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PREFACE

The following pages present substantially my
Doctorate Thesis submitted in 1934, The object of the
investigation is to study two of the Concepts of Sanskrit
Alamkara, vz, Gupa and Riti, which are intimately
alliegl to each other, in the different creative writers of
the Sastra. This has involved a close and minute study
of the texts themselves some of which (e.g. Bharata’s texts
as well as those of the Agnipurana) are indeed difficult
and obscure. No pains have been spared to examine
the Concepts critically from the available sources and
as the subject has not been studied in such detail by any
previous writer, it is believed that the present thesis
will serve to extend, to some extent, the bounds of our
knowledge of the topics treated. An attempt has been
made to trace the historical development of the Concepts
‘as they unfold themselves in the works of all standard
writers down to the time of Jagannatha. An historical
development of a subject essentially requires a knowledge
of the chronology of the period treated. But in view of
the fact that in the present case the chronology
has already been ably discussed by previous scholars
and that there is a general agreement among them all,
except in ome or two points, I havs not thought it
necessary to take up the whole question anew. In course
of my study, I have incidentally touched wupon the
chronological relation of Kuntaka and Abhinavagupta
and have tried to show from internal evidences that
the Vakroktijivita appeared earlier than the Abhinava-
bharati and regarding the date of composition = of
the Alamkara section of the Agnipurina I have sided

with those who Would place this section of the work lfmter '
than BhO]a :
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In a detailed work like this, it is not possible to explain
all allied matters afresh. I have, therefore, restricted
my study to the critical exposition and  historical
development of the Concepts of Riti and Guna and
have assumed, without explanation, certain commonly
known facts of the Sastra. Generally it has not been my
aim to decide between conflicting opinions except when
they have a direct bearing on my subject. It is hoped
that the present work will be judged on its own merits
and too much importance will not be assigned to the
question whether or not it follows a particular view-point
regarding a particular connectod topic. By the time
when I completed my investigation the Gackwad
Oriental Series published its second volume of the
Natyasastra. But since the texts of the Abhinava-
bharati in the said book do not differ materially from
‘those in the manuscript which I have used, I have
not thought it necessary to quote texts therefrom.

I must take this opportunity to express my gratefulness
to the authorities of the University of Dacea specially
to Mr. A. F. Rahman, the present Vice-Chancellor for
kindly publishing my thesis as a University Bulletin.
To Mr. Sivaprasad Bhattacharyya, irna., B, Kavya-
tirtha, Sahityadastri, Professor, Presidency  College,
Caleutta, I must express my deep sense of reverence
and gratitude. Himself a genuine worker in Alammkara
éﬁs&a~he first advised me to take up the comparatively
unexplored field of Indian Poetics as my subject  for
study. He not only permitted me to use the transcript
copies of two of the earliﬁ)r commentaries of the
Kavyaprakasa (ie. those of Sridhara and Candidasa )
but also helped me ungrudgingly with valuable
suggestions whenever I approached him in connection
with the present work. In spite of serious personal
inconveniences he kindly gave me an opportunity of
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revising with him a greater portion of the work before
it was sent to the press.

Although I had my first initiation into the Alarkira
Sastra before I Jomed the Dacea University, my real
interest in the Sastra was created when I read it as
my special subject for the M. A. Examination of that
I‘mvexaltv There I had the rare privilege of studying
the Sastra with Dr. 8. K. De who is universally recognised
as a pioneer worker and an authority on Sanskrit Poetics.
It was he on whose recommendation I was awarded a
research scholarship by the Dacca University for the study
of ‘Some Fundamental Concepts of Sanskrit Alamkara
in Their Historical Development’ under his able guidance.
His monumental work, ‘Studies in Sanskrit Poetics’ in
two volumes has considerably facilitated the work of
succeeding scholars and in spite of some minor blemishes,
unavoidable in a pioneer work of this kind, it will long
continue to be a standard work of reference. To say that
he watched with interest the progress of this thesis
would be to say little because he not only read almost
through the whole of this work, discussing and correcting
. its first draft but also placed me under deep obligation
by making, from time to time, valuable suggestions
for improvement from his expert knowledge of the
subject. To him I am also indebted for his readily
lending me some of the texts or editions of works on
the subject out of his unrivalled collection specially the
transeript copy of the manuscript of the Abhinavabharati.

During the period when the major part of the
present work was done I was a resident student as a
research scholar of the Jagannath Hall. In this
connection I must express my gratefulness to Prof.
R. C. Majumdar, M.A., Ph.D., Provost of the Hall who
took a personal interest in the progress of my work,
extended to me all facilities as a boarder and an Assistant
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House-tutor and helped me to proceed with my work
undisturbed.

But, so far as the actual completion of the present
work is concerned, I am indebted in the highest degree
to Mr. H. D. Bhattacharyya, M.A., B.L, Head of the
Department of Philosophy and Dean of the Faculty of
Arts, Dacea University, but for whose manifold assistance
and words of hope and encouragement at a time
when they were most needed the work could not have
been expeditiously completed. He laid me under deep
obligation by going through some portion of the work
in manuseript and suggesting improvements in its style
of composition. To my teacher Mr. G. P. Bhattacharyya,
M. A, Vedantagastri and my brother Dr. P. C. Lahiri,
M. A, Ph. D, Kavyatirtha, Sahityasastri,—both of them
Lecturers in Sanskrit at the University of Dacea, I am
considerably indebted for occasional helps in elucidating
some difficult texts.

Besides Dr. 8. K. De’s Sanskrit Poetics and articles
in Oriental Journals, T have utilised the works of almost
all other previous scholars on the field. In this connection
I should note that I have been specially benefited by
the works of Mahiamahopadhyaya Dr. Ganganatha Jha,
M.A,, D.Litt.,, Mr. P. V. Kane, M.A, LLM, Dr. J. N. obel,
Ph.D. and Dr. A. Sankaran, M.A., Ph.D.

Chittagong College,

% Praxas CHANDRA LAHIRL
November, 1936,




CHIEF ABBREVIATIONS, ETC.

App. — Appendix.

AS.B. — Asiatic Society of Bengal.

Bh. — PBhoja.

Ch. —  Chapter.

Ch. T. —  Chowkhamba Text ( Kashi Sanskrit

Series edition ) of the Natyaéastra of
Bharata ; the Roman number denotes
the chapter and the Arabic number
or group of numbers stands for
the verse so marked in the edition.

Com. or Comm. — Commentary.

D. ‘ ~—  Dandin.

°dipika — Kavyaprakaéadipika of Candidisa,
Benares, 1933.

DX. —  Dhvani-karika. The Roman number

denotes the uddyotae and the Arabic
number or group of numbers the
Karika so marked in the K.M.

 edition.
ed. or edn. — edition.
LHQ. — Indian Historical Quarterly.
ill. v. — illustrative verse.
LT — Indian Thought.
J.O.R. — Journal of Oriental Research,
‘ Madras. '

Kar — Karks,




K.D.

KMT.

K.P.

°sarhketa

S.D.

Oviveka

V.J.

[ vi ]

Kavyadaréa ; the Roman number
stands for the chapter and the
Arabic number or group of numbers
for the verse so marked in the
edition hereafter mentioned.
Kavyamala Text of the Natya-
§astra of Bharata; the Roman
number denotes the chapter and the
Arabic number or group of numbers
the verse so marked in the text.

Kavyaprakaa ; the Roman number
( where used ) denotes the chapter
(wllasa) and sutra denotes the
section so marked before the text
in Vamanscarya’s edition.
Kavyaprakasa-saimketa of Manikya-
candra in the Anandidrama Series
edition of the Kavyaprakasa.

.Sahityadarpana ; the Roman number

( where used ) denotes the vchapter
( paricchedn) and kar. before the
Arabic numbers denotes the section
so marked in Jivananda’s edition.
Kavyaprakasaviveka  ( transeript
copy of the A.S.B. manuseript ).
Vakroktijivita, the Roman number
stands for the chapter (unmesa) and
the Arabic number or group of
numbers for the karika so marked
in the text.

. Besides an author has sometimes been cited by name
for his work, For instance Vamana, iii, 1, 1 has been used
forKavyalamkaras travrtt, third adhikarapa, first adhyaya,
first sutra. Uses of this nature will be easily understood,
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a, b, ¢, and d at the end of sutra, karika or verse
denote respectively the first, second, third and fourth
feet of the sutra ete.

In a work which contains both the text and the
commentary, the line mentioned in connection with the
commentary has been counted from the place where the
commentary actually begins (i.e. the text has been
excluded ).

For editions of the different works used, see Biblio-
graphy at the end of the thesis. When referred to for
the first time (in the thesis) the full title of the particular
work has generally been given.

For transliteration the system of the Royal Asiatic
Society has been followed.

Words which admit of alternative spellings have been
retained as found in the particular texts, e.g. ulvana,
ulbana ; nivida, nibida ; vikada, vikasa ; vindu, bindu ;
vija, bija ete.

In some places words in Sanskrit have been quoted
in their pratipadika forms to suit the English construction
in the body of the thesis.

Dr. 8. K. De and Mr. S. P. Bhattacharyya have kindly

enriched my work with the following foot-notes of their
own :—

S.K.D. p.67 1. 20; p. 69. fn. 27-28 ; p. 70. fu. 32,
p. 75, fn.39; p.85. fn.1; p.87. fn. 3; p.10L fn, 20;
p. 105. fn. 23.

S.P.B. p. 97. fn. 13; p. 221-22, fn. 4ab; p. 238.
fn. 21a.







CHAPTER 1.

GENERAL POSITION OF DOSA
AS RELATED TO GUNA
AND ALAMKARA.

It is well-known to students of Sanskrit Poetics
that the main object of the writers of Alamkara-éastra
has been to search for poetic beauty and to formulate
theories by way of guiding aspirants to poetic fame and
young critics to judge poetry with precision. This led
them to analyse the different aspects of poetry in order
to find out the wvarious means of its embellishments
which they comprised under some broad technical names
such as the elements of Rasa, Dhvani, Riti, Gupa and
Alamkara. Wide divergence of opinion has prevailed
among theorists about the conception and execution of
these embellishing factors of poetry and their great
importance has quite naturally made them subjects for
special study by different scholars.

Whatever controversy might have existed amongst
theorists of different ages and schools regarding the
character and relative importance of these embellishing

1. Dr.S. K. De has traced the full history of the Concept
of Rasa in Sir Ashutosh Mookerjee ‘Silver Jubilee Volumes '
(Vol. I1I. pp. 207-39) besides his treatment of the question in
his Sanskrit Poetics, Vol.II, pp. 13574, Dr, A. Sankaran also
studied the same Concept along with the Concept of Dhvani'in
his ‘Some Aspects of Literary Criticism’. And Dr. J. Nobel has
given a brief treatment of the Concept of Riti in one of the
chapters of his ‘Foundations of Indian Poetry’ (pp. 98-125). -
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elements in their theory of poetry, they have all agreed
upon one fundamental point, namely, that they have
insisted upon the avoidance (hana or heyata) of Dosas
or poetic flaws since Dosa, as the very name indicates,
has a deterring effect on poetry inasmuch as it mars
its beauty. Dandin® emphatically enjoins that even a
slight defect ought not to be tolerated in poetry as even
a single leprous spot is sufficient to render a handsome
body ugly. Govinda® is more explicit when he states
that if poetry is defective in any form, the presence of
technical excellences and figures of poetry fails to create
the necessary poetic charm : on the other hand, if it is
free from poetic flaws, it can produce at least some
amount of charm even without technical excellences.
In this view Govinda appearsto have been anticipated
by Abhmavawuptd who lays a greater emphasis upon
the absence of Dosgas than on the presence of Gunas
and Alarikéras when he remarks in connection with
Bharata’s  Dosas* i—etad-dosa-vikinamn  $ruti-sulhas
dirm rasamr  ca yadi  bhavati  tavaln gunantarair
alamkaraiSea inam api - kavyain  laksana-yogivyabhi-
carityuktam. These- theorists, therefore, (“excepting
Dandin who is not so exphcxt) appefxr to hold that

C 2, tad,alpam api nopeksyani kavye dustam katha¥cana |
" syad vapul sundavam ‘api Svitrepaikena durbhagam |
(Kavyadarsa, i. 1)

3 dasablzawa’zm laksanastlw;zz mSesana;zz vivecaniyani,
test (= udosagunalamkaresu) ca dosabhzval pradhanam.  sati
dose gunader apyakificitkaratvat. yad aha ‘syad vapuh sundaram ;
apz Wit sati tu dosabhave gunadikam vind'pi kificidahlada-
sam&havat apadosataz'w vigunasya gund it nyayat,

: K’aﬂyapradzpa zrztroducizon to VJ] 1 (p. 166’)

' Abhmavabhﬁtau on Natyasastra XVI, 83 (K M. edn ),
p. 312 of the Ms in possessiou of Dr, S. K. De..
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absence of poetic blemishes (adosa or apadosati) is
itself an excellence, so to speak. As an analogy, we
may just take an instance from ordinary life. Man is
hardly immune from defects. The less his faults, the
greater his estimation among his fellow beings. To be
faultless—is one of the highest certificates that he can
expect to have from the society. Similar is the case
with these theorists’ conception of poetry with regard to
its flaws.

But from this it will be unwise to understand "the

theorists to imply that the poet’s duty is finished if

he engages all his attention towards avoiding the technical
faults mentioned by them. Theorists themselves have

hardly concurred with regard to the nature and scope of

the individual Dosas—their classification, number and
nomenclature and their relationship with other poetic
factors. These have more or less changed with the
advent of new schools of theorists and with the change
in their poetic outlook. And what was considered to be
a Dosa by a particular theorist or a school of opinion has,
not infrequently, been looked upon as a Gupa .or
Alainksra by another®. What standard would one follow
in such a state of mutual disagrecment among theorists ?

5. For instance, Bhamaha's Sasathdaya-dosa (iv, 17-18) which
consists in a doubtful state of mind due to the use of -common
attributes of two objects without any d:ﬂ"erenua,tmg quahty,
tends to approach Slegalamkara of Rucaka (Alamkarasutra, 3%
pe 101) and Mammata (swére 119, . 509} His illustration of the
same Dosa (iv, 19). has been cited by Hemacandra in. . his
commentary on the Kavyanuéasana (p. 279, l.a1) as an example of
Sasandeha Alarikara, Vamana's illustration. of the first vanety
of his erthagupa Ojas (nayanasamuttham jyotir atrelz under iji,
2, 2, p. 84) corresponds to that of Mammata’s Khstadosa
(atri-locanasambhiita ]yomudgamabhaszbiuh‘ verse ‘No. 158 on
p. 284, under s#/ra 72). lustances of this kind are not rayg ”1!1_
Alarhkara works, I L
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And is it really a matter of high commendation if the
poet only keeps his composition free from the technical
blemishes ? Does it not require a positive individual
merit of its own (no matter whether it is due to Guna or
Alamkara or to any other factor) in order to receive wide
appreciation ? These are questions to which theorists
must have been alive as a result of which they could not
rest satisfied with formulating the character and-
application of Dosas alone but had to look elsewhere for
positive poetic beauty®. Dosahiina as such has no positive
yalue. It relegates poetry to a position in which poetic
beauty is neither marred nor brought into effective relief’.
On the other hand it is equally wrong to hold that
the fault universally mars the poetic effect for it will be
seen hereafter that what is ordinarily understood
to constitute a fault serves to enhance the poetic charm
in certain circumstances when, for instance, it is quite
in keeping with the situation depicted or, in the words of
the later theorists, maintains the rules of propriety
(aucitya). This is how the later classification of Dosas

Jinto” nitye and anitya (classes) arose. We shall have

ample opportunity to discuss it afterwards but here
we may take a single instance in passing. Punarukta

6. Thus Vamana lays equal emphasis upon the avoidance of
faults (dosahana—uvyiti under i, 1, 3. p. 9) as well as the utilisation
of Gunas and Alarhkaras (gupale/mbaradana~ibid) in the matter of
creating poetic beauty. Some of the later writers, e.g., Mammata,
Hemacandra, Bhoja and Vagbhata, follow . him. when they
incorporate at the same breath the absence of poetic faults and
the presence of poetic excellences and figures in their ‘definition
of poetry.

7. Strictly ‘speaking, poetry is not worth the mame unless
xt ,poésesse's poetic beauty." We may remember in this connection
Kuntaka’s well-known line......alasbptasya kavyatvam iti sthitih. na

punal kavyasyalamkarayogah. (V.]. p. 7.1L 3—4).
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(vepetition or redundancy) is ordinarily a poetic fault
but it ceases to be so, nay, it suits the circumstances
admirably® when the speaker is in a fit of compassion
for somebody or is engaged in attracting another’s notice
to some particular object and so on. What is actually
meant, therefore, is not that absence or presence of poetic
flaws as such determines the acceptability or otherwise
of a particular composition but that it is the intrinsic
beauty of a poem (no matter whether it is due to Rasa,
Alamhkara or any other poetic factor) that -makes it fit
for the reader’s appreciation. And when this is existing,
the absence or presence of Doga generally serves to
produce a difference in the degree of charmingness—the
former always helps its appreciation in the sense that it
never hinders it: the latter definitely hinders it unless
sometimes it suits the circumstances which have been
depicted. But, although we may not accept the absence
of Dosa as the single criterion of poetic beauty, its
essential importance in the theory of poetry can never be
too highly enjoined. The priority of the treatment of
Dosa, to the other poetic elements, by almost all theorists
is perhaps not without some significance. When this is
explained, as Gopendra Tripurahara has rightly done, by

8. anukampadyatiSayo yadi kascid vivaksyate |
na dosah punarukto'pi, pratyuieyam alawkriya |
hanyate sa vararoha smarepakanda-vairing |
hanyate caru-sarvangi hanyate madijubhasini |
' (Kavyadarsa, iv. 14=18),
Here the word kanyale is repeated to imply excessive pity,
... Kitn cinlayasi sakhe tvam, vacmi tvam asmi pasya pasyedam |
nanw kirn.na pasSyasidyk ;54.61@ sakhe, sundaram straiwpam, |
. (Rudrata, Kavyalarhkara VI, 35. p. 70). _
Here notice of the friend is attracted to an. assembly .of
beautiful ladies and- so the repetition of the word pa§ya is not

faulty. SR . .
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the popular maxim that evils should be averted prior to
one’s pursuit of welfare®, the propriety of the theorists’
advocacy for the avoidance of poetic Dosas with all the
emphasis they could command, is very eclearly understood.
Man’s first instinet is to live and to be safe from danger,
the question of attaining power and eminence comes next,

This appears to be the general position of Dosa in the
treatment of all theorists—old and new. But the early
writers’ treatment of the theory of Poetry being itself of a
rudimentary character, they naturally conceived Dosa
from a more or less limited point of view ie¢. only so far
as it was connected with the abda and the artha. The
Rasadosa did not naturally find any place in their system
although some such idea of aueitya or propriety, the
breach of which lies at the root of all Rasadosas, appears
to have struck them when they spoke, as has been already
noted, of Dosas ceasing to be such. They did not, of
course, mention the word aucifya explicitly but, neverthe-
less, the spirit was there and it is not improbable that they
supplied crude materials for the logical development of
the idea of aucitye in the later theory of poetry,
Moreover, they could not clearly discern to what extent
Dosa mars the poetic beauty —whether it stands as a
solid block to its appreciation or it lessens the poetie
charm existing in a particular composition or it completely
destroys that charm so as to exclude the composition
concerned from the range of poetry. The questioh of these
finer distinctions in the nature of Dosa did not arise
till the Post-dhvani writers*® Candidasa and, following

o. ‘Ustanuvartandt kuryat  praganista-nivarianam’ it nitya
gundlamkaradanat pirvam dosahanam eva kaving kariavyam iti
sticayituin dosahanasya prathamato nivdesal kriah.  Kamadhenu,
on Vamana 1, 1, 3. (Il 3+5, p. 10°). . Lo

© 10, Kavyaprakasadipika, p, 13, Kavyapradipa, p. 170, _1""‘_1'19
‘and Sahityadarpana, p, 9. 11, 310 and p. 11. 11, 1-8, o



GENERAL POSITION OF DOSA 7

‘him, Viévanitha and specially Govinda took it up. The
Pre-dhvani theorists appear to deal with the broad aspect
of the subject from only a commonsense point of view,
namely, that the Dosas are bad and as such they should
be avoided and in their treatment Dosa generally
possesses a character opposite to that of Gunpa. This
will be explained as we proceed with the Guna Doctrine
of different theorists of this period. The Post-dhvani
writers, however, judge Dosa to be a poetic element
that remains subordinate to Rasa (just like Gupa and
Alarmkara) but since the word and its sense are means
for the manifestation of Rasa they could not avoid
reckoning the Sabda- and artha-dosas as well.




CHAPTER 1.

PLACE OF LAKSANA GUNA AND
ALAMEKARA IN BHARATA’S
NATYASASTRA.

- Bharata’s Laksana as read by Abhinavagupta.

In the previous chapter we have briefly discussed the
general position of Dosa in the treatment of poetic
theorists—old and new—in order to examine how far the
absence of Dosa can be treated asa source of poetic
charm. Now, before we take up the subject of our
study proper, namely, the histerical development of the
Concepts of Riti and Guna, we propose to explain, in this
chapter, the broad character of the elements Gunpa,
Laksapa and Alamkara as they are found in the Natya-
§astra of Bharata, the earliest extant work on Dramaturgy
which contains materials for the later development of a
systematic heory of poetry. This will involve a discussion
about the mutual relationship, if any, of these elements
and the context in which they occur i. e. their relationship
with the main current of Bharata’s treatment. Incidentally,
we shall discuss an important and interesting topic,
namely, the peculiar nature of Bharata’s Laksana as read
by Abhinavagupta and deduce therefrom the chronologi-
cal relation of Kuntaka and Abhinavagupta.

Bharata’s Natya$astra, as the very name of the work
shows, deals with dramatic techniques and as such his
Gunas, Alammkaras ete, have ultimately to be judged
according to the part they play towards producing the
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dramatic effect i. e. towards the realisation of (dramatic)
Rasa. Abkinaya (representation) is, in Bharata’s theory,
a very important factor in the realisation of Rasa because
it very clearly brings out the respective functions of
vibhava and anubhiva® of a particular Rasa. Bharata
and, following him, later writers of Dramaturgy enumerate
four different types® of abhinaya, viz, (1) angika (gestural),
(2) vacika (vocal), (3) sattvika (internal—conveyed by
the manifestations of internal feelings) and (4) aharya
(extraneous—conveyed by dress, ornaments etc.) Of these
four, the first three are wvery intimately associated* with

1. Strictly speaking, no distinction is possible between the
dramatic Rasa and the poetic Rasa because Rasa is a peculiar
cittavytti which the spectator of a dramatic performance ‘and the
Reader of a ‘avya may equally experience. Here the expression
is used loosely in consideration of the special branch of study .
(Dramaturgy) which forms the subject at hand.

2, bhavabdhinaya-sambandhan sthayibhavans tatha budhah |
asvadayanti manasa, tasman natyarasah smytalh, |
Nityadastra (K. M, edn.), VI, 34.
loka-svabhavasamstddha loka-yatranugaminal, |

anubhava bibhavasca jTievastvabhinayair budhaih. |
ibid, VII, 6.

The Chowkhamba text (vi, 33) reads dkavabhinaya-savayuktzh
and sthayibhaval (in the first two feet of verse 1 above) which are
apparently incorrect, The terms wvibkava and anubhava need
hardly be explained to an advanced student of Sanskrit Poetics,

3. @hgiko vacikascaiva hyaharyal sattvikas tatha.

jRevas tvabhinayo vipras caturdha parikalpital |
‘Should not viprah be vipraih ? " ibid, VI, .
4. vibhavenoddhtto yo'rthastvanubhavaisca gamyate. |

aganga-sattvabhinayail sa bhava ili sawgmital. |
i g ibid, VII, 1.

vibhava iti hasmad ucyate, vibhavo vijfanarthal. wibhﬁvmnte’

nena v@yangasaltvabhinaya ityato vibhavah.
' - ibid, under VII, 3.

Similarly...anubhava...ili kasmat...... ad ayam anubhdvayati..
vagangasattvakylam abhinayam. : ibid, under VII, 4.

2
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bhava, bibhiva, anubhiiva ete. The angabhinaye has been
discussed at great length in six chapters (VIII-XIID).
Then begins the treatment of vacikablanaya or valkya-
blhinayain ch. XTIV of the K. M. text and ch. XV of the
Chowkhamba text’. One would curiously note the
strikingly small number of verses in ch. XIV of the K. M.
text, compared with the number in ch. XV of the other.
This is due, as the editors of the Ch. text have noted in
the foot-note (p. 169), to the fact that 108 verses from the
beginning of the chapter are found only in the Ku pustaka

5. Itis very interesting to note that the two printed texts of
the. Natya-§astra, which we have mainly consulted, maintain
considerable difference in reading and arrangement in many places,
The Chowkhamba text appears to have a greater number of verses
in all the chapters (except in ch. VI where both have 83 verses)
than the Kavyamils text. The principle of arrangement is almost
the same upto chapter VIII in both the texts, But a variation
continues from chapter IX. The Chowkhamba text has 207 verses
in this chapter named as hastabhinaya and the next chapter that
deals with $arirabhinapa has got 55 verses. The K. M. text, on the
other hand, includes the matter of both these chapters in a single
chapter (¢, e. ch, IX named afgdbkingya) which is a very long
one comprising in all 247 verses (é. e. 194 against Chowkhambu's
207 plus 53 agains; Chowkhamba’s 55). The arrangement in some
of the subsequent chapters is as follows t~ '

Ch, text . K. M. Text
Chapter name o number of | Chapler name nuspber of
s : verses verses
XI.  Carividhana .. 100 X. Carividhana .. 69
XII. Mandalavidhana e+ 57 | X1 Mandalakalpana ... 58
- XIIf. Gatipracara o 227 | XII. Gatipracara - ... 192
X1v, Pravyttidharma- ‘ XL  Karayuktidhar-
o vyafijaka, ool B3| nivyafijaka e 64
XV. Vicikabhinayacchans = XIV. Vacikabhinaye
w0 dovibhaga I § {¢) chandovidhina .., = 1

X VI :Chandoviciti. . . o 160 [ XV, Chandovrttavidhi .. 167
XVIL Vagabhinaya -+ 123 | XVL' Alarhkaralaksana ... 118
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probably corresponding to our Ch. text. The first few of
these 108 verses emphasise the importance of vagabhinaya
(tasmad vacal paraiw nasti vak hi sarvasya kiranam
XV, 3c-d, Ch. text) on the ground that it is words which
make up the body of all sastras (vanmayaniha Sastrans
XV, 3a) and that other kinds of representation serve only
to help the vagabhinaye by giving a poignant . effect to it
(anga~nepathya-tattvani vakyarthain vyafjayanti hi. XV,
2a-b) implying thereby that they are all subordinate to
the vacikabhinaya. The latter portion of this chapter,
however, deals, rightly according to Bharata’s pronounce-
ment in the last verse of the previous chapter (punasco
vakyabhinayam yathavad vaksye = svara-vyaiijana-varne-
yutam X1V, 83c-d, Ch.T.), with vowels and consonants
as well as their place of utterance and the different types
of words (nama, akhyata etc). As letters are the units. of
words and words constitute the units' of language,
Bharata proceeds to discuss. these together with a
scheme of metres (chandas) which covers the last portion
of this as well asthe whole of the subsequent chapter.
These are, after all, merely an elementary discussion about
vacikabhinaya of which the treatment of Laksanas,
Dosas, Gupas and Alamkaras in chapter XVII (Ch. text)
constitutes the literary aspect and therefore the most
important part. The general theoretical position of these
clements appears to be that they constitute the beauty
or otherwise of the language in which dramatic charac-
ters speak, and this is the only -way in which their
inclusion under the vacikabhinaya can be justified.

But it must be remembered that the part which these
clements, as embodied in vacikabhinaya, play in calling
forth Rasa in Bharata’s treatment, has been very remote
and it is probably for this that Bharata’s successors in
the Pre-dhvani schools judge their position on their own
merit and not in relation to Rasa, which had not been
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assigned much importance in their theory of Pootry.
Even Bharata himself does not appear to have been
particular about the application of these elements
éxclusively in connection with drama. His indiscrimi-
nate use of the terms AZeya and watale® in the same
context in many cases goes directly against that position.
It possibly shows that either the later theoretical distinet-
tion between the drsya and $ravya varieties of katvya was
not much favoured by Bharata : or even if it were, he
expected his readers to understand the term kavya as used
by him to mean nafaka from the context ie. the subject
of his treatment. The first assumption justifies the
position that he did not maintain any great theoretical
distinction between the aforesaid types of poetry and
quite naturally the technical elements of Dramaturgy, as
advocated in his school, found a permanent place in the
theory of poetry : the second is unwise, for a scholar who
himself understands the peculiar character of two distinet
objects would never ask others to ignore it.

No attempt has, however, been made by Bharata to
connect the elements of Laksaya, Alamkara, Dosa and
Gupa. either mutually or with the main current of his
treatment. These are brought in abruptly without any
sufficient introduction, except that in the last verse of the
chapter dealing with metres, he remarks :
vrttarr evaimn tu vividhair nandechandal-sam udbhavail
kavya-bandhas tu kartavyal ga_ifz?miﬁzéallakga{a&m:im{z, o

~ (XVI, 169. Ch. T.)

6, vaci yatnastu kartayyo natyasyeyan tanuly smptza | (XF2a-)
kayyabandhas tu kartavyah satts tiSallaksananvitah | XV /1,
169,
...... Sabdacyutam vai dasa tavyadosah | XVII, 884.
v ete dosastu vijTieyah shribhir natakasrayah | XVII, 95a-p.
i . . @l inCh.7), .
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At the commencement of the next chapter, Bharata
discusses in some detail 36 varieties of dramatic
Laksanas”. Next in context comes the treatment of
Alammkaras or figures of poetry of which four (namely,
upami, rupaka, dipake and yomake) are mentioned,
defined and classified. They are followed by the treat-
ment of natakasraya dosas, which are also called kavya-
dosas, and which, like the Gunas that come after them,
are enumerated asten in number. Here Bharata’s text
runs thus :— ’
eblir arthakriyapeksaih kavyam karyam tu laksanaily |
ata wrdheain tu vaksyami kavyadosamstathavidhan®
; (XVII, 87. Ch. T.)
From this, one may aptly be led to understand that
Bharata has included the Alamkaras under the scope of

7. The Laksanas do not separately exist in ‘the treatment of
poetic theorists, except in Jayadeva’s Candraloka and in the chapter
on Dramaturgy in Visvanitha’s Shitya-darpana. The functions and
characteristics of some of the Laksanas (as mentioned in the K, M,
text) are attributed to Gunas and Alarhkdras by some of the pre-
dhvani writers ; while later writers like Visvanatha 'include some
of them under the Natydlarkaras. It is remarkable at the
same time that the . Laksanas, as mentioned in the Ch, text,
are almost the same as those found in Visvanatha, excepting prapti
and ksubha which receive the names of /%apli and sasksepa in the
Sahitya-darpana, (Ch. VI, Kar. 434, pp. 365-G6).

8. The K. M. text reads, (X VI, 83)

ebhivarthakviyapeksam kavyam karyawm tu laksanaih |

ata Ardhvam pravaksyami kavy adosah samasatah |
Kavyadosah “is . evidently corrupted in place of kawyadosan.
Another difference is noticed with regard to the word artka-
kriyapeksam. The K. M. text appears to have the sanction of
Abhinava on this point, However, it is immaterial  whether
arthakriyapeksa refers to kavya or Laksapa so long as we generally
accept Abhinava’s likely interpretation of this word as arthakriyayam
rasacar vapayam yuktant .. (p. 311, 0P, cit),
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his Laksanas and there is no denying the fact that his
own treatment has left no clue for the distinction of one
set from the other. On the contrary, he appears to
confuse the issue still further when he defines a particular
Laksana in terms of Gupas and Alamkaras®. It seems
that Bharata’s definition and classification of Laksana,
Alarhkara and Gupa are somewhat dogmatic. The funda-
.mental distinction between these three classes of poetic
elements is hardly apparent, and some of the characteris-
ties of Laksanas may as well be considered as belonging
to Alamkiras and Gunpas. Apparently an early writer
like Bharata does not mean to imply any theoretic
distinction between Laksanas, Gupas and Alamkiras,
but accepts and repeats traditional nomenclature and
takes them all as beautifying factors of poetry generally,
_just as in Bhamaha and partly in Dandin the distinction
between Gunas and Alamkiras is not ver vy sharply
mchcated

“In this connection, we may note Abhinava’s peculiar
views on Bharata’s Laksanas. While commenting on
Bharata’s Laksanas in ch. XVI of the Abinavabharati,
Abhmava. refers to a number of views on the position of
the Concept of Laksana in poetrv” He remarks in
_connection with the verse KV 167 K. M. T. (=XVI, 169
Ch. T. quoted above) that the Laksanas are the most
important factors in karya-bandha and the treatment of
other elements comes as a matter of course in their

9. alamkarair guhaz’fcaiw bahubhih samalambrtam.,

bhusanatr iva cztmrthazs tad 6husanam it smytam.
(XVI, 6, Ch. T, )

Does this indicate, to some extent, ‘the comprehensive

o character of Laksana ?

~10s . Mr. V. Raghavan has fully dealt with - these views in his.
paper-on ‘The Concept of Laksapa in Bharata’ in Journal of
Qrientgl Research, Madras (Vol, V1, pp. 54-82), k :
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connexion'!, Later on, while he introduces Bharata’s
treatment of Alaikaras, he says that Laksanas constitute
the body of kavya i.e. poetic expression which is embel-
lished by the Poetic figures on the analogy of human body
being adorned with ornaments’®. Then again, while
commenting on the verse yatkificit kavyabandhesu
sadrSyenopamiyate ete. (XVI, 42, K. M. text) that
defines Upama, Abhinava remarks: Fkavyabandhesu
kavya-laksanesu satsu ityanena gaurive gavaye 14 niyam
alamkara oty darSetam  (p. 308). Here the Laksana has
been clearly identified with kavyabandha i.c. poetic speech -
itself and naturally it involves all the necessary charm
that makes poetry what it is. This view has been more
clearly set forthin the lines that come immediately after-
wards and run thus :—dandho gumpho bhapitir vakroktil
kavivyapara®® iti hiparyayat laksanas tralamkarasinyam

11, Laksapanyeva hi pradhanam. laiprasaige graha(guna)s
lawkars uti. (p. 289, op. cil.)

12, evam kavi-vyapara-balad yad asthajatarm leukikat svabha-
vad vidvamanain tad  evae laksapam ityuktam. taira (lisya ?)
$urirakaipasyalamkara adkund vaklayyah. lanniripayitum uddiSiti
upametyadi . ( XVII, 43, Ch. T. ). kavye tavallaksanam Sariram. .
tasyopamadayas trayo'vihabhagah. yatha hi pythogbhiitena hiavena
ramani vibhusyate tathopamianena Sa$ind. elatsadySyena , va. kavi-.
buddhi-parivariamanatvat  prihaksiddhenatva  prakyta-varpaniya-.
vanitagvaianadi sundarikrivata iti ladevalamhbaral (p. 307. op cit)

- 13. Anticipating an objection that if Laksana is equated with.
 kavivyapare, it should have innumerable varieties instead of
thirty-six, Abhinava replies that these are the principal varieties,
others may be similarly enumerated if the poet so feels ( sattrimsad .
iti ca nanyadi-varana-param(l); kavi-hydayavarttinam api parisai-
khyepatvat kintn bahulyena tavad iyalapaksavyaptam(?) iti. ca-
kaving vadhatavyam p. 289, op. ¢il.). Indeed, such a comprehensive
poetic factor brooks only two types of enumeration—either a -
single variety having a very wide sphere or - innumerable
varieties-—each occupying a narrow scope. '
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apt na wirarthakem (p. 308, op. cit. ). This remark
undoubtedly reminds one of Kuntaka’s theory of poetry
and the individual skill of the poet that underlies it. In
another place Abhinava refers to the view of his
upadlyaya** (meaning Bhatta Tauta, author of the
Kavyakautuka) in connexion with the relationship
between Laksanpa and Alamhkara and remarks wpadhyaya-
matavtu  daksanabalat  alainkaragai  raicitryaom®

14. Abhinava  often mentions  Bhattendurdja  (%locana
p 160, 1. 6) and Bhatta Tota (or Bhatta Tauta...Clocana p. zg, 1.9
and p. 78, 1.7) as his upadiyayes. Who is being specifically
referred to here 2 It is interesting to note in this connection
that Bhatta Tauta’s name is found very frequently mentioned
in the Abhinava-bharatl, In the present case Abhinava does not
mention him by name but later on he has told us in one place
(ch. X1X) that in the opinion of Bhatta Tota Laksapas along with
other poetic factors, Alarikadra, Gupa, etc. help the suggestion
of Rasa. He says :—tatha coktarh bhattatotena, )
laksanalamkytiguna dosal Sabdapravyttayah |
Vryttisandlyanga-samrambhaly samharo yaly kavel kila y
anyo' nyasyanukiilyena sambhiiaiva samutthitarh |
Jhatityeva rasa yatra vyajyante hladibhir gunailiy

We know nothing about the treatment of Laksana by the other
gury of Abhinava, namely, Bhattendursja. It appears, therefore,
that Bhatta Tauta, and not Bhattendurdja is referred to by
Abhinava here.

15, Here, the term wvaicitrpa may have two meaninps—
(1) manifoldness and (2) charmingness. Abhinavagipta apparently
uses it in the first sense when, following his upadiyaya, he
understands the Laksanas to be factors that serve to multiply
three of the four Alamkaras of Bharata into many. But when
we go through his remarks in connection with the individual
Laksanas it appears that he has accepted the second meaning too.
While explaining the technical Laksana, Gunakirtana, he savs :
Laksanani hi alawkaran api cilrayanti, Here, Abhinava is taking
citraganti to mean beautify (as his use of the word ap/ would
imply). Now, if the Laksana is to be *izpaserira or. poetic



LAKSANA GUNA ETC. IN BHARATA 17

agacchati. tatha he gunpanuweada-namna laksanena yogat
pradarnsopama, atiSaya— namno (@?) *tisayokiih, manora-
thakhyenaprastuta-praSainsa, mithyadhyavasayenapahna-
{0/ TR et (p. 308).

~ Now although such peculiar views, namely that (1) the
Liaksana is identical with kavyabandha instead of being
one of its beautifying factors and that (2) its presence
accounts for the multiplication or charmingness (vaicitrya)
of the Alamkaras may not strictly fit in with the treat-
ment of Bharata where there is a clear tendency for embel-
lishing the karyabandha as much by the Laksanas®® as by

expression, it itself stands in need of extraneous decoration and
as such it cannot be taken to beautify the Alarhkara. Either
it must not be looked upon as ka@gya-$arira or, if it should, it must
cease to be a beautifying factor. Abhinava would probably
justify himself by saying that an object, which has an exquisite
grace of its own, may serve to cast into the background even the
beauty of its decorating factor. In that sense Laksana may be
said to beautify even the Alamkdra. In this connection we may
remember the well-known lines of the Kuméarasambhava :

anyo'nyasobhajananad babhiiva |

sadharanpo bhiisanabhiisvabhavah | (7, 42 cd.)

Where Parvati’'s necklace and her breasts have heen taken to
beautify each other.

16, When Bharata explicitly said that Zavyebandha should
be endowed with 36 Laksanas (sattrimsallaksapanviiah XVI, 169,
Ch, T,} it appears strange how it can be identified with that poetic
factor. It should be noted, in this connection, that after we had
studied Abhinavagupta’s treatment of Bharata’s Laksanas and
written out this chapter of our work, we had the kind privilege of
discussing it with Prof, 8. P. Bhattacharyya in order to be fortified
in our finding., He then closely studied the individual Laksanas
of Bharata and told us that Bharata's Laksana might well be taken
as an ‘elastic Poetic Principle’ which, like Kuntaka’s Vakrokti,
includes, within its wide scope, other poetic elements. He
expressed his willingness to write a separate paper on Bharata’s
Laksanas, where he would maintain Abhinavagupta’s position
that Bharata’s Laksana is much more than a poetic element. like
Guna and Alarhkara. We are eagerly waiting to see an independent
paper from the learned pen of the venerable professor.

3
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the Alasnkaras and the Gunas and swhere many of the
Alarmkaras mentioned under the name of Abhinava’s
upadhydya are conspicuous by their absence, they un-
doubtedly carry some amount of historical importance
since they tend to show the relationship of Abhinava’s
Laksapa with the theory of Vakrokti and to determine
the chronology of Kuntaka and Abinava as well as the
‘ultimate source upon which both of them are probably
drawing. Considering all the remarks of Abhinava
quoted above, one would form some definite idea of
the characteristics of Laksana. They are :

(1) Laksanas are essential in kavya : other poetie
elements stand subordinate to them.

(2) The scope of Laksana is as wide as karyabandha
or poetic expression in general.

(8) Alarnkaras augment the beauty of the rarya-
bandha, hence of the Laksanas. :

(4) Laksapa has got a natural grace of its own
due to the peculiarity of the poet’s individual power by
reason of which it serves to make poetry acceptable
even without further embellishments and in absence of
which poetry becomes flat and vapid and consequently
unworthy of the name of it. :

. (5) The presence of Laksapas adds to the charm
of the Alakaras ie. Laksana is also a beautifying
factor of Alarnkara. e e

Now, in the wide range of Abhinava’s Laksana, one is
naturally inclined to read the comprehensive character
of Kuntaka’s Vakrokti. Secondly, the peculiarity of
phé poet’s skill involved ixi the natural grace of Abhinava’s
Laksana or kavyabandha has its counter-part in the
vaidagdhyabhangi of Kuntaka. ~And lastly, the capacity,
which Abhinava’s Laksana possesses for giving a poignant
effect to. the charm of the Alamkaras, clearly ‘reminds
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one of Bhamaha’s Vakrokti which lies at the basis of
all Alamkaras (ko’lamlkaronaya vint—Bhamaha, ii. 85d.)
Moreover, Abhinava’s quotation of Bhamaha’s line saisa
sarvaiva vakroktir anayartho vibhavyate ( p. 289, op.cit. )
in support of his description of Bharata’s Laksana and
his explicit use of the terms gumpha, bhanits, havi-
vyapare ete. ( so well-known in Kuntaka ) adequately
~ testify to the fact that Abhinava was thoroughly acquain-
ted with the theories and principles of cither Kuntaka
himself or some earlier theorist who formulated the
same liné of opinion. Now, amongst the earlier theorists,
we know that only Bhimaha expounded a theory of
Vakrokti as the basis of all Alamkaras butit may be
easily seen that his conception of Vakrokti was not sb
mature or developed as could be utilised by Abhinava
in connection with his treatment of Bharata’s Laksanas.
The terms and expressions used by Abhinava are
undoubtedly those of Kuntaka and this makes it highly
probable that the Vakroktijivita appeared earlier than
the Abhinavabharati and Abhinava quite consciously
identified  ( Bharata’s ) Laksana with Kuntaka’s
Vakrokti. When, in ascertaining the date of Kuntaka,
Dr. A. Sankaran noted the similarities in Abhinava’s
works and Kuntaka’s Vakroktijivita (p. 119. “Some
Aspects of Literary Criticism) and remarked (p. 120)
“probably the Vakrokti-jivita appeared late in thé life
of Abhinava,” he probably did not go into the details
of Abhinava’s treatment of Laksana. The truth, however,
seems to be that Abhinava utilised portions of the
treatment of Kuntaka but did not quote him anywhere
by name because he was not much earlier than himself
and the views expounded by him had not, still then (and
in fact never), been established ‘in the Sastra. Dr.
Sankaran rightly observes that though the *Vakrokti-
jivita “put forward a different theory, it did not demand
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serious consideration from a greater thinker like Abhinava
because it recognised adequately the importance of Dhvant
‘and Rasa in poetry...... Y (dbid ).  Another probable
conclusion is that both Abhinava and Kuntaka are drawing
upon one and the same source and this is the Kavyakau-
tuka of Bhatta Tauta whose work is unfortunately lost
to us but whose views are quoted by later writers like
Capdidasa (°dipika, p. 7), Ksemendra (Kar. 35
Aucityavicaracarced ), Hemacandra (pp. 3 and 316
Kavyanuédsana ) and Rueaka (p. 13, 1 23. Vyakti-
vivekavyakhya).

It is clear from their remarks that Bhatta Tauta
emphasised the individual power of the poet in the
composition of poetry ( tasya karma smrtaie Favyowmn )
and certainly he was the first to note this fact and
Kuntaka only derived it from him. Now, the close
similarities  between the character of Abhinava’s
(interpretation of Bharata’s ) Laksana on the one hand
and Kuntaka’s Vakrokti on the other make it probable
that both of these theorists are indebted to Bhatta Tauta
for the formulation of the theories of Laksana and
Vakroktl, in both of which kwvivyapara plays the most
important part. Kuntaka appears to have been inspired
by the teaching of Tauta which he critically combined with
the views of Bhamaha in order to expound his theory of
Vakrokti. Abhinava naturally subscribed to his guru’s
views on Laksapa and did not mind borrowing the
expressions and terms of a theorist who humbly acecepted
one of the main teachings of Abhinava’s venerable guru
although he used it for a different purpose, namely, the
formulatlon of a theory which deviated from the beaten
tracks of the Sastra By utilising the treatment of
kKuntaka, he has indirectly glorified his own gessw Tauta,




CHAPTER IIL

THE GUNA DOCTRINE IN
BHARATA.

The general theoretical position of Guna in Bharata’s
scheme of Dramaturgy has been already determined.
We have seen that this element theoretically constitutes,
just like Laksana and Alamkara, the beauty of the
language in which dramatic characters speak, justifying
thereby its inclusion under the wvacikabhinaya. It has,
at the same time, been suggested that Bharata’s Gunas
(as well as other embellishing elements of drama) have
nothing peculiar in them so as to make their presence
impossible in poetry. With this assumption we now
proceed to examine, with the help of available materials,
the Guna Doctrine in Bharata’s Natyaéastra.

It is somewhat remarkable that no writer of the pre-
dhvani schools, with the exception of Vamana, offers a
general definition of Gupa. All these early writers have
thought it sufficient to mention the different Gunas as
undefined excellences of poetry, assign a place to them in
their systems and merely describe and classify various
kinds of such excellences.

Of Vamana’s predecessors, Bharata, as we have
already noted in the previous chapter, makes the Gunas
(along with Dosas and Alamkaras) theoretically
subordinate to Rasa not .directly but only through an
indirect association (parampara-sambandha). His Dosas,
however, unlike those of Vamana and others, constitute
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positive entities® and the Gunpas are described as the
negations of these Dosas®. In this connection, it may
be noted that each of the Gunas of Bharata is not, in fact
the opposite of a corresponding Dosa alt-l}m!gh Gunas
like his Madhurya (XVI, 98, K. M. T.) and Slista (XVT,
94, K. M. T.) may be construed in some of their aspects,
as the opposites of Dosas like Ekartha (X VI, 88, K. M. T.)
and Arthahina (XVI, 86, K. M. T.). Perhaps it is not
meant that each of the Gunas should be strictly regarded

1. Jacobi is probably right in remarking that the Dosas have
been treated as positive entities from the commonsense point of
view, for it is easier to find out a fault and grasp its function,
while an excellence is more conveniently apprehended by consider~
ing it as a negation of an easily understood fault. (Sb, der
preuss, Akad,, xxiv, 1922, p. 223 referred to in 8, K. De,
Sanskrit Poetics. Vol, 11, p. 14)

2. TheK. M. text, after mentioning and defining the Dogas
(XVL, 84-90) reads: guna viparyayad esah madhuryaudarya-
laksanah (XVI, o1 c-d), The reading has the sanction of Abhinava-
gupta, but what should be the exact meaning of the term viparyaya
here 7 If viparyaya is to mean ‘opposite’, it is difficult to see why
Madhurya and Audarya only should be specifically mentioned here
leaving all other Gupas, The Ch. text reads : e/z eva viparyasta
gunah kavyesu kivtitah (XVII, 95c-d). From Abhinava’s comments
it appéars that we should understand by the teim viparyaya
negation i.e. absence or ‘non-existence’ and not ‘opposite’.
Abhinava distinctly remarks elad-dosa-vighate evs guno bhavalit-
yarthah,  hi-viSesanair ityaha madhuryaudarye laksape=ankau
yesam. It is probable, therefore, that Madhurya and Audarya are
mentioned to restrict the scope of the Gunas, It should not be
understood that wherever these Dosas are absent, there exist
Gunas. gund viparyayat ete., means that Gunas must keep clear
of these blemishes and they must be restricted to that special set
of ten vig, Madhurya, Audarya etc,, which has been enumerated
here, When viparyaya is taken to mean ‘opposite’ the names
”Msdhurya and Audarya are not necessary ; When it means afhaya
they have a significance, : ‘ N
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as an opposite of an already defined Doga. For in that case
it would have been enough if the definition of a Dosa were
given, and there would have been no need for defining the
corresponding Guna separately, as the Guna could be
easily deduced from the Dosa defined. It may be
suggested that each Gupa is to be regarded as the
opposite of some Dosa or other, and not necessarily of
those alone which are defined. Thus, it is possible to
imagine a set of -ten Gunas, corresponding to the ten
Dosas, and these may or may not correspond to the ten
Gunas formally enumerated by him. This, perhaps, finds
a parallel in the two sets of Dosas and wiparyayas
respectively, hinted at by Dandin and explicitly stated by
Bhoja®, one of which constitutes the formally defined
Dosas and the other constitutes the wiparyayas of the
defined excellences. Butsince Bharata has not given us
any slightest suggestion to that effect it does not appear to
be wise to take recourse to an ingenious way of conceiving
an imaginary set of Dosas or of Gunas simply to ascribe
the meaning ‘opposite’ to the word viparyaya as” some of
the later writers have done. It will, therefore, be more
reasonable if we agree with Abhinava that wiparyaya
should mean wigh@ita i.e. absence or nonexistence. From
Abhinava’s remarks® in connection with Bharata’s descrip-
tion of the Dosas itis clear that poetry, in Abhinava’s
opinion, satisfies its definition, even without further
embellishments, provided it be marked by a conspicuous

3. Sarasvati-kapthabharapa, p. 24. The second set of Dosas
which are the opposites of corresponding Gunpas has been termed
aritimat | { guudnam dySyate yatre Slesadinam - viparyayah ).
Prakséavarsa also follows this procedure. Rasirpavilarhkara a
work of the last-named writer, was published (in Vol. V. No. 1
of the L. H. Q.) by Pandit V, Venkatarama Sarma,

4. etaddosavihinam etc. quoted above on p. 2. Ch. I,
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presence of Rasas, free from the faults mentioned
before, and it succeeds in giving pleasure to the reader.

Tt may be asked that since the Dosas, as the very
name suggests, constitute factors which should be
carefully avoided, how is it that they have been treated by
Bharata ina context which deals exclusively with those
elements that go to enhance poetic beauty ? The reason is
not far to seck. We have only to remember that the
Dosas in Bharata’s work precede in context the Gunas ;
it is enjoined at the outset that the composition should
be ‘faultless’, so that the reader may stand on a standard
basis and prepare himself for the appreciation of poetic
excellences that are described immediately afterwards. The
post-dhvani writers, too, suggest in more than one place
that absence of fault itself is a great merit.” The
Kamadhenu states that it is admitted on all hands that
the Dosas have a deterring effect on poetry, but how can
they be avoided unless their nature has been fully under-
stood 2° It is also necessary to remember in this connection
that later writers like Bhoja, PrakaSavarsa and others
have divided Gunas into three classes, of which one deals
especially with Dosas that have ceased to be such on
account of their not marring the poetic effect under special
circumstances. With reference to such Dosas Govinda

5. amyo gupo'siu va mz'ste mahan nirdosata gupal {Kedava-
midra’s Alammkara-§ekhara, ii, 1. p 14)

apadosataive vigunasya gugah (Kavyapradipa, introduction to
to VII, 1, p. 168).

6. saundarvasya — gupdlamkira-ghatita-carutvasva - aksepal
- svasthanal pracyavanan lasya hetavas lathavidka dosah kaving
jRalevya ilyanena dosa-jAanasyavasya-kariavyatokia, tesam
aiane parityagaimanal phalasya durlabharad iti bhavah.

Commentary on Vamana’s introduction to 11fi/1, 1. 46,
p- 39)-
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and Viévanitha, however, use the term Guna by upacira
(7. e. secondarily )" ; but in their opinion such Gunas do
not fall undér the category of the technical excellences.
It will thus be clear that theorists of all ages have dealt
with Dogas and Gunas side by side, and have even
tried to establish a relation between the two elements ; and
readers and aspiring poets had to study both carefully, so
that the one might be avoided and the other utilised.

The early writers on Poetics apparently regard Dosas
and Gunas as absolute entities,—that is, they are taken by
themselves, and not in relation to Rasa as attributes or
absence of attributes, conducing to its development or
non-development. Although some of these writers take
Gupa as dosabhiva and others consider Dosa to be
gunibhava, they all agree in this that both these elements
constitute entities which can remain independent of any
other constituent element of poetry. The term viparyayd
which almost all of these ecarly writers use in connection
with Gunas and Dosas, has puzzled commentators and
scholars. Our task, however, will be simplified if we take
the word to mean abhava, anyathabhave or vaiparitya
according to the tenour and treatment of the writer who
uses the term.

As has been already said above, it would be an useless
attempt to find in the specific Gunpas of Bharata always
a direct opposite of the faults previously mentioned by
him ; for while presenting, in a few cases, the opposite
of some of the aspects of the Dosas, his Gunas have often
been given independent definitions. These definitions are,
however, not always easy to grasp. Bharata’s text itself
is uncertain, and as is generally characteristic with an

7. dosasyapi...kvacit tu bhakio gunpavyavehBiah (Kavyapra
dipa, p. 352. Introduction to vii, 11). See also Sahityadarpana,
vrtti under Kar. 589, p. 487. ‘

4
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early theoriser, his treatment is often unsystematic and
confused. The later sources which now exist to enlighten
us as to the views of Bharata scem to have lost the spirit
of Bharata’s treatment. As for instance, Abhinavagupta,
on principle, reads the views of Vamana into the Gunas
of Bharata. He has tried systematically to attribute to
Bharata’s treatment the twofold character of cach of
Viamana’s Gunas, both as a $abda-guna and as an artha-
guna. It is possible that Abhinava thinks that Vamana
deduces his two classes of Gunas, relating to Sabde and
artha, from Bharata’s composite definitions which, in his
opinion, give indication of this twofold aspect in each
Guna. Both Hemacandra and Manikyacandra, again, who
criticise the Guna-Doctrines of Pre-dhvani writers
adheéring, in the main, to the views of Mammata, scem,
in spite of minor diffevences, to have drawn upon one
ultimate source which cannot now be traced. Their
words and expressions  coincide eerbatim in  many
places.  Both refer to the views of Bharata in
connection with each of the Gupas of Viamana
and Dandin. They do not.always quote Bharata but
often summarise his views®. In their attempt to trace
the development of the Concept of Guna, Hemacandra
and Manikyacandra apparently indicate that Viamana
establishes his own view by a criticism of Bharata’s

8. So long as we had to depend entirely on the K. M. text
of this chapter of the Nitya$astra, the views of Bharata on
some of the Gunas, as referred to by Manikyacandra and
Hemacandra, appeared strange and could not be reconciled with
the readings of the only available text. The definitions of
Bharata’s  Samatd, Samadbi, Ojas, Arthavyakti and Udarata
as presented by Manikyacandra and Hemacandra are different
from those found in the K. M. text. The recent publication of
the text in Chowikhamba, Benares Series, has thrown {urther light
on these points and made most of their remarks intelligible,
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treatment, and that Vamana himself has sometimes® been
similarly criticised by Dandin. Thus Abhinava, on one
hand, and Hemacandra and Manikyacandra, on the other,
seem to have viewed differently the relation between
Bharata and Vamana, inasmuch as in  Abhinava, the two
theorists are made to represent identical views about the
Grunas, while in Hemacandra and Manikyacandra, Vamana
is supposed to criticise and oppose Bharata in establish-
ing his own system, sometimes to prepare the way for
Dandin. Inthe latter case, however, we are confronted
with chronological difficulties, for here we have to accept
the position that Dandin came after Vamana.°

9. While discussing the development of the Gunas Samadhi,
Arthavyakti and Kanti, Hemacandra and Manikyacandra appear
to hold that Dandin established his definitions of these Gunpas by
overthrowing those of Viamana. Thus, Hemacandra remarks
(commentary on Kavyanusisana, pp. 197-98) :

arthasya gupantara-samadhanal samadhir iti bharatah, .. .s0'yam
aliSayokti-veSesa ili vamaniyah. tasmad arohavarohakramah samadhih
...... tadidatn  guru-laghu-sa¥icayayor anyo'nyantaranam iti dandi.
tasmad anya-dharmasyanyatra samadhanat samadhil,

Similarly, Manikyacandra remarks ( °sarhketa, p, 193) in
connection with the Guna, Kanti :

Srotramanah—pritikyt kaniam iti bharatah. madkuryam evedam.
tasmad aufjvalyain kantir iti vamanah......0fasi aujfvalyates ( Hem-
candra reads 0jo’pi aujjva.yajogat) tarki kantih., tasmal lokasimanatis
Eramal kantiy iti dandi.

We shall see later on that the character of the Gunas ascribed
here to the treatment of Vamana and Dandin really correspond to
the definitions given by these theorists.

10. In fact, these two theorists do not at all care for the
chronological relationship between Vamana and Dandin. In
connection with their remarks on the Guna Samati, however, they
appear to observe the order all right wviz. Bharata—Dandin—
Vamana (®sarhketa, p. 192 and Kavyanusasana, com. p. 197).
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But a perusal of the texts of Dandin and Vamana does
not convinee us that cach criticised, on principle, the views
of his predecessors. In some places, these later writers and
commentators have the habit of reading their own views
into the works of older theorists like Vamana and Dandin.
We shall try to make this clear as we go on with Bharata’s
Gunas and the treatmeat they received at the hands of
theorists who came after him.

Wehave already said that Bharata deseribes Gunas  as
negations or absence, or more aceurately the avoidance of
Dosas.

He enumerates the Gunas thus:
Slesah prasadaly samati samadhir
madhuryam ojal pada-sckiomiiryinm |
arthasya ca vyaltir udirata ca
Lantis ca karyasya guna dadaite’
( XVII, 96, Ch. T.)

We propose to consider, in detail, Bharata’s conception
of each of these Grunas along with the comments made by
later writers - ‘

1. éLESA is defined in a twofold way in two separate
verses: (i) The Gupa consists essentially of $lesa or
coaleseence, and involves a coalescence (Slistata) of words
connected with one another (sambaddhanuparamparam)
through the collection of meanings desired by the poet
(ipsitensirtha-jatena). (i) This naturally  yell-knit
(svataly supratibaddham) coalescence is in appearance

11. The K. M. text reads kanyartha-guna  dasaile. This
_dolgs“not seem to be the right reading, for the definitions show
_;that‘the,y cannot be regarded merely as artha-gupas, unless
~ We  separate . tavyartha and take it as “the sense of poetry”’,
which "phrasing is really redundant, = Qur reading here (tayyasya
gm;&fz) has the sanction of the Abhinavabharati,
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clear (sphutain svabhavatah) butisto be comprehended
by means of a subtle discernment (vicara-gahanam,)*?,
Abhinavagupta explains the first of these verses as:
kavisamultprelsitaya  paraspara-sambaddhays  yojanaya
sampannan yad ipsitam artha~jatam, tenopalaksitasyir-
thasya  upapadyamanasye  wpapadyamanatatma gunah
Slesah. For illustration, Abhinava takes the same verse
as has been given by Vamana to illustrate his own
artha-guna élesa. In explaining this illustrative verse
(dystvaikasana-sainsthite priyatame),*® Abhinava remarks :
atra  manorathatitoe’py  ela-kila-nayika-yugala-hrdaya
grahana-laksanarthas tathopapadito  yenaswmbhava
naspadam nra bhavati, tena Lutilo'py ayem kramo na
hrdaye wlvanatvan  bhajate :  magjate  hydaye wyatah
sarvasyeti. The last part of the remark seems to follow
and explain Vamana ITI, 2, 4, where the artha-guna Slesa
has been defined as ghafana Slesah with the remark :
krama-kautilyanulbanatvopapatti-yogo  ghatand, where
the idea of wupapatti or upapadyamanals —suitability as
Abhinava putsit) of many ideas occur. Again, by
Bharata’s supratibaddha Abinava is reminded .of Vamana’s
$abda-guna Slesa which has been defined (iii, 1, 10 ) as

12, ipsitendrtha-jatena sambaddhiinuﬁmumpamm 1
Slistata ya padanam hi Slesa ity abhidhiyate |
vicara-gahanain yat syat sphutam caiva svabhavatal |
svatal supratibaddhar ca Slistam tat parikivtitam |

(K. M. T, xvi, 93-04).

The Ch. Text (XVII, 97) reads vicarya grahanaiz wriyd in the
first quarter and svatah supratibandha$ ca in the third quarter
of the second verse. Supratibandhas ca is a doubtful reading, For
viciragahanam Abhinava appears to note an alternative reading,
which the printed texts do not give : wic@ropanatam, which he
explains as vakra (ih) ghatamanas vetyavthah. In the Ch. text
the order of the above two verses has been interchanged.

13. - This well-known verse is found in some versions of
the Amarudataka, :
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masynatvam ; for Abhinava expressly remarks: fud era
masypyam ucyate, the masyrpata being, in his opinion, the
effect of sandli and the use of anuprasa. Vimana explains
masynpatee as: yasmin sati  bahtiny api  padanyekavad
bhasante ; Abhinava echoes this and says :  padiinii
$listatn pmwspmwn...Srmzbaddim-bandizmzatay@ anekain
eka-padam iva bhati}*  Thus, Abhinm;:—z attempts  to
approximate the twoford definition of Slefsa given by
Bharata to the artha—and Sabda-guna Slesa  defined
respectively by Vamana., Without holding that the
approximation is in every respect justifiable, we may
say that in the two definitions of Slesa given by Bharata
it is not impossible to distinguish with Abhinava  two
aspects of the Guna relating. respectively to $aldn and
artha,—the one consisting essentially of a more smooth
arrangement or coalescence of words, and the other
emphasising the well-knit diction which makes o suitable
meaning clear on the surface by a commingling of ideas.
Hemacandra (p. 196) and Manikyacandra ( p. 191 ),
however, take only one aspect of Bharata’s treatment
remarking :  srabhava-spastam vicaragahanain vacef
§listam 7ti bharatah. Ttis evident that while reprodu-
cing Bharata’s views, they leave out, the idea of
Vamana’s Sabda-guna which, Abhinavagupta thinks, is
involved in the expressions Stestata and  supratibaddha
mentioned in Bharata’s definition above. They represent
Vamana as rejecting Bharata’s definition on the ground
that the qualification vicgra-gahana is mere dexterity
in the use of expression ( so as to hint )at a recondite
sense and so it is not an excellence of dietion.®® Tt

14,  This passage in the commentary is corrupt.

15. vicara-gahanak  gabhirdrtham abhidhanabkidheya-vyava-
haravaidagdhiyam, na gumpha=dharmalj. Lumphadharng - hi
Lunah. lasman masypalvarm Slesalt. vunyoniiti vamanaly (Osamketa,

p- 191),
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i/s for this reason, they hold, that Vamana characterised
Slesa as masppatva or smoothness. We may note that

even Vamana’s definition was, according to Manikyacan-
dra, rejected by Dandin, as being unsatisfactory.

II. PRASADA. Of this excellence Bharata gives
only one definition, but apparently it has reference both to
fabda and to artha. It consists®® of a clearness through
which the sense, which is not directly stated, appears from
the word used'” from the relation of the easily understood
word and sense?®.

Abhinavagupta, however, regards Bharata’s Prasida
as equivalent to Vamana’s artha-guna of the same
name, for he remarks : so’rtho vaimalyasrayo'pi vaima-
lyam wupacarat. The artha cannot itself be waimalya ;
the qualification is wused in a metaphorical sense.
This certainly corresponds to Vamana’s artha-guna

16. athanukto buhdair yatra Sabdad arthal prativaie |
sukha-Sabdariha-sainyogat prasadal pavikiriyate |
(XVL 95, K. M. T, ).

apyanukio budhair yatra $abdo’riko va praliyate |
sukha-Sabdariha-sambodhat prasadah parikiriyate |
‘ (XVII, 99, Ch, T. )

17.  We accept the reading $abdad arthah of the K. M. text
instead ‘of Sabde’vtho wa of the Ch, text, although the latter is
supported by the explanation of Manikyacandra and Hemacandra,
Our reading appears to have been accepted by Abhinava,

18. We accept the emended reading sukha-sabdartha samyopat
(K. M. T.). The actual reading mukka for sukhais apparently a
mislection, as Abhinavagupta’s reading as well as the Ch. text, on
this point, makes it clear. Abhinava explains: sukkayati na
prayatnam apeksate yal Sabdarthal.  Jocobi proposes to read
mukhya and thinks that Bharata’s prasada 'Gprresponds to Dandin’s
Samadhi ; but this is hardly justifiable.  Ses Savnskrit Poetics, ii,

p. 15, fn 31,0
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Prasida, which has been defined as artha-vaimalyam*°,
(i, 2, 8).

Manikyacandra and Hemacandra, however remark :
-Z'?fblza].rm-'z‘z'wya-zﬁmlu—yog&f waillayor api Sabhirthayol,
pratipattih prasada it bharatal (Kavyanudasana. com.
p. 196), to which Manikyacandra further adds : vrasididhi-
rtha-padata it bhaval, pada-pureila tad-arthivagatir
it Sabdarthayor grahapam  (Csanketa, p. 190). In this
connection Hemacandra cites, anonymously from the
Kicaka-vadha®°, the illustration

yasyalur ati-gamblira-jalada-pratiniay galdaim |
sa valy karot 1nihsaigam udayain prati maigalam b

Here, the qualifying words yusya jalada-pratima et
are so well-known (pmsidd/zﬁm“/m-pm/u) that they at
once makes it clear that Siva is here meant. Hence he
remarks :  seyain visesanadhara viSesyanam. uktih, for
here we have a mention of the viSesya Siva by the
very qualifying eidesana itself, s, yasyn  jalada-
pratemna,

III. SAMATA or evenness, consisting of expressions
which are not redundant or difficult to understand and
which do not contain an excess of curnpa-padas®? ... ...
Vamana explains  c@rpa-pada as adirgha-saimise  and
anuddhata-pada (ertti under i, 3, 24)—short compounds
and soft vocables ; while Bharata defines it as :

19. Abhinava, as usual, approximates this definition also to
Vamana's Sabda-guna Prasada, remarking :—...... stz evq Saithi-
lyatma Sabda—gunal prasadal, but our manuscript is so corrupt
here that it is difficult to follow what arguments lead to this
conclusion.

20. Ed. 8. K. De, i, 3.

21.' udtichirpa-padair yubts na ca warthadhidhayibhil |

na durboahd tai§ ca kyia samatrat samata mata |
(K. M, T.; XV, g6)
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ambaddha-pada-cchandas tatha caniyataksaram |
arthapeksaksarasynitarn jfieyain cirna-padadn. budhaih
(XVIII, 51, K. M. T.)
which also emphasises a composition of short com-
pounds and the use of letters depending on nothing but
the sense.

" Abhinava makes Bharata’s Samati equivalent to the
Sabda-gupa Samati of Vamana, remarking : Sabdandm
samaieat  semata......dirgha-saomaso’ tyanta-semasas  ca
visamatd, tedviparyayepa = samald  upakranta-marga-
parityaga-rapetyukiain bhavati. Thisis an approximation
to Vamana’s Sabda-guna Samata defined as margabheda
(iii, 1, 11) and explained as yena margenopakramas tasy-
atyagah. Then again, Abhinava seems to read dwrbodhan-
ablidhanaica in place of na durbodhii taiéca kyta of the
K. M. text, and attempts to find in Bharata’s Samata
the idea of Vamana’s wrtha-guna Samata as  well
Commenting on  eyarthabhidhayibhih in  Bharata’s
definition, he remarks: misprayojanam artham yé
bhidadhati $abdandsn ne tvetad vaimalyam i prasadena
wirastam etat. Therefore he proceeds to explain,
referring to the next pada of the definitive verse: na fi
sarvatha wisprayojanals, api tu sad apt  proyojanwin
durbodham, tad aha durbodha ( wabhidha ) naw®*?* i
After this he goes on to say: wabhidhiyate asmai
ityabhidhanain — prayojanam.. In  this  connection,
Abhinava cites the verse eyuta-sumanaseh kundih

21 a, It appears that the scribe has left out three letters,
namely, #a, bhi and 2ha from the actual reading of Abhinava here,
Judging from the pralika of words commented upon .there is left
no room for doubt that the original text had the two words
durbodhana and abhidhang. . The only possible combination of
these two words gives the reading durbodhanabhidhanaih which”
is to be connected with padarlk in the first foot of the verse.

5
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pugpodgamesvalasii druia nalayaivarutal sarpoaiine
etc. quoted by Vamana (vrtti under iii, 2, 5) with the
comment that here (in the second foot ) there ix some
amount of eaisamya as involved In gpralronialihedn,
This verse is a description of plu-soudli, and as such
the mention of walaya-marut, which belongs  peculialy
to the spring, is out of harmonv in the context
Yet its mention is not absolutely redundant since it
helps to awaken wipraluwibha  Sriwira.  Abhinava
goes on remarking : Fintu prokarapeie sphotaie ona
pusnatiti visgmatd. This (particularly the word sphotam)
explains the term durbodhana/ly  or  durbodhaily  in
Bharata’s definition. The prakrama-Uiedn here ean be
avoided, as Vamana himself shows, if we replace the
second foot of the vevse by mmnasi va givedin hadloantine
Eiranti. na kokilaly and then the verse would he an
instance of avaisamya or Samatd as an vy =g,
Hemacandra (p. 197) and  Manikyacandra (p. 192),
however, read : parasparavibhiisu o gu il fnkitragrame
samam i bharatal, which corvesponds to  Bharatas
definition of Samati as found in the Ch. text®?,
They indicate that Dandin rejects this definition on the
ground that Gunas and Alamkaras, which are themselves
bhinnadhilarana, cannot adorn each other*®, This ix
certainly not the view of Dandin, but the commentators

22 a?iyo’;gya-sdt&ﬁmiz yatra tatha hyanyo'uya-bhiisapam |
| alamkara-gupas caiva samasal samati yatha v (XVI, 100
Samasat is to be preferred to the reading samatvat of the K. M,
text, ‘
Obviously the reading yathz is a mislection here, It should
be maiz as inthe K. M. text. A definition ending in yatha is
always followed by an illustration of it, ‘
23. bhinnadhara gupalamiara)y katham anyo nyam bhiisayeyur.
iti dandi, Slesa-yamaka-citrani bhiiryanupr asisca prastulg-gupan:
vigrhpanti, tasmad bandhesvavisamain samam (saiketa, po19a).
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read their own view here in accepting the Alamkaras
as related to the kawya-$arira and the Gunas - to
kavyatman. In Dandin’s work, however, these entities
are not bhinnadhara, since they both ~ adorn the
v ya-3ariva.

IV. SAMADHI consists in the presence of that
peculiar or distinguishing embellishment of sense which is
understood by men of critical discernment?®*.  Abhinava-
gupta remarks in this connection : yasy@rthasya
abhiyuktaily  pratibhanatisayovadblir viSeso’purvak
svollikldta upalabhyate sa  sam@hita-meanah-sampadya-
viSesatvad artho viSistah swmadhil. This explanation
closely follows Vamana’s . orftti: samadhi-karanatvit
samadhih (iii, 2, 6) in connection with the definition of
Samadhi as an artha-guna. In the fourth foot of
Bharata’s verse on Samadhi, Abhinava reads parikirtitah
and not parikirtyate. He remarks samadhi-Sabdasya
yo'rthal parihtra-laksanas tena yah parikirtitah parital
samantad akrantya ucchrane (?) sampannal sa co
saemadhih.  akrantyoccarane  arohdwvarohakrama  eva.
This explanation aroh@varoha-krama, depending on
uccarana, is meant to make the definition correspond to
Viamana’s Sabdaguna samadhi defined as arohavarohakra-
mah (111, 1, 13).

Hemacandra (p. 197) and Manikyacandra (p. 191)
explain Bharata’s definition of this Gunpa simply as:
arthasya gunantara-samadhanat somadheh : but the texts
of the Natya-§astra which we at present possess do not
lend support to this definition®®. Of course it is somehow

24. abhiyuktair viSesas tu yo'vthasyaivopalabhyate |
tena carthena sampannah samadhik parikivtyate |
' (XVL97. K. M, T)

'25. -Hemacandra and Manikyacandra’s explanation speaks of
superimposition (semadhana) of some special or distinguishing
quality on the sense, and really corresponds to Dandin’s Samadhi,
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possible to arrive at this position from the definition of
Samadhi given in the K. M. text, because the apprehension
of the charms of metaphorical expressions is possible only
for intelligent people. But this is far-fetched and it
cannot be taken in any way as the direct sumarisation
of any of the definitions found in the printed  texts.
Hemacandra and Manikyeandra think that Vamana does
not accept the definition of Bharata as referred to by
them, since it is nothing but a special case of Atidayokti
(so'yam atiSayokti-visesah. tasmad arohavarohakramal
samadhir it: w‘rnzanalz-—°saﬁnketa, p. 192 )

V. MADHURYA consists of sweetness, where a
sentence heard many times or repeated again and again
does not produce weariness or disgust.®®  The text of
Abhinava’s commentary on this passage is corrupt in

which consists of the transference of the qualities or actions of
oue thing to another, that is, metaphorical expression generally,
Dr. 8. K. De (Sanskrit Poetics Vol I, p. 16) was apparently
relying on the commentaries of Mainikyacandra and Hemacandra
when he took Bharata’s Samadhi to be “superimposition of some-
thing special or distinguishing in the sense”. The Ch. text reads
the definition as :
upamasviyahistanam (?) arthanan Yatuatas tatha |
prapianisi cati-sanyogal samidhil parikiriyate | (XV1Z, 101)
which is certainly a corrupt text and does not give us any
solution here. Should = we understand that the expression
atisaiyoga here implies superimposition 7 And does the first foot
read' wpamasviva histanam 7. In that case Hemacandra and
Manikyacandra’s definition may somehow be deduced from the
one in Ch, text,
26, bahusSo yat kytam kavyam ultam v@’pi punaj punak |
nodvejayati tasmaddhi tan madhuryam udahytam |
5 o i (XVL 98, K. M, T.)
’ ba]zu.éo yacohrz;tmh vakyam uktam v@'pi punah punah |
nodvejayaiz' yasmaddhi tgn madhuryam iti Smytam |
' S : o X, 102, Ch. T))
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many places, but it is clear that he reads $rutam for
krtam and vakyam for kavyam of the K. M. text.
This reading is supported by the Ch. text, as well
by the remarks of Hemacandra and Manikyacandra on
this point. It is clear that Abhinavagupta here, as else-
where, reads the views of Vamana into Bharata and
presents Madhurya from two views-points, iz, as a
Sabda-guna and as an artha-gunpa. He remarks: yad
yasmaddhetor vakyam Srutain semdaya-viparyayayor ()
aspadain na bhavati tan madhwryaine draghiyasi  samase
tan (=samSaya-viporyayow) avaSyain bhavala i tad-
viraha eva madhuryain Sabda-gupalh. This is undoub-
tedly an elucidation of Vamana’s prthak-padatra ( iii, 1,
20 ) which has been explained in the vriti as samasa-
dairghya-nivptti, In  Abhinava’s  opinion, Bharata’s
Madhurya is also an artha-guna consisting of wkii-
vaicitrya, as defined by Vamana. Thus: punah punar
apy uktam arthajatam yad yasmaddhetor......ovagihanena
vairasyena (?)...tad vacana-vaicitryatmakarn madhuryam
artha-gunah.. ...vaca7mntambhidhayatwa Wi sa evartho
viertro bhavats.*

Hechandra (p. 198) and Mamkymcandra (p. 189)
think that the definition given by Bharata is too wide,
for it would include even the harsh utterances of a
beloved person which do not produce disgust. It is for
this, in their opinion, that Vamana defines the Sabda-guna
as prthak-padatva, which too has been later on discarded
as too narrow a definition.*®

27, The text of the commentary is extremely corrupt and
incorrect here. Perhaps Abhinava meant to explain it thus......,..
yasmaddhetor avagahanena vairasyena na yojayati.

28.  ‘bahudha Srutam api yad anudvejakain vacas tanmadhuram
© iti bhavatohtarn tu laksaga priya-jana-viksahsaraksepa-vacane pi
tulyatoad ativyapakam. pyrthakpadatvain tu madhuryain 'uammza/r—
tqm a’llyapakam samase' pi madluryasya dysteh.

(Csamketa. p. 189).
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VL OJAS: (i) Strength, where the composition
is characterised by the use of varied, striking and
dignified compound words, having letters agrecable to one
another.®® (K., M.T). (i) This excellence occurs
where there is richness of word and its sense and where
a low or censured object becomes an object of exalta-
tion.®® (Ch. T ).

Abhinava accepts the first definition, reading S§@nura-
gail for the obviously corrupt s@ tu svaraily of the K. M.
text, and explaining sanurage as yatra varpair varpin-
laram apeksyate tatra sanuragatvam. He takes the
example quoted by Vamana (under iii, 1, 5) to illustrate
Ojas as a Sabda-guna (vilulitamakaranda  mafjarir
nartayant?) and remarks in this connection : atra ra it
Sabdo nde Sabdain sva-guruteayapeksate...etad eva gadhat-
vam ucyate. But if the reading is altered to #ilulita-
madhudhira maijarir lolayanti, it would be no instance of
gadhabandhatva, since the letters dha and lo are by them-
selves guru ; hence they are jatyapelsa or dependent on
themselves, and unlike the letters #a and 7a in the former
reading they have no s@nwragatra or Ojas. Abhinava
further remarks : wibidavayavatayaiva samiisena samkse-
pepe yukiani padani yatrartha-bhayan (7) iti saiksepo
namartha-guna ojah......ekam api vastu wdarair balubliih
padarr upanibadhyate vistaratmakam apyojo’rtha-gunak.

29, samasavadbhir vividhair vicitrais ca padair vutam |
@ lu svaraiy ndarvais ca tad ojah paritirtyate |
(XVI, g9).
30. avagitavihine 'pi syad udatiavabhavakal |
7 satra Sabdartha-sampatitis tad gjah parikirtitam |
(XV1I, 103).
The first line is probably currupt. From the remarks of
Hemacandra and Manikyacandra (though Manikyacandra’s text
itself is a bit currupt here) the reading would apparently be avagito’ »
Pt hino'pa.




GUNA DOCTRINE IN BHARATA 39

This explanation of the terms samase and wvistara
is certainly after Vamana’s remark in connection with
the artha-guna Ojas defined as arthasya praudhih
(iii, 2, 2) and it agrees with the memorial verse which
Vamana quotes :—

padarthe vakya-racanain vakyarthe ca.-padablidhi |
praudhir vyasa-semasan ca sabhiprayatvam asya tu |
(erite under iii, 2, 2)

Hemacandra and Manikyacandra accept the definition
of Bharata’s Ojas found inthe Ch. text. Hemacandra
paraphrases the verse thus: avagitasya hinasya @
vastunal Sabdartha-sampada yod udattotvarn nisifcanti
kavayas tad oja iti bharatah (pp. 194-95), In other words,
this excellence consists in imparting loftiness to an
object which is low or treated with contempt; that is,
glorification of the inglorious. They criticise it remarking
that this cannot be a special excellence, since even the
depreciation of a noble object may equally constitute a
case of Ojas, and Manikyacandra distinctly remarks :
alinanavagitasyapakarsanenaujaso’pi gunasya prapteh. In
this connexion Hemacandra rvefers®® to the view of
Mangala, who is reported to have criticised Bharata’s
Ojas to the same effect. He also remarks®?, under the
name of Dandin, that poets have got three sorts  of liberty
in their treatment of a subject. Sometimes they extol
an insignificant object, sometimes they depreciate an

31, anavagatasya (="gitasya) ahinasya va vastunah Sabdar- '
thayor artkasam}badd yad  enudatiatvam  nisificanti kavayas
tarhi tad anojah syad iti mangalah ( Kayyanusasana. com.
P * 195):

32. - kavinam abhidheyaim prati trayal panthanah, ete nyiinam
utkarsanti, adhikam apakarsanti, yatharthain vastu khyapayanti,
taf katham twayaim guna itt dandi, tesmas samasabhiyasivam ofak.
(¢bid) :
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elevated character, and in other cases they see the thing
as it is (with the poets’ eye) and deseribe its true nature.
Hence, he says, such a characteristic would not constitute
a special Gupa in Dandin’s opinion.

VII. SAUKUMARYA consists of an agreeable sense
which results from agrecably employed words and from
well-connected  euphonic  combinations®®, Abhinava,
as usual, equates this with Vamana’s Saukumarya, both
as a Sabda-gune and as an @rtha-gupa. The phrase
sukha-prayojya  Sabda brings in the idea of Dandin’s
anigthuraksara-prayata (i, 69) and of Vamana’s ajara-
thatea (i, 1, 21). Again, the aparusya (iii, 2, 11) of
Vamana, which consists chiefly of the avoidance of
disagreeable or inauspicious statements, is said to he
implied in  Bharata’s  suleenararthe  or agreeable
sense.

Manikyacandra (p. 193) and Hemacandra (p. 198)
still sce a difference between the characteristics of this
Guna as set forth by Bharata and Viamana, for they
vemark : sulha-Sabdartharn  sulwmaram it bharatah,
sukha-8abdam eva it tu vamanal. Tt is needless to add
that they have not correctly presented the views of
Viamana, each of whose Gunas clearly possesses a two-
fold character.

VIIIL. ARTHAVYAKTL Explicitness, (i) in which
the meaning is apprehended as soon as the word is.

33. sukha-prayojyair yac chabdair yukta su-§lista-sandhibhih |
.mkumamrthzz-sumyuktam saukumarya tad ucyate |

(Ch. T. XVII, 104),

This reading is accepted by Abhinavagupta. The K. M. text
reads (XVI, 100) mukh iya-prayopyaiv yacchandaih (2) or mukhya-
prayoyais chandobhil as a more correct alternative reading in the
footnote. :
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employed®* ; (ii) which describes the nature of things
as they appear in the world by means of well-known
predicates®®. Tt is clear that the first of these definitions
corresponds  to  Vamana’s  Sabda-gune  Arthavyakti
(ITL, 1, 23) which is explained by him as Jhatityartha-
pratipatti-hetutva, while the second would approximate
to his artha-guna of the same name (iii, 2, 13) which
has been defined as wastu-svabhava-sphutatva. The
K. M. text hereis obviously corrupt. Abhinava reads :
suprasiddhabhidhiing®®® in place of suprasiddha dha-
tun@t tu, which latter is unintelligible. This phrase
he explains as suprasiddham abhidhanam abhidha-vyapiro
yasyiin kavya-kriyayam sa  arthavyaltih  Sabda-gunal.
In his opinion, this excellence occurs where the expressed
sense, containing  well-known and  well-understood
predicates, prevails, and therefore it is a Sabda-guna.
Abhinava considers it also as an artha-guno ; but his
remarks in this connection are not sufficiently clear.
The verse prsthesu Sankha-§akala-cchavisu cchadanam ete.,
which he cites as an illustration, is taken from Vimana
where it is given as an example of wvastu-svabhava-
sphutatva, 7. e, of his artha-gune Arthavyakti.

34. yasyarthanupraveSena manasa pavikalpyate |
anantarai prayogasya s@ vithavyaktly udahyta |
(XVII, 105, Ch. T).

The text is defective as the verse is wanting in the object of
the verb parikalpyate. Should we read the first foot as yasyartho’
nupraveSena ¢ It then gives some sense, :

35. suprasiddha dhatuna tu (3) loka-karma-yyavasthita |
@ kriya kriyate kawye sa' rthavyaktiv udahyta |
(XVI, 101, K. M, T.),
‘Should not loka-karma be loka~dharma ?
3sa,  Abhinava’s reading is metrically defective, Could it be
read as suprasiddhabhidhand tu 0

6
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Hemacandra (p. 199) and Manikyacandra  (p. 192),
however, attribute quite a different definition to Bharata,
remarking : yasminn a-tatha-sthito’pi  tathi-sthiia evar-
thah pratibhati  so’rthavyaktlr gune i bharalah.”*?
They consider that this Guna is only a special aspect of
Bharata’s Prasida and that Viamana’s school rejected
the above definition for that reason.

IX. UDARA or UDATTA. (1) An exaltedness
which is marked by superhumsan and other varied feelings
and by the erotic (§77ug@ra) and the marvellous (adbharta.)®®
(ii) An excellence which characterises a composition
by the presence of diversified or charming sense
(citrairthaih) and of well-spoken words (s@htail), which
have morc than one particular sense and which are
marked by elegance (sausthava-saiyutaily).*’

Abhinavagupta, who accepts the first definition,
explains the excellence thus: watra wmanusocitam api
divyataya, akarupadi-yuktam api Srigavena, avismayo-
sthanam apy adbhutena yuktwin varpyate tad-gatair i
vibhavanubhavadibhily, tad. wdaram,  tatra  audaryam

35b. Prof. S. P. Bhattacharyya kindly suggested to me
that "the definition of “Arthavvakti —attributed to Bharata by
‘Manikyacandra and Hemacandra comes directly from the defini-
tion given in'the Ch. text if awantaram in the third foot of that
text (fn. 34) is read as arthantaram. The definition in the Ch,
text would then mean :—"“Arthavyakti consists in the positing
of ‘a sense different from that actually attaching to the words
thereof through a fancied mental (as opposed to verbal)
function.” '
36, diyya-bhava-paritam yacchi igaradbhuta-yojitam |
aneka-bhava-seimyukiam udaram tat prakivtitam |
: (XVI, 102, K, M. T.)
37. . anekartha~visesair yat suktaily sausthava-samyutaih |
upetam ati-cityarthaily udatta tac ca kirtyate |
(XVIL, 106, Ch, T,)
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artha-gunah. In other words, the excellence consists in
describing what is not divine as divine, what is not mar-
vellous as marvellous, what is hardly tender as full of erotic
sentiment, either by the delineation of these sentiments
of the erotic and the marvellous or by the wibhavas
and anubhivas thereof. This, he goes on to say,
has been called agramyatva by others (etad eva
cagramyatvam anyair wktom) and explains agramyatva
as follows: gramyaim Wi vastu yathasthitam ayojita-
racana-viSesam prasiddhi-matra-pramanam ucyate, tato’
nyad agramyam. In his opinion, therefore, this aspect
of Udara corresponds to Vamana’s artha-guna Udarata,
which the Ilatter defines as agramyatva (iii, 2, 12).
Abhinava means, perhaps, as his citation of Vamana’s
illustration on this point shews, that what is gramya or
vulgar must not be entertained in poetry. The illustra-
tive verse from Vamana (vpffi under iii, 2, 12.) fvam
evamsaundaryd sa ca ruciraliyam paricitah ete. is free
from vulgar effects, which have been removed by a
careful depiction of suitable feelings and sentiments in
a dignified manner. It is interesting to note, however,
that the reference to feelings and sentiments in this Guna
of Bharata approximates it partly to Vamana’s artha-guna
Kanti. “The implication of adbhuta rasa,”’ as Dr. De
points out *® “and the characteristic that it deals with
divya-bhava indicate probably certain wtharsavan dharma,
causing wonder, such as Dandin’s Udara *° would
contain.” The use of the expression aneka-bhava-
samyukia leads Abhinava further, by a great deal of
forced interpretation, to read the idea of Vamana’s
Sabda-guna Udarata . ( vikatatva—iii, 1, 22 ) into Bharata’s
definition, remarking : tatra hi tulya-jata-Srnga-lingadi-

38, Sanskrit Poetics, Vol. II, p. 18. (fn. 38),
39. Kavyidars’a, i, 76=774 '
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bhedena itthambhiito  navtali-sannivesaly, blarate  tad
ulitarn vikatatvam nerinytyamanatvam i,

Hemacandra (p. 199) Manikyacandra (p. 192) remark
with reference to Bharata’s Uddra :  bakncbhily siiksmais
ca viSesaily sametam udaram iti bharatal, which is some-
what akin to the second Udara of Dandin as well as to the
definition given above from the Ch. text, with the difference
that they apparently read suksmaih for sukiaili of the
printed (Ch.) text. They think that Vamana’s school
rejects this definition of Bharata on the ground that it
does not constitute a special Guna ; it is only an wllelk-
havan arthal or a meaning of a descriptive or allusive
nature. (wllekhavan ayam  arthal  kathan ginea it
vamaiya—(Kavyanuasana.  com. p. 199).

X. KANTI or loveliness which delights the mind and
the ear, or which is realised by the meaning conveyed by
graceful gestures®® (lzladi).

Abhinava apparently accepts this reading of the K. M.
text and explains filadi as liladi-cesta : but the reading
in the Ch. text®* is somewhat different. According to this
latter text, the Guna Kanti would consist of a composition
of words (mbda-bandlm) which, by its special device
(prayogena), appeals to the mind and the car and causes
calmness or limpidity (prasada-janakae). Abhinavagupta
thinks that the delight is the outcome of the conspicuous
presence of Rasas like the erotic, and as such Bharata’s

40, yan manali-§rotra-visayam ahladayati hinduvat |
liladyarthopapannamn va tam kantin kavaye vidulr y
(XV], 103, K. M. T.)
41, yo manassrotra- wsayal; prasada-janako bhavet |

Sabda-bandhal preyogena sa kanta iti bhanyate |
(XVII, 107, Ch, T.).

The reading $ebda-bandho in the printed tevt is ‘evidently
incorrect since it shows a faulty sandhi.
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definition corresponds to that of Vamana’s artha-guna
Kanti, which is defined as diptarasatvam (iii, 2, 14).
Abhinava too clearly remarks—diptatvam iti yavat.
Abhinava, morcover, thinks that this Guna also corres-
ponds to Vamana’s $abda-gunpa Kanti, which is defined
as brilliancy or awjjvalye (iii, 1, 25) without which a
composition would be merely reproductive and stale
(yadabhave purano-cchayetyueyate — vrtti onthe above).

Hemacandra (p.200) and Manikyacandra (p. 193)
think that Vamana does not accept the definition given
by Bharata because the Gupa Madhurya too has been
defined as pleasing the ear and the mind. Hence, in
their opinion, Vamana defines Kanti differently.*®

It will be scen from this enumeration of Bharata’s
Gunas, both by themselves and with reference to the
interpretation of later writers, that in spite of the
attempts made by Abhinavagupta and others, a great
deal of obscurity still remains, and it is difficult to
understand what Bharata sometimes means exactly by
a particular Gupa.*® The conception is often not very
definite, and individual Gunas are not kept strictly apart
from one another or saved from overlapping. Nor is
his enumeration exhaustive and his distinctions convincing.
It would be perhaps too much to expect such strictly
accurate theoretical definition and classification in an
early writer like Bharata. On such definitions and
classifications even later writers have not always been
clear and consistent, and wide divergence of opinion

42.  Svotramanal-pritikyt kantam iti bharatah. madhuryam
evedam.  tasmad aujjvalyain kantiv it vamanah  (Osatketa,
2. 193) ‘

43. -The obscurity is partly due to the uncertain nature of the
text and partly to. the inchoate conceptions natural to an early

theoriser on the subject,
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has prevailed over the question in the history of Sanskrit
poetics. One need not be surprised, therefore, that
Bharata’s Gunas, even if they agree in nomenclature
and sometimes in substance, do not really correspond to
those of his immediate successors. Nevertheless, with
the exception of Bhamaha, the scheme of ten Gunas,
outlined by Bharata, is conventionally adhered to by all
later writers, until we come to the Dhvani school ; and
in some cases even the conception of his Gupa is
substantially accepted. For instance, Bharata’s definition
of éle@a in the two verses may be said to be present in
some form or other in the twofold character of Viamana’s
Guna of the same pame. The fundamental principle

involved in his Prasida Guna appears to be a permanent

contribution of Bharata to the later theory of poctics.
The exuberance of compound words which constitutes
an important aspect of Bharata’s Ojas has not only been
substantially accepted by the pre-dhvani writers like
Bhamaha and Dandin but also figures prominently in
the ojogumpha of post-dhvani writers like Mammata
(K. p. $utra 100. p. 485) and Viévanatha (Sahitya-darpana,
Kar. 610, ch. VIIL, p. 514). And lastly, it may be safely
assumed that the principal character of Bharata’s
Saukumarya appear in Dandin and Vamana in a modified
but developed form.

It would also be clear from ‘the above detailed
consideration of Bharata’s Gupas that Abhinava attempts
throughout to approximate Bharata’s Gunas to those of
Vamana, and consequently splits up each of Bharata’s
Gunas into a Sabda~guna and an artha-guna. To attain
this specific end, his interpretation naturally becomes

strained and far-fetched in more than one place. When-

“ever he thinks it difficult to make out the point he
wants t0 e*nphause from Bharata’s text, he unhesitatingly

: m,ochﬁes or mterprets the reading of the text so as to
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et his point somehow established. As illustrations of
Bharata’s Gunas Abbinava selects exactly the same
verses as are given by Viamana for the same purpose,
and explains themin the light of Vamana’s definitions
and . interpretation. Judging from such cases, it would
be evident that Abhinava’s peculiar treatment of Bharata’s
Gunas would not very materially help the critical reader
in the way of comprehending the original views of
Bharata himself. ‘

Although it is not possible to accept Abhinava’s
system of splitting up each of Bharata’s Gunas into a
Sabda-guna and an artha-guna, corresponding to those
of Vamana, it would not be wrong to hold that Vamana
might have received the hint of his twofold classification
of the Gupas from DBharata’s treatment. While Bharata’s
texts, as we have it now, would not allow us to infer
that the division of the Gupas into $abda-guna and
artha-guna was noteworthy, yet the ‘dual concept was
not entirely unknown to him as is evident from his
unambiguous treatment of -particular Gunas. Taking
his definitions as they stand in both the editions
of his text mainly used by us, it would seem that
most of Bharata’s Gunas are of the nature of
what  Vamana  would call arthe-gunae, while some
of them can be well interpreted as comprehend-
ing aspects of Sabda-guna as well.  Thus, some
of his Gunpas refer to Sabda, some to artha,
while others to both these factors. If we depend
upon the Kavya-mila text, Bharata’s Slesa, Samata and

Sukumirati seem to possess a twofold function on the

very face of the definitions given, and cannot in any way

 be mistaken. This could not have been lost on Vamana,
~ who perhaps developed the ideas further, probably in

accordance with a tradition obtaining in his Riti school

~and divided ,systematieaHy each of his Gunas into that of
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$abda and artha respectively. As a result of such an
elaborate procedure, he had to give a thoroughly new
shape to all the Gunas of Bharata, which, though out-
wardly the same in name and number, received new and
different connotations at his hand and are in reality
doubled in number.

With this assumption and restriction there would be
no difficulty in accepting generally the view represented
by Manikyacandra and Hemacandra that the successors
of Bharata established their own definitions by scrutinizing
and improving upon Bharata’s conception of the Gunas,
but treating them in connection with the later theory of
Riti, of which therc is no trace in Bharata’s work. At
the same time, we must not be led away by every detail
of the views represented by Mapikyacandra and Hema-
candra, for these are often extremely coloured by the ideas
of the post-dhvani period ; and some of the opinions that
they pass under Bharata’s name in their works are not
to be found in the texts of Bharata which we now
POSSess.




CHAPTER IV

'BHAMAHA’S TREATMENT OF RITI
AND GUNA

Bhamaha is the earliest-known writer on Poetics
proper whose work has come down to wus. The
activities of the Poctic theorists during the period which
intervened between Bharata and Bhamaha are unfortu-
nately - hidden {from wus. No definite information is
available about the writers and their works during this
period, but from stray references in the earliest extant
literature® it can be inferred that the period saw the
growth of Sanskrit Poetics as an independent technical
discipline. - To Bhamaha belongs the credit of bringing to
a deﬁnit/e focus the tentative speculations of a period
of the Sastra of which we know nothing. We have
seen that Bharata belonged to the Rasa school of
Dramaturgy and his treatment of the elements Guna,
Alarnkara, efe. +was only incidental, occupying a
very insignificant portion of his huge work. Bhamaha,
on the other hand, who was an avowed exponent of
the Alamkara system, devoted the whole of his work to a
comparatively systematic elaboration of Poetic cmbellish-
ments which themselves formed the principal object of hisg

.study as could be expected from the very name of the

work—Kavyalathkara.

1. e. g DBhamaha’s reference to a discussion about the
comparative merits of the Gauda and Vaidarbha Xawvyas to which
we shall presently turn and also to some previous writers ‘and
works—Medhavin (i, 40) and others (1,335 1L, 16 ; 1i, 45; ii 47 ‘;
i, 58 ; iii, 8, iii, 10).

7
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He does not appear to attach much importance to the
elements Guna and Riti. To him the Alarhkaras under
the general name Vakrokti (a striking mode of speech)
constitute the essence of poetry. He nowhere uses the
term gupa in his work except in connection with the
poetic figure Bhavika (ed. Trivedi, iii, 52) which, as in the
Kavyadarsa of Dandin (ii, 363-65), has been described as
prabandha-visayarm gunam, where the term guna does not
seem to be restricted to the technical poetic excellence
that we are dealing with but refers in a wider sense, to
poetic beauty in general.®

In the beginning of the second chapter of his Kavya-
lathkara, Bhamaha enumerates three entities wvex.,
Madhurya, Ojas and Prasida, which are the names
assigned to some of the Gunas of Bharata and of other
pre-dhvani writers and which constitute the only three
Gunas accepted by the Dhvani and post-dhvani theorists.
But unlike Dandin, Vimana and others, Bhimaha does
not treat them in connection with what we call Ritis
(called by him Karyas), such as Gaudiya and Vaidarbha.
Thus, he does not think that particular Gunas constitute
the characteristics of particular classes of kavyas (namely
Gauda and Vaidarbha) but holds that these three entities
should be present in good ka@vya generally. So his Gunas
are absolute entities bearing no relation to any other
poetic element.

So far as his conception of the Ritis is concerned, he
does not appear to entertain any theoretic distinction
between the one type and the other. He refers to the
views of some earlier theorists, unknown to us, who meant
to imply some distinction of manner and treatment

2. The question has been fully dealt with in S, K. De’s article
on ‘Bhamaha’s views on Guna’ in the Pathak Commemoration
Volume (pp. 353—358).
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between the Gaudiya and Vaidarbha kavyaes® but his
remarks make it clear that he himself does not place much
importance upon those alleged differences®®. In brief,
the Gaudiya and Vaidarbha classes of poetry as such
are considered by him to be neither superior nor inferior
to each other. The most important factor in terms of

"which he is inclined to judge poetic beauty is a striking

mode of speech together with a cleverness of ideas*
which forms the character of his Vakrokti, the fundamental
principle of all Alarmkiras in his theory of poetry. And
if that is existing in the Gaudiya poetry, he has no
objection to accept it in preference to the Vaidarbha.
In his opinion, that type of Vaidarbha, which although
clear (prasannam), smooth (rju) and soft (komalam),
is neither rich in ideas (apusiartham) nor possessed of
Vakrokti (avakrokti), does not deserve any high amount of
estimation simply on account of its being agreeable to

3. For instance, he mentions a class of wise men who used to
regard the Vaidarbha kind of poetry as being superior to the other
(implying of course the Gaudiya kind) even though the latter
might have an elegance of meaning. He says :

vaidarbham anyad astiti manyanie sudhiyo’pare |
tad eva ca kila jyayah cadarvtham api naparam.
(Kavyalarhkara, i, 31).
38, gaudiyam idam etat tu vaidarbham iti kim pyihak |
gatanugatika-nyayan nanakhyeyam amedhasam |
ibid, i, 32.

4, vakrabhidheya-Sabdoktir ista vacam alamkptih | ibid, i,
36c-d, We shall explain on (in ch. VI, B) the full import and
application” of Vakrokti as implied by Bhamaha and Kuntaka,
Here we shall just remember that Vakrokti which literally means
‘crooked speech’ consists of some peculiar .and charming way of
expression deviated from' a matter-of-fact speech. — Abhinavagupta
too explains the abnve couplet thus : Sabdasya hi  wakvata
abhidheyasya ca vakrata lokottivyena. ripenivasthanam ("locana,

p- 208, 10)

!
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the ear (kevalain Sruti-peSalam). On the other hand,
even the Gaudiya (which Bhamaha’s predecessors
presumably scemed to disparage) is regarded by him
s the better class of poetry® if it is endowed with
Alamkara (clamkaravat), is free from vulga,i‘ity and
inconsistency (agramyam, anakulam) and possesses proper
and mature’ ideas (nyayyam, arthyam). In fact, these
constitute, according to Bhamaha, the characteristics of
sood poetry and if the Gaudiya contains them there is no
need of reckoming Vaidarbha as a separate class of
composition.

Bhamaha’s remarks in connection with the Gunas
are very cautious because he presents the views on the
(so-called) Gumas of previous writers but scrupulously
refrains from giving his own in the matter. He says
that there are some who want to apply long compounds
in Ojas (as- in Dandin i, 80) whercas those who wish
to  achieve Madhurya (sweetness) and Prasada (lucidity)
do not use many compound words®. The Prasada appears
to be equivalent to Bharata’s Guna of the same name
inasmuch as the sentence conveying the same should be,

5. apust@rtham avakrokti prasannam yju komalam |
bhinnam jiieyam tvedaim tu kevalat Sruti-peSalam |
» alambaravad agramyam avthyam nyayyam anakilam |
gaudiyam api sadhiyo vaidarbham iti nanyatha |
: Kavyalarmkara, i, 34-35.
B ‘We yacc'ept the reading sfevasn in place of gepam (in the third
pada of the - first verse) as suggested by S. P. Bhattacharyya in
his article on “I'he Gaudi Riti in Iheory and Practice’ in 1. H. Q,,
J‘une 1927 p- 378.
¢ 6 mud}zur_yam abhwanchautalz prasadaim ca sumedhasal |
,samasavant; bh7 yamsz ua padani prayuiijate |
: Kavyalamkara, ii, 1,
kerzd o;o‘bhzdhztsanialz samasyantz bahunyapz {

ibid, ii, 2a-b

.
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according to Bhamaha, clear to all, even to women and
children. Iis deseription of Madhurya (or moare strictly
madhuwra kavya) which should be pleasing to the ear
and free from long compounds”, has been. rejected by
Anandavardhana and Abhinavagupta on the ground that
this definition is unot applicable to Madhurya exclusively
since even in Ojas there is nothing to prevent the
composition from being agreeable to the reader and being

" marked by an absence of compound words®.

We cannot lose sight of one important fact that
Bhamaha’s brief treatment of the Gupas precedes in
context the Alamhkaras or poetic figures and this perhaps
goes to imply that to Bhamaha these two elements
are contiguous 'to each other and co-extensive. In other
words, Gunas are specific kinds of Alahkaras and
consequently there is no criterion for distinguishing the one

element from the other. ‘The  Gunas’, remarks

S. P Bhattacharyya®, “are appreciated inasmuch as they
form a plank of the alasnkaras” and as such they do not
“form the veritable crucial test of poetry” as they
have done, being the essential constituents of the all-
important Riti, in the works of the propounders of the
Riti school. Bhamaha, belonging as he did to a
different school of opinion, wix. the Alamkara school,
hardly assigned any theoretic importance to the clements

7. Sravyam nati-samastartham kavyarn madhuram isvate |
avidvod-anigana-bala-pratitarthai prasadavat |

: ibid, ii, 3.

8. Sravyatvain punar ojaso’pi sadhavawam 1ti (vpttr on D. K,

ii, 8) The Clocana (p. 79.1l. 10-13) has on this: nann ‘Sravyam

natisamasta-Sabdartham  madhuram isyatd iti madhuryasya

lakgazmﬁz netyaha—Sravyatvam iti...... ojaso’piti. ‘yo yah Sastram

(Dhvanyaloka p, 81 under L. K. ii, 10) ¢tyalra hi $ravyatvam
asamastatvaim cistyeveti bhavalh.

9. loc cit, p 379.
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of Riti and Gupa. His casual and half-hearted treatment
of these poetic elements, in spite of his notice of their
earlier existence, left an extensive field for the Riti
theorists to work upon*°.

to. Itis true that in the treatment of all pre-dhvani theorists
poetic beauty has been judged chiefly in terms of the technical
elements Guna and Alamkara, At the same time it is interesting
to note that even some of the Dosas mentioned by them serve,
under special circumstances, to enhance the poetic effect instead of
marring it. This particular aspect of Dosa was noticed first by
Bhamaha and his conception of it was only rudimentary as
could be naturally expected. He remarks in connection with
his Ekariha-dosa (1V, 14) that when the same word is repeated
(e. g. gaccha, gaccha=go away, 8o away) under the influence of
fear, sorrow and jealousy (bhaya-Sokabhyastiyasu) as also of delight
and wonder (harsa-vismayayor api), it is not said to constitute the
Dosa punarukta (punarubtam na tad viduh) or, more strictly,
Ekartha. This is the only verse devoted by Bhamaha to the
treatment of the subject under discussion and even here he is
not clear whether particular circumstances can make a Dosa fit
"to be treated as a positive source of poetic charm. But Bhdamaha's
successors found herein a broad hint regarding the non-deterring
character of Dosa and they carried the scheme further, each in
- his own way. B ' ;




CHAPTER V

DANDIN’S CONCEPTION OF THE GUNAS
AS RELATED TO THE MARGAS

By the time when Bhamaha expounded his theory of
Vakrokti as the basis of all Alamkiras, and probably
even earlier than that, there appeared a class of writers
who taught, directly or indirectly, the essential importance
of Gunas (as distinet from Alarmkaras) not by themselves
but as the constituent elements of Ritis, from which
these writers came to be called the Riti theorists. The
Ritis were, perhaps, at first regarded as particular classes
of composition prevalent in or practised by the people
of particular localities from which they derived their
individual names. Even in the later history of Sanskrit
Poetics, when their nature and conception came to be
modified at the hands of novel theorists, they continued
to bear the names given to them by the earlier masters.

Dandin is one of the earliest known writers who treat
of the Gunpas in connection with Riti, although the term
Riti itself, standardised by Viamana, is never employed
by him. The professed object of his work® is to describe

1. Our references throughout are to the edition of Rang3-
carya,with the commentary of Tarunavacaspati and the anonymous
Hrdayangama commentary ( Madras, 1910), unless otherwise
indicated. The editions of Premchandra Tarkavagi$a with his
own commentary ( Calcutta, Saka 1803 ), and of Belvalkar and
Reddi ( with a new Sanskrit commentary and English notes)
in the Bombay Sanskrit Series (1920), as well as Belvalkar’s
English translation (Poona 1924) have also been consulted. 1t is
* rarely that Bohtlingk’s edition has been of use ; (its text follows
generaﬂy that of the Calcutta edition.
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what he calls ‘the body of poetry and the embellishments
thereof’.*  These embellishments consist of certain
external modes of expressions and are covered by the
general term Alamkira (which is deseribed as larya-
Sobhakara dharma......ii, 1.a), applicable as much to the
technical Gunas that form the essence of his postulated
“ways of specch” (giramn margal...... i, 40. a. which is
equivalent to Riti of other writers) as to the so-called
Alainkaras or poetic figures. Whatever enhances poetic
beauty (havya-$obha) is its Alamkara, and in this view
Dandin’s  position is not fundamentally different from
that of Vamana who explains the term  Alamkara broadly
as beauty (saundarya.. kavyalarakarasttrs -vriti, 1, 1, 21 in
a non-technical sense.

In the first chapter of his work Dapdin defines and
classifles poetry and discusses at some length the special
characteristics of the two extreme modes of composition®

2. taily SeriveFica kiavyanam alamkaras ca darSitoh |
‘ Kavyadwda, i, 10, a-b,
pirva- §c’zsz,‘A7'e’m{ samhytyva prayogan upalabiya ca |
yatka-—sczmm thyam asmabhil krisate kavya-laksanam |
ibid, i, 2.
3. In i, 40, Dandin tells us
L asty anelo givasm margal sitgmabhedal parasparam |
tatra vaidarbha~gaudiyon varpvete pr asphutantarau i

D'mdm is-apparently aware of the existence of dnerse ‘ways
of speech’, He himself takes up only two of them which possess
clearly distinctive characteristics and leaves out the rest because
these latter have, in his opinion, very subtle. points of dlstmctxon
and as such they do not deserve any special consideration. = It is
difficult to say what pqztxcular theorist or school of opinion is
being roferred to by Dandin here, J. Novel ( Foundations of
Indian Poetry. p.. 100 ) surmises that this verse is pointed at
~'Bhamaha in whose opinion the Gaudiya and Vaidarbha classes
of Poetry have nc distinctive features, But P, V. Kane ®- XXXV,
lntroductlon to Sahltyadarpana) does not admit the very question '
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(Msarga), viz, the Vaidarbha and the Gauda, explaining
the application or otherwise of the ten standard excellences
or Gupas which form all the while the criteria for their
distinction, and giving throughout a preferential treatment
to the Vaidarbha. In the beginning of the second chapter,
he first offers a general definition of Alamkara as
embellishment per se, and then goes on to remark that
in the previous chapter he has spoken of alamlriyal in
connection with the classification of the mirgas. The
term alasinkriy@ily in this passage has thus a clear reference
to the ten standard excellences which he has already
dealt with as the essence of the Vaidarbha Marga. Next,
he says that he would now deal with the general*
(sadharana) Alamkaras, which term obviously refers to
the poetic figures that he is procceding to treat of in the
chapter under discussion. Thus, the Gunas are generally
laid down as pertaining to the excellent diction and
therefore wviéSista alainkaras, while the so-called poetic
figures or Alamkédras in the narrow sense are sadharana,
because both the Margas abound in such decorations
as the wupama, r@paka ete. Tarunavicaspati comments
on this : Sobhakarateasn hi alaikara-laksanam, tallak-
sapa-yogat te'pi |=S§lesadayo dasa guna api | alamkarah
. guna alankara eva ity acaryal.

From this we are not to understand, with P. V. Kane,
that “Dandin’s work......makes no distinction between

of the priority of Bhamaha over Dandin. It will, indeed, be a
fruitless task for us to attempt at finding out what theorist is
exactly referred to here. Our purpose will, however, be amply
served if we take note only of the simple fact that the Riti Theory
had made a tradition of its own even before the time of Dandin
for this much and nothing more can be definitely said from the
verse in question,
4. kuscin marga-vibhagartham uktah prigapy alarhkriyah |
sadharapam alamkara-jatam anyat pradarsyate | ii, 3.

8
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gunas and alamkaras” ( Introduction to Sahityadarpana.
p.- CLIL) for while to Dandin every Gupa is an
Alarhkara, he nowhere suggests that every Alamkara
is a Guna. What is meant is not that the Gupas and
the “Alamkaras are identical, but that the embellishments
like §lesa, which are technically called Gunas, form the
sine quanon of a diction par excellence, which cannot
go without them; whereas the figures of speech or
Alamikaras like upami, are not the special characteristics
of a specific diction but they may reside in all kinds of
diction. From this, we may conclude that so far as a
good composition is concerned Dandin makes the
presence of Gunpas ( and not of poetic figures ) its absolute
condition. This is a position approximating that of
Vimana who, however, commits himself to the clear
statement that Gunas constitute inseparable attributes
of poetry,® implying thereby that it can do without
Alamkaras or poetic figures. Thus, when the technical
excellence and the poetic figure are both termed alanikara
in a non-technical sense, and yet a technical distinction
is implied between them as characteristics of a diction,
we may well hold that Dandin, as S. K. De remarks,®
“practically fore-shadows, if he does not theoretically
develop, the rigid differentiation of the gupe and the
alamkara of the Riti school”.

We have secen that Dandin treats of the Gunas in
connection with his Marga, which is equivalent to Riti,
and not in relation to Rasa (as writers on Rasa and
Dhvani theories do ), the fundameutal importance of
which had not yet been recognised in the #heory of poetry.
Proceeding to describe the distinctive characteristics
of the two extreme ways of speech ( marga or vartman ),
Dandin lays down :

5. Kavyalarhkara-sitra-vrtti, iii, 1, 1-3.
6. Sanskrit Poetics, II, p. 106.
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Slesah prasadal samatn madhuryain sulwmareati |
arthavyaktir udaratvam ojah-kanti-samadhoyal |
¥t vaidarbha~-margasya prand dase gunpdh smytal |
esam viparyayah priyo dréyate gavda-vartmand \

i, 41-42.

It will be well to recollect here that Dandin, like
his predecessors, does not give a general definition of
Gupa. In the beginning of ch. IV of the Madras edition
of Dandin’s text, Guna has been characterised broadly
in connection with Doga by the statement that Dosas
mar the poetic effect just as Gunas heighten it.”  In the
two verses cited above Dandin mentions ten Gunas,
which follow those of Bharata in their number and
nomenclature but differ from them in their content.
They are described as the very “life-breath” of the
Vaidarbha Marga. If we accept the term waidarbha-
mirge to be an wupalaksana, standing for a standard
good diction, as S. P. Bhattacharyya has suggested,’
Dandin’s position is that the excellences just mentioned
are essential in any good composition. But the Gauda-
vartman often (prayael) presents a different aspect, the
conception of the Gaudas about the essentials of a diction
being apparently different from that of the Vaidarbhas.
Some controversy exists over the meaning of the term
viparyoya in this verse. Those who accept Tarunava-
caspati’s interpretation would take it to mean waiparitya,

7. dosa vipatiaye tesim gunah sampattaye yatha. iv, 1. c-d.

This verse is missing in the Calcutta ( Premchandra) and
Bombay (Reddi and Belvalkar) editions, as well as in the edition
of Bohtlingk. It is also missing in the Tibetan version (J.R.A,S.
1903, P 349 ). As this extra verse is found in the Madras
edition only, it is better mnot to deduce any definite conclusion
therefrom. ‘ ' . ’ o

8. The Gaudi Ritiin Theory and Practice in LH.Q., June,
1927, (p. 379. fn. 2)» :
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¢.e. opposition or contrariety, while others, following the
Hrdayangama, mean by it wwathatea, ie. difference
or divergence. The ten fixed excellences, wix., éleﬁa ete.,
are said to constitute the essential characteristics of the
Vaidarbha Marga, but if it is asked what constitutes the
essential characteristics of the Gauda Marga, we cannot
reasonably answer that the opposites of these excellences
( which would really be Dosgas or faults )doit; Le. if
“egaim” in i, 42 is taken to refer to the essentials (pranal),
then the term weparyaya should mean wnyathatea instead
of vaiparitya.

The point requires some explanation. If, in this case,
ciparyaye is interpreted to imply ‘the reverse’ or “the
opposite”, the fundamental characteristics of the Gauda
Marga are relegated to the position of something like
Dogas and would correspond to such Dosas as are
actually defined as Aritimat by Bhoja.” We cannot,

9. Sarasvatl-kanthabharana (K. M. edition ) p, 24. In the
enumeration of this set of negative gupa-viparyaya-dosas, besides
technically defined positive Dosas, Bhoja was, perhaps, influenced
by Vamana’s dictum guna-viparyayatmano dosah (i, 1, 1) as well
as by the treatment of Dandin’s viparyayas., Bhoja’s viparyayas
mean certainly wvaiparilya, since each of a set of nine out of
twenty-four of his Gunas has, on principle, been shown to have
a particular Dogsa corresponding to it (pp. 24-30), and the Dogas
which thus arise do not attach themselves to a particular Riti,
so that by reason of these wiparyayas the Gaudi Riti, or for the
matter of that, ary other Riti does not unnecessarily  suffer from
deficiency, Bhoja, on principle, inventsa viparyaya of each of
the ten Gunas (excepting Samadhi) of Vamana or of Dandin,
while Dandin names or characterises the wiparyayas of only some
of them, the other Gunas being common to both the Margas.
Bhoja calls the viparyayas distinct Dosas, and as such they are not
the ' characteristics of a particular Riti, whereas Dandin’s
viparyayas are sometimes the characteristics of the Gauda Marga,
and he does not use the term Doge in  their connection, excepting
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however, hold that the Gauda Marga could have been
defined as something essentially marked by the opposites
of the excellences constituting the Vaidarbha Marga,
for these would be devoid of all charm and would hardly
constitute a poetic diction. Dandin presents to us the
type of the Gauda Marga which is not, really speaking,
devoid of charm, nor condemned outright. In spite of
his decided partiality for the Vaidarbha and a mild
aversion for the Gauda manner, we are not convinced
that he meant to deprive the latter of the recognition that
was its due. S. P. Bhattacharyya has already shewn®®
that even long before the time of Dandin the Gaudi Riti
had, side by side with the widely accepted Vaidarbhi, an
established tradition of its own, which Dandin himself
could not ignore.

On the other hand, if viparyaya is taken to mean
anyathatva,  the utmost we can hold against the
Gauda Mirga is that its standard of a poetical composition
differs from that prevalent in the very widely recognised
Vaidarbha : and that in their attempt to attain that
standard the propounders of the Gauda diction did not
mind if they sometimes deviated from the practice
prevalent in the other mode**.

The controversy about the exact meaning of wiparyaya
really raises some distinctions but the ultimate conclusion

once in i,69. Thus Bhoja's viparyayas are negative entities,
being always the exact opposites of some correspondings Gunas,
whereas Dandin’s viparyayas are partly the characteristics of his
Gauda Marga, and as such, they constitute positive entities.

10. Loc. cit.

11. ‘Tarunavdcaspati, who explains viparyaye as ‘opposite’
(i, 42), remarks in connection with i. 88 ; kanti-viparyayam atyukti-
nama gupan gaugabhimatam darSayati. This statement confirms
our point that the Gaudas could not have taken viparyayas as
positive blemishes since they were supposed to add charm tq
their composition,
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derivable from the different views is almost the same.
Thus, we may distinguish three different views :

(1) The Gauda Marga generally presents a different
aspect as regards the essentials of a diction.
The word es@im in this case would refer to the
essentials (pranah) and viparyaye would mean
anyathiitve or a different aspect.

(2) Far-fetchedness, unevenness etc. which are
themselves the opposites of excellences like
lucidity (Prasada), evenness (Samatd) etc., are
sometimes noticed as existing in the Gauda
Marga. The word esam in this case would
refer to §lesadintin gupanam and viparyaya
would mean vaiparitya or opposite.

(3) The conception of the Gaudas regarding the
excellences of composition generally differs
from that of the Vaidarbhas. This view may
be arrived at from the hint given in the
Hrdayangams, where es@m has been taken to
refer to Slesadinasn gunanam and viparyaye to
mean anyathatva.

All these interpretations, though seemingly divergent so
far as the terms esam and viparyaya ave concerned, lead
us to some important conclusions on which there appears
to be general agreement. No one would perhaps deny
that (i) the ideals of composition differ generally in these
two types of poetry, i.e. if the Vaidarbha Marga demands
compactness of structure, clarity of expression, a sense of
proportion, evenness of syllable-structure ete., the Gaudas
are satisfied with hyperbole and verbosity, alliteration
and bombastic expressions, and such other characteristics.
(i) In order to attain this standard the Gaudas do not
care if they have sometimes to have recourse to Saithilya,
vaisamya ete. But it must not be understood on that
account that looseness, harshness, unevenness of . syllable~
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structure etc., Whlch are deviations from or even opposites
of qualities like Slesa, Sukumarats and Samata, form the
inseparable characteristics ( pmnak) of the Gauda Marga,
as the excellences like Slesa, Prasada ete., do of the
Vaidarbha Marga. (iii) TFar-fetchedness, exaggeration,
looseness ete., are looked upon as positive excellences by
the Gaudas, who sometimes entertain them in poetry for
a particular purpose, viz, the achievement of their standard
of poetry which differs'? fundamentally from that of the
Vaidarbhas,—the one emphasising the chaste and classical
manner and the other preferring the fervid and the
bombastic. That Dandin meant to imply all this will be
clear as we proceed with his treatment of the individual
Gupas, which we now propose to take up in detail.

(1) éLESA. It is found in a composition which is
free from looseness (Saithilya), and this looseness
consists®® mostly in the use of alpa-prana syllables, ie.
syllables containing unaspirated letters which require
little effort in pronouncing, or more technically, the first
and third (non-conjunct) letters of each warga, and the
semivowels and nasals, the rest being makaprana-
syllables’*. The Vaidarbhas are fond of compactness

12. The word prayas, in i, 41 is important in this connection.
The characteristics of these two types of poetry often differ but
sometimes they agree. The Gauda Miarga sometimes presents
opposites of and deviations from the excellences prevailing in the
Vaidarbha, but qualities such as Samadhi, Arthavyakti, Audarya,
Madhurya and Ojas are more or less common to both the Margas,
as. we shall see hereafter.

13, Slistam aspysta-Saithilyam, alpa-pranaksaroltaram |
Sithilam, o 1, 43, 2-C.

14, ayugma varga-yamayld yanascalpasavah smypial, quoted by
Bhattoji Diksita, under Panini, viii, 2,1. On these "technical
terms, see Belvalkar’s notes on Kavyadarsa ( Bombay edition ),
pp. 55 L i
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of syllabic binding (bandha-gaurava...i, 44b), which is
illustrated by examples like malati-dama  langhitain
bhramaraih (i 44 c-d), where though soft syllables like ma
and lo arc present, the effect of looseness or Saithilya
has been removed by the use of mahaprana syllables
and conjunct consonants, and as such the passage
illustrates the excellence élesa. A fondness for alliteration
inclines the Gaudas to accept instead a composition like
malatimala lolaltikalile (i, 43. e-d), though it contains
alpaprina syllables and consequently involves Saithilya.
It is, however, not meant that Saithilya® in itself is a
blemish. From the point of view of the Vaidarbhas
it may appear so, and Dandin clsewhere says that all-soft
syllables constitute a blemish of looseness (bandha-
Saithilya-doso ki darSitah sarvakomale, i, 59). But to
the Gaudas it is a preferable excellence of diction
inasmuch as it gives more scope to alliteration.

(2) PRASADA. Itis the excellence which conveys
a sense which is well-known (prasiddhartha..i, 45, a) and
easily comprehended (pratiti-subhaga...i, 45 d). Theorists,
old and new, define and emphasise this special excellence
almost in the same way. Too much strain required to
arrive at a meaning spoils the charm of poetry. The
illustration given by Dandin is indor indivara-dyuti
laksma lakgmin tanoti (1,45 b-c), “the moon’s spot
resembling the glow of a blue lotus increases its beauty”.
Tere the words éndu, indivara, laksmi and lakgma are so
well-known that the expression conveys its sense without
any effort. Here, as elsewhere, Dandin speaks of the
characteristics of the Gauda Marga side by side with

‘15 We do not think Saithilya is exactly the opposite of '
Slesa,, which is an admixture of alpa-prane and makaprane
 syllables. - A composition consisting exclusively of mahaprana
~ syllables would constitute the exact opposite of Saithilya.
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the excellence attached to the Vaidarbha. The  Gaudas
who aim at learned expressions prefer even what is not
conventional (natiraidha)*®. Since their idea of poetic
excellence differs from that of the Vaidarbhas they appear
to hold that poets can achieve distinction only when they
have mastered etymologies and vocabularies and can
use difficult words and round-about expressions, while
the Vaidarbhas aim at making their composition lucid
and easily intelligible to every reader by the use of well-
understood expressions. Here we would like to maintain
that the term eyutpanna is not the name®” of the
viparyaye corresponding to prasade, but we follow the
Hrdayangama in interpreting it as vyutpannam iti (hetoh),
i. e. by reason of its being learned. The example given
of the Gauda mode (anatyarjunaljanma-sadyksanko
balaksaguh...i, 46. c-d) contains difficult expressions, the
meanings of which are not clear on the surface. Arjuna
is generally used to denote the third Pandava and it is
not 7%dha in the sense of ‘white’ : the expressions
balaksagu { white-rayed, i. e. moon ) and anatyarjung
(anati-dhavala) are round-about and unusual,

(8) SAMATA. It consists in the absence of uneve--
nness in syllabic structure (bandhesvavisamam i, 47a) or
rather in the arrangement of letters (varna-vinyaso
i, 47d). There must be an evenness between the beginning
and ending of a stanza as regards the arrangement of -
letters or syllables, i.e. if a passage begins with soft
vocables it must end similarly. There are three kinds of
such structure (bandha), namely, (1) soft (mydu) (i) harsh
(sphuta) and (i) temperate or mixed (madhyama),
arising from the grouping together of soft, harsh or mixed

36, zgmd[mhm;m 4 gaudiyair Vnﬁ/vz'-?ﬁz_i/zam apisyate | i, 46. ,(a-b.
.17, See Sanskrit Postics, Vol 11, p 1o1 and also Belvalkar’s

notes.

9
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letters*®. The examples of Samatd consisting of three
structures (bandhas) and that of the uneven structure
(vaisamya) are given in the two verses :

kokilalapa-vacalo mam ete malayanilah |
ucchalacchikaracchaccha-nirjjharambhah-kanoksital |
candana-pranayodgandhir mando malaya-marutal |
spardhate ruddhamaddhairyyo vararama-mukhani-
laih 1, 48-49.

Here each half-verse is supposed to consist of the
illustration of a particular bandhia in the order mentioned
in i, 47, whereas the latter half of the second verse
illustrates vaisamya*®. The Gaudas, we are told, admit
such compositions (even though they lack uniformity of
syllable structure) for the sake of richuess of ideas and
Alaihkaras  ( arthalaimkara-dambaran..i, 50b), which
being their specific aim, they do not care whether they
find it in an even or an uneven structure. Tarupavicaspati
suggests that, even though each half-verse contains an
example of Samatd, the soft (mpdu) and harsh (sphuta)
bandhas are not aceepted by the Vaidarbhas, for the soft
structure is devoid of distinction and the harsh one of
agreeableness. This probably implies that the Gaudas
would sometimes like the Samatd displayed in soft and
harsh structures, and hence they would not have recourse
to vaiswnya as a matter of principle. In certain cases,

18, On the variant reading samam bandhesu visamam
( Bombay ed. ), see Belvalkar’s notes in his edition at p, 45 ff,

19. Belvalkar and Rafgacirya reasonably suggested that to
avoid syntactical difficulties these two verses should be taken as
separate examples of vigamya, whereas ‘‘the halves are by them-
selves 'examples of Samatd.” Thus, we should connect the
word i# in the beginning of i, 50, with the two previous verses,
and' not with the latter half of the sccond . verse i e i, 49
c~d only,
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however, they would sacrifice evenness for the sake of
artha-dambara and alamkara-dombara®°.

(4) MADHURYA. It consists in the establishment
of rasa in the word and in the theme®* (vaci vastuny api
rasasthitify, i, 51a-b). 8. K. De has already shown?? that
the term 7rase as found in Dandin’s treatment does not
involve the technical sense in which it is used by the
Rasa and Dhvani-theorists, but should be taken in the
non-technical sense of pleasing poctic flavour generally.
But in Dandin’s Madhurya, as S. K. De further points
out,?® the term rasa seems to bear another distinct
technical connotation which is different from that given
by the Rasa and Dhvani schools ; and this is implied
in the special meaning attached by Dandin to the
vig-rasa and vastu-rasa involved in his Madhurya, the
former consisting of repetition of sounds belonging to the
same Sruti  (Srutyanuprasa) and the latter connoting
absence of vulgarity (agramyatra). Tarunavicaspati
rightly gives them the names of (Sabda-madhuryya)
(i, 52) and artha-madhuryye (i, 62) respectively, sugges-
ting thereby a two-fold characteristic of this special
excellence. Dandin himsglf recognised the two-fold aspect

20. The terms artha-dambara and alamkara-dambara should
be explained ss indicating a partiality for excessive ornamentation
and for exaggerated conceptions, which latter cannot be strictly
called ornamentation. The aksara-dambare i. e. Sabda-dambara,
which Bana refers to as a characteristic of the Gaudas, must
mean a certain leaning towards verbal bombast, while artha-
dambara is not exactly verbal bombast but has an implication of
what may be called ‘mental bombast.’ ‘ :

21. or sense (artha, i, 62.) ,

22, - Sanskrit Poetics, 11, p. 137. fn,

23. The Theory of Rasa in Sir Ashutosh Mookerjee Silver
Jubilee Volumes ( Orientalia, Vol. I1I ), p. 212 ff, where the subject
has been fully treated. ;
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of this particular Guna, as will be understood from his
remark wibhaktam it madhuryam in i, 68e, Tt is
noteworthy that he has nowhere else made any distinetion
between a Sabda-guna and an artha-gune as Viamana
has done ; nor like Bharata, does he expressly state that
he looked upon any Gupa as relating eitherto Sabda or
to artha. The standard of distinetion between a Sabda-
guna and an artha-guna, which the later writers deseribe
as asrayasrayibhnva and which we find first fully esta-
blished in Vamana’s work®* leads us to judge that some
of the Gunas of Bharata and Dandin belong to Sabdu,
some to artha and others again to both,

The vag-rasa or Sabda-madhurya is said to consist of
what may be called $rutyanuprasa  Thisis not allitera-
tion consisting of vepetition of the same or similar
syllables, but it is the name given to the specific grouping
of similar sounds *° (Sruti-samya) which exists in lettors
belonging to the same sthana or place of utterance and
effort (e. g. kantha, talu, danta, etc.), or homogenous
letters to which Panini®® gives the name savarna  and
which is defined as fulyasya-prayatna. The example
given in this connection is esa raja yada laksmimn  prapta-
van brahmaga-priyalh (i, 53 b), where the use of $ and
7, yand /, £ and d as well as p and & produces Srutyaqne-
prasa. It involves an economy of effort in articulation,
and thereby gives a special pleasure to the Vaidarbhas,
who avoid, for fear of incurring monotony, mere varndni-
prase or the alliteration consisting of repetition of

24. Gopendra Tripurahara remarks clearly : $abvarthogunanam
namalo bhedabhave pi .s‘aé'darl/zopnflrglz-m&c‘ui asti bheda .
Kamadhenu, p, 84.)
25. S, K. De, Sanskrit Poetics, 1I, p. 101, fn. 8. The yamaka
is excluded expressly (i, 61) as being not conductive to Madhurya,
Dandin treats of yamaka later on in ch. Iil as a Sabdalamkara. -

26, Astadhyayi i, 1,9 (sitra 10, Siddh3ntakaumudi),
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similar letters.*”  The Gaudas, however, are fond
of varpanuprase  displayed in  examples®®  like

ciiru candramasain bhirw bimbain paSyaitad ambare.
manmano manmathakrantain — wirdayam  hantum
' udyatam (1, 57),

where the repetition of ea, ba, ma, and na in the words
produce the desired alliteration. Here the Gaudas take
special care to sce that too many syllables do not intervene
the repetition of similar letters for that would destroy
the immediateness of the effect.

Hemacandra (p. 198) and Manikyacandra (p. 189)
remark that vag-rasa ( or Sabda-madhirye as Tarana-
vacagpati calls it ) consists both of $rutyanuprase and
varpanuprasa, and as such it appears that Madhurya,
as a Sabda-guna is admitted in both the Vaidarbha and
Gauda modes. The only difference is that the character
of alliteration slightly differs in the two Margas, the

27. The respective effects produced by the two kinds of
anuprase are described in i, 52 and i, 55. When within any group
of vocables is experienced a similarity of sounds, juxtaposition of
words (padasatti) exhibiting that kind of similarity hpparently
produces the specific kind of alliteration called s’m@wdnuprnsa,
which involves an economy of effort due to a restriction to the
same sthana of articulation. The varpavpiti, on the other hand,
is contiguity (ed@reta) which awakens latent impressions from the
immediately earlier cognition of the same sound produced by the
same letters (purvanubhava-saimskara-bodkhini). Here also there
is an economy of effort, but since one and the same letter is
repeated the economy is supposed to decline into a weariness,
caused by the employment in the same way of the same organs of
articulation.

28. Two kinds of varpanuprase appear to be distinguished in.
the two examples (given in i, 57), viz., in metrical feet (pade} or in:
word (pada), They must be of sufficient contiguity to awaken the
impression. : “d
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one emphasising §rufi and the other warna. Tarunavi-
caspati suggests (i, 60) that the word prayal in i, 54.%°
signifies that §rutyenuprase and varpanuprasa are both
accepted in both the Margas : only in i, 58-60 it has
been stated that the Vaidarbhas do not admit specific
kinds of alliteration like smarah kharal ete., where the
alliteration is not accepted on account of its harsh struc-
ture in the first half and loose structure in the second
half.?°

Coming to vastu-rase or artha-madhirya, Dandin
appears to imply *' that since embellishment is the general
source of poetic charm and since all Gunas and Alamkiras
go to embellish poetry, it may be granted generally
that all embellishment imbues the sense with rastu-rasa
or artha-madhurya : yet what specially does this is the
absence of grmyata, in which is also included the idea
of aslilatva®® of later writers, and which belongs both to

29. anuprasad api prayo vaidarbhair idam (= Srutisamyam)
isvate | , 7, 54 c-d.
30. smarah kharal khalal kantah kayah kopasca naly kysah |
- cyuto mano’dhiko vago maho jato’save gatal |
ityadi bandha~pavusyas Saithilyafica niyacchati |
ato naivam anuprisain daksinatyal prayuiijate |
: i, 59-60.
31, kamain sarvo'pyalamkiro vasam arthe nisicati |
: tathapy agrvamyataivainam bharamn vahati bhiiyasa |
i 62,
32. Itis rather curious that Dandin should bring in the idea
of asizlatva or indecenmcy in this Gupa. This apparently shows
that the 7asa in this Guna is taken not in the technical sense of
the Rasa-theorists, but in the general sense of pleasing poetic
effect produced by a certain arrangement of word (vac)- or matter -
(vastu). - Such pleasing effect in the mind of the Sakydaya is apt to
be marred by anything which is gramyd. The gramya is not
vulgar ‘in the restricted  sense, but Dandin brings under its
conrnotation the a§/zla (both in word and sense, and not in sense
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Sabda and to artha.®® This wvastu-rasa or artha-ma-
dhurya which can be induced by all embellishment but
which is specially marked by the absence of coarseness
and vulgarity is accepted both by the Vaidarbhas and by
the Gaudas. Indecorous and vulgar expressions and ideas
are rejected by both, for Dandin clearly lays down:
evamadi na Saimsanti margayor wbhayor api (i, 67 e-d.)**

alone) which equally disturbs a good and pleasing sense.  Bharata
appears to comprehend the a$§lile in an aspect of the fault
bhinnartha, while Bhamaha includes it under dustata (in $ruti and
ariha) in his first list of general dogas. This first list of Bhamaha’s
ten dogas appears from the context to mention those which concern
the inner nature of poetry, for it is dealt with in connection with
the classification and general characteristics of poetry ; while the
second list of another ten dosas includes faults which are more or
less external,  This second list of Bhamaha is accepted and
verbally repeated by Dandin, but he does not mention the first
list of ten dosas, as well as most of Bharata’s original ten dosas
which includes the idea of the a§/zle. 1In treating the guzpas taken
as essential characteristics of good poetry, Dandin could not very
well avoid referring to some of the essential dogas ( e.g. neyatva in,
arthavyakti ) although he does not define and distinguish them
properly ; and in madhurya it was natural for him to bring in the
idea of the avoidance of the a§lila.

33. Ini, 63-67 two kinds of indecorous expression are distin-
guished. The proposal in i, 63 is direct and therefore vulgar,
in i, 64 it is reached by implication and therefore taken as quite
decorous. In i, 66 words are used which, if united together, give
rise to a new word in Sanskrit by combination, which conveys a
vulgar meaning. In i, 67 the words used, possessing more than one
meaning, give rise to an undesirable and indecorous suggestion,

34. Hemacandra (p. 198) and Manikyacandra (p. 189) remark
that Dandin establishes this definition of Madhurya by rejecting
the one given by Vamana (ppthak=padatvam), since this excellence
consists in alliteration (in its verbal aspect) and as such it may as
well be present in compound words. But this unhistorical
statement ignores the chronological relation between Dandin
and Vamana, and therefore possesses little value, !
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(5) SUKUMARATA. It consists in the absence
of harshness due to the use of mostly soft syllables
(anisthuraksaraprayam i, 692). But it has been remarked
in connection with éle$a (p. 82) that in Dandin’s opinion,
the presence of all soft syllables in a composition makes
it &ithila, and as such it ceases to be an excellence with
the Vaidarbhas. What is implied here is that . soft
syllables must remain mixed up with slightly harsh ones -
and conjunct consonants here and there, and that the total
effect must be a certain elegance. It might be argued
that such an admixture is not a distinetive criterion ;
Sukumarata might have a chance of being confused with
S]esa To meet such an objection TarkavigiSa remarks
(com. on i, 69, p. 69, Il 12-19) that the &dmnturc of
alpaprane  and ma]mp} ana syllables  constitutes blesa,
whereas Sukumairata consists in tenderness as a total
effect arising from the admixture of soft (komala) and
harsh ‘parusa) letters. Nor should we understand that
what is-‘alpaprazz_a is necessarily komale and what is .
mah@prana, parusa. Even unaspirated letters may give -
rise to harshness by reason of a specific admixture-
(alpapranasyaps varna-viesa-sarnyogatvena  parusatva-
sambhavat, ibid). Similarly aspirated letters too may
give rise to komalatva as a total effect under special
circumstances evam  mahdprano’ps  vinyase-vilesena
komalatvain bhogati...ibid) Thus, it is the general effect
that forms the critertion of pwrusatva or komalatva of
syllables. In a &ihila-bandha the syllables are all
alpaprana and the general effect is ‘loose’.  In élesa this
looseness 1is ‘overcome by the presence of mahaprana
syllables, appearing side by side with the alpaprana ones
and making the general effect compact. In the example ‘
mdlaiiddma langhitain bhramarail (i, 44) the conjunct
comsomnts shine prominently and seem to nake the .
structure generally compact. But the example . of



DANDIN’S CONCEPTION OF THE GUNAS 73

Sukumarata (mandalikytya barhani kanthair madhura-
gitibhily ete. 1, 70) consists of an admixture of alpaprans
syllables slightly with mahaprana ones, as well as
conjunct consonants, but the general effect is not harsh
or inelegant.

Here, too, Dandin presents the Gauda ideal side by
side. Whereas the Vaidarbhas accept Sukumarata in which
expressions consisting of unharsh vocables generally
predominate, the Gaudas have an eye to a ‘glaring
composition’, and consequently they do not mind if their
poetry involves harsh vocables requiring much strain for
pronouncing them. The example given here (nyaksepa
ksapitah paksah ete. i, 72) consists of harsh vocables,
but to achieve a glaring or grand effect, as well as an
exuberance of alliteration, the Gaudas do not care if
they have to sacrifice the general tenderness of structure
so welcomed in the Vaidarbha-Marga. We would like
to interpret the words diptam iti as diptam iti (hetoh),
following the indication in the Hrdayangama with
reference to vyutpanna in i, 46. These terms vyutpanna,
dipta ete., give us some of the standard characteristics
which the Gaudas aim at, and they also serve as an
apology for the Gauda poet’s deviation from some of the
Gunpas prevailing in the Vaidarbha mode. Such an
interpretation suits the context admirably, since Dandin
has all along been presenting the fundamental charac-
teristics that distinguish the two types of poetry. ~

(6) ARTHAVYAKTI Tt is the explicitness of
~ sense which consists in the absence of neyatva®®, that

35.  arthavyaktir anevalvam arthasya...... (i, 73.a)." Dandin does
not recognise neyalva and gramyafva in his treatment of ten
technical  Dosas.  The - Post-dhvani writers emumerate a. fault
called neyartha where a secondary (indicated) sense -is taken

recourse to without any established usage (##dks) or special motive
: (phzyajand) one of which is absolutely necessary in “Indication.”

10
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is, in the absence of extraneous matter to be brought
over for the completion of the sense. In other words,
it is that excellence in which the idea of a passage is
quite clear from the words actually used, and no
implication is necessary for the completion of the sense.
The example given here...... harinoddhyta | bhah khura-
ksunna-nagasrg-lohitad udadheh...(i, 73. b-d ) contains
Arthavyakti since the redness of the ocean has been
explicitly stated to be due to the blood of the snakes
that were crushed by Hari’s claws. Aeyatfra is illustrated
in the next verse®® where the reader requires an
implication to be understood as to why the ocean was
reddened. The Vaidarbhas and the Gaudas both reject it.
Dandin says : nedydain bahu manyante margayor wubhayor
api (i, 75), because the sense is not apprehensible where the
Sabda-nyaya®’ (i. e. the law of the expressive power of
the words) has been violated. Thus, Arthavyakti as an
excellence is admitted in both the Margas.

We must not think that since Dandin’s Prasada and
Arthavyakti both involve explicitness of sense, these two
Gunas should be identical. A distinction, though very
subtle, can be made in this respect between these Gunas.
J. Nobel rightly points out {(Foundations of Indian Poetry,
p. 111) that in Prasada the sense must not be too unusual,
words should be used in their obvious or generally under-
stood senses ; whereas in Arthavyakti the connection of
ideas must be apprehended from the words actually used,
there must not be any expectation (@kaiksa) of further
word or words to complete the sense.

36. mahi mahavarahena lohitad uddhytodadhel |
itiyatyeva nirdiste neyatvam uragasyjah | i, 74.
37. The Hrdayafigama explains §abd¢z-ﬁ_y&ya thuss yavad
artho'bhimatas tavac-chabdena bhavitavyam, Sabdasyapi yavad .

‘arthapratipadana-Saktis  tavadarthena  bhavitevyam iti  Sabda-
Sastra-nyayah. ‘
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(7) UDARATA. Itimplies an elevation consisting
of the expression of some high merit ; literally, upon the
utterance of which (yasmin ukte) is suggested (pratiyate)
some excellence possessing elevation (wtharsavan gunah
kascit i, 76). Udarata is said to be present in all the
Margas®®.

The example of this excellence is given in i, 77, which
runs thus :(—

arthindsn kypana dystis teanmulkhe patita, sokyt !
tadavastha punar deva nanyasya mukham iksatel

This implies the eminence of the king’s liberality
(tyagasya wutkarsah), which is not expressed in so many
words. It cannot be definitely said what Dandin really
means by this definition. Only some probable surmises
can be made®®. The use of the expression prafiyate in

38. The Madras edition reads : ¢ad wudarshvayaim tena
sandtha sarva-paddhaiih | i, 76,

The other editions read kavya in place of sarva : yet we can
take it that this Guna is entertained in both types of poetry
in the absence of any mention of the corresponding characteristics
prevalent in the Gauda mode.

39. It does not certainly refer to any elevated way of expres-
sion but to some implied high merit or wtkarsavan dharma of the
subject-matter described. Thus, it is not equivalent to the
uttanapadata of the Agni-purana (346, 9). It must, however, be
distinguished from the poetic figure udatte in ii, 300, where the
greatness, high merit or. prosperity of a personage is directly
expressed or described : and in this light the use of the word
pratiyate in the definition of the Gunpa is important. As the
illustration shows, Dandin appears to think that. the varpana-
bhatgt is essential : otherwise, the udarata could hardly be an
excellence of diction. But it need not mean any technical
suggestiveness or pratiyamanala of the Dhvani-theorists, although
the word prafiyate is actually used. The alternative definition
of the gunma cited by Dandin speaks of praiseworthy epithets
(Slaghya visesana) : but this, as the example shows, only refers
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the definition reminds us of the pratiyamana artha of the
Dhvani theorists*®. But we are not certain if the concept
of Dhvani as such was at all recognised so early.

Dandin mentions an alternative definition of Udara in
deference to the view of “some” (kailcid isyate......i, 79,
b ), which is “something characterised by commendable
or culogistic epithets” (Slaghyair viSesanair yiulktam..... .,
79a) such as lilambuja, krida-saras ete. Tarupavicaspati
interprets Slaghya as vai§istya-prateti-krt, i.e. bringing
into comprehension the particularity or distinetive
character of an object and this is supported apparently
by Dandin’s examples. But we need not take it in this
restricted significance alone.

(8) OJAS. It consists in the super-abundance of

‘ compound words and it appears to be accepted in both
the Margas. Inthe Vaidarbha Mairga it is the soul of
prose (gadyasya jiwitam. i, 80 b); even in verse this is
the soul resort of the Gaudas (adaksinatyanam......
ekam parayanam i, S0c-d). It is said to be of manifold
variety (uecavacaprakaram......i, 81e) according as there
is a profusion or paucity of heavy (guru) or light (laghu)
syllables or an equal mixture of both. This apparently
refers to the prosodic long and short syllables. It is
further added that this excellence is met with in composi-
tions like akhyayika (drSyamakhyayikadisu...... i, 81d).
But  since the fine distinctions between hathd and
.akhyayika are not favoured by Dandin, we may presume

to epitheta ornatia of a distinguishing character, like ‘toy-lotus’, etc.
The pregnancy of meaning implied in the first as well as the
second definition must therefore be taken in an extremely narrow
sense ; and the #daraia is a gune in so far as it depends upon a
particular way of description or var nanabhangi).

40. Premacandra interprets in this definite sense. (Com, on &
i, 76, p. 76). ‘ ‘
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that Ojas of manifold variety is acceptable as the life of
prose (gadyasya jivitam) in all kinds of prose composition.
The employment of compounds*® was probably meant to
add force or energy to the diction.

The Gaudas, we have been told, use long compounds
even in metrical composition.*® The Vaidarbhas, too,
use compounds in verses. But whereas the Gaudas are
indiscriminately fond of long compounds, the Vaidarbhas
would admit them in verses only when they serve to afford
charm without much strain, and do not produce confusion
(and@kwlain hydyam icchantyojo giram.. i, 83 ¢-d). Thus,
in brief, Ojas, is particularly a characteristic excellence
with the Gauda poets, who use it to any degree in any
composition, while the Vaidarbhas employ it with greater
discretion and with certain restrictions.*®

41. In the treatment of Anandavardhana (Dhvanyiloka. p. 133)
compound words coustitute the criterion of sesghatana and not of
Guna. The primacy of Rasa having been admitted, Ananda could
not maintain that any amount or variety of compound wotds
might be used in any kind of prose composition. Long and
middling compounds mixy be employed in the a@thyayika, but
since the depiction of sentiment, particularly $y#2gzra, predomi-
nates in the Zafha, the compounds must be used with an eye to
its awakening, and too many long compounds would be
detrimental. ' ‘

42. Ojas and, for the matter of that, long compounds have
all along been accepted as the - sine gua non of the Gaudi Riti, and
even in the twelfth century ériharsa regaled the scholarly Indian
with his brilliant and sonorous verses, See S. P, Bhattacharyya,
log, cit. , g

43. Hemacandra (p. 195) and Manikyacandra (p. 1g0) refer
to' the view of Mafgala along with Vamana, and remark that
they reject Dandin’s definition of Ojas on the ground that long
compounds cannot be the special characteristics of Ojas, since -
‘this excellence resides in all ‘the three Ritis whereas long
compounds are met with only in the Gaudi Riti (riti-traye'pyoasih
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(99 KANTI. Ttissaid to predominate** in a com-
position which is agreeable to the whole world on account
of its not transgressing the general usage of ordinary
possibilities. Briefly, it is the absence of the unnatural.
This excellence, we are told, is generally found in Vartia
and Varpand. The wmeaning of the term o@rfta is not
clear ; but the Hrdayahgama explains it as anyonya-
kathanam, and varpean@ as praSemstvacanam. Prema-
candra Tarkavigi§a quotes a definition of Var#a :
anamaya-priyalapo vartti vartta ca kathyaote, and explains
it thus : priyalape hi loka-prasiddha-vastvablidhanam
evocitam (comm. on i, 85 pp. 82-8) He further refers to
another explanation of warttabhidhanesn wvix., itihasa-
varpanesu t.e. in legendary accounts. Bhamaha uses the
term e@rttd in cases where Vakrokti is absent, and it falls
short even of Dandin’s Svabhavokti. It consists of such
bald and matter-of-fact expressions as gato’stamario®®
bhatindur. yanti vasaya paksinah ete. (i, 87, a-b). Tt is

-

‘sﬁdlzﬁmzmtzliir.l ,g.vaudiya-nirdefo na yuktiman iti vamano m-,z?'zgalué'm
Kavyanuéasana, com. p. 195). We must not, however, place much
reliance on these remarks of later writers with regard to Gunas
of the Pre- dhvanl theorists.  About Mandala we know nothing
except what - we get in such references : but all the three Kitis of
Vamana do not contain Ojas, for his Paficall has not been defined
as possessing it. ' I ‘
44, kantan savva-jagat-kantai lavwkikarthanatibramat |
tacca varttabhidhanesu varnanasvapi drsyate | ‘ i, 85.
45. It is interesting to note that although the expression
gato'stam arkak is left out of the range of poetry by Bhamaha
(ii, 87 c-d), it is considered by the Post-dhvani writers to have
at least some amount of charm by reason of the varletxes of its
suggested meaning. Thus, the expression bears onl y one meaning,
viz. “The sun has set’ by the power of its “denotation” while several
“meanings are p0351b1e by “suggestion” according to ‘the nature
of the - speaker and of the person spoken to. To mentxon
: a few, 1t .may mean —--(x) It IS tlme for prayers (:peaker—-—a
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rejected by Bhamaha and there is no indication for
supposing that it is accepted by Dandin, whose Svabha-
vokti too (ii, 9-13) involves at least some amount of charm.,
So far as Dandin’s treatment is concerned, the meaning
andmayapriyalape may well serve our purpose. The
varnand may be taken to mean waStu-svarapa-nirapana,
but even in that case it would be different from Dandin’s
Svabhavokti.*¢ It must be noted here that though the
illustrations of Kanti given by Dandin arc theoretically
said to conform to general usage, they are yet tinged with
a slight touch of exaggeration: but this is probably
necessary for the sake of a certain heightened expression
without which a dry sear@ipa~varnana (such as involved
in Bhamaha’s ¢@rt{a) might become an example of Kanti.
It is thus a heightened expression in the shape of a slight
exaggeration that makes Dandin’s wartiz fundamentally
different from that of Bhamaha.

The Gaudas*” however, are satisfied with exaggerated
ideas transcending ordinary possibilities. These highly
exaggerated descriptions are called afyulkt, which, as
.Tarunaviicaspati remarks, is not a blemish but an excell-
ence pleasing the Gaudas. The examples :

devadhisnyam waradhyam adya prabhyti no grhan |

yusmat-pade-rajah-pata-dhauta-nihesa-kilbisam |

alpamn wirmitam akasan analocywiva vedhasa |

idam evarnvidhain bhave bhavatyah stanagrmbhanam i

i, 89-90,

religious student), (2) no anxiety, your lover is just coming
(spoken to an impatient lady-love), (3) there is no trouble
from heat now (speaker a wayfarer), (4) take the cows
in (spoken to a cowherd) and so on. See K. P, n/lasa V P. 240).

46. Compare the illustrations in i, 87 and ii, 10.

47. We would accept the order of verses as in the text in the
Bombay and Calcutta editions (i. e., place i, o1 of the Madras
edition immediately after i, 87 and not after i, go).
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contain indeed highly exaggerated statements, since (1) the
dust from the feet of a great man cannot really wash away
the sins committed, and (2) to say that the creator created
the aerial space as small, because he was not mindful of
the extensive expansion of the heroine’s breastsis certainly
a flattering but an excessive statement. This is not merely
a heightened expression, but it indicates*® a preference
for the exaggerated and the unnatural. Yet the Gaudas
are said to make much of such descriptions, and this
is really due to the difference of ideals aimed at in the two
types of poetry.

(10) SAMADHI. It consists in the transference of
the qualities of one thing to another.*® The transference
may be manifold, and five different cases are distinguished
by Gopendra Tripurahara in his commentary on Vamana
iv, 3, 8, vix., abhidheya-sambandha, sadr$ya, samaraya,
vaiparitya and kriya-yoga. But Dandin speaks of three
cases : (i) superimposition (adhyasa...... i, 94) of the action
of one object on another, (ii) transference of the original
sense of a word, which.may not in itself be very pleasing
(e.g. nisthymta, udgirna, vanta ete. i, 95 a-e) to a secondary
sense (gaunavrtti-vyapasrayam i, 95b) for the sake of
some pleasing effect, and (i) simultaneous super-
imposition of many qualities (yugapannaika-dharmanam
adhyasah ii, 97).

Since transference lies at the root of this particular

Guna, it may be difficult to distinguish it from poetic

figures like Riipaka ete., which also are based on similar
transference of an object or its functions to another object.

48. Ini, 88, the Vidagdha is a reference to the Gaudas, imply-
ing a certain love of learned display, as opposed to the general
simplicity aimed at by the Vaidarbhas.

49.  anyadharmas tatod'nyatra lokasimanurodhina |
samyagadhiyate yatra sa samadhih smytah...... | i, 93
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As suggested by S. K. De®® the distinction may be
explained by supposing “that in the gupa there isa
transference only of the qualities or actions of one thing
to another while in the alaskare either one dharmin
itself is substituted for another, or the new dhiarma
entirely supplants the existing dharma”. “But the process
of poetic transference”, he goes on, “is essentially a mode
of figurative expression, resting finally on laksana and
Viamana would (partially) regard Dandin’s definition of.
the samadhi-guna as constituting the figure wvakrokte,
which, in his opinion, consists in a similar transference
based on resemblance”.

This excellence is said to be followed by all poets
(kavisgrthal samagro’pi tam enam anugacchati i, 100)
by which Dandin probably means that it is accepted in
both types of poetry, Vaidarbha and Gauda. But he may
also imply that such a mode of figurative expression is
the basis of all poetic expression and no poet (whatever be
his ideal of poetry) can do without it**.

50. Sanskrit Poetics, Vol, IL p. 103.

51... We have thus studied. Dagdin’s treatment of the technical.
poetic excellences. In this connection, we may note certain Dogas
which, in Dandin’s opinion, serve to afford poetic charm in special
circumstances, We have seen that Bhamaha was the first writer
who noticed a non-deterring character of Dosa under particular
circumstances. Dandin developed this aspect ~of Dosa more
systematically. In his opinion almost all the technical Dosgas,
mentioned by him, may turn to be poetic embellishments (Guna
or Alarthkara) or at least cease to be Dosas when they suit the
circumstances in which they exist. We shall just mention here
some of the important cases discussed by him,

(1) Apartha-dosa which consists in absence of a connected
idea. (sammudayartha-sunya K. D. 1V, 5) is not considered to be a
defect svhen the speaker is (i) a mad man (unmatte), (ii) a drunkard:
(matta), (iii) a child ‘(4af) or (iv) one in a distracted state of mind
(asvasthacitia) (IV; 7). : ‘

11
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From the above sketch it will be clear that in spite of
Dandin’s professed partiality for the Vaidarbha-Marga,
he gives the Gauda its due recognition as a Marga of a
different type, which might not have been totally
acceptable to himself, but which must have an established
tracdition of its own, differing in many respects from
the widely preferred Vaidarbha. To him the Vaidarbha
represents the mode of the standard good iarya, but
at the same time he could not help accepting Gauda as
a Marga possessing a distinctive value of its own. If the
fixed excellences are considered to be essential in standard
good poectry, the Gauda does contain some five or six of
them. The Samadhi and Uddrati are accepted in both the
Margas. The neyatva and grivmyatea, as defects of poetry,
are rejected by both ; and as a corollary, both cherish an
equal amount of regard for arthuryalii and artha-
madhurya which consist in the avoidance of these faults.
The Sabda-madhirya consisting of alliteration finds a
place in both these types—only the ideas about alliteration
differ. Hemacandra finds vag-rasa (or $abda-madhurya) -

(2) Vyartha-dosa which cousists in  ‘inconsistent and
contradictory statements’ (viruddharthe and purvapara-parahala
IV, 8) may be entertained (bhaved abhimati iv, 10) in poetry
when, for instance, the speaker is in a peculiar state of mind
(asti kacidavastha sa iv, 102) of love (sabhisafigasya cetasah iv, 10b).

(3) SasarhiSaya or the doubtful (iv, 16) turns out to be an
embellishment (syad alamkara evasau iv, 18c) when it is employed
with a definite purpose of producing a doubt in the mind of the
person spoken to (sarday@yaive yadi va tu prayujyate iv, 18a).

(4) Violation of facts with 'regard to (1) place (desa),
(2) time (kala), (3) technical arts (4elz), (4) popular usage or
practice (loka), {5} established philosophical dicta or truths (zyaye)
and  (6) sacred scriptures (agamah=sasmpith Srutih)—all these
Dosas may, by reason of the peculiar genius . of the poet
(kavikauSalat iv, 56b) cease to be Dosas (utbramya dosagananam
v, 56c)  and be regarded as poetic excellences (gunavithisn.
vigahate iv, 56d) under certain circumstances (saddcif iv, 56, b),
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in Srutyanuprase and varpdnuprasa®® which are aceepted,
in Dandin’s opinion, by the Vaidarbhas and the Gaudas
respectively.” The Ojas is accepted by both, with this
difference that it is the sine qua non of the Gauda Marga
where it is indiscriminately practised, but the Vaidarbhas
nse it with some restrictions. Of the three kinds of sama-
bandhas the Vaidarbhas practise only the mixed or middle
type, the other two extreme types, véx, mardu and sphuta
being practised by the Gaudas. Hence the latter do not
accept vaisamya on principle, but if it is sometimes found
in their composition we are to understand that it is there
for the purpose of attaining a different ideal. Similarly, if
the Gauda deviates from other excellences prescribed for
the Vaidarbha as the standard good composition, it is done
for the achievement of the same purpose, vix, for attaining
a different poetic standard, which had independently
developed even long before Dandin expounded his theory.
Judging independently, the treatment of Dandin’s
Gunas does not seem to be quite clear and consistent.
Some of his Gunas are somewhat obscure in their concep-
tion or definition. “The definition of wdaratva” remarks
S. K. De®® “is rather vague, so alsois that of kanti, in
both of which Dandin apparently admits subjective valu-
ations not clearly indicated”. The distinetion between
certain Gunas does not appear to be very clearly marked
(e.g. Slesa and Sukumarata, Kanti and Udarata). The ten
excellences shown above, having been described as the
life-breath of a standard diction, it is natural to expect
that they would all present a positive aspect and should
not be defined in negative terms. But in the case of
certain Gunas, vix., Artha~vyakti and the second aspect of
Madhurya, the faults to be avoided are first characterised,

‘wherefrom the characteristics of the corresponding Guna

52, ;frutz‘-bami‘muﬁrﬁsﬁbk_y?xﬁ wﬁg—msa@’(p. 198).
53+ 0p. Cit.p. 102,
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are to be comprehended by implication. Thus, so far as
these two excellences are concerned they are negatively
conceived (while others present a definite positive meaning)
and. consequently they give rise to alack of uniformity
in Dandin’s conception of the Gunas.

We have already noticed that the splitting up of each
Guna as relating to Sabda or to artha did not, as a theory,
develop till the time of Viamana. For the first time,
Viamana offers us such a standard for distinction (vix,
asrayasrayi-bhava) which was later on utilised by writers
like the author of the Agnipurana, Bhoja and Prakaga-
varsa who added a third variety of Gupas, namely, the
Gunas appertaining to both the word and the sense or
referring to Dosgas which do not disturb the readers’ mind
under special circumstances. Dandin, like Bharata, is
not explicit on this distinetion. Now that this standard
of distinction came to be definitely established since
Vamana’s time up to the systematic development of the
‘Rasa-dhvani theory, we can apply it to ascertain whether
“the Gunas as characterised by Bharata and Dandin can
be taken as belonging to the word or to the sense or to
both.  This procedure leads us to conclude that Dandin’s
é]esa, Samatd, Ojas and Sukumarati are prominently what
are called Sabda-gunas; his Prasada, Arthavyakti, Udirata,
Kanti and Samadhi belong to @rtha, whereas his Madhurya
has an implication of both $abda and artha. The two-fold
aspect which Dandin imparts to his Madhurya is a more
direct evidence justifying the conclusion that this is a
Guna having a double character, Vamana’s was an original
move on this direction, and with the eye of a novel theorist
‘he read a new aspect in the Gunas of his predecessors from
“which he shaped a system of his own. What was naively
treated in the works of Bharata and Dandin received
a systematic development at the hands of this earliest
known expounder of the Riti school, properly so called,

=]



Chapter VI

VAMANA’S THEORY OF RITI
AND GUNA. |

In Dandin Mirga is apparently a resultant and not -
an independent element. Of known writers whose works
have come down to us, Vamana is the first and fore-
most to develop the conception of Ritiand to give it a
proper orientation. He is also the earliest known writer
who gives us general definitions of the terms Guna and
Riti. His treatment of the Gunas is inseparbly associated
with the Riti which is defined as a special arrangement
of words ( wiSista padaracena...Kivyilamkara-...sttra-
vrtti i, 2, 7) and described as the ‘soul of poetry’ (Gtma
Jkavyasyo i, 2, 6). The speciality consists in the harmo-
nious unification of some standard fixed excellences which
are technically called Gunas and which have been
~generally defined as ‘those elements of poetry that serve
to embellish it’ (kavyasSobhayah kartaro dharmah iii, 1, 1.
Thus, in order to endow poetry with a ‘soul’ Vamana
“insists upon imparting a speciality to word-arrangement
“which speciality is effected chiefly by the harmonious
blending of the technical embelhshments called Gunas,
" And these Gunas, unlike the poetic figures (i. e. Alamkara
in the restricted sense), constitute inseparable attributes
'of poetry (purve nityah iii, 1, ) since they go. to ‘make
~up the Riti which is the essence of poetic composition.
- Without them the composition is devoid of any “vaiSistya”
and consequently becomes ¢ soul less.”* R

. So ‘much about the soul which term however -must be
taken as denotxng strictly an analogy ; but it ‘is not clear what
‘Vamana means by ‘“kavya-Sarira”, What Vamana actuaily says
~ on this pomt(vrm oni, 1, 1) is that che Wol‘d ‘kavya’ in big
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It will thus be seen that Vamana logically and more
systematically develops the crude teachings of Dandin in
establishing a very intimate nay, inseparable relationship
between the two poetic elements, namely, . Riti and Guna
though all the while, as much as his predecessor, he classi-
fies the Ritis on the basis of the Gunas—the presence of all
or some of which constitutes a particular Riti. But while
Dandin discusses at some length the prominent characteris-
ties of only two clearly distinguishable types of Marga e. g
the Gauda and the Vaidarbha, Vamana enumerates them
as three and only three adding Paficali to the former’s
enumeration—and he has not in mind any other Riti which
he has not explicitly mentioned. Thus, from the very
outset one would mark in Vamana an attempt to be more
clear and outspoken~which in itself is a decided advance
made upon Dapdin. His Vaidarbhi is, like Dandiu’s,
endowed with all the technical excellences swmnagra-

opinion, applies to word ($abda) and sense (artha) adorned with
-Gupa and Alarhk3ra; but he adds that it is employed in a
_secondary sense (bhakiya) to word and sense. By kavya-Sarira he
elsewhere (i, 3, 10 vp#ti) means itivypila, apparently applying the
word to the actual contents of poetry. But the first chapter of
‘his work is designated $zr7ra and he again uses the word Sarira
in his vpiti on i, 2, 6 where he says that this word must be
‘understood after the sentence of the s#tra (ritir atma kavyasya),
probably meaning thereby (as explained also by his commentator
‘Gopendra Tripurahara) that the A@upa consisting of $ubde and
artha (cf. vpiti on i, 1, 1) is the $arira of which the aima is Riti,
,And yet he would regard (as the Dhvani theorists rightly point
-out) the Guna as the essence of Riti and Dosas as the properties
of $abda and artha. Thus Vamana’s quest after the soul of
poetry is somewhat illusive, and his apprehension of the
essence of poetry is, as the Dhvanikdra criticises, external and
“somewhat vague ; for he would still view the whole matter from
* the pomt of external form. jagannitha (R-zsa- anaadhara P '55)
appearstoreahse this dﬁﬁculty, SR
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gunopetd 1, 2, 11), his Gaudiya contains Ojas and Kanti
(ogahkantimali, 1, 2, 12), while his Paficali is marked by
the presence of two other Gunas, namely, Madhurya and
Saukumarya ( madhuwrya-saukumaryopapanna, 1.2.13 ).
Of these three Ritis Vamana assings the highest place to
the Vaidarbhi inasmuch as it unites in itself all the poetic
\ excellences that serve to make poetry fully relishable
] by imparting to it the maximum amount of speciality or
vaisisiya. The other two varieties have been relegated
to an inferior position® in this sense that they lack
in one or other aspect of poetic excellence—the Gaudi in
Madhurya and Saukumarya, and the Paficali in Ojas and
Kanti. ‘

Though not free from the undeveloped character which
is natural to the treatment of an early theorist, Vamana’s
ideas mark a great advance in the history of Sanskrit
Poetics. No doubt the subjective aspect of poetry as such
did not engage attention till the advent of the Dhvani-
theorists (and even then not to its full extent), and that:
the word ‘soul’ in Vamana’s ideology at least must be taken
as nothing more than an illuminating metaphor, yet it
should be admitted that it was Vamana to whom for the
first time occurred the idea of a deeper significance of
poetry. Anandavardhana’s criticism of Vamana’s stand-
point { 7¥ti-laksana-vidhayindm hi kavyatattvam etad.
asphutataya manal: sphuritam asit......under D. K. iii, 52,
p. 231) is significant only in the light of the evolution of a
clear-cut, coherent and penetrative analysis of these later
writers,® who would grudge the honour paid to the earlier

2. . tasam purva grahya guna-sakalyat. i, 2, 14.
na punav itare stoka-gunatvat. i, 2, 15.
3. There is one fundamental point in which the. Dhvani
theorists differed fr om Vamana véz,, that while Vamana considered

the Gupa and the. Doga to be properties of $zéda and artha the
Dlwaux theorists legal ded them as the d/mrma of the unexpressed
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theorist. Moreover, Vamana’s influence onthe later concep-

tion of poetry is patent and undeniable.* In the first place,
his quest after the essence of poetry was more assiduously
and effectively realised by the Dhvani theorists. Secondly, it
was he who following perhaps the tradition prevailing in his

sense which takes the form of »asadhvani. In this they, no doubt,

mark an advance upon the merely formal analysis and from their.

own point of view they could characterise Vimana’s scheme as
inadequate. But even their own scheme was, in a sense, as formal
as Vamana’s, When they insisted upon dkvani or suggestion as
the essence of poetry they no doubt went a step further and
clearly realised that there was something in poetry beyond what
is merely expressed, and this unexpressed sense is the most
essential,  When this unexpressed element is a mood or feeling

they thought it to be the most desirable, in deference to their

preference of sentimental poetry. But this mood or sentiment
they considered to be nothing more than a relishable condition
of wsthetic pleasure in the reader’s mind, produced by the effect of
the poet’s representation. They clearly realised, no doubt, this
esthetic fact but they still measured the essence of poetry by its
effect, and presented external means for producing it. They never
considered poetry as a production of the poet’s mind, as an
externalisation of an internal @sthetic fact, conceived and shaped
by the poetic imagination and irreducible as a separate wsthetic
fact to a cut-and-dried scheme prescribed by poetics, No doubt
externalisation is an important fact and as such deserves the
attention of the theorists, for the poet must express his conception
through the external medium. But the internal poetic idea as an

westhetic fact cannot be ignored, and the analysis of this process

of poetic creation is as important as an analysis of the process of
externalisation,

4 We may note here Gopendra Tripurahara’s comments on
the difference between the poeticideéals of the Riti school and
the Dhvani schicol. He says ‘“7i/i-dhvani-vade-matayor iyams iu
bhedah. tatra prathame vitiv Gima kavyasya; tadvyavahara-prayojaka
gunak. Carame (u dhvaniy @ima, sa eve tadvyavahara-prayojaka
iti.  wbhayatrapyaima-nistha gunah. Sabddrtha-yugalahm Saviram
dannistha alamkara iti ca savvam aviSistam.  (p. 72, 1. 11-14).
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Riti school clearly analysed for the first time the different
elements of poetry considering some of them to be essen~
tial and others non-essential. In a word, a unifying
central principle has first been posited by Vamana in the
history of Sanskrit poeties.

Bearing in mind the limitation that Vimana’s scheme
is more or less formal, we must note that unlike his
predecessors Vamana insisted upon a clearcut distinction’
between the Gupa and the Alarmkara. We have seen that
Dandin offers a general definition of Alamkara as embell-
ishment per se. and in this view he influences Vimana
to whom poetry is charming by reason of its alamkara’
which term is employed in the general sense of poetic’
beauty (saundarya).® 1f it is asked how this saundarya
arises, Vamana would reply that it arises from the avoid--
ance and utilisation respectively of the technical poetic’
faults (Dosas) on the one hand and the technical poetic
excellences (Gunas) and figures of poetry (Alamkaras)
on the other®. The poetic figures like Upama,
Riipaka ete. for which the term alamkara is used in a

narrow sense are employed in poetry in so far as they

help the realisation of poetic beauty or alaskara in the
wider sense by which criterion alone poetry is acceptable.

Thus, Vamana gives a definite and clear shape to the

position of Dandin who describes the term alamkara
generally as  kawvya-Sobhakara dharma (i, 1) which
has been applied to the Guna as well as to the technical
Alamkara. The only difference in Dandin’s opinion

5, kavyam g1dhyan alamkardl, iy 1, 1. saundaryam  alambarah
i, 1, 2. It should be noted that this seundarya Vimana never

" attempts to define or describe but he merely considers ‘the means

by which it can be attained.

6. sa ‘a’oga_gunalamkanﬁ-hZwﬁdauﬁé/xyﬁm : -(x, 1, 3) sa,

(vpeti on the Wbove:).

12
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lies in the supposition that the Gupas are essentially
important in the best mode or Marga whereas the
Alammkaras may exist in any Marga; or as Viamana
puts it, the Gunas are permanent or essential (nitya......
iii, 1, 8) and the Alamkaras are variable or non-essential
(anitya) characteristics of poetry. All this naturally
prepares us for Viamana’s teaching in the beginning of
the third chapter, where the Gunas are defined generally
as those elements which go to embellish poetic beauty
(kavya-sobhayah kartaro dharmial...... (ii, 1, 1) while the
Alarmkaras like Upama, Yamaka ete., are said to heighten
the beauty thus produced (fad-atiSaya-hetavas tralain-
karah...... iii, 1, 2). And hence the Gupas are taken as
inseparable attributes of poetry and consequently the
Alatmkaras which are not absolutely indispensable for
the production of the poetic charm but may serve to
heighten it when produced, ave relegated to a subordinate
position as an clement of poetry. The analogy which
later writers found between the Gunas and qualities of
energy, sweetness etc., residing inseparably as virtues
of the human soul as well as the analogy between the
Alarmkaras or poetic figures and ornaments on the human
body (which embellish indirectly through the sound and
sense the underlying soul of sentiment but not invariably)
has” been noted by Vamana in the two illustrative
verses cited under, iii, 1, 2°. But it must be clearly
understood from Vamana’s treatment that he would

7. (1) suvater iva rapam anga kavyan
svadate Suddkagunain tad apy ativa |
vihita-prapayam nirantarabhily
, sadalaimkara-vikalpa-kalpanabhily |
(2) 1adi bhavati vaca$ cyutam gupebhyo |
vapur tva yavvanabandhyam anganayil |
api jana-dayilani durbhagalvam
 miyatam alamkarani semSrayanie |
{vptti under iii, 1, 2. p. 70)‘
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regard both the Guna and the Alamkara (although in
different degrees) as the properties of $abda and artha. «

As the means of arriving at poetic beauty, in Vamana’s
opinion, is the avoidance of Dosas and the utilisation
of Gunas and Alamkaras Vamana, like his predecessors,
lays down at the outset that poetry must be frec from
Dosas. The Dosas are generally defined as “gupa-vipar-
yayatmano dosah (i, 1, 1) : they are those elements of
which the characteristics are opposite to those of the
Gunas <. e. if the Gunpas produce the poetic charm the
Dosas destroy it. They are classified under four heads
according as they belong to the word (pada) and its sense
(padartha) or to the sentence (v¢@kya) and its sense
(vakyartha). These are again conceived under two
different aspects wvix., (1) sthuile dosas which are Dosas by
themselves, and (2) su@ksma® dosas which are such only
in reference to particular Gunas. ]}earing in  mind
Vamana’s definition of Dosa as the opposite of the Guna
as an element, the first of the two sets of Dosas spoken

8. This classification based on such a terminology is not
expressly discussed, Vamana only states at the end of his treat-
ment of Dosas that he shall mention szksma dosas in connection
with his considerafion of the Gunas (ye fwanye Sabdaarihadosih
shksmas te gupa-vivecane vakgyante..vriti on il, 2, 24. p. 67
—68). From this Gopendra Tripurahara remarks that the
Dosas treated in ii, i are to be known as sthiila ( asminnadhikarane
laksaniya dosah.....$thWla ityavagantavyam (com. on ii, 1, 3)
siibsma dosas would fall under what the later writers would call
anitya dosas. The kamadhenu explains the word suksma as
kavya-saundaryhsepanatiksama. Vamanas ovpfi  etc......dosas
tyagaya juatavyil ( p. 67 ) shows that the nityanityatva of Dosas in
the later theory was also ' advocated in a way by Vamana.
These Dosas do not detract'so 'much from the poetic beauty but
best types of poetry should be free from them. Vamana also
refers to upama dosas following in general the tradition associated
with Medhavirudra (cf, Bhamaha, ii, 44).
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of would refer to those general defects which mar poetic
beauty in general just in the same way as the Gupas
create it. The second set, on the other hand, would
correspond to those wiparyayas of Dandin which may be
considered as “opposites” and are marked by characteris-

tics which are exactly contrary to those of the correspond-

ing Gunas. Thus Saithilye which is a characteristic of
excellence Prasada would become a veritable viparyaya-

dosa contrary to the Gupa O]q,s, if it is not used along‘

with that Guna (iif,i,7) Similarly all the other Sabdagunas
excepting Samadhi and two of the arthagunas, namely,
Prasada and Samata have been shown to possess some
corresponding swhsma or wiparyaya-dosas, although the
names of the viparyayas are not clearly mentioned. Thus
Vamana, unlike Bharata and Dandin, would apparently
employ the term wviparyaya as “opposite” in connection
with both sets of Dosas ; and in thus clearly enunciating
and enumerating these technical and wiparyaya sets of
Dosas he anticipated and influenced later writers like
Bhoja and Prakagavarsa.

Information is lacking as to how far exactly the Riti
and Guna theories may be traced back in the history of
poetics. We have seen that Bharata’s Gupas, which are
thé same as those of Dandin in name and mumber, were
treated theoretically in connection with the drama just
like the Laksanas and the Alamkaras. But at the same
time we should not forget that even in Bharata’s time. the
Lavyagune must have been known, though we do not

meet with any discussion about the nature and eharacter
‘of Riti in his treatment. So far as our present knowledge

goes Dandin is the first to enumerate and discuss the
Gupa in connection with Riti. Vamana, in support of
h1s definitions of Ritis utilises some verses probably from

some unknown source where the Ritis are found to have
- been deﬁned amongst other chanacteristics, in terms of .

sssanil
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the Gunas® and which was later on appropriated by
Bhoja (ii, 29-31. p. 134) in his definitions of Ritis both in
sense and in expression. At the end of the chapter
(iii, 1, 1-28) dealing with Sabda-gunpas Vimana cites a
series of verses which correspond to his own definitions
of the sabda-gunas (p. 82). Itis evident from these and
also from the finished form of the treatment of Dandin
and Viamana that the Riti and Guna theories had had a
long" history behind it even before Vamana came into
the field, and that he was following a tradition prevailing
in the school to which he belonged. Works embodying
this tradition which would have shown us the history in
the making have not yet been discovered.

Although Vamana theoretically follows his predeces-
sors Bharata and Dandin in the number and nomenclature
of his Gunas, yet he practically doubles the number by
splitting up ‘each of the Gunas as relating to the Sabda
or to the artha. The distinction between the Subda-guna
and the artha-guna the Sabda-dosa and the artha-dosa and
the Sabdalainkara and the arthalainkira as standardised

9. asprstd dosa=matrabhik samagra-guna-gumphita |
vipaiici-svara-saubhagya vaidarbhi ritiv igvate |
: (under1, 2. 11)
Bhoja reads asamasa...... in place of the first foot of the
above verse. -
» samastatyndbhatapadam ofahkantigunanvitam |
gaudiyam api gayanti vitim riti-vicaksanih I
y (under 1, 2, 12)
aslista-Slatha--bhavam tu purana-cchayayanvitam |
madhuran sukumaram ca pancalim kavayo vidulh I
(under 1,2, 13) . .
It is interesting to note that later on Vamana denounces
puranacchaya (— reflection of conventional things : wpffi:on iii,
I, 25 ) as arising out of the absence of the $abda-guna, Kanti which
consists in aujvalya ( richness of words), :
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by Vamana, was accepted and developed by later writers
#1] the Rasadhvani theorists like Mammata and Viévanatha
criticised the inadequacy or uselessness of such a
distinction. It is worthy of note here that Vamana does
not quote any verse in support of the definition of his
artha-gunas, as he does in the case of his Sabdagunas.
Hence, in the absence of any previous work dealing with

~ such an analysis of each Gupa, we are inclined to conclude
that Vamana was the first to evolve thistwo fold division
of each of the Gupas. His insight read a new meaning
in the Gunas of his predecessors as a result of which he
analysed this Guna Concept, formed a new theory of
classification and consequently influenced the later writers,
some of whom evolved even a third set of Gunas belonging
at once both to the §abda and the ariha.

, Each of the ten Gunpas of Vamana has been treated
*tmd‘ > two heads as (i) a Sabda-guna and {ii) an artha-guna
i res‘ tively :— °

1. OJAS:—() Gadha-bandhatva (iii, 1,5.) or com-
* pactness of word structure, by which is meant perhaps
~ the cohesiveness due to the frequent use of conjunct
consonants specially of the letters of the same varga or of
Van other letter conjoined with 7 or . In the example
ven vilulita-makaranda mawijartr nartayanti, Vamana
ably thinks that there is compactness of structure
e 1o the eonyunctwn of consonantb hke 7 and d, n and

unct consonants noted above are absent. - There
eed two conjunct consonants in this latter
but they are apparently taken to have
a looseness in the structure which is ‘the charac-
of another Guna wiz, Prasada. Vamana does
“details. He seems to insist on compactness of
which loose syllables are avoided or if they.
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appear they do along with comparatively harsh ones,
producing as a total effect, a cohesiveness in the
structure.’® It is probably because of this consideration
that S. K. De'! has taken Vamana’s Sabda-guna 0]‘18 to
correspond to Dandin’s Sleﬁa

(ii) Arthasya praudhih (iii, 2, 2) or boldness in the
expression of ideas, which has been explained in the
ertte in five different ways. These are (1) padarthe
vakya-racanam i.e., the use of a series of words instead of a
single word e.g. nayana-samuithasn jyotir atrel instead
of candra. k v

(2) Vakyarthe padabhidha or the use of a single
word in order to convey the meaning of a sentence e.g.
the word mimisati instead of using dévyeyarin na bhavati
kitntu manust from the convention that gods never
wink.

(3) Vyasa or’ analytic expression of ideas by a
diffuseness in which the self-same idea is sought to be
expressed in more ways than one. The illustrative
verse : : s ,
ayaim nanakaro bhavati sukha-dul kha-vyatikaral
su/cham 2@ duhkham vl N bhavatr bhavatyera ca

tatuhl

10. Gopendra Tripurahara ( Kamadhenu p. 73. Il 9-11 )
remarks that compactness of structure (gadha- -bandhatva) arises
from the following :~saiyubtaksaratvam,  nir autam-repha—
Sivaskair varganam pmz‘hamu dvitiyais tytiya-caturthail pratha-
mais ty z‘zyaz§ ca sayog ak, 'uzsmyamya-]zkvamulzyopadlzm&n!yﬁh
gurvantatd, samasas ca.

In the example of Ojas (quoted in the text p. 94 above) Vamana
“seems to emphasise more the use of conjunct consonants than

- the presence of compound ‘words. But his 1llusttatlon of Gaudi e

Riti (p. 20, under i, 2, 12), in which Ojas plays a promment part,
consists of an abundance of compound words.

1.  Sanskrit Poetics, Vol. 11, p, g.
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punas tasmad wrdhvan bhavat? sukha-duhkhamn
Limapt tat

punas tasmad urdhvain bhavati no ca dubkhai
na ca sukham |
(under iii, 2, 2. p. 86)

consists of as many as five sentences used to denote
a single idea, namely, happiness and sorrow revolve in
a cycle according to destiny®®.

(4) Samasa or synthetic expression of ideas by a
brevity in which several sentences are joined together
in one integrated whole through the use of suffixes
sanctioned by grammar. In the verse :

te himalayam amantrya punal preksya ca
Snlinam 1

siddham casmai nivedyartham tad-visysiah
kham udyayul 1 (ibid)

We have a single “simple” sentence in place of the
following several sentences: they took leave of
Himalaya—they saw Siva—they rgported their success
to him—they were dismissed by Siva—they flew away
to the skies.

() Asya (arthasya) sabhiprayatvam 7.e. the appro-
priateness of meaning due to the use of particular
epithets which, through ellipsis, bear a special significance.
The Kamadhenu explains the word sabhiprayatvam as
padintara-prayogant antarena  tad-artha-pratyayana-
pragalbhyam (p. 86, 11. 6-7). In the example given :

12. On this Candidisa (K. P. dipika, fol. 115a) remarks :—
atra yena Samsavind yadySain karma kytah tad-anusarenaive
tathavidho misrita-sukha-duhkhadi-bhogah kriyate. yadi kutascid
atmasaksatkarah syat tadaivisya pravahasya Suntir ityeve hi
wivaksitai vaicitryenocyate.
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so’yain samprati candraguptatanayas candraprakiso
yuva |
Jato bhuipatir asrayal krtadhiyam disiya kriartha-
Sramah 1 (ibid)
This very son of Candragupta, bright as the moon (?)
and the patron of men of letters has, by good Iuck,
succeeded in his labour: the expression, asrayalh krta-
dheyam has been added with the special purpose of
indicating the fact that the prince had Vasubandhu
(or Subandhu)*® as his minister. Similarly the example
‘on the loosening of the hair of the lady’ (vigalitabandhe
keSahaste) who possesses beautiful hair (sukeSyah), the
qualifying phrase has been inserted with a  special
significance® **

13. This verse has been the subject of much keen contro-
versy amongst scholars—the point of discord centring round the
reading vasubandhu-sacivya or ca subandhu-sacivya in Vamana's
vitti, (Vide the paper on “Vasubandhu or Subandhu?” in the
proceedings ~ of the second Oriental Conference, Calcutta,
PP 203-213). ' : '

13, Vaidyanatha Tatsat (com. on Kavyapradipa, p. 282)
explains the word sabhiprayatvam as prakyiavihopa-yuktatvan i.c.
suitability. to the subject-matter in hand and remarks that the
qualifying adjectives mahaujasaly  (highly vlgorous) manndhanah
(rich in selirespect) etc. in the verse

mahaujaso manadhana dhanarccita

dhunurbhytah saryati labdhakiviayah |

nasamhatas tasya nabhinna-vyttayah

privani vatchanty asubhih samihitum |

‘ (Kiratarjuniya, i, 18)

,go to support the statement in 1he last line of the verse iz,
that they tried to do good to him even at the cost of their own
lives. Other commentators of the Kavyaprakasa are inclined to
'explam the word asya in the vyiti as referring to $ebda ; but the
_difficulty is that the context in Vamana hardly permits us to
interpret the word asya in that way. [It should, on the other

~ hand, refer to artha Whose Gunas, Vamana is dlscussmg in the

13
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II. PRASADA :—(@) Saithityam (iii, 1, 6) or loose-
ness of structure. Meeting the possible objection that
this' constitutes a veriable Dosa since it is the opposite
of the Guna Ojas, Vamana holds that Prasada as a Sabda-
guna is an excellence only when it appears along with
Ojas (gunah samplavat..... i, 1, T and not by itself
(Suddhas tu dosa eva). Again, if it is asked how ecan
these contradictory attributes appear together, Vamana
would appeal'* to the common experience of persons
who enjoy pleasure and pain simultaneously when they
‘witness representations of pathos!®.

(i) Arthavaimalyam (G, 2, 3) or eclearness of
meaning, arising from the use of such words as are

chapter under consideration. ]~ Manikyacandra (p. 193) seems to
be of opinion that the abhipraya belongs primarily to the speaker
or the hearer and that when it is said that this relates to an
excellence belonging to the sense we are to understand that this
is due to a secondary usage, The difficulties with which Manikya-
candra was confronted will probably be solved if we do not take
abkipraye too literally but understand it, like Tatsat, to mean
prakyiarthopayubtetva, It appears that these commentators are
anxious to approximate this zispect of Vamana's artha-guna Ojas
to the poetic figure Parikara of later writers which has been
defined by Mammata as viSesapa-sabhiprayatvam.

4. sa tu samplavas tu () anubhava-siddhak  tadvidam
ratnadivisesavat. atra Slokaly

I:arugzapreé.gagziyeg;u satmplavaly sukha-dubkhayoh |
yathanubhavatah siddhas tathaivaujahprasadayol |
‘ ' : ( under iii, 1, 8),

15. - Hemacandra ( p. 196 ) - and Manikyacandra (p. 191)
however, would reject such an appeal remarking, in accordance
with ‘the views of the Post-dhvani “theorists, that the audience
“derive only pleasure and not pain from such exhibitions. Vamana
adds that in such cases of - combination of the two excellences
there is sometimes eqixality between the two and sometimes

: VSupé’éiority of the one to the other (samyotéarsan...,..iii, 1,9k : [
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absolutely necessary (prayojaka-matra-pada-parigrahe).
In the example savarna kanyaka rapa-yowvana-rambho-
$aling, (a maiden of the same caste endowed with heauty
and budding youth), the qualifying adjectives are not
superfluous. In the illustration of the wviparyaya-doss -
arising therefrom, upastain hasto me vimala-mani-kazci-
padam idam (let my hand approach the girdle zone of
beautiful gems) the mention of girdle zone only is what
is necessary and the epithet ‘of ‘beautiful gems’ is
supeffluous. The Kamadhenu (p. 87) distinguishes
between this artha-guna and the fifth variety of the
artha-praudhi thus :—In the one some words are abso-
lutely necessary in order that the passage might fit in
with the context instead of being meaningless; in the
other, they carry a special significance without which,
however, the composition would not be defective.
Vamana’s arthe-vaimalya is really the excellent literary
quality which avoids superfluity.

IIT. gLE@’A :—(i) Masrnatvam (iii, 1, 10) or smooth-
ness, resulting from such a close proximity or coalescence
of several words by virtue of which they all appear to
constitute a single whole (yasmin saté bahunyopi
padany ekavad bhasante). The definition is generally
_intelligible but not so all the illustrations that Vamana
gives. It is difficult to understand why of the iHustrai/;ions
given some (in the opinion of Vamana) contain Slesa
and others do not. Should we be led by the hints given
in the Kamadhenu'®, to understand that in the defective
- s@tradn brakmam urahsthale and taditkalilam akasam,
the characteristic, namely, ekavad-bhasamanata is lacking
due to the difficulties of smooth pronunciation, and
“also that in the defective example bhramari-valgugitayah

16. sitra brakmam ityaira para-savarne’pi parusaksarotihg-
nan na Slesak (p. 75, 1. 10-11 com)
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the effect of smoothness has been spoilt by reason of
the use of the word walgie instead of mafju? Even
then -we are inclined to ask on what standard the effect
of smoothness is to be judged except by the rather
uncertain  and  variable standard of  individual
appreciation ?

(i) Ghatana (iii, 2,4) or commingling or congruity
of ideas. Ghatan@ has been explained by Vamana as
krama-kangilya-nulbanateopapatti-yogal *’ (effecting
congruity between incongruous ideas by means of a
crooked or clever procedure ) which Ramasinha® analyses
as kramena Lautilyenanwlbanataya upapatty yojanam
arthasya $lesal ete. :md/ in the course of equating which
with Bhoja’s arthaguna Slesa remarks :—aghatamanasyeca
vakyarthasya  buddhicaturyena  ghatana iti (a clever
bringing about of congruity between apparcutly incon-
gruous ideas).

In the illustration given by Vamana'® there is ghafana
or congruity of ideas, since the hero cleverly manages
to please two heroines simultaneously which is otherwise
a difficult task. Abl}inavagup’ca, in his attempt to
approximate Bharata’s Slega to Vamana’s takes the same
verse as an illustration and remarks :—atra manorathati-
to’py ekakalo-nayika-yugala-lydaya-grakana-laksanarthak
veiierasambhavanaspadain na bhavatl ;  tena Lutilo’pi

1. The way in which the zp##i text has been sought to be
explained by Gopendra Tripurahara is indicated in fn, 20
Abhinava takes krama-kantilya to mean kutila-krama—the word
in the vrtti text being an instance of abstract for the concrete.

18. Sarasvatikanpthabharapa (comm. on p. 63)

19.  drstvaikasana-saimgate priyatame pascad upetyad.:ad
ekasya nayane nimilya vihita-kridanubandhacchalal |
isadvakrita-kandharaly sapulakah premollasanmanasam
antarhasa-lasat=-kapola-phalakan dhivio’'param cumbati |

( under iii, 2, 4.)
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yam kramo ma hydaye wlvanatvain  bhajale majjati
haydaye yatal sarvasyeli*®.

IV. SAMATA :—(i) Margabhedal (i, 1, 11)—
yena margenopakramas tasyatyagalh or homogeneity of
diction from the beginning to the end. The viparyaya
which arises from riding roughshod over this excellence is
illustrated in the verse prasida candi lyaja manyum
afgasa ete.  Here the verse begins in the active voice but
ends in the passive (lwaya lupta-vilasam asycte). The
Kamadhenu explains margabheda as adi-madhyavasanes-
vatkarupyam, uniformity throughout—in the beginning,
the middle and the end.

(i) Awaisamyam (iii, 2, 5) (1) prakramabhedah, i.e.
non-relinquishment of proper sequence of ideas. (2)
sugamatvam i.e. ease of comphrehension. The illustrative
verse :

cyuta-sumanaseh kundah puspodgamesvalasa drivmd

malaya-marutal sarpaniiime ete. :
being a description of giu-sandhi (the period when the
winter has just ended and the spring has just set in), the
mention of malaye-marut, which belongs exclusively to
the spring, has given rise to some inconsistency. This
inconsistency, however, can be avoided if we replace the
reading in the second foot by manasi ca girain badhnan-
time Tirants na kokilah (The cuckoos have prepared their
melodies but have not yet poured them in), which clearly
indicates the end of winter and the beginning of spring.
We may note here that Dandin’s definition of Samata
is only partially akin to that of Vamana. It refers
only to the uniformity of syllable structure, whereas

20, Probably Ghatana may suggest, from the definition,
“the fitness or propriety arising out of a judicious balance ( neither
more nor less ) of order and irregularity of ideas. The difficulty

*is with regard to the word anulvanpa which means ‘“not excessive,
neither more nor less” but it may also mean “not manifest.”
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Vamana’s Samata as a Sabda-guna refers to the uni-
formity of diction and asan artha-guna it insists upon
a proper sequence of ideas. Hemacandra (p. 197) and
Manikyacandra (p. 192 ) attribute to Vamana’s school,
a view-point which, in the present state of our knowledge
about the following of Vamana, we are not in a position
to corroborate—that the uniformity of syllabie structure
which Dandin regards as the sine qua mnon in his
definition of Samata can be included in the wptfis and
as guch Dandin’s Samatd ceases to be a Guna and there
arises the necessity of a new definition of this Guna by
Vamana. In fact, Vamana’s Samata may be taken to have
been developed directly from Dandin’s inasmuch as the
latter speaks only of the symmetry of structure, while
the former includes symmetry of structure, of diction and
of ideas in this Guna.

V. SAMADHI —() Arohavarohakramah (i, 1,
12) which admits of two ways of interpretation. In the
first place, it may occur when the wording is such that
the heightening effect of the vigorous diction is toned down
by a judicious sprinkling of softening words and vice-
versa (arohasyavarohe sati pariharal, avarohasya v arohe
satits). Secondly, it means symmetry due to the orderly
sequence of ascent or descent. This occurs when there
is a gradual rise from the feeble to the vigorous and
a gradual decline from the vigorous to the feeble ; .e.
an alternating graduation of the soft and the forcible
diction (kramenarohanamn avarohanain ca.

Tt may be argued®” that Samadhi thus defined cannot
be a separate excellence by itself because the ascent and

21. This so-called siiksma-dosa has an analogue in  the
blemish Prakrama-bhaiiga of later writers. :
22. na pythak, arohavarohayor ojah-prasadaripatrat
, ' (iif, 1, 13.)
‘nasaprktatvat iil, 1, 14)
anaikantygcca (i, 1, 15 )
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descent are nothing more than the excellences of Ojas
and Prasada. To this Vamana answers that it is not
invariably true that in Ojas there is ascent, or in Prasada
there is descent. Ojas and Prasada are often interwoven
in Samadhi and exist like the two currents of a single
river. Vamana, however, would accept the position if
it is conceded that the ascent and descent occur in a
certain heightened stage (fivravastha...iii, 1, 16) of Ojas
and Prasada because in this case the ascent and descent
depend upon a particularity quite its own (wiSesa) as
distinet from the general nature of Ojas and Prasada.
Hence, there can be no objection to accepting Samadhi
as a separate excellence on the basis of ascent and descent,
it being understood that the ascent and descent depend
upon these excellences which in their turn do not consist
in them. In other words ascent and descent are not
the essential but accidental or specific characteristics of
QOjas and Prasada, whenever these two excellences attain
a special heightened stage the ascent and descent may
oceur im some of their ports. Nor can ascent and
descent be explained away as referring to thc way or
tone of readmg

(ii) Adrtha- drstzlz (iii, 2, 6) or the excellence which
leads to a concentration of the mind for - the proper
comprehension of the meaning.  From this point of view
Viamana classifies the arthe or the meaning broadly into
two classes, namely :—(1) Ayoni or absolutely original
and (2) anyecch@ya-yoni or borrowed from some other
source. The two varieties of artha have been illustrated
respectively in the verses :— ‘ '

(1) asvapehi mama Sidhubhajonat |
- yavad agradaianair na daSyase v
condra mdd—daéanamaz4dalc‘z7‘zk¢tal,a I
 khain na yasyast hi rohintbhayat v
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(2) ma bhaih Sasanika mama Sidluni nasti rahub |
khe rohint vasait katara kit bibhest i
prayo vidagdha-vanita-nava-sangamese |
puinstsn manah pracalatitd kim atra citram

Here the second verse has no doubt been put in
a more charming way, but the idea has been borrowed
from the first, and hence it is anyacchaya-yoni. In the
first, the moon (as reflected in the wine-vessel) is being
asked to go away lest bearing the marks of teeth of the
speaker he should have reasonable grounds of apprehen-
sions from Rohini, his wife. In the second, the moon
is being implored to come down to the speaker
entertaining no fears from the quarters of Rahu and
Rohini. Yet, the moon does not  condescend to come
down. May be, he is adamant and shirks because of
the fact that people get nervous at - their first experiences
in. the company of clever ladies (in which = class the
speaker would fain include herself to be.)

The artha is further classified into (1) the vyakta
or explicit and (2) the suksma or the subtle, of which
the latter is again of two kinds, namely, (2a) bhavya or
that which is comprehended after a little thought and
(2b) vasaniya or that which is more abstruse and is
comprehended only by deep thought).

VI. MADHURYA :—(1) Prthak-padatva (iii, i, 20)
or ' distinctness of words associated with the exclusion
of long compounds  (samasa-dairghya-nivrtti-param
eastat). The example, which Vamana cites of the
viparyaya of this excellence containg a long and cumbrous
compound. Herein  we meet with an  appreciable
difference between the views of Dandin and Vimana.
While according to the former, the profusion of compound
words which add force and energy to the diction,
constitutes a special excellence, according to the latter,
it is a s@kyma dosa which is better eschewed. It
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may be that in Vamana’s characterisation of the sabda-
guna Ojas where compound words are not explicitly
spoken of, these are implied more or less as a part and
parcel in his conception of compactness of structure,

(i) Ukti-vaicitrye (iii, 2, 10) or strikingness of
utterance by which is meant perhaps a statement in an
impressive but periphrastic manner in order to give
a special charm thereto. In the illustration given of this
excellence :

rasavad amytain kah sandeho madhunyapi nanyaths

madhuram adhikamn citasyape prasannarasain phalam |

sakyd apt punar madhyasthal san rasantaravyy jano
vadatu yad thanyat svadu syal priyadaéanacchadat |
‘ (cited under iii, 2, 10, p. 92)
the whole verse wants to say that the lips of the heroine
excel all standards of comparison and this has been
expressed in an indirect though charming way?®®.

VII. SAUKUMARYA :—() ajarathatva (i, 1, 21)
or freedom from harshness which generally arises from
the use of parusa®* or harsh syllables and conjunct
consonants. Here Viamana does not differ essentially
from Dandin.

(i) dparusyam (i, 2, 11) or avoidance of statements
‘that convey disagreeable or inauspicious ideas eg. the
use of wyalahSesarn gatam instead of mgplam, or of
devatadvitiyam in place of. ekakinam. This agreeableness
of sense is also implied in Bharata as the Guna of the
- same name.

B

~+ 23. This wkti-vaicitrya  must, not be taken in the
specific technical sense in which Kuntaka takes it as an
" element of his Vairobti, nor in the sense of vaicitrya which
Mammata (vri/ on viii, 2 also on x, i,) finds in poetic figures.

"24. Asfor the parusa and komala syllables see the discus-
sion in Ch, V in connection with Dandin’s Sukumarata.

14

[}
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VIIL. UDARATA :—(i) Bandhasyo vikatatvam
(ifi, 1, 22) or a certain liveliness of the composition
in which the. words scem to be dancing (yasmin sate
nytyantiva padani) cnabling a graceful turn (fzl@) of
words and syllables. In other words, it is fGlayamanatva
which enlivens the composition with a peculiar swing of
words.

(i) Agramyatvam (iii, 2, 12) or avoidance of
vulgarity in the manner of the sense when there is the
risk of perpetrating it. In the verse :

tvam cvain-saundaryd sa ca ruciratiyiie paricital

kalanaim stmanain param tha yuvam eva bhajathal |

aye dvandvain distya tad iti subhage samvadati vam

atal Sesain cet syag jitam tha tadanim gunitaya

(under iii, 2, 12, p. 93)

the union of lovers has been delicately hinted at; but
the example of the corresponding wviparyaya®® smacks of
lack of refinement and vulgarity in expression. It is
to be noted here that like Dandin’s Arthavyakti and his
second aspect of Madhurya, Vamana’s Saukumarya and
Udarata (artha) have been negatively conceived, resulting
in an absence of uniformity in Vamana’s conception
and treatment of the Gunas.

IX. ARTHAVYAKTI :—(i) Arthavyakti-hetutvam
(iii, 1, 28) or explicitness of words whereby the meaning
is easily comprehended (jhafityartha-pratipatti-hetutva).
The later writers do not enumerate Arthavyakti as a
separate Guna, including it under Prasada.

@) Vastu-svabhave-sphufetvam (i, 2, 13) or
explicitness of ideas which makes the nature of things

25. svapiti vavad ayam nikate janal
svapimi tavad ahaim kim apaimi te |
iti nigadya Sanair anumekhalaim
mama kavam svakarena rurodha sa ||

(under iii, 2, 12. p. 94)
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clear. This corresponds more or less to Dandin’s poetic
figure Svabhavokti, as has been shown by S.K. De.?¢
In later literature on the subject also it is regarded not
as a Gupa but as an Alamkara. '

X. EKANTI :—(iy Awjjealyam (iii, 1,25 ? ) or rich-
ness (of words) without which the composition is stale
and a reflection of conventional things (yadabhave purana-
cchayetyueyate). The quality consists in the avoidance
of the commonplace which a true literary instinet always
obeys. The kamadhenu too suggests (p. 81, 1L 7-9)
that this lies in the use of more polished and elegant
turns of expression instead of ordinarily used ones, e.g.
kisalaya for patra and so on. In the illustration given
by Viamana the use of the words kurangi, @lz and
stabakita goes a long way in producing a polish in the
composition which would have been flat if more common-
place words like harini " sam@ha etc., were used, This
excellence would approach very nearly to some aspects
of Kuntaka’s Vakrokti.

(i) - Dipta-rasatvem (iii, 2, 14) or. conspicuous
presence of the Rasas. ~Abhinavagupta explains dipia~
rasatva as vibhawadinasn diptatvam i yavat. In other
words, the excitants which bring out the emotional
elements of a poem are vividly represented by this
excellence. Vamana’s illustrative verse.

- preyan sayam apikriah saSepathain padanatel kantaya

dvitranyeva padani vasabhavonad yavanne yatyunmenaly |
tavat pracyutapanisamputalasan-nivinitambain dhyto
dhavitvaive krtaprantamam ahahi prempo vicitriv gatih |
B ' (under iii, 2, 14. p. 95)
Vividly depicts the emotional situation and would,
in accordance with the views of later theorists, be classed
under the category of Rasa-dhvani.

26 ‘Sanyskrit Paetics, Vol, 11, p. 119,
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- Now that we have studied all the Gunas of Vamana,
belonging to both Sabde and artha, we are in a position
to judge the intrinsic value of his treatment. We have'
seen that Vamana reads a new meaning in the Gunas of
his -predecessors especially in the light of the standard of
distinction, evolved by him between a sabda-guna and an
artha-gunpa. This standard—as we have also seen—is
asrayasrayibhave v.e. a Guna is to be called a $abda-guna
or an artha-gune according as it belongs to the Sabda or
to the artha. But it may be said that the distinction is
not always definite and consistently maintained. It is
difficult to see, for instance, why the clearness of meaning
(artha-vaimalya) in artha-gune Prasada which depends
upon the mention of what 1is absolutely necessary
(prayojaka-matra-pada-parigraha) should be taken as a
distinguishing characteristic of an @rtha-guna when it
clearly restricts the use of words. Similarly the arthe-
guna Saukumarya and the first four varieties' of artha-
praudhi raise a doubt whether they are related really to
the sense or to the word. It is also not convincing why
Arthavyakti should be taken as a Sabda~guna in spite of
the fact that even here the question of artha is involved
and there is no reference to the bandha at all. On the
other hand, we have the clear and unambiguous deﬁm‘mons ‘
of the two kinds of Slesa, Samata, Madhurya and Udarata
in each of which the two-fold character of the Gunas has
been distinetly preserved. While it may be argued that
Sabda and artha cannot be strictly kept apart, like body
and soul, and that we are to apply the designation in
accordance with the prominence of the one or the other in
cach aspect of the Gunpas. Still in order that there is
to be a standard of distinction worth the name there
must be a uniformity in the principle of its application,

the violation of which proves the defective nature of the
~ scheme, as well as of the standard itself, ..
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It may also be urged that inasmuch as the Riti of
which the Guna forms the essence has been defined as
pada-racani, what is the use of enumerating artha-gunas ?
This objection is easily met for we must not forget that
the Gunas serve to impart a special ‘charm to the word-
structure ; and so far as.that is concerned, it does not
matter whether the Gunas belong to the word or to the
sense, provided that the one does not go without the
other. In the case of a particular artha-guna we are to.
understand that the Guna serves to impart a speciality to
that word-structure to whose sense the particular Guna
belongs ; or perhaps, it embellishes the sense primarily
and directly and the word-structure only secondarily and
indirectly. Thus so long as a formal view of poetry
and consequently of its elements is taken, it is immaterial
whether the Guna embellishes the word or its sense ; if it
adorns the word it can also adorn its sense through
association. ‘

Tt appears that Vamana’s scheme of the Gupas is no
less mechanical than that of his predecessors Bharata
and Dandin. The distinction between one Gupa and
another is not always convincing nor is the definition
of a Guna always clear. The characteristics are often
not exclusive, and therefore not distinguishing. When
Vamana -expounds the s#ziras with expressions like
yasmn satc nytyantive padant or yasmin sati bahfing
api padany ekavad bhasante it is difficult to  follow
what is really meant. They are rather vague explanations
of the particulars s@tras®’. May not the property of
ekavad-bhasamanatn be also present in Ojas? Do not
the examples given under the $abda-guna Prasada also

27. Or should we understand that the' very attempt of ‘an
early theoriser like Vamana to express himself in all poséibl*e way§
has a particular merit .of its own and as such it deserves our
commendation { _ e
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contain lilayamanata, the characteristic particularly
spoken of as belonging to Udarata®® ? The illustrations
do not help us always in marking the characteristics
which differentiate one Guna from the other, and
sometimes the same verse is cited as illustration in
connection with several Gupas®®. The four characteristics
of arthapraudhi in Ojas might also be taken as forms of
the strikingness of expression which is singled out as a
prominent mark of the arthagune Madhurya. Sugamatva
or ease of comprehension as an alternative explanation
of avaisamya in the artha-gune Samatdi might be
comprehended in the @rtha-guna, Samadhi. In presence
of this latter Guna there was no mneed perhaps of the
$abda-guna Arthavyakti when both aim at comprehending
‘the meaning, although his Samadhi itself, as 8. K. De
remarks,®® “is hardly an excellence”. In Sabdaguna
Samadhi the expression a@rohavarohakrama receives more
explanations than one which serve to a certain extent
to cloud the point at issue. Vamana’s attempt to clarify
the Sabdagune  Prasada in  the vrttl indicates, as
8. K. De has already pointed out “that Vimana himself
was perhaps conscious of the defective nature of some of
his definitions”.**

- 28, The examples of Sabda-guna Prasada (pp. 74~75) are - all
composed in the same metre (Haripi). It isalso to . be considered
if the Gufas have any relation to particular metres.  We should
note here the views of one class of theorists who are of opiniou
that special metres are exclusively meant for particular  Gunas.
(Mamkyacandra s Satkela, p. 195.) :

29. The verse astyullavasydm disi devatatms etc. has been
taken to serve as the {llustration  of as many: as four - $ebda-
" guigas namely, élesa Madhurya, Arthavyakti and Saukumiarya

as suggested in'the Kamadhenu (pp. 79«80)

130, Sanskrit Poetics, Vol. 1I, p. 120
3 zbzzi
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The importance of Vamana’s theory, however, does
not consist in the detailed treatment of his individual
Gupas. His general doctrine of Riti and Gupa also has
been criticised as too crude and formal an explanation
of the charm of poetry, and the defective and unprofitable
character of his scheme has been commented upon.
But it was Vamana, who first emphasised the importance
of diction in poetry, which sharply separates literary
works from philosophical or technical writings, and
thereby suggested a line of enquiry into the essence of
poctic charm. Some may be disposed to challenge the
view that the beauty which Vamana sets forth as the
ultimate test of poctry, is capable of realisation by a
carefully worked-out diction. Nevertheless due credit
must be given to him as he was the first known theorist
to emphasise the proper disposition of word and sense
and enquire into the flaws and excellences of expression,
the facts of externalisation being, in his opinion, an
Aimportant factor in every consideration of poetry. But
since he conceived poetry from a decidedly formal point
of view, his system and treatment had to go through the
adverse criticism of the Dhvani and Post-dhvani theorists,
~who analysed the Riti system and modified it in their
more developed conception of poetry.




'CHAPTER VII

RITI AND GUNA IN THE TREATMENT
'~ OF NON-ORTHODOX WRITERS

We have hitherto seen that Dandin and Vamana
belonged to one of the orthodox schools of Poetics wvix.,
the Riti School. Each of them expounded in his own
way the theory of Riti, as well as of the Gupas which,
in their opinion, form the basis of the Riti. But Dandin
gave an elaborate treatment of both Gunas and Alamkiras,
‘with such equal prominence that one might very reason-
ably doubt as to what school of opinion he really belonged.
But we should remember that his Gunas constitute the
essentialé of a Riti par excellence whereas his Alamkaras
are ordinary embellishments adorning all kinds of dictions.
-Thus, he appears to have agreed with Vamana, although
indirectly,. regarding the place of Gunas and Alamkaras
in poetry, and this ought to settle all doubts regarding
‘Dandin’s views about the superiority of one element to
the other. But Vamana’s treatment was more direct and
unequivocal. He boldly laid down that the Gunas form
the basis of Riti which is the soul of poetry. They
constitute an inseparable attribute of poetry and there-
fore the most important element in it, while the other
elements, namely, Rasa and Alamkiara remain subordinate
to them.

We have also seen in passing that this theory of Riti
as well as of Guna as expounded by Dandin and further
developed by Vamana was adversely criticised and
modified by the Dhvani theorists who established the
- Concepts of Rasa and Dhvani as the most important

9
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elements of poetry. We now propose to trace the develop-
ment of the Riti and Guna theories as treated by writers
like Kuntaka, Bhoja and the author of the Alamkara
section of the Agnipurina all of whom stand apart from
the orthodox schools of Sanskrit poetics, although acknow-
ledging the inevitable influence of their predecessors
belonging to these schools. Thus, Kuntaka elaborately
expounds Bhamaha’s Theory of Vakrokti but his
Vakrokti comprises under its wide scope almost all the
poetic elements and not Alamkira alone. Both Bhoja
and the Purana-kara incorporate to a great extent® the
views of their predecessors in their own treatment—some-
times even in expressions and phraseology, but none can
be said to be a direct follower of the earlier orthodox
‘system. It is possible that both of them are following
some un-orthodox currents of thought; but since their
treatment is sometimes individual and original and as we
have lost all traces of previous un-orthodox speculations,
if any, it is difficult to say what particular tradition they
individually represent. These writers were, no doubt,
cognisant of the various Concepts of Sanskrit poetics wix.,
Riti—Guna—Alamkara—Rasa and Dhvani analysed and
established by orthodox speculation, but their conception
and exccution of these elements often differ from those
of the orthodox writers and they (the elements) appear
in a more or less modified form in the peculiar scheme
of poetry of each of these writers.

1. For similarities between the treatments of Bhamaha and
the Agnipurana and of Dandin and the Agnipurdna see P. V,
Kane's History of Alankara Literature in his edition of the
Sahityadarpana ; for Agnipurana and Bhoja see S. K. De's
Sanskrit Poetics Vol. 11, p. 262 and for Bhoja and Prakiasavarsa
see S. K. De’s article on ‘The Rasarpavalaiikara of PrakasSevarse
in the I, H. Q. December, 1939.

15
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A
KUNTAKA

The first of the known writers who have kept apart
from the orthodox schools of Sanskrit Poetics is Kuntaka,
author of the Vakroktijivita. His main object has been,
as the very name of his work would imply, to establish
the essential importance of Vakrokti in his theory of
poctry.  We have already touched upon (p. 20, ch. II)
the fact that the individual power of the poet plays the
most important part in Kuntaka’s Vakrokti and that for
the formulation of this particular aspect in his conception
of poetic beauty Kuntaka is indebted to Bhatta Tauta
whose view he critically combines with the teachings of
Bhamaha in order to build up his theory of Vakrokti.
‘He has thus developed in a way the teachings of earlier
masters but the originality, with which he includes the
poetic elements of the  different orthodox systems
in his comprehensive theory of Vakrokti, has made
his. position unique in the history of Sanskrit Poetics.

It has been scen that Gupa and Alamkara, the
technical poetic elements with which the earlier theorists
wepe mainly concerned, have got the same origin
inasmuch as they arose out of a mechanical analysis of
“the word and the sense and consequently served as the
means of arriving only at the formal beauty of poetry.
Its  deeper aspects, wix., the beauty of suggestion,
specially the delectability of Rasa, hardly flashed upon
their minds. Some of the Pre-dhvani theorists, such
as Dandin and Vamana, attempted at drawing a
distinction between these two poetic elements, but they
~could not find out a clear-cut standard of this distinction.
- As a matter of fact, it was not possible for them to do
it for whatever slight distinction could be sought,
the fact remains that in the treatment of all- theorists
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from Bharata down to Vamana, both these two eclements,
Guna and Alamkara, have reference only to the
arrangement of letters and words or to the formal ways
of expressing a particalar idea. Thus, when the
fundamental characteristics of these two elements
were not different, there was nothing to prevent certain
Gunas from being called Alamkaras and wice versa.

The standard of poetic beauty underwent a change
with the advent of the Dhvani theorists who held that
true poetry should be judged by its suggestiveness
(dhvans) where something more charming is meant than
what meets the ear. This inner meaning, which depends
upon the reader’s power of appreciation and comprises
vastu, alamkara and rasa, is distinctly different® from the
expressed sense (vacyartha) which is subordinate to
itself. Of these three kinds of suggestion their inclination
is, really speaking, towards extolling the Rasa-dhvani
alone. The disinterested joy that the reader derives
on reading a poem, being completely absorbed in the
situation depicted, is the real test of all good poetry ;
or- more technically, true poetic charm lies in the
suceessful delineation of Rasa, which ought to be the
predominant factor in poetry and to which everything else
should be subordinate. If, therefore, Rasa is taken
to be the soul of poetry, in pursuance of the injunction
of the Dhvani theorists, it is excellent as a theory—as an
ideal of poctic beauty. But it has not always been
possible for poets to maintain this high standard of
‘perfection—to identify poetic beauty only with the
aesthetic principle involved in the technical emotional
element, Rasa. Such an injunction considerably narrows
down the scope of poetry. The lucid, smooth and

I. pratiyamanain punav anyad eva }
vastvasti vanisu mahskavinam |
Dhvanikarika i, 4.
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‘melodious verses of Afvaghosa and XKalidasa, the
grandeur and eloquence in some of the best writings of
Bhavabhiiti and Banabhatta are invaluable treasure
in Sanskrit literature. But it would be a futile task
to try to explain their special charm always in terms
of any technical Rasa enunciated by these theorists2.
Some of them may be instances of wverbal poetic
figures only, yet they serve to afford delight to the readers’
mind while others fill the sense with a transcendental
charm although they may not ordinarily satisfy the
conditions for the perception of any of the technical
Rasas.

Such a line of argument appears to have been
favoured by Kuntaka who conceived that in capable
hands even external beauty arising from a proper
disposition of words and ideas serves to give delight to
the reader although, at the same time, he fully realised
the importance of the flow of pleasurable feelings
brought forth by vivid representations in Rasa. He
was a very sympathetic ecritic; he would appreciate
whatever power a poet might display through his work.
Any strikingness in utterance, any embellishment of

2. (i) evam aha medhavinam svami —janatyeva manyal
yathaikagotrata va, samana-jatita va, samam samvardhanam va,
ekadeSa-nivaso va, davSanabhyaso va......sunehasya hetavah......
bhavantam aym‘areyan_yathﬁ canyatha cayam cakravarti durjanair

- grahita asit. na ca tat tathd. na santyeva te yes@m satam -api
satam na vidyante mitrodasina-Satraval.....salilaniva gatagatikant
lolani khalu bhavantyavivekingsm manamsi. bahumukha-Sravapa-
niscalikyta-niScayalh ki karotu }vg'z‘hi'zfi-patz'h (Harsacarita ch. ii,
p- 53) ; :

(i) ekatapatrain jagatah prabhutvam
navam vayah kantam idam vapusca | -
alpasya hetov bahu hatum icchan
“wicaramudhal pratibhasi me toam | o
SR o Raghuvarisa ii, 47.
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poetry, either internal or external, would give him
poetic pleasure provided there is a certain manifestation
of skill.  This skill consists in the use of Vakrokti
which has been defined as vaidagdhya-bhangi-bhaniti
(i, 10c-d) 7. a striking mode of speech which charms
by the peculiar turn imparted to it by the power of
the poet’s imagination. Kuntaka appears to hold that
if the achievement of a transcendental delight is the
only object of poetry, then the arrangement of letters,
the jingling of sounds, the depth of sense and the
vividness of the situation as a whole may serve equally
to afford pleasure ; for the peculiar turn of expression
that the poets’ genius produces is different from and
far superior to the ordinary matter-of-fact speech which
lacks the polish and grace of the poet’s fancy. Poetry
~is a deviation from ordinary speech only by reason of
the strikingness or the clever turn of expression given
to it by the skill and fancy of the poet. Thus, by
admitting that vakrokti, which in his theory is the very
life of poetry, is the product of the poets’ fancy, the
ultimate emphasis is laid by Kuntaka upon Levivyapara
(or the genins and skill of the poet) which alone deter-
mines the excellence of a poem. And in this position
there is an ample justification for the very wide conception
which he has taken of poetry, for the skill and poetic
fancy of different poets work differently and it would be
difficult to sccure a uniform theory of poetic beauty
among different writers® and from the view point of all
different crities. :

3. This would partly explain why wide divergence of
‘opinion has prevailed amongst the writers of Sanskrit Poetics
over the question of the definition of poetry which aims at
incorporating in a nutshell the essential features thereof.
It is not at all unnatural that each —orthodox school of
Poetics, ‘adf/ockating ‘as it does the  importance of a particylar,
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Of all the writers of Sanskrit Poetics’ Kuntaka
appedrs to have been fully alive to this fact and this
is why he has tried to explain his theory of poetry as
broadly as possible, keeping himself free from the
hard-and-fast technicalities. of the orthodox schools,
accepting them only so far as it was necessary for the
sake of maintaining a continuity of the Sdstm--hmno-A
nising his theory with the main teachings ofh.t}

different schools of speculations and of securing for b »~‘

bl

work a definite place in the history of the diseiplir -

In other words, he has formed a novel theory out of the

existing systems®*—a theory in which ample scope

poetic element, wig. Gunpa-Alathkara or Rasa, should differ from
the sister schools in its conception of poetic beauty, In
other words, the conception about the essential features of
poetry varies in the treatment of the different theorists and the
student of Alarhkarasastra has never found a satisfactory defini.
tion of poetry, harmonising the teachings of the various schools,
Leaving alone the question of the definition of poetry,. the
writers of the Alamkaragastra themselves have had to work
under a great disadvantage, namely, that they had to undertake
a very difficult, nay, an impossible task of formulating some
definite theories about the excellence of poetry which inevitably
manifests itself in thousand and one ways according as it
emanates from the pens of different writers and is reflected upon
the minds of countless critics, ‘
4. P.V.Kane's general remarks that “the Vakrokti school
isreally an off-shoot of the alambara school’ (Intioduction to his
edition of Sahityadarpana, p. CLV)and the specific statement of
Dr, De that “following the tradition of Bhamaha's  Vakrokti,
“Runtaka develops a system of Vakrokti of his own” (S'mskrrt
Poetics, Vol. 1l, p. 235) ought to be. noted ‘in this- connectxon.
-Kuntaka has the advantage of one who speaks last of alle-who
gets an already created field to' work upon and at the same

time to make further valuable contributions. with the power of

his ‘own gemus, Bhamahas work bears proof of  the inchoate
: nartnre of the Sastra rtself - But- Kuntaka ﬁoumshed at a pel wd

Y,
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has been preserved for the display of the poets’
ind_.ix?idual skill and ability and for the application of
the critics’ own power of judgment. This will be
corroborated by some of his own remarks eg. elacca

when the Sastra had almost reached its final stage of develop-
ment—when the Riti school had developed and declined-the
Alammkara school had made a considerable progress under
Udbhata and Rudrata—and the Dhvani theorists had finally
e rablished the importance of the concepts of Rasa and Dhvani
sl ydowing all earlier speculations. Bbamaha, being an early
a erent of the Alarhkara school, in which the theoretic importance
of Rasa had not been realised, conceived Vakrokti as a
characteristic mode of expression underlying the poetic ﬁgures‘
only. - But Kuntaka, with a record of all the orthodox branches,
of poetic speculations before him, could conceive of Vakrokti
from a considerably broader point of view not merely as the
fundamental principle of the poetic figures (Alathkiras) only
but as an all-encompassing poetic factor including within its
wide scope the various concepts, namely, Rasa, Dhvani aid
Alamhkara advocated by the orthodox systems of thcught.
Regarding the implication of the term Vakrokti (which literally
means ‘crooked speech’) as some peculiar and charming way of
expression and the fact of some amount of afiSaye or a
departure from ordinary speech being involved in it, there
appears to be a general agreement in the treatments of Bhamaha
and Kuutako, But while the former had not a word to speak
by way of explaining the term Vakrokti as well as sahitva of
word and sense which coustitutes poetry in. the opinion of both,
the latter took great pains to explain the terms over some
length (see meaning of the term’ Vakrokti and Kuntaka’s theory
of poetry in the introduciion to Vakroktijivita) emphasising the
ultimate importance of kevivyapare and tedvidahladakaritva
(i,7 and i, 23). The real difference lies not so much in sense
and spirit as in the sphere of Vakrokti which has been made
enough comprehensive in the treatment of Kuntaka and to
which the Rasadhvani theorists made no mean contribution,
To Kuntaka, therefore, belongs the credit of harmonising his
own. views with the teachings of the different orthodox schools-
without himself being a follower of any one of them. .
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bhanitivaicitryain sahasraprakrain sambhavatiti svayam
evotpreksanzyam ( p. 62, 1. 18-14 ). -pratipadam punas
chayavaicitryam  sahydayaily  svayam  evanusartavyam
(p. 71, 1L 9-10) ete. These undoubtedly indicate that it
has never been his presumption to formulate some binding
principles for the guidance of poets and critics and to
encompass in a nutshell poetic beauty in its entirety—but
that he has merely shown in his own way how to grasp
the charms of poetry, the full comprehension of which
depends upon the individual skill and culture of critics.
The most striking point of divergence between the treat-
ment of Kuntaka on one hand and that of the adherents of
the orthodox schools of Poetics on the other is this.
The orthodox theorists established the essentiality of
a particular poetic element (Riti, Alarhkira or Dhvani)
making others subordinate to it and thus broadly
recognised only one aspect of poetry viz., either the
external beauty arising out of a proper disposition of
word and sense (as in the treatment of the Riti and
Alamkara theorists) or the charmingness of a suggested
sense specially the aesthetic pleasure involved in Rasa.
Kuntaka understood the importance of each of these
elements as constituting a particular aspect of his all-
inclusive theory of Vakrokti. From an analysis of the
principal varieties of Vakrokti®, it will be secen that in
Kuntaka’s comprehensive scheme of poetry poetic
beauty was recognised in its manifold aspects. The
formal beauty arising out of the juxtaposition of letters
and the proper disposition of word and sense, the beauty
of an unexpressed element as well as the delectability
arising from the proper depiction of the emotional
element, called Rasa, were equally recognised in his

5. See Dr. 8. K. De’s introduction to THE VAKROKTI-
JIVITA, pp. XXXI and XXXV and also Dr. A, Sankaran’s ‘Some
Aspects of Literary Criticisim’, p. 122.
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theory, .In other words, Kuntaka did not ignore the
broad features involved in any of the fundamental
Concepts of the orthodox schools of poetics nor did he
recognise each for its own sake but he harmonised all
of them in his peculiar conception of poetry, making
them subordinate not to one or other of those orthodox
poetic elements but to the comprehensive character of
his theory of Vakrokti. ‘

- It is interesting to note that Kuntaka has never
explicitly stated that Vakrokti is the life (jwvita) of
poetry : but the prominence he has given to Vakrokti
throughout his treatment leaves not a shadow of doubt
that he regarded this particular poetic factor as the
sine qua non of true poetry. This will be clear if we
carefully consider his definition of poetry. Kuntaka
defines® poetry in three different ways, namely, (1) kaveh
karma kavyam (=The poets’ achievement...vyiti under
i, 2), | |

(2) salainkarasya kawvyata ( Kavya consists in
ornamentation i, 6d ) and
\3) Sabdarthaw sahitaw vakra-kavi-vyaparasaling |
bandhe vyavasthitaw kavyaim  tadvidahladae-
karipe v (5,7)
Of these, thefirst two appear, at the first sight, to be
merely general statements and the last to involve the
technicality of Kuntaka’s theory of poetry; but they
jointly lead us to some important conclusions: These
are i—
(1) alamkire is an essential factor in poetry, .

(2) it depends upon the individual power of the
poet,

6. We do not enter into the question as to whether these
are definitions or mere descriptions of Kavya.

16
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(8) it helps poetry to impart an unspeakable delight
to the connoisseur’s mind and it is for this that

(4) it sharply distinguishes poetry from matter-of-
fact speech.

Theorists of all ages and schools of poetic thought
look upon $abda and arthe as the two main pivots
on which the theory of poetry revolves. Kuntaka is not
an exception. Like his master Bhamaha he holds that
word and sense (Sabdarthaw) blended together (sahitaw)
constitute poetry (k@vyam). The use of the expression
sahitauw ought to be noted in this connection. Kuntaka
does not remark Sabdarthaw kavyam apparently on two
grounds : (1) There is hardly any word that does not
bring a definite sense and (2) any and every word,
whatever sense it might bring, does not create poetic
charm. The real excellence of a poem, therefore,
depends upon the sahitya or the act of blending together
the sound and the sense or more broadly the use of
such expressions as would be exactly suitable to the sense
which the poet aims at bringing out in order to produce
the necessary poetic charm. The word and the sense
are equally important ; the true excellence lies in their
organic presentation. In order to achieve the end of
poetry there must be some amount of peculiarity in
this sakitya” and we shall presently see that this
peculiarity consists in the use of Vakrokti by which
the poet serves to give delight to the connoisseur’s mind
(tadvidahiadakari) by imparting some liveliness to the
composition (bandha) with the aid of his peculiar
individual genius (vakra-kavi-vyapara). Tt would appear,

7. manw ca vacya-sambandhasya vidyamanatvad etayor na
kathadicid api sahityavirahah, satyam etat, kintu visistam eveha
sahityam abhipretam. :

L - Vakroktijivita, wpui under i, 7 (p. 10. 1l. 17<19)
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therefore, that in Kuntaka’s third definition of poetry
the clause vakra-kavi-vyaparaSalini tadvidahladakarint
bandhe vyovasthitarw may be generally taken to be an
clucidation of sahitare for it is kevivyapare and
tadvidahlado-karitva which are of ultimate importance
in blending together the sound and the sense. In other
words, while selecting words in exact suitability to the
sense intended, the poet displays his individual power
with the sole object of imparting tadvidahlada-karitra. The
second definition emphasises embellishments (alasnkara) as
an essential element of Kavya. If the second and third
definitions are read together, Kuntaka’s theory appears
to resolve itself into the position s@lamkaraw Sabdarthau
kavyam. Thus arises the question of poetry and its
relation to embellishments. In i, 2-5 Kuntaka lays down
that the aim of poetic embellishments is to create a
transcendental delight (lokottara-camatkarakari-vaicitryos:..
i, 2a-b)—a view on which all writers of poetics appear
to agree. In the next Karika® he says that in order
to understand the true character of poetry he is trying
to analyse poetry (which is alasnkarya) and its embellish-
ments (alasnkara). Proceeding on with a detailed
discussion about the sahitya of 3Sabda and artha he
remarks in i, 10 that both the word and the sense are
alainkarye (ubhay etav alamkaryau) i.e. they stand in need
of embellishments and what embellishes them is
Vakrokti (tayoh punar alasnkrtir vakroktir eva) which
he defines as vaidagdhya-bhangi-bhanitih or a speech
(bhanitih) which is charming (bhangt) by reason of the
skill of the poet (vaidagdhya). Then in the vrtti under
" i, 23 Kuntaka explains Vakrokti as alaimkaranam which
shows that the term - alasrkara as used by him in
connection with poetry in general does not connote the

8. alamkytir alamkaryam apoddhytya vivecyate |
tadupayatayn, tattvam sglamkarasya kavyala y i, 6.
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poetic figures but it is of a broader connotation ; it is
another name for the all-encompassing Vakrokti, the
poetic figures constituting only one of the many varieties
there-of, wix., vakya-vakrata (i, 20). Hence Vakrokti is
the general name of all poetic embellishments and not
merely of figures of Poetry. Now from Kuntaka’s
vrtfi® oni, 6 it would be clear that he cannot imagine
a position in which poetry can be seen dissociated from
its alakaras. Tt is never possible to compose poetry
first and add its embellishments afterwards. In other
words, poetry must appear along with its alasmkaras ;
whatever decoration the poet can impart to poetry must
be done in course of blending together the sound and
the sense.'® It follows, therefore, that the term
alasnkara in Kuntaka’s second definition of poetry in i,
6 and the peculiarity involved in the s@hitya in the third
definition in i, 7 tend to emphasise the same thing,
namely, the ecssentiality of Vakrokti. And the scope
of Vakrokti which is a kavizyapara is as wide as that
of Kavya itself (kaveh karma). Without Vakrokti, ' there
is no charm of poetry. Vakrokti alone makes poetry what
it is. It is the very life (jata) of poetry (k@vya).

If the poet’s genius stands at the root of Vakrokti
and, for the matter of that, of kavya itself, then there
would be infinite varieties of kawye. Kuntaka is fully

. temalankptasya kavyatvam it sthitih, na  punah
kavyasyalaimkara-yogah. (p.7, 1. 3-4).

10. . It will be seen that Kuntaka’s third definition of poetry
is a direct -and logical development from the other two, The
first one lays down that poetry is a product of the poet’s genius }
the second implies that Alarhkira or Vakrokti is an essential
factor in Zavya and he has already remarked in i, 2 that the
aim of poetic decoration is to give trannscendental delight
(ulauk_ika-camatkamkari-'zvaicz‘z;ya) to the reader’s mind. = The. third
definition ‘endows poetry exactly with these characteristics.
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conscious of this fact but, doing away with all minor
distinetions®* he broadly enumerates only three varieties
of Kavya on the basis of the natwre of poets wix.,
(1) svabhava-sukumara or naturally graceful (2) vicitra
or artistic and (8): wubhayatmaka or an admixture of
these two. He clearly indicates that all the three classes
of poetry serve equally to afford pleasure to the reader;
one is mnever inferior to any other in this respect,
because each iz a product of the poets’ skill and
consequently has a particular merit of its own'2. And
in order to achieve success in one of these varieties of
poetry the poet sets to work on a particular way of
poetic speech which Kuntaka, following Dandin, calls
Marga and which ought to be understood as being
equivalent to  Riti of other writers. These Margas
are called kavi-prasthana-hetoval>**® or the modes of
poetic practice. Three Margas have been classified,
namely, Sukumara, Vicitra. and ~ Madhyama or
Ubhayatmaka on the basis of the above three varieties
of Kavya. It will be seen later on that this distinetion
between the means and the end, namely, the Marga
(path) and the Kavya, is only theoretical and for all
practical purposes they will be identical. In fact
it may be said that the characteristics of the Kavya
jtself have been attributed to the Marga by upacira.

Unlike the other poctic eléments of the orthodox

schools; namely, Alarmkara, Rasa and Dhvani, the two
elements Riti and Gupa do not constitute a particular

11, yadyapi kavisvabhiva-bhede-nibandhanatvad  ananta-.
bheda~bhinnatvam anivaryam tathapi parisamkhyalum aSakyatvat
samanyena traividhyam evopapadyate. p. 47, W. 3-5 (vptti on
i, 24). :

12.  tasmade sam pfatwkam as%/zézlita-sz:zz-?arispzmda-mah-i)n-r
na iaa’viﬂl-alz/ﬁda-karizj'a-parisamaplez:’ na ‘kasyacin  wyunalg.
Ibid. 1. g-10. - et £ s :
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variety of Vakrokti in Kuntaka’s theory of poetry but
they come in his treatment as a matter of course, for
every poet takes recourse to one or other of the modes
of poetic composition according to his own nature.
Kuntaka has dealt with the Riti from the common-sense
point of view ; unlike Vamana and his school he does not
regard it as the soul of poetry for the Marga or Riti,
the way or the mode, is theoretically only a means to an
end and not the end itself. And when the two appear to
be identical we must understand that a figurative use
underlies such identification. Vamana definitely looks
upon the Riti as an essential aspect of the Kavya or the
end itself and not as the way or the Marga through which
one has to arrive at that end. Dandin has never explicitly
stated what theoretical position he assigns to the Riti in
general but his conception of this poetic element as girarm
margah or a particular way of poetic speech appears to
be effectively appropriated in the treatments of Kuntaka
and Bhoja (ii, 27).

The Dhvani theorists do not entertain the idea of Riti
in poetry on the ground that it ultimately merges its
identity into Rasa which they consider to be the soul of
poetry. It is evident, therefore, that by the term Riti
they mean, following Vamana, a definite arrangement of
syllables and not Dandin’s mode of poetic speech.
Kuntaka, who follows Dandin in his general conception
of the Riti, naturally looks at it from a broader point of
view. The theoretical position of his Riti being “the way
in which aspiring poets practise”, it does not merge its
identity into Rasa but on the contrary, when every one
who undertakes to write poetry has to take recourse to
~one or other of the Margas, it is quite possible that all
the poetic elements like Rasa, Dhvani, Guna and Alam-
kara (which the poet has often to handle) should come
within the scope of his treatment of the Marga,




NON-ORTHODOX WRITERS 127

Kuntaka criticises the names and classification of the
Ritis as prevailing in the treatments of the Riti theorists.
He does not entertain the idea that Ritis should be named
after the localities in which they are said to flourish for
in that case there would be no limit to the number of the
Ritis inasmuch as there are innumerable localities where
different Ritis may flourish.*® Nor does he admit that
the composition of a poem can be regarded as a provincial
custom like marrying one’s cousin (matuleya-bhagini) for
a custom often depends solely upon a tradition prevailing
in a particular locality from time immemorial possibly
due to a social convenience, whereas a poem must be a
perfect - product of the poet’s genius, culture and
practice.’* Kuntaka objects to the classification of Ritis
into good, bad and middling on the ground that proper
diction can be only one, namely, the best and think that if
the classification has been sanctioned by uniform usage it
would be wise to associate it with the names of different
localities without reference to merit.*®

13, sesccccivantanair vidar bhadi-deSa~visesa-samasrayanena
vaidar bhi-prabliyplayo 13layas tisvah samamngial, lasam cottumadha-
mamadhyamalva-vaicitryene  trawidhyam. anyai§ ca  vaidatbha-
gaudiyalahsanash — marga-dvitayan akkyatem.  elaccobhayam  apy
ayukii-yuktam. yasmad  deSa-bhedu-nibundhanatve  vili-bheddnam
de§anam anantyad asarbhyatvarn prasayyate,  p. 45, vyili on i, 24,

14 na ca viSista-riti-yuktatvena kavya-karapaim maluleya-
bhagini-vivahavad . deSa - dharmataya - wyavasthapayiluin - Sakyam.
deSa-dharmo hi vyddha-vyavahara-parampara- matra-Sarapah
Sakyanusthanatam naivariate, latha-vidha-kavya-karanam punah
Saktyadi-karana-kalapa-sakalyam apeksya (£) mapam na Sakyate
yatha-katha¥icid anusthatum, 1bid.

Y15, na  ca  1itinam  wllamadhama-madkyamatva-bhedena
traividhyarn vyavasthapayilusn nyayyam..,.. vaidavbhi-sadySa-
saundarya-sambhavan = madhyamadhamayor — upadeSi-varyarthyam
BYali..ueotad | evari - nirvacane-samakhyi-malra-karapa-kiranatve
de$a-viSes@srayanasya na vayain vivadamahe,  p. 46, vyiii on i, 24.




128 CONCEPTS OF RITI AND GUNA

. The true criterion for the mode of poetic composition,
however, is, in Kuntaka’s opinion, the nature and tempera-
ment of the poet. “Kawvisvabhava alone”, as S.K. De
remarks,*® “furnishes the criterion for kaveprasthana-
hetu”. Some writers are by their very . nature competent
to impart to their composition a spontaneous grace
without any special effort and the poetry they compose
belongs to the Sukumara or naturally graceful variety.'’
This probably corresponds to the Vaidarbhi Riti of the
Riti theorists, Kailidasa (and possibly Afvaghosa) who
are masters of easy flowing verses and adepts in composing
in a lucid and smooth style come under this class. There
are others who have got a natural tendency to compose
in a decorative style, which is amply qualified to charm
the reader although the spontaneous grace of the Swku-
mara class of poets appears to lack in their composition:
This is the Vieitra Marga corresponding to the Gaudi
Riti of the Riti theorists. Bhavabhtti and Bhatta Bana
have been mentioned by Kuntaka to be past masters in
the art of decorative style. There is still another class,
the. Madhyama Marga, where the composition is an
admixture of the former two classes of poetry.

In the.opinion of Kuntaka, therefore, poetry ought to
be eclassified according to the genius ($atti), tr‘unmg
(v yutpatta) and practice (abhyasa) of different writers, Of
these again Sakti or for the matter of that, svabhava is
the most prominent factor for it prompts a poet to follow
‘tlladt‘particular track in which his culture and praétice
bring into play his inborn quality, facilitate the scope of
‘his work and help him to achieve success.

16, Introduction to V. J, p. xxxiii. - ;

17, sukumara- s'uzzélmmzsya kaves tathavidhaiva saiza/a Sakith
samua’é/zawatz..... laya . ca  tathB-vidha-saukumarya-ramaniyam
vyulpattim abadhnati, tab/zyam ca sukumpra-vartmenabhyasa-tatparal
lmyqle. . 46 Vrtti. on 1, 24 .

W e I S el T o ‘.,
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Kuntaka next goes on to discuss in detail the
characteristics of each Marga and the Gunpas attached te
it. The Sukumara Marga implies a natural grace and a
serene charm prevailing throughout the composition
(saukumarya-parispanda-syandi  yatra virajate i, 28c-d).
which must be free from all external or artificial decora~
tions. The charm with which it imbues the readexs’
mind flows directly from the inmost recess of the poet’s
heart (yat kificanapi vaicitryain tat sarvam pratibhodbha-
vam i, 28a-b) so that the reader plunges himself in an
atmosphere of lucidity and transparency ; he is in direct
communion with all the wealth of the poets’ inborn
power. The style is smooth and limpid, plain but lively.
The charming expressions that the poet uses are well-
matched to the ideas (nave-sabdartha-bandhurah, i, 25b)
and they emanate spontaneously without the least exertion
on his part. Figurative expressions are very seldom
used and. even when they are present, they do not appear
as external factors, they fit in aptly with the context in
which they are found and make the situation depicted
more  vividly felt (ayaina-vikita-svalpa-manohari-
vibhuiganal i, 25¢-d). To illustrate this Kuntaka cites
( pp. 49-50 ) the verse :

balendu~vakrany ovikasabhivad |

babhuh palasany atilohitani i

sadyo vasantena samagatanim |

nakhalksataniva vanasthalingm

Kumarasambhava iii, 29,
from a context where the spring season is - being
described. Thus the epithets balenduvakrani, atilohitan:
and sadyo wvasantena samagoiandm belong to the
objects of nature, namely, pal@Sant and vanasthalinam,
yet in this particular context the association of the
~ human attribute nakha-ksata with vanasthali has not at all
been out of place, on the contrary, the poetic  figure
17
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utpreksa involved in nakhaksataniva has considerably
added to the vividness of the situation. Kuntaka
further emphasises in this Marga the prominence of the
natural characteristics of all objects as seen through the
poets’ eye and appear to hold that a successful deli-
neation of the svabhave of objects affords greater charm
than extraneous ornamentation conferred by the poets’
training  and practice ( bhava-svabhava-pradhanyae-
nyakkrtaharya-kausalah......i, 26a-b ). In Kuntaka’s
opinion, genius, ( 3aktz or svabhava ) being itself the
ingrained quality of the poet, it is better suited to portray
the svabh@iva of objects than depicting a situation where
ornamentation plays a prominent part for this . latter
depends not only upon the genius of the poet but also
upon some amount of culture and practice. This
Sukumara Mirga is all the more charming because the
poet successfully depicts and creates a situation as a
result of which the reader feels a thrill of pleasure
( rasadi-paramartha-jna-monahsamvada-sundaral i, 26c¢-
d ) but heis so lost in the atmosphere that he can never
account for the transcendental delight he achieves
( awibhavita-sainsthana-ramaniyaka-raigokah. i, 27a-b ).
The poets’ art is by its very nature as abstruse as the
creation of the creator which fascinates the beholder
but does not enable him to understand the skill which
produces it**, ( vidki-vaidagdhya-nispanna-nirmanati-
Sayopamah. i,27c-d ). Some external elements, namely,
the bee and its forest tract, have been brought in just
to show the inherent grace of the Sukumara Marga.
Just as the wild flowers grow and blossom without any
human care and supply the bees with nectar, so the
Sukumara Marga or more correctly its corresponding

- 18, It is worthy of mention here that critics like Mammata
take the poets’ art as being wisati-kyta-niyama-vahita. It is even
better_ than the creation of the creator, . :
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class of poetry is composed without any special efforts
on the part of the poet whose genius works absolutely
unaided by any artificial training.'® It is thus seen that
the Sukumiara Marga (i) demands an all-round natural
grace due to the full play of the poets’ genius, (ii) leaves
alone all artificial decorations possible only to wide
culture and practice, (iii) lays emphasis upon the
portrayal of the swabhiiva of objects and (iv) regards
the depiction of Rasa as a very important factor so as
to create situations with which the capable reader finds
it easy to identify himself without much previous
training and to make them as it were, a part and parcel
of his own experience.

The Gunas have been treated along with the Marga
to which they belong. A group of four Gupas of the
same name but with different characteristics has been
attached to each of the Sukumira and Vicitra Margas.
These are Madhurya, Prasiada, Lavanya and Abhijatya.
Two other Gunas namely, Aucitya and Saubhigya, are
said to be present in all compositions. The characte-
ristics of the Gunas are in conformity with those of the
Margas to which they belong. In other words, the
main features of all the Gunas of a particular Marga
taken together should be, in Kuntaka’s opinion, favourable
to the characteristics of the Marga itself.2° Accordingly
in the Sukumara Marga, the Gunas have been thus
characterised.

(1) MADHURYA®'—a proper disposition of charm-
ing expression is the remarkable characteristic of this

“19. sukumarabhidhal so ‘yam yena satkavayo gatah |
margenotphulla-kusuma-kananeneva satpadal | i, 29,
20.  margesu gupanam samudiya-dharmata (p. 71, 1. 20)
21. - Kuntaka explains under i, 33 that although Madhurya
and Prasada are, really speaking, the properties of molasses,
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excellence. The expressions should preferably be free
from compound words (asamasta-manohari-pada-vinyasa-
Juwitam. i,30a-b) and must be arranged in a way that
they may serve to give delight to the readers’ ear and
mind.  (Srutiramyatvena artharamaniyatvena ca hydaya-~
Iladakawi. Vytti on i, 30). It should be noted that the
characteristic features Sruti-ramyatva and artha-ramani-
yatva tend to make Kuntaka’s Madhurya (Sukumaira
Marga) equivalent to Dandin’s Guna of the same name in
its two-fold aspect.

(2) PRASADA—This exccllence resides where the
meaning of the words and, for the matter of that, the
intention of the speaker is quickly understood without
any difficulty and where Rasa and Vakrokti are playing
an important part.** The ease of comprehension is due,
Kuntaka thinks, to paneity of compound words (padanam
asamastatvam), the wuse of well-known epithets
(prasiddhablidhanatvam), directness of association amongst
the words used (avyavahita-sambandhatvam) and absence
of difficulty in understanding the connection of words if

water or crystal yet they can be taken to be kawyadharma by
upacara Or transference, the motive of the transference being to
establish the character respectively of delighting the reader
(ahladakaritvs) and of shining clearly (sphutavabhasitva). Similarly
in the case of Lavanya and Abhijatya, the motives are fascinating
the mind of the reader (cefamacamathariiva) and  the
characteristic of possessing a natural grace respectively.

22. akleSa~vyafijitakitam jhagityartha -samarpanam |

vasa-vakrokti-visayam _)mt prasadal sa kathyate | ii, 31.

It will appear from Kuntaka’s exposition wvakroksil
sakalalamkara-samanyam) that the term Vakrokti as used here
is only a symbol for poetic figures and it is idle to read in it its
usual all-encompassing character for when it has been already
enjoined that no poetry is charming without Vakrokti, there is
mo ‘point -in advocating  its presence in connection with 3
. -particular Guna,
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and when compounded (semasa-sadbhive’ pi gamaka-sama-
sa~yuktata). It is interesting to note that almost all
writers of poetics agree with regard to the one important
character of Prasida, namely, ecase of oomplehansmn
whatever it may be due to. :

@ LAVANYA—consists in the beauty of structure
arising as a total effect out of a proper disposition of
charming words and syllables®®,

(4) ABHIJATYA —is a natural grace bcloncrmg to
the composition (svabkfva-masrpacchiyam. i, 33b) which
regales the ear ($ruti-pedalata-sali. i, 33a) and at the same

‘time enraptures the heart (suspariam dva cetosa. i, 33b).

This Guna, therefore, combines within - it the rare

character of giving the reader both mentfa,l and sensuous

delight. Thus the verse, : :
Jyotir-lekha-valayt galitain yasye varhaim bhavans |
puttra-pritya kuvaloya~-dala-prapi karne karoti

23.. varpa-vinyasa-vicchitti-pada-sandhana-sampads |
svalpaya bandha-saundaryam lavanyam abhm’hiyate i
; i 32-
The irdispensable relatlonshxp of this part:cular Guna
Lavanya with word-structure (fandha) ought not to be lost
sight of. Ini, 22 Kuntaka has demanded the presence of two
qualities, namely, Lavanya and Saubhagya in bandha or
structure which has been defined thus :(—
vacya-vacaka-saubhigya-lavanya-paviposatah |
oyaparasali vakyasya vinyase bandha ucyate |

Here too, the excellence has been identified with beauty of
‘structure  ( bandha-saundarya ). An analogy of word-structure

with the human body appears to underly Kuntaka’s conception of
this particular Gupa. The charmingness belonging to every

word and syllable contributes to the beauty of the composition

as a whole just as the neat delicacy of every particular limb
of the human frame gives rise, as a total effect, to 2 profound

but unspeakable grace that relgns supteme over the beauty of the
‘ partxcular limbs, .
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Cited as an illustration from the Meghadfta, i, 44
regales the ear of the reader by presenting a jingling of
sounds in the form of the alliteration of the several
syllables %, 7, I, k and p and at the same time the life-like
picture of the Goddess wearing the bright plumes of the
peacock on her ear brings a flood of delight to his mind,

The Vicitra Marga, according to Kuntaka’s opinion,
is very difficult to travel on (ati-dulsaficarak...i, 43a) and
very few learned poets could compose the Viecitra or
artistic variety of poems. This Marga has been compared
to a road strewn with the edges of swords (khadgadhara-
pathae, i, 43c) which is taken only by brave heroes. This
suggests, as Kuntaka himself holds, that this class of
composition is extremely difficult to handle and those,
who venture to take recourse to it, certainly possess the
necessary power arising from wide culture and practice
(tad anena mirgasya durgamatvain tatprasthitanisi ce
viharana-praudhih pratipadyate p. 58, 1. 8-9). In this
Marga the word and its sense appear to be endowed with
a certain vakrafd even in the first expressions of a
poet’s genius, ¢.e. before it has had the advantage of
being backed by training in his art (pratibho-pra-
thamodbheda-samaye. i, 34a). Here, the poet has such
a fondness for the use of poetic figures that he is not
satisfied unless he can file one Alarmkara upon another
like the setting of jewels at intervals in .a necklace®*.
One of the verses which Kuntaka cites as illustrating

this character of the Vicitra-Marga is :

_mamapyanya-taror wimilitam abhut tat tavad
L , wunmilitasmn |
o prasﬂié‘me skhalatal sva-vartmani vidher anyair

:  grhatah karah 1

C24e alamkarasya kavayo yatvalamkavanantaram |
asantusta nibadhnanti harader mayi-bandhavat | i, 35.




i
'
|
|
i

NON-ORTHODOX WRITERS 135

loka$ cayam-adysta-darSana-krta dyg-vaiasad

wddhyto |
yulktam kasthika lanavan yad asi tam amralim
akalikim

V. d. pp. 59-60, cited also in Subhasitavali, No. 1017.

This verse brings two distinet ideas—one expressed
and another unexpressed. The ultimate object of the
speaker is to condemn a man who is hazarding much
to gain a trivial object. This is the suggested idea
which arises from the one expressed, namely, censuring
the woodman for the wrong course of action he has taken
in cutting down a mango tree that bears fruit out of
season (which is certainly a rare and therefore coveted
object). Thus the suggested sense here involves the
figure Aprastuta-pradaisd where the matter in context
(prastuta) is arrived at from one foreign to it. But
the peculiarity of the poets’ skill in this verse lies
in the fact that even ‘the expressed sense itself, namely,.
condemnation  of the woodcutter, has been arrived
at not directly but through another figurative expression,
namely, Vysja-stuti where there is seen apparent praise
for the object that is really desired to be condemned

“and wice versa. Though in this particular instance,

the intention of the speaker is clearly to censure the
woodman, it does not seem so from the expressions
used ; on the contrary, there is a garb of admiration .
for the woodcutter who has been apparently depicted
to be invested with the credit of conferring great benefit:
upon all concerned by extirpating the mango tree
which was alleged to have (1) overlapped other trees
(2) checked the free course of the sun’s rays and
(3) obstructed the sight of the horizon. Thus, the
expressed Alamkara Vyaja-stuti may be taken to have
heightened the charm involved in.the suggested Alamkara

Aprastuta-pra$aimsa. . Kuntaka also remarks in connection.
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with the position of poectic figures in this Marga that
they shine so conspicuously by themselves (blr@jamanair
nijatmand, i, 37b) that they appear to render the ideas,
which . they adorn, subordinate to them just as the
outstanding glory of the rays of gems serve to decorate
the body of ladies even casting their. natural beauty
into the background. In fact, it is the Alarkaras
which make up the reason why the alasmkarya (the word
and its sense) that has been rendered subordinate to it
(sva-Sobhi’tisayantahstham. i, 37c) should come to light
(pmlfaéya.ta. i, 37d). This amounts to saying that the
alainkarya is so much overshadowed by its embellishments
that the former seems to have no separate existence
except when - it appears along with the latter®®. The
illustrations katamah pravijrmbhita-virahovyathal $unya-
tam nito desal and kane ca punyabhatiji bhajantyabhi-

25, We would do well to recollect here Kuntaka’s dictum
alaikytasya kavyatvam iti sthitih etc. (quoted in fn.g). That
being Kuntaka's conception of poetry—it is easy to understand
that the Alamkara (vakya-vabrata) aspect of Vakrokti is all-in-all
in the artistic variety of his conception of poetry (Vicitra Marga),
Rasa and Dhvani occupy a definite place in the Vicitra Marga no
doubt, but we should not forget that they do not belong exclusively
to this Marga inasmuch as there is scope for them in the Sukumira
Marga too. What really counts in this Marga is, therefore, the
exuberance of poetic figures before which the svarZipa or svabhava
of objects dwindles into insignificance. aharya~bavi-kausala or the
product of the poets’ culture functions more prominently than
sghaja-kavi-kausala or the product of the poets’ genius. In fagt,
the poets’ genius works behind all classes of poetry but whereas
the Sukumaira (plain or artless) style emanates exclusively from
the inborn resources of the poet and as such it appeals to the
capable reader without any difficulty, the Vicitra or decorative
style abounds in ornamentations and naturally it presupposes a
certain amount of culture both on the part of the poet and the
‘connoisseur. “This is the most important point - of distinction
between the Sukumara and the Vicitra Margas.
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khyam aksaran? (p. 61 V. J.) cited from the Harsacarita
(ch. i p. 25) will show that the Alarmkara (Aprastutapra-
farhsa ) alone imparts to the sentences in  question
whatever charm they possess.  Otherwise their plain
meanings in the form of the enquiries ‘whence do you
come ? and ‘what is your name? would have been
a matter-of-fact speech devoid of all poetry. A
strikingness in the speech ( wktivaicitryamitra i. 38c)
imparts an excellent charm even to an objeet which is
stale and tasteless (yad apy an@tanollekham i, 38a). A
free play of the poets genius (pratibhollekha~-mahattvena
i, 39 c-d) enables him to conceive according to his sweet
will, a certain object in a different way from what it
really represents. In fact, this is the only principle
underlying the Vicitra Marga, nay, poetical composition
itself®®.

The true skill of a poet lies in his power of conception
and depiction. Poetry is poetry because the poets’ skill
endows even a fact of common experience with a
fascinating garb so that it enraptures the reader’s heart.
We have seen that Kuntaka’s Vicitra Mirga demands a
considerable amount of artistic decoration (vaicitrya or
atiSaya) but it is also worth remembering that some
amount of atiSaya prevails throughout his theory of
poetry. Even in the Sukumara Marga where p‘rominencé
is given to the svabhava of things there is some scope
of this factor for “the poet, as any true artist, sees or
conceives the very same thing not in the same way as
~the common people®””. A description of the svabhave
of ob]ects charms us only because we see it through the

26. We ought to read in this connection the memorable
verse of the Agnipurana :
. apare kavyasainsare kaviv eva {ijapatzh 1
jlat/zawz {(smai ?) vocate visvai tathedarn parwm tate |

, . 33910
27. S.K. De. Inlmductxon to V. J. pu XIX, fn. 19,
18 ‘ : : Ny
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poet’s eye. The Vicitra Marga has been further
characterised as possessing an unexpressed sense
beyond the expressive word and the expressed idea
(vacya-vacaka-vrttibhyam  vyatiriktasya  vakyarthasya,
i, 40). It also depicts (badhyate) the nature of objects
as full of emotional intentions (svabhival sarasakaiial,
i, 41a) stimulated by superior skill on the part of the
poet. In short, all phases of striking embellishments
are conspicuously present in this Marga and some
indescribable artistic excellence prevails  throughout
(kenapi kamaniyena vaicitryenopabyinhital i, 41c-d).

It will be clear from the above that wide scope has
been preserved in this Marga for the poets’ depiction
of Rasa, Dhvani and particularly Alamkara. The first
four verses, i, 34-37 discuss the important part which
the figures of poetry play in this Marga. Verses .
i, 40-41 determine the place of Dhvani and Rasa
respectively. From what can be gleaned from the
character of Dhvani and Rasa here, it appears that
Kuntaka doesnot differ fundamentally from the Dhvani
theorists in his conception of these two elements. To
the process of abliévyalkti he explicitly agrees as will be
clear from his remarks :—fad-atirikta-vriter anyasya
vyangya-bhatasya-bhivyaktil  kriyate (p. 64, 11. 7-8).
And last of all Kuntaka appears to admit in i, 38-39
and i, 42 that sometimes the beauty of a poem may
not be explained in terms of Rasa, Dhvani or any poetic
figure but the fact remains that the poem imparts a
profound delight to the reader’s mind. This, Kuntaka
thinks, is due to the peculiar power of the poets’ skill
which he calls wkiti-vaicitrya and w/w'Ol;téfvazfcit7'ya. This
vakrokti-vaicitrya, as we have  previously seen, runs
throughout all poetic compositions but it is better felt
~ when the beauty of the composition ecannot be explamed
in terms of any of the orthodox poe’ac clements.
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The four Gunas, which belong to the Vicitra Marga,
have been thus characterised :—

(1) MADHURYA—being itself free from loose-
ness®® (tyakta-Saithilyam i, 44c), it contributes to the
charmingness of diction (bandha-bandhuratangatain yati i,
44d) and displays a certain amount of the poets’ peculiar
skill (vaidagdhya-syandi i, 44a).

(2) PRASADA—It has been defined in two different
verses. The first verse appears to be a curious blending
of two contradictory characteristics®®—namely, this
excellence consists of uncompounded expressions (perhaps
to ensure a quick grasp of the sense) as well as some
amount of compactness ojal spréan=utlanataya vyave-
sthitah) which he attributes to the presence of compound
words (ojasak samasavalts vritith...vriti on i, 45, p. 66).
The second definition implies ease of comprehensions
due to the close connection between sentences just like
the association between the words®°.

It will be seen, therefore, that there is very slight
distinction between the different aspects of the Prasada
as found in the two Margas. The characteristics involved
in both of the verses here are almost equivalent to
those enumerated in the w7t under i, 31, in connection
with the Sukumira Marga. Kuntaka himself explicitly
lays down that Prasada as found in the first verse in
Vicitra Marga is almost the same as that in the
Sukumara Marga, a touch of Ojas or compactness of

28. ‘T'his corresponds partly to Dandin’s élega.
29. asamasta=pada-nyasah prasiddhaeh kavi-vartmani |
kiticid ojah spySan prayak pradsade 'pyatva dyyate)
i, 45
30.  gumakani nibadhyante vakye vakyantarany api |
padanivatra ko'pyesa prasudasyaparah kramah |
i, 46,
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structure due to the presence of compounds words being
only an additional = characteristic here (p@rvasmin
prasada-laksane saty ojahsamsparsamiairam tha vidhiyote
p- 67).

(8) LAVANYA—is conspicuously present where the
words (padaih) which are made up of short and long
(due to their being immediately previous to some’
conjunct) syllables (krasvaih sanyogpurvaisen, i, 47¢), do
not drop the wisargas (alupta~visargantaily i, 47a) but are
closely connected with one another (protaih parasparam
1,47Db).

(4) ABHIJATY A—is found where the composition
is neither too soft (nati-komalacchayam, i, 48a) nor too
harsh (nati-kathinyam udvahat, i, 48b) but it is charming
by reason of the profound skill of the poet ( prawudhi-
nirmatam, i, 48d). : ,

Kuntaka remarks that the Gunas attached to the
Vicitra Marga are practically not much different in
character from those of the Sukumara Marga.®** On the
other hand, these are the selfsame Gupas with some
additional characteristics such as have naturally crept
in on account of the emphasis laid upon the poets”
aharyo-kausale.®® But judging independently, it is’
difficult to see how excepting Prasada (which may
somehow be taken to have developed from the charactér:
of the same Guna as' attributed by Kuntaka in the
vrtti under i, 81), the other Gunas of the Vicitra Marga
have any likeness with the corresponding Gunas of the
Sukumara Marga unless it is conceded that (i) the

31, For a comparative study of the Gunas in the two Margas,
Haradatta Sarma’s paper on ‘Kuntal«a s Conception of Gunas’ in
L H. Q. June, 1932, p. 265. ‘

32. evasm subumara-vihitanam. eva gupdnam vicitve kafcul

: atzéayah sampadyata iti badd/zaﬂyam (p+ 69).
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characteristics of Lavanya as shown in i, 47 (Vicitra
Marga) illustrate the aspects varpa-vinyasa-viechitti and
pada-sandh@nasampat as referred to in i, 32 (Sukuméra
Marga), (ii) the character of Abhijatya as found in the
first two feet of i, 48 (Vicitra) illustrate the SrutipeSalata
referred to in i, 83 and (i) the epithet praudhi-nirmitam
in i, 48 stands in contrast with seabhava~-masyrpacchayam’
in i, 33 because the onc demands the poets’ @harya
kausala and the other sahaja.

The Madhyama Marga, as we have already seen,k
is an admixture of the other two Margas. Here, both
the poets’ natural skill and the power of his artistic
ornamentation shine equally = (sahajaharya-Sobhiv tiSaya-
Salinaw i, 49¢-d). A1l the charms that are derived from
the two extreme types of poetry vie with one another
in this type (spardhaya yatra vartante marga-dvitaya-
sampadah...i, ble-d) and it is equally attractive to readers
of all tastes (n@anaruci-manoharak i, 51b). All the Gunas
like Madhurya and others manifest their two-fold character
(as found in the extreme Margas) and consequently
enhance the structural excellence. Those who want to
maintain a high standard of poetic beauty in which a
natural grace as well as the art of decoration should
equally thrive, take a special delight in this mode of poetic
speech like a gallant fellow who practises a neat toilet®®. - ,

33.  atrarocakinal ké(:z’cch&ya-vaz'tfﬂrya-m%/ake |
vidagdha-nepathya-vidhau bhujanga fva sadarah | i, §2:
avocakinah literally means ‘the disconteated’. The ‘simile
has been very suitable here. Justas a gallant fellow frequently
changes his toilet, tests this and that till he thinks himself to' be

- propeérly dressed, the' discontented writér also” cannot rest satisfied

with a_particular kind of composition, His very naturé prompts
him to’ follow whatever he finds convenient for him;.it being

understood, that he possesses the necessary power to'adopt  both
~ the'modés of poetic speech according tol his sweet will.. :
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Besides the group of four Gupas characterising the
Sukumara and the Vieitra Margas, Kuntaka enumerates
two other Gunas, namely, AUCITYA and SAUBHAGYA
which, in his opinion, should be present in all compositions.
They are common to the three Margas.

(i) AUCITYA or propriety is the striking
expression in which the excellence of an object is rightly
depicted®*. To observe propriety is an essential factor
in describing any object and, as a matter of fact, without
it the poets’ art fails to impart charm.

In the verse :
upagire puruhitasyaise senanivesas
tatam aparam it odres tvad-balany avasantu |
dhruvam tha karinas te durdharal sannikarse

sura-gaja-mada-lekha-saurabham na ksamante i
V.d.p. 72

the speaker wants to express the Majesty of the king
- concerned and this has been done in a fitting way by
the figure Vyatireka which does not really establish the
superiority of the king to Indra but describes his
Majestic glory. Hence, the atiSaye involved in the
figure Vyatireka has not been taken recourse to for its
own sake but merely to observe the propriety in describing
the king’s glory.

Aucitya has been further defined as that quality
where the object of description is overshadowed, as it
- were, by the excellent or superior character of the speaker
or the person spoken to®°. It consists in imparting
such peculiarity to the matter of discourse as may appear

34 aﬁjaseia svabhavasya mahattvain yena posyate |
prakarena tad aucityam ucitahhyana-ivitam | i, 53.

35. yatra vaktuh pramitur va vacyam Sobhn’tisayina |

- mechadyate svabhavena tad apy aucityam-ucyate | i, 54
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to be in full conformity with the character of the speaker
or of the person spoken to. In the verse,
Sarira-matrena narendra tisthan—
nabhast tirtha~-pratipaditarddhih v
aranyaekopatta-phala-praswtih |
stambena nivara dvavaSistal |
V. J.p. 13 cited from Raghuvaméa V, 15.

the speaker is the sage Kautsa and consequently the
comparison of king Raghu (who has completely exhausted
his wealth) with the stalk (from which the corn has been
taken by the sages) is very apt in his mouth. In fact
Raghu’s comparison with anything clse would have been
out of place under the circumstances described. It is
necessary to bear in mind that the Dhvani theorists
judge the importance of awcitye in connection with
Rasa alone. They frame some binding rules for the
observance of auciiya or propriety so that the poet
is not free to write anything he likes but he must carefully
consider the situation that he wants depict and anything
that is likely to prove detrimental to it must be
rigorously abandoned. Thus arises the necessity of
regulating the character of the wvakiy, the wvacya, the
bhawva, vibhava and anubhive etc., in conformity with
the Rasa which the poet wants to depict. Any violation
of this rule of propriety gives rise to a violation of
Rasa (rasa-bhanga) or  (rasabhasa)®® and therefore
it is to be discredited by all means. Even the style of
composition must be in harmony with the nature of the

subject. Ksemendra was so much impressed with the

necessity of the observance of propriety that he wrote
a separate book, the Aucitya-vicara-carces, in which he

36.  anaucityad yte nanyad rasabhafigasya karapam |
Ibrastdd/mucttya -bandhas tu rasasyopanisat para |
Quoted in the Dhvanyaleka, p. 145.
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boldly laid down that auecitya is the very soul of poetry.
Although Kuntaka’s definition of aucitye is not very
precise, yet he has maintained its all-important character
by regarding it as an excellence present in all the
varieties of kavya.

(ii) SAUBHAGYA—has been defined under i, 22
as prafibha-sarrambha-phalabhiitaimn cetana-camatkari-
tvalaksapam—the quality of giving a peculiar delight
to the mind as a result of the full play of the poets’
power. In i, 55 the same thing is meant although in
an abbreviated form®’. In the next verse Kuntaka,
remarks that this Guna results from the poets’ knowledge
of all the resources of good composition and as such
it is an essential factor in poetry.

It will appear from the above although Kuntaka treats
of the Gunas in connection with Riti or Marga, he does
not restrict them to that element alone as has been done
by the Riti theorists. In fact, his conception of Riti
itself is much wider than that of Vamana. Thus, he
enumerates three Ritis corresponding to the #hree distant
varieties of kavya, classified on the basis of the poets’
Sakti, vyutpatti and abhydsa. Vakrokti, which, in his
opinion, is the very life of poetry, naturally predominates
in all the varieties of kdeya and for the matter of that in
all the Margas or Ritis. Vakrokti, in its turn, has been
classified into six different varieties, including within its
wide scope all the important poetic elements of the
orthodox schools w#x Rasa, Dhavani and Alamkara.
It follows, therefore, that all the poectic elements (Rasa,
Dhvani and Alamkara) cannot but attach themselves to
one or other of Kuntaka’s Ritis—a position apparently
in “conflict with that of most of the orthodox theorists.

37, w...yadartham pratibha kaveh |
samyak samrabhate tasya gunah saubhagyam ucyate |
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. Kuntaka does not appear to have observed any theqreti-
cal distinction hetween the different elements of kavye
as such and considering the all-important character of
his theory of Vakrokti, it is idle to expect him to have
drawn such a clear-cut distinction. Thus, #harya-Sobha
which is the characteristic feature of the Vicitra Mirga
depends mostly upon the employment of poetic figures or
Alamkaras. Dhvani and Rasa are clements which have
unhampered scope in all the Margas. The Guna Prasada
as helonging to the Sukumsara Marga has been defined in
terms of Rasa and Vakrokti. The Gupas, Saubhigya
and Aucitya, are said to be present in all compositions
irrespective of the fact that they contain Rasa or Dhvani.
These are facts which will bring home to us the futility
of lobking for a clear-cut distinction between one poetic
element and another in the treatment of Kuntaka. He
has never ignored the othodox elements. On the contrary, ‘
he has recognised them wheneyer they came in his way
but at the same time he is yery particular not to establish
the superiority of one over the others. So long as the
different poetic elements of the orthodox schools consti-
tute a partlcular aspect of his theory of Vakrokti, they
all stand on the same level—one is never superior to the
others. In his opinion beauty is beauty ; it ought to be
judged in its entirety. You may call the decorating element
of the kawye a Guna or an Alamkara, that is not of
essential 1mportance

It is also worth mentmnmg that Kuntaka has tried
to keep his Gunas generally free all touch of minor
technicalities. He has attributed to them broad character-
istics as far as possible and has enumerated only a few
of them, leaving it for the readers to judge for themselyes
the yarious poetic excellences which the poet might
display. He characterises the Gunas as chayavaicitrys
(p; 71) or sfriking varieties of noetic beauty. He appears
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to hold that by the term gume we should understand
‘excellence’ which is the usual connotation of the word.
In the theory of poctry we should mean by it ‘poetic
excellence’ which inevitably varies according to the fancy
and imagination for different poets and the taste and
power of appreciation of the readers. It does not brook
rigid definition or hard-and-fast and stereotyped -classifi-
cation. The merit of a poem depends entirely on the
individual power and skill of the poet concerned.
Kuntaka himself has eclearly remarked na punalk
stkalyena  sat-kavi-kausdla-prakaranaim kenacid — apt
svartipam abhidh@tum paryate (p. T1).

We should note here that with all his attempts at
demonstrating this fundamental fact with regard to the
standards of poetics, Kuntaka’s characterisation of the
Gupas and for the matter of that of the theory of
poetry itself lacks precision. We have already seen that
it is difficult to understand how the second set of his
Gugpas belonging to the Vicitra Marga is a direct
development from the first set. And even the indivi-
dual Gupas do not always bring a definite idea of the
characteristics they represent. It is sometimes diffcult
to distinguish a particular Guna from another in the
same Marga. For instance, in Sukumara Mairga, the
Guna Abhijatya serves equally to regale the ear and
enrapture the heart of the reader and as such it is not
theoretically different from Madhurya where the word
structure possesses, amongst other characteristics,
Sruti-ramyatva and artha-ramapiyetea. Then again, in
both the Gunas Madhurya and Lavanya are involved the
beauty of word-structure and the charm it affords, one
would like to understand wherein the beauty of structure
lies and in what different ways the two Gunas work so
as to delight the reader. The sweet and melodious
verses which embody the k@rikas and. the grand literary
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style of the wytf¢ which contains an exposition of them
do not always help the reader to form any definite
impression except that Kuntaka combines in him the
rare qualities both of a critic and of a poet. He has
of course, spared no pains to form a definite and unique
theory of poetry. Yet his theory has remained indefinite
to his readers.

But this is not the fault of Kuntaka alone. If his
theory is indefinite, the treatment of some of the writers
of the orthodox schools is equally mechanical and
confusing.  The earlier theorists, in their attempt
at precision, had made their treatment narrow and too
much mechanical (as will be partly evident from the
individual Gupas of Vamana and Dandin). Kuntaka,
while trying to keep himself free from such narrowness
and to form a comprehensive theory of poetic beauty, has
allowed himself to be drawn into grandiloguent expre-
ssions and vague generalisations. The exposition of the
Dhvani theorists, in spite of their attempts to explain
the deeper aspects of poetry, is sometimes so confusing
that the student of the Alarmkara-§astra finds himself
puzzled when he is lost in the ten thousand four hundred
and fifty five varieties of Dhvani and the divisions and
subdivisions of Utpreksa.®® We must not forget that in
the treatment of one who, on principle, keeps an eye on
the scope of individual power, some amount of vagueness
and lack of precision is bound to come in just as, on
the ' contrary an attempt at precision inevitably shuts
out the scope of broad generalisation. It is, therefore,
fair to admit that each theorist has formulated his
theory in the best possible way he could and we shall
be easily reconciled to all minor defects of every
writer if we remember a plain but indisputable fact that

- 38.  cf Kavyaprakasa, s#tra 65, ch. JV, and Sahityadarpana,
(Kars 686-91) ch, X, respectively. '
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the writer's of the Alamkara-§astra undertook the difficult;
nay, impossible, task of formulating a definite theory
about someéthing which is by its very nature indefinable.
It may be safely asserted, therefore; that the defects
spoken of do not greatly minimise the importance of
Kuntaka’s treatment. On the other hand, due eredit
must be paid to him for being the only writer in the
whole rage of Alamkara literature to have touched
upon the element of individuality in poetic composition
—a question altogether ignored by the orthodox theorists.
But the sturdy independence, which prompted hitn to
formulate o novel theory of Poetics without adheritig to
the teachings of the orthodox schools, twas responsible
for his failure to attract any following in the later history
of the disciphue,

B
BHOJA

Bhoja, author of the Sarasvati-kanthabharana® appears
to follow a tradition quite different from the orthodox
speculations although his treatment maintains in many
places, unmistakable traces of the influence of most of
his predecessors of the pre-dhvani schools. His work
is undoubtedly a compilation like the Alammkara portion
of the Agnipurana of Which we shall treat later on.

i. Here we shaﬁ discuss Blioja’s tzeﬁtment only o . far as‘
is found in this book, It has not been possible for us to utilise

“. his othet work, ﬂié émgara-ﬁi'akaéé;r & fafuscript of which 1s’ :

' lymg only in the Govt, Qriental Mss; Librafy, Madms; Sl e
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Bt although he has not been able to weave any theory
worth the name due credit must be given to him for
presenting us with the traditional infortnation and
explaining it profusely with copious illustrations - chosei
from the earlier texts of Sanskrit Literature.

In his definition of kavya (nirdosain giinavat kavyam
alamkarair olainkytain rasanvitam.....4, ) he mentions
the diffevent elements of poetry somewhat uncritically.
Althongh ke mentions Rasa in his definition, he does
not, appear to assign to it a more important place than
to Gupa and Alamkara. It is needless to mention that,
like all other writers, he requires karya to be kept cleat
of Dogas and in the very first chapter of his twork he
deals with Dosas that are to be carefully avoided. As
a matter of fact he wotild recottimend no one to the
composing of poetry who has not qualified himself by
properly understanding the characteristics of the
different Dosas belonging to pada, vikya and vakyartho*
The Dosas are enumerated as sixteen under each of
these three claises, but we are not directly concerned
with them here excepting the Aritimat set of wakyadosas
i, 19-20. The Aritimat, as the very name indicates,
serves to make Riti defective by the prominence given to
the wiparyayas or opposites of some standard excellence
in a composition. This set of Dogas has been divided
into three classes aecording as they belong to the sphere
of the word, the sense or both?. To each of these three
classes belong three individual Dosas so that we have

i, evak padanam vakyanaim vakyarihanam ta yak kavih |
dosan heyatay vetti sa savyatn kaPturm arhati | i. 58.
2. gunanain dySyate yatva Slesadinam viparyayakh |
avitimad iti prahus tat tHdRaiva pracikiate |
sabdarthobhayad-yogasya pridhinyt prathamai tridha |
‘bhatva Slesadi-yogena punas tredhopajayate 1 i, 28-29.
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altogether nine wiparyaya-dosas corresponding to the
nine out of ten standard ecxcellences of Dandin. Itis
interesting to note, in this connection, that Bhoja really
deals with two sets of Gunas, ¢z, (1) one set of nine
Gunas in connection with the Ritis and (2) an indepen-~
dent set of twenty-four Gunas. The first set of nine
Gunas, however, also appears enumerated by the same
names in the other set but that it forms a separate set
by itself is clear from the fact that the nine Gunas
mentioned under this set do not often bear the same
characteristics as the nine enumerated in the other
set. These nine Gunas mentioned in connection with
the Ritis have not, however, been exactly defined or
characterised but their nature and function have to be
comprehended by implication from the Aritimat set
of Dosas which are said to be the wiparyayas of these
Gunas,

From the manner of Bhoja’s treatment of the
Aritimat set of Dogas, it will appear that regarding the
Gunas that are attached to the Ritis, Bhoja’s views are
almost similar to those of Dandin. The following
table “of Bhoja’s viparyayas will show to what extent
Bhoja has been directly influenced by Dandin in the

matter :—

viparyaya-dosas Corresponding Gunas
deducible from them.

I Sithila (looseness)

({llustration—same as éle_ga (compactness)
- Dandin’s i, 43.)

II. Visama (un-evenness)
(illustration—same as Samata (evenness)
- Dandin’s §, 48.) L
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IIT. Kathora (harshness)®
(illustration—different Saukumiryya (soft-
from Dandin’s)* ness to be distinguish-

ed from looseness)®
IV. Aprasanna (Farfetchedness)

({llustration—same as Prasada (Lucidity)

Dandin’s i, 46)
V. Neyartha (inference of sense)
’ (illustration—same as Arthavyakti (explicit-
Dandin’s i, 74) ness of sense).
VI. Gramya (vulgarity)
| (illustration—same as Kanti ( dignity or
Dandin’s 1, 63) agreeability)

VII. Asamasta (absence of com-
pound words) Ojas ( abundance of
(illustration—taken from compound words).
(Dandin’s  madhurya- '
viparyaya i, 59)
VIIL. Anirvytdha (incompletness)
(illustration—own)® Madhurya (sweetness)

saukumarya-viparyasat kathora upajayate i, 32.
4. asitartitug advicchit svah-ksitam pativ advidrk
amidbhik Subhradygdystair dviso jeghniyisista val |
i, illustrative verse 43.

w

- atrati-katharatvad asaukumaryainm supratitam eva,

The above verse -has been cited from Bhamaha i, 46, where
it appears as an illustration of a non-technical Dosa, vix,, Gudha-
$abdabhidhina, The meaning is hidden in the sense thatit is
arrived at in a round-about way. For instance, asitartituk means
“the son (fuk) of one who has ( i. e, leaves behind ) a black (asita
=not white) path (r#). Bhoja, however, judges the Dosa here
from the point of view of bandha alone.

5. See pp. 72-3...ch. V, where the question has been dis-
cussed in connection with Dandin’s Sukumarata,

6. nakhinam ca radin@m ca Synginam Sastva-paninam |

© wisvaso naiva kavtavyal strisu raja-kulesu ca )i, ill. v, 48.
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IX. Analamkara (want of strik-
ingness)

j(ﬁijllgstratio;f—own) ? Audarya {elevation)

It may be seen from the above table that the Aritimat
set of Bhoja’s Dosas numbers nine instead of ten
because of Dosa corresponding to the Samadhi-gupa of
the Riti theorists is lacking in his enumeration. Most
of. the wiparyaya-dosas of Bhoja correspond generally
in form and spirit to the viparyayas of Dandin and he
quotes very often the illustrations of particular viparyayas
from the latter’s treatment. . Dapdin’s Gramya-dosa is
the viparyaye corresponding to his arthamadhurya,
whereas Bhoja treats it as a viparyaye of Kanti which
could not be justified if Bhoja’s Kanti were to imply,
like Dandin’s, absence of the unnatural. It is likely,
therefore, that in Dandin’s Kanti Bhoja lays emphasis
upon the expression sarva-jagat-kantam (=agreeable to
the whole world......Dandin, i, 85), whereas Gramyata
implies a manner of expression in wogue the unsophisticated
people, creafing a sense of aversion in the cultured
class alone. ‘We have seen that Dandin did not mention
any viparyaya eorresponding to his Audarya-Gupa
since the particular Guna was, in his opinion, to be
seen in both the Gauda and the Vaidarbha modes. The
want of striking charm involved in Bhoja’s Analarnkara
has been explicitly stated (a, i, i, 4243 ) to be due
to the absenge of any expression of some high merit
or of any praiseworthy epithet as involved in Dandins
Udarata ' (i, 76 and i, 79). Bhoja’s illustrative verse
- durghapuccha ete. of this Dosa contains some insignificant

~ epithets and in this sense it may be justified as an

7. dirghapucoha$ catuspadah hghudmai-llambe-kambalal |
garapatyar balivardas tynam atti mukhena sak |
G : g RIoe i i, illy v. 49.

e

]
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appropriate illustration of the wiparyaya of Audarya.
Bhoja’s idea of Dandin’s Madhurya was surely ill-
conceived. If Dandin’s Madhurya clearly implies
(i) absence of wvulgarity and (ii) a special type of
Anuprisa, itis really difficult to say how the illustrative
verse nmakhindin ca ete. in connection with Bhoja’s
Anirvyudha-dogsa contains wiparyaya corresponding to
that particular Guna. Is it to be understood that the verse
in question is defective because it contains varpanuprisa
accepted, according to Dandin, in the Gauda mode instead
of Srutyanuprasa accepted in the Vaidarbha ? This is a
fine logic indeed ! Surely Bhoja does not specifically
mention that a deviation from the Vaidarbha mode
gives rise to the Aritimat set of Dogas! From Bhoja’s
vptti® it seems that he does not take Madhurya in the
techical sense in which Dandin has understood it
but generally means by it ‘a sweetness of sense’ which
in his opinion, is lacking in the verse in question.
Besides, the verse possesses, in  Bhoja’s opinion,
a lack of uniformity due to the use of different webhaltis
in connection with the same word Sv@se.  This
appears to correspond rather to the wiparyaya of
Viamana’s Samata ( p. 101 above ) and not at all to that
of Dandin’s Madhurya. Bhoja’s quotation, thercfore, of
Dandin’s definition of Madhurya in this connection
becomes altogether meaningless. It only shows that
he has lost the spirit of Dandin’s treatment. Lastly,
it is also difficult to see why absence of compound words
involved in the viparyaye of Ojas should be a defect
of poetry. Even if it be so, Bhoja’s attempt to support

8. ...nakhinam ca nadin@i ceti sasthyantic cakarepa riter
upakrame $ynginti Sastra-paninam iti cakava-nirvahat strisu
rajakulesu ceti sasthi-parityagad amadhurarthatvacca madhurya-
viparyaya-namayam Sabda-pradhano guna~viparyayo dosal.

. p- 29, under ill, v. i. 48,
20
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his position by the particular quotation from Dandin
(Bh. i, 837=D.1, 60) is curious. Why should the verse
smarah kharaly khalah kantah ete. (Bh.i, ill. v. 47=D.
i, 59). be discarded as an example of Asamasta-dosa on
the ground that there are bandho-parusya and bendha-~
Saithilya involvedin it ? Itis likely that Bhoja himself
was  conscious of his weak point that absence of
compounds as such does not render a poem defective
and so he rejected Dandin’s verse smarah kharal ete.
in consideration of the fact that it gives rise to some other
defeets, namely, bandha-3aithilye  and  bandha-parusya.
But admitting the fact that these viparyayas, as a class of
veritable Dosas, do not attach themselves to any
particular Riti, why should the daksinatyas be specially
mentioned as disapproving of this kind of composition
(ato naivam...daksinatyah prayuijate...i, 37e-d) 2

~ In spite of such discrepancies there can hardly be any
doubt that Bhoja was indebted to Dandin in evolving
this set of Dosas and in his conception of the corres-
ponding set of Gupas. These Gunpas, in Bhoja’s
treatment do not appear to form the inseparable
characteristics of any particular Riti but they are common
to all the Ritis. The Ritis in general would suffer
from deficiency if, instead of the Gunas, there viparyayas
were present in them. Tt is for this that these wparyayas
constitute a set of Dosas of which the name -has been
rightly given as Aritimat. We have already seen (Ch. V.
pp. 60-61 fn.) that there is a marked difference between
the treatments of Dandin and Bhoja regarding the
application of the viparyayas. Bhoja accepts waipariz‘yq
or opposite as the only meaning of wiparyaya a,n(i
whatever possesses a characteristic opposite to that of

- aGunais aDoga. On this point Bhoja’s indebtedness

to,Vﬁ;maha,,alst cannot be doubted. Vimana’s dietum
- guna-viparyayatmano dosak influenced him to a great




i
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extent and led him to the extreme position that the
viparyayas of the standard Gupas do not sometimes
create a separate Riti as Dandin thinks, but form a
distinet set of Dosas which are detrimental to all Ritis.

Bhoja’s treatment of the Ritis is somewhat unigue.
He does not treat Riti as a separate element of poetry
but includes it under the Sabdalaimkaras® which appear
in chapter IT of his work. He gives a derivative defini-
tion of the term Riti and takes it to be synonymous with
Marga which he describes as the way or manner of
composition which the people of Vidarbha and other
lands follow.*® The spirit involved in Bhoja’s Riti,
therefore, partly approximates Kuntaka’s Marga which he
understood to be kaviprasthana-hetw oft ‘mode of poetic
practice’ although the scope of the element differs in the
treatment of the two writers—Kuntaka’s Marga being
clastic in character, Bhoja’s Riti comparatively limited.
He maintains a larger number of Ritis than any other
writer of repute. We have seen that Dandin dealt with
only two amongst many ways of speech véx.  Vaidarbha
and Gauda.  To this Vamana added a third—Pafeali,
all the Ritis in the treatment of both being determined
by the absence or presence of certain standard Gunas.

9. This perhaps indicates Bhoja's sense of consistency as
compared with the writer of the Alarikara portion of the
Agnipurana, We have seen that in his definition of poetry
Bhoja mentions all the main poetic elements excepting Riti and
Dhvani both of which have been, in fact, included under the
Alamhkaras. This procedure, although open to criticism is not
without its own merit, for admitting the fact that a proper
definition of poetry requires a mention of all the essential
elements, Bhoja’s treatment later on has been quite in confor-
mity with his definition of poetry. :

10. vaidarbhadikytah panthal kavye marga iti smytak'| ., :

ViR gatdv iti dhatoly su yyutpaltyd ritiv ucyate| i, 27,
b
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Rudlata enumerated four Ritis adding one Latiya to
Vamana’s enumeration but his Ritis were determined
chiefly by the absence or presence in varying degrees of
compound words. Bhoja’s Ritis are six in number,
namely, Vaidarbhi, Pafcili, Gaudiys, Latiya, Avantika
and Magadhi, the last two being added to the enumeration
of Rudrata. It is to be noted that Bhoja’s Ritis are
determined both by the presence or absence of certain.
standard excellences as in the treatment of the Riti
theorists and of compound words as in Rudrata. This
is not surprising because his work being encyclopaedic
in character attempts at compiling the views of different
theorists. Thus (1) the Vaidarbhi Riti is marked by a
few compound words and presence of all the Gunpas.**.
(ii) The Paficali may contain compounds of not more
than five or six words. The Gunas Madhurya and
Saukumarya should predominate therein, but in any case
Ojas and Kanti must not be present in it.'* (iii) The
Gaundi Riti should contain long compounds and the
Gunas, Ojas and Kanti should prominently shine in it.*®
(iv) The Avantika again is an intermediate type hetween

1. latrasam@sa wnihSesa-Sleshdi-guna~gumphila |
vipatici-svara-saubhagya waidarbhi vitir igyate| 1i, 29,

‘The attribute vipeficiwaraseubhiagya is probably to imply a
harmonious unification of all the poetic excellence in this Riti.

12. samasta-paficasa-padam ojah-kanti-vivariitam |

o madhuram sukumaram ca pavicaliim kavayo vidul | i, 30,

13 samastatyudbhatapadam ojah-kanti-gunanvitam |

gaudiyeti vijananti vitim viti-vicaksanah | 1, 31.

It is’interesting to note that Bhdjas definitions and inter--
pretatlon of the Ritis Vaidarbhi, Gaudiya and Paficali are almost
similar to the characteristics of these Ritis cited by Vamana '
( under i, 2, 1113 ) in support of his own' ‘definitions. The"
#ikakara was also rightly under the 1mpressmn that Bhoja
. maintained fully the tradxtlon of Vamana,
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Vaidarbhi and Paficali—it admits of compounds of three
or four words and there is perhaps no hard and fast rule
regarding the presence of Gunpas.** (v) Latiya is a
peculiar admixture of all the Ritis. It is perhaps meant

that a particular few or all the Gunas may be present in

it, and may be marked by compound words of all variable
length.*® (vi) Magadhi is a defective mode of speech
where uniformity is lacking throughout the composition,
t.e. where the composition begins with a particular Riti
but it breaks in the interval, making place for some other
Riti.r® :

From the above sketch it seéms that by the  addition
of the last three Ritis, namely, Latiya, Avantiki and
Magadhi Bhoja has practically made no improvement
upon any of his predecessors. The first three Ritis,
Vaidarbhi, Paficali and Gaudiya have been distinetly.
characterised but the nature of the last named Ritis is
not clearly understandable. The remark that a particular
Riti is the admixture of all other Ritis or that it stands

midway between some other Ritis i8 either meaningless

or it unnecessarily enlarges the scope and classification
of Ritis indefinitely. It appears that some political
significance has been attached to Bhoja’s Ritis. Bhoja
was himself the Lord of Avanti and probably this was
the only reason for nammg a Riti 'xfter the land ruled
by him.*’

The distinction between Bhoja’s Gunas and Alamk'u'as
is not at all well-marked. Although he remarks that

14, antarale tu paticali-vaidarbhyor-ya vatisthate | -
' sa'vantika samastaih syad dvitrais tricaturaih padail 4
ii, 32
: 1'5. samastarmr wyamisra lagiya » mtu ucyate | ii, 33a-b.
16, - parva-r tter anis vahe klz(mdan/zs tu magadhi I 11, 3 _.,c-d,'

1y, wide S. . Bhattacharyya, ‘The. Gandi. Riti in I‘heoxyA,

: and Pnctlce(l H.. Q June, 1927, pp. ‘,76-394)
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the Gupas occupy a more important place in poetry
than the Alarmkaras®®—his treatment does not in any
way support his position. From his definition of poetry
it does not appear that he assigns any special importance
to any particular element of poetry but that he is going
to incorporate somehow all the elements in his treatment.
He has, of course assigned a definite place to Rasa in
his ‘definition of poetry. With the developed scheme  of
Poetics of the Dhvani school before him he could not
be so indifferent as to ignore entirely the prominence
of Rasa, but he does not seem to give - to Rasa
a theoretic and systematic position in his  scheme
of Poctics. He does not admit its connexion with Dhvani
which he included under a particular Guna, wviv.~—
Gambhirya! IHis nonacceptance of the importance
of Dhvani, his detailed treatment of external of poetry
and consequently his failure to correlate Rasa with other
clements of poetry, his borrowing from early writers
but failure to realise the spirit of their treatment made
his work so unsystematic and uncritical that he could not
create a school of opinion nor attract any following

in later times®®.

18, alamkyiam api Sravyam na kavyam gunavarjitam, |
guna-yogas tayov mukhyo gupalamkara-yogayoh 11, 50.

10. Vidyanathas and Prakadavarsa are the only ‘writers
who have followed Bhoja’s scheme of the Gunas, In the chapter
entitled Gunaprakarapa of “his work, Vidyanatha repeats both
in spirit and expressions the definition ‘of Bhoja’s twenty-four
Sabia-gunas discussed by him to belong to the artha as . well
(etesin gupanam  artha-gatatvam api kecid icchanti p, 334, 1.3).
Evidently he is referring here to the treatment of Bhoja and
it appears that he himself does not like to discuss the ar#agupas
-separately, It deserves to be noted in 'this connection  that
Vidyanitha makes a very pertinent remark that all the Gunas
: enumerated. by him . are not universally treated as positive
- excellences (gunatvain na _Sarvasqmmatam. p.. 322, 1.9)  because
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Bhoja has nowhere given a general definition of Gunas
or of Alamkaras but they. have been roughly treated as
embellishments of poetry generally. We are not told
which element in what particular way adorns poetry so
that there is nothing to prevent us from treating certain
Gunpas as Alamkaras and eice vérsa. On this point
Bhoja’s peculiar position will be still more evident if
we just consider his treatment of the Ritis. The Riti
has been treated as one of the Sabdalasnkaras and the
Gunas play an important part in his conception of Riti
but the term has been used also in connection with a
particular Gupa. Thus, Bhoja’s position clearly resolves
into the curious proposition that some particular
Alarhkara ¢.e. the Riti is determined by the presence
of certain Gunas, which is an impossibility if the two
elements are taken to embellish poetry in two different
ways. It would appear, thercfore, that in spite of his
direct assertion to the contrary and his quotation of
the verse yadi bhavati vacas eyutasn gunebhyah ete.
following the lead of Vamana, Bhoja really observes no
theoretical distinction between Gunas and Alarmkaras
as external embellishments of poetry.

He classified the Gupas into three classes (i, 60)
namely (1) bakya, (2) abhyantara and (3) vaisesika.
The first set corresponds to the Sabdaguna of earlier
writevs ; the second to arthaguna ; and those that come

some of them contain merely ‘absence of fault’ (dose parikhara-
kalvena gupatvam ibid, 1.7) and as such they are less charming
than those which enhance the poetic effect on  their own
account (svala eva carulvatiSayahetavah—ibid, 1.8). Prakasavarsa
appears to follow Bhoja closely throughout his work., But
he accepts twenty-two Gunas each of Sabde (ii, 7-23) and artha
(ii, 24-35) in place of  Bhoja’s twenty-four omitting Gati and
Praudhi fcom = his enumeration. - The number = of Bhoja’s
VaiSesika-gunas however, he has retained all right.
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under the third set have not been treated by the orthodox
writers as a class of technical Gupas. They were
originally Dosas and have now ceased to be such owing
to some special circumstances for which they are called
specific  ((vaiSesika) Gunas®®. In the enumeration of
this third set of Gunas one cannot doubt Bhoja’s
indebtedness to early writers like Bhamaha and Dandin
who had already admitted the possibility of accepting
certain  Dosgas 'in  poetry as valid under particular
circumstances. Viamana’s teaching that Gunas and
Dosas of poetry stand in opposite relation to each
other led Bhoja further to understand, by implication,
that whatever ceases to destroy the effects of poetry
becomes a Guna. The number of the technical Gunas
treated by Bhoja is twenty-four and each of them belongs
to Sabda and artha. They may be given as follows :—

Sabdag?ma Arthaguna
(1) Slesn»——coalescence (i) the quality of be-
" of words (sudlista- ; ing well connected
padata i, 66a) (susatratw) in the
sequence of events
(sarnvidhine i,

78d;%*

(i) Prasada :—use of tii) Clarity of sense
words of which the (prakatyom artha-
sense is well-know sya i, 79a) '

K prasiddharatha-
padatvam i, 66¢)

20, bahyuh Sabdagunas tesu cantaras tvartha-sawnsrayak |
vaiSesihas tu te ninam dosatve’pi hi ye gunah |
, ‘ i, 61.
21, The spmt involved in this Guna and the illustration
given of it correspond exactly to those of Vamana's artha$iesa
(see ch. VI, pp. 99-101 above).



(iii)

~—

(iv

~—

(v
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;S/'abdagm.za
Samati—absenceof
unevenness (a2ais-
amyena bhananam)
in the three strue-
tures?®*®

Madhurya— distinct-

ness of  words
(prthalkpadata i,
68a, Vamana iii, 1,
20 ) arising from
the  absence of
sandhi.

Sukumarati—abse-
nce of harshness
due to the use of
mostly soft sylla-
bles. ( anisthura-
ksara-prayam i,68c
=Dandin i, 69)
Arthavyakti— com-
pleteness of the
sentence from the
words uttered (sam-
purna-vakyatvam,i,
69a)%°

(vi

(iv)

~

~

Arthaguna

(iii) Nonrelinquishment

of the sequence of
ideas (evaisamyam
kramavatam, i,
79¢)?®

Placidity  { lit.—
absence of severi-
ty ) even under
the influence  of
anger cte. (krodhii-
davepyativrata i,
80h)>*

Absence of harsh-
ness 7.c. tenderness
of ideas (anigthu-
ratve i, 80c¢)

Faithful = deserip-
tion of the nature
of things ( svari-
pasya saksatkatho-
nam i, 8la-b)?°

22.

above).
23

25

name (see ch, V, pp. 73-76 above).

This reminds one of Dandin i, 47. (ch. V, pp. 65-67

. cf. Vamana, ch, VI, pp. 101~2 above.
24. cf, Agnipurana, ch, Vlle, below.
. 1t corresponds partly to Dandin’s Guna of the same

26, cf. Vamana's arthagupa ot the same name, c¢h. VI,

pp. 166fi. above.

21
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éabdagmm

(vii) Kanti—Richness of

(viii)

(ix

~

(x)

(

xi)

words giving rise
to a dignity in the
composition ujjvale
tvain bandhasya i,
69c)?’

Audiryya — liveli-
ness in the compo-
sition (vikataksara-
bandhatvam i,70)*°
Udattata—mention
of worthy epithets
(Slaghyair  viSesa-
nair yogah i, 10c=
Dandin’s Udsra in
i, 79a).

Ojas—superabund-
ance of compound
words (samasa-bhia-
yastvam i, Tla=
Dandin, i, 80a)

Aurjitya— compact-
ness of structure
( gadhabandhata i,
71 b = Vamana’s
Sabdaguna Ojas iii;
1, 5)

(vii)

(viii)

(ix)

B

(xd)

Arthaguna
Conspicuous pre-
sence of Rasas
dipta-rasatcam i,
8le=Vamana iii,
2, 14)

Grandeur of glory
( bhuatyutkarsa i,
81d)
Nobleness of in-
tention (@Sayasya
utharsah i, 82a)

Emphatic  asser-
tion of a -certain
statement (svad/-
Yya-rasayasya  ar-

thesu  viSesah=|
i, 82 ¢-d)

Expression of
anger gone to

excess (radhaha-
mkarata 1, 83a=
Dandin’s Urjasvi
Alarmkara ii, 275
c)

27. This is akin to Vamana’s $abdakanti (ibid),

28, It reminds one of Vamana iii, ‘1, 22 ch. VI, p. 106
above), :



NON-ORTHODOX WRITERS 163

;S,'al)dagu—;;m

(xii) Preyas—an agree-

able statement
(priyatarakhyanam
i, 7le=Dandin’s
Alamkaira  of the
same name ii, 275a)

(xiii) Su$abdati— proper

use of nouns and
verbs Z.. gramma-
tical ~ correctness.
(suptinaimn vyutpat-
tihi, 72a=Bhamaha
i, 14c)

(xiv) Samadhi — Trans-

ference of the qua-
lities of one to the.
other (anyadharma-
nam yad anyotra-
dhiropanam 1,72¢-d
=Dandin i, 93)

(xv) Sauksmya—Use of

words in which is
involved a subtlety

- of sense (antahsain-

jalparupatvam i,
73a)

(xvi) Gambhirya — The

quality of contain-
ing all concepts of

Artkaguzia.

(xii) Preference of a

particular  object
( arthesvablistata
i, 83b)

(xiii) Use of auspicious

expression for
inauspicious idea
(darunesu adaru-
narthaparyayah i,
83 c-d)?®

(xiv) Recourse to a

pretext ( vyajava-
lambanam i, 84a)

~in order to justify

one’s position.

(xv) Comprehension of

one’s inner feeling
‘from external
gestures suksma-
rithabhidarianam
i, 84¢)

(xvi) Dependence upon

t/he rules  of
Sastra. (Sastrartha

29. It corresponds ‘to one of the Gunasin the Agnipurdna
i,e. the ubhaya-guna Prasastya in 346/21-22 (cf, ch, V1i¢ below),
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é{&b(lagzma Arthaguna
Dhavni  ( dhvani- savyapeksatvam, i,
matta i, 73c) - 8Ba)s°

(xvii) Vistara — analytic (xvii) a gradual mani-
expression of idea festation of the
(vyasena uktih i, intended  sense
73d)? (arthavikasalh i,

85c)

(xviii) Sanksepa—Synthe- (xviii) Brevity in which
tic expression of an extensive topic
idea (samasenaibhi- is expressed in a
dhanam i, T4a)** single  sentence

(arthasya  saim-
vrtih i, 85d)

30.  This perhaps refers to a composition where the
meaning is clear to the reader only when he knows the
technicalities involved in the injunctions of S$aséra. As for
instance the meaning of the given verse

maitryadi-citta-pavikarmavido vidhaya
blesa-prahanamiha labiha-sabijayosah |
bhyatim ca sattva-purusanyatayadhigamya
vawchants tam apt ‘samﬁdhz'b/z.rto niroddhum |
i, ill: v, 114 cited from Sisupalavadha, 1V, ss,

will not he intelligible unless one kuows the meaning of the
philosophical terms maitrya-klesa etc. '

31, It is akin to Vamana’s third variety of arthapraudhi
(see ch. VI, p. 95 above),

32. This is partly equivalent to fourth variety (samasa)
of Vamana's arthapraudhi with this difference that whereas in
'Vamana's Samase several complete sentences are shortened
~into a single sentence by convenient grammatical forms, here
. great. incidents which  would ~otherwise have been described

at length are expressed briefly in a single sentence or a half verse,. .
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.
Sabdaguna

(xix) Sammitatva — the
use of exactly as
many words as are
required to under-
stand the sense
( yavadarthapadea-
tram i, 74c)®*®

(xx) Bhavika— utteran-
ce out of a deep
emotion  (bhirato
vakyavyttih i, 75a)

(xxi) Gati—orderly se-
quence of ascent
and descent (arohia-
varohayol, kramah
i, 75¢-d="Vamana’s

Sabdaguna Samadhi,

iii, 1,12)

(xxii) Riti — continuance
or maintenance of
the original manner
(upakramasya nir-
vahal, i 76a)"*

Arthaguna

(xix) Suitability or
exact matching of
word and sense
(Sabdarthan yatra
tulyaw stal i, 86a)

(xx) A trend of speech
having a particu-
lar intention in-
volved in it.

( sabliprayokti-vi-
nyasah, i, SGe)

(xxi) Comprehension of
one meaning from
another  (arthiad
arthanatarasyae-
agamah=1i, STa-b)

(xxii) The sequence of
actions from the
very  beginning
( wipattyadikriya-
kramal i, 87d)

33. It appears to correspond to Vamana's arthaguzpa Prasida

(see ch, VI, pp. 99 above),

34, It possibly contains an absence of Prakrama-bhuhgadosa,
and it appears to approximate $ebea~samata of Vamana (ch, VI,
. pp. 101-2 above) which involves a uniformity in the beginning, in

the middle and a the end,
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S’abdagm_za Arthaguna
(xxiii) Ukti— a particular (xxiii) Bringing out the
cleverness of sense intended
speech (visista with some amount
bhanitih i, 76c) on of delicacy so as
which perhaps a to avoid any wvul-
statement can be garity ( yadi svar-
made to the point. . tho bhangya
bhavyo’ bhidhiyate

i, 88a-b)*®
(xxiv) Prandhi — expres- (xxiv) Bringing out the
sions involving a intended meanings
depth or maturity of (vivaksitartha-nir-
sense . ( ukteh pari- vahak 1, 88c¢) in
~ pakah, i, T7a) short clauses con-

sisting of finely
chosen words and
expressions®®

Bhoja then proceeds to discuss the third set of his
Gunas, namely, those that are Gunas in spite of being
faults. Like the Dosas, the waiSesika Gunas have been
classified into three classes according as they belong to
(1) the pada, (2) the vakya and (3) the vakyartha. We
shall discuss here the waidesika Gunpas corresponding
only to the padadosas just to ascertain the general
character of this set of Bhoja’s Gupas. The other two

35 This seems to correspond fo Vamana's arthaguna
Udarata, defined as agramyatvam (ch. VI, p. 106 above) Bhoja's
illustration too, (vam evam=saundarya etc ), is the same as that of
Vamana’s Gupa just mentioned, It appears that his expression
bhvaya in Bhoja’s arthagupa Ukti brings in the idea of absence of
vulgarity. ‘ :

36, Ramsinha  explicitly -~ remarks: Zaver abkimatasya
bhayaso'py arthasya slvapenaiva vakyena pmtzpad,mam praudhzk
(com. on i, 88, p. 74).
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classes may better be studied in connection with the
concept of Dosa. As these do not constitute a technical
set of Gunas, later writers call them Gunas only
secondarily and they rightly treat of them in the chapter
of Dosas the character of which should be first ascer-
tained in order to understand the secondary Gunas.
In ordinary circumstances harshness, superfluity, vulgarity
ete. should be avoided in poetry as distinet faults but
when expressions involving them are used in anger or
for the sake of a particular metre or when uttered by
vulgar persons respectively, they do not produce the
same amount of aversion in the reader; they rather fit
in with the character and temperament of those who
use them. Since the propriety (aucitya) which is the
most important thing in poetry is not disturbed, later
writers called these not Dosas but Gupas, although they
did not mean to include them under the technical class
of Gunpas. But Bhoja has gone one step further and
has boldly asserted that these are Gunas not by
sufferance but in reality sinee wunder -circumstances
already noticed they do not destroy poctic effect but
rather enhance it, and whatever enhances poetic beauty
is its Guna. We should remember in this place that like
the $abda—and artha-gunas, the Vaidegika-Gunas too axve
twenty four in number under each set. The following
table will show under what circumstances the padadosas
constitute the waiSesika class of Gupas in  Bhoja’s
opinion. 4 ‘

Name of Its c'lza?"acter When it becomes
the Dosa, : o Gupa
I. Asadhu  grammatically in- in imitation
: correct { $abda-  (anukaranci, 91 c).
sastra~viruddham '
4, 7a)
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Name of Its character When it becomes
the Dosa - - ¢ Guna

II. Aprayukta that which is not  in imitation (anuka-
admitted by poets  rane i, 92b)*”
in usage (kavibhir
na - prayukiom i,

Tc)

ITI. Kasta unpleasant to the in abuses or harsh
ear (§ruter asu- utterances (durva-
Thadam i, 8a) cakadisu i, 92d)*°

IV. Anarthaka a particle which is inconnection  with
used only to verbal figures like
complete a foot yamaka (gunpatvam
of a verse (pada- anumanyante
paranematra tasyapy  yamaka-
rtham i, Se) ie,  disu i, 93 c~d).
redundant ~ or
superfluous.

37. In the opinion of Mammata, Aprayukta, involves a word
which, though formally correct, is not admitted by poets into
usage (under siitra 72, p. 270). He does not consider it to be a
fault if it occurs in the poetic figure Slesa (under siiira 8!, p- 419).

38, Mammata calls this Dosa $rutikatu (sitra 72) as also
kastatva (vptli on siira 81, p. 423). In his opinion this Dosa
becomes an excellence (1) when the speaker (vakiy) or the person
spoken to (pratipadya) is a grammarian (vaiyakarana) and (z) when
Raudra Rasa is being depicted in the composition (zz//z under
sutra 81, p. 423).  Vidvandtha further narrows down the scope
of this Doga by remarking that it is also a Guna when the speaker
is overcome with anger. (krodhassayukle. kar 589a) or when
,‘the subject matter 1s of a dxgmﬁed nature (vacye samuddhate...
o kar 589 b) : :
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Nawme of 1is character. When it becomes

the Dogsa. a Guna.

V. Anyartha having a sense that inriddles or coun-
does not con- drums (prahelika-
form to the esta-  disu i, 94. ¢).

blished usage
(radhicyuiam i,

9. a).

VI Apustartha useless expansion for the sake of
of  epithets metres ete. (chan-
(tucchablidheyam do’nu_rmfllzadau i,
i, 9el 95 c¢).

VII. Asamartha A word which is - when, for instance, it
not ordinarily is sanctioned in
employed in the  erotic science (kiima-
sense in which Sastre *numatatvad
it has been actu- gunatvam, vriti, on
ally used (asaii- i 96)°°.
gatan padam i,
10a or avacakam

i, 96b).

39. ﬁ‘?atipﬁ(ﬁlam adau (i.e.in z': 19) yad asamarthamn avacakam |
tasyapi khalu manyanté gupatvarn: sitkpiadise | i, 96.

Bhoja appears to hold that this Dosa is asemartha (incapable
of giving the s¢nse required) because it is aviceka (i.e. the Sabda
does not usually  express that sense). Mammata, however,
enumerates Asamartha and Avicaka as two distinct Dosas and a
difference, though subtle, is noticed in their respective nature.
He defines the first as yat tadavthaie pathyate na ca tatrasye Sakiih
(under s7Zza 72, p. 271) and the second as- lalra ca nabhidkayakam

- (i.e. that particular sense cannot be conveyed by the denotative
power of the word...ibid, p. 275) MM. Ganganath Jha rightly
remarks that Asamartha ‘though. incapable of espressing - the
intéended meaning in its entirety, does express a portion of it’,
.Avacaka “is absolutely unable to express any portion of it at all”
'kl‘r'anslaytion of Kavyaprakasa, Allahabad, 1925 '

22 :
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Name of Its character. When it becomes
the Dosa. a Guypa.

VIIL. Apratita what is frequently in aconversation be-
used only in the  tween persons who
Sastras ( prasi-  are acquainted
ddhain $astraevae  with the technica-
yat i, 10d), and  lities of the Sastra

as much it is un- { tadvidya-sambhi-
intelligible (a-  s@dawi, 97 c-d)*°.
prafita) to ordi-

nary men.

IX. Klista A word of which when the sense is
the desired sense  quickly understood
is impeded by in spite of such
the intervention intervention (7ha-
of certain words  fityartha-pratitau
(dureyasyartha- 1, 98 ¢).
sasnwittih i, 11a).

X. Gidhartha use of a word in a when thatless-known
less knownmean- meaning is expli-
ing (aprasiddhar-  citly  hinted  at
tham i, 11 ¢). (vyakhyanadisu 1,

99 c'. ‘

XI. Neyartha where the meaning in riddles or conun-
is arrived at not drums (prahelika-
~ directly but disu i, 100 ).
through  syno-
nyms (srasanke-
tapraklptartham
i, 12 a)

40, Visvandtha too understands this Dosa to be a Gupa under
similar circumstances ( j#atvam ced = vakiy-vacyayoh kar. 582.
. Pr490). : : e '
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Name of
the Dosa.

XIII. Viruddha

XIV. Aprayojaka

XV. Deéya

XVI. Griamya

XII. Sandigdha a word which does

“which

Its character.

not produce a
definite meaning
(na yat padarn
niScayakrti, 12¢\

conceiving a mean-
ing  contrary to
what is  desired
(viparitaprakalpa-
nam i, 102b)

use of an epithet
is  without
any speecial signifi-
cance (avisesavidha-
yakam i, 103b)
with reference to
the object to which
it is applied.

A word which has
no etymological for-
mation ( yad avyut-
pattimat padam i,
14 a-b)

It involves words
that give rise toa
sense of (1) aver-

171

When @t becomes
a Guna.

when the particulars

are known from the
context  ( bhaved
visesavagamo yad:
prakaranadibhil i,

101 e-d).

when uttered with
the precise object

of producing a

contrary  cffect
( tathabhuiabhi-
dhanena  guna-

tvam pratipadya-
le i, 102 c-d)

when the epithet

is used on its

own aceount Ze.
possesses a signi-

ficance of its own

svarwpamatre va-

ktavye i, 103c)

If it is employed
by a first class
poet (mahakavi-
nibaddham i,
104c)

When these (1)
are accepted by
people  without
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Name of Its character When it becomes
the Dosa. a Guna.
(Gramya conti.)  sion, (2) indecency any sense of
and (3)inauspicious- aversion (sasmvi-
ness ( ghrnavat, ia), (2) indecent-
aslilaandamangale ideas do  not
i, 14 c-d) shine prominent-
ly ( gupta) and
(3) they are used
in a secondary
sense (laksita) i,
105 c-d.

Bhoja divides each of ghrna, aslila and amangala into
three sub-divisions so that the wvaiSesika Gunas corres-
ponding to the Gramyadosa alone number nine. This
together with the other fifteen varietiecs makes the
number of the waiSesika Gunas corresponding to the
padadosas twenty-four. It will be a useless task to
follow in detail Bhoja’s conception of the forty-eight
varSesika Gunas corresponding to the two sets of v@kya—
and vakyartha-dosas. He hardly displays any appreci-
able amount of originality of treatment therein. Of
the vaiSestha Gunas corresponding to his ra@kyadosas,
those in conncetion with Sabdavihina (i, 111), Krama-
bhragta (i, 112, Visandhi (i, 118-114), Punarukta (i, 115),
Bhagnayati (i, 124) and the Upamadosas (i, 120) have
been clearly conceived after Dandin whose kardkas and
illustration he often utilizes. Then again the waiSesika
Gunas  corresponding to Bhoja’s  Aritimat set of
vakyadosas (i, 126-134) generally follow Dandin’s
conception of the Gaudaideal. Only in two instances
a karika of Bhamaha (i.. definition of Prasada, Bhoja
i, 129=DBhamaha ii, 3 c-d) and an illustration of Vamana
‘2.¢, illustration of Vamana’s Samata-viparyaya iii, 1, 11
=that of Bhoja’s Anirvytudhadosa turning to be a Guna
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i,i11. v. 174) have been cited. Of the Gunas correspon-

“ding to Bhoja’s w@kyarthadoses again, those in connection

with Apartha (i, 136), Ekartha (i, 138) and Sandigdha
(i, 139) clearly display Dandin’s influence upon Bhoja.
These last cases we have already discussed ( ch. V.
pp- 81-2 fn. 51)

It will appear even to a superficial reader that
Bhoja’s  treatment of the Gupas is lacking a definite
system. Thus, there is an apparent confusion in the
classification itself of the Gunas. Bhoja himself devides
his Gunas into three classes namely, bahya, abhyantara
and vaiSesike and in his opinion they all possess the
dignity of positive excellences. But, really speaking,
three distinct sets of Gunas are traceable in his
treatment—one constitutes by itself a technical set and
therefore possesses a positive value, while the other
two presuppose a knowledge of the Dosas to understand
them and therefore they may be said to be ncgatively
conceived. The first set consists of Bhoja’s general
Guras numbering twenty-four each of which belongs
separately to the word and the sense i.e. is both bakya
and abhyantara. The second set of Gupas is mentioned

in connection of the Ritis, but it is curious cnough

that the character of these Gunas has not been deter-
mined. They are to be comprehended by implication
from the Aritimat set of Dosas. The Gunas so deduced
appear to be different from the gencral Gunas of the
same name most of which have been difined after Vamana
and some after Dandin. The third set constitutes the
vaisesika Gunas which are excellences, in spite of their
being positive blemishes. This is a defective position
of which the later writers appear to be conscious when

. they take these to be Gunas only secondarily.  Mere

absence of a fault cannot be a positive excellence just

~as absence of disease is not health and a boy who is
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‘not bad’ does not nccessarily come under category of
‘good’ boys. Then again, the number of the Gunas of
earlier writers has been unnecessarily multiplied.

The distinction between the Sabdaguna and the
arthaguna has been observed more in theory than in
practice ;  otherwise how could the Sabdagunas
(1) Gambhirya which includes all concepts of Dhvani
and (2) Praudhi which involves a maturity of conception
(both having therefore a direct reference to the sense)
be treated as Sabdagunpas? To the Sabda-guna Preyas
and the artha-gupa Aurjitya belong the same charac-
teristics as to the figures Preyas and Urjasvin respec-
tively of Dandin both of which involve the sense. It
is, therefore, difficult to see if one is a 3Sabda-guna
why the other should be an artha-guna. Besides, there
are some other Gunas, namely, Sauksmya ($abda), Praudhi
(artha, Vistara (Sabda), Sanksepa (Sabda) and Sammitatva
(artha) ete. in which the word and sense seem to be
equally important: yet they have been treated as
belonging to the one or the other. The standard of
asroyasrayibhave in  determining the Sabda-guma and
artha-gune has been considered by the post-dhvani
theorists ** to be defective in itself; and even when
this standard is not rigidly followed there is no end of
inconsistency. If after Bhoja a separate Guna has to
be evolved for every subtle intention of the speaker,
for each of his gestures and for every manner of
speaking, the Gunas will far exceed the number twenty
four and they will practically be innumerable. Bhoja
is greatly influenced both by Vamana and by Dandin
but very rarely has he been able to harmonise their
views with his own. = As for instance, Vamana does
not treat Rasa as an important element of poetry

and so he has included Rasa under his arthaguna

41 See Sahityadarpana, p. 548, vzi under Kar. 644.
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Kanti; Bhoja treats Rasa separately and in detail
as an important element of poetry with all its acces-
sories and his inclusion again of Rasa under Xanti,
under Vamana’s influence, serves to make his incon-
sistency more marked. The element of Dhvani, of
which he must have been fully conscious, has not been
given any independent treatment but some aspects of a
‘suggested sense’ have been included under the Sabda-guna
Gambhirya and the ariha-gunas Bhivika and Gati.
Sometimes he borrows the definition of a particular Guna
from either Vamana or Dandin and the character of the
same Guna of the other writer gives him an opportunity
of evolving anew Guna. Thus, his Sabda-guna Ojas is
the same as Dandin’s Ojas (semasa-bhuiyastva), whereas
the character of Vamana’s Ojas (gadka-bandhatva) is found
in his Sabda-guna, Aurjitya. His Sabda-gune Audarya
(vikataksara-bandhatva) corresponds to Vamana’s Gupa
of the same name, and Dandin’s second Udarata appears
in his treatment as a separate Gupa, Udattatd. Then
again, the different varieties of Vamana’s artha-praudhi
have formed separate Gunas in Bhoja. All this led to
the unnecessary and illogical multiplication of the Guypas.
It is probably apprehending this that the Dhvani theorists
limited the number of Gunas down to three, characterising
them on quite a novel basis. Bhoja was considered by
their followers to be so uncritical that they completely
ignored his treatment.

Although Bhoja’s treatment is not free from the
defects of an unsystematic compiler, it is, no doubt,
clear and intelligible unlike the Agnipurana to which
work we shall presently turn. It will be seen that
whatever the Purana-kara says is at best vague; it
lacks directness and system making it therchy almost
impossible for his reader to understand exactly his

definitions and theories. Bhoja, on the other hand, is
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free from this vagueness ; what he means to say he says
with boldness and some amount of system so that there
is no difficulty in understanding his treatment and views.
He may be uncritical but he is not vague. He has spared
no pains in trying to make his treatment elaborate and
intelligible by means of copious illustrations which are so
sadly lacking in the Purapa. Bhoja’s treatment, consi-
dered on its own merit, is unsystematic and uncritical,
but this is due not so much to his lack of boldness and
ability of presentation as to his attempt at compiling
traditional views without their original spirit and advocat-
ing a line of opinion which does not generally follow the
treatment of any particular orthodox school.

The author of the Alarmkara portion of the Agni-
purdna is the last of the remarkable writers who have kept
apart from the orthodox schools of thought. The scrapy,
vague and often unsystematic and chaotic character of
this section of the Purana, the want of reference to any
particular view thore-of in any well-known Alamkara
work, the curious coincidence in thought and expression of
the secticln specially of the 172t-nirapana chapter there-in
with the Singaraprakada of Bhoja as noted by V. I}aghavan1
and the very cogent argument regarding Srigira as
the Rasa and of the other Rasas as subsidiary thereof—a
point emphasised by Bhoja in his own statement®

1. L H.Q. Vol X, No. 4, p. 774.
2. ammnasisuy dasa gunan sudhiyo vayantu |
. Spgaram eva rasanad rasam amanamal |
" é;hgiraprakﬁéa. ch. I.



NON-ORTHODOX WRITERS 177

and already pointed out by S. P. Bhattacharyya®
would lead us to place the date of this section of the work
later than Bhoja.

In his definition of Lavya—kavyein sphuradalaimkaram
gunavad dosavarjitam—the author mentions some of the
established elements of poetry. The figures of speech
must be conspicuously present in it—the poetic excellences
{Guna) must be there but it must be free from the poctic
flaws (Dosa). The other elements, namely, Dhvani, Rasa
and Riti have not been mentioned in the definition
but the writer has treated of them elsewhere in his
work. Rasa has been mentioned in connection with
the mahakavya (special variety of poetry ch. 837) as well
as with the drama (ch. 339). Although Rasa has not been
included in the definition, it has been later on described
as the life ( j72vita ) of a kavya® and treated in some detail
in the chapters 339-342. Riti has been once mentioned
along with Vrtti, Pravriti, Bhava, Rasa and Guna
in connection with malakaryae (387/31-32) and has again
been treated in fuller detail in connection with the drama
(ch. 840) where Riti, Vttti and Pravrtti constitute
special cases of Anubhava. We have seen that Bharata’s
Gunas, Dosas and Alamkaras constitute »acikadbhinaya or
anubhara which calls forth Rasa. The Purina generally
follows the same process in the treatment of the Ritis, the
Vrttis and the Pravrttis : but accepted though they are as
anubhkavas® they do not all constitute eacikabhinya.

3. Psychological Basis of Alankara Literature in the Sir
Asutosh Mookerjee Silver Jubilee Volumes, Orientalia, Part, 2,
p. 675.

4. vay-vaidagdhya-pradhane' pi rasa evatra jivitam (337]33).

This couplet has been quoted by Visvandtha in support of
his definition of 2awya (S.D. ch.i, p, 17).

5. The anubhava has been generally defined as manovag-
buddhi-vapusanm...... arambhah...(339]44-45) implying () external
manifestations due to peculiar mental action (mana aramébha 339/46'

23




178 CONCEPTS OF RITI AND GUNA

They are characterised as buddhyarambha or intellectual
effort which helps the comprehension of the art of
dramatic speech, (vacoyultifi=vagarambhal 339/51). The
expression vagvidya-samprathiane (in the matter of
understanding the art of speech 340/1) is a more direct
evidence justifying® our interpretation that the Ritis ete.
help the proper understanding of alape, pralapa ete.
(389/51-52) which are special cases of vagarambha (339/51)
or vagvidya (340/1) or the art of dramatic speech.

{iiy mode of dramatic speech (vacoyuktih=vagarambhah 339[51)
(iii) intellectual effort giving rise to the striking mode of
dramatic speech (buddhyarambha 339/54) and (iv) physical
movements of the actor ($arirarambha 341/1) which represent
respectively (i) saitvika (i) vacika (ili) akarya and (iv) aigika
abhinayas (342/2). Itought to be noted, in this connection, that
all the duddhyarambha anubkavas do not come under aharyabhinaya.
Riti comes under vacitabhinaya, Pravrtti under akaryablhinaya,
and the vrttis under different abhinayas according to the peculiar
nature of its different varieties. The reading bnddhyarambha-
pravrtiayah in 342/2 is a defective one and it cannot lead us
to any definite interpretation. V. Raghavan’s exposition
(buddhyarambhesu trise, ya tytiya, pravyttir iti etc. 1. H. Q. Vol.
X, No. 4, p. 770) is open to objection in more ways than one,
How can this word be singled out from the entire compound word
in order to conmect it with the word @haryeh ? Why should
Pravriti be in the plural number? The compound of the
seventh case-ending buddhyarambhesu (nirdharana) with this
word, though permissible, stands condemned on that score.

6. The reading bodkaya esa vwyaparvah subuddhyiarambha
isyate (in verse 54, ch. 330) seems to be corrupt. Maintaining
the reading as it is, it is difficult to connect the word dodhaya
with vagarambha (verse 51) with which it should bear, from the
context, a clear relationship. Should the reading be esam bodhaya
vyaparo byddhyavambha ifisyale so that esam may refer to the
different varieties (@lapa etc.) of duddhyarambha ? This reading
appears to be in conformity with what the author has said in
339/44=45 (manovag-buddhi-vapusam......arambhak) and in 3422
; (stan@bhadib;éatt;/ika.,.,..t‘zh;iryo buddhyarambha-pravyttayah.)

»
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But while the Purdnakara’s Riti, Vrtti and -Pravrtti
all ultimately go to constitute anubhiiva, the writer, does
not explicitly state whether these call forth Rasa. Of
course the manner and context,” in which the treatment
of vibhavas and anubhivas has been brought in, undoubt-
edly show that these are factors in the realisation of Rasa.
But the Puranakara does not explain the process of this
realisation nor does he clearly discuss the relation between
the Ritis and Rasa which can be understood only
indirectly from the use of the vagvidya-sampratiniane in
beginning of the chapter of Ritis.

The Ritis here have no relation with the Gunas which
have been treated afterwards as absolute entitics. They
constitute such poetic factors as help the proper under-
standing of wagarambha or mode of dramatic speech
which must be differentiated from the mode of poetic
speech ( girasis marga ) of Dandin. Dandin’s treatment
of giramm marga is general whereas the Puranakara’s
treatment of Riti comes in connection with his
discussion about abhinays which applies directly and
explicitly to the drama. But this theoretic distinction
is more apparent than real, for the fundamentals
of poetry and of the drama have not been very
sharply kept apart. The Rasas as well as the Ritis
appear to have been equally associated with poetry and
drama. And as a matter of fact all the elements, namely,
Vrtti, Pravrtti, Bhava, Riti, Gupa and Rasa have been
mentioned as belonging to mahakavya also®. Moreover,

7. In 339/35 it has been remarked that poets should deal
with Rasas and Bhavas in poetry (kavidhir yojaniya vai bhavah
kavyadike rasah) and immediately after that the "widhavaes and
anubhavas have been defined and discussed in detail,

8. sarva-vytti-pravyttadica sarva-bhava-prabhavitam |
sqrva-viti-rasaiv. justam pustam gupa~vibhusanaik |
337, 31-32
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the treatment of Alarksiras which have been  defined
as kavyasobhikara dharma (342/17) commences at the
middle of a chapter that begins with dramatic
representation (ebhinaya). All this tends to show that
the puranakara did not observe a theoretical distinction
between the fundamentals of poetry and drama—the
characteristics: of both having been dealt in a more
or less confused and uncritical way without any sharp
line of demarcation. This lack of consistency was
perhaps due to a merely eclectic and uneritical attempt
to make a compilation of previous speculations, both
orthodox and unorthodox.

The Purina mentions four Ritis, namely, Pafeali,
Gaudi, Vaidarbhi and Lati, the last being added to
Vamana’s enumeration of three Ritis. The use of the
expressions like gaudadesiya and lataja® clearly indicates
that the writer, like Viamana, held the same view that
the names of Ritis were derived from the names of the
countries in which they were specially favoured. We
“have already seen that the Ritis in the Purana have not
been distinguished from one another by the presence or
absence of certain poetic excellences (Gunpas). They
have been classified according to (1) the absence or
presence in varying degrees of compound words'® (2) the

9. vdgvidya-saimnpratinane vitih swpl caturvidhi |

v paricali gaudadesiya vaidarbhi lataja mtha i .
340; 1.
10, Rudrata is the first writer to bring in compound words
in connection with the Riti, He mentions four Ritis of which
Vaidarbhi does not contain compounds (vpiler asamusaya vaidarbhi
»itiv ckaiva...., Kavyslamkira, 11, 6 c-d), while varying = degrees
" of compound words are found in Paficali—Lztiya and Gaudiya.

‘He says i— T P
: dui-tri-pada paricals, latiya pafica va sapta va yavat |
 $abdsly samasavanto bhavati yathasakti gaudiya | .
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exuberance or paucity of metaphorical expressions and
(8) the wvariations in the degrees of softness, if present.
Thus the Paficali must be soft in diction (mydvi......
340, 2a) endowed with metaphorical expressions (upacara-
yuli......340, 2a) and must contain short compounds
(hrasva-vigrah......340, 2b). The Gaudiyd, on the other
hand, contains long compounds dirgha-vigraha......340, 2d)

It is to be noted that Rudrata makes no mention of the
technical Gunas accepted by other writers but in connection with
his description of vatya (ii, 7-8), he emphasises the characteristics
which a woakya ought to possess. There it is implied that a
sentence should contain words which

(1) are agreeable, (carupadam),

(2) are not meaningless in the particular context
(pustariha-).

(3) are quite expressiveyof the sense required (vacaka-).

(4) are capable of standing a scrutiny (ksodaksamam

probably suggesting the absence of what is vulgar and
commonplace).

(5) free from any touch of blemishes (eksugnam),

(6) stand in exact need of the sense (i.e. are neither more
nor less than what are required= anyanadhika-)

(7) maintain the proper sequence (swkrama-)

In the next karika (f.e. 1, 9) Rudrata names these characteristics
as excellences of words (padagupa) and remarks that besides
possessing the above excellences, the sentence should be elegant
(racayet tameva Sabdatn racandya yah haroli chrutvam | satyapi
sakala-yathodita~padaguna-samye bhidhanesu'|) And  what does
this elegance contribute to? He says that it contributes to a
‘grace of structure’ (senuiveSa carutvam......il, 10) which is present
in expressions like farupanktir gsasnkataiva mune (the row of
trees occupies a wide space, oh sage ! instead of farvalymrvevarse
(taru+ali+uruevatyse). 1t will appear, therefore, that ' what
Rudrata values most is the'beauty of wordstructure, free from
any touch of poetic defects. He seems to be one of * those
who consider absence of fault to be an excellence in itself,
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and is of uncertain import (anavasthita-sandarbhi......
340, 2¢)**. The Vaidarbhi must be absolutely free
from compound words (madkta-vigraha...... 340, 3d) and
the composition should not be too soft (nati-komala-
sandarbhi......340, 3¢, it should usually be devoid of
metaphorical expressions and even when these are present
there must not be too many of them (upacirair na
bahubkir  upacarair  viverjild......340, 3a-0)**. And

11, anavasthila-sandaybhn  literally means ‘where  the
composition is of an unsettled nature’. It may also mean ‘where
a regular conméction is lacking'. It is not fully clear what the
expressions like anavasthita-sandarbha or sphuta-sandarbha really
mean or what this uncertainty or clarity is due to. The
uncertainty may be the effcct of either playing upon words in
the form of intonation pun or paranomasia or if strictly applied
to drama it may be due to what we call ‘dramatic irony’ where
the poet aims at presenting some fact beyond what is actually
understood from the words used by the speaker. Here the
sandarbha (composition or speech) is anavasthila (unsettled or
uncertain) because it produces one effect upon the person
spoken to and another on the audience. But the difficulty of
explaining the expression, as referring to dramatic irony is that
this latter is not limited to any particular Riti eg. Gaudi (and
for the matter of that to a mode of dramatic speech) as
belonging to a particular country but it is a special case of
dramatic technique which may occur in any drama of any country.
If, on the other hand, these expressions (anavasthita-sandarbha
and sphuta-sandarbha) are explained in connection with poetry
in general the latter expression may bring in the idea. of a
clarity of sense such as is involved in Dandin’s Prasiada and
Arthavyakti Gupas and the former may stand for the reverse of
that. But then should clarity of sense be present only in Lati
and in no other Riti? And why should Gaudiyd be marked
by a veritable defect ? e ‘ : k

12. The reading appears to be corrupt, Our interpretation
has been based upon taking the first wpacarail as upd:ﬁmir
laksita. : NN :
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lastly in Latiya the compound words must not shine
too prominently (nati-visphutavigrahi......340, 4b)—the
composition should be clear and easily understandable
(sphuta-sandarbha...... 340, 4a) and there should not be
a long series of metaphorical expressions'®. As of the
Ritis so of the Vrttis the Purinakara gives no general
definition, but the characteristic feature of the Vrtti
has been described as Kriyasvavisama (=keeping in
strict accordance with the action of the drama......
340, 5a)**. No sharp distinetion has been drawn between
the Riti and the Vrtti. Not a word has been spoken
to define, describe or explain Pravrtti which has been
mentioned as a division of buddhyarambhae like Riti
and Vrtti in 339, 54. This makes it highly probable
that the present chapter of the work has not come down
to us in complete form as noted by V. Raghavan (loc. cit).

Judging the Puriana’s Ritis as they are it would appear

that they are not themselves the intellectual efforts
(buddhyarambha) of the actor but their inclusion under

13.  The reading parityakiabhi bhyo'pi rupacavair udakyta

as found in the printed text is undoubtedly obscure. We would

accept V. Raghavan's emendation paerityakiatibhtyobhir wpacarair
ndakyta. (1. H. Q. Vol. 1X, No. 4, p. 774) which gives a definite
sense, We have explained the Ritis as they appear from the
text of the Agnipurana studied independently. Jf they are read
in the light of the Ritis in Bhoja’s é;ﬂgérapral:ﬁs’a as quoted by
V. Raghavan (loc. cit.) it appears that the first foot of 340/3
(upacarair na bahubhil) should be taken with Gaudiya, So that
it may be equivalent to the expression natyupacara-vytlimat
one of the characteristics of Bhoja’s Gaudiya. The last three
feet of 340/3 would then give us the character .of the
Purznakira’s Vaidarbhi and the expression wupacarair vivarjila
(A.P.) would correspond to anupacara-vyitimat (é.P. as quoted
by Mr. Raghavan,.....loc. cit,)

14. We shall see hereafter that the Riti depends for its
effect on words and the Vitti on action.
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the buddhyiarambha variety of anubhiva may be justified
in the sense that they are the external manifestations
of the intellectual skill of the writer. One who is versed
in these may understand the art of the dramatic speech
since the function of the Ritis has heen explicitly
mentioned as helping understanding of that art (eag-
vidya-sainpratijfiane......340, la). Now, although the
Ritis here stand somewhat like means to an end yet
it is probably implied that dramatic speech itself
is restricted to some or all of these Ritis : in other words
the different varieties of dramatic speech (vagarambha)
like alapa pralapa cte. (339, 51-53) find their expressions
in short or long compounds, soft or hard syllables
and metaphorical expressions which all form the basis of
the Ritis. If one, with a knowledge of the Ritis
which consist of nothing but the absence or presence of
compound words and metaphorical expressions, is entitled
to the proper understanding of dramatic speech the only
conclusion possible is that the Ritis form a part and
parcel of the different varieties of dramatic speech even
if they are notidentical with them. In brief, the Ritis as
treated in the Agnipurina may be taken to mean the
particular mode of diction in which the dramatic charac-
ters speak. But the Puranakira’s treatment of the Ritis
along with Vrttis and Pravrttis in connection with the
drama stands unique in the history of Sanskrit poetics
and dramaturgy and in spite of explaining them in
connection with drama they can unhesitatingly be regarded
as having a wider application to poetry in general.

 As for the classification of the Vrttis, he follows parily
the principle in Bharata’s Natyaastra (ch. XX. K. M.
Text) with this difference that the Vrttis here have not
been assigned to any particular Rasa. We have seen that
Bharata and following him other writers of dramaturgy -
assign the Kaiéiki Vrtti to érflgﬁra, Hiasya and fa.rux_xal.“
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The Purapakara’s description of Vitti as lriyasvavisama
(340-5a or kriyasw niyamah=that guides the action of
the drama) appears to imply that they depend for their
cffect upon the action of the drama and not upon the.
words or style thereof, and it is here that the Vrttis are
distinguished from the Ritis. :

Coming to the Gupas the Purinakara remarks'® at
the very outset that poetry, without Gupas cannot be
charming cven if it is endowed with Alamkaras which
would lead the reader for a moment to believe as if he
assigns a more important place to the Gunas than to the
Alamkaras like his predecessors of the Riti school. But
his definition of Guna as ‘that which imparts a great
charm to poetry (yah kavye mahatiin chayam anugrhnaii
...346, 3a) is not fundamentally different from that of
Alainkara as ‘attributes that beautify poetry ( karyo-
Sobhakara dharmah...342, 17). The latter definition is
“borrowed wverbatim from Dandin but taking the two
definitions together it is not clear whether the Gunas-
constitute a more important element than the Alamkaras
in the treatment of the Purdnakara. As regards this
distinction between the Guna and the Alamkara the
Puranakara does not seem to have availed himself of the
more clear-cut treatment of Vamana and Dandin. As a
matter of fact the fundamental distinction between Gunas
and Alarnkaras is not at all apparent in his treatment, and
he has incorporated in some of his Alamkaras such
characteristics as have been associated with Gunas by
other writers." ‘

15, alaimbytam api prityai na kavyam nirgupam bhavet |
vapusyalalite stripasm haro bharayate pavam |
(346, 1),

16. He borrows the definition  of Dandin’s Samadhi Gunpa
word for word but treats it in connection with Laksana which
~-comes in the process of dealing with adkivyakti as one of the six

24
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The relation between Gunas and Dosas in the Purina
appears to be the same as in the treatment of other
writers. The Dosa has been described as udvega-yanako
dosal sabhyanam (347, 1) i.e. Dosa creates a sense of
aversion inthe readers—which is evidently the result of
its destroying the poetic effect which the Gupa serves to
heighten. Thus, the Puranakara’s position is not at all
different from that of Vamana in whose opinion the Dogas
bear characteristics opposite to those of the Gunas and
vice versa. If so, it may be argued that there is ‘no
necessity for mentioning the Gunas separately’ meaning
thereby that the Gunas should be anderstood by implica-
tion from th(/; Dosas. To this the Puranakara replies that
Gunas like Slesa and Dosas like Gudhartha have been
clearly distinguished.’” By th/is he perhaps suggests that
it is not to be understood that Slesa and such other Gunas
are always the exact opposite of Dosas like Gudhartha
ete. but that the Gunas as a class ought to be distin-
guished from the Dosas as such in this that the effect
of the one upon poetry and consequently upon the reader
will be quite opposite to that of the other. The simple
fact deducible therefrom will be that the Gunas adorn
poetry and please the reader, while the Dosas mar the
poetic effect and produce a sense of aversion in his mind.

Sabdarthalamkaras (345, 2) Dandin’s Samiadhi Guna, as we have
previously seen, ‘is a mode of poetic transference resting finally
on Laksana’. But Laksan3 itself is treated by the Post-dhvani
writers like Mammata neither under the Gunpas nor under the
Alamhkaras but separately as a mode of comprehension of the
meanings of words and expressions.

17. nmaca wﬁcjam gune dogabhava eva bhavisyats |
gunah Slesadayo dosa gudharthadyah pythak-kytah |
(346, 2¢-d)
The reading in the printed text is evidently corrupt,
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The Purana-kira’s classification of the Gunas is some-
what remarkable. We have seen that neither Bharata
nor Dapdin gave us any classification of the Gunas. It
was Viamana who for the first time classified each of the
Gunas under two heads according as it belonged to the
word or to the sense, thus doubling the number of the
traditional Gunas. But the Purina-kira deviates from that
traditional number and sometimes from nomenclature,and in
addition to Vamana’s classification he evolves a third set of
Grunas belonging to the word as well asto the sense. We have
seen (p. 159) that Bhoja and Prakadavarga also enumerate
three sets of Gunas but their classification differs from
the Purana-kara’s in this that the third set which they
enumerate is not restricted to those Gunas that belong both
to the word and to the sense but it deals with Dosas which
have ceased to be such on account of their not marring the
poetic effect. It is remarkable that the Purina-kara also
speaks of Dosas ceasing to be such under special
circumstances’®  but unlike what we find in
the treatment of Bhoja and PrakaSavarsa  this
particular type of his Dosas does not constitute a
technical set of Gupas. The Puranakara classifies the
Grunas first under two heads : Samanya and VaiSesika (346,
3c-d). The Samanya has further been classified (346, 4c-d)

18, The following shows some of the instances where
Dosas do not disturb the poetic effect in the opinion of the
Purina-kdra, (1) Gudharthatva or hidden meaning does not
produce aversion (za duhkhakaroti...347, 25a-b) in a difficult
composition ( duskare 347, 25b ) which possibly refers to puzzles
and conundrums, (2) Grimyatd or inelegance is not a fault
( na gramyatodvegakari 347, 25¢ ) when it occurs in the speech of a
vulgar or illiterate person or its use is sanctioned in the $istra
( prasiddher loka-Sastrayok 347, 25d ).  (3) Difference in number,
gender and case-endings ( vibhakti-sankhya-linganah bhinnatvam
347, 29a-d ) between the wpamana and the upameya (upamano-
pameyayol 347, 20d ) is sanctioned where such difference does not
disturlx the 'wise ' mind ( yatrodvego na dhimatam 347 | 29.b. ).
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into (1) the Sabda-guna (2) the artha-gune and (3) the
ubhaya-guna. The Sabda-gunas have been enumerated
as seven. Sati and Yaugiki appear like two technieal
Gunas but Mr. Raghavan (loc. cit.) has already shown that
the reading here is corrupt. These are not found in the
list of definitions where Ojas (846, 10a-b) replaces. them.
Thus t119 total number of Sabda-gunas is really six.

I. Slesa—It is defined to be a particular arrangement
of words which produces a coalescence or cohesiveness
in the structure (suslista-sanniveSatvain Sabdanam...346,
6e-d). Although it has not been made clear what this
cohesiveness is due to, yet it may be generally assumed
that this Guna of the Purana incorporates in it
characteristics of Vamana’s Sabda-guna Ojas which
appears to correspond partly to Dandin’s élesa.

II. Lalitya—It is said to exist where the letters are
already combined in the words by grammatical guna,

adeSa ete. and there is hardly any necessity of further
" euphonic combinations®®.

19. gunadesading phrvam pada-sambaddham aksaram |

yalra sandhiyate naiva tallalityam udahytam | ‘
(346,7).
It is not known what the author really means. If the
.changes due to grammatical gwna, adesa etc. be accepted, it fs
difficult to see why rules of euphonic combination, if applicable,
should be debarred from being used. Does this Guna bear any
idea of the negation of Kastatva-dosa which consists in inconven-
ience of pronunciation (asukhoccaryamanatvam, 347, 10) due,
for instance, to bad sandki ? In that case Lalitya would exist in
compositions where sand/ii is permissible only where it is absolutely
necessary, (e.g. where the syllables combine into a single word or
where the combination takes place between the root and its prefix
etc.), or where it, being optional, does not give rise to the Kastatva-

dosa. It would appear, therefore, that in Uttara-ramacarita VI, 1
20 rasal kimayam aityuta darpa eva, the sandhi in aiti (a-+eti)
is absolutely necessary but the word-structure is such as to
create a difficulty in utterance if as#: is further combined with w/a.
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III. The printed text appears tobe corruptin this
place.. The definition of Gambhirya should probably be

visista-laksanollekha-lekhyanuttana-sabdagan |

gamblaryam kathayantyaryas tad evinye suSabdatam

Here loksopa evidently refers to the entities sup and
tin—the two well-marked divisions of pada. visistollelha
means eyutpaiti., lekhi means camatiarakari. uilana
is open or, spreading out over the surface.

The definition would then mean that Gambhirya is
that Guna which is beautiful on account of the particular
mention of sup and #5 and which does not lic on the
surface of the expression ( anuttana-Sabdagam ) or the
direct meaning of words. Thus, Gimbhirya of the
Agnipurina appears to correspond partly to the Sabda-guna
Gambhirya of Bhoja (VII. B. p.163). The expression
visista-laksanollekha would remind us of another Guna
Suéabdata of Bhoja (p. 163) which the Agnipurapa thinks
to be covered by the expression tad evanye susabdatim. It
is quite possible that the Puranakara includes two different
Gupas (Gambhirya and Sufabdati) of Bhoja in his
Gambhirya and tries to do away with the twenty-four
Gunas found in Bhoja’s Sarasvati-kanthabharana. -

IV. Sukamaratai—It consists in words composed
mostly of unharsh syllables (anisthuwraksara-praya-
Sabdata......346, 9a-b). It ought to be noted that this
definition bears proof of the Purina-kara’s close borrowing
from Dandin and therefore it may be explained in the
light of the latter’s Guna of the same name. (ch. V. p. 7:)

V. Audarya—Tt consists of clearness of expressions
(uttanpadata......346, 9¢) and of praise-worthy epithets
(yutam Slaghyair videsanaih......346, 9d). This appéars
to include BhO]aS Prasada p. (160) and Udattata. . 16")

VL O]as~—It consists in the super—abuudanee of
' cqmpound words and it forms the life-bréath of metrical
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and other composition. As in some of the previous
instances, the definition of this Guna is not the
Purfina-kara’s own but derived from Dandin?®®

The artha-gunas are enumerated as six in number and
they have been thus characterised :—

I. Madhurya—It consists in maintaining tranquil for-
bearance and calmness of appearance under the influence
of anger and malice®’

I1. Samvidhana—It exists where there is effort (pari-
karah...346, 13¢ ) to gain a wished-for object ( apeksita-
stddhaye... 346, 13d).

ITII. Komalata—It is characterised as a special
arrangement of words ( sanniveSa-visistatn... 346, 14b)
which is free from harshness and inelegance (kathinyadi-
nermukie...346, 14a) and which does not at the same time
give rise to laxity (tiraskréyaiva mypdutain bhati...346,
14c-d). It is difficult to see what this difinition exactly
means. As it is, it appears to stand midway between the
two extreme structures of composition—harsh and
loose.

IV. Udarata—It exists where the exact inner signi-
ficance ( aSayasyatisausthavam...346, 15) is very easily
comprehended (literally : falls to one’s comprehension at

20, Ojah sam&swb/zﬁyastbam etat  padyadi-jivitam......346,

10a-b). For padyadi an alternative reading gadyadi has been
suggested in the foot-note.

21. The construction of the verse (krodhersyakaragambhi-
ryate madhuryain dhairyagahita... 346, 13a-b ) is peculiar, The

seventh case-ending appears to have been dropped in
krodhergya. Bhoja, in his definition of artha-madkurya, appears
to make the construction clear (krodhndavapy = ativrata......i,

“8ob, ). MM. Panchapan Tarkaratna’s reading : krodhersya-
kara-gambhiryain  madkuryam  dhairya-gahita..(346, 13. ed.

i VangavaSI Press, Calcutta) is also not justifiable,

= |
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even a superficial attempt -laksyate  sthule-loksatva
-pravytteh...346, 15a-b).?®

V. Praudhi—It is said to consist in mature logical
reasonings praudha yuktoyo hetugarblinyak...846, 16c¢-d)
that help the completion nirvahasyopapadikalh...346, 16b)
of the subject of discourse.?®

VI. Samayikatd—consists in the apprehension of
that particular sense where the convention is applied
either by itself 7. . independently or otherwise (as for
instance on the basis of something like a derivative
meaning. )?*

The Ubhaya-guna again has been classified under six
different heads as follows :—

I. Prasada—TIt consists in the use of words of which

the meanings are too well-known suprasiddharthapadata...
346, 19¢).

22. MM. Panchanan Tarkaratna (op. cit.) rightly reads’
Olaksyatva, .

23. The reading abhipretasr praii hatam......( 346, 16a) is
corrupt. MM, Panchanan Tarkaratna (‘op. cit. ) reads abkipretasm
prati yatah...which appears to be correct.

24. The reading in the printed text is very corrupt, Should
we accept the reading »addkhantah ( as suggested in the foot note )
for bakyantah ? samayogatah should probably be samayo yatah.
‘The text would then stand thus :—

svatantrasyanyatantrasya rvaddhantah () samayo yatah
latra vyutpattiy arthasya ya samayikateti sa 1l 346 | 17.
As hinted by Mr. Raghavan (Joc m) this Guna may be illustrated
by verses like
(1) mmhmi-gana-cm'vana-sadhanam vidhur ato dvijaraja
i 7ti smytah (Naisadha, IV 72 c-d).
(2) sa ksalriyas tranasahal satam yas
tat /}armukam karmasuw yasya Saktif | kirata, 111 48, a-b,
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II. Saubhagya—It implies, like Dandin’s Udéarata,
an clevation consisting of the expression of some high
merit.?® It is evident that in his attempt to follow
Dandin’s  definition our author has lost all sense of
consistency and the mention of wddrala in this connec-
tion raises a doubt whether this Guna is to be named
Saubhdgya or we are to understand  that the Gupa
Udarata has a three fold characteristic according as it
belongs to the Subda, to the artha or to both.

TIL.  Yathasamkhya—implies subsequent mention of
things in the order of things previously mentioned 7. e.
respective statement, first for first, second for second
and so on. This corresponds to the Yathasakhya

6

alarhkira of later writers

_IV. Prafastya—It consists in describing in appro-.
priate time even horrible objects in unharsh 7. e. agreeable
words and expressions.”’ It may partially approximate
to Vamana’s @rthaguna Saukumarya, where inauspicious
ctatements like mptam ete. are avoided by the use of
some agreeable expressions like yasahSesam gatamn ete.
This corresponds to the arthaguna Suéabdata of

Bhoja (vii B. P.).

25. utkarsavan gunal kascid yasminnukte pratiyate |
Lat saubhagyam udaratvan pravadanti manisinal |
346, 20.

26, The printed test gives the definition as yathasamlkhyam

anuddesah  samanyam atidiSyate 346, 21a-b. anudde$al is

apparently corrupted for anfiddeSah. samamyam atidiSyate is

also not a happy reading.

27. Samaye varpaniyasya darupasyapt vastunal |
T ’ 346, 21¢-d
adarunena $abdena prusastyam upavarpanain |

ER ‘ ‘ © 346, 22a%b )
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V. Paka—maturity which implies the highest stage
of perfection of a poetic composition.?® It has got four
varieties of which two only, iz, mydvika-pake and
narikelapiike have been mentioned or defined. The
mydvikapake is said to exist where a particular composi-
tion is sweet—both at the beginning and at the end
(adav-ante ca saurasyam, 346, 23c). i

VI. Raga—Itis a particular quality used with a view
to attain ( the beauty of ) poetry. *°

Trom the above it will be evident that the author’s
treatment of the Gunas as of all other poetic elements is-
vague, unsystematic, eclectic and uncritical. It is really
a4 matter of surprise that in spite of having before him
such developed schemes of Guna and Riti as enunciated

28.  uccaih parinatih ka'pi paka ityabhidhiyate.
346, 22c-d

The naturally vague aud unsystematic treatment of the
author makes difficult to grasp what this maturity is due to,
He includes Paka under the Gupas but REjadekhara, who has
given a very interesting history of the earlier views on Pika,
means by it sausabdya ( Kavyamimamsa p.20, 1.6) or general
excellence of language ; and in one of the views that he cites
the scope of Paka is given as very wide; inasmuch as it forms
the basis on which the different poetic elements like Guna,
Alarnkara and Riti as well as the process of the exact choice of
words according to their sense ( gunalamkara-vityukti-Sabdartha-
gmtlzana-kmmalz—ibid, 1.17) stand. For a connected history of
Pska the reader is referred to Sanskrit Poetics ( Vol. I, p. 300)
where its author has given a comprehensive treatment of this
poetic factor. ‘

29. kavyecchaya viseso yah so vaga itigiyate | 346, 24a-b.

This definition i§ extremely vague. ~Thisis ‘the character
istic of all the different embellishing - elements of poetry. Broad
characteristics are attributed to. the general: terms like -Gunas
and Alamkaras and the individual Gupa ought to 'show in ‘what
particular way it helps to accomplish poetical objects. ... '

25
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by the adherents of the Riti school, he did not avail
himself properly of their system nor did he attempt to
improve upon them. Should we understand with some
scholars that the Agnipurina was the first treatise to
supply crude materials to the writers of the different
schools of Almhkara Sastra, each of whom might
have developed his own system in his own way ? But
his lavish borrowings, cither in letter or in spirit in a
regularly unsystematic way from all the earlier works
of poetics and dramaturgy, exclude that possibility.
A work, which is claimed as the source of an important
branch of knowledge, should possess an individual tone
and a system of its own, however crude and undeveloped
its treatment and ideas might be, and it is impossible
to believe that such a store-house of heterogeneous and
conflicting views could have formed the starting point
of a technical Sastra.

“The classification of the Gupas again in this work
is somewhat vague. Ior instance, it has mnot clearly
explained the distinction between the Samanya and
Vaibesika’® sets of Gunas. The definitions that have been
given clear nothing but leave the reader to judge for
himself the character of these two sets of Gupas. The
Samanya Guna has been defined as Sarvasadharanibhatal.
(==that which belongs to all, 346, 4a) implying perhaps
that the different varietics of Samanya Guna e.g.,
Sabdagata, arthagate and ubhayagate, which are being

30. The terms samanya and wisesa he uses also in
connection’ with the drama ( 338, 4-5 ). The samanya embraces
all the, general characteristics of a drama, vz, Rasa with all its
accessaries, abhinaya, afika, etc. which scatter all over the drama
( samanyam sarvavisayam.........savvatvarvopasarpanat 338, 5-6 )
while wziSesa appears to be applied in connection with the
nandi—~the arthaprakytis (like bija—vindu etc.) which occupy
any specific part of the drama.
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characterised here may be practised by all classes of
writers. But with regard to the VaiSesika Guna the
author has got nothing to say except giving a general
definition which runs as TVaiSesikal parifieyo yah
svalaksana-gocaral (346, 25¢-d). It probably means
that these exccllences are based upon the particular
(viSesd) characteristic of an individual author and
must be defined in terms of his own peculiar ideas
(sva-laksapa-gocarah) for what lies in the power of a
particular individual cannot be brought under the scope
of hard and fast rules.

Amongst the Gupas enumerated and defined by the
Puranakara we have seen that some follow closely the
treatment of Dandin or Vamana or Bhoja and as such
they have to be interpreted in the light of their treatment
while the rest of the Gunas must either have been
borrowed from sources unknown to us or characterised
by the author himself. Even if the latter be taken to be
his original contributions, the isolated borrowings,
in which he has evidently lost the spirit of the earlier
sources, make his position still worse. If he has borrowed,
he has dene it uncritically ; if he has at all made original
contributions he has proved a failure. Most of the
definitions are unintelligible ; they leave the reader to
guess what they mean. Even illustrations have not been
given so as to help the reader in understanding their
characteristics. . The character of the arthagunas have
not been distinetly kept apart from those of the $abda-
gunas or ubhayagunas. Thus, the question of arrangement
(of words or letters) have crept even in the treatment of
arthagunas. Two of his Sabdagunas namely Sati and
Yaugiki are given only in name, they have been neither
defined mnor characterised. Ojas has stealthily crept in
the course of the definitions of the Sabdagunas although
it is not mentioned in the general list of enumeration of
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the Gupas. Nothing more need be added to prove that if
the author is systematic in anything it is in inconsistency.
To explain this inconsistency we have only to admit that
‘the Alammkara-section in the Agnipuripa is chiefly a
compilation by a writer who was himself no theorist but

“who...wanted to collect together and present a workable

epitome...conforming in essentials to the teachings of no
particular “arthodox school’ for no truer statement appears
to have been ever made in connexion with this work.



Chapter VIII.

TREATMENT OF RITI AND GUNA BY
THE DHVANI AND POST-DHVANI
THEORISTS.

It has been seen in the previous chapters that the
Coneepts of Riti and Gupa received a different treatment
at the hands of different writers of different periods in the

' early history of Sanskrit Poetics. Some of these writers
dealt with only one of these Concepts while others knew
and treated of both, either correlating one with the other
or assigning to each of them an independent place in their
gystem. Thus, Bharata dealt with the Concept of Guna
only and he understood its importance so far as it
constituted the anubharva which helps the realisation of
Rasa in the Drama. Bhamaha referred to both Riti and
Guna but he did not express clearly his views about these
two elements. Rudrata treated of Riti only and he
understood by the term Riti a definite arrangement of
words, compounded or uncompounded. He entirely
ignored the Concept of Gupa as accepted by other
orthodox theorists. It was Dandin and Vamana, the
adherents of the Riti School proper, who assigned to the
Ritis and their constituent Gupas an important place in
their respective systems. A proper disposition of words
(according to their sense) was, in their opinion, the main
thing to be considered in poetry; and in order to endow
this disposition with a special (vifesa) charm they had to

conceive a number of Gunas which were considered by
them to be the most important element of poetry. There
appeared also a class of writers who, though Iater in date
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than the early Dhvani theorists did not follow the line
of opinion formulated by them but propounded their
theories of Riti and Gupa—some (e.g. Kuntaka) correlating
them and characterising them in a manner peculiar to
himself and others (e.g. Bhoja and the author of the
Alankara ‘portion of the Agnipuripa) treating them
independently although conforming in a way to the
manner of the ecarlier theorists.

A

ANANDAVARDHANA AND
ABHINAVAGUPTA.

Prior to these last named writers the Dhvani  theorists,
came into the field  headed by the Dhvanikara and
Anandavardhana. We have seen that the one fact
common to all the early writers was that they treated of
the Concepts of Riti and Gupa as means of external
embellisments of poetry. Even when Vamana calls Riti
the @tma or essense of poetry he means by it only
external beauty of objective representation realised by
means of certain standard excellences. The sole function
of these elements as well as of Alamkaras was, in their
treatment to embellish the external aspects of poetry,
namely the word and its sense, and for this the Dhvani
theorists rightly called them wacya-vacaka-carutva-hetu.

The Dhvani theorists, however, judged poetry from
quite a different angle of vision, Their changed outlook
regarding the conception of poetic beauty itself naturally
led them to reconsider the position of the different
poetic elements.  The Rasadhvani is considered by them to
be the most prominent factor in poetry and in their opinion
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other poetic elements stand subordinate to it.* The charm-
ingness or otherwise of the Gunas, Alamkaras or Dosgas is
judged by them not on their own account but in terms
of the part they play towards the realisation of Rasa. It

1. wvdcya-vacaka-cavutva-hetunan vividhatmanam |

rasadi-parata yatra sa dhvaner visayo matah | D.K. ii, 4.
The above occurs in a context ( z.e. in the beginning of wuddyota ii)
where the authors of the Dhvanyaloka are discussing the
subdivisions of Dhvani ( suggested sense ). Rasa (as also Bhiva
etc,) comes under the akrama or asaslaksyakrama (as distinct
from the sanmlaksyakrama) variety of one of the two broad
classes of Dhvani wiz., vivaksitanyaparavacya ( as distinct from
avivaksitavacya ), Rasa is asamlaksyakrama (ie. the process of
of which cannot be clearly discerned) because it is realised
simultaneously with the oacyartha or denoted sense (rasadir
artho hi sahaiva vacyenavabhasate, vrtti on D.K.ii, 3). When
it occupies the principal position, rendering the wacyartha
subordinate to itself, it is a case of Dhvani (sa cangitvenavabha-
samano dhvaner aitma, vytti on D. K. ii, 3) and it is then rightly
called mukhya or angi artha. But, when the wvacyartha occupies
the principal position and the Rasa, Bhava etc. stand subordinate
to (7., are less charming than) it, then Rasa, Bhiva etc. do
not constitute a case of Dhvani but of Alarhkiras like Rasavat,
Preyas etc. This is set forth in the memorable verse :

pradhane’ nyatra vakyarthe yatrangaim tu vasadayal |
kavye tasminnalarmkaro rasadir iti me matih | (D.K. ii, 5)

that comes immediately afterwards,

This is by the way to show that Rasa does not necessarily
occupy a principal position in Kavya. It may sometimes become
an alamkara of the denoted sense, ceasing to be a case of Dhvani,
But when Rasa is spoken of as the predominant factor, it appears
to be taken as an instance of poetic ideal. Now, a question
may arise—how far is it correct to say that the Rasa, which
owes its very existence to the process of suggestion, ( Dhvari,
Vyatjand or Abhivyakti) sometimes ceases to be a case of
Dhvani 2 In this connection, if we consider the different
meanings of the term Dhvani, the question would not ‘present
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is for this reason that the division of the Dosas into nitye
and anitye varieties arises and some of the Dosas cease
to be so when they are considered to be in consonance
with the delineation of particular Rasas.®* But when it
is said that all these clements are subordinate to the
makhya artha, Rasa, it must not be understood that
they all stand on the same level or in the same relation-
ship with Rasa. It will be presently seen that the

any difficulty. (1) Dhvanikara’s definition of Dhvani as that
class of poetry where the expressed sense is subordinate to the
suggested seunse (D.K. i, 13) is very well-known and it has been
utilised by Mammata (K.P. s@/ra 2, p. 19) and Visvanatha
(S.D. kar 251. p.213). Besides Candidasa has shown clearly
(after Locana p. 33) that the term may also imply (2) the
suggested sense itself, (3) the process through which that sense
is realised, (4) the expressed sense or the suggestive word and
(3) the apprehension itself of Rasa ( Odipikd. p.17). Hence
it would appear that although Rasa is realised through the
process of Dhvani (suggestion), yet it may constitute the gupi-
bhiitavyangya (ie. the second ) class of poetry instead of the:
dhwvani (f.e. the highest) class, specially when it is conceded
that the Rasa may in certain cases be less charming than the
vacyartha. Abhinava also remarks; ( Locana pp.70-71) abhi-
wyajyante rasal pratityaiva ca vasyanta iti. tatrabhivyalktih
pradhanataya bhavatu, apradhinataya va. pradhanatve dhvanih,
anyatha rasadyalamkaral.

2. S$rutidustadayo dosa anitya ye ca darsital |
dhvanyatmanyeva syngare te heya 1tyudahytah |
(D.K. ii, 12)
Avanda’s vpiti runs on this :—......dhvanyatmanyeva Syngare -
ngitaya wvyangye te heya ityudahytah. anyatha  hi  tesam
anityadosataiva na syat. We have seen (p. 168. fn. 38) that
in Raudrarasa Slutldust’l (or Sruukatu as Mammata calls it)
is treated as a source of charm because there it fits in with the
situation depicted. But we should note that in érngard (as
also in éanta, Adbhuta and Vira, Clocana, p. 82 ) 1t is a veritable
defect. ' '
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Gunas, according to the Dhvani theorists, concern
divectly the inner nature of poetry while the Alarmkaras
constitute such factors as are more or less external. It
will be of some interest to note that the most common-
sense interpretation of the terms Gunpa and Alarmkara
on the analogy of human virtues and ornaments, partially
struck the earlier theorists when, for instance, Vamana
quoted a pair of verses where the Gunas were likened
to the youth ( yawvana ) or the natural grace (rapa)
of a lady and the Alamkara to the artificial ornaments
of her body®. DBut they brought in this analogy simply
to demonstrate the essentiality of the element Guna in
poetry, and they failed to explain the clements in
relation to the underlying sentiment of a poem which,
however, they totally ignored.

The Dhvanikara, however, draws a distinction between
the Gunas and the Alamkaras in the following verse :—

tam artham avalambante ye iginain te gunah smrtah |

angasritas tvalamkara mavtavyah katakadivat o

(D. K.ii, 7).

implying thereby that while the Gunpas belong to and
are properties of Rasa the angi artha, the Alammkaras are
related to the Sabda and arthe (angasritah.) Anandavar-
dhana makes the character of the Guna more clear when
he takes it to be analogous to the human virtues like
heroism in his #7¢# on the above Karika :—ye tamarthamn
rastdi-laksanain santam avalambante te gunah Sauryadi-
vat. The kardka quoted above gives us simply what
may be called the samanya laksana of the Gupas and
the Alamkaras i.e. it deals only with the fundamental
point of distiction between the two elements. But if this
karika is judged by itself, it seems that the respective
scopes of the Guna and the Alarmkara are restricted and

8 Seech, VL. p. fn. 5,
26
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confined herein, as if the Guna had nothing to do with
the Sabda and artha and the Alamkara nothing with
the Rasadhvani. We shall therefore recollect at this stage
Dhvanikara’s attitude towards the relationship between
the Alaumkara® and the Rasa, namely, that the existence
of Alamkara is justified according to the part it plays
towards the ultimate realisation of Rasadhvani and shall
then pass on to the definition of the individual Gupas
viSesa laksapa to understand fully the position of that
element in the new theory of poetry.

Now it is a fact of common experience that the
ornaments adorn the (external) body of a man. It applies
similarly in the case of poetry of which word and sense
constitute the body. But what relation may the Alarkara
possibly bear to the underlying sentiment of a poem which
is, just like the soul of a man, beyond the direct grasp of
any Alamkara? To understand this we must take
recourse to Abhinava’s comments (on the position of
Alamkara) which must have been utilised with some
modification by later writers like Mammata when they
explained clearly the different ways in which an Alahkara
may function in a poetic composition. Abhinava means
to say that the real cause is the dhvanyatma (ie. Rasa-
dhvani) which the poetic figure ultimately decorates.
Although the ornaments like necklace ete. are put on the
body yet it is the soul which they really glorify by way of
standing in propriety to the particular mental conditions
of the man. For instance, a dead body does not shine
with earrings and such other ornaments because here the
soul, the real alomkarya, is non-existent. Then again,
if the body ®f a hermit is decorated with an ornament, it
only creates langhter on account of a lack of propriety.

4. rasabhavadi-tatparyam asritya viniveSanam |
alamkytingin sarvasam elamkaratva-sadhanam |
oind
(D.K. ii, 6)
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And since there is nothing (proper or) improper with
regard to the body as such, it follows that the soul is in
fact the aladmkarye because it is this latter that feels
ultimately glorified by reason of the external decoration.
Here Abhinava appears almost to have ignored the impor-
tance of the vacaka $abda or of the vdcya artha as an
alaink@rya and his extreme position with regard to Rasa
was probably responsible for this attitude. His immediate
successors however consider the issue from an ordinary
point of view, namely that, it is the human body which is
directly adorned by the ornament and consequently they
clearly lay it down that the Alamkiaras are characteristics
chiefly of the Sabda and the artha and if they embellish
Rasa they do that only #ndirectly through the word and
sense. The case with the Guna is just the reverse becanse
it will be presently seen that the Gunas are primarily the
properties of Rasa and they may be said to belong to
Sabda and artha only secondarily.

The Dhvanikara mentions and characterises only three
Gunas, namely, Ojas (energy), Prasada (lucidity) and
Madhurya (sweetness), instead of the usual ten of Bharata,
Dandin and Vamana, and even more of other writers.
The authors of the Dhvanyaloka put forward their own
theories and establish these three Gunas, but they do not
attempt at criticizing or refuting the theory of ten Gunas

5 Abhinava remarks in connection with the above 4ari/iz
(®locana pp. 74-75). etad uktam bhavati—upamaya yadyapi
vacyo'vtho’laimkriyate tathapi tasya tad evalaskaranam yad
vyangyarthabhivya?ijana-samarthyadhanam = iti, vastuto dhvan-
yatmatvalamtaryah.  katakakeyuradibhiv api  hi Sarirasama-
vayibhiscetana = atmaiva taz‘z‘acz‘ttawri‘tiz'ifegaucz'tyasmanZu‘ma-
taya' lamkriyate.  tathahyacetanam - SavaSaviram kundala-
dyupetam api ma  bhati, alaskaryasyabhavat,  yatiSarivam
katakadiyultam hasyavaham  bhavati. ‘alaﬁzkc’zryas_yﬁnaucz'zfyz’zz‘.
na ca dehasya kificidanaucityam it vastuta  atmaivalamkaryap.
aham alaﬁzk'rta i{)/abhiinz‘z7zfzé. .
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- of earlier writers, which later theorists like Mammata,
Viévanatha and others have taken upon themselves to do.
These three Gunas have been classified on the basis of
the particular mental conditions involved in the perception

_of Rasa. The general definition (samanya laksana) of
the Guna has presented to us the clement only in its broad
character, namely, that it belongs to the Rasa and
naturally further light is necessary in the widesa laksana
to form a definite idea about the nature of the element
on the basis of the samanya laksana. Now, since there
are eight or nine Rasas’ the question arises: Does a
particular Guna belong to all the Rasas or only to some
of them ? And in what sense can it be said to belong to
the Rasas ? This is what is proposed to be discussed
in the wiSesa laksana. Thus, éyﬁgﬁm is a Rasa which
softens (lit. gladdens=prahladanah, D. K. ii, 8b) the heart
to a great extent and Madhurya resides in a poem  where
this Rasa prevails.”  Similarly, dipti, which is a mental
condition involving a brilliant expansion of the heart, is
taken to be the character of Rasas like Raudra. Ojas

6. Divergence of opinion has prevailed among theorists
over the exact number of Rasas and the whole issue has
ultimately rested on the question whether Santa is to be
reckoned as a separate Rasa. In theory of poetry however, this
Rasa is accepted by almost all writers. Writers of dramaturgy
object to its admissibility on the ground that a feeling of cessation
from all activities cannot be represented on a stage, Jagannitha
contends this by saying ( Rasavangadhaza, p. 30) that since - Rasa
is realised by the audience and not by the actor, Santa can well
be admitted in drama also.

7. Srhghra eva madhural parah j)rahladano rasah |

tanmayain kavyam asritya madhuryam pratitisthati |

‘ (D. K. ii, 8)

§g*ngala eva msmztmapeksaya madlurah . praklada-hetuloat

| prajasanaparah..  Sabdarthayoh  kavyasya  sa - madhuryalakgago
gﬁyah (wytti on the above, p. 79, Dhvanyaloka), .
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resides in the Sebda and artha which are suggestive of
these Rasas.®  And lastly, that quality of Aavye which
prevails through all Rasas and functions in all composi-
tions (hence transparency of Sabde and arthe) is known
as Prasada.’

Tt will appear that the definitions given by Dhvanikira
and Anandavardhana’s vytti on them do not help us to
form any clear conception about the element and here,
as elsewhere, we have to look upon Abhinava as an
infallible guide in understanding their view-points. Thus,
some importatnt questions arise in this connection,
namely.

(1) When it is said that the Gunas reside in the
Kavya (tanmayain  kavyam  asritya...ii, 8c implying
Sabdartha=rlavyaSarire) is it not inconsistent with the
general definition of the element wix., that it belongs to
the ange artha ?

(2a) What is the relation of the mental conditions
like drueti, dipti ete. with the Rasa ?  Are they identical
with it ? Or are they produced as its effect so as to be
distinet from it ?

8. Raudradayo rasi diptya laksyante havyavartinah |
taduyaktihetn Sabdarthav asrityanjo vyavasthilam |
(D. K. ii, 10)
raudradayo ki rasah pardin diptim wjvalatam janayantiti
laksanaya te eva diplir  ityucyate.  latprakaSanaparah  $abdo
dirghasamasa-racana-lawkytam vakyam . (vpiti on above, p. 8o
op. cil))
9. samarpakatvarn k@vyasya yal tu sarvavasan prali |
sa prasado guno jHeyak - sarva-sadharapa-kriyal |
(D. K. ii, 11.)
prasalastu svacchatd Sabdarthayoh. sa. ca sarvavasasadharano
gunah sarva-racanasadkarana$ cefi.....(vyiti on above, op. cif,

p. 82.)
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(2b) In any case how does the question of conceiving
a separate element ‘Guna’ arise at all ? When its existence
cannot be clearly and independently felt, may it not be
taken to merge its identity in Rasa ?

We may just attempt at a discussion of these issues
on the basis of the teachings of Abhinava. The mental
condition itself is primarily the Gupa.'® Thus, the Gunas,
Ojas, Prasada and Madhurya exist respectively in the
form of the three mental conditions dipti (expansion),
samarpaketva or wyapakatva (pervasion) and ardrata
or druti (melting) which are evoked only in the process
of the realisation of Rasa and so the Guna has, according
to the Dhvani theorists, an inseparable association with
that element 2. e. the question of the Gupa does not, in
their opinion, arise when there is no Rasa. Hence, Rasa
is the ultimate cause (karana) of which the Guna (in the
form of the mental condition druté or dipti or vyapti) is
produced as an effect (k@rya). So, when it is said that
expansion or dipti is the character of Rasas like Raudra
ete. there is apparently a merging of the Guna into the
Rasa or superimposition of the k@rya on the karana.
But this merging or superimposition occurs as a matter
of course in the realisation of Rasa, which, involving as
it does an absolute state of mental relish, renders it
‘impossible for the relisher at that stage to d1stmgu1sh
between the cause and the effect.

This may no doubt lead one to doubt the necessity of
recognising the Guna as a separate poetic clement. But
since the Dhvani theorists appear to have made it a point
to give full recognition to all the poetic elements accepted

10. diplih pratipattnr hydaye w'&/zZ'z(/rzi)sa-w’stam-]ﬁrajfualul-
svabhava, sa ca mukhyatoys ojal-Sabda-vacya. tadasvadamara
raudradyds laya - diptyasvada-visesaimikaya (Catmatayay harya-

ripaya laksyante vasantaral Drihaklaya, lema kar ane karyopaca ad
raydradiv evavjah$abda-vacyal (%locana, Pe 80, 11. 7- 10).
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in the earlier sheools (characterising them in the light of °

their revised conception of poetry), they could hardly
deny the Guna the status of a separate element of poetry
specially when this element constituted the most essential
point of interest in one of the earlier schools, namely, the
Riti school. Moreover, when one understands the view-
point of the Rasadhvani theorists and judges poetry on
the complete analogy of a human body, as they have
done, one fully appreciates the propriety of attributing
to the Guna the dignity of a separate poetic element just
like Rasa, Alamkéara and Doga. A supreme disinterested
pleasure is admittedly the svarzipe of Rasa but is not
this pleasure realised in the form of one or more of these
three mental conditions ? It is true that a peculiar
association with the vibhavae, anubhive and vyabhicari
bhave rouses the sthayen to a stage of relish. - But when
is it actually relished ?—not until it transforms itself
into ene of these mental conditions although the process
of transformation is very rapid and abrupt. Is not then
the Guna as essential in the realisation of Rasa as the
sthayibhova itself 2 If it is true that the Gunpa comes

into existence on account of the Rasa, it is equally true -

that the Guna (in the form of the eftiavrits) constitutes a
part and parcel in the actual realisation of Rasa. Nay,
in the ultimate stage of relish éyﬁgﬁm has no other
existence except a supreme delight in the form of the
melting of the heart which'is the character of the Guna
Madhurya ; Raudra. has no other existence except in the

form of a brilliant expansion of the heart which is the

character of the Gupa Ojas. Similarly, Prasada in the
form of a pervasion of the heart is an essential character
of all the Rasas. Thus, although in theory the Guna is
awallowed up in the Rasa, in practice it makes the Rasa
what it is. This adequately explains the propriety of
recognising the Guna as an element of poetry and:when
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‘the Grupa plays so important a part in the realisation of
Rasa, it appears that the Dhvani- theorists would have
done well to recognise it explicitly as such when they
explained the principle involved in the relish of Rasa.'*

It has been seen above that the Guna is a property -
of Rasa but of Rasa itself the realisation is not possible
unless one is able to appreciate the situation depicted
in the composition, in which some of the accessaries of
Rasa find their expression. This proves the utility of
$abda and artha in the awakening of Rasa and ultimately
of producing the Gupas i. e. the mental conditions
spoken of.  Abhinavagupta does not take up in detail
the question as to what particular letters are specially
favourable for particular Gunpas. This is  discussed .
first by Mammata (K. P. safras 99-100, pp. 484-85).
But while commenting on Dhvanikara’s definition of
Madhurya, Abhinava remarks that Madhurya “is that
capacity of the W,ord and the sense which awakens sthe
‘sweet/ Rasa Srigira (madhuwrasrigara-rasablhivyalti-
samarthata Sabdarthayor madhuryam e hi laksanam.
°Jocana on D. K ii; 8, p. 79). If Madhurya and érr‘lgam
here are taken to be wpalaksanas respectively for Guna
and Rasa in general (just like Ojas and Raudra above),
this remark would imply that letters and words may
be so arranged in a particnlar composition that when
rvead or heard they are capable of producing one or other

11. It is interesting to note that Bhattaniyaka recognised
these three mental conditions in the process of the bkosa of Rasa,
although he did not use any technical name for them, such as
Guna. His views on this point have been quoted in the ©locana
(p. 68 11. 16-18)......uktarh bhattandyakena (p, 6%)......0kavile ca

rase  lasya bhogah. 9o nubhGva-smarana-pratipattibhyo wilaksana
- eva dyuli-visidra-vikasa-nama rejas-tamo-vaicitryananuvidahasativa-
maya-nija-cit-svabhava-nivpti-druti-visransi-laksapak parabrahma-
svada-sacivalt,
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mental condition involved in the realisation of any
particular Rasa. In the opinion of these theorists the Guna
resides primarily in Rasa and it is said to belong to Sabda
and artha only secondarily i.c.in the sense that these latter
possess the capacity for producing it. Abhinava distinctly
remarks (op. cit. p. 79, 1. 8) wastulo madhkuryain nama
Srigarade rasasyaiva  gunah. tan madlurablivyaijaka-
yoh Sabdarthayor upacaritam. Thus, when the Dhvanikara
and Anandavardhana took Sabde and wiha to be the
substrata of Guna they only recognised their importance
in the perception of Rasa in which the Gunpa, in fheir
opinion, actually resides. We shall see later on
(ch. VIIIC) that Jagannitha considers the Gupa to be
the property as much of the Sabda and artha as of the
Rasa. He does not admit that one has to take recourse
to any sccondary usage when one says that the Gupa
belongs to §abda and artha. A

Coming to the details of the mutual relationship
between the Rasas and the Gunas, these theorists deal
with the question from two different points of view
according as (1) a single Guna belongs to different Rasas
and (2) different Gunas belong to a single Rasa. Thus,
Madhurya or sweetness is present generally in the Srngara
Rasa, but it also resides in increasing degrees in the
Vipralambha érﬁgara, and the Karuna, because the mind
undergoes the process of melting in a greater degree in
Vipralambha émgﬁra (than in Sambhoga) and in still
greater a degree in Karupa.'® Similarly, Ojas or energy

12, Syigare vipralambhakhye karune ca’ prakarsavat |

madhuryam avdrvatam yati yatas tatradhikam manak |
(D. K. 1ii, 9)

In this connection Abhinava raises an ‘important objection to
the effect that if there is sweetness even in Karupa what is the
significance of eva (only) in the previous Karitz beginning with
Syngva eva madhurah etc.? He replies by saying that eza
here does not imply exclusion of other Rasas. He apparently

21
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which involves an expansion of the mind resides generally
in the Raudra Rasa, but Abhinavagupta remarks that it
may also be present in the Vira and Adbhuta'® Rasas.
Aad lastly, Prasada is a Guna which is common to all
the Rasas. It has been seen that the perception of
Rasa depends on understanding the composition in which
some of the accessories of Rasa find their expression,
and thus the quality of pervading is the character of this
Gruna in the sense that in'every Rasa the mind must be
prepared to grasp at once the situation depicted in the
conception. On the other hand, each of the four Rasas,
viz., Hasya, Bhayanaka, Bibhatsa and Scmt-m, displays in
itself a peculiar association of more than one mental
condition 7.c. each of them contains more than one Gunpa®*.
Thus, Madhurya and Ojas are equally present in Hisya
(the Comic) for, in the first place, this Rasa is subordinate
to brngdra and in the second place (it is a fact of common
experience that) an expansion of the heart is invariably
associated with Hasa'®. Similarly, in Bhayfinaka (the

takes égﬂgira to be an wupalaksap. for Rasa in general and
understands by the AGrikba-portion quoted above that Gunas
like Madhurya are really the properties of Rasa. Hence eva
does not mean ‘only” but it means ‘really’ or ‘primarily’,

13. [ raudradaya  ityatra] = adiSaddah  prabare, tena
viradbhutayor api grakapam (Clocana, p. 8o, 1l 1-3)

14, evam madhuryadipli  parasparapratidvandvitays  sihite
Syngaradiraudradigate iti pradarsakalaya tal-samavesa-vaicitryam
hasyabhayanaka-bibhatsa-Santesu darsitam. Ibid, p. 82, 11, 1-3),

15, haspasya Syigarangataya madkuryarn prakystai  vikasa-
dharmataya cawo'pi prakystam iti samyarn dvayoh  (Ibid, p. 82,
1. 3-4). Abinava evidently means after Bharata (rngaraddhi
bhaveddhasyah—Natyas§astra VI, 442, K, M. T,) that zmorous
gestures etc, lie at the basis of the Comic but when it is ultimate-
ly realised it is transformed into a érillignt expansion of the heart,
So remarks Candidasa “@/manal  parasye wva Vag-veSa-riipas
cestavaikyta-vilokanac cetovikaso hasah, (Odipika, p. 123. 1.11.)
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Frightful) as well as Bibhatsa (the Disgustful) Rasa are
present both Ojas and Madhurya but the former exists
in a greater degree than the latter does*®. And lastly,
in Santa (the Quietistic) ecither Ojas or Madhurya
predominates according to the variety and individual
tendency of its accessaries®”’. It deserves to be noted
here that in the opinion of Mammata (viii, s#ére 91) it is
Madhurya that exists in an excessive degree in the Santa
Rasa. Govinda, however, remarks that' this is slightly
mixed up with Ojas in view of the fact that a feeling of
aversion (which involves an expansion of the heart! lies
at the very root of this Rasa (§anie tu jugupsadyanvayad
ojolesanuviddham*®.  Kavyapradipa, w#piti under viii,
4a-b, p. 2719). We have thus seen that the three mental
conditions druti, dipte and vyapli arc enough to help the
manifestation of all the Rasas and hence they justify only
three Gunas corresponding to them and not more.

16. bhayanakasya magna-citta-vytti-svabhavatve' pi vibha-

vasya diptatava ojah prakystain madhuryam alpam. bibhatse
‘pyevam ( ®locana, p. 82, 1l.4-5). At the stage of the actual
perception of these two Rasas the mind, no doubt, softens down
in fear and in disgust respectively, but Ojas is said to predominate
in the sense that the ferocious look and the loud roar etc. of
the object of fear and the loathesome appearance etc. of the
cbject of disgust produce at the very outset, an expansion of
the mind to a considerable degree,

17, $ante tu vibhavavaicitryat kadacid ojah prakysiam
kadacin madhuryam...(Ibid p. 82, 11. 5-6).

18. But a man of experience would probably say, with
Mammata, that grusi is the only condition which the heart
undergoes in the realisation of the Santa Rasa. The aversion
to worldly objects involved in this Rasa softens down to a
chastening stage of mental calm and it is clearly distinct from

the loathing (jugupsa ) involved in the Bibhatsa Rasa. So- there
appears to be little -scope for an expansion of the heart in the
Santa Rasa, ‘ :
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It is remarkable that the authors of the Dhvanyiloka
do not entertain the element of Riti in poetry thinking it
to be unnecessary. The Dhvanikdra remarks that the
Ritis were introduced by theorists who only dimly under-
stood the true significance of poetry®. This implies that
when Rasadhvani is accepted as the all important element
of poetry (in view of the fact that it serves to afford the
poetic charm from within by identifying the mind with
the situation depicted in the composition), there is no
need of conceiving a separate poetic element as Riti
which, at its best, produces no more than a sensuous
delight. Abhinava makes this more clear. He distinetly
remarks®® that the Ritis are made to resolve into the
Gunas ; and since the Gunas are subordinate to Rasa, the
Ritis merge their -identities in Gupas and ultimately in
Rasa. From his commentary it scems that he has no
objection to assume the position of Vamana that Riti is
a special kind of verbal arrangement, and that its
speciality consists in its intimate association with the
Gunas. But he differs from the Riti theorists with regard
to the nature of the association of the word-structure
with the Guna. Thus according to the Riti theorists :—

(1) Gunas make up the Riti and as such they are the

 essential characteristics of it.

(2) They produce the poetic charm on their own
occount. The primacy of Rasa being not recog-
nised, the Riti theorists’ conception of Guna and
for the matter of that of poetic charm itself was
only formal. The word-structure, therefore,is of
the highest importance in their theory of poetry.

10 asphutasphuritam kavya-tattvam etad yathoditam |
aseknuvadbhiy vyakavtu ritayah sampravartitah |
g (DK iii, 52, p. 231) '

20 vitiy hi- gumesveva - paryavasayits. yaduha-—zvzfesa
gun&tma gunufca rasapuryavamyma eva...(%locana, p.'231, 1.7)
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But we have seen above that in the poetic scheme of

the Dhvani theorists,

(1) Gunas arve primarily the characteristics of Rasa
and only secondarily of the word-structure.

(2) The importance of the word-structure is not
altogether lost sight of, but is recognised only so
far as it helps the production of the Gupa in the
form of the mental condition involved in the
perception of the Rasa.

Thus, when the verbal arrangement or the word-
structure does not reside on its own account but merely
serves as a means for the apprehension of the inner charms
of a poetic composition, the Dhvani theorists do not think
it worth while to regard it as a separate poetic clement
and so they do not assign to it any particular name such
as Riti. So long as the verbal arrangement is allowed the
recognition that is its due, it is really immaterial whether
or not it is endowgd with a technical name. Similarly,
the conception of Sabda-Vrttis like Upanagarika, Parusa
and Komala of earlier writers like Udbhata,** and the
Artha-Vrttis like Kai€iki, Bharati etc. of the dramaturgic
writers need not, according to these theorists, be accepted,
since just like the Ritis they too merge their identities
in Rasa (tadvadeva rasa-paryovasayitval —°locana p. 231,
1.9). It will be seen hereafter that later writers like
Mammata, younger Vagbhata and Viévanatha, enter in
detail into the functions of the word-structure and admit
it as a technical poetic factor, (viz. Vrtt) or a separate
poetic element, (véx. Riti).

21. Abhinava’s remarks that the Vrttis (of Udbhata) reside
ultimately on account of the Rasa (nagarikaya hi. anuprasa-vrttih
Spngaradan visSramyati. pavuseti diptesu vaudradisu. komaleti
hasyadauw......%locana p. 232, 11 1-2) helped Mammata to a great
extent in appropriating Udbhata’s Vrttis effectively in his own
theory of poetry.
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It is also remarkable that although the authors of the
Dhvanyaloka do not admit Riti in poetry they admit
another poetic factor véx. : Samghatand, which corres-
ponds in its characteristics partly to the Ritis of Rudrata.
It is classified according to the absence or presence in
varying degrees of compound words » Thus, Sarghatana
may be asamiasa (uncompounded) madhyama semash
(having middling compounds) and dirgha $amasa (having
long compounds). The ultimate function of Sarmghatana
is to help the manifestation of Rasa, but it cannot do this
independently. It realises this object through the Gunas
and in manifesting Rasa the nature of the Samghatana
should be determined by its appropriateness to the speaker
and to the theme of discourse.?® The poct has first to
considler—What is the nature of the speaker 2 What
does he mean to say 2 What is the nature of the situation
to be depicted in the composition ? Through what Guna
is that situation best depicted ? In other words, which
of the mental conditions spoken of is specially favourable
for the enjoyment of the Rasa depicted ? Now, if a
particular Sathghatand proves to be suitable to that Guna,
one is at liberty to use that Sarghatani in connection
with the Rasa where the Guna in question prevails. If
not, that Sammghatana should be avoided in the said Rasa.
Now, since the Sarhghatana awakens the Rasa through the
Guna, a question arises :—~What is the relationship
between the Sabghatana and the Gupas? Two clear
courses are possible. The Sambghatani and Gunas may
be identical or they may be different. In the second
case ?.c. when the Saihghatana is different from the Gunas
they can remain in two ways. (1) The Gunas may
reside in the Samghatana (samghatan@srya gunih) or (2)

22. gunan asvitya tisthanti madhuryadin vyanalii sa |
rasaimstanniyame hetuy aucityam valty-vacyayoh |
(D.K. iii, 6)
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the Samghatani may remain subordinate to the Guna
(gunasraya  samghatana).®® Now, if the Gunas are
identical with Saihghatang, or the former belongs to the
latter, then we have to admit the position that like
Saibghatana, Gunas too have no hard and fast rule for
their application, 7.e. any Guna may be attributed to any
Rasa.?* But since in real practice we see that particular
Gunas are attributed to particular Rasas, whereas any
kind of Saimghatana may be present in any Rasa,®®
(provided that it be in keeping with the character of the
speaker or of the theme), it follows that the Samghatana
cannot be identical with the Gunas (na gunal sainmgha-
tanasvarapah...vrtti p. 135) nor can the Gunas belong to
the Sarighatand ( na ca saimghatanasraya gunah...ibid).
What do then the Gunas belong to ? It has been alrveady
seen that the Gunas belong primarily to the Rasa and
secondarily to the word or its sense. Taking advantage
of this latter position the opponent might try once more
to establish his point by raising an objection to the effect
that if it is conceded that the Gunas reside in the word,
is it not thereby accepted that they reside in or are even

23. If Sarighatand be taken to be the a$raya of the Guna,
then asraya would imply adharadheyabhava i.e. the * container
and the contained (...samghatanasraya-guna-pakse...gunan...adheya-
bhuitan asritya tisthanti samghatana rasadin vyanaktt Vrtti on
D. K. iii, 6; p. 134). But when Gunpa is the aSraya of the
Sarhghatand, then z$raye would mean ‘“an object on which
something else depends or to which something remains
subservient”. (fadayatta tanmukhapreksini, ®locana, p. 134, 1. 10).

24, yadi gunah saimghatana cetyekam tattvai sarghatana-
$raya va gunas tada samghatanaya iva gunanam aniyata~visayatva-
prasangak, vrtti on D, K. iii, 6 ; p, 134 ).

25.  gunandim hi........visayaniyamo vyavasthital sarghatas
nayastu sa vighatate. tathahi Sragave'pi divghasamasa dySyante,
raudradisvasamasasceti. (Ibid),
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identical with the Samghatana ? TFor, words cannot
produce the Guna (and for the matter of that poetic
effect itself) unless they are united together in a sentence
where however they may remain either compounded or
uncompounded. In any case they do come under certain
Sarhghatana which term as has been already scen, involves
absence or presence (in varying degrees) of compound
words. It follows therefore that saimghafite words and
conscquently Sathghatana itself can well be the @$raya
of the Gunas.?®  Anandavardhana replies that it is not
true  that words must necessarily be sawmghatite in
order to produce the poetic effect for (i) suggestion
of Rasa may take place even through a single word
or part of a word where the question of Sarghatana
does not arise at all, and (ii) even in the case where
suggestion takes place through a sentence, there is no
hard and fast rule that a particular Sarbghatani
should be employed in connection with a particular Rasa.
Thus, the Guna may be said to belong (only secondarily)
to the word but on no account does it belong to a fixed
sainghatand of words and far less can it be identical
with the Sarghatana. So it is seen that the spheres of
the Guna and the Sarhghatana are different (tasmad anye
gund anyd ca saimnghatana...orttl p. 137) and that it is
the Samghatana which remains subordinate to the Gunas
through which it helps the awakening of any particular
Rasa. The Rasa is the main thing to be considered
in poetry, whatever hinders the awakening of it must be
dispensed with. As for instance, long compounds are
generally detrimental when the sentiments of love and
pathos are to be depicted for the strain required in

- 26. many yodi $abdaSrayd gunds tat samghatanaripatvan
tadasrayatvah va tesiim praptam eva, na hyasamghatitah Sabda
arthaqife.sam pratipadya rasadyaSritanam gupandm avacakatvad
a$raya bhavanti (p. 136). :
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understanding the involved constructions fails to produce
a melting of the heart which is a mental condition
particularly favourable for awakening the sentiments in
question®’. And in Rasas which are best realised
through an expansion of the heart, madhyama and
dirghasamasa would prove to be specially favourable.
Anandavardhana insists upon the presence of the quality
of Prasada in all compositions. If this is absent, then
even asamisa Samghatana fails to awaken the érﬁgﬁra
and Karuna Rasas and in case of the presence of this
Guna even madhyamasamasa can awaken them®®.  Hence
the whole issue leads to the only conclusion that
compound words can be sanctioned in Madhurya, and
even Ojas can go without them provided the propriety
is not lost, the awakening of Rasa is not in any way
hindered and they are quite in keeping with the character
of the speaker and the situation to be depicted.

B.

The postdhvani period of Sanskrit Poetics hardly
preduced any work of remarkable originality with regard
to the general principles of poetry which were formulated
once for all by the authors of the Dhvanyiloka. The
implicit adherence which the Dhvani theorists received

27, karunpavipralambhaSpngarayostvasamasaiva samghatans
...... dirgha-samghatana samasanam aneka-prakara-sambhavanayd
kadacid rasa-pratitim vyavadadhatiti tasyam natyantam  abhing-
veSah Sobdhate..... viSesatah karunpavipralambhaSynigarvayoh.
tayor hi sukumarataratvat svalpayam apy asvacchatayam  $abda-
rthayolh pratitir manthavibhavati (pp. 139-140).

28, sarvasu ca simghatanasu  prasadakhyo  gupo vyapi.
sa  hi sarva-rasa-sadharapah  savva-samghatana-sadharapas ce=
tyuktam.  prasadalikrame hyasamasa'pi saimghatand  karupa-
vipralambhaSyiigaran na wyanakti. tadaparityage ca madhyama-
samasa’pi prakasayati (p. 140). : ‘

28
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from the later writérs in regard to the fundamental
principles and theories of poetry could not probably
be explained®, unless a profound reasonableness underlay
their conception of poetry as well as the respective
position assigned to the different poetic elements. The
recognition of the deeper aspects of poetry in the
delineation of the technical elements, Rasa and Dhvani,
was no doubt the greatest achievement of the Rasadhvani
theorists. But that was not all. The other poetic
elements had also to be brought into effective relation
with the underlying sentiment of composition, vix., Rasa.
This probably they could do in no better a way than
taking recourse to the analogy of the human body and
soul—their respective decorations (Alarmkara) and virtues

1. Dr. S.K. De has rightly pointed out that the age in
which the Post-Dhvani theorists began to flourish, being also the
period of early Muhammadan incursions, was marked by a
general decadence of all investigations (Sanskrit Poetics, Vol.II,
p. 297). This is no doubt true to a great extent. But we must
remember at the same time that even this period produced
writers of no mean ability and some of the commentators of the
Kavyaprakasa (specially the earlier ones like Rucaka, author’of
Kavyaprakasa-sathketa, Sridhara, author of- Kavyaprakasa-
viveka and Candidisa, author of Kavyaprakasa-dipika) display
such a considerable amount of originality in detail that they may
very well be said to have been alaskarikas themselves instead
of mere ¢7kakaras. Hence, the fact, that the general principles
laid - down by the Dhvani theorists were accepted in the main by
Postdhvani writers, does not necessarily prove the lack of a
creative genius on the part of these latter but it possibly shows
the soundness .of the broad theories which their predecessors
propounded, Even Jaganndtha who vigorously criticised many
of his predecessors in matters of detail (P. V. Kane, PCXXXII,
Introduction to Sahityadarpana) had to admit (in connection with
the Aksepalarhkara, p. 425 Rasagangadhara ) that the Dhvani
theorists settled the main principles to be tollowed by an
alamkarita ( dhvani-kytam alamkavika-savani-vyavasthapakatvat )
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(Guna)?. The analogy proved quite suitable for the
purpose and it could carry away most of the later writers
only because it served to explain the fundamental
principles of a technical subject quite easily and clearly
from a most reasonable and common sense point of view.
The respective position of the different poetic elements
in the Dhvani-theorists’ revised scheme of poetry was
thus determined once for all and there was hardly any

2. The authors of the Dhvanyiloka do not take up a
detailed treatment of the concept of Dosa but merely hint at
the nitya and anitya varieties of this element (see D.K. quoted
above in viii A, fn, 2) according as it bars or helps the awakening
of Rasa. And it has been seen above that the concept of Riti
has not been admitted in their poetic scheme. So, when they
left these two elements out of their consideration and utilised
the analogy of the human body only in connection with the
elements, Guna and Alarhkara it was quite natural that the
analogy could not be full in their treatment., Yet, the fact
remains that they weie the first to introduce this analogy
effectively in the new theory of poetry and it was left to their
successors -to make it complete by carrying the scheme further,
What they utilised in respect of Guna and Alamkara, was
employed by their successors to other poetic elements as well.
Visvanatha, who, following Candidasa introduced the concept
of Riti in his poetic scheme, explains the analogy fully thus,
following some earlier authority :—

kavyasya  Sabdarthaw - Savivam,  vasadiScatma, - gunah
Sauryadivat, dosah kanatvadivat, ritayo vayava-samsthana-visesavat,
alamhbaral katakakundaladivat (wytti on i, 2. pp. 12-13 )
Kavikarpapura, made a distinction between the ‘life’ ( asw-prana)
and ‘soul’ (a¢ma) of a man and tried to be more accurate when
he explained the analogy thus =

Sarivam Sabdarthan dhvaniv asava atma kila rasal

guna madhuryadya upamitimutho lamkytiganal |

susaimsthanam vitih sa kila pavamah kavya-purusah

- padasmin dosah syac chravagakatutadih sa na paral \ .
(Alarhkara-kaustubha, p. 5, Kar. 1)
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scope left for a mutual controversy amongst the later
writers in respect of matters of general theory?®.
Naturally, therefore; the Postdhvani writers took upon
themselves the task of explaining, expanding or restricting
the already established rules and theories. They repeated
more or less the same idea—each in his own way and
if they at all chose to differ from their immediate
predecessors, they did it only in point of minor details.

MAMMATA AND HIS FOLLOWERS.

Foremost amongst the later writers stands Mammata
whose Kavyaprakada is considered to be the standard
work which systematised the teachings of the Dhvani
School. It is remarkable that although he was an avowed
follower of the Dhvani theorists and as a matter of fact
accepted the essentiality of Rasa in poetry, his definition
of Kavya (fad adosau Sabdarthaw sagunav analavnkrts
punal kvapr)* does not make any explicit mention of

3. Many of the later -writers thought it to be unprofitable
stick to the beaten tracks and consequently they took up works
of new type such as the treatment of some fixed Rasas in all
their varieties and details (Sanskrit Poetics, Vol. II. pp. 333-43)
or of special topics like Kawisiksa (op. cit, pp. 356-75 and the
article entitled “The Making Of The Sanskrit Poet” by Dr. F. W,
Thomas in the Bhandarkar Commemoration Volume pp. 375-86).
The only subject which occupied an important position in the
treatment of the later orthodox theorists was the discussion of
poetic figures which were not explicitly treated but incidentally
touched by the authors of the Dhvanyiloka. This was a field
where powerful writers of the later period got an opportunity of
displaying a considerable amount of originality in their attempt to
supplement the treatment of earlier authorities,

4. Following the lead of Rucaka, the earliest known
~commentator on the K. P, Professor S. P, Bhattacharyya has
" seen in the Kawika-portion' fad adogaw etc. a summary of
the contents of Mammata’s work and not a definition as is
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the elements of Rasa and Dhvani. He starts with Sabda
and arthe following the usual method of the older
schools. Rasa comes out only incidentally as a particular
type (asailaksya-krama) of one (vyangya) of the three
kinds of artha. The abda and the artha which constitute
Kavye must be free from Dosa fadosau) and endowed
with Gupa (sagupow). They may or may not possess
Alamkara (analankrtt punal kvaps). Thus, the definition
indicates the unmistakable influence which the older
Riti school exerted on Mammata in considering the
Gunas to be essential (nifya) and Alarmkaras® to be
non-essential (anifya) elements of poetry. This would
apparently imply that in Mammata’s opinion Gunas and
Dosas can remain independently in Karya ; they need
not, as it were, be subservient to Rasa. But later on
when he defines these elements in terms of the part they

the generally accepted view ( Kavyaprakida-sariketa in the
Calcutta Oriental Journal, Vol.II pp. 1~75. He also holds that
the very first Karika of Mammata’s work.
niyati-kyta=niyama-rahitam hladaikamayim ananya-pavatantram |
nava-rasa-ruciram nirmitim addadhatt bharati kaver jayati |

contains his conception about the essence of poetry and as such
it may be treated as his definition there-of. This view is, no doubt,
interesting as Mammata is thereby understood to have admitted
explicitly the fundamental importance of Rasa in his conception of
poetry in accordance with the tradition obtaining in the school
to which he belongs. We shall not, at this stage, make any
difference between ‘the definition of peotry’ and a summary of
the contents there-of.

(42) Tt may, at the same time, be held that the Alamkara
school, which had its most redoubtable champion in Udbhata,
was no less honoured for the hold of Udbhata on Mammata, as
Kashmirian tradition would lead us to believe, was quite a potent
factor in the making up of his scheme and concept of poetry,
The phrase analaikyti punalh kvaps may reasonably indicate that
Alammkiras were the rule rather than an exception.
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play in awakening Rasa, he makes himself liable to a
glaring inconsistency. This inconsistency, as has been
already shown by Dr. S. K. De (Sanskrit Poetics, Vol. II,
pp. 275-82), may be explained by the fact that in spite
of accepting the general scheme and theory of the Dhvani
School, Mammata could not shake off the influence of
the earlier Schools and it proved to be the hopeless
result of an attempt to “find a comprehensive formula
to cover the old ideas as well as the new in a standard
text book.”

The first six chapters of Mammata’s work are devoted
broadly to the definition and sub-divisions of Kavya and
the various functions of $abde and wtha.® Keeping
close to the order in which the elements are mentioned
in his definition, he then proceeds to discuss the Dosas
in chapter VII and the Gunas in chapter VIII. The last
two chapters are devoted to the treatment of Alarmkaras—
IX to those of Sabde (including three Vrttis which are
taken to be equivalent to the three Ritis of Vimana)
and X to those of artha. But before entering into a
detailed  discussion of the individual Gunpas and
Alathkaras, Mammata draws a clear-cut distinction between
the general character of the two elements in the first two
aKrikas of ch. VIII, which run thus:

(1) ye rasasyangino dharmal Sauryadaya tvatmanal |

o utkarsa-hetavas te syur acala-sthitayo gunah

(2)  upakurvanti tain santain ye'ngadvarena jatucit |
haradivad alainkaras te’nuprasopamadayah |

{4b) This point has been repeatedly pressed in the commen-
tary of Candidasa first in connection with the definition of poetry
~and then in connection with the Dogas.

s P. V. Kane has given an analysis of the different chapters
of the K. P. in his Introduction to the Sahltyadarpana (pp XCIX
and C).
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Unlike the Dhvanikara, he does not rest satisfied with
only ascertaining where the elements spoken of reside
but he goes further and explains, with some amount of
exactitude, the nature of the association between the
element and its substratum. Thus, his definition, quoted
above, would imply that Gupas not only belong to
Rasa but are inseparable characteristics (acala-sthitayo
dharmah) of it and as such they invariably help its
realisation (utharsa-hetavak). And these are exactly the
points that distinguish them from the Alamkaras which
can, on no account, be said to reside in Rasa but may only
oceasionally embellish it. Kven this they can do only
indirectly through  Sabda and arthe, which they
chiefly adorn. Govinda has set forth in very clear terms
the distinctive characteristics of the two elements thus :—
evam ca rasasyothkarsa-hetutve sate (1) rasa-dharmatvam
tathatve sati (2) rasavyabhicaristhititvam®, (3) ayogavya-
vacchedena rasopakarakatvam celilaksanatrayain gunarain
drastavyam (Kavyapradipa, vrtti, under VIII, 1. p. 274).
As for the Alarmkaras he says :—rasopakirakatve sate
(1) tadavyttitvarn, tath@tve sati (2) rasavyabhicaritvam,
(3) anayamena rasopakarakatvain ceti samanya-loksapo-
trayam alammkaranam (op. cit. vrtts under VIII, 2, p. 275).

6. We should mark the propriety of the expression acala-sthi-

taya} in Mammata’s definition of Guna against that of jasueit

upakurvanti in his definition of Alathkara, Govinda brings out
two prominent characteristics of Guna from the single epithet
acala-sthitayah. He explains it as appthaksthitayah or avyabhica-
‘risthitayah. ayyabhicare which means non-separation or constancy
is, in his opinion, to be judged mnot only in respect of (the
existence of Gupa in) Rasa but also of the capacity of
Guna for embellishing Rasa. Thus he remarks :—avyabhicarasca
rasena tadupak@rena va. rasam vind ye navalisthante, avatisthamanas
cava§yarn rasam’ upakurvaniityavthah. (vyiti under VIII, 1. p.
274 ). The Gunas cannot exist without Rasa and existing in jt
they invariably help its awakening. ;
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In his Vyite on Karika 87 ( p. 462 ) Mammata clearly
explains the poetic Gupa on the analogy of human Guno
and sets forth the views of Abhinavagupta regarding the
relationship between Gupa and the varne (letters),
by overthrowing the teachings of the Riti School on - this
point. His main contention is that just as qualities like
bravery ete. belong to the human soul and not to the
body, so the poetic excellences like sweetness ete. are
properties really belonging to Rasa, not to the letters.’
In this connection he observes that those who hold
Guna to belong exclusively to the varne have no insight
into the deeper charms of Rasa (rasa-paryante-vi Sranta-
pratilivandhyah-l. 5, p. 464). The common  people,
unable to look into the true npature of things (avisranta-
pratitayah-1. 8, p. 464) are often carried away by
the mere size of a man and call him brave or not brave
according as his hody is bulky or small, irrespective of the
fact whether or not he really possesses the virtue of bravery
at heart. To this assumption they are led by their un-
guarded observation for the quality of bravery is sometimes
found to be co-existent with an impressive appearance.®
But we must remember that this is not always the case
for even a man having a thin body may be brave at
heart. And even when 4t is so expressions like ‘the
body itself is brave’ (akare evasya Surah) cannot
be justified unless one takes recourse to a secondary
usage. The right use would probably be ‘the appearance
is suggestive of bravery’ (akarah Sawryavyigakah) for

v, almana eva  hi yatha Sauryadayo nakarasya, latha rasa-
syaiva madhuryadayo guna na varpanam (L i, p. 463).

8. lkvacit tw Sauvyadi-samucilasydkara-mahattvader  darSanad
akara evasya Surah, ityader vyavah@rad, anyalra$ure'pi vitataky-
titva-matvena ‘$Tra iti, kvapi surepi  murti-laghava-matrena
“adTiva 1t zzvi.ﬁrﬁnta-pmtimyo,..vydvaki‘;:‘antz', (I 1-3. p. 464).
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this mueh we can reasonably say of a man from his
external features. ‘

Similar is the case with letters in relation to the
poetic Gupa. Those theorists, who cannot dive so far
as to comprehend the delectability of Rasa, speak of the
letters themselves as being sweet or not sweet (whereas
in reality qualities like sweetness cte. belong to Rasa,
the soul of poetry).  The only consideration, that weighs
with them, is whether the letters are soft-sounding or
high-sounding and this they take to be the sole eriterion
for judging the presence of Madhurya or Ojas in a parti-
cular composition. But this ecriterion is defective, since
it is apt to confuse the real issue and if it is accepted,
there is just the risk of calling suech Rasas and their
aceessories as are not really sweet as sweet simply by
reason of the softness of the letters that express them.
At the same time, it is also possible that really sweet
‘passions ‘and their accessories will be treated as ‘not
sweet’ if they are expressed in letters that are not soft- ,
sounding.® Of course it appears from two of Mammata’s
subsequent s@fras  (viz. 99 and 100) that sweetness
(Madhurya) is generally co-existent with soft-sounding
letters and energy (Ojas) with high-sounding ones, but we
should remember that that is not the last word spoken by
him on this point. For, he himself has stated immediate-
ly afterwards ( in sztra 102 ) that letters (and for the
matter of that ) compounds and diction are sometimes
altered in order to suit the nature of (i) the speaker,
(i) the subject matter and (iii) the form of composition.
This shows, therefore, that when the letters are properly

. - e

9.  madhuradi-vyatyjaka-sukumaradi-varpanan -~ madhuradi-
w_yavaiu‘ira-[;mwytter aemadhuradi-vasarniganam varpanam sauku-
maryadi-matrena madhuryadi, madhuradirasopakarananan tesam
asaukumaryader * amadhuryadi ras:-paryanta~visrantapralitivan-
dhya vvavaharants (ps 464 1, 3-5). ‘

29
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selected they can, like the appearance of a man, only .
suggest a particular Gupa bubt on no account can the
Guna subsist in the letters entively. Later on (in s?itra
95 ). Mammata has told us that the Gunas may be spoken
of as subsisting in words and their meanings only indirect-
ly i. e. by taking recourse to a figurative use in the same
manner as human virtues have been attributed to the
body. It may be noted here that in all that has been
said above Mammata does not propound any strikingly
novel theory himself.  He simply explains by means of
a suitable analogy the main principles set forth by
Anandavardhana and specially Abhinavagupta.

Mammata next goes on to criticise two carlier views
on the respective position of Guna and Alamkara. The
first of these views is that there is absolutely no difference
between the Guna and the Alarmkara. Both these elements
ave inherent qualities of A@vya. Those who like to draw a
distinction between them - are led by merely a blind
tradition. Virtues like bravery may well be said to
subsist in a man by inherence samavaya-vyitya and
ornaments like necklace on his body by conjunction
(sainyogavrttya). But what is true in the case of luudkika
guna and alasekara is not so in the case of Kawyaguna
and Kavyalaimkara, both of which subsist by inherence
alone'®. It is not directly known what particular theorist
set forth the above views but, Manikyacandra (°samketa,
p. 187) and some other commentators of Kavyaprakada
hold that this was the argument advanced by Bhattodbha-
ta'’ in his Bhamahavivarana. Mammata himself, how-

10, samarvaya-vyttya Sauryadayal sanityogavyltya tu haradasa
itvastu gupalamkaragam Ohedali. ojah-prabhyinam annprasopa-
“maaingsi cobhayesam abi samavayavritya sthirtiv iti gaddalila
pravaheparvaisain bheda ifyabhidhanam asat. (K. P. p. 470. 11, 1-3).

‘1. We have no direct source for ascertaining the views of
Udbhata regarding the exact nature of the Gunas and Aluthkiras.

-
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ever, fully accepts the analogy of laukika  gune and
alainkira, as has been scen above.

The other view that Mammaia disproves is the one
held by Vamana who opines that the Gunas are sufficient
to produce poetie beauty whereas the Alamkaras heighten
the beauty thus produced (pp. 89-91, eh. VL) Mammata
argues'’ that if all the Gupas together be taken to

His main treatise, Bhamaha-vivarana (referred to in leghwvptti
on Kavyalammkara-sara-sathgraha, BEd, Banhatti. p. 14) is now lost,
In his Kavyalarhkara-sira-sarhgraha which now exists, he has told
us nothing regarding his views on Guna. DBut Indurdja, while
commenting on Udbhata's definition of the poetic figure
Kavyaliiga (vi, 7), brings in a curious discussion about Gunas
and Rasas. N. D. Banhatti (potes on Kavyilarhkara-sara-
sarhgraha, pp. 154-59) has already shown the unprofitable character
of this discussion inasmuch as it is hopeless attempt at reconciling
the views of Vamana with those of the Rasa-dhvani theorists,
Udbhata’s views can be gleaned only from second-hand sources,
e.g. Alarmkarasarvasva (p. 7) and Pratiparudra YoSobhiisana
with its commentary Ratnapana (p. 334, ed Trivedi). These show
that Udbhata maintained very slight distinction between Gunpa
and Alarhkara.  The former in  his opinion, belongs to samghatana
only, whereas the latter belongs to $abda and artha (udbhatadibkis
tu gupalaiiaranan piyasal sanyam eva stcilam, bz's(zyzz:ma‘/rm,z
bhedapratipadanat. seaimghtana-dharmatvena  S$abdartha-dharmatvena
cestelr. Alamkdrasarvasva, Joc cit.). The view quoted by Mammata,
however, makes absolutely no difference between the two elements,
Banhatti is probably right when he says that these views agree in
the main point, namely that, there is no essential difference between
the Guna and the Alarhkara in Udbhata’s theory of Poetry.

12, yad apyultain kavya-Sobhayah kartaro dharma gunas lad-
ati$aya-letevas  tralamkara it tadapi na yuklam yatal kim
samasiair gunaill /.’Z‘wj'a-:zv)-'mfalzm'a wla katipayaih. yadi samastaih
tat katham asamasta-gupa geudi pasicali co ritih  kavyasyatma.
atha katipavail tatah :

adrav atra pr. zzj;zlnlntyaomr ucaaz/z
prajyal prodyannullasatyesa dhiimaf |
' zt}um’awjah ;mbh'm‘zsu gunesu satsw kavya-wyavahdra-praptil

(pp. 471 72)
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account for poctry, as such, then the Gaudi and Pageali
Ritis (as aceepted by Vamana) cannot be regarded as the
essence of poetry because they are not marked by all
the Gunas. On the other hand, if the presence of only
one or two Gupas can produce the poetic charm, then a
purely unpoetical passage eg. one containing  gadha-
bandhatea has to be regarded as poetry.

Following the authors of the Dhvanyaloka, Mammata
enumerates and defines only three Gunas, namely,
Madhurya, Ojas and Prasada.

(1) Madhurya gladdens the heart by way of producing
a melting thereof. It resides ordinarily in érﬁgﬁra
(sambhoga), but it is also present in increasing
degrees in Karuna, Vipralambha drhgdra and
Santa Rasas®®.

(2) Ojas which leads to a glow in the form of an
expansion of the heart, resides generally in the
Vira Rasa and it is felt in increasing degrees in
Bibhatsa and Raudra Rasas’*.

(3) And lastly, Prasada is that quality which pervades
- the mind like fire among dry fuel or like a clear
stream of water. It is present ‘everywhere e,

in all Rasas and in all compositions®®. The

13, ahladakatvai madhurvyam §rv’zgz‘21'e druti-karagam |
faruge vipralambhe tacchante catisayanvitam |
. (s7itras go-g1, PP. 474-75).
14, dipzfyi’zhua-wz’stﬂer hetur ajo vira-rasa-sthiti 1 ‘
sibhatsaraudra-rasayos lasygdhikyam bramepa tu
‘ (sfitras 92-93, pp. 475-76).
15, Suskendhanagnivat svaccha-jala-vat sahasatva yah |
uyapnoty anyat prasado'san sarvatra t thita-sthitih |
‘ : | (sHitra 95, p. 477).
The analogy of clear water and of fire among dry fuel was
’ prqughf in ‘ﬁrst by Abhinava { Thag iti ‘.§u§ka-k22§_z‘hﬁgm'-(i_;r.g’tﬁnienﬁ—‘

i e
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crucial character of this Guna is its capacity for
bringing out clearly the sense of a passage as
soon as it is read~out® ©.

Mammata studies critically the ten Sabdagunas of
Vamana'® and limits them down to the three mentioned
above. e holds that some of the ten Gupas can very
well be included in these three (kecid antarbheantyesu),
some are considered to be merely absence of demerits
(dosa-tyagat pare $ritah) while others are positive demerits
in certain cases (anye bhajanti dosatvoin hutracit, sutra
96. p. 478). Thus, Vamana’s (1) él.esa {coalescence of
words) (2) Samadhi (adjustment of structural ascent and
descent) (3) Udarata (liveliness of the composition) and
(4) Prasida (looseness of structure mixed up with certain
cohesiveness)-—all come under the single quality Ojas
in the new theory. (5) Madhurya, which consists in
distinetness of words can, in a sense, be included under
the same Gupa in the new theory for it will be seen later
on that a diction, if it is to be favourable to the quality
of Madhurya, must either be free from compound words
(avrttih) or contain compounds of only medium length
(madhyavyttir va) (6) Arthavyakti or explicitness of sense
comes under ‘Lucidity’. (7) Samatd, which consists in

kalusodaka-dystanlena ca tad aklusyam prasannaivai nama sarva-
rasandin. gupak...... %locana, p, 82, 11. 7-8) Bharata, of course;
mentioned in a different context (VII, 7, K, M. T.) the first anmlogv
met with i qx Mammata's text,

16,  $ruti-matrena Sabdat tu ye;wrtha-pmt{ya_yo bhavet |

sadharanal samagranam sa prasado guno matal |
(stitra 101, p. 468).

17. It ought to be noted that Mammata never mentions
Vamana by name in connection with his treatment of the Gunas
but the definitions of the ten Gunas {each of s2dde and artha) .
scrutinised by him leave no room for doubt that he is referring to
the treatment of Vamana,
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a uniformity of diction, is sometimes a positive defect.
And lastly (8) Saukumarya and (9) Kanti which consist in
freedom from harshness and  rviehness of words (/..
avoidance of the commonplace) respectively are, really
speaking, the negations of the technical defects, Kastatva
and Gramyatva (¢pf7 on s@ifra 96, p. 479).  (10) Vamana’s
Ojas is of course included under Mammata’s Guna of the

same name.

Mammata then explains away the so-called artha-
gupas of Vamana. In his opinion Vamana’s artha-guna
(1) Ojas, defined as boldness in the expression of ideas,
is nothing but a strikingness of ntterance and as such it
is not a Guna at all.  K@eya can well exist without such
strikingness, wulkfivaicitrye itself being the opposite of
the technical Doga, Anavikrtatva, Vamana’s (2) Madhurya
need not be enumerated as a positive excellence. His
(3) Prasida, which involves mention of what is absolutely
necessary, is only the opposite of Adhika-padatva Dosa.
Similarly, his (4) Saukumarya and (5) Udarata are merely
the negations of Amangalalila and Gramyatva Dosas
respectively. Commingling of 1doqs (ghatana) is only a
strikingness and so (6) Vamana’s blew stands outside the
range of excellences (7) Prakramabheda is merely a
dogiiblive, hence his Samata is not a Guna.  (8) Samadhi,
which consists in comprehending the meaning of a poem
(as being original or borrowed), cannot be regarded. as a
special Gupa. A composition cannot certainly be regarded
as poetry at all unless the reader understands the: meaning
of it and ascertains whether it is original or borrowed.
Then again, Vamana’s (9) Arthavyakti, characterised as
vastu-svabhiiva-sphutatva, comes under Mammata’s poetic
figure Svabhavokti and his (1) Kanti, defined as dipta-
rasatea, is included under Rasadhvani cither predominant
or subordinate (epfti on siitra 96, pp. 481- 35).  Thus it is
shown that Gunas that pert‘un to the sense in the -opinion
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of Viimana, ought not to be mentioned separately (fena
narthaguna cacydl...sitra 97, p. 483). . ’
Fach of the three Gunas accepted in the new theory
is produced (or suggested) by a particular arrangement
of letters (rarpa), compounds (swmasa) and  style of
composition ~ (racana). Thus, (1) all spara letters or
(mutes from k to m2) cxcepting the letters of the fu-vargu
combined with the last letter of their respective varya,
(ii) the consonants 7 and 2 with short vowels, (iii) absence
of compounds or presence of short compounds and (iv)
soft diction...these ave specially favourable for the quality
of Madhurya.'” Similarly (i) compound consonaiits
formed by the combination of the fivst and third letters
of a varga with the letters immediately following them
(7.c. with the second and fourth letters respectively) (ii)
as also those formed by any sort of combination with »
(iii) combination of similar letters (iv) all the letters of

the fa-varga excepting »  (which is favourable for

Madhurya), (v) palatal and cerebral sibilants {(vi) long
compounds and (vii) bombastic style...these are suggestive
of the quality Ojas.'®  No particular letters or compounds
have been fixed for the Guna, Prasida. Any letter or
compound may be emploved herein - provided that
perspicuity, which is the sine qua non of this Guna, is
not lost. Those that are detrimental to it ought to be
rigorously abandoned.

It will be interesting to note that, while Mammata does
not admit Riti as a separate element of poetry, although he
does not altogether leave out of consideration the question

18, minrdhni vargantyagah sparsa atavarga rapau laghti |
avyttir madhya=vpttiv va madhur ye ghatana tatha |
' ( stitra 99, p. 484 )
19, voga adya=-tytiyabhyan anlyayo, repa tulyayoh
i tadih, Sasan, vytti-dairghyan, gu;)zphnﬁ uddhata ojasi |
) ( s#tra 100, p. 485, see also the wpui)
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of structure or diction. This has been covered by his
conception of Vrtti, which comes in course of his
treatment of the Sabdalaimkare Anuprisa in ch. IX, Vrtti
has been defined as that function of some fixed letters
which (comes within the province of 7.¢.) remains subor-
dinate to Rasa (niyata-varpa-gato rasa-visayo vyapardh...
it on sztra 105, p. 493). Mammata enumerates and
defines  three different Vittis, namely, (1) Upanagarika,
(2) Parusa and (3) Komald or Gramya and remarks that
these three Vrttis have been called Vaidarbhi, Gaudi and
Patieali  Ritis  respectively by some earlier theorists
ike Vamana.?® The diction which is characterised
by letters suggestive of Madhurya is called Upanagarika
(- madhuwrya-vyaigakaer varparr wupanagarikocyate. .. stitra
108, p. 497 ); that which is characterised by letters
suggestive of Ojas is known as Parusa ( ojeh-prakasa-
kais tais b parusa.. s@ira 109, loc. eit ) and that charac-
terised by letters other than those mentioned above is
Komala or Gramya ( komala paraih...sutra 110 loe. cit.).
Mammata has no doubt been considerably influenced
by Udbhata in respect of his nomenclature and definition
of individual Vrttis but they view this poetic factor
from different angles. Udbhata looks upon the Vrtti
as a definite arrangement of letters,®* which may impart

20, kesaficid etd vaidarbhi-pramulha vitayo matah
(s#tre 111, p. 498 ).
etas lsro uvplttavelh vamanadingm male ovaidarbhi-
gaudi~paticalvakhys vitayo matal.
(optti on the above).
21, Sasabhyam repha-samyogais ta~vargena ca yojita |
parusa nama vyttih syat hla-hva-hyadyeiSca samyuta |
svaripa-sanyoga=yutam mardhni vargantya-yogibhil |
sparSaiv yuiam ca manyante upanigarikam budhak |
Sesair varpair yatha-yogai kathitam komalakhyaya |
gramyan vpttin prasaisanti h‘ivye.gﬂi’zdg'tn-budhiza_j/ah i
(Kavyalarmkara~sara-sargraha i, 4-6 ).

.
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poetic  charm on its own account and which is not
theoretically related to any other poetic element.?’a
Mammata’s Vrtti, on the other hand, is a definite
arrangement of letters, no doubt, but it cannot produce
the poetic charm on its own account because it has
explicitly been said to be a rase-visaye vyapara. It is
true that Mammata’s Vrttis have not been definitely
mentioned to be connected direetly with the Rasa. They
are determined primarily by thejr capacity for sugges-
ting  particular Gunas. But since the Gupas reside in
Rasa, the Vryttis may be taken to be subscrvient to
Rasa  through indirect association or parampara-
sambandha. This would remind us of Dhvanikara’s
Sarhghatana, which has been characterised as manifesting
Rasa through the Gunas (VIII A, pp. 214-6 above).- But in
spite of their apparently similar nature, we should not
identify ~Dhvanikara’s Sammghatana with Mammata’s
Vrttis. We must note that Anandavardhana does not
fix a particular Saighatana for a particular Guna, while
Mammata defines each of his Vrttis in terms of a
particular Guna.  Anandavardhana’s Samghatana is
determined by the absence or presence of compound
words whereas in Mammata’s treatment of Vriti the
question of compound words is not at all touched upon
but the presence of particular letters suggesting parti-
cular Gunas is discussed. We must also note that the
sphere of Mammata’s ghatana or gumpha ( sutras 99-
100 ) is wider than that of Dhvanikara’s Sarhghatana.

21a, This.is what we can gatherfrom the Kavy3alamkarasira-
sathgraha, ~ Whether Udbhata, who 1is also known to have
commented on the Natyasastra (where the Natyavrttis e g, kaigiki,
Sattvati are connected asa. matter of course with Rasa), was
influenced in nomenclature as well as in conception to a certain
extent by Bharata’s view is a question that can not be  answered
in the absence of the commentary referred to. '

30
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, The respective position of the concepts of Riti and
Gupa came to be finally settled by the authors of the
Dhvanyaloka on the basis of the part they play towards
helping the realisation of the underlying soul of poetic
sentiment and not as an external element belonging to
$abda and artha. Mammata, in his attempt to establish
a clear-cut scheme of poetics, accepted the views and
principles of the Dhvanikara and Anandavardbana, but
he thought it necessary to examine critically and refute
the Riti-Guna theory of the early writers before estab-
lishing his own. Later post-dhvani writers generally
claborated the teachings of the new school, taking
Mammata asa type. Some of them curiously adhered to
the teachings of the predhvani schools.”*

22. The older Vagbhata follows Rudrata in classifying Ritis
in terms of compound words (Vagbhatalarmkara, 1V, 150-51).
Properly speaking, there are two Ritis, viz., (1) Vaidarbhi, when
the letters are not compounded and (2) Gaudi, when they are
compounded. The types Paficali and Latiya are not recognised
by commentators as being set forth by Vagbhata (fn on p. 61, op.
cit.) although these two Ritis are actually found in the text (1V,150)
defined exactly after Rudrata, Gupas and Rasas have absolutely
no part to play in the older *Vagbhata's Ritis. Ten Gunas are
enumerated. They generally correspond in nature to the . $zbda~
guygas of Vamana excepting (1) Madhurya which is defined as
savasartha-padatva (iii, 152) and (2) ‘Samadhi (iii 11) which bears the
character of Dandin’s Guna of the same name,. Vidyanatha defines
Ritias guzz%lz',e_ta-padasamgha_tam’z(Pratiparudra@, Kav yaprakai’ai;xa,
- p. 63) which is akin to the old definition given by Vamana, He
defines Gaudiya Riti in relation to Gunas (o7 ab-kanti-gunopeta...
op, cit. p.65). - But curiously enough his Vaidarbhi is not defined
" interms.of the Gunpas, This is marked by an absence of (1) harsh
 struowure (bandha-parusya), (2) difficult words (§abda-+athinya) and
(3) long compounds (atidirgha-samdsa...op. Cit. p. 64). His Pafcall
ess the characteristics of both Vaidarbhiand Gaudi (ubhayatmika
. 66);  We have already seen (V1I B. pp. 158-9 above)
follo scheme of Bhoja’s twenty four Gupas.,
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Hemecandra follows Mammata closely in (i) his
conception and execution of the Gunas, (ii) his non-
acceptance of Riti as a separate poetic elements and
(iii) his enumeration and characterisation of the Vrttis. He
defines the three Gunas after Mammata...(1) Madhurya,
as the cause of a melting of the heart (druti-hetuh...
Kavyanuéasana p. 201), (2) Ojas, as the cause of its
expansion (dipti-hetuh...op. cit. p. 202) and (3) Prasada
as the cause of pervasion (vik@Sa-hetuh...op. cit. p. 208) ;
but he differs from the latter in holding that a greater
degree of Madhurya exists in the different Rasas in the
order - Sambhoga, Santa, Karuna - and Vipralambha
(p. 201). The letters and compounds that suggest these
Gunpas are in his opinion, the same as those discussed
by Mammata. ‘

Vidyadhara enumerates and defines three Ritis after
Vamana ( Ekavali V, 9-12, pp. 149-50 ) remarking that
Avantika and other Ritis are not separately mentioned
in view of the fact that they. constitute special cases
only by the admixture (s@skarya) of the three orthodox
Ritis ( op. cit. V, 13, p. 150 ). He accepts and defines
three Gunas and explains away the daeSe-guna theory
of the Riti school after the manner of Mammata ( V, 7-8,
p- 48 ). But although Vidyadhara accepts only three
Gupas and does not admit Kanti as a separate Guna,
it is strange that he defines Paficali and Gaudi Ritis
in terms of Kanti (along with Ojas in V, 11-12, pp.
149-50) R :

" The younger Vagbhata adheres to the daSa-guna
theory of the Riti school but he defines Madhurya, Ojas
and Prasada in the light of the definitions given in
the Dhvani school?® and classifies his Ritis on the basis

23. (i) yatranandam amandar mano drvavati, tan madhur-
" yam. Syhgara-Santa-karunesu kramenadhikyam.
(Kavyanugasana ch. 11, p. 30).
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thereof, His Samadhi (p.30) is the same as that of
Dandin and each of the remaining six of his Gunas
(pp. 29-30) partakes of the nature of the corresponding
Sabda-guna of Vimana. When he accepted #n foto the
character of all the three Gupas of the Dhvani theorists,
it is really strange that he ignored the latter’s eriticism
of the earlier daSa-guna theory, but kept the number
intact instead. This proves that these minor writers
were never great theorists and so it is idle to expect
always a systematic treatment at their hands.

The younger Viagbhata has assigned a place to the
- Ritis in his system—Ritis conceived in relation to Gunas
as well as special letters, structures and compounds.
The Ritis are enumerated as three—Vaidarbhi, Gaudiya
and Paficali which possess respectively the Gunas,
Madhurya, Ojas and Prasada and each of which is
composed of a special structure.’* It is interesting to
note in this connection that the younger Vagbhata
was not the first writer in the Postdhvani period to
bring in the idea of Riti in his scheme of poetry. We
have already seen that Mammata was not much for

(ii) diptihetur  ojah. wira-bibhatsa-raudresu kramena
visesato ramyam, (ibid).

(iiiy shagity artharpapena ceto-vikaSa-janakak  sarva-
‘vasa~racandtmakal prasadah. (p. 31).

24, () madhurya-gupopayukta vaidarbhi vitih. asyam ca
prayena(1) komalo bandhah (2) asamasah (3)ta~varga-
rahita nijapaficamakrints vargah (4) rapau hra-
svantaritau ca prayoyan. (p. 31).

- (ii) ojo-gunayukta goudiya vitih. asyam ca (1) ban-

‘ dhauddhatyam (2) saemasa-daivghyamn (3) sarmyukia-
‘warpatvatn  (4)  prathama-triiyakvantiuw  dvitiya-
caturthau yuktau (5) rephas ca karyah. (lbid).

(ili) prasada-guna-yukta parcali. atva suslisto bandhah
prasiddhani ca padani, = (Ibid),
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admitting Riti as a separate poetic element (p. 231 above.
It was his commentator, Candidasa, who was perhaps
the first among the followers of the Dhvani theory to
devote some- attention towards a separate treatment of
this - element. Although he remarks that Ritis are
nothing more than particular arrangement of letters
which need not have any technical name because they
have no peculiar characteristics®®, he himself offers a
separate definition of each of the three Ritis ( referred
to by Mammata ) in terms of a particular Gupa and a
special structure of composition®®.

Viévanatha follows, in the main, the teachings of
Mammata (and sometimes the latter’s commentator
Candidasa, whom he introduces to us as the younger
brother of his grand-father )*’. In the first chapter

25. ‘efd eveti...tasaca Sabdavinyastpythagripatvat. vinyasa-
matre ca natiSayini vilaksananamayogal,
(K. I, dipika, fol, 120a, India Office ms.)

26. prasada-vyaFijaka-tomala-praya-varnamayi - vaidarbhi.

ojovyarijaka-parusap: aya-varpamayi giudsi. madhurya-
vyanjaka-masyna-praya-varnamayi parcali, - (Ibid)

27. - asmat-pitamaehanija-kavipanditamuklya-Sricandidasa-
padanam---...S. D. P. 506. vptts on Kar 6o1.

Visvanatha's indebtedness to Candidasa is clearly seen in
several places of the latter’s Odipikda. The most important -
instance is Vi§vanitha’s definition of poetry as well as the manner
of his criticism . of Mammata’s  definition. - Visvanatha’s definition
vakyar rasatmakai kavyam (kar. 3..p. 19) is only another form of
Candidasa’s remark......asvadajivatul  pada-sandavbhah = kawyam
(°dipika, ed. S. P. Bhattacharyya. p.13), Besides, the folluwing
lines of Candidasa will show to what extent ViSvanitha had drawn
upon him when he established his definition of poetry by over-
throwing the one given by Mammata. Says candidisa “.........
dosa-taratamynccasvadadbhava-taratamyam, na tu kavyatva-hanik,
tesam sarvatra wyBpakatvat. gunascasvida-Sarivantaygatd eva,
na tu $abdartha~racans-dharma iti. ye tvadosav iti laksapamsam,
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of his work he has explained poetry (strictly the
different poetic elements, ¢¢x., Rasa, Guna, Dosa, Riti
and Alamkara ) in analogy with a human being ( cf.
his remarks in fn. 2. p. 219 above ! He is the
only post-dhvani writer who has given a systematic
treatment to the Ritis in relation to Rasa and Gupa
and in so doing he is evidently indebted to Mammata
and Candidasa. His definition of Riti shows that it is
a suitable arrangement of words (more strictly of letters)
which directly adorns the body of poetry and ultimately
helps the realisation of Rasas and the like®*® just as
a proper adjustment of the different limbs of a man
directly beautifies his body as a whole and indirectly
his soul. Four different Ritis have been mentioned
and defined. They are (1) Vaidarbhi (2) Gaudi (3) Pax-
cali and (4) Latika, the last being added to the orthodox
enumeration. They clearly comprise in their wide
sphere Mammata’s conception of (1) the Vrttis and
(2) ghatana or gumpha (special structures that suggest
particular Gunas). In Mammata’s Vrtti which constituted
only a particular aspect of the verbal figure alliteration
(Anuprasa), it was not possible for him to deal with
anything beyond an arrangement of leffers. But since
Viévanatha admitted Riti as a separate poetic element,
he could conceive of it from a much broader point of
view, including therein everything that can be meant
by the expression ‘structure of words’, vix., the arrange-
ment of letters, the use of compounds and the total

(K. P, siitra 1. p.13) icchants flesam havyalvarm nirvisayam
atyanta-pravirala-visayam va syad, wktad eva nyayat. yas tu
. vasadi-hine'pi kvacana  kavya-vyapadeSah sa  bandhadi-samyad
gauna eva. (o, cit. Compare this with Visvanatha's »z# on
‘pp. 11.and 18.)

28. padasamighatana vitir anga-sarmstha viSesavat upakartvi
. zasadinam......ch. BX.  Kar 624. p. 526.
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effect which these impart to the structure as a whole.
Thus, his Vaidarbhi contains (1) either absence of
compounds or presence of only short compounds, (2) letters
suggestive of the quality of Madhurya which serve
to make the nature of the composition sweet and
tender®®. And since this Riti is related directly with
¥ the M&dhurya Guna®®, it ultimately helps the manifesta-
b tion of bmgara (both Sambhoga and lemlambha
varieties), Karuna and Santa Rasas in which that Guna
resides in different degrees (VIII, Kar. 607. p. 512).
Similarly, his Gaudi is marked by (1) long compounds
and (2) letters suggesting the quality of Ojas which
, lend to the structure of composition gaudiness or
‘ - grandiloquence®*. This Riti is specially favourable
1 for Vira, Bibhatsa and Raudra Rasas in which Ojas
resiles in increasing degrees (VIIL, Kar. 609. cd, p. 513).
His Paflcali is composed of (1) letters other than those
used in Vaidarbhi and Gaudi Ritis and (2) compounds
of some five or six words®®. Viévanatha has not

R

29. madhurya~yyutijakair varpair vacand lalilatmika | .
‘avyttiv alpa~vyttir va vaidarbhi vitly isvalen -, .. . e

% J ST SIDGVIK, Kar.6z6, p. 526.

30, It ought to be noted in this connection that Capdidasa
defined the Ritis Vaidarbhi, Gaudi and Paficili in terms of the
Gupas Prasada, Ojas and Madhurya respectively, Viévanitha's
characterisation of the Ritis approaches that of the younger

i Vagbhata (P. 236 above).

‘31, Ojak-prakasakair varnair. bandha adambarahjzunah |
samasa-bahula goudiii.. e, i

op cit. 1X, Kar 627 P 527.

: 32, e 'zmrnmh Sesaih punar a’z/a_yoh I
sama‘ta.panca sa=pado bcmd/mh Pa calika mata .

Op. cit, IX Kar 628, pp. 527428" 2
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explicitly determined the nature of the composition in
this Riti, but the verse :—
madhurayi madhw-bodhita-madhavi-
madhu-samyddhi-samedhita-medhoya |
madhulkaranganayd nachur-unmada-

dhvanibhria ')zz',b]zg'tdk._samzn wjjage !
(Sisupalavadha VI, 20)

which he cites (p. 528) as its illustration, shows that
it has generally a tender effect on the mind of the
reader and as such it partly partakes of the nature of
the Vaidarbhi Riti. It should be observed in this
connection that Viévanitha’s quotations from the earlier
writers like Rudrata and Bhoja in connection with his
Vaidarbhi and Paficali Ritis respectively appear to be
quite out of place. Instead of supporting his own
position these quotations display a bit of his uncritical
nature for they present a poetic ideal altogether different
from the tradition which he is following®®. If it is
argued, that he has presented the earlier writers’
view-points in contrast to his own (as his use -of the
particle tw in bhojas tu, rudratas tu would imply), why
should he specifically select these two writers (along
with Purusottama whom he cites in connection with
Gaudi) specially when they were not known to have been
theorists of any remarkable order? Viévanatha’s

3k3. He quotes the following verse under the name of
Rudrata (vudvatas tvaha) but curiously enough, it is not traceable
in the Kavyalamhkara of that author : ;

asamastatka-samasta yukia dasabhir g unaisca vaidarbhi |
varga-dwitiya-bahulﬁ_svalpaprayak._éarii ca subidheya |
: Op. cit. p. 527.
Bhoja’s definition of Paiicili, as we have already seen (ch.
VII B. P. 156 above), involves infer aliz the Gunas Sukumira
which Viévanatha himself has explained away after the manner

.of Mammata,
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Lati Riti, defined as that which possesses the characteris-
tics of both Vaidarbhi and Paficali®*, appears to
have been practically an unnecessary addition, for, if
this is accepted as a separate Riti, one may equally
expect two other new types, standing midway between
the Ritis (1) Vaidarbhi and Gaudi and (2) Gaudi and
Paficali.

It is worthy of note that just like Mammata, Vidvanatha
sanctions a change in the fixed nature of composition
( shown above) in accordance with its suitability to the
nature of (1) the speaker, (2) the person spoken to and
(3) the theme of discourse ( kvacit tu vaktradyaucityad
anyatha racanadayah...... IX, Kar 630. p. 530). For
instance, it has been seen above that Ojas resides in
Raudra Rasa and long compounds as well as bombastic
style are favourable for Ojas. But still these should
be abandoned in a drama ( where even this Rasa is
depicted ) lest they hinder, in any way, the production of
the dramatic effect ( natakadon raudrepyabhinaya-pra-
tikalatrena  na  dirgha-samasadayah...ortti.  p. 530 ).
Similarly, soft letters should not be used (even) in
éx‘flgz‘n‘a Rasa  when that is being depicted in an
akhyayika (evam akhyayikayain Srigarepi na Mmasypa-
varnadayal (ibid ). For, this kind of work possesses
some amount of historical interest and consequently the
grand effect of the subject-matter must be preserved
by all means. It is needless to mention that in
prescribing the above rules for a change in the
stereotyped - nature of the structure of composition
Viévanatha is indebted directly to Mammata and indirectly
to Anandavardhana.

If we analyse our study of Mammata’s treatment of
the Gunas, it will be seen that we have discussed the

34. ' latt tu vitir vaidar bhi-paTicalyor antava sthila |
: op. cit. 1X, Kar 629. p. 528,

31
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question under four broad heads, viz, his (1) samanya-
laksana, (2) his viSesa-laksana, (3) his criticism (3a) of
the treatment of carlier writers regarding the general
position of Guna and Alamkara as well as (3b) of the
daSa-guna theory of Vamana, and lastly (4) his ascertain-
ment of special structures of composition in relation to
particular Gunas. Viévanatha, however, does not touch
upon the question of earlier writers’ views on the respective
position of Guna and Alaibkira. Otherwise he has been
an out-and-out follower of Mammata in respect of the
main principles involved in the last two points mentioned
above. Thus, he has proceeded on the same line of argu-
ments and has generally expressed the same ideas in his
own way. He has explained away Vamana’s artha-gunas
and has resolved his §abda-gunas into the three new Gunas
exactly after the manner of Mammata. He has some-
times converted the wrifi portions of the K. P. into
kartka forms in his own work : ** but hardly has he
given us any novelty of treatment regarding the two
points just spoken of.

And so far as the first of the above four points
(i.c. general definition or s@manya laksana of Guna)

35. To witness one or two specific instances, we may just
compare Vi§vanatha's Karikas :
Slesah samadhiv andaryam prasida iti ye punakh |
gunas civantanaty ukta ojasy antarbhavanti te |
madhurya-vyasijakatvam yad asamasasya varnitan |
prihat-padatvam madhuryam tenaivangikytam punah |
artha-vyakteh prasadakhya-gunenaiva pavigrahak |
. ( 8.D. VIII, Kars 614-16, pp. 515-18 ).
with Mammata's vptti
bahtinam api padavam ekavad-bhasanatma yah Slesak, yasScaroha-
varohakrama-vapah samadhih, ya ca vikatatva-laksapodarata,
yascaufomiSrita Saithilyatma prasadah, tesam ojasy antarbhavah.
prihak-padatvarapan  madhuryan,  bhangya  saksad upattam.
prasadenarthavyakitiv gyhita........... (on sitra 96, p. 476 ).
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is concerned, Viévanatha does not appear to have been so
explicit as Mammaga and to have analysed its nature
and scope as the later writer Govinda (pp. 281-82) has
done. He characterises Guna as merely a virtue of
Rasa, the aiigi artha, just as heroism ete. are of the
human soul.’® But he does not think it to be necessary
to explain the nature of the association between Guna
and Rasa.

This is probably more than made up in his definition of
the individual Gunas (viSesa-laksane) where he has thought
fit to differ from his master Mammata. While the latter
understands the Guna to be a cause of the mental condition
involved in the realisation of the Rasa in which the
Guna in question resides ( fn. 13-14. p. 228 above,) the
former suports Abhinava (p. 206 above) and boldly lays
down that the Guna is identical with the mental condition
and not the cause thereof.®”  He explains away
Mammata’s  sutra madhuryain  druti-kdranem by
remarking that the melting of the heart cannot be
regarded as an effect of Madhurya because it has got no
separate existence except in the aesthetic bliss®® in the

36. rasasyangitvam aptasya dhavmaly Sauryadayo yatha
guna madhuryam ojo'tha prasada iti te tvidha |
( 8.D. Kar, 604-5 pp. 510-11)
37. citta-dravibhava-mayo hiagdo madhuryam ucyate
’ (op. cit. Kar. 606 p. 511)
oja$ cittasya vistava-viipamn diptatvam ucyate
' ( Kar. 609 p. 513 ).
38.  yai tu kenacid uktam ‘madhuryain druti-karagam’ it tanna.
i dravibh@vasyasvadasvarapakladabhinnatvena tat-karya-
tvabhavat cevene(Vrtti 0n Kar, 606 p. 511),
It ought to be noted that here too ViSvanitha has been
considerably influenced by the teachings .of :Candiddasa who,
while commenting upon Mammata’s definition. of Madhurya,
remarked ;—drutikaranam iti lyut-pratyayah bandhadisahakarifva-




244 CONCEPTS OF RITI AND GUNA

form of a mental relish. The realisation of Rasa is
possible only through and inthe form of ( a mental
condition like ) the melting of the heart, so that it is
absolutely idle to try to feel the existence of the cittavrtti
(dravibhiva), the Guna and the Rasa separately. We
have already explained this point of view in detail
(pp. 206-8 above ) and need not dilate upon it here
anew. ViSvanatha’s subtle power of poetic realisation
prompted him readily to appreciate the view-point of
Abhinava and following the wake of Candidasa to do.
away with any artificial distinction between the eittavrtic
and the Guna.

C
JAGANNATHA.

Jagannatha has never been explicit upon the point as
to what position exactly he assigns to the Gunas in his
theory of Poetry but he has left his views to be inferred
by the student of the Sastra from a study of his treatment
which is, as we shall see later on, mostly an attempt at
harmonising the teachings of the old school with those
of the new. Jagannatha’s treatment of the Gunas proper
as well as of the structures favourable for and detrimental
to them extends over a considerable length (Rasaganga-
dhara, pp. 53-74) and throughout this one would apparently
mark in him a tendency towards avoiding the question
as to the views of what school of opinion he isreally
subscribing to. Thus, his remarks at the very beginning

prakatanaparak.  laksapantu . citte-dravibhava-may:  @hlado k

- madhuryam ityeva.  na tu kdrapai hetur iti yyakhyanan jyayah.
mmbhamsyiisvada—szmrupa}zludabhz9matumﬁtat/ciim/atwul.. PR W
5 lndxa Qfﬁce Manuscmpt, fol. uz a-b, )
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of his treatment of the Gunas (rasesu coztesu wnigaditesu
madhuryaujah-prasadakhyains trin gupan ahuh, p. 53)
would probably lead one to understand that he is adhering
to the teachings of the early Dhvani theorists. But
shortly after, when he proceeds to deal with the question
of the substrata of the Gunas, one certainly considers. him
to be leaning towards the views of the Riti school. ‘

We have seen that the theory of Guna as conceived
by the authors of the Dhvanyiloka was developed further
on the same line by Mammata. His views were accepted
with slight or no modification by almost all the later
writers till the advent of Jagannatha who was the first
(and indeed the last) to raise his finger against this
unqualified acceptance. While Jagannith does not totally
reject the position of the Dhvanikara that the Gunas
belong to Rasa, his main objection against the theory of
his predecessors of the Dhvani school is that the Gupas do
not belong exclusively to the Rasas but they belong to the
word and its sense as well—not secondarily but primarily—
a view which bears adequate testimony to the influence’
which the teachings of the school of Vimana worked
upon Jagannatha. Next he proceeds to discuss the twenty
Gunas of Vamana within the remarks jarattaras tu (p.
55)uun.. ityahuh (p. 62) with his own views here and there,,
and immediately after that he ecriticises these Gunas:
exactly after Mammata beginning with apare tu......na
tavatah svtkurvanti (p. 62=others do not admit so many
Gunas) and ending this criticism with “atas traye eva
guna ite mammatabhattadayah (p. 64). Last of all he
takes up the question of the word-structures (pp. 64-73) in -
which he displays unmistakable traces of the - influence of
the Dhvani theorists.  We shall dlSOl]SS these as far as‘
necessary in their proper places.

It is interesting to note that Jagannatha has not «nven
us any general deﬁnmon of Guna nor has he aceeptcd the ,
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one given by the early Dhvani theorists but he has
presented the character involved in the latter’s individual
Gunas in such a way that it appears to constitute some-
what like a genecral definition® in his treatment. The
early Dhvani theorists’ definition of Guna, as we have
already seen, implies that (1) Gunas are (primarily) the
properties of Rasa, (2) they reside invariably in Rasa and
as such (3) they help the manifestation of Rasa ; and the
question of the production of some mental conditions
through or by the Gunas comes in their treatment after-
wards, as vifesa laksana, in connection with the individual
Gunas. But Jagannatha has observed the fundamental
character (vix, the production of one or other mental
condition) underlying these individual Gunas and appears
to have utilised it in connection with the Doctrine of Guna
in general so as to assign a definite independent character
to that element.? In other words, he judges Guna

1. Jagannitha’s remarks in this connection are interesting
though not explicit :—evask tarki drutyadi-citiavyiti-proyojakatvam,
prayojakatasambandhena drutyadikam eva v madhuryadiiam asiv’,
(p. 55.) It will be seen that he has not expressly stated “drutyadin
ciltavytliprayojakatvain  gupak” and as such his remarks noted
above cannot, strictly speaking, be looked upon as a definition of
the element. But his very attempt at characterising all the Gunas
together, instead of defining them separately like the earlier
Dhvani theorists, gives the student sufficient indications to under-
stand that it was his intention to incorporate in the above remarks
the fundamental character of the element itself,

2.. This is, in a sense, an advance made upon the treatment
of his predecessors whose Doctrine of Guna, having no separate
existence excepting in Rasa, does not naturally bring a definite
idea as to its own character, for, when it is remarked that a quality

_belongs to some known factor (e.g. Rasa here) or is a dkarma of iyt,'
nothing is thereby said so as to give one a clear and definite idea
of the quality itself. We should remember, in this connection, that
towards this advancement Jagannatha had not to explore any
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fundamentally in terms of the mental condition: it
produces and when this is admitted, the fact, as to
which factor the Guna belongs to, does not present much
difficulty. Jagannatha appears to solve it from a more
or less common-sense point of view even if this is really a
matter of individual experience and opinion. If Guna
is understood to be an element having the capacity
for producing some mental condition, Jagannatha cannot
maintain that that capacity is restricted to Rasa alone ;
but, on the other hand, he appears to hold that even the
external aspects of poetry, namely, the word and its  sense
and the composition as a whole may equally possess that
capacity® and as such, he refuses to accept the position of

appreciably new field of thought nor had he any new materials to
utilise, but he had only to present the sel-fsame treatment of his'
predecessors in a different way .ap_plying his remarks (noted in fn, 1y
as much to the individual Gunas as to the element itself and these
remarks at once satisfy the samanya—as well as the msesa-/a/}sana‘
of Guna as an element of poetry. i

3. Prayojakatvain  cadpstadi-vilaksanam' — Sabdartha-vasa-
racant-galam eva grakyan (p. 55). Note ad_rg.z‘au’i-vilaé._s‘azzam'
where under adi Nagesa includes kala and possibly desg and such
other factors, This appears to imply that even in ordinary life—
apart from the sphere of poetry—particular circumstances give rise
to mental conditions like druti etc. For instance, some people are
extremely sentimental by nature and they are very easily moved ;
similarly when a man reaches a particular place, he may burst into
tears if the place is associated with some  sad remembrances. But
we are not concerned with the above circumstances. Note also
the' spirit of harmony with which Jagannatha read the views not
only of the different schools of thought (¢, g. the Riti school and
the Dhvani school) but also of the different writers of the Dhvani
school itself. This spirit is clearly traceable in two cases, firstly’
with vegard to the question of the factor to which Guna belongs,
and secondly with regard to the relationship between the Gupas’
and the mental conditions with ‘which they are associated, We'
have seen (p. 228, fn, 13) that Mammata takes the Guna to be the
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the early Dhvani theorists that one has to take recourse to
upacira(secondary or extended use) when one says that
Guna belongs to Sabde and its artha or is a dharma

cause of the cittavytti, while Vidvandtha, who is anticipated by
Abhinava, identifies the Guna with the citzavptli (p. 243 above),
Jaganndtha (p. 54) generally accepts the position of Mammata n
when he conceives of the relationship of prayegiya and prayojaka i
between the cittavyitis and the Gupas but his difference with the ‘
treatment of Mammata appears to lie in the fact that while the
latter's Guna produces the ciflavyiti only on account of Rasa in
which it always resides, the former's Gupa can produce the
cittavyiti even on its own account z.e. quite independently of Rasa
in.which it does not invariably reside, The spirit of harmony
is also patent from Jaganndtha’s remarks later on (quoted in fn. 1)
where he first takes the Guna to possess the capacity for producing
the citfavyiti and then identifies the one with the other. Now,
when Guna is. ciltavpti-prayojaka ‘it may veside in Sabda, artha
and racana, and this is explained by the fact that the reader’s
mind undergoes the process of melting, expansion etc. on the
perusal of the composition as a whole or of the word and its sense,
Thus, Sabda, artha and racana, which are some external factors
responsible for the production of particular mental conditions of
the Teader, are said to-be cilttavptti-prayojaka or Oprayojakatva
may by said to reside in them. But when the Gupa is identified
with  the cittauptti, it must reside only in Rasa because a
cillavpiti cannot reside in $adda, artha or racana (and Jagan-
nitha fights shy even to take recourse to wpacara). And
contrarily, when Guna resides in Rasa, it is not possible to
conceive of the relationship of prayojya and prayojaka between
the cittravyisi and the Guna because both merge their - individuality
in that state of aesthetic bliss and consequently one has to be
identified ‘with the other. The production of drusi and the
fapprehension of the aesthetic bliss take place simultaneously.
So .it is that the Guna is generally citfavyiti-proyojaka but in the.
of Rasa it is ¢itlavpilir eva, for here the relationship of -
and effect disappears and this will also be justified by
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of them.” = It will appear, therefore, that Jagannitha lays
no mean emphasis upon the structural beauty of compo-
sition : and this will also be justified by his very
elaborate treatment, with copious illustrations, of struc-
tures specially favourable for particular Gupas ( tai-
tadguna-vyaiijanaksama nirmdtih p. 66) as well as the
defects which are detrimental to structural beauty. These
extend over a great length (pp. 64-74) in Jagannitha’s
treatment, but it is not necessary for us to study them in
detail in this connection. ‘

From what has been said above, it will not be
difficult to ascertain Jagannitha’s attitude towards the
question of the relationship between Rasa and Guna.
Naturally, he cannot regard Guna to be the inherent
property of Rasa alone (rasamatra-dharma). But his
arguments in support of this position are interesting not
only because they are mixed up with his knowledge of
philosophical technicalities but also because they appear
to afford a fine example of what Dr. De calls his “subtle
reasoning” and his “tendency towards controversy...
combined with an aptitude for hairsplitting refinements”
(Sanskrit Poetics, Vol. II, p.318). He holds that the
theory of the early writers of the Dhvani school that

| 4. tathaca Sabdarthayor api madhuryader idySasya sattvad
wpacaro naiva kalpya iti tu mady$ak.  p. 55, 1. 9-To, ;

It is interesting to note, in this connection, that South Indian
writers like Vidyaratha and Vagbhata and' those under. their
influence subscrived whole-heartedly to the Rasaedhvani- creed.:
Yet they did not try to fit their idea of Guna with that of the
Dhvani school. Since Jagannatha has tried to reconcile the
views of the South Indian theorists who. flourished before his

" time with those of the Dhvani School in his usual ingenious manner
(whence resulted his treatment of the Gunpas in their dual
nature ) his views appear to suffer from want of clearness in.
some places. k : e
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Guna is rasa-dharma can be proved neither by perception
nor by inference (pp. 54-55). In the first place, he
remarks that unlike uspasparse, the anala-dharma, which

can be felt independently of daha, the anala-karya, Gupa,
the so-called 7asa-dharma cannot be perceived indepen-
dently of druti ete. the rasa-k@rya. Speaking plainly it
stands thus : it is quite possible for us to feel the heat of
the fire (anala-dharma) even when it does not actually
burn us. But Gupa is not capable of being perceived
independently because its existence is, according to the
Dhyvani theorists, inseparably mixed up with the particular
mental condition which the reader undergoes in the
process of the realisation of Rasa. On the other hand, if
it is assumed that Rasa along with Guna produces druti
ete. as its effect, and argued on that strength that Guna
is to be #nferred as the determinant of the causality in
Rasa (karanatavacchedakataya),® Jagannatha would reply
by saying that when Rasa can, by itself, produce the
particular mental condition, it is superfluous to admit
the existence of another element ¢7x., Guna, in it.° Next,
Jagannatha argues that Guna cannot be regarded as the
property (guna or dharma) of Rasa (the atman of poetry)
because the a@tman is, according to the Vedantin’s con-
ception, without any attribute.” Nor can Gupa be

5. This refers to the theory in Vaidesika philosophy that a
thing cannot be regarded as a cause unless it is associated with
a number of conditions which must exist in the cause in order
that it might produce the effect. In the present case it resolves
into the position that the Rasa can produce druti because of
the Guna which exists in it as its Karanata.

6. tadySa-guna~viSista-rasandin drutyadikarapalvat karoga-
tavacchedakataya gunanam anumanam iti cel, (na), pratisvikari-
penaiva vasanam karapatopapattau gunakalpane gauravat. (p. 54).

7. paramatma gupaS$inya eveti md@yavadino manyante.
Jhalakikar, Nyayako$a (19z8) p. 473.
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attributed to the permanent moods like ra#i cte. because
these, being some limiting conditions (upadhi) of the
Rasas, are to be looked upon as their differentia and as
such further attributes cannot be associated with them.®
It will appear, therefore, that Jagannatha’s intention was
to treat the Gunas as absolute entities. But his own
characterisation of Rasa along with $abda, artha ete.
as one of the substrata of the Gunas (==the capacity
for producing the mental conditions) leaves at least
some scope for considering his Guna to be a property
of Rasa. The Dhvanikara’s use of the expressions like
“Spigaro madhural” (D.K. ii, 8) is, according to
Jagannatha, analogous with the ordinary use of an
expression like vajigandhd wsna, where wusnatve is not
the exclusive but accidental quality vajigandha,’ since it
may reside as much in v@jigandha as in other articles like
onion, musk and wine.

It ought to be noted that although Guna (like
any other poetic element) does not find any express
mention in Jagannatha’s definition of poetry (ramani-
yartha-pratipadakah $abdak p. 4),*° his broad conception

8. kih  catmano nirgupataysima-viparasa-gunatvasm
madhurysdingm  anupapannam, evarm tadupadhiratyadi-gung-
tvam api. manabhavat, pararityd gume gunantarasyanaucityacca.
(p. 55). o
9. The Vajigandha ( Withania somnifera) is an Indian
plant famous specially for its stimulating character,

; 10. laksane gunpalatnkaradi-nive$o'pi na  yuktah “uditatn
mandala vidkoly’ it kavye,..'gato’ stam arkah' ityadan cavyaplyapaitel
(p-6). These two specific instances are, he holds, ‘charming by
‘reason of their suggested sense, although they contain neither
Guna nor Alarhkadra, Thus, he appears to support his position
on. the ground. that the practice of mentioning a particular
poetic element in the definition of poetry is defective since it
excludes the scope of other poetic elements. Two courses are
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of this element is quite in harmony with the definition
and to some extent helps us to understand the propriety
~of his classification of poetry. = Dr. De has already
noted'' the wide scope of Jagannatha’s definition of
poetry, namely, that the ramaniyala involved there-in
includes in its comprehensiveness all the . orthodox
poetic  elements. In the case of his Gupas, the mental
conditions evoked account for the poetic charm (ramani-
yal@) and their presence raises even $abda, artha and
racand (not to speak of Rasa) to the standard of the
reader’s appreciation. This adequately justifies the fact
that  Jaganndtha, like Kuntaka, does not look upon the
presence of Rasa as the only test of a poem’s appeal
to the reader.'® In his opinion, ramaniyats which is

then open. Either all the elements that can afford poetic
charm should be explicitly embodied in the definition of poetry‘
or it must be defined in terms of some such factor as may be
regarded as the essence of all of them, It, may, therefore, be
generally held that Jagannatha thinks his definition to be an
improvement upon that of his predecessors of the  Dhvani
school ( not excluding Mammata ) in the sense that these latter
could not effectively utilise a factor like Jaganndtha's ramaeniyata
(or their carutva, camatkara, wicchilti etc.) which stands like a
symbol for - all the orthodox poetic elements. NZgesa
appears to be correct when he remarks ‘‘evasn co wiSesa-
laksane tessn [ gunalamkaradinam ] nivesepi samanyalaksane tesam
na nivesa iti na ko'pi dogaly (p. 7, ).
11. Sanskrit Poetics, Vol, ii, p. 319, where the term
 rampiayata and its scope (specially with reference to Rasa )
have been explained, The different heads of classnﬁcatlon have
also been explained in pp 330-21 of the same book.

] 12, yatiu ‘vasavad eva kavyam' iti sahzrgyad:upazze mmztam,
iz,z, wst'm/amkara»pmdhtmmzam kavyanam  akavyatvapatteh.
s{&pm‘tzh mahaéaw—mmpmddyasya&'ulzblzavapmsang /7 P
11). Jagannath s main ob]ecnon ‘against  Visvanatha’s
poet that nhg lahtcr, in h:s attempt at perfeccmn it
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taken to be the sine qua non of true poetry, is due to
the presence not only of Rasa but also of one or more
of other factors, namely, vastu-and alamkara-dhvani,
vacyalamkara ete. The contribution of his Gunas, too,
is not insignificant in this connection. His classification
of poetry into four different classes, namely, (1) uttamot-
tama (2) uttama, (3) madhyama and (4) edhama (p. 9)
also bears testimony to the above fact. These heads
of classification will show that the presence or otherwise
of Rasa serves only to effect a gradation in the degree
of charmingness; nevertheless, he admits of the
existence of some sort of poetic charm in all of them.
His later discussion about word-structures specially
favourable for particular Gunpas,*® with copious illus-
trations in all possible detail, tends to show that the
scope of his Gunas is scarcely limited and that he
views poetic charm belonging to a wide range of
linguistic composition.**

by directly refering to Rasa in his definition, considerably
narrows down the scope there-of. (See Sanskrit Poetics Vol. ii,
pp. 283-84 for Jagannath’s objections against Vi§vaniatha in
‘detail),

13. - madhura-rasesu ye viSesato varjaniyd anupadam vak-
syante ta eva ojasvigvanuk@lah, ye canukulatayokizs te pratikula
i1 sﬁmdnyato nirgayah (p. 69). Thus, the word-structure, which is
detrimental to one Guna (Madhurya), is favourable for another
(Ojas) and wice versa. Hence the presence of one or the other
Guna can be felt in any of the two types of composition, And
as for Prasada, it has hardly any restriction, quick apprehension
of the sense being its essential character,” Jagannitha himself
has remarked (p. 54) prasadas tu sarvesu rasesu sarvasu rvacanisu
ca sadhavapah. In a word, the very fact that Jagannith has
admitted the presence of Gunpa in and also outside Rasa has
theoretically enlarged the scope of this element and consequently
of poetic charm itself.

14.'~ We must emphasise here that this again is a matter of
individual appreciation. In any case, it should be admitted that
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We shall now briefly discuss Jagannitha’s reading
of the Gunas of Vamana under two sections, according
as they belong to Sabda or artha, and note the
discrepancies, between the two theorists in their respec-
tive treatment of these Gunas. We have already studied
(Ch. VI) Vamana’s Gunas, but for the sake of convenience
we shall here arrange the readings of both in a tabular
form :—

I. SABDA-GUNAS

" Vamana Jagannatha
(1) Slesa ;—masrnpatvam Sabdanaim  blinnanamapy
elatva-pratibhana-prayoja-
kah samhitayn ekajatiya-
varpavinyasaviseso. gadha-
tvapara-paryayah (p. 56)
Jagannatha’s Sabdanarn blinnanamapy ekatva-pratibhana-
prayojaka is equivalent to Vamana’s vptls :—yasmin sals
bah@iny apt padany ekavad bhasante. The formation of
‘many words into a single whole is the character of the
Guna in both. But while according to Vamana, this
is due to masrpatva or ease of pronunciation, Jagannatha
thinks this to be due to the presence of many words

poems, which are sarasg do not produce the same amount of
poetic charm as those which have in them, according to
Jagannztha, Gunas independently of Rasa.  Jagannitha would
naturally say that the degree of the mental condition produced
makes all this difference. Even in the case of Rasa, Jagannatha
has referred (p.53) to a controversy among two . classes of
theorists over the question whether a greater degree of dru#iis
produced in the order Sambhoga, Karuna, : Vipralambha and
San;a or in the order Sambhoga, Karuga Santa and Vipralambha.
" Such a controversy is absolutely unprofitable and Jagannatha
himself has appealed to the experience of the connoisseur for a
decision over the matter (....yadi sahydayanam anubhabo'sti
- saksi tady sa pramagam.  (p. 54,11 3-4). N
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compounded together, in which alliteration (ekajatzya-
varpa-vinyasa) plays a prominent part. The gadhatva is
also the character of Vz‘unan/a,’s Ojas. Jagannatha is
inclined to appoximate his Slesa to Dandin’s, as_ will
appear from his citation of Dandin’s definition of Slista
(=aspasta-Saithilya), but we ought not to ignore one

7
important fact that Dandin’s Slesa involves no compound
words which one sees in Jagannatha’s.

Vamana Jagannitha
(2) Prasada :—Saithilyam gadhatva -Saithilyablyiam
(gunah saimplavat) vyutkramena  miSranar

bandhasya (ibid)
Vyutkrama literally means “inversion.” Jagannatha uses
it in the sense of admixture or “alternate appearance” as
his o7tti on the illustrative verse shows.>® Both these
theorists mean the same thing by this Gupa but
Jagannatha states his point more clearly.
(3) Samata :—margabhedah  upakramad — asomapteh
rityabhedah*® (ibid)
(4) Madhurya :—prthakpada- sarnyoga-para-hrasvatirikia-
tvam varna-ghatitatve sati prthak-
padatvam (ibid)

15. The verse runs thus :— )
kit brumas lova viratam vayam ami yasmin dharakhandala-
krida-kundalita-bhru-Sona-nayane dormandalam dasyati | etc.
atra yasminnilyantain Saithilyam, bhvusebdantam gadhatvam,
punar nayanetyantam prathamam ity adi bodhyam (p. 56).

16. It ought tobe noted that Jagannitha has not treated
of the Ritis separately. But his reference 1o Upanagarikd in the
vytli (upanagarikaya eva upakrama-samharau) as well as Nagesa’s
commentary on the definition of this Guna (vitayascopanigarika
parusa komala ca. etz eva kramepa vaidarbhi-gaudi-paricalya
wcyante...p. 56) leaves no room for doubt that Jagannath holds
the same view as Mammata, who follows Udbhata in his concep-
tion of the Vrttis.
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Jagannitha urges the necessity for the absence of conjunct
consonants. Nagea remarks on prthak-padatva :—padar
bhinnany  apeksitani, na tw $lesavat. He apparently
insists upon the absence of compound words which has
also been explicitly demanded in Vamana’s vyfti*”

. Vamana Jagannatha
(5) Sukumarati :—wjoratha- aparusa-varpe-ghatitatvam

team (=aptrugyamn) (p. 57) '

(6) Arthavyakti :— Jhagiti pratiyamanarthane-
arthavyakti-hetutvam ayekatvam  ( quick -appre-
hension of the connection

of ideas...... (ibid)

Nageéa understands this quick apprehension to be due
to the fact that the composition is complete in itself.
One has not to depend upon any extrinsic matter in
order to understand the sense ( akanksadi-sakala-karana-
samagri-sattead 0 bhavak ). Vamana, however, does
not make itclear what this explicitness of the sense is

due to.

(7) Udarata — wikatatvam kathina-varna-ghatana-
( yasmin sati nriyantiva rapea-vikatatva-laksana
padans) (Liveliness in the form of

an arrangement of harsh

syllables*®......ibid ).

17. samasa-dairghya-nivyttiparaticaitat ( under iii, 1, 20).

18. Jagannitha does not accept that the vitafatva involved
here is due to a swing of words ( padanan hﬂyatprﬁmiﬂam) as
enjoined by Vamana. He appears to hold that' Mammata could
not have included the earlier theorists’ Udarata under his Ojas, had
be understood this wikafaive to be due to a peculiar swing of

‘ ;\;WO!::dSV ; for, the verse swva-carana-vinivistair nupurais nartiakingm

_etc. [which Vamana selected as an illustration of ‘his ( $abda )
‘Udsgrata but which has been wrongly ascribed by Jagannatha
to the commentators of the Kavyaprakaga] is, in Jaganndtha’s
ou, hardly favourable for the structure of Mammata’s Ojas.
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Vamana Jagannatha
(8) Ojas : —gadha- saivyogapara-hrasva-
bandhatvam DITCUTYA-FUPATI gadkaz‘vam
(p. 58)

On the other hand, it contains, in his opinion, Madhurya in
some of its parts. Now, it is probable that Mammata included
Vamana’s vikifata under his wddhata-gumpha without taking into ‘
account Vimana's illustrative verse, But if he included Vimana's
nytyal~prayaliva under his Ojas without being satisfied that the
verse in question ,was favourable for the structure there-of,
Mammata himself was to ‘blame and not his commentators.
Further, Jagannitha does not think that the verse in question
contains a swing of words at all. This is of course a matter of
opinion and even the last two feet (specially the last foot) of his
own illustration of Udarata viz., hathoddhala-jatodbhate gatapato
nato nytyati may, in a sense, be also said to contain a swing of
words. His modification of Vamana's treatment with regard to
the definitions of three $abda-gupas, viz. élesa, Samiadhi and
Prasdada, simplifies and to some extent strengthens the weak
position of Vamana ; but it must be said that he has sadly betrayed
himself in his treatment of Vamana's ($eéda) Udarats, where he
mysteriously ascribes Viamana's views to the commentators of
- the K. P. This admits of no doubt that he had not before him
Vamana’s work but he gathered the latter’s views from some
“second-hand source. The manner of his ascription of the definition
of Vigesokti (p. 439) to Vamana does uot militate against
the view put forward here ; for, he might have taken this from
Sridhara’s commentary on the Kavyaprakaéa where Vamana’s
definition of Viéesokti has been criticised. (A.S. B, Manuscrxpt"
of the K. P, Viveka, fol, 1ggb). In thls connection, another fact
should alsc be taken into account, Jagannatha has . nowhere
mentioned the name of Vamana or of Dandin with 1eference eo‘
" the older theorists’ ( jarattarah ) treatment of Guna and he appears,
" to have confused the treatment of these {wo theorists when he
speaks of the two-fold aspect of each of the Gupas and at the
sanme time enumerates them by quoting the well-known verse
&lesah ‘prasadah etc. of Dandin (Ch. V,p. 59 above) to whom,
however, such an idea of the twc-fold aspect of a Gupa did not.
oceur so clearly ;

3
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The use of the expression semyogapara-hrasva-pracurye

( abundance of vowels followed by conjunct consonants }:
raises a doubt whether Jagannatha takes gadhatva here
to mean s@nuragatva after Abhinavagupta (ch. IIT, p. 38).

In fact, the gadhatva as ref/erred to here and that

explained in connection with Slesa do not appear to be
much different. Even saﬁzyogapam—lz-rasv/a—prc‘zcm'ya doesJ
exist in the illustration of Jagannatha’s Slesa. It seems

that the character of these two Gunas have not been

clearly kept apart by Jagannatha. .

Vamana Jagannatha
(9) Kanti :—awgjealyam avidagdha-vaidikadi-prayoga-
( bandhasya) yogyanain padaniim  pari-
' harenc prayujyemanesu
padesu lokottara-Sobharupam
: avgjvalyam (ibid)
Jagannatha’s definition is merely an elucidation of
Vamana’s stitra and vriti®.

(10) Samadhi: - @rohavaroha~  bandha-gadhatva-§ithila-
v kramah tvayoh kramepavasthanam
(ibid)
Jagannatha appears to take aroka and avaroha as
synonymous respectively with gadhatva and &ithilatva,
a position not on a par with that of Vamana who takes
aroha and avaroha to be particular aspects (tiwravastha)
of Ojas (gadhatva) and Prasada (Sithilatva) respectively
and not identical with them. He distinguishes Samadhi
from Prasada on the ground that while in the latter
gadhatve and Saithilya appear alternately more than

" 19." Candidasa explains : aewjjvalyarupa halikadi-prosiddha-
pdd&-ﬂi}zyﬁsa-jhnyag rvamyagbuddhi-vaipar ityenalau! kG- $obha-$alis
viapetyarthah (fol. 114b, India Office Manuscript).
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once (vyutkrama), in the former both appear only once,
one being toned down or heightened by the other®®

II. ARTHA-GUNAS

. Vamaona Jagannathe
1) élesa —ghatana kriya-paramparaya vidagdha-
cestitasya tadasphuiatvasya
tadupapadaka-yukies’ ca
samanadhikeranyorapah
, sammsargah (p. 59)
Jagannatha’s definition would mean “identical association
of an artful demeanour—its incongruity (lit. indistinct-
ness)as well as a well-reasoned combination by means
of a series of actions.” Nage$a rightly reads kriyapa-
ramparays instead of C°paramparayah. He refers to
the well-known verse drstvaikasana-samsthite priya-
tame ete. (quoted in Viamana, Abhinava and Bhoja) as
an illustration. Vamana’s ghafanid we have already
explained (ch. VI, p. 100). Jagannatha has probably
given this definition purposely, in.order that it mlght
fit in with the sense of the verse in question.

(2) Prasada :—arthavaime~  yavadarthaka-padatvarapam
lyam ( prayojakamatra-  artha~-vaimalyam (p. 59).

pada-parigrahah) S '
(8) Samata :—avaisamyam  prakramabhangendrthoghe-
= (prakramabhedah) tan@tmakam  avaisamyams

(ibid)2? ey

20. krama eva hi tayoh prasadad asya b/zeda/}ah tatrw Izi
tayoy vyutkramena vyitelh (p. 58).

21. ' It should be carefully noted that Jagannatha's :llustn acwer

verse
harili pita hariv mata haviy bhvata havih suhyt |

harim sarvatra paSyami haver anyan na bhati me -
is an example more of a $abda-guna than of an artlza-gzmu. In
Vamana's illustrative verse, however, which deals with ‘rtusandlu
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Vamana Jagannatha
(4) Madhurya :—ukti-vaici-  ekasya evokiter bhangyanta- i
tryam rena punal kathanatmaokam 4

wkti-vaicitryam (ibid).
Gopendra Tripurahara, in his commentary on Vamana
(vrtts, p. 92) takes this ukti-vaicitrya to mean varpyoma-
nasyarthasye protikarse pratipadye bhangyantarenoktih
.... Jagannatha, following Mammata, remarks in his
vrite that but for this strikingness of utterance, there
would appear a fault*® called anavikytatva which the

and which we have already discussed in its proper place, (P, 101)
the Guna may rightly be said to belong to artha.

. Jagannatha has not dealt separately with the Concept
of Dosa except incidentally in connection with the Gunas ; but he
has given, after Anandavardhana, a comprehensive treatment of
the mutual contradiction of the Rasas (pp. 56-63). He has named
two technical faults amavikytatva and aslilata here in connection
with his discussion of Vimana’s Gunas and these appear as opposites
of the arthagupas Madhurya and Sukumairati. Next, all sorts
of faults that arise in connection with word-structure have been
included by him under a single technical name asravya (evam ims
sarve’py asSvavyabhedak kavya-samanye muaniyﬁh p. 69). Besides
this, he has also referred to some other faults which are to be
particularly discarded (viesato varjaniyah) inasmuch as they deal
with structures which prove to be particularly detrimental to the
Lrealis:‘zti‘on of Rasa. It will not be profitable for us to discuss
these defects of structure in all their detail.. We would do -well
oniy to remember that Jagannatha has generally followed his
predecessors in' the post-dhvani school in = his treatment of this
section, It cannot be said with any amount of certainty whether
the unfinished nature of Jagannitha’s work was to any extent
résponSIble for his omission of a separate treatment of the Concept
of Dosa, His incidental reference to Dosa in connection with
. Guna and Rasa and his elaborate treatment of Rasa-virodha (pp. 46+
) prlor to xt make it probable that, like Anandavardhana,
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pre-dhvani theorists call ekarthatva ( useless repetition
of the same expression ). ;

This bhangyantara-kathana would, therefore, not only
keep the poem free from the fault mentioned above but
also add a definite charm to it

Vamana Jagannathe

(5) Sukumarata :—aparusyam okande Sokadayitvabhava-
rapam aparusyam (p. 60)

Jagannitha (as also Gopendra Tripurahara in his commen-
tary) considers the Aflilata-doga to be a negation of this
Gupa. It may be noted that the amangala variety of
Aglilata-doga specifically constitutes the corresponding
-fault.
(6) Arthavyakti:—vastusva- wvastuno varnaniyasyasadhi-
bhava-sphutatvam rana-kriyarupayor varna-
nam (ibid)
- As before, Jagannitha follows Mammata and states

explicitly in his »7é#7 that this Gupa comes under, the
Svabhavokti Alarmkara of the new school.

(7) Udarata :—agramyatvam gramyarthapariharah

(8) Ojas:—arthasya ekasya podarthasya bahu-
praudhih, bhih padair  abhidhanam

(its five varieties have bah@nam  catkena, tathai-
been already noted, kasya vakyarihasya bahu-

~ pp. 95-96). bhir  vakyair  bahuwaky-
arthasyoikavakyena  abhi-

dhanam,  viSesandndm

sabhiprayatvarm ceti pafico-

e vidham ojak. (ibid)
Jagannatha explains  sabliprayatva as prakrtarthe-
posakata which is later on taken (after Mammata) to be .a
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negation of the fault apusidrtha (use of unnecessary

epithets).

Vamana Jagannaitha

(9) Kanti :—dipta-rasatvam  dipta-rasatvam (p. 62)

(10) Samadhi :—artha-dystih avarpitap@rvoyam arthah
purva-varpitacchivyo  vety
kaver alocanam (ibid)

It is needless to mention that Jagannatha’s definition
is nothing but an elucidation of the two kinds of artha
mentioned by Vamana. Jagannitha afterwards (p. 63)
remarks, in the name of Mammata, that the poet’s
consideration (kaver @locanam) about the artha, being
“absolutely necessary in his production, need  not be
regarded as a separate Gunpa; otherwise the poet’s
genius too would have to be regarded as such?®®.

Similarly, Jagannatha criticizes all the above Gunas
of Vimana under the name and after the manner of
Mammata, ultimately admitting, like all Dhvani theorists,
the existence of only three Gunas on the basis of the
merital conditions. It will be mere repetition to study
here this criticism in detail but we may show in a
tabular form, that all the above Gunas can, according to
the new theorists, be ultimately resolved into. three,
including some under one of these and some wunder
Rasa-dhvani or the Alawnkaras, and characterising others
as mere dosabhavas or even positive Dosas. Uktivaicitrya
need not be treated as a separate Guna since there
may be innumerable varieties of strikingness in different
poems according to the power of the poets.

1123,  samadhistu kavigatah kavyasya karanpam, na tu gunah,
pmtzbhaya api kavya-gunatvapatteh. We have seen (p, 230) that
Mammata does not criticise the Guna exactly in this way but it
must be said that’ Jaggnnathas criticism is quite an mterestmg
and '@e‘r‘ﬁment ‘one,
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From all that has been said above it will be easily
seen that the most important and original contribution
of Jagannatha, so far as the concept of Guna is concerned,
lies in his discussion about the substrata of this clement.
Otherwise he has accepted the teachings of the Dhvani
theorists only with slight modification here and there.
In spite of all his attempts to conceal his own views
under the garb of reference to the teachings of the
different  theorists, onme can clearly mark in him a
leaning towards the position taken by his predecessors
vix. those of the Dhvani school. Thus, he has accepted
the definition and character of individual Gunas of the
Dhvani theorists but has treated them in a different
way to strengthen his own position.  He has also. adhered
to the number and nomenclature of the mental conditions
and has characterised the Gunas on the basis thereof. Then
again, Guna, in his theory, comes in the course of his
treatment of the Rasas and that portion of chapter I,
which deals with the Gunas and their structures, ends
with the remark “it saitksepena nirupita rasak’” (p. 74).
This proves that, in spite of his widening the scope of
the Gunas, Jagannatha was unconsciously dragged into
the position of the early Dhvani theorists in presenting
Guna as a subsidiary element. And lastly, his description
of the letters (varpa), composition (racana) and structures
(nirmiti or gumpha) as the suggestors (vyafijaka) of
particular Gunas®* shows = another clear instance of
Mammata’s influence upon him. In the treatment of
Mammata, whose Guna resides in Sabda and artha only

Y24 ....vargasth@n@i paficanam apyaviSesena madhurya:

fzxjm?z’jakatﬁm ahul (p. 64) bhagavad-dhyanautsukyasya.....Santa eva’

pavyavasanat tadgata~-madhuryasyabhivyadijika racaneyam (p. 64),

taitad-gunaqyan]anu-ksamaya nirmitel pamcayaya w.varjaniyam

..nivipyate (p. 66)s : ol
34
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secondarily®®, the relationship of wyangya and vyaijake
between Guna on the one hand and Sebda, racana®’ ete.
on the other is quite justified; but in the case of
Jagannatha who is an adherent of the theory of Gupa as a
primary virtue of the Sabda, such a procedure is absolutely
unwarrantable. This, together with the more important
position of Jagannatha regarding the question of the
substrata of the Gunas, may bé explained by the fact that
he was trying to effect a synthesis of the views of the old
school and those of the new by borrowing materials from
both. This was to a great extent responsible for the
curious combination and apparent contradiction.

But the real importance of Jaganniatha’s work does
not lic in his treatment of the Concept of Gunpa alone. Tt
is true that he has generally been an adherent to the main
teachings of the Dhvani theorists but, in spite of that, a
careful observer would not fail to see that he displays
a spirit of sturdy independence throughout his work. Thus,.
some of the well-established views of eminent theorists
of the Dhvani school he dismisses unceremoniously as
incapable of standing criticism ; and even those that he
accepts had to pass through the crucible of his strong
scrutiny. He has a peculiar way of reproducing things
in a forceful language, on account of which even long—l
accepted views appear to be newly set forth by him.
This is traceable not only in his treatment of the Gupas
but also in that of the Alamkaras which constitute the
greater portion of the present work (Rasagangadhara) as
well as the whole of his Citramimamsakhandana.

25. madhuryam tu pavesim [vamanadinas pracininam )
asmad [mammatabhatiady] abhyupagata-madhuryayya?ijakam eva.
evarm - ca savvatra vyafijake - vyangya-Sabda-prayogo bhaktah
{p- 62)- TR : .
"  26. prokt?zlz §algda-gm,¢fi§t{a ye | wvarpah samaso racana
tesam vyatyakatam itak | (K.P., sutva 98, p. 484).
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Jagannatha tells us that he received his training at
the feet of his father, Perubhatta, who became a
master of all the different branches of Hindu Philosophy.*”
Jaganniatha imbibed from him the spirit of an intensive
scholarship, and quite naturally, his knowledge of
philosophical technicalities has crept in even in his
works on Alamkara. His involved langnage and his
‘line of argument bear proofs of an inevitable influence
of his deep study, specially of Nydya and Vedanta
systems  of Philosophy. But he appears to ~deviate from
the traditional treatment of the Sastra when he brings
in the technicalities of Philosophy to cstablish his thesis.
Thus, he argues, that the atman being nérguna (without
any attribute), Gunas like Madhurya ete. should not be
attached to it and that these Gunas cannot even be
properties of the sthayibhavas like rati which them-
selves serve as the differentiating characteristics of
particular Rasas. For, in the first place, we must not
forget that the propounders of the Rasa theory never
understood the realisation of Rasa to be identical with
the philosophical contemplation of Brahman but only
analogous' with it (brakmisvada-sahodara) ; and as such,
they must have considered the aiman of Kavya to be
distinet from the object of the Vedantin’s realisation.
And, in the second place, the Dhvani theorists’ treatment
has left no scope for such a criticism, since the Guna,
which, in their theory, represents the mental condition
involved in the realisation of Rasa, has got nothing to
do with the permanent mood. (like 7a#i) unless and
until this latter is raised to a state of relish through
eertain co-operation  of the vibhavas ete. Jagannitha
completely overlooked the Dhvani theorists’ analogy

27. - Rasagangadhara i, 2-3 ; Sanskrit Poetics, Vol. I, p. 276
and P, V. Kane. (History of Alankara Literature in his Introduc»
tion to the Szhityadarpana, p. CXXXIII ) '
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between the Kavye and the human being.  Otherwise
he would not have missed their analogy between
Rasa possessing the Gunas as its propertics and the
human soul posscssing human virtnes, And so far as
Rasa is concerned, what appeared to be inconsistent in
the cye of a Naiyayika would not have been so from
the view-point of an Alamkarika, to whom the enjoyment
of the . aesthetic bliss is beyond ordinary canons of
inconsistency and irregularity (cf. alawkika-siddher bhiisa-
nam etat, na diasanam). The study of Nyaya Philosophy
sometimes tends to make the scholars concerned careless
about broad facts and mindful about minute details.
Jagannatha probably could not—as he could hardly be
expected to—prove any cxeeption.

But whatever objection might be raised against
Jagannatha’s twisting of language, his subtle distinctions
and his peculiar way of using philosophical technicalities
in arguing a point, it must be admitted that the ultimate
result which he thus arrives at (véxz. that Gupa is a
property of Sabda, artha, resa and racana alike) is
valuable since it makes out a strong case for a compre-
hensive' conception of poetry, as he has done. As
regards the allegations made against him, we should
“bear in mind that the spirit of the age in which he
flourished and the environment in which he was educated
were to a great extent responsible for them. We know
that Jaganniatha flourished at an age when linguistic
precision and logical exposition were accepted as the
ideal of seholarship, and this naturally influenced not
only Jagannatha and his work on poetics but all the
different branches of Sanskrit learning. This influence
was not without some benefit. He argues like a true
logician, expresses his ideas with force and dignity and
nts hls;, theory Wlth a great amount of boldness
' essentxa y reqmred of a,]l
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true scholars and honest thinkers. His manner of
argument, in spite of all its defects, undoubtedly
indicates what a profound amount of thought he bestowed
on the subject. And when the theories and principles
of Poetics as set forth by the Dhvani school, came to
be finally established and widely accepted, casting into
the background all earlier speculations, any further
development of the Sastra could, if it was at all to. be
expected, probably be brought about only by a reactionary
of the type of Jagannatha,




Concluding rqmarks.

" We are now atthe end of our present investigation.
We have made a comprehensive study of the Concepts of
Riti and Guna in the different stages of their development
i.e. in the works of all writers of repute, Bharata down to
Jagannatha. The works of most of the writers who came
after Jagannatha are merely short-cuts or manuals for
beginners rather than original treatises. ~ Some are
occupied with the mechanical elaboration of all topies
connected with particular Rasas, specially §lng‘l.1'ﬂ, and
others deal with subjects like kavidiksa or the manuals
for the guidance of poets. They do not display any
strikingness of treatment in respect of the general
principles of poetics nor do they put forward any new
theory with regard to the position of the technical poetic
elements. They do not, therefore, come within the
purview of the present work,

In tracing the development of the Riti-Guna Theory,
it has been our aim to utilise all available sources—printed
texts as well as manuscripts—and to make deductions
from the writings of different theorists only after close,
careful and critical observation of the various points in
their treatment of those topics. We have entered into the
details of all difficult problems and have left no point,
worth notice, untouched. In many places we have
attempted to arrive at definite interpretation of obscure or
corrupt texts, suggesting likely emendations where
necessary. = An attempt to determine the position of the
“two concepts in the theory of poetry of different writers
has often led us to explain the theory itself and in so
doing, we have perhaps gone sometimes beyond what was
strictly needed. But the topics were so interesting and
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our desire for making ourselves clear so strong that we
could not resist the temptation of walking into dlgressmns
here and there.

But still it is hoped that we have -been able to do
justice to the Concepts of Riti and Gunpa proper which
are the subjects for our study. We have indicated the
gerieral development of the two theories in the body of
the work mostly as we advanced from one chapter to
another. Here we would invite the special attention,
of our readers to the followmg points in the present
work : —

(i) As a result of comparing the two texts of the
Natyasastra as represented by the Kavyamala and
Chowkhamba editions regarding Bharata’s treatment of
the Gunas, we have seen that Abhinavagupta received
and commented upon a text which has been preserved
in K. M. edn. and Hemacandra and Manikyacandra . pass.
under Bharata’s name definitions of ~particular Gunas
which can be deduced from those of the Ch. text (ch. III).
This, together with other differences of arrangement of
the two texts (noted in ch. IT), tends to prove that the -
- work existed in two different recensions.  The deﬁmtmns,
of some of the Gunas, however, are 1dentlca1 m both'
the texts. k

" (i) We have proved thh the help of facts’ ‘and,
figures that the Gaudi Riti, as we find it in the treatment'
of Dandin, possesses a distinet value of its own and it
need not be discarded as being essentially marked by the,
opposites of the standard excellences as has been hlnted

at by certain scholars (ch. V). /

(iii) Proceeding on the lines of the charactensatlon.
- of the Gunas by Abhinavagupta and his followers, we

have attempted at a discussion of the place of Gupa in
the realisation of Rasa and have noted that the tham‘
theorists m1ght even have recognised explicitly this
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particular aspect of the Guna as Bhattanayaka has, as a
matter of fact, done (ch. VIIL A). "

(iv) We have also discussed the Agmpuranakara S
treatment of Riti in connection with drama. (VII C)

Besides, we have utilised to our advantage three
valuable manuseripts, véx (1) The Abhinavabhimti (2) the
°dipika of Candidasa and (3) the °viveka of Srldhara and
have noted some striking points resulting from their study.
Thus, we have shown from internal evidences that :—

(i) Following the lead of Bhatta Tauta, Abhinava-
gupta treated Bharata’s Laksana not as a particular poetic
clement but as an elastic peetic principle covering the
whole domain of poetic expression. In this respect he was
to a great extent influenced by not only the main teachings
but also the expressions and phraseology of Kuntaka
whose theory of Vakrokti has ultimately come to be
identified with (Abhinava’s = treatment of) Bharata’s
Laksana (ch. II). k
" (i) While commenting on the Guna Doctrine of
Bharata, Abhinava made an ingenious attempt to approxi-
mate each of Bharata’s Gunpas to the corresponding
Guna of Vamana in its double aspect but his  interpreta-
tiong have sometimes proved to be far-fetched. (ch. I1I).

(iii) Viévanatha, who is held in high esteem as a
theorist of remarkable merit, was indebted considerably
to Candidasa, (author of the dipékd commentary of the
K. P.) for some of the views where he differred from
his master Mammata and for which he has so long been
regarded as somewhat an original writer (ch. VIIIB)..
(iv) Jagannatha, the last great writer on Poetics, had
1o before him, the original work of Vamana but received
th 'latters views {rom second-hand sources, possibly

the com entanes of the K P e.q. vweka of
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The Concepts of Riti and Guna which we have
studied here are only two of the several technical
elements in terms of which theorists have judged poetic
beauty. These two elements, therefore, analyse only a
part of the poetic expression—not the whole of it.
The Riti theorists; who advocated the essential importance
of these two elements in  their theory of poetry, are
rightly regarded as having taken only a formal view
of poetic béauty in consideration of the fact that they
entirely ignored the deeper aspects of poetry. But still
they deserve a considerable amount of admiration for
apart from other merits of their treatment already noted
(ch. VI) they hit upon one very important fact, namely,
the ‘correlation of the two elements, Guna and Riti.
For, when he speak of ‘the ‘excellence’ of a particular
literary composition, what we primarily understand is
the excellence of its style and in this sense the Riti
theorists were, in their own way,*® right in treating
the. Gunas and ~Alarakdras as properties of  Riti
But while they stopped here, the Dhvani theorists
went further and reconsidered the whole issue .on
the basis of their changed conception of poetic beauty.
Any way, the importance of the word-structure [ roughly
Riti of the older school ] was recognised by them although
some did and some did not assign any- technical name
to it. They could not altogether explain away the

28 Of course the term ‘Riti’ does not involve _‘th‘e"’
expression of poetic  individuality’ and as such it cannot be
regarded as strictly equivalent to the English word ‘style’ (S.K. De;

- Sanskrit Poetics, Vol. 1I. pp. 115-16), but scholars have often
iiged the latter term loosely in connection with the former

" specially in view of the fact that Sanskrit Poetic theorists have
seldom  considered this particular aspect, ‘viz. the element of
indivi&uality in poetic composition excepting probably Kuntaka
~who' classified his Margas on the basis of individual nature and

. culture of poets. i

3%
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intimate association between the word-structure and the
technical poetic excellence [Riti and Gunal. All of them
~ were, however, unanimous on the point that both the
Guna and the word-structure must ultimately remain
subservient to Rasa, the underlying soul of sentiment.
This position is not far removed from the common-sense
point of view that the style of a poetic composition
should be suitable to its theme.
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[ The following abbreviations have been used :—

Bh=Bharata, Jag=Jagannatha

Bha=Bhamaha

D=Dandin, con=connection

V=Vamana

K.D.=Kavyadarsa

‘Bhj =Bhoja, Dhv=Dhvani

def=definition, comp.=comparative, imp=importance

K=Kuntaka

AP.= Agnipurina ]

Abhijatya—a Gupa in K 133, 140 ;

Abhinavagupta—on comp. importance of avoidance of
Dosa and presence of Guna 2.

abhinaya—in Bh important factor in realisation of
Rasa 9 ; classifications of 9.

abhivyakti—process of the realisation of Rasa 138, 199 fn.,
one of the six §abdarthalarmkaras in A. P., 185 fn.

abhyantara—division of Bhj’s Gunas=artha-guna of
earlier writers 159. '

Adbhuta Rasa 210

Agnipurana—comes after Bhj 176 ; def. of poetry 177 ;

. its Rati theoretically different from that in D 179,
associated with abhinaya in drama 179 ; enumerates
four Ritis 180-3 ;, Gupas and Alarmkaras—distinetion
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not well marked 185 ; classification of Gunas 187-8;
characteristics of Gunas in detail 188-93 ; classification
of Gunas discussed 194; his treatment criticized
195-6.
Agramyatva-—character of Bharata’s arthagune Udarata
 asread by Abhinava 43=same of Vamana’s 106=
arthaguna Madhurya of Dandin 70,
aharya—one of the four types of abhinaya 9.
ahirya-§obha—involved in K’s Vicitra Marga 145.
Akhyayika—variety of kavya 76 ; 77 fn., 241.

Alajnkara—wide implication of the term 56, 89; its
restricted sense 56, 89, 90; General def. by D 57;
distinction from Guna in V 90; position of.........
in K’s Vicitra Marga 136 ; not sharply distinguished
from Guna in Bhj 157 ; distinguished from Guna in
the Dhvani theory 201 ; its relation with Rasa in the
Dhv. theory 202.

alarhkara-dambara—entertained by the Gaudas 67 ; its
nature 67 fn.
Alamkara-§astra—the main object of the writers 1,
difficulty of their task 117-8 fn. ; Agnipurana—contains
 the first treatise on—a wrong view 194.
alpaprana syllables—their application in D 63, 72.
Analarnkara—in the aritimat set of Bhi’s Dosas—its
corresponding Guna 152.
Analogy—bet. the kivya and the human body 218-19,
219 fn. 238. : E
~ Anarthaka—padadosa in  Bhj—its corresponding vazSestka
Guna 168.
aiigabhinaya—in Bharata 10.

angika—one of four types of abhinaya 9.

Anifvjﬁdha-—-in the aritémai set of Bhj’s Dogas—its
- ieorresponding Gunpa 151; corresponds partly to Vs
Samata~viparyeya 153.
LB .
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anitya—Alamkaras so characterised in 'V 58, 90a ; variety
of Dosas in the new theory 200,

anitya—221

Anubhiva—a factor in the realisation of Rasa 9 fn. 179,
207 ; its fourfold character in the A.P. 177-8 fn., 197

Anumana—a pramana used by Jag. in con. with his
 treatment of Gupa 250,

Anuprasa—difference of nature in Gauda and Vaidarbha
modes 69-70 ; its two varieties in D 69 fn. ; a Sabda-
ladnkara 232 , : :

anyacchayi-yoni—a division of artha in con. with V’s
arthagune Samadhi 103,

Anyartha—padadosa in Bhj,—its corresponding Vaifesika
Guna 169.

Aprasanna—in the aritimat set of Bhj’s Dosas—its

" corresponding Guna 151.

Aprastutapradarmsa—a poetic figure 135

Apratita—padadosa in Bhj—its corresponding Vaisesika
Guna 170. ~

Aprayojaka—padadose in Bhj—its correspondmg Vaz-
Sestka Guna 171,

Aprayukta—-padadoga in th— its corresponding Vai-
Sestka Gunpa 168 ; Mammata’s treatment of......168 fn.,

Apartha Dosa—when not a Dosa in D 81 fn..

Apustartha ~ padadosa~in BhJ—lts corresponding Vaz-

- Sestha Gunae 169.

aritimat—set of Dogas in Bhj 60 fn., 149 ; propnety of
~the name 154; Gupas corresponding to this set of
Dosas in Bhj 150-1.

5 arocakin—in con. with K’s Madhyama Marga 141.
 arohavarohakrama in con. with V’s Sabdaguna Samadhl
—its two ways of mterpretamon 102.
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arthasya praudlllh———character of V’s arthaguna Ojas-
its five varieties 95-6.

Arthavvakti—Guna of Bharata in K.M. and Ch. texts
40-41; of Dandin 73 ; distinguished from D’s Prasada
74 ; of Vamana 108, its artha—variety corresponds to
Dandin’s poetic figure Svabhavokti 107; of Bhj

161, his Sabdaguna=D’s Arthavyakti and  arthagunc
=V’s Guna of the same name 161 ; in Jag 253, 257.

Arthavyakti—3$abdagune included under Prasada and
arthaguna included under Svabhavokti in the new
theory. 229-30. ,

Asadhu—padadosa in Bh3—1ts corresponding Vazseszka
Guna 167.

Asamartha—padadose in Bhj—its corresponding Vazseszlm
Guna 169 ; distinguished from Avacaka Doga in
Mammata 169 fn. ,

Asamasta—in the aritemat set of Bhj’s Dosas—its
corresponding Guna 151

Aglilata—Dosa comes under gramyata in D 70, bhmndrtha
in Bh 71 fn. and dustata in Bha 71 fn. ;

afrayasrayibhava—the standard of “distinction between
Sabdagune and arthaguna ete. 68, 84; D’s Gunas
judged in- the light of this standard 84; Vamana

" evolves it 84, 108 ; his consistency with regard to this
' standard discussed 108 ; the same of Bhj 174 :
ﬁtm%né;of Kavya ﬁrst sought by V—its implication in

Atyukti—in connection with D’s Kanti 79,

- Aucitya—a Guga in K——presenﬁ in all  compositions 131 ;
- its characteristics 142-3 ; in Kgemendra it is the sonl
- of poetry 144 ; ; its treatment by the Dhvani theorists
Aurptya——Guna of Bhj, its sabda—vamety~V sabda-guna

: artha-vanety-—D’s poetic figure m:yasvi 162
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ayoni—a division of artha in con. with V’s artha-guna
Samadhi 103.

bahya—division of Bhj’s Gunas Sabdaguns of earlier
writers 159.

Bhattaniyaka~—recognises, in a way, the place of Guna in
the realisation of Rasa 208 fn.

bandha—Three kinds in D 65 ; particular types entertained

“in Gauda and Vaidarbha modes 83.
- Bhavika-—Guna of Bhj 165, Alamkéra in Bha and D 50,

bhavya—-subdivision of artha in con. with V’s artha-guna
Samadhi 104.

Bibhatsa—Rasa 210, 239.

Bhamaha 46, does not attach much importance to Riti and
Guna as elements of poetry 50 ; does not use the term
guna in con. with Madhurya ete. 50 ; his so-called
Gtupas bear no relation to other poetic elements 50 ;

~ his remarks on Gupa very cautious 52; His Gunas
and Alamkaras contiguous to each other and co-
extensive 53 ; is the first to note a non-deterring
character of Dosa 54, 81 fn. ; similarities of treatment
with the A. P. 113 fn. ; o

Bharata-—-hls Laksana ~ as read by Abhinava 18;
treatment of his Gunas scrutinized 45 ; his Laksana,
Gupa and Alamkara=beauty of the language in
which dramatic characters speak 21 ; Dosas—positive
entities 22 ; Gunas—negations of Dosas 22.

Bhayznaka Rasa 210

Bhinnartha—Doga in Bh. 71 fn.,,

Bho;a,——dcals with two distinet sets of Gunas 150 Gunas

orrespondmg to the aritimat set of Dosas 150-1; his

waryaya Dogas mostly correspond to the viparyayas
of 152; his 1dea. of D’s Madhurya 111-conee1ved

158 5 ‘
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as many as s¢z Ritis 156 ; characteristics of his Ritis
156 ; they are similar to those of the Ritis cited by
V 156 fn. ; scheme of Ritis discussed 157 ; reason of
his failure to attract any following 158 ; includes Riti
under the Sabdalamkaras 159, observes no theoretical
distinction between Guna and Alamkara 159 ; classifica-
tion of his Gunas, 159 ; characteristics of his individual
Gunas of Sabda and artha 160-66; his Vaidesika
Gunas 167-72 ; propriety of his classification of Gunas
discussed 173; defective standard of distinction
between the Sabdaguna and the arthaguna 174 ;
unnecessary multiplication of his Gunas 174-5 ; merits
of his treatment 175-6.

Concluding remarks 270-4,
Carnpapada—Vamana 32, Bharata 33.

Dandin—Condemns Doga in any form 2, the school to
which he belonged 112,—the professed object
of his work 56, implication of the term Alamkara
in his work 56 ; distinction between his Gunas
and Alamkaras 58; enumerates the ten Gunas as
the special characteristics (or life-breath) of a good
_diction 59 ; his well-known verse differently interpreted
623 detalled characteristics of his Gupas 63-80 : his
bandhas 65-66 ; includes Aélilata under Grimyata
70 fn.; his treatment of Gunpa scrutinized 83 ; his
Marga a resultant and not strictly an mdependent
element 85.

Definition of poetry—a very difficult task for the theorists
117-8 fn. ; by K. 121; by Bhj. 149, 158; in the A.P. 177;
Mammata 220, Jag 251, his broad conception of G‘runa
' judged in the light of this def. 251-53.

begree of Gunas in the realisation of particular Basas 211.
1228, 239, 254 fn.

Deéya——pada—dosa in Bhj—its corresponding mzseszlm
Gum 171, .
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Dhvani—different meanings of the term 200 fn.

dipta——not the name of the viparyaya in D’s Sukumirats
78,

dipti—mental condition involved in Rasas like Raudra
204, 206, 211 fn.

Doga—general character 2, 7, avoidance insisted 2, in
Pre-dhvani schools judged from a limited point of
view 6, Dosa in one treated as Guna by another 3, to
what extent it mars poetic beauty 6, finer distinctions

In its nature 6, serves, under special circumstances,
to enhance poetic beauty 4-5, 54 fn. : 81-2 fn ; 167-72;
187 fn. Bha’s treatment of 71 fn. ; this repeated in
D. 71 fn; property of Sabda and arthe in the early

writers 6, 86 fn, 87 fn.; general def. by Vo1,
A.P. 186;

Dosahana—its real importance 4, 5, 6,
druti or ardrati—mental condition involved in the
realisation of Rasa 206, 207, 211 fn.,

Element of individuality in poetic composition 273.
gadha-bandhatva in connection with Abhinava’s reading
of Bharata’s Ojas 38=same in Vamana 94.

Gambhirya— Guna of Bhj. 163-4, its §abda variety includes
all concepts of Dhvani of the Dhvani school.

Gati—Guna of Bhj 165, sabde~variety=V’s $abdaguna
Samadhi 165.

Gaudi—Riti in D 59-62 (strictly Gauda. Marga) its
established tradition 61, 82 ; its broad characteristics
62-63, qualities more or less common with the
Vaidarbhi 63 fn., 69, 71, 74, 76, 81, 82, 152; ideals con-
trasted with those of the Vaidarbhi in D 65 ; 66;69;

.73; 80; 83; its character in Bhj 156 ; in A. P. 181-2,
~ def. by Viévanatha 239. ‘

Gandiya kavya—what particular type liked by Bha 52

~ Gaudiya Ritiin V., 87 ; :

?

o R

1
é
1}
1
!
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Gaudiya and Vaidarbha Kavyas-—dwtmctmn not much
favoured by Bha 51 ;

Ghatana in connection with V’s arthaguna Slesa 100,
101 fn.; spirit involved in it corresponds to Bhj’s

- arthaslese 160 ;

Gramya—in the aritimat set of Bhj’s Dosas—its corres-
ponding Gupa 151, 152, Aélilata included under it
like D’s Guna of the same name 172 ; when not a fault
172, 187 fn.

Gudhartha— padadosa in Bhj—its corresponding vaiSesika
Guna 170, when not a fault in A. P. 187 fn.

Gupa—Vamana the earliest known writer to give a
definition 85, in Bharata included under vacikabhinaya
along with Laksana Dosa, Alamkara 11, general theore-
tical position 11, mutual relationship of these 4 elements
not explained in Natya-§astra 12, this term in Bha not
restricted to a technical poetic excellence— but means
poetic beauty in general 50; its Sabde and arthe
varieties not expressly distinguished Bh. and D. 68,
84 ; Blh’s treatment of...scrutinized 45 ; D’s treatment
of...scrutinized 84 ; def. by Vamana 85; property of
Sabda and arthe in V 91; standard of distinction
‘between its Sabda and artha varieties 84, 108; V’s

. treatment  of...scrutinized  109-10; propriety of
enumerating its artha variety in the light of V’s def.
of Riti discussed 109 ; its broad character in K 145-6,
K’s scheme of......scrutinized 146 ; distinguished
from the Alamkaras in the Dhvani theory 201 ;
enumerated as three by the Dhv. theorists 203,
mental conditions involved in them 204, 2I1;
their relationship with the mental conditions 206-7 ;
necessity of recognising...as an  independent poetic
element 207, its part in the realisation of Rasa 207;
its substrata in the new theory 209 ; which Gul,las
belong to which Rasas 209-11, ten Gupas of earher
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writers  scrutinised = and  reduced to three by
Mammata 229-30, the same by Jag. 263-4.
Gunibhiitavyangya—a class of poetry in the new theory
200 fn.. '
Govinda—on relative 1mportance of avoidance of Dosa
and presence of Guna 2.

Hasya—Rasa 210.

Hemacandra—follows Mammata re: the treatment of
Guna, Riti and Vrtti 235.

Hemacandra and Manikyacandra draw upon a common
source re. the treatment of Gunas 26.

Jagannatha—not explicit re : the position of Guna in his
theory 244 ; his discussion of the substrata of the
Gunas 245, 247-8; his def. of Gunas discussed 246,
246 fn; marks an improvemet upon the treatment
of his predecessors 246 fn ; harmonises the teachings
of the Riti and Dhvani schools re : the treatment of
Gunas 247-8 fn ; influence of south Indian theorists
on him 249 fn. ; his discussion of the relation between
Rasa and Gunas 249-51; applies technicalities of

- philosophy to refute the views of the Dhvani theorists
249-51, broad conception of Guna judged in the
light of his def. of poetry 251-53 : follows Kuntaka
re. the place of Rasa in his theory of poetry 252 ;
his = objection against Vidvanatha’s def. of poetry
252 fn., comprehensive character of his ramamiyais
252, 252 fn.; his reading of V’s Sabda-gunas 254-8

and artha-gunas 259-62 ; his ref. to Ritis 255 fn.
receives Vs views from second-hand sources 257 fn,
his views re: Dosas 260 fn; reduces ten Gunas to

three 2063-4 ; result of his attemspt at ‘eﬁ’eatiﬁg a

.
2
’

‘Iaﬁkﬁra-
t discussed?’ ‘
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Jugupsa—sthayi-bhava in the realisaton of ~Adbhuta

~ Rasa 211 fn, ' '

Kaiéiki—vrtti 184,

Karuna—Rasa 98, 209, 216.

Kasta——padadosa in Bhoja—its  corresponding Vaiesika -

~ Gupa 168 ; Srutikatu or Kastatva in Mammata 168 fn.,

Kathora—in the aritémat set of Bhj’s Dosas——~1ts corres-
ponding Gupa 151.

Katha—variety of Kavya 77 fn.

Kavya—dyr$ya and §ravya varieties—theoretical dlsuucuon
not much favoured by Bharata 12,

Kavya-$arira—its implication in V 86 fn.

Kavi-vyapara—involved in Bh’s Lakgsana as read by
Abhinava and in K’s Vakrokti 19 ; its importance in

s ‘theory of poetry 117, 123.

Klista—padadosa in Bhoja—its corresponding Vaidesika
Gupa 170.

- Komala varna 72.

- Komalati—arthaguna in A. P. 190 L

f Komala-—Vrtm in Udbhata 213 fn. Komala or Grﬁmyﬁf g

clasmﬁes Margas on bhe bams @f the t;hree, varie
of kayya 125; his conception of Marga (or Riti)
(:ompared with tha,t of Vamana 126 ; criticizes the

after locali b, dzseusses the c]iaraetems—' o
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- and defects of his treatment discussed 146-7 ; credit
due to him for touching upon the element of indivi-
duality in poetic composition 148, 273. factor respon-
sible for his failure to attract any following 148.

‘Ka

nti 'Gut)a of Bharata in K. M. and C‘h. texts 44 of
Dandin 78 ; of Vamana 107, its Sabda-variety - appro-

aches to some aspects of K’s Vakrokti 107 ; of Bhoja=
V’s Gupa of the same name 162, in Jag 253, 257 ;
Sabda-guna  included under rasa-dhvani ete. arthg-
“guna or treated as mere negation of the Dosa gramya-

tva in the new theory 230, 264.

Laksana in Bharata—its relationship with other elements
12-18; its peculiar nature in Abhinava-bharati '14; 18:
Laksana identified with Kavya-bandha 15 ; synonymous
with bandha, gumpha, bhaniti, vakrokti, kavivyapara

'15 ; its relation with Alamkara 16-17.

Laksana—a particular mode of comprehension of the
meaning of a word 185-6 fn,

Lalitya —Sabda-guna in A, P. 188.
Lati—Riti def. by Viévanatha 241.
Latiya—Riti in Bhj 157 ;i n A. P. 183,

Lavapya—a Gupa in K 133, 140 ; its intimate association

with beauty of structure 133 fn.

Madhyama Marga in K 141,

Madhurya of Bharata opposite to his Ekarth

of its aspects 22.

adoga in some

Madhurya of Bharata 86 ; in Bha’s Kavyalamkara 53 ; of
Dandin 67, Vag-rasa and Vastu-rasa involved therein
- 68-70 ; of Vamana 104 ;' of Kuntaka in the Sukumara
Marga 131-2, this approaches D’s Guna of the same

0D’ Slesa

Sabda

¢ Guna in the

k3

ame 132 ; in the Vicitra Marga corresponds partly
139 ; of Bhoja 161, his arthamadhurya
AP 161 ; of A. P. 190 ; in Jag

included under Madhurya-
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‘vyafijaka  ghatana - artha-Gupa treated as © mere
negation of the Dosa anavikriatva in the new theory
229-30, 263, in the Dhvanyaloka 204 ; 207, 208 ; def. by

Mammam 228.

Miagadhi—Riti in Bhj 157.

mahiprane varpa—application in D 63-64 ; 72.

Mammata—his def. of kavya 220 ; its nature and in consis-
tency with his treatment 221-22, his - treatment
analysed 222 ; Vrttis in his theory of poetry 222 ; his
clearcut distinction bet. Gupa and Alamkara 222-3 ;
discusses the relationship bet. the letters and the Gunas
224-6 ; criticises earlier views on the position of Guna
and Alarmkara 226-8, his def. of Gunas 228, reduces the
number of Sabda-gunas to three 229-30 ; explains away
the arthagunas 230; discusses the letters favourable for
particular Gunas 231, does not admit Riti as a separate
element 231. : '

Natyaéastra of Bharata,—deals mainly with dr. techniques
 —contains materials for the later development of a

- theory of Poetry 8; Laksana, Guna, Alaikara, .Dosa,

to be judged as subservient to producing the dramatic
effect 8 ; arrangement of some of the chapters in Ch.
and K. M. texts 10; importance of wvag-abhinaya
discussed 11, place of Laksana, Guna, Alarmkara—the
context in which they occur 12-13 ; their fundamental
distinction  14.

Neyatva Dosa—in connection with D’s Arthavayakti
Gupa 74. ’ A

Neyartha—in the aritimat set of Bhj’s Dosas—its corres-
ponding Guna 151—padadosa in Bhoja—its correspond-
ing Vaiéesika Gupa 170.

nitya—Gunas so called in V' 58, 90 ; variety of Dosas in
the new theory 200, 221.

Nan+qi'thodox _writers—their general theoretical position
113, ¢ :
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Ojas of Bharata in K. M. T. and Ch.T.33; in Bhs’

. Kavyalarikara 52 ; of Dandin 76 ; of Vamana 94—97
" of Bhoja 162, his Sabda-guna Ojas the same Gupa D
162; of A. P same as D’s 190; in Jag 253, 2517,
Sabda-gune  included under Ojo-vyafijaka-ghatana
artha-guna or treated as mere negation of the Doga
vaicitrya-matra in the new theory. 230, 264; in the
Dhvanyaloka 204, 207.

O}as—-def by Mammata 228.

Paka—ubhayaguna in A. P. 193,
Pancah Riti—enumerated first by Vannna 86, def. V. 87 ;
* Bhj 156 ; A. P. 181,
Pﬁﬁcah-—thl def. by Vidvanatha 239.
Parikara—Alamkara 98.
parusa varna—i2, 105.
Paruga—Vrtti in Udbhata 213 fn.
Parusai—in Mammata 232.
Preyas—Guna of Bh], its Sabda variety D’s Poetic ﬁgure
Preyas 163.
Poetic beauty—Predhvani theorists judge it chiefly in
~terms of Guna and Alamkara 54 fn, : its general source
~ 70; auniform theory of......difficult to secure 117.
- Poetic ideals of Riti and - tham schools compared 88 fn. ;
Poet’s liberty—three sorts of 39.
Poetry—a deviation from ordinary speech 117
Post-dhvani writers—nature of their task 219-20, 220 fn. ;
Prakasavarsa—Tfollows mostly Bhoja’s scheme of Gunas
159 fn. ’
prakramabheda in connection with Bharata’s Samata 34,
-+ prakramabheda involved in V’s arthagune Samata 101,
Praudhi—Guna of Bhoja 166, arthaguna in A. P, 191
rasdda harata 3L; in Bhas Kﬁvyalamk :




INDEXES 30t

in Jag 253, 257 ; Sabda-guna included under Prasadd-
vyafijaka-ghatana = artha-guna or treated as ' mere
negation of the Doga Adhika-padatva in the new theory
229-30, 263 ; Prasada—in the thanyaloka 205, 207,

Prasada—def. by Mammata 228.

Pratastya—ubhaya~guna in A.P. Vs artka~saukummya
and Bhj’s artha-susabdata 192.

pratyoksa—a pramanae used by Jag. in con. with his
treatment of Gupa 250.

Pravrtti—177, 183, 184.

prthak-padatva in V’s $abda-guna Madhurya, 104.

Punarukta—when not a fault 54 fn. '

Raga—ubhaya-guna in A. P. 193.
Rasa—The soul of Poetry 115, 177, place of Gupa in 'its
realisation 207. its depiction in poetry—high standard
of perfection 115; a very important factor in K’s
Sukumara Marga 131; included under the akrama
variety of Dhvani ace. to the Dhvani theorists 199 fn,
Rasas—how many ? 204 fn, used not in the above
; techmcal sense in D 67.
Rasavat—Alarkara in the Dhvani school 199 fn, 200 fn
~ Raudra—Rasa 168 £n, 200 fn, 204, 207, 210, 239, 241.-
Riti~the term standardised by Vamana 55; soul of
Poetry 85 ; no trace in Bharata 48, 92; Antiquity of
the theory 55, 92 ;- Vamana, the earliest known writer
to give a def. 8 ; propriety of enumerating artha-
gunas in the light of V’s def. of Riti discussed 109;
Bhj’s unique treatment 165 ;- his derivative def. 155 ;
. number goes up in Bhj 156; in A. P. 177, not
. connected with Guna 179 ; this element not recognised
" as such in the Dhvanyaloka 212. its justifieation of
f'fits inclusion under . the buddky-arambha wvariety
- of anubhava 184; its general theoretical pmmfmm it

- A.P.184,
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Gambhirya—sabdaguna in A, P. - $abdagunas Gambhirya
and Sufabdata of Bhj 189. :

Riti—Guna in Bhoja 165, $abdaguna Samata of V.

Riti theorists—importance of their treatment 87-9, 2734,

riusandhi—in connection with Bharata’s Samata 34 ill. v.
in Abhinavagupta 34=the same in Vamana 101.

Rudrata—the first writer to bring in compound words

- in Riti. 180 fn.; makes no mention of the Gunas as

such 181 fn, considers absence of fault to be an
excellence in itself 181 fn.

sabda-nyaya—in con. with D’s Arthavyakti 74.

Sabda and artha—their utility 1n the awakening of
Rasa 208.

sabhiprayatva—in connection with Vs artha-guna Ojas 96 ;
the same in Jag 261, in com. on Kavyapradipa 97 fn. ;
distinguished from V’s arthaguna Prasada 99.

sahitya of Sabda and artha constitutes kiavya in Bha and

K. 1194n; 122.

$aithilya—in connection with D’s Slesa 63-64 ; character
of Prasada Gupa in V 92, 98.

Sdmadhi of Bharata 35, of Dandin 80 ; of Vamana 102,
of Bhoja 168, his Sabda-guna=D’s Samadhi in Jag 253,
257 ; Sabda~guna included under Oja-vyafijaka artha-
guna included under Ghatana in the new theory.

samanya—division of Gunas in A.P. 188, 194.

-samanyo loksana 201, 204 ; 242,

‘Samata of Bharata of 32; of Dandin 65 ; of Vamana

101 ; of Bhoja 161 ; his Sabda-gunpa=D’s $abda-samats
and arthaguna=V’s arthasomats 161 ; in Jag 253, 257 ;
‘Sabda-guna treatéd as mere negation of the Dosa;
sometimes a veritable Dosa ; aﬁka—guna treated as

'mere negation' of “the Dosa Valsa,mya in the new
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samisa~—a particular aspect of Abhinava’s artha-guna

Ojas 39=the same of Vamana 96; partly equivalent to
Bhj’s Sanksepa Guna 164.

Samghatana— somewhat equivalent to Riti in Dhvanya-
loka 77 fo.

Samghatans—a poetic factor in the Dhvanyaloka some-
what akin to Riti 214; its classification 214, its
ultimate function 214, awakens Rasa through Gupa
214 ; relationship bet. the Sarhghatani and the Guna
215-7.

Sammitatva— Guna of Bhoja 165 ; its .sabda vanety—V’

- arthaguna Prasada 165.

Samvidhana—arthaguna in A. P, 190.

Samdigdha—a padadosa in Bhj,—its corresponding Vai-
esika Gupa 171.

Sanksepa—Guna of Bhoja 164, see samasa

sanuragatva in connection with Bharata’s Ojas 38,

Santa—Rasa 204 fni 210 fn.,, 211, 239,

Sasaméaya Dosa—when not a Dosa in D 82 fn.

savarna—in connection with D’s vag-rasa 68.

- Saubhagya—a Guna in K-present in all compositions. 131,

its characteristics 144.

‘ Saubhagya—ubhaya-guna in A. P. 192.
. Sauksmya—Guna of Bhj 163.

Saukumarya of Bharam 40, Sukumarata of Dandin 72 ;
distinguished from Slesa 72; of Vamana 105; of
Bhoja 162, his Sabda-guna=same Gunain D 162 ; of
A. P.same as D’s 189 ; in Jag 253, 257 ; Sabda-guna
included under Kastatva artha-guna or treated as

. mere negation of the Doga - Amangala—rupaéhla in

- the new theory 230, 263.

: Saundarya*Poetlc beauty=general def. of Alarmkara in

'V 89 ; means of arriving at 89, 91.
Sithild—in the aritimat set of Bhj’s Dosas—its corres-
ponding Gupa 150. :

e ~:\(«‘.'A%.4‘
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Slesa-—of Bharata  opposite to his Arthahina Dosa in
~ some of its aspects 22,—its two-fold definition 28 ;
—of Dandin 63 ; of Vamana 99-100; of Bhoja 160,
~ his artha-guna‘-V’ Artha-§lesa 160; of A. P=V’s
Ojas=D’ Slesa 188; in Jag 253, 257, Sabda-guna
included under ojo-vyafijaka ghatana, artha-guna
included under vaicitrya-matra in the new theory.
Srngara—Rasa 204, 207, 209, 216, 217, 239, 241.
:KarunawRasa, 217, 239.
Srutl-dusta or Srutlkatu Dosa—when not a fault 168 fn,
. 200 fn,
Sruty-anuprasa—involved in D’s Madhurya Guna 67,
68, 83.
- sthmlo—particular aapect of Dosa in V 91,
sthayi-bhave involved in the reahsatlon of Rasa 207, 267.

sugamatve in connection with V’s artha-guna Samata
101.

suggested sense—its three broad divisions 115.

stksma—particular aspect of Doga in V, 91 ; sub-division
of artha in con. with V’s artha-guna Samadhi 104,

. Sukumara—marga of K=Vaidarbhi Riti of the Riti
theorists 128 ; its characteristics in detail 129-31 ;
distinguished from the Vicitra Marga 136 fn.

Suéabdata—(}una of Bhj, its Sabda variety Bhals Saufa-
 bdya and artha variety wbhaya-guna Pragastya in
A, P. 163.

Transference—involved in D’s Samadhi 80—its three
" varieties 80.

Udara or Udatta Guna of Bharata in K. M. and Ch,
texts 42 ; of Dandin 75-6 ; of Vamana 106 ; of Bhoja
. 161, his Sabda-guna Vs Gum of the same name 161 ;

~ Audarya of A. P, inclndes Bhi’s Sabda-gunas Audarya

‘Udattata 189, Udmta, an mhcwum in A, P,
190 ; in Jag 253, 257




INDEXES 305

B B

Udarata—s$obda-guna  included under  ojo-vyafijaka-
ghatans, artha-guna or treated as mere negation of
the Doga Grimyatva in the new theory 229-30, 264.

Udbhata—his view re: the nature of Gupas and Alarh-
karas 226-7 fn. ~

Udattata—Guna of Bhj=second Udara of D 162.

Ukti—Guna of Bhj 166, its artha vamety—-V’s artha-
guna Udarata 166.

uktivaicitrya—character of V’s artha-guna Madhurya 105

Upalaksana 59, 208, 210 fn.

Upanagarika—vrtti in Udbhata 213 fn., in Mammata 232.

Utpreksa—poetic figure 130, 147.

Vamana—the earliest known writer to give a def. of
Riti and Guna 85, develops the crude teachings of
D. 86, 87, quest after ‘soul’ of poetry original with
him 88 ; first to judge the relative imp. of the poetic
elements 89 ; def. and classification of Dosa 91, his
_treatment of wiparyaye or suksma Dosas 92 ; doubles
the Gunas of Bh. and D. 93 ; detailed characteristics

- of his Gunas 94-107 ; his Samata developed directly
from D’s 102 ; his arguments for accepting Samadhi
as a special excellence 103 ; reads a new meaning in
the Gunas of his predecessors 84, 108 ; nnporbanoe of‘
his theory dlscussed 88-9, 111.

Y ‘varninuprase in connection with D’s Vag-rasa 69, 83;
‘ mrtta in connection with D’s Ka,ntl Gruna 785 in Bha
18579, »

vwcyw—mcaka—camtva—hetu—-&unas ami Ala:ﬁkﬁms 80
. called by the Dhvani theorists.: 198. g

i 'ﬁzr jm sa—character of V’s §abda-guna Udarata 108. .
I—his treatment of Riti and Guna 234 fn,

: T—adheres to the ‘dasa~guna theory 235, his ‘
“inconsistency re: his treatment of Guna 236 adma.bs o

 Ritis follbmng Oand1da.sa 236-7.
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Vagabhinaya—importance in Natyadastra discussed 11.
vag-rasa—involved in D’s Madhurya Guna 67-68 ; another
name $abda-madhurya 68 ; 82.
Vaidarbha—what particular type not liked by Bha 51.
Vaidarbhi—Riti in D 59 ( strictly Vaidarbha Marga ) ;
its broad characteristics 62-63; ideals contrasted
with those of the Gaudi 65-66; 69; in 'V 86; in Bhj
156 ; in A. P. 182 ; def. by Viévanatha 239.
varsamya—in connection with D’s Samata 66.
Vaifesika—division of Bhj’s Gunas 159; its character,
propriety of the name 160; its classification 166 ;
later writers regard it as Guna only secondarily 167 ;
°Gunas corresponding to the pada-dosas of Bhj 167-72,
those corresponding to the ta@kyadosas 172 ; division
of Gunas in A. P. 187-8 ; these explained 195.
Vakrokti—literal meaning 119 fn. ; in Bha 19, 50, 51 fn. ;
individual power of the poet involved there in 18, 20,
114 ; K. expounds Bha’s theory 113 ; def. by K. 117,
123 ; life of poetry in K. 117, 121-24; 144 ; Bh’s
Laksana as read by Abhinava identical with it 19 ;
K. it is an all encompassing poetic factor 119 fn. ;
includes the various poetic elements of the orthodox
schools 119 fn., 144, 145, its character and scope in Bha

and K compared 119 fn., poetic figures—a particular

variety of Vakrokti in K 124.

- vasamsya—subdivision of arthe in con. with Vs art}za- .

guna Samadhi 104. e
vastu-rasa—involved in D’s Madhurya Guna 67 ; aﬁbther
name artha-madhurya 70. ‘ :
vibhiva—involved in the realisation of Rasa 9 fn., 207 ; 267.
’letra.-—marga of K=Gaudi Riti of the Riti theorists
- 128 ; its characteristics in detail 134-S ; distinguished
frem the Sukumara Mmrga 136 fn. ; Gunas m......how
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Vidyadhara—follows Vamana in his. treatment of Ritis
* 235, his curious treatment of Gunas 235.

Vidyanatha—*follows Bhoja’s scheme of Gunas 158 fn.;
his treatment of Ritis 234 fn. and Gunas 158, 234,

Vipralambha Srngara, 34, 209, 219 fn. 239, 254.

viparyaya—its implication in Bharata 22, fn. 2, 23 in
other early writers 25; in D 59-62; D’s difference
from Bhj 60, 154; in V 92; in Bhj 149; Gunas in
Bhj corresponding to the viparyaya dosas 150-1, R

Vira Rasa 210, 239.

Viruddha—pada-dosa in Bhj, its correspondmg Valéesﬂm
Guna 171.

Visama—in the aritimat set of Bhj’s Dosas-—-lts corres-
ponding Guna 150.

videsa laksana 202, 204, 242.

Vistara— Guna in Bhj 164, see Vistara

Vistara—a particular aspect of Abhinava’s artha-guna
Ojas 89—wyase in the same Guna of V 95=the
Guna Vistara in Bhj 164 ; mental condition involved
in the realisation of Rasa=—also called vyapakatva or
samarpakatva or vyapts 206, 207. !

Vrtti—in the A. P. 177, 183. distinguished from Riti

183 fn., 185, its classification 184 ;  Sabda-vritis and
artha-vrttis 213, included under Anuprasa by
Mammata 232 ; identified with Ritis of the earlier
writers 232, Mammata’s conception of—in what way

. the Dhvanyaloka PRg b
V1évanﬁtha———follows Mammata and Oandldasa 237 ; hxs' :

borrowings from Candidasa 237-8 fn, 243-4 5 5

is systematic treatment of Ritis 238 ; enumerates
Ritis 238; his Ritis distinguished from Mammata’s
s 238; his def. of Ritis 239 ; his quotation of ‘
writers sometimes display his uneritical nature
 9240; samctions a change in the fixed nature of

diff. from Udbhata’s 282-3 ; diff. from Samghatans in
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- composition 241, converts the vrtti portions of the
K. P. into karika forms in his work, 242 fn.; differs
from Mammata in characterising the individual
Gupas 243, identifies these with mental conditions
243.

vyabhicari-bhava—involved in the realisation of Rasa
207.

vyakta—subdivision of arthe in con. with V’s arthaguna
Samadhi 104.

Vyartha Dosa—when not a Dosa in D 82 fn.

Vyatireka—a poetic figure 142.

Vyaja-stuti—a poetic figure 135.

vyutpanna—in connection with the Gauda Marga in D
65 ; not the name of the wviparyaya of D’s Prasada
65.

Yamaka —$abdalamkara in D 68 fn.
Yathasamkhya—ubhaya-guna in A. P. 192, corresponds

to the poetic figure of the same name of the later
writers 192,




ERRATA
Page line for please read
28 7 treatmeat treatment
e 30 8 twoford ~ twofold
. 32 4 Sabharthayoh  Sabdarthayoh
51 2 (fn. 4) explain on explain later on
ch. VII, B ch. VIL A,
66 3 (fn. 19)  wisamya VOESOMYG
87 5 assings assigns -
88 3 essence essence
97 10(fn.13¢) i 18 i, 19

. 98  1i{fn) =~ Mammata Ruyyaka (Alarmkars-
g | sarvasva p. 100)

99 28 defective  defective examples
wr 31 Vividly vividly
108 31 Glunas. Still  Gunpas, still
133  13{fn) underly ~ underlie
140 1 compounds compound
8 conjunet) ~ conjunet consonanits)
144 15 above - above that
‘ 20 distant distinet
‘149 24 excellence excellences '
152 6 of Dosa  the Doga
, 19 in vogue in vogue among
156 10 of by
157 1 (fn.17)  Gandi Gaudi ;
158 16 of external of of the externals of
166 5 (fn. 35)  bhwaya - bhavya

169 3 ~ coundrums conundrums
170 8 as much as such
18¢ 6 helping helping the
% 186  1(fn. 17)  gume gumno
&,
|

92 22 P ~ ples

P et
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Page  line for please read

196 8 arthodox orthodox

200 - 1 (fn.) p. fn. 5 P.90. fn. 7.

207 1 sheools schools

210 4 (fn.15) - Natyasfastra Natyaéastra
4 220 2 (fn) stick to stick . :
: 226 20 samavaye-  (samavaya-vritya) -

vrityd , ' ‘
227 12(fn) Prataparudra Prataparudra-
; Yoéo... yafo...
234 21 (fn) possess possesses
273 15 he we

In page 140 line 1 (fn.) insert “see” after “two Margas®
In page 231 line 21 please delete the word although.

- N.B. Afew other misprints specially regarding
diacritical marks have also unfortunately crept in; but
since they are obvious they have not been entered in
~ this list. For all these slips and misprints we offer our
‘apology to the generous reader, Vi
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