principal suggested con-
tent of a varietly of dhvani can never be sub-ordinate. It js the
principal object which deserves to be embellished by other so
called alamkara. Yet it is called as alamkara due to brahmana-
§ramananydya.'® As for the importance of alamkaradhvani, the
commentator interpretes the lines of the Dhvanikira and says
that alamkaras have been used by the ancient rhetoricians as the
kavyaSarirabhiisvatva not as bhusyatva. So, dhvani as the
essence of poetry accumulates the alamkara element etc. within
it.17

In the foregoing chapter we have already discussed the role
-of alamkara and rasa. The importance of discussion about rasa-
vadalmkara is only to change our ideas about the nature of all
figures of speech. Rasa happens to be the soul of Dhvani, but
the use of alamkaras will be justified only to assist in the com-
munication of rasa. Thus alamkara is the means and the end is
rasa. When the figures of speech help in realisation of rasa in
the minds of the reader, they serve their function very well and
BppeaAlras the suggester or the objects of suggestion but never
conmdered.as the suggested sense or dhvani.

In the interpretation of arthasaktyudbhava dhvani, the AK
observes that alamkara has certain suggested content. When the

suggested alamkéra is more predominant, on account of a grea-
ter appeal we have a case of dhvani.!®

As a whole the comme-
ntator observe.s t_hat thetoricians have undoubtedly given a one
sided empl‘mSlS I their consideration of alamkaras by .emphasi-
zing exclusively the beauty of expressed figures; still it should be
noted that all the alamkarag play a vital

3 : part in suggestion either
of an idea or another alamkara® Thys g clear grasp of the
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-concept of alamkaras implies an acceptance of the doctrine of

dhvani.
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ibid., pp. 268-74.



CHAPTER 10

PADASAMGHATANA

The Sarhghatana (composition) is an important factor in the
suggestive of Rasa, If we analyse the term samghatana from
the standpoint of grammar we find that ‘sam’ upasarga, ‘ghata’
dhatu, and suffix ‘lyut’, Here we find “‘nimitarthe saptami’ and
itis ‘‘bhavarthaka pratyaya” . So, the term samghatand serves
a great deal for the suggestive of rasa and here it comes incide-
ntally without any special efforts. The alaksyakramavyangya
dhvani is to be referred for instance in samghtana®.

AK gives a clear idea about the samghatana and its function
in the sphere of suggested sense. Before going to a detailed
expression he states the derivative meaning of the term samgha-
tana and says that the samghatand means composition—either
composition of letters or the composition of parts of speech.
In other words, by the composition of letters we get ‘pada’
(parts of speech) and by the composition of ‘pada’ we get sen-
tence (vikya). Thus according to him the samghatand means
the systematic arrangements-of words for a certain purposes®.

_ As tegards this, Dhvanikara states that some earlier rhetori-
cians have figured the padasamghatana. According to them it
is arrangement of words ‘with or without compounds (samasa)
and is of three types, viz. (i) composition without any com-
pounds (ii) composition with medium sized compounds, and
(iii) composition with long compounds.¢ ;

Conceding with this classification AV adds some new mate-
rial, and executes that the samghatanas are grounded in qualities
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(gunas) like madhurya etc. and suggested the rasa. He also
includes propriety (aucitya) of the speaker and the contents of
the speech (vaktrovicya) which determines it®,

AK also observes that though the discussions of samghtana
comes under the syllabus yet it is different from ‘asamasadj’
type of samghtana. Here the aucitya of rasa plays a major
role in all the composition whether verse or prose. So AK
nicely interprets the viewpoints of Dhvanikara and says that
‘asamasidi’ etc. are the three abjectives of samghatana, It ig
only due to ‘vyabhicaritatvat’ in rasavatkavya.® The observa-
tion of the AK clarifies all the doubts about padasamghtana
and its functions.

About the mutual relation between guna and samghatana,
the Dhvanikara gives three alternative viewpoints?, viz, (1) Guna
and samghatana are identical, (i) Both are different

and
(iii) Guna is found in the substratum of samghatana etc,

Regarding this, AK states that the samghatana is grounded

in the substratum of guna only due to “dharmadharmibhivatva
and asraya asrayibhavatva®’. He clearly explains the signifi-
cance of the term ‘“gundnasritya tisthanti” and says that the
above mentioned three alternative ideas are possible only by
‘anvayabheda’®. But actually there is no difference between
them because the samghatana is gunadhirabhita’. He has also
mentioned that three vikalpas as “gunasamghatanéyo’-aikyam,
gunadharasamghatani, and samghtananusirino guna etc,’’1°

From the above alternative ideas Dhvanikara tries to prove
that whatever is the view held, the relation of guna to rasa and
that of samghatana to rasa must be held as distinct. In other
words it can be said that samghatand and guna are notion of
the same rank as suggester of rasa. In this aspect AK explains a
lot and gives an interesting conclusion. According to him if we
keep in mind the above alternatives, it creates more confusion
regarding samghatana and Guna. It is due to the fact that all
the vikalpa statements are based on Guna. There is no such
fixed rule governing the samghatana. So, samghatana always:
needs the nelp of Guna as guna is ‘niyatatva’!. So, here all the
alternative viewpoints have come into existence only by the
significance of guna but not by samghatana. It may be presu-
med that samghatand is not a suggester of rasal®.
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sses that
To avoid this superfluous idea, AK cIearl)trheX:l“:heory of
Dhvanikara’s concern is perhaps n_ot to set forl-mam_1 hichie
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For the solution of this arising problem, Dhvanikdra him-
self states that neither gunas nor rasas directly determine the
employment of samghatanas. According to him aucitya or
propriety of speaker and the contents of speech is the nature of
samghatand. Logically the AK explains the idea of Dhvanikara
and firmly points out that the samghatana must be occurred
irrespective of presence or absence of compounds and it should
be the suggestive of rasa. Because the propriety of using a cer-
tain type of samghatana is determined by the type of rasa.2®
However, this appropriate type of samghatana is also determin-
ed by the theme (visaya) and it acquires a new type of charm.
Thus the poet may use any samghatana in kavya where the rasa
is not largely suggested. The AK also gives some importance in
visaya, aucitya, and rasa-aucitya.** He storngly admires that
samghatands suggests rasa not directly but through the aucitya
of the speaker as well as its ideas. So, when the poet is under the
influence of rasas or when the characters he (poet) depicts are
supposed to be under the influence of rasa, he has to select only
particular types of samghatana. This comes incidentally with-
out any special efforts.>® Even the commentator also explains
about the use of samghatand in the prose work.%?

Besides the AK discusses a lot regarding the Samghatana at
the suggester of rasa and gives a concrete solution to the arising
problem. In his explanation, he states that in karuna and vipra-
larhbha srngira the composition should not have samasa. The
realisation of these two rasas.consist with a very delicate condi-
tion of the mindof the sahrdayas because they may be dis-
turbed by the presence of long compounds. Even also in raudra
the long compound is not essential. Thus the lengthy compounds
are the different agents of the rasa. We will have only two types
asamas and Madhyamasamasa of samghatana in such composi-
ions, specially in karuna and vipralambha srngara. Simultaneous-
ly asamasa samghatand cannot be suggested as karuna rasa. It
must need the help of prasada guna.?* [ike this all the samgha-
tands become the suggester of rasa by the support of Gunas.*

Briefly it can be concluded that samghatana is the suggester
of rasa, grounded in the substratum of guna and determined by
the aucitya of the speaker and the ideas of it. Samghatanas

suggest rasa by way of preparing a proper psychological atmo-
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sphere for the relish of rasa. This very criterion is followed also
in case of considering mere letters as suggestive of rasa.,

10.
11.
12.
13.
14.
15.

16.

. Tatha ca gunanagri
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CHAPTER 11

SAMLAKSYAKRAMAVYANGYA-DHVA NI

As it has already been discussed that the samlaksyakramavyangy
dhvani is a variety of vivaksitényaparavécya dhvani, which
follows in the wake of the Primary sense like the resonance of an
1 gh words (sabda) and meaning .
(artha); but that s nog elaborately discussed under the kinds of
dhvanj, According to thanikéra, it is known as Anusvina-
sannibhadhvani, 1, this context, the commentator Mishra
as of the Dhvanikira and points
f sathlaksyakramadhvani and it’s
€ suggested sense which is distinctly
€xpressed sense just as the sequence!
d it’s noticeable vibration is known as

This type of dhvani is based on
It is two types, viz. (i) the suggested
he capacity of words and (ii) the sugges-
On the significance of meaning without
the functions of words etc. While interpreting the Sabdagakti-
mula dhvani, he ajsg Points oyt g distinction between the dhvani
and §lesd, He Observes that in the function of Sabadasakti
the apprehension of ap Unexpressed poetic figure came into
existence and that is called g Sabdasaktyiidbhava-dhvani, In
other words while cognised differently, it is known as $lesa (pun
of words) and when the word ig not cognised, it is known as
Sabdasktyudbhava dhvanil, Thus it can be said that in Slesa, two

Or more senses are realised; but thay is not in $abda$aktimila

out the basjc nature o
division also. He says th
noticeable in the wake of
between the first sound an
Samlaksyakrama dhvanj,
‘Anudhvaniparamparfi.
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dhvani. For this, the commentator explains the verse ‘‘yena
dhvastamanubbavena valijitkaya......etc.” and marks that this
verse is an example of §lesalamkara only due to lack of the
matter of fact (vastusvaripa). By quoting the verse ‘“Tasya.
vindpi harena............etc. the commentator also observes that
in éabdagaktimulidhvani the alamkara is suggested; but never
expressly stated. In this respect the commentator interpretes the:
significance of the qualifying adjunct ‘aksipta’ (suggested). So,.
in ¢lesa the alamkaras are explicitly stated. But thisis not in
case of ¢abdasaktimiladhvani where the poetic figure must be-
suggested.*

Regarding the scope of abhidha in §abdasaktimiladhvani,
the commentator observes that when the suggested sense came
into existence by the suddhabhidhamulavyafijandvyapara, it is
known as dhvani by manys. By commenting on the line ‘atra--
atare kusuma...mahdka” he observes three types of meaning
as much as the contextual, the non contextual and the suggested:
sense etc. But in the history of literary criticism he find that
there is a difference of opinion regarding the status of the non-
contextual meaning. According to the later critics like Mammata
and Viswanatha the aprakaranika sense is also suggested"’.
Even Mahimabhatta puts the Sabdasaktimula on par with
Slesa. -In his firm opinion there cannot be a homonymous word
in the true sense of the term and as such question of having two
Abhidheyartha from the same word does not arise. Under such
circumstances the question of having the Aprakaranika sense as
Abhidheya is remoter still. His argument is like the same word
can’t convey two meanings in the manner of a lamp which may
not reveal two objects ata time. The word will convey only
one meaning as required by the context. The repetition of the
word is determined by some factor and as such the second mea-
ning is anumeya®. In reply to this contention of Mahima it may
be pointed out that what is supposed to be the adhidheyartha by
Mahimabhatta and which depends on the factors like samyOga,
viprayoga etc. So, Abhidheyirtha should not be taken as anu-
meya. AV considers both the contextual and non-coutexmiﬂ
meanings as abhidheya.® While interpreting the ideas of Dhvani-
kira, the AK follows the tactful manner and says that only to
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eradicate the ‘sambaddhata dosa’ the Dhvanikara uses both the
meanings.!® In this context, the commentator also points out
the difference between the dhvanyalamkara and vacyilamkira
with the appropriate examples.

As regards the arthasahtyudbhava dhvani, the commentator
_says that there is no need of such unchallangeable words. The
‘Peculiar meaning is itself competent to give rise to the suggested
content. For this, he interpretes the verse ‘Evam vadin devirsan
...’etc. where the ‘lajja’ (shyness) is conveyed by the capacity
of the peculier meaning. Here the expressed sense is vivaksita
and the same leads us to a suggested sense through notjceable
stages (samlaksya-krama). Commenting on the above verse, the
‘commentator marks that a vyabhicaribhiva has suggested here.
‘Ordinarily we have the Suggestion of rasa from the vj bbava, anu-
bhava and sancaribhava, But here we have the vyabhicaribhiva

zifiéf.;heA:;ignge:;ecéhzgvn:i:téiﬁ':fus, here we find the ‘lajja
> ence between the Asamlaks-

yakramavgiaﬁgya and the Samlaksyakramavyangya, the AK
~clearly points oyt that

. ) Where the realisation of rasa happens
quC;ig either fuII-y Or partially with the help of vibhava,
at?u a"va e_tc. that js alaksyakramavyaﬁgyadhvani. But where
tqe_;;a-hsah(.)n of rasa becomes in late with the help of vyabhi-
€aribhava ksyakramavyaflgyadhvani. So, there is
L € samlaksyakramavyan dhvani i

deals with the vyabhicéribhe‘wa.my et o
dth:F AE also interpreteg {pe varieties of arthasahtudbhava
avani with  the appropriate €xamples.' Besides the above

S €s that the ubha asktudbhava d ii
a nikrstartha dhyap; (inferior one) y a dhvani is not
The commentatoy a |

5 s : Iso states that the poetic figures like

cl;.ﬁa:llsao’bzugaka €1c. are usually foyng as expressed, but they

; uegested.1s € also discusses about the aksepa-

- dhvani anq §ays th.::xt the impossibi]ity of describing 'the anu

; !able‘quii.tlimes of HayagﬂVa’ is suggested from the apparent

Aserion, About Afthéntara-nyésa dhvani the commentator

Observes that  the Particular word *Phala’ in the example

Da_lvayatte _tu pha}la """ » Suggests the figures of speech
arthantaranyasa, while

proposition.!? the verse as 5 whole suggests the universal
r :



Samlaksyakramavyarigya-dhvani 121

Besides, the commentator nicely interpretes the Vyatireka-
dhvani, utpreksadhvani, Slesadhvani, Yathasamkhyadhvani'¢
etc. He also discusses the importance of suggested poetic figure
and says that alamkdras are turned into the very essence of
poetic art if they are conveyed through the functions of sugges-
tion.® It can be said that the Samlaksyakramavyangya dhvani
is fully based on the alamkara and vastu, which we have already
discussed in the foregoing chapters. By this type of dhvani we
are not instantaneously overwhelmed with any feelings ot ideas.
Here, we can only pass on from the expressly conveyed idea to
the suggested idea through a noticeable sequence.
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CHAPTER12

CERTAIN UNREVEALED ASPECTS
- OF DHVANI THEORY

Certain significant and vital aspects which make the Dhvani

theory more comprehension are being discussed here as inter-

preted by AK.

(A) IMPORTANCE OF USE OF ‘ITU’ IN THE LINE
“RAVYASYATMA DHVANIRITI...”

As regards the line ‘kdvyasyatma dhvaniriti...... , and the
position of enclitic ‘iti’ after dhvanih instead of kavyasyatma,.

AK makes the following significant comments. Here the enclitic

‘iti’ is used only to convey the corresponding meaning and stands:

merely for the word itself viz. dhvani. Although he admits

that by the use of ‘iti’, there is a poetic defect ‘prakrama bhanga.

kavyadosa’ (inversion of the order of words), yet it is n?,t
so harmful. When the word dhvani is followed by enclitic “iti’y
it comes selfconnotative.r Thus the word ‘iti’ is a samjiavos
dhaka. For this he exhibits an example ‘Nahusa iti raja’. Here
the term ‘iti’ has a permanent relation with the word ‘Nahusa,
and conveys the meaning of ‘Nahusa’ as a king. He also finds
out a relation between the word ‘dhvani’ and ‘iti’ just like ?he
relation between ‘yat’ and ‘tat’. Thus here there is 00 confusion
about the use of enclitic ‘iti’.

(B) DHVANI AND DOSA e
Interpreting the lines of the Dhvanikara, AK observes pclnle ;e
brbmishes (kavya dosa). Though the earlier rhetoricians Dave
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carefully discussed the various defects, yet AV speaks about
‘dosas’ only concerning rasa. The ideas of early rhetoricians are
only metaphysical, syntactical, and metrical etc, whereas AK’s
views on dosa are fully based on the propriety of Rasa. The
AK observes that the greatest defect in poetry is thus Rasabha-
Tga?, '

The AK also interpretes the twofold classification of poetic
defects: (i) Nitya dosa, and (i) anityadosa®. Thus the second
One comprises such defects as srtidustatva, apratitatva etc., while
the rest like Cyutasamskara, klistatva etc. would be classed as
belonging to first one, The AK marks that according to this
classification Srtidustatva would not be a defect in the case of
emotions like raudra, vira, and bhayanka etc. where it would be
regarded as g positive excellence, as it does the effect of aesthe-
Yic relish.  But in the case of Srigara, the use of cacophonical
lett‘ers hasto be deliberately eschewed. He says that only due
to' b]}a"’e Kta’in the term “Srtidusta’ it refers as a defect, other-
wise ft €Xpresses as dustadaya. Here the AK strongly states that
!N SINgara rasa, the unparliamentary languages as usually used
by villager shoyjq be avoided, So, “§rtidustatva’ is not univer-
sal defect, as jt does not mark the beauty of soul (rasa) in every
‘Case but it marg the beauty of §rngsra,

As for ‘anityadosy’ he states that by the defect $rtidusta only

a defect one, but not the subject of §rngara,
N angabhita. And this defect does not pro-
Vyangya primaci Co8Yartha  which deals with $rgara. But
e knoulr)n Marily suggests the establishment of §rnagra. Thus
48 anityadosa, He also says that ‘nityadosa’ is just

;’el;gots;:éof'annyad(fsa’. When both vacyartha and ‘angarasadi’
A elect of drtidusta, it jg known as ‘nityadosa’. It is not
Stapattj, » the defect Srtidusta is counted as a variety
listener it would remain harsh irrespective

of any Consideration

of the nature of the emotion as well as
€Xpressed sepget. :

: .B'eSideS, the commentator marks the Dhvanikara’s useful
division of dosa. The Dhvanikara avoids and broadly classifies
all dosas under two heads viz, (1) avyutpattikrta, and (i1) asakti-
-!Crta. A blemish M3y be committed either for lack of proper
illustration or for Poetic imagination. The AK points out that
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the proper illustration is termed as ‘vyutpati’, and the proper
poetic imagination as ‘Sakti’. And between them ‘sakti’ is more
worthtaking. He interpretes that though the description of
eroticism of Jagadamva (Devi §rigara-varnanam) in Kalidasa’s
Kumarasambhava has no propriety at all, yet due to poetic
imagination there is no defect. Thus the description of beauti-
ful element is the main objective here. The °‘racandcatuririipa
Kavisaktiranaucityadi-dosa’ is a basic defect of poetry, is just
like ‘vinayamadhuri’ of vyaktidosa and ‘gunamadburi’ of
saundarya etc. So the wants of proper illustration and poetic
imagination are the main classification of dosa.® Lastly it can
be said that by this the Dhvanikara indirectly shows the intrinsic
relation between rasa and $akti.

It is indeed a great achievement of AK that he illustrates the
poetic blemishes in a different manner.

(C) DHVANI AND VRITI

The AK points out that the concept of vrtti also gets re-
oriented by the acceptance of dhvani. According to him vrtti is
mainly based on Sabdatativa and arthatattva. Itis just like
‘kavyamattrka’ . Both the types of vrttis (kasika and upa-
nagarika etc.) have emerged by the use of vacya vacaka etc. and
the principles of conducting such usages is none other than the
aucitya of rasa. Thus, the AK observes a relation between vrtti
and rasa that is just like ‘dharmdharmivyavahara sanigatah’;
not like ‘jiva $arira-vyavahara’. He says that rasa is expressed
through the excellency of vacyavacaka etc. like whiteness is
expressed through the excellency of body. Thus, the value of
vItti is envisaged only by following the concept of Dhvani.?

(D) DHVANI AND RITI

The AK observes that the Dhvanikara pays compliment to
the riti theorists because they are the first to have some new idea
about the truth of poetry. According to them alamkaras are
only used for the external embellishment of poetry and the life
pertaining principles are something different. So, they tried @
lot to grasp the essence of poetry, but they could not sumeeq.
Though they could not really realise the importance of dhvani,
yet they have advanced far enough in that direction. The AK
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points out that the riti theorists were differing in their view-
points and could not distinguish the concept of dhvani.” He
also marks that due to lack of proper knowledge regarding the
concept of poetry, the non-realisation of dhvani is prove dand
the riti etc. came into limelight as the essence of poetry. Thus
dhvani suggestion is considered as the supreme concept and riti
etc. are as its substituents.

(E) CITR4a KAVYA

In the context of classification of poetry from the standpoint
of dhvani, the AK observes a third grade poetry, where the ele-
ment of suggestion has no role. In other words, the composi-
tion which has no delineation of any rasa, simply has the charm
of the vicya sense and vicak word, and does not has any
capacity to convey the suggested sense, is called as citrakivya
(pictorial poetry). Though it abounds in ‘gunalamkaralamkrta-
Sbdartha’, and  lacks ‘Sahrdahrdayallbadakarikavyattatva
(rasa), vet it is not considered as ‘akdvya’ (not a poetry). It is
just like ‘yamakacakravandhadiviSitakavya’ and appears as a
statue or pointed picture (pratikrtariipa), because there is no
Jiva’, rasa in it.  Still it comes to be classed under poetry as it
imitates the other two classes of poetry—dhvani and gunibhiita-
vyangya.B

It is of two types, viz. (i) Sabdacitra (ii) arthacitra. Both
are employed for each other’s sake without any regard for
dhvani.?

The question arises how can a composition exclude sugges-
tion of rasa? The commentator replies that rasa cannot be
T_Otally absent from any sepecimen of poetry. The Kavi-Vivaksa
(intention of the poet) is the only deciding factor. When we
find the delineation of suggestive rasa inspite of kavivivaksa, we
treat them as a citrakavya, He draws a similarity between the
poet and the cook. Sometimes, it is possible that the poet’s
creation appears as a repulsive one just like the rough prepara-
Lioniof @ ibest cook.  Andalso/ hejobserves that. a composition
which deals with vicya sense and vacakaéabda must has certain
suggestion of rasa just like the existence of flavour of syrup,
though it is a mixture of curd, molasses, and black pepper etc®.
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Thus strictly speaking, rasa cannot be totally absent from any
-specimen of poetry.

(F) GUNIBHUTA-VYANGYA KAVYA

When the suggestion becomes a secondary element, it is
known as gunibhita-vyangya kavya. The AK says which
poetry loses its suggestive significance in the excellency of expre-
ssed sense, is called as gunibhiita-vyangya kavya. Itis also
considered as second rate poetry'’. In the verse ‘lavanyasindh-
iira-pareiva...etc., he nicely interpretes the nature of gunibhita-
vyangya. Here, the suggested beauty of the various parts of
her (nayikd) body is subordinate to the figuratively expressed
idea that she is a varitable ocean of beauty.'?

To show the difference between dhvani and gunibhita-
vyangya, the AK says that the main objective of dhvani kavya
is suggestivity of ideas but gunibhiuitavyangya is totally based
on the excellency of vacyartha., Their ways are also different.
A gunibhitavyangya-kavya is never called as dhvani kavya as
it is vacyanistha and the excellency of vacyartha conveys
through the abhidhd vydpara. But in dhvani, the vyanjana
vyapara is a significant one.’® Though gunibhiitavyangya has
been given the second place in the classification of poetry, it
should not be always second rate appeal. Many passages in
poetry which are seen to delight the readers by their grace, but
they come under the province of gunibhiitavyangya't as here
alamkara plays a vital role but not the rasa.

The commentator also observes that gunibhita-vyangya
involves different kinds of figures of speech dealing with both
vastu and alamkira.’® Here the suggested sense is not properly
conveyed (aspasta). So it is not dhvani and it is rather known
as gunibhiita-vyangya.

Under this class of poetry, the Dhvanikara includes ‘kaku-
vicara’, (suggestion through ironic tone) where the suggested
sense is subordinate to expressed sense. Here the AK observes
that the meaning is suggested by the words directly through
the assistance of kiku. And the kaku always concerns with
abhidhavyapara not with suggestion. But the denotative sense is
conveyed only alopgwith the suggestive sense and it is called
gunibhiita-yyangya. Thus in every gunibhuta-vyangya, the
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suggested sense should be subordinate to the denotated sense.!®

(G) DHVANI AND ANUMANA

The AK observes that the Dhvanikara tries a lot to prove:
the importance of vyanjakatva from the standpoint of philoso-
phical system. This is based on two points : (i) relation between
word and meaning, and (ii) vyanjakatva does not consider the:
well known conventional significance of words ‘niyata’ and it
is quite constant with regard to what is suggested. So, the
vyanjakatva is different from the vacakatva from the standpoint
of desa (place), kala (time), prakarana (topic), samagri (subject-
materials) ond vyapara (function) etc. The vyanjana is distinc-
tly suggested (sphotayati) not conventionally expressed.l?

He marks that though both the vyanjakatva-vyapira and
vyanjaka-Sabda is not definite (aniyata), yet it appears as
niyata (definite) in suggested sense (vyangydrtha). Here there is
no question of avastutva,l®

The commentator also observes .the lingatvanyaya in
vyanjakatva when he simply touches the concept of anumiti,
‘Anumiti’ inference) is based on desire of a person. So, the
knowledge of lingatva came into existence as aniyata (not
definite) by the help of dhumadi (fire) etc. When the subject
matter is established, it becomes niyata (definite). Like this,
firstly, vyanjakatva is aniyata, in the shape of vacaka-sabda etc:
and when they convey the suggested sense, it assumes the
niyatabhavah (quite constant),1® :

) AK quotes Jaiminj etc. and says that though the relation of
sab.da ?nd artha are different from the standpoints of their
derivation and pronunciation, yet there is a nityasambandha
(permanent relation) between them. But due to special signifi-
C‘ance, the mimamsakas must accept the vyanjanavyapara as a
tl.ﬂe (upadhi). It they will deny, there will be no existence of
difference between classical and vedic sentences because both
the W_Ofsl and meaning has nityasambandha. Thus, according
to mimamsakas there must be a suggested sense. Here the
commentator nicely interpretes an instance that moon has the
worldly coldness but when it is seen by the departed love-sick
lover, it becomes the cause of great sorrow.? When the
suggested sense is apprehended, its validity is arrived at with
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the help of ‘anumdna’. Hence, the vyangyartha once again
becomes anumeya. For this, he says that even the validity of
vacya sense is arrived at with the help of anumina yet we
suppose the vacya sense to be had by a varbal function. Simi-
larly the suggested sense also should be held to be within the
purview of a verbal function even when it’s validity is establish-
ed with anumana. Moreover, the suggested sense which we
relish in the kavya is, in fact, never put to any taste of
validity.2!

It may be noted here that the verbal testimony is regarded
as identical with reference to by the vaisesikas because they
arrive at the validity of knowledge derived from the statement
of anumana. For this, AK says that their view is duly criticised
by the mimamsakas. The weakness of the vaidesikas’ stand is
pointed out by AK logically. He observes that the sense of word
is not inferred, only the validity of the sense is inferred.

Again the AK broadly points out the significance of vyan-
jakatva and says that the meaning which is intended to be

conveyed may itself be either vacya or vyangya. These two
meanings are, indeed, conveyed not through an inference but

through a natural or artificial relation. Hence, anumana is also
a case of vyafijana. But vyanjand cannot be included in the
scope of anumana as it has a wider scope. The AK distinguis-
hes the scope of vyafijand very clearly. He observes that in
certain cases, suggestion is added by inference or in some cases
by casuality. In this manner suggestion may be found to have

wider scope than inference. : ;
He also marks that the knowledge of universal concomitance

is instrumental (sahakari) for inference. If such instrumental
factors differ the functions also differ. Thus, the difference in
the thought procedure involaed in vyanjand and anumana
respectively, results in the distinction of the two. Besides
vyanjand is distinct from anumana from the stand of sentiment
as in case of the suggestion of sentiments, vyanjand does not
admit of any reasoning or anumana. Thus anumana is quite
distinct from vyanjana. .

That anumina is different from vyanjand on the basis of
proper application of words and their meanings, he says tpc
expression of meaning is ‘karmabhitah’ and the use of words its
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.causes. There is no question of anumeya (inference). Thus,
‘both §abdavivaksd and §abdavyavahara play the vital role. The
wvyanjakatva always deals with the proper knowledge, but not
-with the inferencial knowledge.??

The AK argues that if vyanjana comes under anumana, then
‘what is the necessity of dhvani-vyavahdra. Due to pratyaksa-
‘numana, abhidhd comes under gunavrtti and vyafijana isa
special symptom of word and meaning.*®
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CHAPTER13

THE SUMMING UP

The nature assumes a new form in the spring after shedding
its withered leaves similarly an old work may present itself as
The

surprisingly a new in the words of a man of genius.
Avadhana commentary of Tarkavachaspati, & modern interpre-
tation of the familiar work, the ‘Dhvanyaloka’, has rendered 2
unique service to the cause of Sanskrit scholarship- The AK
has presented the dhvani theory in a new garb with its irresistible
charms of novelty. He has rediscovered the hidden resources
lying in the unplumed depths and executed them admirably. The
Dhvani theory owes much to the profound erudition, unrivalled
scholarship and astonishing philosophical and literary acumen
of Tarkavachaspati for its wide reputation as the msot dependa-
ble and acceptable norms of literary judgement in the succeeding
ages. While the Dhvanikara, AV, formulates the theory of
suggestion, Abhinava gupta places it on a sound footing; the AK
makes it acceptable by almost all. Thus the ‘AVADHANA’

of Tarkavachaspati should not be considered as mere commen-
aloka’, it is rather another complete text

tary on the' Dhvany2

intended to communicate more explicitly what remains implied
or unstated by the new theorist. It 18 rather a critique than an
exposition. Asa commentator be is fully loyal to the Dhvani-
kara. As a very worthy and faithful interpreter, he does not
incorporate extravagant ideas into the theory. On the other
hand, he contributes much to the interpretation and exposition
of the text in 2 simple and graceful style to move the theory
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understandable to all. Thus, this study is a worthtaking and
reflects the basic trends in Sanskrit literary criticism,

In the preceding chapters we have given a detailed survey of
the origin of Dhvani theory, its existence, definition and
significance etc. starting from the early state of speculation on
Sanskrit poetics till now with a special reference to the Avadhana
commentary. We have also sketched the authoritative inter-
pretations of AK which indicate the nature of several problems
hurled against the theory and its ultimate solution for the
subsequent development of the doctrine in the history of Sans-
krite poetics. Specific estimate of the commentator and the
importance of his remarks have also been indicated in the course
of the foregoing peges. However, all the discussions have been
made about the theory of suggestion with the viewpoints of the
AK, the twentieth century critics in the history of Alamkara
literature.

Thus thjs contribution serves as a bridge to eradicate the
communication gap between the Dhvanikdra and the reader. It
enhances the value of the theory of suggestion in the world of
aesthetical ideas and initiates a new epoch. An humble attempt
has been made in these pages to evaluate some of the concepts
of Se{.nskrit poetics and establishment of the Dhvani which
constitutes the essence of poetry. The AK by laying greatest
emphasis on the concentrative interpretation of the suggested
sense of the Dhvanikira, creates an epoch in the Indian
poetics.  He supplied a very stimulating and thought provoking
work, that covers all the difficult problems and their solutions
on the ‘P?OEY of Dhvani and as a whole it enjoys as a brilliant

maS_terplece. It can be said that this work includes inte-
rest.mg details and contains ample guidance for those who
Eeﬁlre to reach a correct conclusion about the theories of Sans-
Tt poetry and the Dhyanj theory which enjoys as the soul
(Atma_n) of poetry as ever,
ltis also necessary at the outset to know the commen-
tator’s inner ideas and his contributions to the theory of
D'hvam. When the Locana of Abhinavagupta became more
d_'fﬁcmt to grasp and algo a subject of criticism by the later cri-
tics, at that time Avadhina commentary came into existence by
the great inspiration of Bihar-Utakal Sanskrit Samiti, Though
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it is a commentary on the Dhvanyaloka, yet it appears as an
original text book which gives a fulfledged idea about the
concept of Dhvani. Tarkavachaspati is much more than a mere
commentator explaining the difficulties of text; he is an original
thinker representing the whole theory in more comprehensive
form. He is one of those few great Sanskrit scholars, who
remoulded and re-interpreted the older ideas in thought and life,
and whose influence on the mind of learners continued to have
its effect centuries after their death. A philosopher and a poet
a savant and a saint, a mystic and a critic of art and literature,
he deserves to be ranked beside the learned pundits in the hist-
ory of Sanskrit literature. Endowed with many sided genius his
approach to the theory of Dhvani is refreshing and brilliant.
While his commentary evaluates the remarks of AV, it also
simplifies and illustrates them and adds and supplements it expl-
ains and also becomes substantial as Dhvanyaloka. It appears
to be quite successful one which rejuvinates the dying stream of
the suggested sense once more and reveals the truth of the poetic
art. Itis a scholar’s work and Tarkavachaspati’s exposition of
Dhvanyiloka has a great' importance. The name of the com-
mentary itself is also very significant. It is the ‘Avadhana’—
the veritable concentration itself; it is not merely an element of
concsntration it furnishes the concentration itself by which alone
the Dhvanyiloka can be acknowledged in its proper perspective.
The AK himself says that though a substance is enlightened by
Aloka (light) and clearly visible by Locana (eye), yet the thoro-
ugh knowledge of that substance can’t be observed without
Avadhana (concentration or concentrative knowledge). So, he
entitled his work as ‘AVADHANA’ which hints the basic idea
of the Dhvanyiloka of AV™.

By reassessing the viewpoints of the divergent schools of
tradition, the commentator has supplied a authoritative work
which mainly deals with the most difficult problem i.e. doctrine
of vyanjana and the rasadhvani which is the soul of poetry. In
the light of the counter arguments, the commentator reinterpretes
the Dhvanyiloka by denying most of the accusations brought
against the teachings of Dhvanyiloka. He also helps us consi-
derably in deciding about correct readings of the text and it’s
ideas. So, this work includes a correct analysis of subject
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matter and contains ample guidance for thoss-, who dessuektf::
reach on a correct conclusion about the theories _of Sans :ll-
poetry. It is also noteworthy t.hat th'e fourth uddylota in par

cular might be almost unintelligible without Avadha_na. )

Thus for a proper understanding of the D.hvanygloka. ft:_r :
knowledge of the discussion that has ensued |mme.d1ately a terf
wards and for the sake of the new ideas adduce_d in support o
the theory, a study of Tarkavachaspati’s sz.adhana is mdtsptans-
able. An attempt has been made to outline the new points
made out by Tarkavachaspati. :

In the very beginning of this study commentator gnire‘s an
'analogy in explaining the idea that suggesmzn or dhvapr is the
soul of poetry. He says the book tha.nyaloka consists four
uddyatas emulating vedanta-daréana which also contains four
adhyayas (chapters). To facilitate the study the al'lt.hor pr?s‘enfs
vedadnta dar§ana in glosses (vrttis) after the : original karikis
similarly in Dhvanyalokakira there are (vrttis)— Aloka, after
the original Dhvanikarikas,

The concept of Dhvani is also self existed and self enlighte-
ned like Atman, The commentator says that Vedantists get
eternal pleasure by the fulfilment of their queries i.e. regarding
the soul of kavya and the commentator cites ‘Rasa vei sah’,
Tasamevayam lavdhanandi bhavati and athato brahma jifigyssa
etc. Both the concept Atman and Dhvani came into existence

by the seif Tealisation and deal with the kavyopanishadbhiita
saravasty,

As Ktman comes
in a specia] kind of b

POelry only when e
meanings a4

soul is rejat;
Dhvanj but
ideas.

to rbe associated with life only when found
ody, so also Dhvani requires the status of
cased in the body of beautiful sounds and
orned with Gunas and Alarkaras. The concept of
Ve 10 that of the body but poetry includes not only

also beautifu] expressions conveying picturesque

For the establishment of the suggested sense, the commenta-
tor observes th

at there is a relation between vacyartha (expressed
sense) and Vyangyartha

the body and life.
So vangyartha is a
Gunavrtti (lakgar_lé),

{suggested sense) as the relation between
It is termed as itaratarabhava sarhbandha. -
certain special entity as the life. About
the commentator states that the kavya
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believes tts supreme reality in Gunavrtti as the Brahman is.
subtratum of all which is possible through the world of perce--
ption. By the maxim ‘tvaktarunyaya’, he affirms the realtion
between Gunavrtti and Dhvani as the relation between visaya
and Paramitman. It can be considered that the Dhvani and
Gunavrtti is closely related. Like Atman, Dhvani is karya,
jiyapya and free of all the upadhis. The AK says that innumer-
able varieties of Dhvani are varieties of Brakman. So, Brahman
has dual varieties i.e. upahita and anupahita, saguna etc. Simi-
larly Dhvani also has certain varieties i.e. mukhya and anyata-
ramilayka, vyafijanamilakabhavasraya, sudhagunabhavanyatar
abheda etc. As Brahman deals with the three fold functions.
i.e. Jdgrata ete. the Dhvani also has three fuuctions of words:
and meaning that is Abhidha, Laksani and Vyaijana. Like
the three fold nature of the Brahman (sat, cit, and Ananda),
the dhvani is also of three types i.e. vastu, alamhkara and rasa
etc. The Dhvani is also like Brahman through the divisions of
bhuma, abhuma etc. Like Brahman, Dhvani is all pervading,
eternal, subtle, undecaying and is source of all things. It is the
absolute concept of the poetic art. The commentator tries a lot
to make similarity between the concept of Dhvani and Brahm-
an by the process of vedantic thoughts, He strongly observes
that the realisation of the soul of kavya is resembling like the
realisation of supreme Brahman as the kavyatma is not an abst-
ract unity, but only reality. In other words it can be said that

kiavyattva maintains the reality of the kavya, p_oetic art as the:
Brahmatattva or Atmatattva maintains the reality of the world.

Thus like Brahman, the kavyatattva, Dhvani is a form of sat,
cit, and Ananda.? Like Brahman dhvani is the sole representa-
tive of ‘paramirthika sat (real existent). It appears as a
cognition or knowledge, but it is not a cogniser or intelligent. It
is self-luminous. And also like the Brahman, it has been chara-
cterised as a bliss without the fruition of happiness. Thus the:
concept of dhvani is a supreme concept in the poetic art.

Another remarkable observation of the commentator is tha.t
there is no difference between Dhvanikarika and Alokav;ttl.
Like Brahman, the Dhvani is self luminious and now a question
arises, how far it is correct? But for this problem he states that
for better study of karika Dbvanikara has briefly made the.
expositions of the karika called vrtti.
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To get the basic knolwedge of the concept of Dhvani AK
illustrates derivative expression of the term ‘Dhvani’. Even
a layman can easily understand the word ‘Dhvani’ and what it
means. He says: Dhvanyate vyajyate iti vyutpattivalat dhvani-
sabdo vastvalamkara rasaniva, dhvanyate’nyeti vyutapatya
vyafijanavyaparam, dhvanyate’treti vyutpatyd svayam ca samar-
thayatvevayam sathdarbhah etc®. The above statement not only
deals with the meaning and functions of the suggested sense but
also the wideness of it. '

Besides the AK also interpretes the implication of suggested
sense in the vedic mantras® and indicates the power and func-
tions of words and meaning also. He observes the relation
between vicaka, laksanika, and vyafijaka $abda. He declares

that Dhvanyiloka is an authoritative work in the field of
Sanskrit literary criticism.®

Regarding the concept of rasa, he immitates the Locanakira’s
thoughts and represents the idea in a fascinating manner. He
strongly says that rasa is an aesthetic experience arising within
the mind of the spectator or reader. It is unique (alaukika) in
cevery way. Rasais neither a product, nor an inferred piece of
knowledge, it must be regarded as suggested. AV included

+ Bharata’s doctrine of rasa within the purview of the comprehen-
sive scheme of suggestion and thus gave it a new shape.
Bharata is completely silent as regards the function needed for
conyeying the rasa that is the central theme in poetry. On the
-other hand Dhvanyaloka establishes rasa as dhvani par excelle-
nce which is distinguished from two other categories i.e, vastu,
alamakara etc, - According to AV rasa is the key stone of the
arch of Dhvani. The sandness of the theory of Dhvani entirely
d_epends Upon the sandness of rasa and his procedure of explai-
ning every element of poetry in relation torasa. The AK

analyses the relation between dhvani and rasa which js quinte-
ssence of poetic art,

'The AK observes that vibhavas etc. which serve as the
ba‘sls of cognition of sthayibhdva (permanent state) are not the
‘thin.gs of ordinary word. They are extraordinary and the
realisation of ragy 1s called ‘carvana’ (chewing), asvadana
(tasting) or bhoga (relish) etc. He also refers that rasa should
not be understood through literary sense, but through a process
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.of realisation. Regarding rasadhvani it is the excess of relish
resulting from a rumination over the permanent state, which
-appears to the cognigent prominently on account of the connec-
tion of the vibhavas etc. As a whole rasasvadais on par with
the Brahmasvada? as when there is the experience of the
absolute there can be no further coming back to the realm of
worldly experience. But in case of the realisation of rasa there °
is the coming back of the subject to the realm of worldly experi
.ence even after the experience of the eternal bliss which is an
aspect of the absolute itself. Thus aesthetic experience in its
final stage belongs to such a level in which all objectivity merges

in the subconscious and the subject, the self shines in its ananda
{(pleasure) aspect. p

Further the apparent contradictions in the text Dhvanya-
loka as well asin Locana are all resolved in the Avadhana.
Even the criticisms of Mahimabhatta are also strongly condem-
ned by the commentator. He admirably interprets all contradic-
tory statements of both the Dhvanikara and Locanakara and
offers a better explanation to the readers. He quotes several
lines from the epics, Mahabhasyas and other rhetoric and

literary works.
The AK points out that the delight alone constitutes the

distinguishing mark - of poetry. He says that vedas issue
command like mastras and the Itihdsa is good counsel as
friends. But poetry differs from them and is unique in its
capacity to instruct one delight like one’s sweetheart. Thus
pleasure alone is the highest and most significant functions of
literature. That delight is mothing but enjoyment of rasa.
Rasas, in their turn, can be successfully delineated in poetry
only by following the consideration of aucitya relating to
vibhavas etc. He states that aucitya is intrinsically related with
rasadhvani.

From the overall study of this commentary it seems that
every aspect of Dhvani theory is touched by AK. Most of the
interpretations deal with philosophical dialectics. [Each and
every viewpoint has certain valuable bearings with a profound
grasp of the subject. Itis this which makes the Avadhana tise
above the ordinary run of commentaries. In addition to offering
aid in matter of clearly construing the text, AK interpretes all
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the points thoroughly gathering together all relevant materials
for the reader left by the Dhvanikara as well as Locanakara.
If we estimate it’s merits only in context of theories on poetry
we categorise it among the first grade text-book as it fully meets
the needs of readers. The AK is equally conscious of the sweep-
ing change which has come about in the basic and artistic
structure of a creative work. AK always rides on the crest of
his ‘argument with ease and grace. Being a commentary it
covers all the branches of learning and appears as a original
text-book. Thus there is no fear of losing the way while going
through Avadhana. The topic is handled in such a masterly
manner that it easily enters into the mind of reader. The work
includes all the aspects of theories on poetry and contains
guidelines for those who desire to reach a definite conclusion.
It is both informative and authoritative. It is hoped that
Tarkavachaspati’s first band interpretation of Dhvanyaloka will
mark a new epoch in the history of Sanskrit poetics. He has
rendered a great service to the world of Sanskrit learnings. His
contribution is not readymade one, but it comes through a
pro'cess of the real, intellectual creative and collective thinkings
WhICh. helps a lot in the development of progressive Dhvani
consciousness. It is ap outstanding work in the nature of
literary criticism., Finally it can be said that Tarkavachaspati’s
Avadhana is a supreme manifestation of the incredible sharing

of the poet!c spirit that studies itself, concept of Dhvani, and
the whole literary criticism around it.
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