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PREFACE

Indian Poetry is of a peculiar kind. It is so
closely connected with the theory of poetry, that it
can only be understood fully when considered from
this staddpoint, The Indian poet is not merely a
poet, he is also a scholar.

The domain of poetics is a wide one, and in -
the various periods many learned men have written
on and studied this subject. This book does not
present the tenor of the alamkarasasira (poetics)
of a limited period, but it is an attempt to des-
cribe the historical development of and the connec-
tion between the ideas of the older masters of the
gastra. Moreover, only the general questions are
treated here, the examination of the special ques-
tions as guna, doga, alamkara ete, being reserved for
a later ocoasion,

There are four gentlemen to whom I am especially
indebted and to whom I wish to express my
thanks here : the learned editor of this series, Dr.
Narendra Nath Law for his willingness to publish my
little work ; Prof. Benoy Kumar Sarkar, who show-
ed a warm interest in my work and acted as
intermediary between Dr. Narendra Nath Law and
me ; my colleague in the Prussian State Library
at Berlin, Dr. Cl. Sherwood who spent many morn-
ing hours in correcting and amending the English ;
and Dr. S. K. Dz at Calcutta, who not only read
the proofs but gave much important informa-



n

tion on various quesbic'muv_. and on some difficult
passages in the Sanskrit text.

Berlin,
April 1923, J. NosEL
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INTRODUCTION

The poetic literature of India, with the exceptio;i
of that which is of a merely narrative kind, is known
under the name of Zavya ; but as a rule, only the epiec
and lyric works are generally known by that name,
while the dramatic literature takes up a more separate
position, being a category of its own. It is, however,
a fact that the Indian writers on Poetics positively
state that the drama also is to be considered as a
sort of kawya. On the other hand, the alamkarikas in
their éaséras never deal exhaustively with the drama,
but refer the reader to those works which particularly
treat this subject. A book on poetic works in- all
branches, -indeed, would have to be very extensive
if the whole of dramatic literature were included.
This department of literature has thus become a
separate study?.

1 The oldest book on dramatic art is the Natyasastra of
Bharata-muni. There is to this day no critical edition of this
book, which has always remained the standard work of its
kind. The edition of the Kavyamala (Vol. 42) can only be
called a preliminary edition. Some chapters are edited
by PRegnaudand J. Grossetin Annales du Musée
Guimet, Tome 2, Paris 1880, and Annales de I’ Université de
Lyon, Fasc. 40, Paris 1898, respectively. Another important
work is the Daéarfipa by Dhanafijaya, mainly based on the
Natyatastra. The author lived about the end. of the tenth
century A. D. A good edition was published by Fitz-
Edward Hall, Cglcutta 1865. The translation of the
Dasaripa by G. C. O. Haas (New-York 1912) contains’
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In speaking of kivya we mean thab kind of poetry
which claims to be in accordance with certain theories,
which are given and founded by a proper sciemce
called the Alamkara-éastra. Consequently, the kavya
cannot be understood and estimated to its full extent
but by men of a certain literary accomplishment, who
are themselves well-skilled in the conception of the
aesthetic beauty of poetry, the learned ones or the
men of taste, as they are called in the works on
Poetics.

Tt is not necessary to prove that poetics are pos-
sible only under the supposition that Poetry existed
already, and that Poetry is older than Poetics ; but
if we try to go back to the beginning of both Poetry
and Poetics, we find that the way ends in obscurity.
That, however, is the general fate of all branches
of human knowledge. As in the literature of other
peoples, only the more precious works remain ; so it
is also in India. Not only the less valuable works
have been lost, but, what we regret a good deal more,
also all those which, valuable in themselves, were
replaced later by better works. ‘

As regards poetry, our search appears to assume
a better aspect at the outset because Indian

many mistakes (cf. Jacobis review in Gottingische .
Gelehrte Anzeigen 1913, p. 302 ff). A third important
work on the same subject as well as on poetics is the
Sahityadarpma composed by Visvanitha Kaviraja (about
the end of the r14th century). Of this there are several
editious, e.g. that of E. Rocer and R. Ballantyne,
Calentta 1851, and a translation into English by R. Ballan-
tyne and Pramadadisa M‘i t ra, Calcutta 1873,
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tradition itself calls Valmiki's Ramayapa the
Edi—kavyal, but it must be confessed that we do
not gain very much by this statement. Let it
be granted that according to the researches of
Prof. Jacobi, the Ramayana probably belongs to
the fifth or even the sixth century B. C., and that
it is older than the Mahabharatad, still it remains
quite uncertain to what extent the individual parts are
to be considered as going back to yet older texts.
- Bosides, there is still the difficulty, which up to this
day nobody has been able to solve, namely, that of
restoring out of the mass of the Ramayonc, as it is

I Not everywhere though. So in Rajasekhara’s Kavya-

namamse (Gaekwad’s Oriental Series No. I, p. 7) the
Rimayana is called Z#hisa and the (Maka-)oharata SamAhiti
(sa [Valmikil] tu mahamunile pravrttavacano Ramayanam
wrhasam samadrbhat. Dvaipayanas tu Slokaprathamadhyayi
talprabhiavena  salasihasrim  samhitam Bharatam). A few
lines before we are told that Valmiki invented the éloka
and in the second adhyaya (p. 3) Ramayana and Blarata
are spoken of in a similar way as being a kind of 1#4dsa
Delonging to the category of purina. (Sargah pratisam-
karah kalpo manvantaranvi amdavidhil | jagato yatra niba-
ddham tad vijieyam purinam iti | | “puranapravibheda eve-
tthisal” ity eke | sa ca dvidhi parikriyipurakalpabhyam |
yad Ghuh | parikriya purikalpa itikasagativ dvidha | svad
ekandyaki purvi dvifiya bahunayaki || tatra Ramayanam
Bharatam coddharane [). In the opinion of Rajasekhara,
therefore, the Ramayana is older than the Biarata.

2 Sec H. Jacobi’s work: Das Ramiyana, Geschichte
und Inhalt, Bonn 1893, p.100ff. H.Oldenberg ina
posthumous work : Das Mahabharata, Seine Entstehung, sein
Inhalt, seine Form, Géttingen 1922, p. 53 ff, does not
agree entirely with the theories of Jacobi, without _giving,
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known to us, the old form of the ‘adi-kdvya’. Every
manuscript varies from the other to such a degree, and
in different places the epic poem has been altered
to such an extent, that we are accustomed to speek
of various and different versions.

It is, however, a task not quite hopeless, to
examine the older literature, and find out whether
there is any connection between it and those literary
compositions that are kavya-like, as, e.g., the
Ramayana s a kavya., Though I cannot deal
fully with the matter here, a few remarks may be
allowed. Even in the Rigveda we find several
hymns, in which the poets endeavour to leave
the low level of mere invocations and in which
they are trying to show a certain skill in poetic
matters. A real Lkdvya-style, however, can scarcely
be found in any of Rigvedo hymns. For this,
the distance in time between the Vedic poetry
and the Sanskrit period appears to be too great.
But going further and investigating the texts of the
later and the latest Vedic period, certain passages in
the Brakmanas, which are, however, not very nnmer-
ous, and especially a little epic work, very important
in the development of poetry, the Supm nadhydaya®,

ORI S C———.

however, strict arauments against Jacobls statements. It
is a matter of coursc that many passages in the great epic
go back to older times, but the question is at what time the
Mahabharata or rather Bharota as a whole, as a Samkita,
as Rajasekhara calls it, was completed. That secems to have
been the case later than the composition of the Ramayana.

1 Editedby Elimar Grub e, Berlin 1875. Publish-
ed also, but only the text, in Albrecht Weber's Indische

Studien, Vol, 14,
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(which shows the characteristic feature of the Vedic
time and, on the other hand, bears the stamp of the
kavya-style) we may find that there is an uninterrupt-
ed line leading to that sort of poetry which we meet
in the Ramayane of Valmiki. Perhaps, Valmiki
was the first who created a perfect and great poetic
work, and many things may have been introduced
by him, so that his work with some right can he
regarded the type of literary composition, and thus
a8 the adi-kavya.

Large passages of the Ramdyana could very well
have a place in the kavyns of the later period with-
out disagreeing with the poetic theories of the alam-
karikas. On the other hand, there can be little
doubt that many poetic factors, similes, and other
details are taken from older works which are
lost for ever. On account of the high reputation
attached to the Ramayana from the beginning,
it must be regarded as a matter of course that the
less poetic compositions in the period hefore Valniki
could easily fall into oblivion. So the Ramayanu
obtained a position of marked importance in the
development of the kavya.

The Mahabh@rata which, with regard to the text,
presents even more difficulties than the Ramayasyo,
is not called a tavya by Indian tradition; but can
anybody deny that also in this great epic there are
many passages to he found showing very -clearly
all the characteristics of the, kavya-style? As a
whole, the Mahabh@rata is, as has been pointed out
by Prof. Jacobi, younger than the work of Valmiki,
yet nothing is said théreby with regard to the various
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parts the epic consists of ; and a history of the kavya
has to examine the Mah@bharates as well as the
Ramayan-. _

Thus we may call, with some reserve, the Rama-
yape of Valmiki a mark-stone in the historical de-
velopment of the kav yo-literature. From here the
road leads to Advaghosa, Bhasa, Kalidasa, Bharavi,
and Magha, only to mention the most important
represeniatives of poetry.- The significance of some
kavyns was so great that the less famous works written
before them have been forgotten. The fact, however,
that during long periods no £avya is known to us, does
not allow us to conclude that during these periods
there was no cultivation of the kdvya at all. Prof.
Max Miiller's theory of the “renaissance” of Indian
Poetry has been refuted by Prof. Georg Bithler, who
after having examincd the inseriptions of the Gupta
kings has pointed out that inthe period before that
of Kalidasa the kivya-style was on the contrary
highly cultivated, which is shown also by the compo-
gitions of Asvaghosa! and Bhasa? whose dramatic
works were discovered lately.

Indian Poetry iy written mostly in Sanskrit, and
this fact shows that the k@vye was not a poetry for
the great mass of the people, but only for the educat-
od classes. Besides that, we can read in every kavya
thet, the posts wish to satisfy the wise ones, who
alone are able to understand and estimate poetry fully.

r See H. L iiders: Bruchstiicke indischer Dramen,

Berlin 1911.
2 Editedby Ganapati Sastrin inthe Trivan-

drum Sanskyit Sevses. ¢
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In India all branches of human knowledge, with
the exception of that of history in which the Indian
l)eople in the older times never took a warm interest,
‘have always been adapted to scientific systems ; and
the same was done with Poetry, and Poetics soon
became a separate system. The poet could not but
respect the theories and the rules which were presen-
ted by the learned ones in their éastras, if he wished
to be acknowledged. Far trom makiug himselt in-
cependent of thesc theories! he endeavoured anxiously
to be in accordance with every thing laid down by
the laws of Poetics and to be, so to speak, mathematic-
ally exact in inventing new and varying old forms of
similes, in selecting words, phrases otc., which had
to agree fully with the ruse of the matter in quest-
lon.

This science is named dlamkara-sastra. 1f we try
to determine its age, we mmst unfortunately admit that
the attempt is & good deal more difficult than to give an
historical account of Poetry itself. It has been said
before that the writers on Poetics regard the drama
as a branch of the /Lavys, but probably dramatic
writing and the art of epic and lyric poetry in the
older period were independent of each other, dramatic
works being the oldest. Kor it must be conceded

1 It is thercfore not correct, when R. P isch el (Kultur
¢ler Gegenwart, Berlin u. l.eipzig 1906 1, 7 p. 201) says
that Kalidisa in the Kumarasambhava has made himself
almost entirely free from the rules which are applicable to
the makikivya, whilst in the Raghuvaméa he has followed
them, That this view: is wrong requires no proof. Besides,
there can be little doubt that the Raeghuvamta was written
after the Kumarasambhava.
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that the essential features of the drama and particu-
larly of the older drama belong solely to dramatic
art and could not be transferred to epic and lyric
poetry. Later on, however, when the drama was
assuming a more or less epic and lyric character,
when the story was interrupted by verses which in
a sentimental way described all sorts of situations,
then of course dramatic writings and alampkara-sastra
came together. Thus it became quite natural that
in the works dealing with the drama, Poetics were
also touched on as far as it was necessary to the
dramatic poct. These metrical passages were, how-
cver, by nature strange to the drama, because the
verses, as it were, tend more to hinder the course of
the story than to promote it. The strict 2avyc-style
could have but a subordinate place in the drama, which
was onacted before the cyes of the spectators and
thus had to be written in an easier style. Matters
however, changed. Already in the age of Kalidasa
and to a much larger extent in that of Bhavabhiuti
the character of the nafakas grew a good deal more
lyric and epic, thus approaching that kind of poetry
which is to be found in the so-called makdkavyas,
and so dramatic writing was regarded by the alam-
karikas as a kind of kwv Y.

Now the oldest book treating of poetic matters
is a work on dramatic art, viz. the Natya-sastra. It
is said to have heen composed at a remote period
by Bharata-muni. According to more recent views,
bowever, ii 1s not very much older than Bhasa, and
it must be added that the state of the text as it is
printed in the Indian edition! is rather bad. Much

1- Kavyyamald no, 42. See above note on p. 1.
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research and investigation there must be before
that important work will take its proper place in the
history of Indian Poetry. The great importance of
the book cannot be denied, if one bears in mind that
it was always regarded as an authority with respect
to all matters belonging to the art of dramatic writ-
ing and that many of the later books dealing with
the same subject are based on it, e.g., the Dasarapa
of Dhanafijaya, Besides the doctrines of dramatic
writing, some poetic matters are also dealt with, so far
as they are necessary for dramatic poets.

Considering the whole mass of books that have
been written by Indian scholars on poetics it can be
easily seen that the alamkara-sastra is not a doctrine
the systemm of which shows uniformity at all. On
the contrary, from the beginning to the modern times
there has been a steady growth and development. The
views of the older works were rejected or modified,
one theory was substituted for another, and poetry
was regarded fromn quite different points of view ; in
short, there was scarcely one theme that did not assume
a new aspect in the course of the historical develop-
ment. Compared with other branches of human
knowledge this progress and growth was throughout
natural and intelligible and in accordance with the pro-
gressive methods employed in treating abstract matters.

The refinement of taste for poetic matters
became more and more visible. Kven poets who
are chronologically mnot far apart show slight
differences in dealing with the poetic material. These
differences, however, present themselves a good deal
more clearly, if litegary compositions of different

il
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periods are compared with each other. For instance,
it appears a thing hard to believe that the Bama-
yano and the Sisupalavadha belong to the very
same sort of poetry, the k@vya. It is not possible.to
ehumerate these differences shortly here. The quint-
essence of a poetical work seems to have become
different. Regarding Valmiki it i1s evident that the
plot occupies the main interest and that the poet
endeavours to narrate a series of actions, which in
their totality have an interest of their own, and these
events in the history of Rama and Ravana are des-
cribed in a poetical and pleasant manner. The em-
ployment of poetic forms is to be considered, as
Bhamaha would say, as a mere exterior (Jahya) orna-
ment. The epic element was regarded as the main
part. With respect to Magha, on the other hand,
the description of actions is placed into the back-
ground, existing as it were only on account of their
being indispensable for another purpose. Poetry
has ceased to be a poetical description of the deeds
of heroes, poetry has become desirable in itself.
The plot of a poem could bg told in a few lines, The
brilkance and elegance of style, the mathematically
and logically exact congruence of the separate parts of
similes, and all the other things which are described
in the s@stras, was the end the poet was aspiring to.
Hence it comes that the stanzas following each other
are much less coherent in themselves. On the con-
trary, every verse stands so to speak like a monument
polished by the skill of the highly learned poet, who
shows his genius (pratibha) and his wide experience
(¢éakti) in all matters that have to do with poetry.
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As a matter of course these differences, which can
be observed during the long period of the kavya,
correspond with the theories of the alamkarikas, 1If
we wish to get a correct idea of the whole kdvya
literature and to be qualified to understand the
Indian kav: without prejudice, it seems to be necessary
to know the views of the theoretic scholars. We
will therefore look into the doctrines of the alam
kara-éasira, giving a sketch of the views on poetic
matters and pointing out by which ways the older
theories are assumed and specified by the younger
representatives of the éastra. This literature being
a very large one, we shall but deal with the
older writers on poetics, examining the more recent
books only in such cases when it is required for the
correct interpretation of the opinions of the classical
period.

Before going into detail we will cast a look at the
poetical theories the alamkarikas deal with and at
the way in which their systems are presented. Lieaving
aside the Nafyasasira of Bharata-muni, which as
a book on dramatic writing must take its place in the
history of that art, the oldest work we know of
is the Kavyalamkara by the famous Bhamaha.
Some older writers we know only by name, The most
remarkable among these apparently was Medhavin
or Medhavirudra, as he may be called more cor-
rectly!. He is not only mentioned by Bhamaha,
but also in the later works on alamkdra, and in com-
mentaries he is frequently cited as a man of great

1 See e. g. Rajaekhara, Kavyamimamsa p. 12, LI;
Namisadhu on Rudrata’s Kavyalamkara 11, 2 ; XI, 24.
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authority. He is said to have been blind? . Regard-
ing the fact that many works which seemed lost
have been discovered in Indian libraries we may
hope that Medhavirudra’s book will come to light
some day.

The Kavyalamkara by Bhamaha, which was
edited for the first time some fifteen years ago, did
not lose its remown even when poetry was looked
upon from a higher point of view. The work is
divided into six adhyayas. After having opened with
an introductory verse the author praises the effect
and describes the causes of good poetry. Then a
highly important question is touched and discussed,
viz., that of the position the alamkira is attaining
in poetry. Then the definition of the kdvya is given,
and thereafter its divisions.  The following verses
are devoted to a very grave and interesting
matter, the ritv (style or diction as the Sanskrit
term is sometimes, but not quite correctly,
translated). Rhamaha opposes the opinion that
there  are’ some different ~itis. Now, nob
every way of expressing the sense is to be called
a beautiful and correct one. The kav: has to avoid
certain dosas or faults. It is stated, however, that
the dosas must not in all cases be considered to,
make a kavya worthless. There are some things that
are far from being strictly correct but are in
some way or another sanctioned by tradition. The
secoud book begins with a rejection of the doctrine
of the yupas, the rejection being understood, how-

-

1 Rajadekhara 1 c.: Medhavirudra-Kumaradasidayo
Jatyandhah kavayah Sriyante. A
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]
ever, indirectly. For the term of guwa itself is

not used in this connection by Bhamaha, who speaks
only of madkurya, prasida, and gjms. After having
sottled this question in only three stanzas, while
in other works (e. g. in the Nafyasdistra or in the
Kavyadarsa) it is dealt with much more extensively,
the author goes on to define and illustrate the
alamkaras, which he considers to be the essence
of poetry, as we may guess even from the title
Kavyalamkara. This theme is exhausted at the
end of the third adhydya. The alamkaras are
divided into two groups: évhda and abhidheya-(artha-)
alamkiras. When the doctrine of the alamkaras
will be treated at length, we shall deal with the
question whether something can be guessed from
the manner of enumeratine the alamkaras, and
with certain other things belonging to the same
matter. In the fourth book the author givos a
full account of the so-called dosas, which, as we
said before, in many cases cease to be faults,
In the next adhydya we meet with the elaboration
of a logic of poetry (nydyanirnaya), while in the
last chapter the work winds up with a descriptiou
of grammatical correctness ($abdasuddhi). It
may be mentioned that later on Vamana will
end his Kavyalomkarasairavrtts with a chapter of
a similar content.

The next writer on poetics is Dandin. On
account of his being connected very closely with
Bhamaha there cannot be a correct judgment
of the Kavyadarsa without knowing the latter’s
Kavyalamkara. . Dagndin  appears to be an
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opponent of Bhamaha, and his manner of polemics
against his predecessor bears a rather personal
stamp, whic) the reader of the Kavyadaréa can
hardly fail to see. Thus, in my opinion, we may
be right in assuming as a fact that Dandin,
though he wrote his work later than Bhamaha,
was a younger contemporary of DBhamaha.
If this statement is correct (and I hope the
reader will come to the same conclusion after
having examined the following pages wherein the
views regarding the foundations of poetry are dealt
with fully) it will become necessary to place both
Bhamaha and Dandin (and not only one of them)
either before or after the time of Kalidasa.
This question, a highly important one for the his-
tory of the Sanskrit and Prakrit literature, has
not yet been solved with absolute certainty to
this day. The only certainty is the life-time of
Kalidasa. He must have flourished about the
middle of the fifth century A. D. when Kuméra-
gupta I (455-480) was reigning!. Did Bhamaha and

1 1t would fill a big volume, if 1 should attempt
to give the literature concerning the date of Kalidasa
and so I will not add a new essay to the older ones.
I may mention that in my opinion the title Kumara-
sambdhava can only be completely understood, if we assume
that the author has chosen it with respect to king Kumira-
gupta, and that the title Vikramorvast in *a similar way
refers to the surname of Candragupta ( Vikramaditya),
and that Mallinatha ( commenting Meghadtita 14) takes for
granted that the well-known philosopher Diinnaga lived
before or during the same time as Kilidasa. By the way
it may be mentioned that the commentator Vallabha,
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Dandin live. before or after this time ? I confess
that formerly I was inclined to put both alam-
karikas before Kalidasa. I cannot proveit by
direct arguments, but after having read the work
of Bhamaha, I had the impression that it must
be a very old book. The authors and works
Bhamaha mentions (4smakavaméa I, 83 ; Rama-
sarman I1, 58 ; I, 19 ; Aeyutottara II, 19 ; Saka-
vardhana 11, 47 ; Rajomitra II, 45, III, 10;
Ratnaharane 111, 8) are all quite unknown to us,
Indeed, the many arguments which were brought
forth to strengthen the contrary view do not settle the
matter. It ‘istrue, however, that Bhamaha mentions
the clouds (jalabhpt) among the things which should
not be represented as messengers. What else
could Bhamaha have in view but Kalidasa's well-
known Meghaduta ? But, on the other hand, would
Bhamaha have found fault with it, had he known
the Meghadata, which famous and splendid poem
must have convinced every man that, on the con-
Strary, a cloud was very well fit for acting the part
of a messengerq Some have tried to find out some
chronological relation between B’hﬁ.maha and Magha.
Using the term éebdarthau in Sisupalovadha II, 86
Magha is said to refer to the definition of kavya

who does not give the interpretation concerning Difiniga,
is not an old author, as E. Hultzsch thinks, (see
introduction to his edition of Kalidasa’s Meghaduita), but
belongs to the twelfth century, as is shown by K. P,
Pathak in the introductory pages to the second
edition of the Meghadutg, Poona 1916.
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as given by Bhamaha!, but if this is considered
a8 an argument I may be allowed to take as an
argument of the same force that Kalidasa in
Baghuwvamsa I, 1 by the words vagarthaviva sampr-
ktau refers to the very same definition of Bhamaha,
and that by this fact Bhamaha's priority may be
taken for granted. By using the simile of sabdartha,
however, Msagha probably refers to that of
Kalidasa or perhaps to some other view and not to
the definition of kdvya in Bhamaha. This argument,
however, is of no great value, because the

1 K. B. Pathakin Journal of the Bombay Branch of
the Royal Asiatic Society, Vol. 23, p. 31. Against the state-
ments made here,see P. V. Kane ina paper Bhamaha,
the Nyasa and Magha ib. Vol. 23,p. g1 ff. Path ak in the
essay mentioned above has made an attempt to show that
the term nyasakira used by Bhamaha, Kavyalamkara VI, 36
refers to Jinendrabuddhi, a Buddhist commentator on
the Kasskiv ¢t/ who must have lived about 700 A. D. and
he has defended his arguments against P, V. K a n ¢ (referred
to above) in a ,paper Dandin, the Nyasakara, and Bhamaha,
Indian Antiquary 1912,232-37. Compare also Trivedi’s
Introduction to the Pratiparudriya (Bombav Sanskyit Series
Vol. 65) p. xxxv. 1 am sorry to say that Pathak’s
arguments in my opinion fail to settle the matter. His pole-
mics against Kielh or n, too, who in Journal of the Royal
Asiatic Society 1900, part I, pp. 499-502 dealt with the state-
ments in Siéupalavadha 11, 112 and pointed out that by the
words ot and nyisa the author of the Kaéskav ¢t
Jinendrabuddhi, is alluded to (what Mallinatha has already
said), is far from convincing. The theory of Dandin’s
priority to Bhimaha, assumed by K. B. Pathak and
other scholars, needs no further refutation. ~ That the
contrary is correct will be shown by the pages below.
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so-called definition of Zavya (as consisting of word
and sense united) may go back to some older
alamkarikas and because, as will be shown later
on, that definition in the same or a similar form
is given also by scholars posterior to Bhamaha.
Nevertheless, Bhamaha (and Dandin) seemn to have
written after the time of Kalidasa. Prof. Jacobil3
draws my attention to the fact that Bhamaha
in V, 28, 29 refers clearly to Dharmakirti’s
Nyayabindu 111, 138, 139'%. 1In other cases, how-
ever, Bhamaha seems to be dependent on the
philosopher Dinnaga, who is older than or rather con-
temporaneous with Kalidasa and is, according to
Mallinatha, alluded to in Meghaduta 14.

To return to D a n d i n, the Kavyadarsa *3 con-

13 In a letter dated March 29,1922. Prof. Jacobi’s
paper on this subject entitled Bhamaha and Dandin, ihr
Alter und ihrc Stellung in der indischen Poetik, is now
printed in Stteungsberichte d. preuss. Akad. d. Wiss, 1922.

14 Bhimaha V, 2§, 29:

dusana(in) nyUnatadyuktir nyinam hetvadinitha ca |

tanmUlatvat kathayas ca nyunam nestam pratiffiaya ||

Jatayo duganabhasis tah sidharmyasamadh(dy)ayah |

Lasam prapatico bahudha bhuyastvad tha noditah ||
Dharmakirti’s Nyayabindu (Bibliotheca Buddhica Vol. VII
p. 94), 111 138, 139:

duganani nyunatadyuktih |/

ye purvam nyunatadayah sidhanadosa uktas tesam

udbhavanamn dusanam | tena paregtivthasiddhi-

pratibandhat [[ {

15 Edited several times, e. g. at Calcutta 1863, with
a very good commentary by Premacandra Tarka-
vagi§a. Another: Indian edition was published by
i
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sists of three books. . Opening with an introductory
verse and after having referred in a general way to
the older works on poetics, Dapdin praises the
advantages of good poetry, in a manner similar to
that of Bhamaha. In order to explain what is meant
by good poetry, §dstras have been composed, which
deal with the body ($arira) of poetry and its
ornaments (alamkira in the wider sense of this word).
Dandin next gives an account of the body. We meet
with the definition and division of kavya. These
explanations are, to a greater part, to be considered
as a refutation and a correction of the views of his
predecessor.

Then Dandin goes on to_give a detailed account
of the doctrines of both 7iti and gupa, thus indicating
a point of view different from Bhamaha’s treatment
of the matter, as will be shown below. In the last
part of the first book the author points out what is
necessary and desirable for becoming & real poet
(kavi). ‘

The second adkyaya, which contains not less than
368 verses, is wholly devoted to the definitions
and illustrations of the arthalamkaras, while in the
first 96 stanzas of the last book all the different
species of sabdalamkara are dealt with, the illustrative
verses being to some extent horribly difficult. Dandin
had a special liking too for the riddle (prake-
liia@) and gives its divisions in 28 verses. The

———

Vz'q’yiis&gam; fifth edition, Calcutta 1911. There is also
a German edition of the text, together with a German
translation,by O, Boehtlingk, Leipzig18gl,
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resb of the adhydya (51 stanzas) has the doctrine
of the so-called ten dogas for its subject.

The alamkarikas, who followed Dandin chrouo-
logically, were VAmana and Udbhata. Though
they were contemporaries (they both lived at the
court of king Jayapida, 779-813), their works have
but little in common. Perhaps their respective stand-
points would have been clearer to us, if the other
works of Udbhata were known to us, Both Udbhata
snd Vamana are well acquainted with Bhamaha,

Vamana!® was the first to treat the matter
in sitra-form. These sutras were of course, hardly
comprehensible by themselves ; a commentary was
needed, the author of which is also Vamana. Thus
his work goes under the name Kavyalamkara-sutra-
vptts. It is worth noting that this title may have
been chosen with reference to Bhimaha, whose work
bears the same name Kavyalamkara. It is divided
into five adhikaranas : the first containing three, the
second and third two, the fourth three, and the last

two adhyayas.

16 Edited as No. 134 and 140, in the Benares Sanskrit
Series, 190708 ; as No. 5 in the Syt Vani Vilas Sastra
Series, Srirangam, 1909 ; as No.15 in the Kavyamala, Bombay,
1889 ; in Germany by C. Cappeller, Jena, 187s.
The same scholar also gave the text and translation alone
of the last book of Vamana’s, under the title : Stilregeln,
Strassburg, 1880. A translation of the entire work of
Viamana is given by Pandit Ganhngdnatha Jhi,
Indian Thought Series, no. 3, Allahabad, 1911-12. There
are, besides, some other editions, which I will not enu-

merate here. .
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Vamana opens with the statement that the kdvya
is acceptable on acocount of its embellishments (alam-
kdra in the wider sense). Then is pointed out
what is meant by the word alamkara, i. e. the avoid-
ance of the dogas and the employment of the gupas
and alamkaras (in the narrower sense). In the last
sutra of the first adhydya the effect of a good kavya
is spoken of. Then the question is answered as to who
should be taught to compose a kavya. Next, Vamana
deals with the #¥:, which according to him is the
soul of poetry, 1In doing so, he presents, on the one
hand, a contrast to Bhamaha and, on the other hand,
he accepts to some extent the views of the author
of the Kavyadarss, In the last adhyayas of the
first adhikarana Vamana describes the so-called
afigas of the kavya, this matter forming the subject
of twenty sutras. Here we find everything mention-
ed which is to be studied by one who intends te
become & kavi. The first adhikaraps winds up
with the divisions of poetry. The author then
proceeds to present a full account of the dogas.
There are three kinds of dogas, viz. pada-, vakya-,
and wvakyartha-dogas. As a pendant of the dogas
Vamana in the following sutras deals exhaustively
with the gunas, which are divided into dabda (or
bandha) and artha-gunas. The whole fourth adhii-
karana gives the doctrine of both sabda- and artha-
alamkaras, the last being regarded as mere sub-
divisicns of the main figure : upama. After the
example of Bhamaha the work closes with - the



INTRODUCTION . ‘21

dootrine of poetic conventions (kdvya-samaya) and
of the correctness of words (sabda-sodhana).

. With respect to Ud b h ata, itis a matter of
regret that only his Kavyalomkare-sara-samgraho
has been edited!?, which work is closely connected
with the poetics of Bhamaha, as is already suggested
by the title. The six books of the work consist of the
treatment of the §abda- and arthalamkaras. Udbhata
wrote some other works, too, the most important
and interesting one being his commentary on
Bhamaha. As a manuscript of it is extant we may
hope that it will be published as soon as possible.

A good deal more extensive than the works men-
tioned before is the Kavydlamkara of Rudratald
bearing (which fact is interesting) the same title as the
poetics of Bhamaha. There are many views with
regard to the time of that alamkarika'®. Some say
that his work was written in the second half of the
11th century A.D,, others are inclined to assume that
Rudrata did not live after the middle of the 9th
century while others again would find out that he
lived about 950 A.D., At present, we may take it
a8 a matber of fact that he lived about or rather before
R30 A.D., because an opinion of his is discussed and

17 The text is given by Jacob in Journal o the
Royal Asiatic Society, London 1897, a great part of the
verses also by Trivedi in his notes to Vidyanitha’s
Prataparudriya (Bombay Sanskrit Series No. 65.).

18 Kavyamala vol. 2, Bombay 1886.

19 See R. Pischel, Rudrata’s Srigratilaka and
Ruyyaka’s Sahrdayalih, Kiet 1886, Introduction.
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rejected in the Kavyamimamsa?® by the famous
Rajadekhara, who belongs to the end of the 9th or )
the beginning of the 10th century. We must further
bear in mind that the Kavyalamkira of Rudrata,
though dealing with the whole matter of poetry,
does not say one word with respect to the doctrine
of dhvany, which is discussed fully in the
Dhvanyaloka and which is referred to in all later
works on poetics. Since the Dhvanydloka was written
about the middle of the 9th century, the Kavy-
dlamkares cannot be placed after that time.

The work of Rudrata is one of the more difficult
books on alamkara. It consists of sixteen adhyayas,
composed in the arya-metre. After a short intro-
duction, the author speaks of the effect of good poetry
and goes on to deal with all a Zavs should know. ~ The
second book begins with the definition of kavyae (as
the union of word and sense, sabda and artha), With
this we have an indication of nearly the whole Kavya-
lamkara. Rudrata intends to discuss first the nature
and qualities of the word (éabda) and then those of the
the sense (artha). With regard to the noun, Rudrata,
after some general remarks on the word, discriminates
between two kinds, compound and non-compound, this
division being a highly important one because there-
upoh are based the differences of the 7ite. Then the
author defines the vakya which, on the one hand, may
be divided into prose (gadya) and metre (chandogata)
and, on the other, into further divisions according to
, the la.nguage in which the kavya is written. The
remaining cha.pters discuss the éabdulamkwms, the

20 Adkyaya 7, p. 31 ‘
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dabdadogas and the vakyadosas. The first part of the
definition of k&vya being herewith completed, Rudrata.
takes up the second part, artha. Under this heading
there is presented a full description of arthalambaras,
which are to be regarded from four different stand-
points,viz. vastava, aupamyc, atidaye, and slega. This
treatment of the matter seems to have some connection
with a similar opinion of Vamana, for we may remem-
ber that this alamkarika regards all the the figures
of speech from the point of view of aupamya. Then
the artha-dosas are described and especially that of
upamd. The doctrine of the rasas, which really had
its place in dramatic poetry—for the persons of the
drama show in fact all shades of sentiments and the
reflection of most inner feelings—and which, as a
matter of consequence, has never been treated in
fulness by the older alamkarikas Bhamaha, Dandin,
Vamana, and Udbhata, takes up much room in
the Kavyalamkara of Rudrata. Among the rasas
the §ragara-rase is treated exhaustively, and  the
doctrine of the nayaka and the sayikd and the like
is discussed at length. The last book of Rudrata’s
deals with the various kinds of literary compositions
(prabandha).

Comparing the alamkara-sastra of Rudrata with
those of his predecessors it must be confessed that
he has endeavoured to present new ideas. Though
many subjects he treats of are spoken of for the first
time by him and though he has given new shapes
to old views, Rudrata must be regarded as belonging
to the older school of the alamkara-sastra. Asa
matter of fact heris entirely untouched by the doc-
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trine of the dhvani, which was gaining a great in-
fluence upon the further development of poetics.

This aesthetic criticism was brought into a system
by the author of the Dhvanya lokaabout the
middle of the 9th century A.D. 3!, It is now
settled as a fact that Anandavardnana is the author
of the vpiéti only, and not also of the karikas 3le.
That the doctrine of the dhvani, however, had in
some way or other been treated already before the
time of the Dhvanyaloka, may be gathered from
the words of the author himself. There is, how-
ever, little doubt that in dealing with the new views
and developing them at length, the Dhavanikara
and  Anandavardhna of Kashmir played the
chief part. The idea is this: poetry is of value
only when the matter the poet wishes to deal-with
is presented to the hearer by mere suggestion ; simple
description of events in plain terms has nothing to
do with poetry. In one word, the unspoken is the

21 The text is edited in Kavyamala No. 25, Bombay
1891, Translated into German by H. Jacobi, Zeit-
schrift der Deutschen Morgenlaendischen Gesellschaft, Vol.
§6and 57, 1902-03, Anandavardhana’s name (Ananda) is
quoted in the Kavyamimamsa of RajaSekhara, p. 16 (prati-
bhavyutpattyol, pratibha sreyasi ity Anandah | sa hi kaver
avyutpatti-kréam dosam asesam Gcchadayali ; tad Gha | avyut—
pattikyto dogah Saktya samvriyate kaveh, yas tv abakti-Fytas
tasya jhalily evavabhisate)) See Dhvanyialoka, p. 137 (3rd
uddy.).

21a  See also the excellent paper by S. K. Dé: The
'lext of Kaivyaloka-locana IV. Reprinted from the
]ourran of the Department of Letters

vol, ix. Calcutta University pr, 1923, p. 2 f
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essence -of poetry. With this idea wrote Kali-
dasa and the other great poets long before
the real quintessence of poetry was analysed and
reagoned out in books on this subject. The correct-
ness of the new idea being acknowledged by all who
had a taste for poetics, the doctrine laid down in the
Dhvanyaloka could not fail to influence all the later
works on alamkara. , .

We cannot pursue the theme further here, where
we are going to inquire into the development of the
ideas as they were presented by the old masters.
Though the doctrine of the dhvan: attained a
very great significance for poetic criticism, the older
theories are by no means put aside, but they hold their
place as constituting the foundation of the kdvya.

The big work of Mammata, the Kavya-
prakasa’?, shows clearly the influence that the dhvani-
doctrine was gaining. Mammata lived in the 11th
century. Though his work is written in verse
throughout, the expression is as brief and condensed as
possible and thus rather bears the character of the
sutra-style. We are therefore not surprised that
Mammata himself composed a commentary on it?3e,

22 Edited many times in India, e. g. with a great
commentary by Bhatta Vamandcarya B. R,
Jhalakikara, Bombay 1901 (2nd ed). For an English
tr%lation we are indebt‘ed to Gangianatha Jha,
Benares 1897-99 (From Pandit, Vols. 18-21).

222 There are, however, some doubts about the author-
ship of the Kauyaprakiasa. See V.Su k th ankar, Miscell-

-aneous Notes on Mammata’s Kavyaprakisa, Zestschrift der
Deutschen Morgenlaendischen Gesellschaft, Vol. 66, p. 477
and 533 ff. : -

iv
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The Kijvgaprakasa consists of ten ullasas. The
anthor opens in the same way as his predeeessors
by pointing out what the effect of good poetry is,
and what attributes, besides learning, are to be re-
yarded as necessary for becoming a poet. After that,
the definition of the kdvya is given, and Mammata
turns to the divisions of poetry. Here we mest
with the higher criticism of dhvani. According te
the degree in which the suggested meaning (dhvani)
prevails there are three kinds of poetry. This
question is discussed further, up to the end of the
sixth wllasa, starting from the nature of words and
ending with the doctrine of rasa, which is dealt with
from the standpoint of dhvani. Then the various
kinds of dogas are enumerated, and in connection
with this, the views regarding the gunas are criticised.
In the ninth and tenth ullasas Mammata treats of the
alomkaras, which in the meanwhile have become a
good deal more numerous.

By mentioning Mammata the chronologica! line of
the writers on the alampkara-sastra has been interrupted.
The most peculiar feature of the book, however, which
1 am now presenting to the reader, justifies me in
speaking of the Kavyaprakasa so soon. We have to
deal now with a theoretical work of the well-known
dramatist R&ajasek hara, who lived about 900
a.p. He is younger than Rudrata and Ananda-
vardhana, who are both mentioned by him. The work
is entitled Kavya-mimamsa, This highly interesting
book, which also gives important information abeut
other matters,. is edited as the first volume of the
brilliant Gaekwad’s Oriental Series, 1919.
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The text now published is but a small part
of the whole Kasyamimamsd, bearing the title
Kavirahasya. This is evident from Rajadekhara’s
own statements, especially in the introductory lines,
but since a manuseript of the other parts has
not yeb been found, we are not quite sure whether
the author did not get further than the end of
the first adhitkarana, so that the work must be
regarded as incomplete, or whether other parts
are unknown, because the manuscripts have not
been found or are lost. The copious notes the
learned editors of the Kavyamimadmsi have added
to the text show that the author has very often
referred to older works, both kavyas and saséras.

The style of Rajadekhara’s book differs a good
deal from that of his predecessors, the main part being
written in simple prose, but not in satra-form which
Vamana or the Dhvanikdra used, The prose, how-
ever, is interrupted by more or less large passages
in verse, which, on the one hand, support the ideas
presented in the prose-parts, and, on the other, in
s more independent way give some further details,
Though in dealing with the matter, the author shows
a certain raciness of expression and tells plenty of
interesting facts, lie is in many cases not free from
pedantry, particularly in finding out new groups sand
divisions, :

~ The Kavirahasya (as the first adhikardana of the
Kavyamimansa is called) consists of eighteen adhydyas
each of them having titles. In the first (ddstra-
samgraha) the various kinds of poetic matters are
etumerated. The second ddiydya (sdstranirdesa)
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shows that there are two kinds of literary composi-
tion (vanmaya), viz., édstra and kavya, the sastra being
considered as previous to- kavya. With respeet to
the former, Rajasekhara gives subdivisions and ex-
planations, speaking of the style of the sastra and of
the various forms and designations of commentaries
etc. With the next adkydya (kavyapurusotpatti)
the author begins the principal matter, the doctrine
of the kavya.. There we are told that the goddess of
Speech, Sarasvati, longing for a son, underwent severe
penitential exercises. She, then, bore a som, the
Kavyapurusa, Rajasekhara gives a story of the
encounter of Valmiki, the inventor of the &loka and
author of the dtihisa Ramayana, with the lonely
wandering Kavyapuruga. In telling this, the author
mentions also Dvaipayana, who was the first to study
the éloka (invented by Valmiki) and composed the
samhitd Bharata, which is sald to consist of 100,000
§lokas. In. course of time the bride of the Kavya-
purusa became Sahityavidya (vadha). On account
of her wandering through many countries, some poetic
forms evolved themselves, the most important among
them being the three ritis, Gaudiya, Paicali, and
Vaidarbhi. These stories may be regarded as in-
troductory, In the fourth adkyaya (the title of which
seems to be incorrect, being the same as that of the
sixth chapter, padavakyaviveka) goes on to deal with
the nature of the kavi. The students of kavya are
said to have different degrees of understanding. The
differentiation appears to have been influenced by a
- pastage in the 4rthasastra of the famous Kautilya,
whoge theories Rajedekhara . sometimes makes use
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of also elsewhere. Then the author continues to
point out what things are requisite and desirable
for everyone who wishes to become a kavi. Speaking
of the pratibha (the inborn and working fancy of the
poet) Rijasekhara attaches much value to its two-
fold nature, ‘viz,, as karayitri and bhavayitrl, These
remarks show the influence of Vamana very clearly.
Hereafter, in the fifth chapter (k@vyap@ka), the
vyutpatts (the literary education) is dealt with. Raja-
dekhara describes the relation between vyuépatti and
pratibhi, quotes the views of other authorities (among
these also the view of his wife Avantisundari),
states several groups of the kawi, going a good deal
into detail, and criticises again and again the theories
of his predecessors. The sixth adhyaya (pada-
vakyaviveka) has the doctrine of pada (word) and vakya
(sentence) as the subjeet. The definition of poetry
(k@vya) is presented here. In the next chapter
(pathapratisthd) Rajasekhara discusses the various
kinds of expression with respect to the speaker (gods,
man, and so on), the language (Sanskrit, Prakrit,
Bhiitabhaga) being dependant on them. After having
mentioned the varieties of »its (Gaudiya, Padcals,
Vaidarbhi), the author deals with another factor
which in his opinion has a peculiar interest, namely
recitation, kaks or pdtha. As'a matter of fact, this
passage is a highly important one, because it shows
what kind of pronunciation the various peoples of
India used. That an opinion of Rudratd regarding
the same subject is rejected by Rajasekhara, is of
importance with respect to the ohronological relation
between these two writers on poetics, The mere
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tithe of the eighth adhyaya (kGvyarthayonayah) calls
to' mind a certain passage in Vamana's Kavyalam-
karasitravrits, Here w ﬁgcb 1] matters communi-
cated which are importln i%h' regard to the oon-
tents of a kdvya (éruts, smpts, itihasa ete.) It need
hardly be mentioned that the author adds some new
groups to the old ones, but it must be confessed that
in inventing new subdivisions Rajasekhara here (as
well as elsewhere) shows a good deal of overmuech
pedantry. The next chapter (arthavyipti) discusses
the contents of k@vya. The opinion of Drauhini
that with respect to the contents there are three
kinds, viz, divya, manusa, and divyamanusa, is refuted
by declaring that seven kinds must be assumed, since
pataliya, martyapataliye, and divyamartyapataliya
have to be added. Rajasekhara is careful to illus-
trate the seven kinds by e§amples. After having
done so, the author gives some explanations of des-
oriptions (of rivers, mountains, towns, separation eto.)
enlivened by the rasas. A few remarks about the
nature of things as they are in reality and as they
are represented by the fancy of the poet are of a
certain interest.  Then Rajasekhara speaks of
two forms regarding the contents, viz. mukiake
(v single stanza, closed in itself) and prabandhe
(a whole composition) ; and the chapter ends with
another subdivision according to the reality or non-
reality of the events the kavi desoribes. The tenth
chapter' bears the name kavicaryad rdjacarya ca,
snd, at the outset, points out what branehes of learn-
‘ing are necessary to know before one is able to eom-
poss's kileya : vis; grammar, metries, diationaries and
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80 on. DBesides these, the kavt has to know the
accesgory sciences (upavdyd), as e.g., the arts ete.
Rajadekhara does not forget' to lay stress on
another thing to which the kavi must turn his atten-
tion : that is the care of the body. In studying these
pessages, the reader will be rather amused and
compensated for many tiresome explanations and
divisions, though here also the descriptions bear the
stamp of pedantry which exhausts all possibili-
ties In a wearisome manner. “As the kavi, so
the kavya”. Further, the ideal dwelling house of
the kavi is described in full detail Many faets
mentioned here are of great interest for us in more
than one respect. The names of poetesses are given,
for instance ; but the chapter culminates in a detail-
ed description of the Kavi-examination held by a
committee of men selected for this purpose, who sib
or stand in the examination-hall in order of rank.
The adhydyas 11 to 18 deal with the borrowing
(harapa) from older poets. The author points out
cages in which borrowing is or is mnot allowed
and goes on to treat all such possible cases. In
Rajasekhara’s opinion, harage must have been
of great importance, since the matter is dealt
with in more detail than is agreeable to the reader.
The fourteenth and fifteenth chapter (jatidravya-
krigasamayasth@pond and gupasamayasthdpana) in-
vestigate all kinds of poetic licences ‘and ocustoms,
which, though not correet in the strict sense, are
sanctioned by tradition. Among many other things
we find here the well known relations between colours
and affections or oconmditions ‘of mind and the 'like.
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In the next chapter (svargyapataliyakavirahasya-
sthdpand), the author presents some special doctrines
for the svargys and pataliya poet. The seven-
teenth adhydys is more interesting and important,
because we glean a geography of India from it.
The details given here, however, were not unknown
even before this discovery of the Kavyamimamsa, for
the Jaina monk and polyhistor Hemacandra and
another writer on alamkara, the younger Vag-
bhata, have almost the same desavibhaga in-luded
in their works. That both have borrowed from
Rajasekhara we did not know before the latter’s work
was published. The Kavirahasye winds up with
the eighteenth adhyaya (k@lavibhiga), which gives a
description of the division of time. o

We stayed a little longer with Rajasekhara
than with the alamkdrikas before him. This we did
because our author deals with poetics in a rather
different way and illustrates matters which are not
to be found in the works of his predecessors. Later
writers on alamkira, Hemacandra and Vﬁgbhata;
have borrowed long passages from Rajasekhara,
often almost verbatim.

Of the later writers on poetics only the more im-
portant names shall be mentioned here. Raji -
naka Ruyyaka or Rucaka, who lived in
the beginning of the twelfth century, has treated only
the -alamkaras in his Alapkarasarvasva, The way
Ruyyaks takes up the matter and the exact and
coyrect manner in which he delivers the doctrines
of  the figires of speech and groups them, show
cleatly 'what progress had heen made -regarding
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poetry. The form of expression is somewhat similar
to that of Vamana, or rather to that of the Dhvani-
kara : the sutra-text and a commentary on the
swtras which, however, is much more exhaustive
than the commentary of Vamana and constitutes
really the main part.

The older Vagbhata, who, like Ruyyaks,
also belongs to the beginning of the twelfth century,
treats of the whole domain of poetry. His work is
entitled Vagbhatalamkara and is written in verse
throughout. Vagbhata begins with the definition
of the kavya and, thereupon, speaks of the purpose
of poetry and the causes of it. After giving a
division of the kdvya, he presents the doctrines of
the dosas, the gunas, the dhvani, the éabda- and
arthalamkaras, the ritis, and the rasas. It musb
be confessed that the importance of Vagbhata 1is
not great.

The compendium of poetics, the Kavyanusasana,
of the celebrated Jaina monk, Hemacandra
(1088-1172), is a good deal more extensive., He
also wrote a great commentary on his own work, the
Kavyanusasanaviveka. It is a matter of course
that Hemacandra could not present original ideas
of his own, as he unfolded a somewhat astonish-
ing literary activity. He was a complete master
of the knowledge of his time, and had thus in many
cases only registered the theories and results
his predecessors had found. The sources, however,
which Hemacandra used, are partly unknown to
us. The discovery of the Kavyamimamsa of Raja-
Sokhara has shown that Hemacandra in his commen-

v
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tary has borrowed long passages from it ; but the
name of Rajasekhara is never mentioned. It is
possible that other parts of the Kavyanusasanaviveks
may go back to other books of the Kavyamimamsa
which have not yet been found.

Hemacandra begins in the usual way with the
topic of the effect and cause of poetry. The definition
of the kavya (adosau sagunau salamkarau co abdar-
thaw kavyam) indicates at the same time the mode
of his treatment of different topics. It is explained
what guna, doga, and alamkare are, and it is pointed
out in which way these ideas are connected with
the rasa. For, though the rasa is a facbor
of immense importance, it is not mentioned at all
in the definition of poetry, because in the opinion
of Hemacandra the kasya as consisting of word
and sense (§abdartha) is sanctioned by tradition.
The author then presents an account of the doctrine
of the word, in course of which the dhvans
doctrine is touched on, apparently under the in-
fluence of the Kavyaprakasa. Hereafter the rasa, and
then all kinds of dosas (rasa-, pada-, vakya-, pada-
vikya- and oartha-dogas) are characterised. The
description of the gunas, of which only three are men-
tioned, also shows among many other things the in-
fluence of Mammata, The éabda- and arthalamkaras
are detailed in the fifth and the sixth book respect-
ively. This is followed by the doctrine of the nayaka
(hero) and his female counterpart, the nayékéi (heroine).
- The division of the kavya forms the last part of Hema-
candra’ work.

In the 18th centur# Vagbhata the
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younger—the older Vagbhata has been mentioned
above—composed a work on poetics. In his own
commentary on his work, Vagbhata is influenced
also by Rajasekhara. Vagbhata's book, though a
very large one, is of no great importance, New
ideas are scarcely given. In the beginning are
discussed the very well known question about the
offects and the causes of poetry and the definition of
the kavya, which discussion takes the same form as
that of Vagbhata's predecessors. Before illustrating
the various parts of the definition, the author speaks
of the divisions of poetry. The second and third
adhyaya contain the doctrine of the dosas (sabda-,
vikya-, artha-dosas), of the gumas (the number of
which is given as ten, after Dandin), of the
artha- and sabda-alamkaras. There are 62 arthalam-
karas, while Hemacandra deals with only 29. The
absence of dosas and the presence of gupas and
wlamkaras form the body (§arira) of the kawya, its
soul (prama) being the rasas, which are detailed
in the fifth edhyaya.

After this succinct account of more the impor-
tant repr:sentatives of Indian writers on poetics?3,

23 A complete account of all @lamkarikas (with the
exception of Rajasekhara, whose work was not discovered
then) is given by Hari Chand in his book : Kalidasa
et PArt poétique de PInde, Paris 1917. There the reader
will find further details with respect to the less important
writers on poetic matters and the time they livedin. A
work very often referred to is the Sarasvati-kapthibharana
of Bhojaraja (about the middle of the 11th
century A, D). It is, however, a mere compilation
and, therefore, is of very small interest. Bhojardja has
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let us now deal with the historical development
of the theoretical foundations of Indian poetry and
see in what manner old and simple ideas are changed
in course of time, We shall consider in the following
pages the effects of good poetry and the causes of it,
and shall gain an idea of the qualities which
the poet should possess. After this, the various
attempts to define the kavya will be illustrated, and
then the general position of the alamkara will be
touched on. A further question is: whatis to be
considered as the soul of the kavya 9 A large space
will be taken up by the doctrine of the so-called
ritis and the gunas (though not the whole theory of
gunas) closely connected with these. Finally, we must
treat of the division of the kavya. In this chapter we
shall meet with important questions, which in more
than one respect are of the greatest interest.

borrowed long passages from Dandin’s Kayyadarsa. Another
author of the same time, K semend ra, wrote two works
on the alamkarasastra the Aucityavicavacarci and the Kavi-
kanthabharana, which last title reminds one of the work
of Bhojaraja. The value of these works is not great. On
account of its clearness of description the Candriloka of
Jayadeva is highly valued in India. The author lived
in the 13th century and also wrote a drama, the Prasanna-
yaghava. The works of Vidyadhara and Vidy a-
nath a(about 1300 A. D)) : the Ekavali and the Pratapa-
rudrayabobkusana, both edited in the Bombay Sanskrit
Series, Nos, 63 and 65, are also of some importance.
Jagannatha (17th century) whose Rasagangidhara,
though incomplete, takes the first place among all the
works of the preceding centuries on account of his

independent and original researches, belongs to the modern
eriod,
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Before entering on the discussion of the kavya
itself there are some things of a more general
character which the writers on alamkira deal with in
an introductory way. When anything is to be under-
taken, it is asked what effocts and what causes may be
connected with it. The oldest author, Bh & m a h a,
treats the question of the effects of good poetry
in connection with the question about the qualities
of the poet. Not to disturb the context, the verses
of Bhamaha in question will be given when we
speak of the kawvi, Here we can therefore be
short.

Bhamaha saysI,2:

dharmarthakimamoksesu vaicaksanyam kalasu ca |/

pritim karoti kirtim ca sadhukavyanibandhanam //

“The composition of a good kdvya presents
cleverness in (the caturvarga, ie.) right, wealth,
love and liberation, and in the arts, and (presents
further) pleasure and fame.”

Dandin sees the matter from another point
of view, declaring in Kavyadarsa I, 3-6

iha sigtanusistanam Sigpanam api sarvatha |

viacam eva prasddena lokayéatra pravartate //

idam andbam tamah krtsnam jayeta bhuvanatrayam /

yadi sabdahvayam jyotir asamsaram na dipyate //

adirajayasobimbam adarSam pripya vaimayam /

tesim asamnidhane ’pi na svayam paSya naSyati //

gaur gauh kimadugha samyak prayukti smaryate ciram /

dugprayukta punar gotvam prayoktuh saiva samsati f/
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“By the favour of words, as well of those which
are taught by the grammarians (Sanskrit and Prakrit)
as of the others! (the various dialects which are
not expressly taught by the scholars), business
in the world is prospering.

“If the light, called word, did not shine into this
existence, then these three worlds would be in
complete darkness,

“The idol of fame of the first kings, which mani-
fests itself through the mirror of words, does never
vanish even when (the kings) have passed away.

“Well-composed speech is called a cow, which
grants every desired object ; but composed in a bad
way, speech manifests only the ox-nature of the
composer?.”

Dandin states the relation between the kdvya
and the fame of the king as follows. According to
him, the main purpose of a poem is to narrate and
praise the life and deeds of the king, the *kavi
being thus, generally, a court poet.

V am an aappears to depend on Bhamaha, say-
ing in Kavyalomkarasutravptts I. 1. 5 :

Kavyam saddrstadrsetartham pritikirtihetutvat,

“Because the kavya is the cause of pleasure and
fame, its effect is (twofold) : to be seen and not
to be seen.”

Pleasure is visible, but fame is not visible, as

1 Premacandra has a second interpretation of the

appears to be the better.
2 Premacandra : gofvam vrgabhatvam wmurkhatvam-

ityarthah,
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it manifests itself mostly after the poet has passed
away. Fame, however, stands higher than pleasure,
as Vamana points out in the following verses :

“The merit of composing a kavya is considered
as an uninterrupted road (leading) to fame. The
ridiculousness of being a bad kavi is said to be
a way to shame,3

“The learned ones designate fame as something
leading %0 heaven in the end, shame, on the other
hand, as leading to the places of hell. To attain
fame and to avoid shame, the ‘king-poets” ought
to study the contents of (this) Kavyalamkira
thoroughly.”

The matter in question is dealt with in a much
more detailed way by Rud rat a, whose words run
thus (Kavyalomkara 1. 5-13) :

“When in course of time the temples etc., erected
by the kings are fallen to decay, then even the
names (of the kings) would not remain, if the kings
had no good poets.

“Does not a person render a good service to
another by displaying his fame, which will last
for ever and will be pure and faultless and desirable
for all the world ?

“And the learned ones*, who have studied the
highest things, agree with each other in stating
that to bestow benefits on a person is of quite &
special merit,

e e A

3. ’Compare Raghuvania 1. 3: mandah kaviyasahpravii,
Jamisyamy upahasyatam.

4. Vadinah. Or should it be translated : “ men, who in
other cases dispute withreach other, agree in this matter ... ”?
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That is the very idea of which Dandin has spoken :
the kave par excellence is the court poet of the
king, and the king must bear in mind what the
poet may become to him! But besides that, the
blessings of good poetry are evident also with respect
to other things :

“The poet who has composed beautiful panegyrics
of the gods attains wealth, liberation from evils,
fortune beyond measure, in short, all he may
desire.

“So some poets by praising Durga have crossed
(the stream of) misfortune which is hard to do;
others have turned away sickness; others again
have got a much-longed-for gift.

“The gods who have fulfilled the poet’'s wishes
as a reward for the panegyrics are the same even
to this day, though the kings have changed.

“Yet, why shall I say much ? Who in the world
may be enabled to comprehend to which high degree
the kavya, this ocean with its jewels, brilliant
excellences (the poem is filled with), becomes the
cause of eminent fame ?”

In tho next verses Rudrata varies the words of
Bhamaha :

“Therefore the wise ones, who wish to gain a
full success in the (four) manifestations of human
life (dharma, artha, kama, moksa) may compose
a kavye as faultless as possible after having studied
what is necessary for it.

“For, the fine formation of speech derived from
the acknowledged éastras (dealing with the correct
formation) of word and sentence, is the fruit o)
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the learned ones and well-formed speech,on the other
hand, matures a splendid kdvya.”

Mammata's statements about this matter
may be quoted, as they contain some interesting
details. Kavyaprakasa 1-2:

Kavyam ya$ase ‘rthakrte vyavahiravide Sivetarakgataye,

sadyah paranirvrtaye kintisammitatayopadesayuje,

The vpttr thereon runs thus :

‘ The composition of a Zavya leads to fame, to
wealth, to understanding of all worldly business, to
removal of all sorts of evils, to immediate or later
pleasure joined with an instruction similar to that,
which may be given by a beloved woman?).”

“ Fame, as in the case of Kalidasa and others,
wealth in the case of Dhavaka etc. from king Harsa,
understanding of all wordly business for kings ete.,
removal of all sorts of evils, as in the case of Mayiira
etc. from the Sun etec. The crown, however, of all
is the complete pleasure, which is caused by the
taste of rasa and which takes away all other senti-
ments,”

The last words show that no little progress has
been made in judging poetry: the last cause, why a
good kavya is a course of untroubled joy and plea-
sure, is the rasa, the poetic sentiment, which is the
strong quintessence of all poetry. Regarding the
matter from this point of view Mammata continues
to show in which respect poetry differs from other
kinds of literary compositions:

§ This stanza is quoted by Mallinatha in the beginning
of his commentaries to the five makakiavyas.

Vi
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“ By the fact that in the k@vya word and sense
(éabdartha) recede into the background, the unfolding
of the single parts of the rasa is placed into the fore-
ground. Thereby the kavya differs, on the one hand,
from the sciences as Peda etec., where the word forms
the main part, like the (command) of a king (prabhu-
sammata), and, on the other, differs from the mere
narrative literature as the Purapas etc., where the
main part is the sense, in the manner of (an instruc-
tion) from a friend (suhpt-sammita). Thus, the kdvya
is the work of a poet who is skilled in presenting a
matter in a manner that goes far beyond the common
way. As a beloved woman by means of her graceful
attraction (rasa) gains (her lover’s) interest (and so
may get from him what she wishes), in the same way
the k@vya presents instruction in a fitting manner
both for the poet and the knowing ones (the hearers
of the A@vya), an instruction similar to that of Rama
and not to that of Ravana. Therefore one should use
the utmost endeavour with respect to the kavya.' '

Mammata here gives a few more details about
the matter in question than his predecessors did,
regarding poetry from a higher standpoint. The
ideas he speaks of in a certain degree belong already
to the question as to the real nature of poetry and
to the definition of the kavya,

6 The Ekavali, which generally is based on the Kavya-
firakisa, has borrowed these similes from Mammata in the
verses 1, 3-6,



THE CAUSES OF THE KAVYA
AND THE POET

Scholars agree, as we have seen, that a good
kavya produces many desirable effects for both the
author and the hearer, They agree also that these
effects can only be expected from the composition
of a good £avya. Thus, the question of the kavya-
phala (eftects of poetry) is connected with that of the
kavyakarana (causes of poetry). In other words, how
should the poet (£avi) be? Going into the treatment
of this matter it cannot be avoided to take up some
things here which strictly speaking belong to the
preceding chapter, where the effects of poetry were
spoken of but Bhamaha does not, as mentioned
before, separate kavyaphala and kavyakarana strictly.

Right at the beginning of his work he says (I,
3-5) :

“ What liberality is to the poor, what skill (in
using weapons) is to the coward, what cleverness
is to the ignorant, that very same is knowledge of
the sastra to a man who is no kavi (by nature).

What is wealth without good conduct, what is
night without the moon, what is ability in speech
without being a good kavs.! '

'Even the untalented ones are able to study the
éastror with the aid of the instruction of the teacher,

1 This stanza (Bhimaha i, 4) is quoted as an example
for the arthilamkara Vimokt: in Ruyyaka’s Adlamkarasar-
vasva p, 83.
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but the kavya can be composed only by a man who
possesses the pratibha (the working genius)”,

Not everybody has the art of producing literary
compositions, and one who is not endowed with it by
nature can never learn it by studying the $astra.
The innate genius is called pratibha, verbatim the
‘ beaming of the ideas.’

On this occasion Bhamaha speaks of the effects
of good poetry (I, 6-8) :

“Even when those who have produced a good liter-
ary composition go to heaven, their body, which con-
gists of the kavya, remains pure and pleasent (on the
earth),

And as long as the poet’s fame, everlasting, fills
heaven and earth, so long the poet, who has done
good work, attains the celestial abode.

One who, therefore, longs for fame that will last as
long as the world will remain, may endeavour to com-
pose a kdvya after having studied all that the kaws
should know.,”

There is no doubt that the genius is the conditio
sine qua non for the poet; but there are, on the other
hand, some other things not less necessary. DBha-
maha deals with them in the verses 9-11:

Sabda$ chando’ bhidhanartha itihasasrayah kathah,

loko yuktih kalas ceti mantavyah kavyayonayah?,

Sabdabhidheye vijiiaya krtva tadvidupasanam,

viloky@nyanibandhams ca karyah kavyakriyadarah.

2 With respect to the text of this verse, the end of which
is not given in the edition of Bhamaha, see the notes to
Rajasekhara’s Kavyamimamsa p, 8, The first line is found
in the Dhvanyalokalocana p, 10,
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sarvatha padam apy ekam na nigidyam avadyavat,
vilaksmana hi kavyena duhsuteneva nindyate.

“(The doctrine of the) word,® metre, sense of the
words,* stories which are based on the ttihasas, the
(knowledge of) world (ly affairs), suitability,® and
the arts, all these are held to be the foundations of
the kavya.

After having made oneself acquainted with (the
doctrine of) word and sense, after having devoted one-
self to the teaching of the masters who know that, and
finally, after having studied the compositions of other
poets one should endeavour to make a kavya.

One should never utter a word which contains
something blamable, for on account of a £dvya that
shows bad features one is blamed as on account of
a bad son.”

Bhamaha is very hard on the bad poet (I-12):

*“ The fact that a man is no kavr does not impli-
cate his dharma-lessness, his illness, or cven his

- ——

3 The doctrine of the word is the grammar (8abdanu
8asana);, see Vamana I, 3, 4.

4 The author apparently means the knowledge of the
dictionaries; cf., below, Vamana 1, 3, 5: abhidhanakosat pada-
rthaniScayal. An interpretation different from this is pre-
sented by Udbhata in his (not yet edited) commentary to
Bhamaha (Bhandarkar Commemoration Volume, p. 405,
note 2): Sabdanam abhidhanam  adhiyyaparo mukhyo
gunavrttig ca. Trivedi remarks: Should it not be explained
as abhidhanam abhidhavyaparah wupalaksanam idam tena
lakganavyaijanayor api grahanam.ity arthah? For Bhamaha
is not dhvanyabhivavadi, one who does not believe in the
existence of the suggested meaning.”

5 Then things are to he considered in a suitable way.
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punishment. But the state of a bad poet is called
the embodied death itself by the knowing ones.”

The postulate which are laid down by Bhamaha
are taken up by D andin, only a little more preg-
nantly. We read in kavyadarsa 1-103 ;

naisargik! ca pratibha Srutamn ca bahu nirmalam,

amandas cabhiyogo’syah karanam kavyasampadah

“Innate talent, great and profound scholarship,®
uninterrupted practice’ are the cause of that success
of the kiavya.”

In the next verses, however, Dandin proceeds to
contradict his predecessor in an important point, In
the opinion of Bhamaha the pretibha (genius) is a
necessary condition without which a kdvye can by no
means be composed. Dandin denics this statement
altogether by declaring I, 104, 105:

“If there is not to be found the wonderful genius,
which is connected with impressions from preceding
births, then, notwithstanding, the wac (Goddess of,
Speech) presents some favour, when worshipped by
scholarship and effort.

Therefore those who strive for fame should put
agide idleness and continually and intensively serve
the Goddess of Speech. Even if there 13 but amall
talent for poetry a man who shows energy can enjoy

6 The vrtti runs: bahu anekam chandovyikaranakosa-
kalacaturvargagajaturagakhadgadilaksanatmakam ity arthah.
Nirmalam sadupadeSena nihsandehamadhigatya samyak-
pariéilitam ity arthah, Premacandra has taken the first part
from the commentary of the Kavyaprakasa.

7 Commentary: kdvyajhiopadesena paunahpunyena pra-
vrttsh, -
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himself in the company of the learned ones,”

These statements illustrate very lucidly the mau-
ner of Dandin’s polemic against Bbamaha. Also
with respect to things about which thece should not
be a doubt and which are ackowledged by all the
later writers on alamkara the author of the Kavya-
daréa presents a view opposite to that of Bhamaha.,
This oppostion seems to have its last reason in some
personal dislike against a rival,

The matter is treatcd much more exhaustively by
Vamana His words are not without a certain
originality. General reflections about the kave open
the second adhyaya of the first book. Vamana knows
two sorts of poets:

arocakinah satrnabhyavahariga$ ca kavayah

“There are pocts who suffer from want of appetite
and there are poets who eat even grass.”®

As the vptts explains, these terms are used in a
metaphorical sense.® The first group of poets is
very difficult to please in all that appertains to
poetics. Composing a kgvya they proceed with the
greatest diligence. They discriminate accurately be-

8 In Rajasekhara’s Kavyamimamsa these words are
attributed to an author Maigala by name. We read (p. 14):
“t¢ ca dvidha’ rocakinal satrpabhyavahkarinas ca” iti Manga-
lah. “kavayo’ pi bhavanti’’ iti Vamaniyah.. . . . “tatra
vivekinah purve tadviparitas tu tatonantarzh” iti Vamani-
vah Nothing is known with regard to this Maigala, nor can
I find his name in any of the works of the alamkarikas. Two
verses of his are quoted in the Saduktikarpamsta, p. 290, as
is shown by the editor of the Kavyamimasa.

9 arocakisatypabhyavaharisabdau ganarthau.
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tween what is fit and what is not fit. The second
group, on the other hand, does not differentiate good
from bad. In other words: the one is vivekin, and
the other avivekin (discriminating and not discrimi-
nating).!® Only the former class of poets are worth
being instructed on account of their being endowed
with the ability of discriminating (I, 2, 2: parve
§18ya vivekitvoat), whilst the other should not be in-
structed, because they cannot discriminate (I. 2, 8:
netare tadviparyayat).’! The §dstra is not made
for all: for the second group of poets it will be of no
advantage (I, 2, 4: na sastram adravyesu arthavat),
as the nut which is employed for clarifying muddy
water is by no means able to clarify a swamp (I, 2, 5:
na katakam pankaprasadanaya).?

The so-called kavyakarana is the subject of the
third adhyaya of the same book. We meet the same
subjects which are with but slight variations dealt
with by all Glamkarikas. Viamana calls them kavya-
figas. There are, he says, three kavyangas: the world

10 ko’ sav arthah? vivekitvam avivekitvam iti.

11 tadviparyayad avivecana$ilatvat.

12 With the nut of the £azaka tree the sides of vessels
were rubbed, by which procedure the unclean elements of the
water were said to segregate on the sides, Cf. Manu vi, 67:

phalam katakavrksasya yady apy ambuprasada-

kam, na namagrahanad eva tasya vari prasidati.

Kilidasa mentions the #&afak2 nut in a simile in his
Malavikagnimitra 11. 8:

mando’ py amandatam eti samsargena vipascital,

pankacchidah phalasyeva nikasepavilamn payal,.

It is often spoken of, too, in thg: works on medicine,
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(loka), the sciences (idyas), and matters of various
kinds (prakirea).

It need not be proved that the storics told in the
poem must be probable or possible, that they must
agree with the rules valid for this world (I, 3, 2:
lokavpttam lokal).

Then, the poet must possess the knowledge of the
sciences, which are enumerated in I, 3, 3:

§abdasmrtyabhidhanakoSacchandovicitikalakimasastrada-
ndanitipurva vidyaih,

“ These are the sciences: grammar, dictionary,
prosody, the doctrines of thec arts, the doctrine of
love, the doctrine of politics, and others.”

Sabdasmypts is identical with vyakarane. From
the grammar the poet learns the correctncss of speech
(4: sabdasmpteh sabdasuddhik).r®

The dictionary gives security with regard to the
sense (5: abhidhanakosat padarthamscayak).

The doctrine of prosody takes away the doubts
which arise regarding metre (6: chandoviciter vrtta-
saméayacchedakh).r*

The kalasastras give information about the arts
(7: kalasastrebhyak kolatattvasya somuvit).The vptts
mentions singing (gita), dancing (nrtya), painting

13 8abdasmyteh vyakaranat sabdananm Suddhih sadhutvani-
bcayah kartavyah.

14 In the Kayyddarsa (1. 12) and the Kavyamimamsa
the term prosody is also rendered by the word chandovicits,
and in other works one will find the same. Therefore the
hypothesis, according to which the term ckandoviciti in the
Kavyadarsa does not denote prosody generally, but a work
thereon, composed by Da.a.lqlin, is incorrect.

vil



50 THE FOUNDATIONS OF INDIAN POETRY

(citra). Apparantly there existed compendiums with
regard to the arts referred to.

From the kamasasira one gets the knowledge of
the usages respecting love (8: kamasastratah kamo-
pacarasye [samvit]).

The compendium of polities which by the vpéts is
named arthasastral® shows in which cases the sixfold
way in foreign affairs should be adopted or avoided
(9: dapdaniter nayapanayoyok [samvit]).'® The
knowledge of the arthasastra is of importance, because
the intrigues of the plot are founded upon ib.1”

In 1, 3, 11 we are told which matters are included
in the subject prakirpo.

“(Under) Miscellaneous matters (must be under-
stood) knowledge of examples, practice, reverence
for the masters, careful examination, talent, and close
attention,”

Knowledge of examples is intimate acquaintance
with the already existing kavyas (12: tatre ka.vya-
paricayo laksyajiatvam).1®

15 The Arthasastra by Kautilya is very likely meant,

16 tatra gadgunyasya yathavat prayogo nayah tadvipari-
to’ panayah nahi tav avijiiaya nayakapratiniyakayor vrttam
§akyam kivye nibandhum,

17 Vrttih: itihasadih itivrttam kavyasariram tasya kutilat-
vam tato dandaniteh abaliyasadiprayogavyutpattimiilatvat
tasyah.—This, in the first place, is valid for the drama, but it
has already been mentioned before that the theories of the
drama were to a great extent transferred to the £Zavya in the
widest sense of the word.

18 anyesam kavyesu paricayo laksyajiiatvam. tato hi
kivyabandhasya vyutpattir bhavati,
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Abhsyoga is the practice which is to be gained
if one, by way of trial, composes kdvyas, or, at least,
fragments of a kavya (13: kavyabandhodyamo® bhi-
yogak).

Reverence for the masters is the willing obedience
to the teachers, when they give instruction with
regard to kavya (14: kavyopadesagurususruganam
vpddhaseva).

Aveksane is the exact examination, whether a
certain word should be used or not (15: padadhano-
ddharogam aveksanm).

In commenting upon this s@ra Vamana also
mentions another term, kavyapaka which is of more
importance than appears at first sight. The author
says:

“ As long as the mind is uncertain, (the process
of) taking or avoiding (of words) exists: but when a
word is absolutly fixed, then speech is complete.

When the words have come to that state that
they no longer admit of lLeing altered, then this is
called Ripeness of words by those who are expert in
the employment of words (in compositions).”!?

Vamana mentions kavyapaka a second time, at
the end of the third adhikarapa, which contains the
definition of the gunas. He quotes three verses (atra
slokah); the first two are the following:

“When the gupas are entirely clear, one speaks of
ripeness of the kavya; and it is compared with the
ripeness of the mango.

19 This is quoted in RajaSekhara’s Kavyamimamsa with
some variations, See Below,
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A kavya which is endowed with correctly formed
nouns and verbs, but where the gunas of the sense
are bad, is like the ripe vpntaka fruit: people dislike
it.”

This ripeness of kavya we will meet again later
on, when we deal with what Rajasekhara has to say
on the nature of the poet. Here we only wish to
draw attention to the fact that kavyapaka is never
mentioned in one of Vamana's sutras, but only in the
verses of the commentary, It is a matter of interest
that the vttt goes a good deal farther than the
explanation of the sutras requires.

Talent is the germ of poetry (16 : Zavitvabijom
pratibhanam). This pratibhane (which, of course,
is identical with the pratibhd of Bhamaha) is an
inborn talent and a mental impression, the last cause
of which lies in a former existence. With regard
to this definition Vamana appears to be influenced
by Kavyadarsa 1I, 104, Without the pratibhina
literary composition cannot be produced, or, if a man
nevertheless tries to do so, the effect will only be
ridiculous,?°

By avadhina the attention is meant which is
directed to the one and only end, the faultless per-
fection of a kavya (17: cittarkagryam avadhanam),??

20 Kkavitvasya bijam kavitvabijam. janmantaragatasam-
skaraviSesal) kascit. yasmad vina kavyam na nigpadyate
nigpannam vavahasiyatanam syat.

21 cittasyaikagryam bahyarthanivrttih tad avadhianam,
avahitam hi cittam arthin paSyati. Cf. KavyamImamsa
p. I1: manasa ekagratd samadhih. samahitam cittam arthan
Pasyati,
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To these definitions the following sutras give
some supplementary explanations, which are of some
interest on account of their originality: Vamana
declares that the perfect attention depends on two
things: place and time (18: tad [avadhanam) desaka-
labhyam). The most suitable way for the compo-
sition of a k@vya is to do it in loneliness (19: vivikto
desah), the most suitable time is the fourth (the last)
part of the night (20: r@riyamas turiyak kalak), thab
is according to our idea, the early morning, The
commentary Kamadhenu refers to a couple of pas-
sages in the kavyas: Kalidasa says in Raghuvamés
Xvii, 1:

paScimad yaminlydmat prasidam iva cetana,

and Magha in Sisupalavadha I1. 6:

gahanam apararatrapraptabuddhiprasadah,
kavaya iva mahipas cintayanty arthajatam.

Comparing the words of Vamana with those of
his predecessors it appears that the author depends
on Bhamaha, This one, however, is new, namely,
that the points the knowledge of which is necesseary
for the poet are considered under three headings:
loka, vidya, and prakirna, This subdivision, how-
ever, is by no means good, for the most important
point, the pratibhana, which should be named in
the first place, is enumerated under the miscellanea,
as if it were something subordinate, though Vamana
himself holds the pratibha to be the very germ of
poetry, We need not be astonished that this divi-
sion of Vamana's is not referred to in later works on
alamkara.

The various points ars, as mentioned before, for
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the greater part the same as those which Bha-
maha considered necessary to anyone who wishes to
become a good kavi, Bhamaha had also taught that
the poet must be familiar with wordly business
(loka); that knowledge of the grammar (Bhamaha :
éabda, Vamana : sabdasmpti), of dictionaries (abhi-
dhanartha, abhidhanakosa), of prosody (chandos,
chandovicits), of the arts (kala) must be assumed for.
the kavi. The sciences of love (kdmasastra) and of
politics (dandanits, or, as it is called in the vpits,
arthasastra) are added by Vamana, Among the
points mentioned under the title prakirpa Vamana’s
laksyajiiatva, corresponds to Bhamaha's wvilokyanya-
mbandhan ; abhiyoga to kavyakriyadaral; vpd-
dhasevd to kptva tadvidupasanam ; aveksapa to the
idea expressed by Bhamaha in 1,11, Pratsbhana is
the same as pratibha. Knowing very well that poetry
is only possible when there is pratibhd, Bhamaha
opens his discussions with this point, Though Va-
mana is of the same opinion with regard to pratibha,
because he calls it the germ of poetry, he mentions
this most important factor only by the way, as it
were, under the title of prakirna, The avadhana,
which Vamena then speaks of is not mentioned by
Bhamaha, but it is not very different from aveksana,
On the other hand, we do not find Bhamaha's yukt:
nor his ttihasasrayak kathak in Vamana's sutra, which
last subject is of still more importance, 1In the vptte
to s@tra 10, however, these kathds are considered
by Vamana as kavyasarira; so they are not, strictly
speaking, a karana for the poet, but for the founda-
tions of the kavya itself,
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The ideas of Vamana only rarely met with ack-
nowledgment by the later writers on poetics, who
more or less dealt with the matter in a way similar
to Bhamaha and Danpdin, Udbhata in his book
on the alamkaras has no occasion to touch this
fundamental question, but Rudrata refers to the
Kavyadarsa, when he declares in the Kavyalamkara
I, 14

tasyasaranirasat saragrahanac ca cirunah karane,

tritayam idam vyapriyate Saktir vyutpattir abhyasah.

“To avoid the unbeautiful and to take the beauti-
ful there must be these three things for the composi-
tions of a good (kdvya): talent, scholarship, and
practice.”

These terms $akts, vyutpaiti, and ablydse are
apparently chosen only for the reason that he does
not wish to copy Dandin verbatim.

In I, 15 we are informed as to what must be
understood by éakts :
manasi sada susamadhini visphuranam anekadhabhidheyasya,
aklistani padani ca vibhanti yasyam asau Saktih.

“ When in a well-concentrated mind many ways,
ideas, and words, which are not worn out, spring
forth, it is called éakis.”

Thus daktr is bub another word for pratibha,
which is used in the Kavyadarsa. It seems, how-
ever, that Rudrata in the term éakti includes a little
more than the mere pratibha, or poetical talent,
namely also some thing contained in ‘4ruta’, for sakis
does not refer only totheidea or the sense (abhidheya)
which the poet whishes to express, but also to
the bearer of the idea, the word. That in this con-
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nection pada is synonymous with $abda and does
not mean the sentence (vakya) is shown by its
standing in contrast to adhidheya. In the following
stanzas the quality of sakt: is illustrated :
pratibhety aparair udita sahajotpadya ca sa dvidha bhavati,
pumsa saha jatatvad anayos tu jyayasl sahaja.
svasyasau samskdre param aparam mrgayate yato hetum,
utpadya tu kathamcid vyutpattya janyate paraya.

“ The $akti, named by others as pratibha, is two-
fold; innate and to be acquired. Among these two
sorts the innate (§akir) is the better one on account
of its being produced together with the man.

For that (innate éakti) only seeks for its further
accomplishment another cause; but the second sakts
is with some difficulty to be produced only by the
highest accomplishment itself.”

Thereby the author wishes to say that the innate
§akty, though through the samskara existing as such,
must yet undergo in some way or another a certain
development from outside, if it is to be useful for
the special purpose of composing a kdvya. This is
in accordance with the above stated fact that in
Rudrata’s $akts something which strictly belongs
to the term ‘éruta’ is already contained. The
second kind of éakéi, on the other hand, being not
yet in existence, must be produced and has thus to
seek a primary cause,

Apparently the mode of Rudrafa’s treatment of
the dakts is an attampt to remove the inaccuracy
with which the pratibha is dealt with in the Kavya-
daréas, The noisargiki pratibhd of Dandin is of
course the ‘same as the sakaja éakts of Rudrata, and
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cannot thus be substituted by another element as is
done in the Kavyadarsa 1. 104, 105. Thus the sahaja
§akti is set in contrast by Rudrata to the uipadye
§akts, Strictly speaking, however, Rudrata is no
more right than Dandin. The matter in question is
treated in a satisfactory way only by Bhamaha.
Vyutpatts is thus defined by Rudrata, I, 18; 19:

“ Vyutpatti, in the more limited sense, is the
correct distinction between what is suitable and what
is not suitable, on account of the knowledge of
prosody, grammar, the arts, worldly business, the
word, and the sense of the word.

But in the wider sense, is there anything to be
found in the world at all, whether that should be
expressed (the word), which may not become an
olement of the kavya ? Therefore this (vyutpatis in
the wider sense) is the knowledge of everything.”

Only an illustration, not a definition, is given with
regard to the third question, the abhyasa;?? 1. 20:

“A learned and talented man should, after having
studied all branches of human understanding, under
the guidance of a good poet and an expert man con-
tinually, by day and night, practise (the composition
of) the kavya.”

AsRudrata is wholly influenced by his predecessors,
so also Mammata presenis no new ideas in saying.

¢ Talent (éakts), exprience (nipunata) with respect
to the world, the éaséra, the kavyas, etec., and practice
(abhyasa) based upon the instruction (by a teacher)
who is expert in the kdvya, are the (three) causes for

a kavya”

22 Namisidhu: abhyaso lokaprasiddha eva.
viij
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Sakti, which term is apparently taken from the
Kavyalam#kara of Rudrata, is again identified with
Bhamaha's pratsbha. It may be considered, says
the author in the commentary, as the germ of kawvi-
tva, without which nobody is able to compose a
kavya, if he does not wish to produce something to
be laughed at?3. This last note Mammata has
borrowed from Vamana?4.

Nipunatad comprises the knowledge of all the
poet should understand, as the business of the world,
prosody, grammar, the dictionary, the arts, the so-
called caturvarga (dharma, arthe, kamo, moksa),
the éastras, which deal with elephants, horses, chari-
ots, weapons etc. Finally one must be well acquain-
ted with the kavyas already in existence?.

Supposing he is in possession of both éaktr and
nipunatd, the disciple has, under the direction of a
well-versed teacher, to practise composing kavyas.

To show in which way the later alamkarikas vary
old and sanctioned ideas, the definitions and explana-
tions of the older Vagbhata (12th century) may
be given (Vagbhatalamkara I, 3ff),

* The (innate) fancy (pratibha)is the cause of the
kdvya, scholarship (vyutpatti) (is) its ornament, and
practice (abhydsa) causes productiveness, so the first
kavis have said.”

23 Mammatasays in his commentary: Saktih kavitvabija-
ripah samskaraviSesah yam vina kavyam na prasaret pra-
srtam vd upahasanlyam syat. 24 Cf. above p. §52.

25 lokasya sthavarajarigamatmakalokavrttasya §astranam
chandovyakaranabhidhinakosakalacaturvargagajaturagakhad-
gadilakganagranthanam kavyinam cu mahiakavinibandhinam.
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(PrATIBHI)

¢ The (innate) fancy of the good poet, which lets
the use of clear?® words be well understood and
gives birth to a new tenor, is called pratibha which
is all pervading.”

(VyurparT)

“The unique, tradition-based knowledge of the
system, of words, of (the trivarga) dharma??, artha,
and kama, of politics?®, of love, ete., is named
vyutpotti.”

(ABHYiSA)

“ The assiduous devotion, which by the aid of
the teachers is to be manifested with respect to
the arrangement of a kavya, is called abhydsa. A
way whereby one can come to it will now be told.

With a series of words which (by form) sustains
the beauty of the structure, but has not yet any {new)
tenor, one can make oneself acquainted with all sorts
of metre with the view of employing them in the kavya.

Through combinations (of sounds) one should
form a length at the end of the word, one should
not suppress the visaurgas, one should avoid bad
sandhis; these are the ways which produce the
beauty of the structure.”

The making of heavy vowels by conjuncture with
the following word perfects, says the commentary,
a stability of the structure and the visargas produce
the guna called ojas.

26 The commentary explains prasanna by aklista,

27 Commentary: dharmasistram agamah.

28 Commentary: artha$astram Canakyapranito rajaniti-
granthah,
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Vagbhata gives the following examples:

gite krpane vidhrte tvaya ghore rane krte,

nradhtda ksitipad bhitya vana eva gata javat, :

“ O king, when in the horrible battle you draw
your sword, then the enemies run from fear quickly
into the forest.”

There we have the above mentioned faults: the
words stand there one by one, so that the structure
becomes very loose. The harshness can be avoided,
if the poet would produce heavy ryllables by con-
tractions, Further the wviswrga in Asitwpd is sup-
pressed. If it were not, (by placing after ksitipa
another word than lhkitya) then the gupa ojas, in
this very case of a peculiar effect, would be taking
place, Finally a bad (though no false) sandhi lies
in nradhisa,

Now Vagbhata speaks of the tenor :

“If the construction of » new tenor will not
succeed because the pupil does not possess enough
experience as yet, he should endeavour also in the
conversations to become able to find out a new
tenor,”' 29

After having illustrated this statement with an
example, the author touches the question of borrow-
ing from other poets,

“Forming the poetical combination of the tenor
of the compositions of other poets may be (some sort
of) exercise, [t is, however, nob very fair, because
the poet thereby becomes a thief,

29 arthasamkalanatattvam arthasya abhidheyasya samka-
lanatattvam samghatanarahasyam padyabandhavidhilaksanam
samkathiasv api parasparalapesv apy abhyasyet.
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Only in the samasya®® the borrowing from other
kavyas becomes a merit rather for the poet, for then
he produces & new tenor, which combines with the
tenor of the (prior poem).” '

To some other things, which are of advantage to
the poet, the author draws attention in the next
stanza

manahprasattih pratibha pratahkalo’ bhiyogita,
anekaSastradar§itvam ity arthalokahetavah,

“ Clearness of mind, fancy, early morning, prac-
tice, acquaintance with the numerous $astras: these
are the causes for finding the tenor.”

The term pratakkdala shows the influence of
Vamana, but with the exception of that the old
trinity pratibha, vyutpatts, and abhyase is preserved,
the words vyutpatts and abhyasa being taken, pro-
bably, from the Kavyalamkara of Rudrata.

Rajasdekhara deals very exhaustively with
the matter in question in his Kavyamimamsa. Only
some of his ideas can be stated here. According to
him there are two sorts of disciples: the buddhimat
and the aharyabuddhs. These terms appear to have
been borrowed from Kautilya’s Arthasdstrad!, The
buddhimat is a man whose mind of itself follows the
sastra (yasya nisargatak sastram anudhdvati buddhih
sah buddhiman), whilst the buddhi of the aharya-
buddhi is educated by the occupation with the édsira
(yasya ca Sastrabhyasak samskurute buddhim asdv

30 A sort of poetry where the poet has to complete a
stanza the beginning of which is given.
31 I,17: buddhiman aharyabuddhir,
durbuddhir iti punaraviSegah,
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aharyabuddkif). The buddhi is of three kinds: re-
ferring to smpéi (remembrance of past things), to
mats (understanding of present things), and to prajia
(knowledge of future things). This threefold duddhs
is the helper (upakartri) of the kavs, Theé main
peculiarity of both the buddhimat and the @harya-
buddhi is the devotion to a good teacher (sugurapa-
sand).

When anyone composes a kavya, then, in the
opinion of Syamadeva,® says Rajasékhara, the
poet's samadhi i.e, the concentration of the mind of
one subject (ekagrata) begins to work, but according
to Mangala3* the adhyasa, or uninterrupted practice
must be considered as the chief requisite for the
poet. Abkyasa is defined as avicchedena &ilanam.
The author of the Kavyamimamsa replies that sama-
dhi is the interior and abhydsa the exterior effort,
and that these two together bring the éakéc (the
active power) into prominence (udbhasayalak), and
this §aktt is the sole source of poetry. ’

Then the author explains the relation between
akti on the one, and pratibha and vyutpatti on the
other hand. The two functions, or objects of pratibha
and vyutpatti, have the sakt as their agens or sub-
ject®%), In other words: only if there is sakti,

— o — -

sigymano dharmarthav upalabhate
canutisthati ca buddhiman,
upalabhamano ninutisthaty aharyabuddih,
apayanityo dharmarthavesi ceti durbuddhih.
32 Nothing is known about this writer on alam#ara,
33 Another unknown alamékarika.
34 Saktikartrke hi pratibhavyutpattikarmant.
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pratibha, and vyutpatti then a kd@vya can be produ-
ced33. From this it becomes clear that in the
opinion of Rajasekhara sakts and pratibha are two
quite different things and not synonyms, as is the
case in Rudrata’s Kavyalamkara, and this idea of
Rajasekhara seems to be a new one38,

The author defines the pratibka as follows:

“Praotibha is the (agens) which in a pleasant way
makes the richness in words, the affluence of senss,
the system of alamkaras, the diction, and other
things of this kind appear.”

For anybody who does not possess pratibka the rich-
ness in words becomes invisible, but for the man who
is endowed with it word and sense stand before his
very eyes, as it were, even if he be blind37, The great
poets, too, do not only see the things of this world
about them, but with their intellectual eye see other
c(mntries, other continents, and are enabled to describe
the deeds of the heroes of katkd@s. Then follow some
illustrations taken from Kalidasa's works3#).

35 The author saysSaklasya pratibha saktadca vyulpadyate.
36 That the term &ak# was employed also by other scho-
lars beside Rudrata as a synonym of pratibka is said by Raja-
§ekhara himself, on p. 16 of his work. After having quoted a
stanza from the Dhvanyaloka, where éakt means “genius,” the
author says: daktidakias cayam upacaritah pratibhane varitate:
“the word ak# is here used metaphorically for pratibkana.”
37 As in the case of Medhavirudra (without doubt the
famous writer on poetics, who is referred to already by
Bhimaha) and Kumaradasa (yato Medhavirudra-Kumarada-
sadayo jatyandhah kavayah ériyante).
38 Rajasekhara illustrates desantaravyavakira, dvipaa-
taravyavahira, kathiapurugavyavehara; he gives another ex-
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Pratibhd has a twofold aspect, being karayitri
and bhaoayitrs. This division though not be found
in any of the older a@lamkarika’s works, must have
been discussed in a similar way before Rajasekhara,
as the author in his further explanations mentions
the views of other scholars, among whom Syamadeva
is quoted by name.

The former term (karayitri) can be translated by
“creative,” but it is difficult to find an English equiv-
lent as regards the latter. We may render it provis-
ionally by “discriminative”3®, This classification im-
plies a difference between Zavitva and Lhavikatvat®).

Regarding the former kind of pratibha, Rajase-
khara says (p. 12: kaver upakurvana karayitri) “the
creative pratibhd helps the poet.” It helps the
poet when occupied with the composition of - the
kavya, its structure, its embellishment, and every
thing which is connected with it. Karayitri, then,
refers to the outer part of the work. This pratibha

ample to illustrate the adi of dedadvipantarakathapurusads,
The examples are respectively from Sakuntala V11, 42;
Raghuvamia V1,57 ; Kumarasambhava 111, 67; Raghuvamia
VI, 82.

390 This is the rendering by Dr. De, who has been
kind enough to give me very valuable explanations concern-
ing Rajasekhara’s treatment of Karayitri and bhavayitri,
in a letter dated Nov. 23rd 1922.

40 Dr. De draws my attention to the fact, that this
distinction (Kavitva and bhavaekatva) has a resemblance to
that between Imagination and Fancy made by the early 19th
century Romantic critics in England. Consequently the
terms Karayitri and bhivayitri can also be rendered by
“imaginative” and “farciful.”
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is also threefold: sahaj@ (innate), aharfa (to be
grasped), and oaupadesiki (to be taught). The first
comes from another existence and has need of only
small cultivation in the present birth; the second is
based, too, on former existence, but requires great.
cultivation in the present existence and becomes
manifest by practice in this birth; the third can be
acquired only by instruction from mantra and tantra
cte., in this world*!. It need not be pointed out
that Vamana’s and Dandin’s ideas turn up here,
though not in the old form, because also the
bhavayitri pratibha was meant by those scholars.

With reference to this trinity Rajasekhara declares
that there are three sorts of poets (Zavi), who are
called sarasvata, abhasaka, and aupadesika. This
trinity, again, refers to the above described three
kinds of kave, viz. buddhimat, ahdaryabuddhimat, and
durbuddhi. 1t is evident that the sarasvatakavi is
the best poet.

The latter kind of pratibha is called bhavayitr,
with regard to which Rajasekhara says:

bhavakasyopakurvana bhavayitri, si hi kaveh sramam
abhiprayam ca bhavayati.

“The discriminative pratibhd helps the discrimi-
nation, for it brings into effect the poet’s effort and
intention,”

In other words, this pratidha helps the poet’s

41 Janmantarasamskarapeksinl sahaja, janmasamskara-
yoniraharya, mantratanatridyupadesaprabhava aupadesiki.
aihikena kiyatipi samskiarena prathamam tam sahajeti vyapa-
disanti, mahata punarahérya. aupadesikyah punar aihika eva
upadegkalah, aihika eva samskarakalah.

1X
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thinking, imagination, or intention*d,
whilst the former helps him in the act of composing
the kavya. Karayiéri, then, refers to the outer part
of the work, whilst bhavayitri has nothing to do with
outward forms, whatever they may be, but creates
the inner value of the poem from within, “Through
this bhavayitri pratibha,” the author continues, ‘‘the
poet’s tree of work becomes fruitful, otherwise it
would be barren.”43,

There are, however, some scholars who do not
acknowledge the distinction between karayitri and
hhavayitri, because the kavi is a bhdvaka, and the
bhavaka is a kaviy** and they say:

pratibhataratamyena pratisthd bhuvi bhiiridha,

bhavakas tu kavih priayo na bhajaty adhamam dasam.

“In the world stability (of fame) is of many kinds
according to the degree of pratibha. The bhavaka,
however, being a poet, generally does not occupy
an inferior position.”

“No, says Kalidasa, the state of a bhavakae is dif-
terent from the state of a kawvi, and the state of a kavi
from the state of a bhavaka, on account of a difference
in their nature as well as their scope. It is said:

One 1s able to compose words (a kavya), the other
only to hear them. Your intelligence, fortunate in
both cases, makes us wonder. For, in one object
there are not met with all excellent qualities toge-

42 It produces the “Sohanen,” as the German term
would be.

43 taya khalu phalitah kaver vyaparatarur anyatha so
vakesi syat.

44 Dr. De would prefer dkavuta instead of dhavaka
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ther: one stone produces the gold, the other is able
to test it.”

-After having pointed out that the bk@vaka need
not necessarily be a kapt at the same time, and that
therefore a strict distinction between both kavi and
bhavaka should be made Rajasekara goes on to deal
with the bkavaka. He says:

“The (bhavakas) are of two kinds, those who suffer
from want of appetite (arocakinak), and those who eat
even grass (satrndabhyavaharinak), says Mangala. The
kavis, too, says Vamana. The (bhavakas) are really of
four kinds, says Yayavara, because they are matsarin
(envious) and tattv@bhinivesin (turning the mind to
the truth) besides.”

Then matsarius are rare, but the tattvabhinivesins
are much rarer still. We shall, however, not treat
the matter further here, as these statements of Raja-
Sekhara are of no great importance, being nothing
more than some enlargements of the above described
ideas of Vamana.

After having dealt with the most important
postulate for the kawvi, the twofold pratibha, Rajase-
khara continues the subject in the fifth adhyaya by
speaking of vyutpatts.

The masters have suid, the author begins, that
vyutpatts is the state of one who knows many things
(bahujiiatd). According to Rajasekhara, however,
vyutpatti is the exact discrimination between what is
suitable and what is not suitable (ucitdnucitaviveka),

Now there arises the question: is pratibha or
vyutpatti the betterP In the opinion of Ananda®

45 Anandavatdhana. Itisthe only case where he is
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it is pratibha, because it hides a fault which may
spring from the poet’s non-vyutpatts, and:
avyutpattikrto dosah §aktya samvriyate kaveh,
yas tv adaktikrtas tasya jhag ity evivbhasate+®,

“A fault of the poet arisen from his non-vyutpatti
is concealed by (the poet’s) sakti¢?; But a fault which
is caused by the poet’s non-aktr is obvious at first
sight.”

Mangala, on the contrary, holds wvyutpatts to be
better, because wvyutpatti wholly conceals a fault
which the poet makes by not possessing pratibha.
Rajasekhara endeavours to reconciliate these contrary
views by declaring that both pratibha and vyutpatts
must come together, and, when united, are both better
(pratibhavyutpatts mithal samavele sreyasyau).

After this brilliant ‘“‘correction” of the masters'
view Rajasekhara pursues the subject a little
further: One who is endowed with pratibk@ and
vyutpatti is called “kavi”’, and there are three sorts of
kav: sastrakaw, kavyakavi, and ubhayakavi. Ac-
cording to the opinion of Syamadeva, the kavyakavi
is better than the sdstrakavi, and ubhayakavi better

referred to by name by Rajasekhara, and is important as
regards chronology.

46 Dhvanyialokalocana, uddyota iii to verse 6 (p. 137 in
the edition of Kavyamala No. 25).

avyutpattikrto dosah Saktya samvriyate kaveh,

yas tv aSaktikrtas tasya sa jhatity avabhasate,
By the quotation of this stanza under the name of Ananda
(vardhana) every doubt about the authorship of the vr# is
set aside.

47 The term &ak¢: is used here in the sense of pratibhana.
Rajasekhara says: 8aktisabdas cayam wupacaritah pratibhane
varitale.
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than both §@stra- and kavyakavi, which Rajasekhara
denies, saying that in their own domain everyone of
the three must be considered as the better, “as the
rajahamsa is not qualified to drink the beams of the
moon nor the cakora to distinguish milk from water.”
The éastrakavi, ascording to his special education in
the éastras, “tears asunder (vicchinatti)” the plenty
of rasa in the kavya, whilst the kavyakavi “loosens”
the sense by the splendour (vaicitrya) of the diction
(ukts), even if it is bardly to be understood by logie.
The ubhayakavi, as a matter of course, is better than
the two others, supposing that he is well versed
both in sastra and kavya, and, consequently, sastra-
and kd@oyakavi help one to the other. The author
warns against being partial4®.

Regarding the two sorts of kavi: §astra- and kavya-
kavi, Rajasekhara goes still farther, making divisions
of both, This division is of no great interest and shows
more the author's pedantry than any progress in
poetical matters. While the sastrakave is threefold
(the first composes a éastra, the second arranges a
kavya in the &astras, and the third puts down the
sense or tenor of the §astra on the kdvya) there
are eight groups of the kavyakavi : 1st, the racana-
kavi; he attends especially to the sounds, 2nd. the
sabdakavi; of whom again there are three sorts, viz.
the namakavi, the akhyatakavi and the namakhyata-
kavi, who chiefly employ nouns, or verbs, or nouns
and verbs respectively. 3rd. the arthakavi; he is

48 yac chistrasamskirah kivyam anugrhnati sastraika-
pravapata tu nigrhnati, kavyasamskaro’ pi dastravakyapakam
anurunaddhi Kavyaikaprayanata tu virunaddhi.
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devoted to the manifoldness of sense, 4th. the alam-
karakavi (two sorts); he likes to show é§abda- and
arthalamkaras. 5th. the wukttkavi; he demonstrates
elegance of expression. 6th. the rasakavi; his strength
lies in the rasa. 7th. the margakavi; he respects
peculiarly the styles (riti). 8th. the sastrakavi; he
manifests cleverness in scholarly matters. 1t need
not be said that these divisions have scarcely any
value in themselves, and therefore we will not give
the examples the author quotes to illustrate the
different kinds of poets. The sorts of poet named
above are again divided into three kinds, the kaniyas,
the madhyama, and the mah@kavi according to
whether they use only two or three, about five, or
all gunas. The author then speaks of the ten con-
ditions of the kaws, but we will not pursue the matter
further here*?.

Finally Rajasekhara mentions abhydsa, but main-
ly to deal with another subject, the paka. He says
that on account of practice (abhydsa) the good
poet’s speech becomes “ripe (paka)’5°. As to the
definition of paka there are different views (Mangala
calls it parinama, and paripama is in his opinon the
correctness regarding nouns and verbs5!). This,
however, is not right, This last is identical with

49 Under these new classes we find a malkakavi again,
and besides him a Zaviraa.

50 Satatam abhyasavasatah sukaveh vakyam pakam
ayati.

51 “Kah punar ayam paripamah” ity acaryah, “ Supam
tindm ca Sravah saisa vyutpattih. The term $rava is a little
strange. Is it the hearing of the (correctly formed) nouns
and verbs? ‘
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sausabdyad3. According to other scholars paka is a
firmness in the employment of the word$ (padani-
vesanigkampata), Here Rajasekhara quotes a stanza
which we find in Vamana's Kavyalomkarasutravybti
1, 3, 1533, Then the author mentions a similar
opinion of the school of Vamana (Vamaniyah), and
quotes the second verse in the vptti to Vamana 1, 3,
155¢, This, however, is also not correct, because
this sort of paka according to Avantisundari (Raja-
gekhara’s wife) is nothing else than asakts.

In the opinion of Rajasekhara’s wife ripeness
exists in such cases, where the very same subject is
expressed in many ways and illustrated by the
mahdkavis. In other words, when a poetical com-
position is endowed with the rasa, then indeed, it is
pakass, Paka therefore is far from being a quality
of words, its province is rather the sense or the idea,
or, still better, the way the sense communicates itself
to the hearer, Rajasekhara renders the view of his
wife in the following lines:

“This is in my opinion ripenoss of expression
(vakyapaka) whereby the guuas, the alamkaras, tho

52 Bhamaha I, 14. 53 See above p, §1.

54 ‘“agrahaparigrahad api padasthairyaparyavasayas tas-
mat padandm parivrttivaimukyam pakah” iti Vamaniyah.
tadahuh, yatpadani tyajanty eva parivrttisahisputam,
tain dabdanyayanisnatah §abdapakam pracaksate.

The first part of this passage appears not to be a verbal
quotation from Vamana’s work (where it is not to be found),
but a mere rendering of the meaning of the quoted stanza.

55 Yad ekasmin vastuni mahdkavinam aneko’ pi pathal
paripakavan bhavati tasmad rasocitasabdarthasiiktinihandha
nah pikah,
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style, the diction, word, and sense together become
tasteful to the learned ones.”

The author also quotes a stanza from Vamana’s
work, which here, however, is presented in another
context, viz. the Paidarbha riti (to I, 2, 11):

“There may be a speaker, there may be (good)
sense, there may be (a usage of words which is correct
according to) gramuwar, without this (pika, as Rajase-
khara means)3® the honey of speech will not flow.”

According to the view of Rajasekhara himself
pake is primarily conveyed by words, and hence
tuken as Sabdavyutpatts or sausabdya ; is chiefly the
province of abhidha; yet it finds its scope only in
artha or the idea, which is established by the appre-
ciation of the men of taste®?.

After that there follows an enumeration of nine
defferent kinds of paka, which we will not describe.

As regards the poet there are also many other
theories mentioned and founded by Rajasekhara. It
is, however, not possible to describe all these things
here ; only a few of them I may be allowed to refer
to. They are given in the tenth adhyaya, the name
of which is kavicarya rajacarya ca.

A fter having carefully studied the sciences (vidya,
viz. nouns and verbs, lexicography, prosody, and the
doctrine of the alamkaras) and their accessories
(upamdya, viz. the snxty-four arts), one should en-

56 In the context of the verse in Vaimana’s book we
must understand “without the Vaidarbhi »iti” See p. 135.

57 “Karyanumeyatd yat tac chabdanivedyah param pako
‘bhidhavigayas tat sahydayaprasiddhisiddha eva vayavaharaii-
gath asau " iti Yayavarlyah,
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deavour to compose a kdvya. Some other things
are designated the mothers of the kavya (kdvya-
matarah), which are the presence of a good poet,
news from (or about) the country (desavdrtd), the
speeches of the learned ones, the course of worldly
life, the meetings of the wise ones, and the composi-
tions of the old poets. The author quotes » stanza,
according to which eight things are considered as
the mothers of kaw-ship: Well-being (svasthya),
fancy (pratibha), practice (abhyisa), devotion to the
gurus (bhakti), the tales of the wise ones (vidvat
kathd), wide scholarship (bahuérutatd), good memory
(smptidardhya), and self-reliance (anirveda’?).

Further, the poet should be pure. There are
three kinds of purity: of the speech, (vakéauca), of
the mind (manakéauca), and of the body (kdyasauca).
The first two have their origin in the &astras. Re-~
garding the purity of the body the author presents
the following particulars: the poet should pare the
nails of his feet; he should chew tambula (a leaf of
piperbetel) after meals®®; he should anoint the body;
his garment should be splendid theugh not excessively
s0; in his hair there should be flowers; in other words,
he should be a perfect gentleman.

58 Some of these things are dealt with by the author
on another occasion being considered there from a different
point of view.

59 Rajadekhara says only saZambiulam mukham, but the
meaning is apparently as rendered above. Compare a stanza
in the 7th wllasa of the Kavyapsrakisa (verse 180):

tambalabhrtagallo’ yam bhallaw jalpati ménugah,

karoti khadanam panam sadaiva tu yatha tatha.

X
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As to his abode Rajasekhara gives a full descrip-
tion as it should be: it is well cleansed; has rooms
fit for every one of the six seasons; its garden pre-
served by the trees from heat, has a little pleasure-
hill, lakes, and ponds, Zamsas, cakoras, a bath-room,
a pavilion, a palanquin, ete. ete,

The persons who are in this ideal dwelling place
must, of course, be endowed with certain qualities in
order to support the working poet: there should be
a solitary place, where the poet can stay quite alone
and undisturbed by anybody’s presence. His atten-
dants are skilled in Apabkramsa, his female servants
speak a dialect mixed with Maghadhi, the ladies of
his harem speak Sanskrit and Prakrit, and his friends
all languages. His writer is skilled in all languages,
too, and has some other excellent qualities, he should
be himself a poet, The master of the house is, of
course, setting the fashion also with regard to parti-
culars concerning pronunciation and the like®?.

Writing material must be close at the poet’s
haud. According to the masters there are the
“retinue” of the science of kivya. No, retorts Raja-
sekhara, pratibha is the “retinue,”

60 The author narrates some anecdotes: Sisunaga, King
of the magadhas, had prohibited the use of cerebrals with'
the exception of n, and of &, ¢, s and of &y, King Kuvinda of
the Strasemas did the same with respect to harsh groups of
consonants. King Satavihana of the Kumialas and King
Sahasanka in Ujjayini gave order to speak only Prakrit or
Sanskrit respectively. Regarding Satavahana and Sihasainka
camparc Kamasutre 11,7, 28 and Serasvatikanthiabharana
Il,.15.. - : :
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After some other remarks, which will be touched
on elsewhere, the author speaks of the division of
time. As we have seen, Vamana has also dealt with
this question, but Rajagekhara goes much more into
detail. The poet should rise early in the morning
and, after having performed Sandhya, he should
read the Sarasvatasikta. Then he may, if he likes,
stay in the academy (vidyavasatha) and study the
sciences and their accesories some three hours or
g0 (@ proaharat). The second ayama should be
devoted to the composition of the kavya, About
noon he should bathe and eat what is not forbidden.
After dinner he may hold a meeting where questions
concerning the kavye are discussed (kavyagosthr).
The occupation in the third dyama are of various
kinds. In the fourth ayama the poet should hold
an examination of that part of the A@vya he has-
written before noon, in the presence of some learned
persons, and correct and amend what is considered
as being less good. In the evening he may again
worship Sandhya and Sarasvati. By the beginning
of the night (@ pradogdt) he should write down the
corrected Zavya. After having slept well in the first
and second part of the night he should rise very early,
i. e. during the fourth part on the night, for early in
the morning the mind sees things very clearly. This
subject is treated a good deal longer still by Raja-
gekhara, but we shall not pursue it further here.

Not only the men but also the women should
endeavour to compose kavyas, because the samsara,
which is the working cause, is based not on the sexual
difference but rather on the atman, or the squl,, if
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we are allowed to render the word in this way, There
have been daughters of kings and ministers, courtezans,
etc, who have understood the §@stra and have become
poetessess !,

Omitting some other remarks, which are more
amusing than important, we shall deal with a more
interesting subject not mentioned by any of the
former representatives of the alamkdrasastra in a
few words: the examination of the Zavi. The king-
poet (rdjakavik) should arrange a Z£avi-meeting.
In order to examine a k@vya or a $astra he must
have a hall built, with sixteen pillars, four doors,
and eight turrets, and a pleasure house (keligrha),
which should be attached to the hall. In the middle
of the hall there should be a vedi£@ one hasta high
and the floor should be adorned with jewels, ])unng
the examination the king sits on this throne. To
the north of him the Sauskrit poets take their seats,
behind them are the Veda-learned (vedavidyavid),
the logicians (pramanpika), the Purapa-scholars ( pan-
rapika), the scholars in the domain of smpti (smarta),
the physicians (bkigas), the astrologers (mauhz"irtilca),
and the like. To the north of him there sit the
Prakrit poets, and behind them the dancers (nartaka),
actors (nata), singers (gayana), musicians (vddaka),
vagjwanas, Ausilavas, talavacaras, who appear to
have been certain groups of bards, To the west of
him there come the Apabhramsa poets; behind them
the painters (citralekhakyt), jewel-setters and similar

'~ 61 Compare Kamasutral,3, 12: Santy api Khalu
§astraprahatabuddhayo ganikd rijaputryo mahimatraduhi-
tarad Can
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classes (mamkyabandhaka, vatkatika, svarpakiravar-
dhakilohakara); and to the south of him the Bhita-
bhiiga poets, behind them paramours, (bhujamga),
courtezans (gapika), rope-dancers (plavaka), saubhi-
kas®?, wrestlers (malla), and soldiers (dastropajivin).

Then the king opens the discussion and examines
the kdvya.. In doing so he should emulate the famous
“presidents” of older times, as Vasudeva, Satavahana,
Stdraka, SahasAnka. He should honour the poets ac-
cording to their merits. In the great cities the king
should establish similar committees (brahmasabhd) in
order to have kavyas and $astras examined, Whoso-
ever has undergone this pariksd should be driven ina
particular carriage (brahmaratha) and crowned with a
diadem. Rajasekhara closes this unique chapter with
the following verses, speaking of kavya-examinations
in Ujjayini and éastra-examinations in Pafaliputra.

Sriiyate cojjayinyam kavyakarapartkgd—

iha Kalidasa-Menthav atr-Amara-Riipa-Siira-Bhiravayah,

Haricandra-Candraguptau partksitav iha viéalayam,

Sriiyate ca Pataliputre §astrakarapartkga—

atr-Opavarsa-Varsav iha Panini-Pingalav iha Vyadih,

Vararuci-Patafijali iha partksitah khyatim upajagmuh,

ittham sabhapatir bhutva yah kavyani partksate,

yaSas tasya jagadvyapi sa sukhl tatra tatra ca®”.

This is, however, only 8 pretby story, not fact.

62 Concernmg the saubhikas see Prof. H. Lueders’ very
interesting paper in Sitzungsber. d. Kgl. Preuss. Ak, d.
Wiss,, philos.-hist. KL, 1916, pp. 698ff. The passage-is bor-
rowed to a great extent from the Apthadistra, where we read
(p. 125): natanartakavagjivanakusilavaplavakasaubhikacira-
nanam............sarvatildvacaranim ca.

63 With respect to these poets, see the remarks of the
edjtors of the Kavyamimamsi on p, 10, 11 (Notes). '
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No exact definition of k@vya has been found by
the older Indian writers on poeties. Only in moro
recent times scholars have shown that what is said
by the older writers cannot be considered as the
essential matter of poetry.

Bhamaha defines I, 16 :

§abdirthau sahitau kavyam,
Word and sense combined (is) the kavya”.!
Dandin saysa little more (Kavyadarsa I, 10) :
taih Sarfram ca kavyanam alamkaras ca daréitah,
Sarfram tavad istarthavyavacchinna padavall,

“By these (the older scholars) the body and
the ornaments of the kavyas have been pointed out,
With respect to the body it consists of a series of
words, qualiﬁed by the sense which (the poet) wishes

to express

1 It has already been mentioned before that Kalidsa
in Raghuvamia I, 1 appears to refer to such a definition
of the Zd@yvya. Nothing, however, can be gathered from this
fact, because that or a similar definition was common for
a very long time. We get no correct idea of Bhamaha’s
opinion on the Zawya, if by the unjustified combination of
Bhamaha I, 16 with 1, 30 we construct the following defini-
tion sabdarthau sahitan kivyam yuktam vakrasvadhavoktya.
This is done by Sovani in a paper on pre-dhvani schools
of Alamkara (Bhandarkar Commemoration Volume, p. 395).
Prof. J a ¢ o b i (Sitzungsber. d. preuss. AK. d. Wiss,, 1922,
p: 224) thinks that the term Sakitya (‘poetry’) is to be
derived from that definition of 2avya,
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This definition shows some progress when compar-
ed with the simple statement of Bhamaha that the
kavya is word and sense together, without any further
explanation concerning the qualification of both sabda
and arthe, Dapdin distinguishes at first between
two things which are quite different from each other,
and one of which is the body (éarira). Then
there is given a definition of the so-called kavya-
sorira, which differs from Bhamaha only in so far
that the sense (artha) gets the attribute isfw. The
second element of the k@vya consists of the alamkaras,
with which we will deal later on, In this context the
word alamkdra has not the signification of what we
call figure of speech, but means the ernament of
the kavya in general. The guwas also are thus
to be understbod under the name wlamkara. The
entire first book of the Kavyadarse deals with the
body of the kdvya : the dosas, the gunas, and the ritus
are all parts of it.

Vamana, speaking of the kavye in the first
satre of this work, gives no definition. He says

kavyan grahyam alamkarat.

“The kavya is to be seized on Yo.0unt of the
ornament’.

In the vptts, however, the definition of Bhamaha
is clearly alluded to :

kivyam khalu grihyam upadeyam bhavati, alaipkarit ;
kiavyaSabpo'yapn  gunalamkarasamskrtayoh  $abdarthayor
vartate ; bhaktya tu sabdarthamatravacano’tra grhyate.

“The word ka#vys has the signification of word
and sense, which are endowed with gupas and
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alampkaras ; but from reverence (to the older author-
ities) it is employed as expressing only word and sense”.

The word alamkara is used by Vamana, as in
the Kavyddarsa in the sense of ornament in general
and of the so-called figures of speech. In the sitra
the word bas the former signification ; for it is said
in I, 1, 2 : saundaryam alamkarak. “Alamkira (is)
beaty’.

The following satre shows in which way this
alompkiars. is to be made : sa dosagunalamkarahana-
danabhyam”. This (ornament is to be produced)
by avoiding the dosas and employing the gunas
and alomkaras®. Thus the word alamkire is used
in the double sense.

There is little doubt that Vamana had the defini-
tion of kavya as given by Bhamaha th view, and the
treatment of the matter shows further what great
strength was attributed to the pramara or authority.
For, though Vamana thinks that the expression
dabdarthau is not sufficient to define poetiry as it does
not show clearly enough, what the characteristic
feature of kdvya is, he does mnot eudeavour to
present a nvev definition, which would have con-
trasted with the hallowed view of the old master in
poetics. In the opinion of Vamana every necessary
explication is contained in the old definition3.

2 The wrtti vuns : sa khalu alamkiro doga-linat guna-
lamharadinit ca sampadyah kaveh. The next sutra says
where the poet should be instructed regarding dogas, gunas,
and alamkaras : “tastratas tu”, and the vreti : te dogsagunalam-
harahanadane sastyid asmat.

3 There are many cases in the Kauyalamkara-sutravrets
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The term kavyasarira, which we meb in the
Kavyadarsa, is found also in the Kavyalamkarasitra-
vrtti, but not in agreement with the view of Dai;din,
in the vptti to 1, 8, 10 : the plot of the kavya is
designated by the word kavyasarirat.

Dhvanikara gives a more accurate
qualification of the $abdartha in the Dhvanyaloka
(p. 7), saying éahrdayahrdayahladisabdarthamaya -
tvam eva kavyalakganam. “What consitsts of word
and sense in such a manner that it pleases the mind
of the learned is called kavya’.

The old definition of k@vya we find again in the
Kavyalomkara of Rudrata, 1,2 :

nanw Sabdarthau kavyam. “Word and sense
(combined i8) kavya’’.

Mammata is a little more explicit in the
Kavyaprakaéa 1, 4 :

tad adosau Sabdarthau sagunav analamkrt! punah kvacit.

“The (kd@vya is) word and sense (combined), and
sometimes without alamkaras”

It appears that this deﬁnltlon is a combination
of th¢ term of Bhamaha and the explanation of
Vamana. It is remarkable that Mammata says
analamkett punak kvacit. The vpits points out that
this is said to prevent the false view that when

where the author respects the opinions of Bhamaha. Some-
times he is quoted verbatim. We must therefore assume
that Bhamaha was a great authority for Vamana though
the latter is a good deal younger than Bhamaha. Dandin
presents quite a different standpoint.

4 See note above.

X1
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there is no alamkdra as occurs at times, the poem
ceases to be a kavya®,

A little more is said by Vag b hata, though
the old definition of Bhamaha is easily discernible.
Vagbhatalamkdra 1, 2 :

sadhudabdarthasandarbham gunalamkarabhisitam,
sphutaritirasopetan kiavyam kurvita kirtaye.

“A kavya which consists of pleasing word and
sense, which is adroned with gunas and alamkaras,
and which is endowed with distinct 7ies and rasas,
the poet should compose for fame”.

Vagbhata, however, gives no real definition here
like his predecessors, but by beginning his book thus,
the verse becomes a wort of explanation of what
in his opinion the essence of kavya is. For him
as well as for the scholars before him the chief
element of poetry was sabdarthau, word and sénse
combined ; it is, also, no new idea that fabdartha
is qualified by sadhe and qunalamkarabhagita. Con-
sidering finally that the differences of style (rits)
according to Dandin, Vamana, and others are based
on the differences of the gunas we cannot find -any-
thing new in the termn riti-upetw. There remains
the introduction of the rasa in the definition. This
had not been done by any of the older alamkarikas,
though, as a matter of course, they must have consider-
ed the development of poetic ‘sentiment’ as an im-
portant feature of poetry, but their definitions do
not mention it. The doctrine of the rasa had its
place primarily in the drama. Hence it came into

§ Vreti . kvapity anenailad dka yat sarvaira salamkarau
kvacit tu sphutilamkaravirakepi na kavyatvahanil.
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the kavya, and was dealt with in detail by the
younger representatives of poetics, This theme, how-
ever, requires separate treatment by itself, which
is impossible here, This opinion of Vagbhata has
obviously influenced Visvanatha, who defines
in the Sahityadarpana 1, 8 the kdvya as follows :

vikyam rasiatmakam kivyam dosas tasyapakarskah,
utkarsahetavah prokta gunilammkiraritayah.

“A literary composition, the nature of which
consists of rasa, is called kavya. The dogas (faults)
impair (its beauty), the gunas (qualities), alamkaras
(figures of speech), and 7itis (diction) are the causes
of its excellence”.

The term ovakyo is nothing else than the well-
known sabdartha of the older @lamkiarikas. Before
giving the definition Visvanatha criticizes the opinion
of Mammata concerning the same matter sharply,
and points out that the definition as given in the

(avyaprakase is false. He declares that in the
hest kdvyas there can also he found plenty of dosas,
though nobody would think that they were losing
their k@vya-character thereby. It is true that the
scholars have found many ‘fanlts’ in the poems of
even Kalidasa, With respect to the term saguna,
too, the Kavyaprakasa is wrong in the opinion of
Vi§vanatha, because the so-called gunas are
qualities not of the word, as Mammata opines, but
of the rase. The doctrines of the gunas had assumed
another form in the course of time, which did not
correspond with that of the scholars of the older
period, . ‘

We close this chapter by presenting the definition
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of a more modern writer on poetics,J aganna t h a,
who regards the matter from a more correct point
of view. He begins his big work, the Rasaganga-
dhara, by a discussion of the question of kavya and
states :

ramanlyarthapratipidakah sabdah kavyam.

“A composition which produces a pleasing sense
is called kavya”.

It must be confessed, however, that this is not
an absolutely new definition, for in the Dhvanydlota
we read :

sahrdayahrdayihladisabdarthamayatvam eva kavya-

laksapam®

It is remarkable that Jagannatha, in the exhaus-
tive commentary which follows the definition, does
not mention these words, whilst he criticizes the
definitions of other authorities, :

The main point in the definition is ramaniya.
In commenting it Jagannatha says : remaniyata co
lokottarahladajonakajianagocarata. “If knowledge
brings forth pleasure that goes beyond the common
limits, it is ramaniya”. In other words, if a literary
composition produces a pleasing surprise, a camatkira,
as it 18 called in the $astra, we have to do with
& kavya. In the commentary the author deals fully
with that camatkara, which is indeed a characteristic
quality of poetry. The following s#tras contain
some more details as to the real nature of poetry,
pointing out the relation between what is said by
words and what remains unspoken ; The quality
of a kavya is determinated by this relation,

' 6 See above p. 81.
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Bhamah a, after having spoken of the quali-
ties of the good poet, does not yet go on to give the
definition of #kavya, He discusses an interesting
question, which is of great importance for the under-
standing of poetry and which appears to have been
the subject of controversy : Tn which relation do the
so-called alamkaras stand to the kdvya'. The author
says I, 18-15 :

riipakadir alamkaras tasyanyair bahudhoditah,

na kdantam api nirbhiigam vibhati vanitimukham,

ripakadim alamkaram bihyam acaksate pare,

supam tinam ca vyutpattim vacam vafichanty alamkrtim.

tad etad ahuh sauSabdyam nirthavyutpattir 1drsI,

§abdabhidheyilamkarabhedad istam dvayam tu nah.

_ “Rupaka, etc. are called by other (scholars) the
alamkara (ornament) of the (kdvya). The face of a
girl, though she may be handsome by nature, does
not shme mthout ornament2

I I4b and 15a are quoted by Premacandra in his
commentary to Dandin's Kavyadarsa 1, 10.
2 With this stanza III, 57 (at the end of the deﬁmtlom
of the alamkaras) must also be compared :
giram alamkaravidhih savistarah svayam viniScitya dhiya
mayoditah,
anena viagarthavidam alamnkrta vibhati nariva vidagdha-
mandala.
“After having settled the matter myself, I have, to
the best of my knowledge, exhaustively described the
alamkiras of speech, The speech of the sense-knowing (poets)

et e e = ep—r—————— — -
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Other (scholars, however,) designate rupaka, etc.
as (mere) exterior ornament (being not closely
connected with the essential nature of poetry) : They
would have the correct formation of nouns and verbs
as ornament of sentences (the kavya).

This is called sausabdya by them, and the forma-
tion of sense (the so-called arthalamkaras) is not of
this kind, But in our opinion there are two kinds
(of alamkaras) : alamkiras of the words and alam-
karas of the sense,”

These statements show clearly that already in the
time of Bhamaha there were very different views
regarding poetry, and that poetics in that period
was by no means a recent science. Up to this day,
however, nothing is known of the pre-Bhamaha
masters ; certainly there were two opinions : A.ccord-
ing to the first, rupaka, ete., were called alamkaras ;
but according to the other, these figures of spaech
are of an exterior kind, the veal alamkara lying
according to them only in the vyuipatts (= alambara)
of the word (noun and verb, not of the sense). This
ornament is designated as sausabdya. The above
mentioned stanzas of Bhamaha are quoted in the

being ornamented with these (alamidras) shines like a
girl with lovely ornaments.
One is reminded by this verse of Bhamaha’s reading -
of the following stanza of Vagbhata (Vigdhatalamkara 1V,1) :
dosair muktam gunair yuktam api yenojjhitam vacah.
stririipam iva no bhiti tam bruve’lamkriyoccayam.
“Alamkriva (alamkira) is that, without which, a speech
does -not shine though free from doses and endowed
with gwnas, as the form of a woman does not shine of itself
without ornaments”, '
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sixth wllasa of Mammata’s Kavyaprakise and ex-
plained exhaustively by the modern commentator
Jhalakikara, who has used an older gloss®. The
school according to which +@paka, ete. are excluded
as alamkiras and only the so-called sabdalamkaras
acknowledged, argues that nothing but the word is
able to produce the camatkara : the separate words
are combined with each other in a way that an
anuprase is produced or another of the sadd@lam-
karas, or that the gunas (madhurya ete.) come into
existence, It is only the word on which all depends.
For it is said : “A £dvya is recited, is heard, is sung”.
Thus, nothing else but the word can be the thing in
question. The so-called arthalamkaras, on the other
hand, do not possess this particularity, because they
are founded on the sense. So these may be considered
as something exterior (bahya), and the term aloankara
can be ascribed to them only in a metaphorical

3 Reference may be made to the explanation given by
Jhalaktkara in his ed. of the Kavyaprakasa, 2nd Ed.,Bombay,
1901, pp. 313f: Zasya Advyasya rUpakddih......... SUNa evéts
bhavah. Then the author gives a quotation from the
sarabodkint of the same tenor.

The commentary of Manikyacandra, published
in the Amandasrama Sanskrit Series, No. 89, p. 120,
remarks : Gaudamatam clal, Tad etad iti. Suplivitma-
kam sausabdyan, sabdavaicityyan. »S’abd&lamkﬁras&dh:kii
nedrsi, Na suptivatmikety arthal. Athavaythavyutpattir
arthalamkararipa, Rupakadyalambrtir idrsy antaraviga na.
Kim tarki gawna. Ity apivyakhya. Athavartha uyulpattiv
api kavvaprayojyatvena ‘malety Gha : dvayap lu na it
Bhamahal. 3abdasyarthasya calamkaran igtavan paran guna-
pradhanyena, .
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sense?, The relation between the gupas (as far as it
is possible to speak of gwpas in connexion with
Bhamaha) and the alamkaras is according to
Bhamaha not the same as in the opinion of the later
writers, Madhurya, praside and ofjas, which the
author defines without using, however, the designa-
tion of gunu, are not sharply separated from the
alamkaras ; in one passage the word gupa js even
evidently used in the sense of alamkara’.

Bhamaha is not of the opinion of these scholars
(evidently the gaugas)®, but holds, without giving
further arguments against the other view, that there
are two sorts of homogeneous alamkiras : §ubda and
arthalamkaras. - Aud this opinion became predomi-
nant : the same division is found again in almost all
books on alamkara. Even Dandin agrees with
Bhamaha on this point, though elsewhere he is always
inclined to be at variance with his predecessor. As
Dandin belongs to the Paidarbha school as well as
Bhamaha, this agreement of the two @lambaribas is
nothing to be astonished at,

Bhamaha did not present a definition of awlapkara.
That is done for the first time by Dandin, (Kdvya-
darsa 11, 1).

kavyadobhikarin dharmin alamkdran dcaksate.

“Qualities which produce the beauty of the kavya

are called alamkaras’?,

4 Compare the correspondmg text of the last note.

5 See below.

6. See also the first words of the commentary of Magikya-
candra referred to in note 3. g

7 That the word alapkira does not mean “ornament”
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This definition is not quite correct, for not only
the alamkdras are the causes of the Advya. -There
are some other things which have the same effect.
The most important among these are the gupus.
Though the gunas will be treated exhaustively
in another place, it is necessary to deal here, at
least, with their general definition, as, reckoning
from the time of Vamana, the doctrine of the gunds
is closely connected with that of the alamkaras.
It is worth noting that a definition of the gunas
is not to be found in the works of Bhamaha and
Danpdin, though they in a part of them are refetred
to by these scholars.

Vamana appears to have been well aware
that Dandin's definition of the alamkara is not satis-
factory. Using the same words as the author of
the Kavyadarsa he explains it in the Kavydlamkdra-
sutravette, 111, 1, 1-2 :

KivyaSobhayah kartaro dharma gunah, tadatisayahetavas
tvalamkarah.

‘Qualities which produce the beauty of the kavya
(are called) gunas. The causes of a very high degree
(of the beauty of the k@vya are called) alamkaras’.

In the vptti it is especially mentioned that the
gunas must be considered as the elements which
produce the kdvya's beauty if there were only alam-
karas, the kavyo would be far from being beautiful®.

in general here, but “figure of speech” especially appears
from the enumeration of the alamkaras in 11, 2 ff,

8 ye khalu §abdarthayor dharmah kavyasobham kurvanti,
te caujahprasididayah na yamakopamadayah, kaivalye tesiin
akivyaSobhakaratvat, ojaiprasidadinam tu kevaldndm asti

xii
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Thus Vamana has transformed Daydin’s definition
of alampkara into a definition of guna, and has from this
derived one of alamkara, The idea, however, apparently
was not quite new, Even in the time of Bhamaha the
gunas were, though not the same as, but homogeneous
to the alamkaras : these may, so to speak, be con-
sidered as a sort of continuation of the gunas. That
at least we can gather from the way the gunas and
alamkaras are treated by Bhamaha, Later on, we
shall deal more closely with the matter, Vamana .
is, as far as we know, the first who precisely for-
mulated the question regarding the relation between
gufr_za and alamkara. The close connection which
Vamana assumes between both is corroborated by
him, when he goes on to illustrate the separate
gupas : they are divided as well as the alamkaras
into bandha-(=éabda) and arthagupas. "

Vamana's treatment of the matter in question
was, however, not acknowledged by Mammata.
He concedes indeed that the gunas are in some
way or another connected with the alamkaras, for
he presents the definition of the alamkira after that
of the guna, because the second follows from the
first, but the definition itself rests on quite a different
point of view (VIII, 66) :

ye rasasyarigino dharma Sauryadaya ivatmanah,

utkarshetavas te syur acalasthitayo guaah.

“Those qualities which belong to the rasa like
heroism, etc, to the soul and which are the causes

kavyasobhikaratvam. And vr#% to 111, 1, 2 : tasyah kavyaso-
bhiya atifayah tadatiSayah, tasya hetaval, tusabdo vyatireke ;
alamkirds ca yamakopamadayah.
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of (the rasas’) excellence and have a permanent
existence, are called gunas”.

In the vptts the author explains that the gunas
are by no means qualities of the sound [which is
the opinion of Vamana, who distinguishes between
bandha-(=éabda) and arthagunas] but rather qualities
of the rasa, the poetical sentiment, as heroism is
a quality not of the body but of the soul.

The term acalasthitayak is not new. Even
Vamana said already (I, 3, 3): puarve nitye “the
first (viz. the gupas) are permanent”, and that
Mammata's utkarsahetavah has its parallel in
Vamana's atidayahetavalh need not be mentioned,
The quintessence, however, is that Mammata con-
siders the theory of guna and alamkara from a
different standpoint, the rasa. This fact touches the
question of the soul of poetry, which will be dealt
with in another chapter,

After having explained the character of guna
Mammata goes on to define alamkira (67) :

upakurvnati tam santan ye'ngadvarena jatucit,

hariadivad alamkaras te’nuprasopamadayah.

“Qualities, which sometimes help an extisting
(rasa) by means of a link (viz. word or sense), as
necklaces, ete. (which are put round the neck of a
person and thus adorn him) are the alamkaras,
anuprasa, upoma, ete”.

While the gunas are integral parts of the rasa,
the alamkaras have rather an accidental or unessential
character, as they aid or adorn the rase which,
without them, is already complete in itself. This
ornament can be referred to the sense or to the
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word which expresses the seuse, and thus we get
two sorts of alamkaras: sabda and aréha, The
commentary says somewhat more than the sifra®,
It happens, says the ogits, that in certain cases there
is no rasa ; then the alamkaras are used only with
the aim of making the verbal turn of expression
(uktivarcitrya) interesting. Besides this a third case
is possible, when, though there are rasas, the employ-
ed alamkaras do not help these rasas, but have
nothing to do with them really, The author illus-
trates the mentioned possibilities by some examples,
After having done so he goes on to criticise Vamana's
opinion of the gupas and alamkaras which he calls
false. For, if we assume that Vamana is right, then
the following question arises : Is poetry constituted
by the co-existence of all gupas or only by a part
of them ? If the first is the case the Gawgdi and
Paficali must cease to be poetry, as in the opinion
of Vamana these dictions have only a part of the
ten rasas. This is absurd. In the second case
such sentences which contain a few gunas, but contain
nothing which can be called a poetic idea in their
" structure, would be poetry notwithstanding, In the
following example :

adriv atra prajvalaty agnir uccaih,

prajyah prodyann ullasaty esa dhiimah. :

“On this mountain there shines a fire ; thence

g I shall not consider the question here whether, we
must conclude from the divergence of the commentary
and the s@#ras that the author of the text is not the same
as' that of the vr#or. cf. V.Sukthankar, ZDMG. 66,
477 fh, 533 .
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rises great smoke” the gusa ojas is comtained, bub
nobody would he luolmed to see any poetic idea
in the two lines.

Not .less wrong, continues the Kavyaprakdsa,
is Vamana's definition of alomédra, For according
to the author an alamkdra can occur only where
s guna already exists. He presents the following
instance :

" svargpraptir anenaiva dehena varavarnini,

asya radacchadaraso nyakkarotitaram sudham.

“This beautiful woman embodies the acquisition
of heaven on account of this (beautiful) body ; the
sweetness of her lips despises nectar,”

This contains in spite of the absence of any guna
the two arthalamkaras Visegokti and Pyatireka and
this is without doubt poetry.



THE SOUL OF POETRY

We shall now touch on another interesting sub-
jeet and consider what the older scholars take to be
the soul of poetry. A big step forward is to be
observed in the Kavyadarsa. 1n the opinion of
Dandinan essential part of poetry is its ‘body’
(éarira) and he declares (I, 10) that this body is
opposed to a second thing, which is represented by
the alamkaras, These alamkaras adorn the kavya
as ornaments adorn the body of a woman, and in the
beginning of the second adhyaya, alamkiaras are
called those qualities which produce the Kivya's
beauty. Indeed, the entire arrangement of the
poetic matter as treated by Dandin leaves no
doubt that he considers the alamkdras as the main
part of poetry ; and so does Bha ma h a too. Thus
both Bhamaha and Dandin were still far from looking
upon poetry from a higher point of view. In Kavya-
daréa I, 42, however, we are told : iti Paidarbha«
margasya prapi dasa gunah smpetah. “These spirits
of the Vaidarbha-riti are called the ten gunas,” but
this refers only to the Paidarbha-style, and the
author by no means wished to say that the gunas
should be considered as the spirit in general!, There
is no doubt that in the eyes of Bhamaha and

1 H.Jacobi, Anandavardhana’s Dhvanyiloka (ZD
MG., vol. 56, p. 393). We find the term Zdvyadarira also
in Bhamaha's Kavydlamkara I, 23, but Bhimaha means

thereby the %Gvya as a whole. One might be inclined to
consider bhavikatva (111, 52, 53) as the soul of poetry accord-
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Daydin the essential part of poetry is formed by

the alamkaras, though they do not speak positively
of the “soul”.

V aman a has followed Daydin in so far as the
sentence (vakya) is called by him the body of the
kavya. He says in vptti to 1, 26 : ritir nameyam
atma kiavyasya, sarirasya veti vakyasesah, but pur-
suing this idea he goes much farther than Dandin, so
that in his view poetry assumes quite a new aspect,
He is the first scholar that speaks of the soul (atman)
of poetry. And what is the soul of poetry ? Sutra
1, 2-6 answers : ritir atma Riavyasya “the style
is the soul of poetry”.

It is true that the Kavyadarsa also contains the
doctrine of style and of the gunas, which are closely
connected with it ; but +is is nothing independent
here, being, on the contrary, a part of the doctrine of
Kavyasaria. According to Vamana, both #its (and
gunas) have nothing to do with the body of poetry :
31 i8 the soul of poetry.

This idea of Vamana’s was progressive but it
was & matter of little satisfaction that the style should
be the essential and life-giving part of poetry. As
the riti regards only thelexpression of ideas and not
the idea itself, it regards merely the outside, so to
say, and Dapdin was right to consider it as a part
of the body.

ing to Bhamaha. This figure of speech does not refer
to a single stanza, as alaméaras generally do, but to the
whole composition (pradandhavizayam gunam). Bhavikatva,
on the other hand, is regarded by Bhimaha as alanpkire
or, what in this case seems to be the same, as guna,
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Udbhata, who appears to have lived at the
same time as Vamana but exercised a greater influ-
ence, has a more correct opinion regarding the “soul
of poetry” designating by this term the rass. After
having defined the alamkiras, bhavika, and kavyalingo
Udbhata says (VI, 17) :

rasidyadhigthitam kdvyam jivyam jivadriipataya yatah,
kathyate tad rasadinam kdvyatmatvam vyavasthitam.

“As a kavya, which is endowed with rasd and
80 on, is taken to be a living form, the rasxs is called
the soul of the kdvya”. ‘

And with respect to the alamkara bhavike the
author remarks (VI, 14)

rasollasI kaver atma svacche sabdarthadarpanc,

madhuryaujogunapraughe pratibimbya prakasate,,®

“The rasa-bright soul of the kavi shines reflected
in the pure mirror of word and sense, endowed with
the gupas madhurye and ojas”.

Though this opinion of Udbhata’s certainly shows
progress, a quite clear idea of the quintessence of
poetry was not yet found, even by Udbhata, as we
may conclude from the word ad¢ in VI, 17,  This
is not surprising, if we consider that in that period
the doctrine of rase was still in its development.
The doctrine of rasa, taken apparently from the
dramatic poetry, was taught by the older alamkiarikas
only in connection with a few figures of speech,
the tenor of which indicates a certain state of
mind, Not long, however, after the time of
Udbhata (perhaps still under his influence) there

2 Jacob (J/RAS. 1897, p. 846) has the variants
vasollisi, madkuyyaujoyutapranihe, and prativindya.
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arose & new system of poetical aesthetics. This
is the doctrine of dhvans (the doctrine of the unex-
pressed), which was given in detail in the Dhvanya-
loka. According to it the dhvani was the soul of
poetry. What he teaches is shortly the following :
The soul of poetry is the tenor (artha), and this
tenor is twofold : it can be expressed by words (vicya)
and can be suggested (pratiyamina). Only the
latter kind is of value for poetry, and thus nothing
else than the unexpressed and merely suggested
sense can be called the soul of poetry3.

3 Compare also Jacobi’s introductory pages to the
translation of the Dhvanyiloka (ZDMG., vol. 56 and pp.
9-16 of the same author’s introduction to Ruyyaka’s Alamkara-
sarvasva. Another work on the same subject is the Vakyrokis-
Jivita. As H. J a ¢ o b i informs me, this work has been found
now and has been edited by Dr. S. K. De in the Calcutta
Oriental Series.

Xiil
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The doctrine of riti takes up a great deal of space
in the older books on alamkira, The word rits,
the main designation of which is ‘manner or method’,
designates in poetry a certain method of poetical
diction, and has no equivalent in other languages.
If one renders it by ‘style or diction’, one must re-
member that nothing is explained thereby regarding
the essential nature of 7tz

That the doctrine of rii is very old may be
gathered from the manner of its treatment in Bha-
maha’s Kavyalamkira. Though we do not” know in
which way older authorities have dealt with the
matter in question, it is certain that there were two
styles opposed to each other: Paidarbhi and Gau-
diya, and that the Pasdarbhi was regarded as the
better one, of zourse only by the poets in Vaidarbhi
rits. As a matter of fact there was once a period
during which Gaudiya riti had famous poets and a
great influence upon the development of poetry, but
in course of time Vaidarbki grew superior and deter-
mined the direction poetry was going to take, to the
advantage of Indian poetic literature, as we may add.

Before the time of Bhamaha there was lively
discussion abont the existence of two different styles:
Vaidarbht and Goudiyia. Bhamaha opposes this view
saying (1, 31-85) :

vaidarbham anyad astiti manyante sudhiyo’ pare,

* tadeva ca kila jyayah sadartham api niparam.-
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gaugdiyam idam etat tu vaidarbham iti kim prthak,

gatdnugatikanyayan nanakhyeyam amedhasam.

nanu casmakavaméadi vaidarbham iti kathyate,

kamam tathastu prayena samjfiecchito vidhiyate.

apusgtirtham avakrokti prasannam rju komalam,

bhinnam geyam ivedam tu kevalam srutipesalam.

alamkaravad agrimyam arthyam nyayyam anikulam,

gaudiyam api sidhiyo vaidarbham iti ninyatha.. 4

“Some scholars hold Paidarbha (riti) as a different
(thing). And (they say that) this is the better, (be-
cause) it has a good sense, and not the other (Gawe
diya)*. But where is, we reply, the difference between
saying this is Guudiya and saying that is Paidarbka?
The very same thing is to be called by different
names by the foolish ones according to the method of
one who hangs his judgment on the sleeve of an-
other®, But (the other answer) is not Casmaka-
vaméa® ete. called a Paidarbha (composition)? That
may be so! Names are usually given capriciously,
In the opinion of those scholars, Gaudiya is of a
not well developed sense, has no poetical orna-
ments¢, straight, and tender ; the other (Paidarbia)

1 Orshould we translate: “This (Vaidardhi) is the better,
and not the other (Gaudiya), though this (latter) may be of a
good sense”? I preferred the above given translation on ac-
count of apwstirtham in stanza 34 and ar¢kyam in stanza 3s.

2 Gatinugatika was a proverbial saying. Compare
Paficatantra 1, 342: gatinugatiko loko na lokah paramar
thikah. ._ :

3 Nothing is known as regards this composition.

4 Vakrokts, verbatim ‘curved manner of speaking’ has
‘various meanings in poetics, Here it is apparently the same
as alamkgra, as may be gathered from alamkaravad in verse

33
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is, as it were, to be sung ; only this is agreeable for
hearing, has poetical ornaments, is not vulgar, of a
good sense, suitable, and not confused. But (so we
reply) also Gaugiya is excellent and does, after all,
not differ from Paidarbha.”

A much clearer picture of 2itis we gain from
Dandin’s Kavyadarsa. As Dandin is an opponent
of Bhamaha we are not surprised that he criticizes
Bhamaha'’s dealing with 23ti severely, The author
of the Kavyadarsa opens (I, 40) with a polemic note:

asty aneko girAm margah siksmabhedah parasparam,

tatra vaidarbhagaudiyau varnyete prasphutantarau,

“There are many kinds of diction (style), very
finely distinguished from each other ; but of these
(many kinds of style) Paidarbha and Gaudiya are
described, (because) their differences are especially
manifest.”
~ This verse can only be fully understood ‘when
it is taken to be pointed at Bhamaha: There are
not only two sorts of »itéis but many; but only two
of them, Paidarbka and Gaudiya, which in the
opinion of Bhamaha have no distinctive features, are
described in detail, because, just on the contrary,
their differences are peculiarly clear,

. Of what kind are these manifest differences bet-
ween Paidarbha and Gaudiya ? The author says
(I, 41, 42):

“Slesa, prasada, samatd, madhurya, sukumarats,
arthavyakts, udaratva, ojas, kanti, and samadhs: these
spirits of the Paidarbha style are called the ten
qunas. Mostly one sees the contrary of them in the
Gauda style.”
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Thus the doctrine of it is closely connected with
that of gunas, and we have therefore to deal with
the nature of the above mentioned ten gunas as far
a8 it is necessary for the understanding of »3t:5,

In the opinion of Dandin the ten gunas are pecu-
liarities especially of Paidarbka riti, while, if we
may say so, the gunas of Gaudiya are opposed to
those of Paidarbhi. Bhamaha, too, mentions some
qualities, wherein Gaudiya and Zaidarbha according
to the ‘incorrect’ opinion of some scholars are said
to differ from each other. Bub they are of another
kind, A few of the gupas enumerated by Dandin
we also find in Bhamaha’s work, but not directly
connected with rits. They are not qualities of a
certain style (the differences of which are denied
by him), but rather of the good Aavya generally.
We shall see that matters are considered in a similar
way by Vamana, But let us see, what we are told
about gupas by Bhamaha.

In the beginning of the second pariccheda the
author says:

“The wise (poets), who claim madhurya and pra-
sida, do not employ too many compounds,

Some (poets, however), who are willing to express

- ojas (prefer) long compounds, as mandarakusumarenu-
pifijaritalakak (whose curls were coloured yellow by
the pollen of mandara flowers).”

Bhamaha continues (11, 3):

§ A fuller description of guna will be given in another
place, so as not to disturb the context here, 1 may, however,
mention the fact) that Vamana'’s treatinent of the gwnas is
totally different from the one we find-in the Kavyadara;
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ArBvyam natisamastartham kivyam madhoram igyate,
avidvadanganabalapratitartham prasidavat®.

“A kavya, which is agreeable to hear and ex-
presses the sense by words which are not too much
compunded, is considered as madhura (attractive),
The sense (of the kdvya), which is to be understood
by the wise’, by women, and by children has
prasada (clearness).”
~ With these three verses the whole question is
settled for Bhamaha; verse 4 contains the first group
of alamkaras, From the fact that the author has
nothing more to say regarding ojas we may gather
that according to him ojas is not a good quality of the
kavya. It is most remarkable that Bhamaha, in
dealing with madhurya, prasida, and ojas, does not
‘mention the term guna. As a matter of course, the
doctrine of gupa was fully developed even before
his time, because it is mentioned in the Nafyasastras.

6 Quoted by Mallinatha and Jayamaigala in their com-
mentaries to the Bhattikavya X1, 1. Both authors read
grivya instead of 3ravya as given by Trivedi. Hemacandra
in Kavyanusasanaviveka quotes the first line as follows:
tena “ sravyam natisamastirthadabdam madhuram igyata” it
madhuryalakganatvena sravyatvam yad Bhimahenokiam tan
na yulttam sty archah. As Trivedi mentions in Bhandarkar
Commemoration Volume, p. 410, a definition quite similar to
this is ascribed by Pradipakara to an Glemkarika Bhiaskara by
name. Pradipakira says: Bhiaskaras tu éravyatvam midhu-
ryaiya laksanam Gha sma tad ayukiam.

"= Or should we rather read avidvad® and take it as an
adjective to angani and B8a/a? Then the sense would be
a little more clear,

g ‘We shall return to this mutter 'on another masion.
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Bhamaha, therefore, knew the guna theory very well;
but he totally rejected it as he rejected the theory
of ‘different styles’. Treating the sts (I, 31-85)
he mentions some qualities which in the Kavyadarsa
are taught as gunas, but these are also of no peculiar
value in the eyes of Bhamaha. Only two qualities
madhurya and prasade are of importance, but by
no means with regard to one certain sort of diction,
but to the kavya in general.

The whole second pariccheda of Bhamaha's is
devoted to the illustration of the alamkaras. Now
the first three stanzas contain madhurya and prasida.
Acre we nob justified to conclude from this remarkable
fact that two qualities (as we may call them) were in
some way or another homogeneous to the alamkaras
themselves, though they are not alamkaras in the

* strict sense of the word ? And does not Vamana derive
the definition of alamkdra from that of guna?® DBut
even in Bhamaha's work there is a passage, where
no great distinction is made between gupa and
alamkara. In III, 1-4 the enumeration of those
alamkaras is given, the deflnition and illustration of
which is the subject of the following verses. Stanza 4
closes: bhavikatvam ca nijagur aolamkaram sumed-
hasah. Dealing with the alamédra bhivika the
author remarks: bhavikatvam ite prakul probandha-
visayam gunam, pratyakse fve drsyante yatrdrtha
bhitabhavinak, “That quality (guna) is called bhdvi-
katva, the sphere of which is the composition as a
whole (and not a single stanza as it is the case
regarding the other alamkaras), where past or future

9 See above p. 90.
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things are standing, as it were, before one’s eyes.
Thus gupa is in the opinion of Bhamaha not essenti-
ally different from, though not identical with alowm-
kira, Udbhata is, as regards bkavika, of the same
opinion as Bhamaha. He remarks too that bhavikatva
is accompanied by madhurye and ojas. The term
guna is not used in this connection by Udbhata!®.

Let us, however, return to Dandin’s treatment of
rits. Bhamaha had but little to say on this subject,
wholly denying the existence of different styles and
also the theory of the ten gunas. As Dandin is the
opponent: of Bhamaha, he teaches not only the exis-
tence of several #itis and of the ten gunas but also
goes into the explanation and illustration of the
matter at. great length, According to his opinion the
ten gunas are qualities of the Paitdarbhi »iti, but not
qualities of the kdvya in general. With regard to the
single gunas Dandin gives the following account :

1 Slesa.
I, 43: élistam asprgtasaithilyam alpapraniksarottaram,
§ithilam malatimala lolalikalila yatha.

“That (is called) éligfa which does not possess “loose-
ness.” “Loose” is what to the greater part consists of
syllables which are pronounced with (only) little breath,
as: malatimala lolalikalila' 1.’ Dandin explains (I, 44).

anuprasadhiya gaudais tad isfam bandhagauravit,

vaidarbhair malatildama langhitam bhramarair iti.

10 The passage is found in the Kavyalamkarasamgrakha
VI, 13-15: The later alamkarikas appear to be dependent
on Bhidmaha; cf. Kavyaprakasa X, 28; Alampkarasarvasva p.
'183; Jayamaigala and Mallinatha, commenting on Bkatls-
‘kavya X11, 1, refer to Bhimaha.
11 For i in verse 53 seems to refer to the whole preced-
ing stanza, and not only to the last pada.
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“On account of their being prepossessed in fuvour
of anuprasa the Gaudas are fond of this. The
Vaidarbhas (on the other hand) like on account of
the stability of composition the followmg malati-
dama langhitam bhramarach.”

A sentence like malatimala lolalikalila is not-
withstanding its looseness, liked by the ‘western
poets, because it contains the sabdalamkara anup-
rasa, which is very highly estimated by them. The
Eastern poets, on the other hand, attach more value
to the stability of composition, as the instance
malatidama langhitam bhramarath shows.

2 Prasada.

I, 45: prasadavat prasiddhartham indor indivaradyuti,

laksma laksmim tanotiti pratitisubhagam vacah.

“That is ‘clear’ the sense of which is well-known,
c.g. a sentencs like the following: ‘the moon’s spot
shining like a dark lotus beauty’ is beautiful on ac-
count of its clear perception.”

Everybody knows without any further explana-
tion what is meant by poet’s indivara, indw, ete.
As to the Gaudas the author says I, 46:

vyutpannam iti gaudlyair natiridgham apigyate,

yathanatyarjunabjanmasadrksanko balaksaguh.

“If that is based on the words’ etymology, the
Gaugdas also like a mode of expression not altogether
clear, e, g.: The white-beamer (i. e. the moon) has
a spot which is similar to the unbright (i. e. dark)
waterborn ones (i. e, the lotuses).”

Here the poet employs rare words: arjuna, better
known as a byname of Kartavirye than as ‘white’ ;
still stranger is the ternr an-afyorjunc as meaning

xiv

L)
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‘dark’, and in the same way balaksagu and abjanma.
After all, the words laksma laksmim tanots in I, 45
would not be liked by the Gaudas, because the con-
nection given in I, 46 would not be liked by the
Vaidarbhas as, besides the bombastic mode of ex-
pression, it contains too harsh combinations of con-
sonants,
3 Samata.
I, 47: samam bandhesv avisaman te mrdusphutamadh.

yamah,

bandha mrdusphutonmisravarpavinyasayonayah.

“Sama (evenness) is the non-unevenness in the
composition; the compositions that are founded upon
the employment of soft, harsh, or mixed (soft and
harsh) sounds are soft, harsh, or medium (respec-
tively).”

He adds fuarther in I, 48-50 :

“To me comes the malaya-wind, talkative thrdugh
the cooing of the kokilas, sprinkled by the drops of
the mountain-streams, which are quite clear and the
drops of which are going with (the wind). This
malaya-wind, the fragrance of which is great on ac-
count of its relation to the sandle-wood, rivals the
breath from the mouths of beautiful girls, because
its steadiness increases,

A Gauda kavya-style of this kind, which (as
verse 49 shows) takes no care of the unevenness and
respects only the splendour of sense and alamkara
acquired a wide extension.”

The main point of this guna is a certain uniformity
in the sequence of the sounds, the combinations of
sound being soft, harsh, or medium, The poet,
however, should not be heedless and thus cause a
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pell-mell of sounds, the effect of which becomes dis-
agreeable to the ear. So it is in the opinion of the
Vasdarbhas, while the Gaugas, on the contrary, pay
no attention to this matter, aiming only at brilliant
or rather bombastic expressions. As to the instance
given by Dandin, 48 appears to illustrate mpdu, 48
sphuta samatd, and 49 visamata as peculiar to the
Gaudiya ritir 2,
4 Madhurya.
I, 51: madhuramn rasavad vici vastuny api rasasthitih,
yena madyante dhimanto madhuneva madhuvratah.

“Madhurea is what contains rasa; (and in this
case) rasa lies in both word and sense. By this (rasa)
the knowing ones grow intoxicated as bee by honey.”

In the treatment of madhura Dandin differs ab-
solutely from Bhamaha, who as we have seen, spoke
of madhura too. According to Bhamaha madhurya
is in line with prasada, as in both ‘qualities’ the
length of compounds is the decisive point, Dandin,
criticising his rival, states (wholly different as) some-
thing the essential matter of madhurya, which has

12 Tarkavagisa and Vidyasagara present a quite
different interpretation of this stanza: “Slsta is what to a
large extent consists of syllables which are pronounced with
only little breath and what therefore is loose, whereat the
looseness, however, is not felt too obviously, e.g. malatimila
lolalikalila {a garland of malati-flowers covered with swarm-
ing bees).” Prof. Liiders pointed out to me that this can-
not be the correct meaning of Dandin’s words. Malatimala
lolalskalila is not an example of 3lista, but of éthila, which
fault the poet should avoid. That this is correct appears
from Kavyadaria 1, 69, where the author refers to I, 43 (See
below p, 109). '
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pothing to do with compounds. To illustrate and to
defend his diverging opinion against Bhamaha, the
author of the Kavyadaréa treats the subject more
exhaustively than he does that of other gunas.

The second line of I, 51 is, though closing the
‘definition’, an instance for that kind of madhiura
where the rasa lies in the repetition of similar sounds,
The next stanza explains:

yaya kayacic chrutya yat samanam anubhiyate,

tadriipa hi padasattih sanuprasa rasivaha,

“An uninterrupted line of words of such a kind
that one hears in one way or another (words of)
similar (sounds) embraces rasa, because that (line

“of words) is endowed with anuprasa.”

Thus, the gura madhurya has for an inherent
factor an anuprase, especially the so-called §rutya-
NUPrasa,

Another instance is given in verse I, 53:

esa raja yada laksmim priaptavan brahmanapriyah,
tatah prabhrti dharmasya loke ‘sminn utsavo ' bhavat.

“Since that time this king, the friend of the
brahmins, had got the royal power, was a feast of

- dharma in this world.”

In this stanza homogeneous sounds ga and ra,
jo and ya, da and la, ma and pa, ete. are set close
to each other!$,

The Gaudas do not like, as is mentioned in I, 54,
this kind of anuprasa, where homogeneous sounds

13 The commentary says: atra sakararakarayor ekasmin
miirdhani evam jakarayakirayos tdlau, dakaralakiaroyof ca
dante uccaryamanatvat simyam iti §rutyanuprisah, sa ca
dharmavirapatipustasya rajavisayakaratibhavasya. vyafijaka
iti madhuryarasabhéivah,
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are repeated, being, on the contrary, more fond of
the repetition of the very same sounds.

In the following verses Dandin goes. on to illus-
trate the second sort of madhurya, where the rasa
lies in the sense. He says (I, 62):

kamam sarvo ‘py alamkaro rasam arthe nisificati,

tathapy agramyataivaitam bharam vahati bhiiyasa.

“Though every alamkara pours rass upon the
sense, only a not vulgar mode of expression does
above all justice to this (end).”

This is explained by quoting some instances,
wherein by the use of vulgar and obscene words the
rasa of sense is lost.

After the remark that in the foregoing verses
madhurya is explained in its various forms (vibka-
ktam str madhuryam) Dandin defines the next guna.

5. Sukumarata
I, 69: anisthurdksaraprayam sukumaram ihegyate,
bandhasaithilyadosas tu darsitah sarvakomale..

“What consists to a great extent of not rough
syllables is called here (in Vidarbka) sukumara. We
have, however, pointed out (in I, 43%) a fault which
consists in the looseness of composition in this case,
‘where there are soft syllables throughout!+.”

Example I, 70, 71:

mandalikrtya barhani kanghair madhuragitibhih,

kaldpinah pranrtyanti kile jimitamalini.

ity aniirjita eviartho nalamkaro’ pi tidréah,

sukmaratayaivaitad arohati satdm manah.

14 In the verse referred to by the author the fault of
loaseness is illustrated by “malatimald lolalikalila” which is
liked by the Gaudas, because they are very fond of the

anudrisa; see p. 105.
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“Having formed their tail-feathers into a circle,
the peacocks dance in autumn, (crying) with throats,
the sounds of which are pleasant.

In this stanza the tenor is not very luxurious ;
only because it contains sukumaratd (the stanze)
enters the heart of the wise ones”.

Thus sukumarate is s peculiarity of the sound
of the words and does not regard the sense. The
Vaidarbha style is soft and tender and is in contrast
thus to the Gaudiye, which is fond also of words
the articulation of which is rather difficult and
rough :

dipatam ity aparair bhiimna krechrodyam api badhyate.

nyaksena ksayitah paksah ksatriyanam ksanad iti.

“Because they regard it as brilliant, the others
(the Gaugdas) use also words the pronunciation of
which is difficult e.g. : nyaksena......(By Parasurama
the party of the kgatriyas was destroyed in a
moment)”’, )

The harshness is caused by the frequency of ks,
This, however, is justified by the fact that the
verse contains the so-called virarasa. According
to the commentary the Pasdarbhas would employ
the guna sukumarata also in such a case!3.

6. Arthavyakt.

I, 73, 74. arthavyaktir aneyatvam arthasya harinoddhrta
bhih khuraksunnagasrglohitad udadher iti,
mah! mahivarihena lohitad uddhrtodadheh.
ittyatvena nirdigte neyatvam uragasrjah.

_—“1.5 Gaudd )ii};;ra virarasadiripam ojasvi uvyangyam
tatra parusavavpais tadvyafijanasyavadykalaya sawkumiaryan
nadriyante, vaidarbhis tu tatyipi saukumiryam pravesayanti.
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“There is arthavyakéi where the sense is not to
be conjectured, as: Hari (Vispu) raised the earth
out of the ocean, which was reddened by the blood
of the snakes crushed by his claws. If (in this case)
nothing would have been said but : The great boar
raised the earth out of the reddenmed ocean, one
would have to conjecture ‘the blood of the snakes”.

Arthavyakts is not identical with prasada. As
regards the latter, clearness is established in the sense
of a word in so far as it is not too unusual,
while as to the former a sentence does not contain
all that is necessary to understand the connection
of ideas wholly, Dandin (I, 75) concedes that the
Gaudas also aim at arthavyakis.

7. Udaratva.

I, 76 : utkarsavan gunah kascid yasminn ukte patiyate,

tad udarahvayam tena sanatha kavyapaddhatih. '

“When in a sentence there is perceived a quality
of peculiar excellence, then it is called udara. The
style of the kdvya is permeated by this (guna)”.

The most important word in this definition is
pratiyate, The idea of a special excelling quality
is not mentioned directly by words, but is rather
suggested by other ideas, which are as such of a
more subordinate character, If that is the case,
we have the best kind of poetry. In this statement
of Dandin’s we notice some of the so-called dhvani.
Udaratve is illustrated by verse I, 77, 78 :

arthinam krpana drstis tvanmukhe patita sakrt,

tadavasthi punar deva nanyasya mukham tksate.

iti tyagasya vakye’sminn utkargah sadhu lakgyate,

anenaiva pathanyatra samananyayam Ghyatam.
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“When the poor eye of the supplicants has once
fallen upon thy face, then, O king, it looks no longer
on the face of any other. In this stanza the excelling
quality of liberality is well recognised. In a way
similar to this the uddratva should be expressed also
in other cgses.”

There is, however, still another opinion regarding
the gupa in question, as mentioned in the next verse :

§laghyair viSesanair yuktam udiram kaiscid isyate,
yatha lilambujakridasarohemangadadayah.

“Some scholars hold as ud@ra what is endowed
with epitheta ornantia, as : a toy-lotus, a toy-pond, a
golden bracelet, etc,”

8. Ojas. .
I, 80: ojah samisabhiiyastvam etad gadyasya jivitam,
padye’py adaksinityanam idam ekam parayanam.

“There is gjas where long compounds are em-
ployed. This (gjas) is the life of the prose (-kavya).
(But in the opinion) of the Gaudas, (ejas) is the
only and highest aim also for (the ZXdvya in)
verse".

As regards the definition of ojas Dandin agrees
with Bhamaha, who however, does not use the term
guna, and does not expressly confine it to prose alone.

In I, 81-85 the author specifies ojas :

“In so far as heavy or light syllables are in the
majority, in the minority, or combined with each
other, this (gjas )'® is of a higher or a lower kind.
It is to be met with in the akhyayika ete. '

The Western Quarter whose sun-ray-cover is

16 Tarkavagiéaexplains Zadin the text as meaning
samasabh@yastvam, but in my opinion ojas is meant.
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lying on the top of the setting mountain looks like
a woman whose red and beautiful garment lies on the
large breasts.

In this way the Eastern (poets) employ speeches
which are full of gjas, but the others ackuowledge
ojas of speeches, only if it is not confusing and
is pleasant, as in the following verse” :

payodharatatotsangalagnasandhyatapamsuka,

kasya kamaturan ceto varunl na karigyati.

“Whose mood is not rendered love-sick seeing the
Western Quarter, the garment of which the evening
sun hangs on the slopes of the clouds (of the
breasts)”.

The-first instance shows the ojas of the Gawdas,
who are fond of long compounds also in verse
besides that, this sort of style is to be recognised by

‘the chosen words, In the second example we have
apparently another kind of gjas peculiar to the
Vaidarbha-ri¢t. The plain sligtarapaka (payodhara)
bestows a certain charm upon the whole sentence.
The long but soft sounding compound of the first line
is balanced by the short words of the second.

9 Kanti.
I, 85: kantam sarvajagatkitam laukikarthanatikramat,
tacca varttdbhidhinesu varnanasv api dréyte.

“A sentence is kanta, if it pleases all the world
by not exceeding the bounds of the natural. And
this (pleasing mode of expression) is to be noticed in
dialogues as well as in descriptions.”

The first kind is illustrated by I, 86 :

grhani nama tany eva taporasir bhavadysah,

sambhdvayati ydny evapavanaih padapamsubhih,

XV
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. “Those only are real houses which an ascetic like
you honours with purifying dust of his feat”.

The second kind (I, 87) :

anayor anavadyangi stanayor jrmbhamanayoh,

. avakido na paryiptas tava bahulatintare.

“O you with blameless limbs, on your bosom
there is not room enough for your swelling breasts.

Dapdin comments on these verses (I, 88):

iti sambhdvyam evaitad visesakhyanasamskytam,

kantam bhavati sarvasya lokayatranuvartinah.

“Matters like that become, because they are
possible and endowed with the diction of a peculiar
excellence, pleasant for every one who has to do with
worldly affairs”.

Something of hyperbole lies, of course, in the
above given instances, but as every poetical descrip-
tion is based on atidayokts, and a matter-of-fact
account of the actusl state of things has but, little
to. do with poetry, the ideas of the stanzas are pleas-
ing and natural notwithstanding!”.

The style of the Gaugas, on the other hand,
contrasts greatly with PVaidarbhi as regards the
naturaluess of ideas, as it employs exaggerations to
such an extent that they go quite beyond the usual
limit. Dandin proceeds (I, 89-92) :

“If one intends to express an idea by raising it
metaphorically beyond the natural limit, then only the
(over) clever!® are satisfied, but not the others;

a8 @

17 There is also an arthalmpkira called alisayokti,

18 Vidagdhi must be understood ironically, Tarka-
vigi§a says vidagdhih vidagdham manyamini Gauda
ity arthak ; sollunihanoktiy iyam.
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Our house has to be revered from this time
on as the abode of a god, because its sins are entirely
washed off by the falling dust of your feet.

The creator has made too narrow the world, not
considering that your breasts would grow to sueh
an amphtude

This is called exaggeration ; it is favoured very
much by the Gaudas, but the method explained
above is the kernel of the other (Vaidarbha) style”.

Thus kanti of the Vaidarbka and atyukti of the
Gauga are in contrast with each other.

10 Samadhs.

1, 93, 94 : anydharmas tato’nyatra lokasimanurodhina,
samyag adhlyate yatra sa samadhih smrto yatha.
kumudani nimilanti kamalany unmisanti ca,
iti netrakriyadhyasil labdha tadvicini drutih.

“If anybody, respecting the limits of naturalness,
transfers a quality of one thing to another, it is called
samddhi ; as :

The day-lotuses shut their eyes and the night-
lotuses open them!®. In this instance we find the
metaphorical transference of the function of the eye
(to the shutting and opening of lotuses), a term
which designates this (the function of the eye)”.

Here also, says Dandin, one should respect
naturalness, The commentary gives an instance of
bad adhyaropa : vrmhanti masakd yatra tatra nidra.
sudurlabhd. “Where the mosquitos are trumpeting,
there is hardly any sleep to be found”. By transferring
the fanction of trumpeting, “peculiar to elephants, to

19 This is, hoqucr.,pot a, qmte correct rendering of
the Sanskrit terms simitline? and unmisants.
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the mosquitos the limits of naturalness are too far
transgressed. _ - -

In the next verses Dapdin points out that in a
metaphorical way even those words can be used,
the placing of which is prohibited in a literal sense,
as nigthiv, udgy, vam, which all mean “to spit”.

The metaphorical use of more than one quality
at the same time is also permitted (I, 96b-98) :

“Hven a transference of several qualities at the
same f.img is desirable : These rows of clouds, which
are tired by bearing the heavy embryo and grown
(thunder), lean against the lap of the slopes.

The leaning against the lap of the female friend,
groaning, (feeling of) heaviness, fatigue : all those
manifold qualities of a pregnant woman are (meta-
phorically) pointed out in this example”.

The adhyaropa or adhyass described above makes
up a great part of poetry, and here lies a certain
difficulty of rendering it into another language, for
by translating in the first instance nimil and unmis
by ‘to close and to open the eyes’ we express too
clearly what the Sanskrit terms give in a more
suggestive way. Pointing out the high importance
of sama@dhy Dandin says (I, 100) :

tad etat kavyasarvasvm samadhir nama yo gunah,

~ kavisarthah samagro’pi tam enam anugacchati,

“The whole troop of poets should aim at the guna
called samadhi, which is the quintessence of the
kavya”. -
 Dagdin’s dealing with riti winds up with the

'stanzas I, 101, 102 :
“In this way both styles {Faidarbhi and Gaudtya).
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differ from each other on.account of their peculiar
characteristics. But their further differences, as they
are met with in (the compositions of) the various
poets, cannot be described (on account of their being
too manifold),

Great is the difference between sugar-cane, milk,
molasses, etc.; but even Sarasvati would not be
enabled to point out that (difference)”.

Thus Dandin has at full length refuted the view
of Bhamaha, who was inclined to deny the difference
of riti. In the opinion of Dapdin the style of
Vavdarbha is better, because it is endowed with the
ten gunas described fully by the author, The
differences between Puidarbhi and Gaudiya were in
fact certainly not so great as Dandin would have us
believe, but he is influenced by a prejudice against
his predecessor. .

Gtenerally speaking, the theory of rité as described
by the author of the Kavyddarsa was acknowledged by
later scholars, though there were many dissenters with
respect to particulars. Even Vamana, who in
many cases has followed Bhamaha, concedes not only
the differences of style but is of opinion that the
style is the soul of poetry (I, 2, 6: ritir dtma
kavyasya). He attempts to present a definition of
rits (1, 2, 8) :

vi§ista padaracana ritih,,

“A specified arrangement of words (is called) riti.
According to Vamana there are not two but rather
three different styles, the differences of which are
evident, the third being Pafcali.. This statement is
of some interest and of some importance with regard.
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to kdvya literature. The author has soriething to
say about the origin of 2itis (I, 2, 9 and 10 wpits).

“There rises a question : Do the gunas (which
characterise the different kinds) of kdvyas originate
in different countries, that they are called after the
names of countries (Vidarbha, Gaudo, Paficila),
as certain material products (come from certain
countries) ? (We answer :) No | For (the satra runs) :
They are called Pasdarbha ete., because they are met
with in different countries as Vidarbha ete,, (that is)
because they are used in their pure form by pcets in
the countries of Vidarbha, Gauda and Paficala, there-
fore these ways of diction are called after the name
of the countries ; but the countries by themselves
have by no means any eﬁ'ect upon the (form of)
Kavyas.”

Vamana agrees with Dandin not only on this
point that the differences of s are founded on the
gunas?®, but that among the »itis Paidarbhi is the
best. Vaidarbki is endowed; he says, with all gupas
(1, 2, 11 : samagragunopeta Vaidarbhi). With respect
to the superiority of Vaidarbhi the author quotes
the following #lokas :

-asprsta dogamatribhih samagragupagumbhita,
vipaficisvarasaubhagya vaidarbhi ritir igyate.

tam etam kavayah stuvanti :

sati vaktari saty arthe sati §abdanudisane,

asti tan na vina yena parisravati vanimadhu.,
" “That #iti is called Patdarbhi which is untouched

20 Vamana's treatment of the gwnas which differs
widely from - that in the Kavyadarsa, will be discussed in
another place, :
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by even the slightest faults, furnished with all the
gunas, and which sounds sweetly as the notes of a
lute.

The &avis prajse it :

There may be a speaker, there may be a (good)
sense (or tenor), there may be (a- usage of words
which is correct according to) grammar—without
the (Pavdarbhi) the honey of speech will not flow”.

This style is illusirated by u stanza from
Sakuntalds®. |

gahantam mahisa nipanasalilam $rigair muhus taditam

chiyibaddhakadambakam mrgakulam romantham

abhyasyatu,

visrabdhaih kriyatam varahapatibhir mustaksatih palvale
visrintim labhatdm idam ca §ithilajyabandham

asamaddhanuh.

“The buffalloes may wallow in the water, striking
it again and again with their horns ; the flock of
deer may ruminate in the shadow of the wood ; the
great boars may uproot without fear the pools’ grass ;
and this bow of mine may rest with loosened string”,

This instance shows that Vaidarbki by no means
avoids every compound absolutely but later on we
shall meet a special kind of this style, where there
are no compounds at all, :

Gaudiyd is endowed with but two gumas : ojas
and kanti (I, 2, 12: ogjakkantimati Gaudiya). The
commentary says a little more :

“As Gaudiya is. devoid of madhurys and sauku-
mdrya, it has long compounds and harsh sounding
words.. There is the following stanza :

The learned ones, well-versed in style, praise

21 Actll,ed.Cappellerp 19
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Goudiya as a way of expression which has (long)
compounds and high sounding words and which
therefore is endowed with the gunas, ojas and kants”.

The following stanza from Bhavabhuti’s Mahavira-
carita (I, 54) is quoted as an instance of Gaudiya :
dordandaiicitacandrasekharadhanurdandavabhatigodyatas
tamkaradhvanir aryabalacaritaprastavanadindimah
drakparyastakapalasamputamitabrahmandabhandodara-
bhramyatpinditacandima katham aho nadyapi visramyati.

“Alas!| Even now the twanging sound of thc
bow-string does not stop, (the sound) produced by
the breaking of Siva’s bow, which he bent with his
arms, (the sound of) a drum for glorifying Ram’s
youthful deeds, (the sound) the heaped-together-wrath
of which rumbles through the world in the vessel of
the Brahman-egg, (the world) which lies torn
asunder between the rapidly burst shells”,

Comparing this stanza with the above quoted words
of Kalidasa's the characteristic feature of Gaudiya
becomes very obvious. There is scarcely a possibility
of lengthening the compounds still more than is done
by Bhavabhtti, The mode of expression appears to be
very stilted and the words are not the usual ones??.

Paiicals, the last of the itis mentioned by
Vamana, possesses the two gunas madhurya and
saukumarya (I, 2, 18). The vptts says :

ojahkantyabhavad anulbanapada vicchaya ca, tatra ca slokah :
asligtaslathabhavam tu puranacchayayanvitam,
madhurdm sukumaram ca paficilim kavayo viduh.

22 Reading Bhavabhiiti’s dramas one will find that the
stanzas therein are of a type similar to the above mentioned.
They are, however, not throughout of the same kind ; but,
on the whole, the #i# of this poet’s:work is Gaudiya.



“As the Paiicali does not show ojas and kants,
it has no high sounding words and is without brilli-
ance. There is a §loka :

The wise ones call Paiicali sweet and tender,
which is endued with mildness and resembles the
style of Puranas”.

Example :

grame’ smin pathikdya pantha vasatir naivadhuna diyate
ratrav atra vihiramandapatale panthah prasupto yuva, -
tenotthaya khalena garjati ghane smrtva priyam tat kytam
yenadyapi karainkadandapatanasaiki janas tigthati.

“Traveller, in this village no wayfarer is allowed
to dwell now. (Once) a young traveller slept at night
under the roof of this pavilion. When the cloud was
thundering, the wicked one rose, remembered his
beloved, and did something by reason of which even
to-day people constantly fear the falling-down of the
skeleton”?3,

After having spoken of the particular qualities of
the single ritis Vamana goes on to deal with the
relation of Paidarbhi, Gaudiya, and Paiicali to each
other. The poet should cling to the Paidardhi,
because only this mode of expression is possessed by
all gunas, bub not to the two others, as they have but
a few of them (I, 2, 14, 15). The opinion of some
scholars, according to whom the poet should practise
in the other r%#is and may so become a master in
Vaidarbhs, is refuted by Vamana, who says that
if one limits oneself to the unreal, one cannot attain
the real (tatéva); a weaver, who weaves only witl}

23 As this stanza appears to have been quoted from a
poem we do not know, the,context is doubtful.

XVi.
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Jute, how can -he get skill in the weaving df silk
(I, 2; 1618).

Thus, the Paidarbhki is the best rm, and there
15, says Vamana, a special kind of it, described in I,
,.2., 19‘21 .

sapi samasibhiave Suddhavaidarbhi, tasyim arthaguna-
sampadasvadyi, taduparohad arthagunaleso’pi.

S Vaidarbhi is called pure Paidarbhi, if there are
no compounds, In this (pure Paidarbhi) the richness
of arthagunas comes to be tasted. Even the slightest
arthaguia (is to be tasted), when connected with
the (pure Paidardhi, to say nothmg of the entirety
of the arthagunas)”.

The commentary gives the following lines :

“In the (Paidarbhi) there is an incomparable
arrangement of words, where even what is nothing
becomes something, as it were. When it reaches
the wise ome's ear, it causes delight ; it enters the
heart like a stream of nectar,

Such ‘ripeness’ (paka), pleasing the hearts of men
of taste, results from the Paidarbha style that the
beauty of words quickens, and that even the unreal
acquires & reality”.

There are two other passages in Vamana's book
where the term paka is mentioned. Rajasekhara
dealing with vyutpatti, goes into detail concerning
the paks. On a previous occasion the matter in
question has been spoken of?4,

Fmally, Vamana says with respect to. this most
excellent kind of diction (I, 1, 22) :

ey - ——

H

’54 See above, P 5k



sipt vaidharbhi titsthyat; and the vytti : sipiyam artha-
gunasampad vaidarbhity ukta ; tatsthyad ity upacarato
vyavaharam darSayati,.

“This richness of arthagunas is even called (meta:
phorlcally) Vaidarbhi, because (those gupas are to
be found in the ( Vatdarbhi and nowhere elge)”. . '

Let us now turn to Rudrata. Bhﬁmaha and
Dandin- have described two »itss : Vaidarbhi and
Gaudiya ; Vamana presents a third : Paiicali ; in
Rudrata's Kavyalamkara we meet a fourth : Lafiya.

But there is a remarkable difference between
Rudrata’s treatment of the rités and that of his prede-
cessors : Rudrata does not judge the mode of expres-
sion from the standpoint of gupa, but from that of
the structure of compounds.

Rudrata in the. second book. defines kavya as a
‘union of word and sense, After having stated that
there are four categories of words, he continues
(11, 8-5). : .

“Nouns are twofold, compounded or not com-
pounded. When the nouns take the shape.of com-
pounds, then we have three ritis.

They are called Paiicali, Latiya and Gaudiya, as
they have short, medium, and long compounds,
re_spect}vely

We have Paiicalt when there are compounds of
two or, three words, Latiya, when there are compounds
of about five to seven words; there is Gaudiya
where compounds are formed by as many words__as
possible”.

Verbs preﬁxed by preposxtxons are not considered
as compounds in this sense ; these preposxtaons are
used only to modli'y the meaning of the ""verh
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(I1. 6* : akhyatany upasargaik samspjyante kadacid
arthaya).

The above described three rifis are in contrast
to the diction of Paidarbhi ; 11, 6 :

" vrtter asamasdya vaidarbhi ritir ekaiva.

“When the words are compounded, then we have
but one 734, the Vasdardhi”.

That is all Rudrata has to say about »itis. His
treatment of matters apparently shows that the
doctrine of riti has lost a great deal of its former
gignificance and importance, and that it was no
longer founded upon geographical differences and
upon the existence on contemporary compositions
belonging to a certain style. Any poem might have
verses in different ways of diction, according to the
sort of compounded words met therein. Paidarbhi
was thought the finest style, and had in course of
time put all the others in the background. As
Rudrata’s Vaidarbkt contains no compounds, it re-
sembles the suddha-Vaidarbhi of Vamana.

Rajasekhara in his Kavyamimansa (adhydya
7, p. 81) mentions only three ritis: Vaidarbhi,
Gaudiya, and Paiioals, which he considers as the
three forms of speeeh (vitir@pam vakyatritayam),
without giving any further explanations. Rajasek-
hara appears, as regards these three ritis, to be
influenced by Vamana. For the author of the Kavya-
mimamsa another factor is of much groater impor-
tance, that is the manner of recitation and the change
of pronunciation which bears the name kaku, As
Fiku is reckoned under the sabdalamkaras by Rudrata
(which opinion is not shared by Rajasekhara), it must
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be described on another occasion, when we treat
the history of the alamkaras.

. In the time of Mammata the doctrine of rit:
became of still less significance. Though in the
Kavyaprakiasoa the whole domain of poetics is treated
exhaustively, riti is touched on only by the way.
It is mentioned twice : firsb in the eighth ulldsa,
where Mammata refuses to accept Vamana's opinion
regarding the gunas, and secondly in the ninth ullasa.
Here, the sabdalamkaras are defined. The anuprasa,
the author says, is twofold being cheka- and vpttya-
nuprase, the latter consisting in the repetitions of
the same consonants, According to the various
sorts of consonants there are three kinds of this
anuprasa : 1, upandgarikd : the repeated consonants
suggest madhurya ; 2. parusa : the consonants are
the cause of ojas ; 3. komald : when the sounds are of a
kind different from those of the two mentioned, Now
the author says that in the opinion of Vamana etec.
the three kinds of riti Vasdarbhi, Gauds, and Padicals
are based on those three kinds of vpityanuprasa.
It appears from the statements that the doctrine
of rits, though of great importance in the period
of Dandin (the greatest defender of the difference of
dictions), had retained only a mere historical interest.



'THE DIVISION OF POETRY

“The division of poetry (kdvya) had always been
a matter of great interest for the Indian teachers of
postics. Before going into details we have to ex-
amine from which points of view the division of the
kdvya has begn made.

Bhamaha, who deals with the matter im-
mediately after the definition of kavya is given,
presents a division according to the following stand-
points : (i) prose and verse (gadya and padya). (i)
the language the composition is written in ; that is
Sanskrit, Prakrit, and Apabhramsa, (iii) the subject
matter : anything which has really happened, which
is invented by the poet’s imagination, the domain
of arts, angd, finally, that of dastra. (iv) The shape
of the work as a whole: sargabandha, abhineyartha,
akhyayika, katha and anibaddha.

In the work of Dandin the divisions are ar-
ranged a little better: the author divides according
to only two.points of view, which are (1) gadya. and
padya, and (2) the language. The other kinds men-
tioned by Bhamaha are brought under the groups
gadya or padya, so that sargabandha, both akhya-
yikd and kathé, and abhineyartha (naf{ake), and
camp (not mentioned by Bhamaha) are but sub-
divisions of padya (verse), of gadya (prose), and of
a combination of both padya and gadya, respectively.

Vamana, too, gives only two main divisions,
but not in the same way as Dapdin; these are;
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1. gadya and padya ; 2. ambaddha and ntbaddha.
Ambaddha is that kind of poetry- which consists
of verses each distinct in itself (e. g. the éatakas
are of this kind); nibaddha, on the other hand, is
a poem, where the whole of the stanzas forms the
eontent, Poetry in prose is according to Vamana,
threefold : vritagandhi, ciarpa, and utkalikapraya,
which division is not respected by later alamkarikas,
Sargabandho ete. are not mentioned, and nothing
is said about the different languages,

Rudrafa, again, has another standpoint. A
kavyew i8 & combination of word (sabda) and sense
(artha), and as Rudrata describes both subjects
separately throughout, the division of ktavya is to
be met with in two different passages of the Kavya-
lonpkara: in the second and in the sixteenth adhyaye.
Under the heading sabda we find gadya and padya,
and, further, the division with respect to the language;
under the heading ‘artha’ the classification according
to the content : utp@dya (where the subject is inven-
ted by the poet) and anutpadya (where the subject
is known). This last idea .is, however, not quite
new, as it had already been presented by Bhamaha,
A second principle of division is the greafer or lesser
extension of the compesition (prabandia). Mahs-
kavya, dkhyayks, sad katha are reckoned wunder
utpadya poetry. '

Though the ways of classification' greatly differ
from each other in some respeets {the authors of the
alamkara éastra endeavouring to present new ideas),
the gemeral principles are the very same everywhere,
Then only, when poetry was censidered from & higher
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point of view (that of dhvani), the above mentioned
classifications were no longer placed in the fore-
ground. They were, however, not considered as
incorrect or false, but they were of only little interest
(vaicitrya, which term had been employed already
by Vamana in a similar connection) for the scholars
of more ‘modern’ times. If anybody wished to in-
form himself regarding those divisions, he was
referred to the older masters, who had treated the
matter fully.

Thus Mammata teaches that there are three
kinds of poetry : superior (uttama), medium (madhya-
ma), or inferior (avara) poetry, according to the
superiority or inferiority of the ‘unspoken’,

In Rajasekhara’s Kavyamimanmsa there are
ideas we do not meet with in any of the former
works on alamkara. Though the author’s explana-
tions are, for the greater part, of little value, and
though, strictly speaking, they ought not to be
treated here, because they deal with the division
not of Aavya but of vikya, we will give a short
account of them. Speech (vakyo=vacana), says
Rajasekhara, is, according to what the author is,
either brahmya, or satva, or vaigpava, There are
five divisions of the first kind: the speaker may be
‘Brahman himself, the #§varas (the Bhrgus, etc., who
are descended from Brahman’s mind), the sons of
the #varas (the pgis), the offsprings of the pgis, and,
finally, their sons. Examples may be taken from
the Puragas, But according to the view of the
kavis (Rajadekhara continues) speech (vacas), as it
is found in the Vedas, is called paramesvara and
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later on, divya, because the gods (deva) and those
beings who are of divine origin (devayon: : vidyddhara,
apsaras, yakga, raksas, gandharva, kimnara, siddha,
guhyaka, bhuta, and piddca) act as intermediaries,
With respect to this, four kinds of speech are especi-
ally of importance: vaibuddha, vaidyadhara, gand-
harva, and yoginigata. The form of the compounds
is partly decisive here. There are some interesting
peculiaritics : The Pisacas (attendants to Siva) should
speak in their own sphere Sanskrit, but on earth
Bhutabhasa; the language of the Apsaras is Prakrit.
That is according to Rajasekhara important, because
there appear gods, etc. in the ndfakas. Divya is in
contrast to Vasgnava. The language called Vaignava
has come to earth by means of the incarnations of
Vasudeva, so that it is commonly called manusa.
- With respect to the rits speech is threefold: Vaidar-
bhi, Gaudiya, and Pdicali, but the way of recitation
(kaku) gives rise to varieties of these three kinds,

We will return to Bhamaha in order to see
in which way poetry has been divided by him. He
says (I, 16):

§abdarthau sahitau kavyam gadyam padyam ca tad dvidha,

samskrtam prakrtam canyad apabhraméa iti tridha.

“ Word and sense combined are kavya. 1t is
twofold, prose and verse; it is further threefold, as it
may be composed in Sanskrit, in Prakrit or in another
(idiom) different (from those), viz. Apabhramsa.”

xvil
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1. Gadya and Padya,

According to D ap din there are not two kinds,
prose and verse (as Bhamaha thought), but three
(Kavyadarsa 1, 11°):

padyam gadyam ca miSram ca tat tridhaiva vyavasthitam.

“The (body of the kavya) is threefold: verse, prose,
and mixed (verse and prose).”

It is also worth noting that Dandin does not
begin with gadya, as Bhamaha did, but with padya.
As is said in I, 81 the ndfakas and other composi-
tions belong to the misrakavyas.

As to padya the author comments (I, 11°, 12):
padyam catugpadi tac ca vyttam jatir iti dvidha.
chandovicityam sakalas tatprapafico nidarsitah,
sa vidya naus titirginam gambhiram kavyasagaram.

“ Padyo is a stanza consisting of four metrical
feet; and the padya is of two kinds: vptta (i. e, metres
wherein the syllables are counted), jati (metres where-
in the moras are counted). In prosody all the varie-
ties of metre have been described: this knowledge is
the ship for every one who is willing to cross the
profound k@vya-ocean.”!

Vamana is of the same opinion as Bbamaha,
stating (I, 8, 21):

kidvyam gadyam padya.m ca.

“ The k@vya is in prose and in verse.”

That the misra of Dandin is contained therem
follows from the farther description of Vamana;
gadya is named first (as was done by Bhamaha),

1 From this stanza some scholars (J a cobi, Peterson)
would gather that Chandoviciti is the title of a third work of
Dandin’s; but Chan:dovieits is a common term for ‘prosody’.
See note 14 on page 49. .
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because it presents more difficulties in the opinion
of the author?, Thus Vamana corroborates the
opinion of the master.

There are, according to Vamana (I, 38, 22) three
kinds of gadya. When verses occur occasionally
in the prose, it is called vpttagandhi. This is the
misra of Dandin. Carga is called that sort of prose
the words of which are pleasing and do not form
too long compounds( I, 3, 24): anaviddhalalitapadam
curnom3. Utkalik@praya being the reverse of the
latter has long compounds and high sounding words.
As we have seen before these qualities are peculiar to
different styles ; utkalikapraya shows a very great
similarity to gaudiya.

Padya is, of course, divided into many Kkinds,
but no further detail is given by Vamana®,

Rudrata as well as Bhamaha and Vamana
deals only with the two kinds gadys and padya,
which, however, are not divisions of kivya itself,
but rather of what kavya consists of and what is
called kdvyasarira by Dandin. Considering that
according to the Kavyaddarsa éarira is defined as
padavali (a series of words), and that in Rudrata’s
opinion the vocal expression of k@vya is the sentence
(v@kya), it appears that the theories of both Dandin
and Rudrata are almost the same in this point. Rud:
rata says (Kavyalomkare 11, 11):

2 gadyasya piirvam nirdefo durlaksyavisegatvena durban-
dhatvat, tathahuh,—gadyam kavinim nikasam vadanti,

3 Vrytti: anaviddhany adirghasamasani lalitiny anud-
dhatani padani yasmims tad anaviddhalalitapadam ciirpam iti.

4 Vrtti: padyam khalv anekena samardha-sama-viga-
madina bhedena upetam bhavati. '
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vakyam bhavati dvedh& gadyam chandogatam ca.

“ The sentence is twofold, prose and verse.”” -

Mammata does not mention this division in his
Kavyaprakisa at all,

2. Sanskrit Prakrit and Apabhraméa

Bhiamaha's second division (I, 16) is determined
by the idiom the kdvya is composed in®. The stanza
is of some interest on account of the word apabhram.
§a®.  Apparently Bhamaha does not understand
by this term one special language, but rather, a
group of several idioms, which widely differ from
Sanskrit. This is suggested by the name itself.
If this is right, prakpta does not mean a class of
idioms, but a certain dialect; and this dialect is
probably the maharagtri, which without doubt in the
period of Bhamaha had a very great importance as
a language in which poetical compositions wers
written,

As in my opinion Dandin was a younger contem-
porary of Bhamaha the literary facts spoken of in

5 The stanza (Bhamaha I, 16 ) is quoted by Namisadhu,
commenting on Kavyalamkara 11, 11, in the following form
prakrtam samskriam caitad apabhramia it tredhi. The
incorrectness of this appears already from the anteposition
of prakrtam. The difficulty lies in anyad. Another transla-
tion of this important verse than the one given above is
scarcely possible,

6 Of the more recent investigations on Apabhramia, I
may here mention two papers by Prof. Jacobi: Bhavisatin
kahi von Dhanavila (Abhandlungen der Kgl. Bayer. Akad.
D. Wiss.,, Philos-philol. K., Vol. 29, 4), and Sanatkumara:
carita (0. Vol., 31,2). The former paper is in many 're.qpects
supplemented and corrected by the latter.
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the Kavyadaréa are, generally, the same as those
we met with in the work of Bhamaha. We find
indeed (the suggestion mentioned above corroborated
in the Kavyadaréa. Dandin mentions (I, 82) Sanskrit,
Prakrit, and Apabhramsa, which three idioms are
employed for liberary purposes. Let us see what
Dandin has to say concerning Apabhramsa.

I, 36: abhiradigirah kavyesv apabhraméa iti smrtah,

Sastresu samskrtad anyad apabhramatayoditam.

“In the kavyas the idioms of the abhiras etc, are
considered as apabhramsa. But in the §astras that is
called Apabhramsa which differs from Sanskrit”?,

According to this statement, the word apabhrae-
méa has a double meaning. In the sdstras, and
especially in the books on poetical theories, and thus
in the work of Bhamsaha all ianguages which are
different from Sanskrit are united under the name
of apabkraméa, There is little doubt that, that was
in the older period the meaning of the word, and
that ouly in the course of time the word assumed
a more pregnant and particular sense, perhaps then,
when the ‘best’ Prakrit, maharastri, was used as a
language fit for literary compositions. Then the
scholars retained the older meaning of the word,
whilst in common use the term prakria, once the
designation of a determinate language (maharastri),

7 Tarkavagifa thinks the term abkira not a nomen
proprium, but rather used in a professional sense: cowherd.
He says: kivyesu nitakidisu abhiradigirah abiriprabhrtayo
gopaciandalasakaradindm vyavaharanlyd bhasa apabhrainsa
iti smrtih apabhramSanamna bhasaniripakair niriipitah. But
this is probably not the Case.
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took the place of ‘apabhraméad. It ‘apabhraméa’
was mentioned in. the kavyas something different
from the apabhraméa of the sastras was meant,
wz. such dialects a8 were a good deal less important
and lower than the vernacular of the abhiras ete., in
which idioms scarcely any literary works were com-
posed in the period of Bhamaha and Danpdin. The
home of the abhira-language was, as is stated by
Tarunavacaspati, one of the commentators on
the Kavyadarsa, in Western India®.

With respect to the various dialects Dandin says
(I, 33):

samskrtam nama daivl vag anvakhyata maharsibhih,
tadbhavah tatsamo desity anekah prakrtakramah.

“ Sanskrit is the divine language, taught by the
great sages. The variations of Prakrit are numerous,
being tadbhava (come forth from that, . e, Sanskrit),
tatsamo (similar to that), or belonging to certain
regions,”

From the term dest we may gather that the word
Prakpta is used here in a wider sense including also
Apabhramséa. Tarunavacaspati, however, thinks
that the Magadhi language is meant (desi 164 magadhi
grhyate). The author of Hpdayaingama comments :
desi povalls iti kramukandma, cassimst it kaiicanasya -
nama, dogghata itt gajasya nama. This Prakrit in

8 Prof, Pischel in his famous Prakrit Grammdr quotes,
(p.1) an observation by Samkara to Sukuntals 9, 10, saying:
samskrtat prakPtam §restham tato’ pabhramSabhaganam.

9 The commentary of Hrdayaiigama has another inter-
pretation: &bhiro nama paScimarnavatire vartamano deﬁavnéer
sah, athava abhiradayah gopaladayah.
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the word’s wider sense is in contrast to Prakrit in
the narrower sense, (I, 34:)

maharastraérayam bhagam prakrstam prakytam viduh,

sagarah siktiratnanam setubandhadi yanmayam,

“ As the most excellent Prakrit the language of
Maharagira is considered. The Setubandha etc., the
ocean of jewels of good sayings, is composed therein.”

Other variations of Prakrit are mentioned in I, 85 :

SaurasenI ca gaudi ca lati canya ca tadrsi,

yati prakrtam ity evam vyavaharesu samnidhim.

“Somrasen, Goudi, Lati and other dialects of
thie kind are as ‘Prakrit-variations’ met with in the
dialogues (in nafakas etc).”

As to the division caused by the difference of
the languages Dandin states that from this point
of view four kinds of kdvya must be distinguished
(not three, as Bhamaha had said) :

tad etad vaimayam bhiyah samskrtam prakrtam tatha,

apabhramsaé ca miSram cety ahur aptis§!® caturvidham.

“This (body of the kdvya) formed by the languages
is further taken by the authorities as being fourfold,
as far it is Sanskrit, Prakrit (Maharagiri), Apabhra-
1hsa, or mixed (dialects)? . .

In the next stanzas the question is answered, in
which manner the various idioms are peculiar to the
different sorts of poetical compositions :

samskrtam sargabandhadi prakrtam skandhakadikam,

asaradiny apabhramso natakadi tu misrakam.

10 I prefer this reading to aryas. The Tibetan transla-
tion has a word which means ‘clever, expert’. With respect
to @apta compare Kavyadaria 11, 22f.

11 tad evam vanmayam refers to Sarira in 1, 9. Bhtiyas
goes back to stanza 10,



136 THE FOUNDATIONS OF INDIAN POETRY

“A sargabandha ete. is in Sanskrit ; compositions
in the metre skandhaka ete. in Prakrit ; compositions
in the metre Gsara etc, in Apabhramsa, but nafakas
ete. are in mixed dialects”.

By the word ¢ the importance of the new kind
‘méra’ (which is not found in Bhamaha's) is, as it
were, underlined. |

Kathapi sarvabhasabhih samskrtena ca badhyate,
bhiitabhasamayim prahur adbhutartham brhatkatham.

“The katha, too, is composed in all languages and
in Sanskrit. The Brhatkatha'? with its wonderful
tenor is said to have been composed in the idiom
of the ghosts”.

Vamana and also, be it mentioned here already,
Mammata had said nothing about the languages,
We turn therefore to Rudrata. Bhamaha and
Dandin had pointed out (though differing from each
other in details) that there were thrie groups of
idioms : a kavye may be composed in Sanskrit,
Prakrit, and Apabhramsa. Rudrata mentions six
languages, saying (Kavyalamkara II, 11, 12) :

12 The term ahuh seems to indicate that the Brhatkatha
was already unknown even to Dandin. I do not believe
that the plural sarvabiasabhih is of a peculiar significance
(Prof. J a c obi, Bhkavisattakaha, p. 42). One must bear in
mind that the above quoted stanza refers directly to
Bhamaha I, 28. Bhamaha had taught that the Aazka (with
regard to which more will be said later on) is composed
in Sanskrit and, partly, in Apabhram$a. Dandin replies :
no, that is not correct ; it is composed in all languages
and .in Sanskrit. The term samskirtena ca is nothing more
than an appended note with a delicately hinted irony against
Bhamaha.
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bhiiyo’pi,
bhasabhedanimittah sogha bhedo’sya sambhavati.
prakrtasainskrtamagadhapi§icabhigas ca siirasend ca,
gastho’tra bhiribhedo deSaviSesad apabhramnsah.

“Further, there is a sixfold division of the (vakya)
according to the languages; these are: Prakrit,
Sanskrit, Magadha, Pisaca, and Stiraseni; the sixth,
Apabhramsa is divided into many kinds according
to the various countries”,

From this it is evident that ‘Prakrta’ does not
denote a group of languages, but rather one language,
the same one as mentioned by Dandin, which appears
to have frequently been used in poetical compositions,
the Maharastri. For if that were not the case it
would be impossible to explain, why Maharastri is
*not mentioned by Rudrata. Magadha was not named
by Dandin, perhaps because it was of less importance
as a literary idiom in his time. dpabrhaméa is, on
the whole, probably the same as that Apabhramse
in the Kavyadarsw, when it is spoken of in kavyas
(not in dastras).

The older Vagbhata has the following remarks
about the languages (Vagbhatalamkara 11, 1-3) :

“Sanskrit, Prakrit, Apabhramsa, and the language
of the Bhutas : these four languages become the body
of the kavyo.

Sanskrit is the language of the gods ; it is settled
in the grammars, Prakrit is variously divided, as
far as it originates in (Sanskrit) is similar to it, differ-
ing with respect to dialects etc.

Apabhramsda, in its pure shape, is spoken in
various regions. What is spoken by the Bhiitas (the
Pisacas) is called Bhauta'(Paisdcika)”.

xviil
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Thus Vagbhata comprises by the term Prakyic
several idioms, which, however, are in some way or
other connected with Sanskrit. = According to the
commentary of Simhadevagani Sauraseni and Maga-
dhi is meant by adi. Prakrit is set in contrast to
Apabkraméa. In its pure form it is found, says the
commentary, in the countries of the Karpifas and
Pajicalas, 'With regard to the last group, the Bhauta
or Passidci is little known. Vagbhata was perhaps
thinking of the Bphatkatha, which was referred to
already by Dandin,

In a supplementary way (because they have
nothing to do with the division of poetry) some very
interesting observations of Rajasekhara concern-
ing the different kinds of recitation may be mentioned
here!3. After dealing the mode of recitation (patha)
generally the author goes on to point out what sorts
of recitation are peculiar to the different countries.
People from Magadha and others from the country
lying eastward of Benares have a good pronuncis-
tion of Sanskrit, but are ‘blunt (kuntka) when they
speak Prakrit. Of the Gaugdas, Rajasekhara does
not speak well. Their recitation of Prakrit is, accord-
ing to him, very bad, The Gauge Brahmins recite
neither very distinctly (atispagia), nor ‘legato (a@slista),
neither roughly (rksa) nor very tenderly (atikomala),
naither with a high (atitara) nor with a deep (mandra)
voice. Karnatas recite, whichsoever the rasa, the
74, or the guna may be, with an elevated, and at the
end, with a twanging voice ({amkara). All Dravidian
poets in verse as well as in prose compositions use 2

13 Kavyamimamsa, 7th c;dlzyiya.
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musical mode of recital (geyagarbke sthitah pathe
sarvo’pr dravigah kavih). The author is very pleased
with the beautifal Prakrta-pronunciation of the
Latas, who hate Sanskrit!¢. The Surastras, Trava-
nas, and others recite Prakrit well, but their way
of speaking Sanskrit has something of an Apadbhramsa
note!5. The people of Kashmir, says Rajasekhara,
are good poets but the author ridicules their pronun-
ciation, which sounds, he says, as if they had the
mouth full of Guduicis!®. The poets who dwell west-
ward of them, in Uttarapatha, though well educated,
speak with a nasal twang (sanunaskapathinah).
Finally, Rajasekhara praises the beautiful {subhaga)
recitation of the Pajicalas, for whom he shows great
sympathy also elsewhere.

3. The Subject matter.

With respect to the division based upon the
subject matter, Bhamaha says (I, 17) :

“The kavyo is also fourfold, as it praises the past
deeds of gods ete., or the subject matter is to be
invented (by the poet), or the subject matter is
formed by the arts, or (finally) by the sastras.

Though the alamkarasasira, after the time of
Bhamaha, has not conserved this division of poetry,
we shall come back to these ideas more than once
later on, .

14 Pathanti latabham latah prakrtam samskrtadvisah,

jihvaya lalitolldpalabdhasaundaryamudraya.

15 Apabhram$avadainsani te samskrtavacamsy api,

16 sﬁradiyih prasidena kasmirah sukavir janah,

karne gudiicigandiisas tesam pathakramah kimu. -
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4. Sargabandha, Abhidhanartha, Akhyayika,
Katha, Aniladdha.

This division of poetry is much more important
than the previous ones. Bhamah a says (I, 18):

“Kavya ete, is said to be fivefold : sargabandha,
abhidhanartho, akhyayika, katha, and anibaddha”.

A. Sargabandha, a composition which
is divided into sargas.

I, 19-23:

“Sargabandha is a mahakivya, dealing with great
(persons)!?, large, the words of which are not vulgar!$,
which has good sense, adorned with figures of speech,
based on real events!® ; it is endowed with the des-
cription of a counsel-meeting, of (the sending of) a
messenger, of a campaign, of a battle, and of the
(final) triumph of the hero; it is furnished with
the five sandhis?®, needs no extensive explana-

17 In a stanza mentioned below, note 30, on p. 143

there is said :
mahakavyam prayoktavyam mahipurusakirtiyuk.

18 Griamya is well explained by Vimana I, 1, 7 :
lokamatraprayuktam graimyam.

19 As ‘real’ must of course also be considered such tales
met in the #/hasas, which bear the stamp of reality on
account of the holiness of tradition. J/Adsas are in contrast
to such tales which have originated in the poet’s imagination.

20 The term sandhi is taken from the drama, Compare
"Dasartipa 1, 34 ff. The five sandhis are : mukha, pratimukha,
garbha, avamarsa (Bharata : vimarsa), upasamkrti (Bharata :
nirvakana).. See also Bharata, Natyasastra XIX, 35ff. The
question cannot be discussed here, whether all the five sandhis
are necessary for a kdwya. At any rate we see from the
words of Bhamaha to which degree later poetics have been
influenged by the older doctrine of the drama.
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tion, is rich (with poetical value); though it has
to do with all the four vargas (dharma, artha,
kama, moksa), it gives, above all, instruction
in artha, It describes things as they happen in
the world, and it is endowed with all »asas, (but)
separately. The poet, after having described the
hero’s race, energy, fame etc,, should not describe
his destruction in order to praise thereby the high
qualities of another person. If the hero is not des-
cribed in such a way that he fills the body of the
kavya throughout, then, indeed, the mention of him
in the eulogy in the beginning (of the kavya) is
in vain”.

The last two stanzas do not touch on the definition
of the mahakavya (sargabandha). They have been
caused by some differences of views, which will be
clearer only after having learned Dapdin's account
concerning the matter.

Dandin’streatment of it is based on Bhamaha's,
He says (Kavyadarsa I, 14—19):

alamkrtam asamksiptam rasabhavanirantaram,

sargair anativistirpaih §ravyavrttaih susandhibhih.

sarvatra bhinnavrttantair upetam lokarafijakam,

kavyam kalpantarasthiyi jayeta sadalamkrti.

“ Sargabandha is a mahakavya®l. These are its
peculiarities: It begins with an aéis, a namaskriya,
or an indication of the contents®?. It is based on

2t Tarkavagifa: mahakiavyam sargabandfah, tasya
sargair nibadhyamanatvit.

22" Aéis is the benediction (Tarkavagifa: aéch stajana-
sya éubhasamsanam. Compare Kavyadarsa 11, 357,.where
abis is defined as an alamkara. Namaskriya is the respectful
salutation),” Tarkavagi§a mentions that the Kicakavadia
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a story from the 4téhasas?®, or on another theme,
based on a fact?¢; it is endowed with the success
of the four vargas?3. The hero is clever and exalt-
ed?®. Itis adorned with descriptions of a town,
of the ocean, of a mountain, of a season, of the rising
of sun and moon??, farther, of sport in park or in
water, of drinking, of love-feasts, of separations?8, of
weddings, of the development of a son, with deserip-
tions, of a counsel-meeting, of (the sending) of a

opens with an aézs, the Raghuvamsa with a namaskriya, and
the Sisupalavadha with a vastunirdea.

23 Above all Makabhirata and Ramiayana as Tarka-
vagi§a and Vidyasagara say.

24 Tarkavagld§a says that the telling of an invented
story in the mahikavyas is prohibited (sadasrayam ity anena
kalpitavrttantasya mahakivye varpanam pratisiddham); and
Vidyasagara: itarad ramayanamahabhiratadivyatiriktam
api etena asatyavrttam mahakdavye na varpanlyam iti pra-
daréitam,

25 The commentary adds that it is not possible that all
the four vargas succeed in one place. Thus the poet should
describe all the four vargas indeed, but the fruit of only one
among them (tatha caturnam dharmarthakamamoksanam
varga§ caturvargah, tadriipena phalena prayojanenopetam
ekarta caturpamm phalatvasambhavit sarve punar varpaniyah
param tv anyatamam eva phalam iti mantavyam, uktam ca
catviras tatra vargdh syus tesv ekam ca phalam bhaved iti).

26 Tarkavagisa: tathd caturo vyavaharakusala uda-
tto dhirodatto nayakah kathavyapipradhianapurugo yatra tat.

27 Of course the description of sun and moon-set, too,
though it is not mentioned expressly by Dandin.

28 The plural is used (says Tarkavagisa) in order
to indicate that there are several kinds of separation (vipra-
lambhair iti bahuvacanena tasya purvardgamanapravasa-
karunatmakataya caturvidhatvam sucitam.
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messenger, of a campaign, of a battle, and of the
final triumph of the hero??; it is not too compressed
(with respect to the description), is penetrated
thoroughly by the rasas (sentiments) and bhavas
(emotions), divided into sargas which are not too
long3°, endowed with metres agreeable to the ear3l,
at the end of which the metre changes32, and the
sandhis of which are good33: such a kivye that has

29 Tarkavagl§a: mantradipaiicakay kramikaw tatha
hi prathamam mantrana tato datapresanam tatah prayanam
tato yuddham tatas ca ripujayadirupibhyudayah.

30 Vidyasagara thinks that by amativistirpaih the
number of the sargas (not the length) is meant: Sastraniyam-
itigtadibhih tad uktam Isanasamhitayam :—

agtasargan natu nyiinam triméatsargac ca nadhikam,

mahakavyam prayoktavyam mahapurusakirtiyuk.

31 Sravyavrttair iti hatavrttatadidosaparityagena madh-
uryidigunasadbhavena ca vairasyandvahasrutisukhadavrttair
ity arthah, says Tarkavagié§a.

32 Tarkavagid§a has a twofold interpetation, the
first being: bhinnavyitantath prthakprihag avintarakatha-
prakasakath. According to this, the poet should insert some
episodical stories, but that is certainly not correct. The
second interpretation alone is the correct one :

yada bhinnam vrttam prthakchandonibaddhah sloko’ ‘nte’
avasiane yesam taih, ekena chandasa sargam nirmaya chando
‘ntarena samapayed ity arthah, uktam ca ckavrttamayaih
padyair avasine 'nyavrttakaih.

33 One might be inclined to translate swusandhibhil by
“the connections of which are gcod”, z.e., the connection
between the end of one and the beginning of the next sarga
should be pleasing, unconstrained, and natural (as Tark a-
vagiéa comments: susandhibhih suslistasandhanaih bhavis-
argasdpek$air ity arthah. Vidyasagara is of the same opinion).
There can be no doubt, however, that Dandin takes up Bha-
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good alamkaras and that (on account of its being as
described) delights the world, may last till the end
of the kalpa.”

Comparing these words with Bhamaha's descrip-
tion of the mahkakavya, Dandin’s dependance on
Bhamaha is evident, Several terms are borrowed
verbatim, as sargabandho, mahakavyam, sadasrayam,
mantradutaprayanajimayakabhyudayath. As a matter
of course, Dandin, on the one hand, is anxious to
complete the definition of Bhamaha and on the other,
to omit what in his opinion are no characteristic
features of this kind of composition, as the terms
ayramyasabda and arthya. These are indeed super-
fluous as they are characteristic not only of the
sargabandha but also of the other sorts of poetry.
There are new points, Dandin thinks, necessary for
the definition of mahakdvya: so that the poet should
begin with an ass, a namaskriya, or a vastunsrdesu.
Whether bkavas and rasas are of importance even
for sargalandha-compositions or not, is a question
which is perhaps not answered in the affirmative
for the bhava has its proper place in the drama, on
account of which the doctrine of bhava is developed
in the books dealing with the dramas. As to the
rasas they belong originally to the drama too, but
they have been transferred to the kavya already

maha’s paiicabhih sandhibhir yuktam again and that it must
be translated as above; and in this sense is Tarkavagis§a’s
second interpretation: yad va sandhayo natakalaksanokta
mukha-pratimukha-garbha-vimarga-nirvahapakhyah pafica.
See also Sakityadarpana VI, 317, where the author says ex-
pressly: natakasandhayah.
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very early. Some three ‘sentiments’ are even con-
sidered, but certainly erroneously, as alamkdras®*.
Regarding the things the poet should describe in
the makakavye, Dandin goes into more detail than
Bhamaha., As a matter of fact all the famous
mahakavyas contain such episodic descriptions as are
mentioned in the Kavyadarss. They are typical
of the sargabandha and ought not to be wanting
therein, Therefore they must be named, as is done
by Dandin. Bhamaha has mentioned only those
descriptions which form, so to speak, the political
content of the kavys. That this must be considered
as.the foundation may be gathered from the fact
that Dapdin simply quotes the exact words of Bha-
maha concerning this matter, The four vargas among
which artha is preferred by Bhimaha, are of similar
significance, Bhamaha says nothing about the metre.
The postulation, that at the end of every sarga the
metre has to change, is not quite new. There are
some cases in the Vedic hymns where the poets like
to wind up with oune or more stanzas the metre of
which is not the same as that of the preceding ver-
ses35, In the later literature we find the same method
almost everywhere. This change of metre appears
to have taken place to suggest to the hearer the

34 Preyas, Rasavat, Urjasvin; Kavyidarsa 11, 275,

35 Compare H. Oldenberg: Dic Hymnen des Rig-
veda. Vol. 1, Metrische und textgeschichtliche Prolegomena,
pPp. 441ff—There is, to mention it by the way, a second
method of indicating the end of a chapter, v7s., to repeat
the last words. Thus we find it in the Upanisads. One

must, however, bear in mind that these are, for the greater
part, prose texts.

X1x
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coming end of the sarga3®. The want of punctua-
tion is supplied as it were in that way.

According to Dandin the poet has to draw atten-
tion to and to be aware of very many things, so that
s young poet may become discouraged, if he has to
fulfil conscientiously all requirements. But he need
not be so, Dandin continues comforting the poet
by the words (I, 20).

nyiinam apy atra yaih kaiscid angaih kavyam na dugyati,

yady upattesu sampattir aradhayati tadvidabh.

“When some of these components are wanting,
a Lavya does not become bad, if only the success in
those things which are described satisfies the learned.”

Up to this point we find no great difference bet-
ween Dandin’s teaching and that of Bhamaha, but as
to the nayaka, the hero of the kavya, the views of
both scholars diverge from each other. The way Bha-
maha deals with the hero leaves little doubt that
he opposes an opinion of some other alamkarikas
before or contemporary with him. The poem, says
Bhamaha, should end with the hero’s triumph ; it
would be absurd, if the poet praised the excellences
of some other person in the kavya, through whom
the chief-nayaka would perish finally. Dandin,
always desirous to go against Bhamaha, says (I,
21, 22):

gunatah prig upanyasya nayakam tena vidvigim,

nirakaranam ity esa margah prakrtisundarah.

36 Though this need not be proved I may draw atten-
tion to the fact that cven in earlier times (e.g. by the author
of the Saksityadarpana) the whole domain of kavye is divi-
ded into &reuya and dréya, poetry to be heard and poetry to
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* vamsaviryasrutddini varpayitva ripor api,

tajjayan nayakotkargavarpanam ca dhinoti nah.

“It is a naturally pleasant way, if the hero,
after his excellent qualities have been described,
conquers his enemies. Bubt we are, on the other
hand, pleased, too, when the poet, after he has set
forth the race, heroism, fame, etc. even of the enemy,
describes the brilliant qualities of the nayaka, so
thabt he vanquishes the (so described) enemy.”

The partly literal congruence of these two stanzas
with Bhamaha’s I, 2237 makes it evident that Dax-
din blames no one else but Bhamaha, though in this
case, the words of Dandin do not bear the stamp of
open aggression3®, There Dandin’s hidden attack
shows again a peculiar form, twisting the meaning
of Bhamaha's words, for, according to the Kavyadarsa
we would assume that Bhamaha had stated that the
poet should not make the enemy’s (pratinayaka)
excellent qualities the subject of a detailed descrip-
tion. But this is not so. For, though in the opini-
on of Bhamaha the nayaka ought to wholly ‘fill’
the body of the kavya, the chief point is this that the
poet should not describe the hero’s fall in order to

be seen. The makakavyas etc. belong to the former, the
nitakas to the latter sort of poetry.

37 Dandin: gunateh prag upanyasya nayakam, Bhamaha:
nayakam prag wupanyasya. Dandin: vamdaviryatrutiding,
Bhiamaha: vamsaviryaSrutidibhih, this last is comprised in
Dandin’s gunatah. Even Dandin’s nayakotkarsavarnanam
refers obviously to Bhamaha's anyotkarsabhidhitsaya.

38 Thus Tarkavigisa, who did not know the work of
Bhamaha, could not‘sec any polemical tendency in the
ahove mentioned stanzas of Dandin,
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“praise thereby the excellent qualities of his enewy.
That this is the standpoint of Bhamaha is proved by
the tenor of stanza I, 2

While Vamana has not given a definition of
mahakavya, because in his opinion the division of
kavya into katha, akhyay:ka, and mahakavya is of no
special interest3®, Rudrata presents a very ex-
haustive description of it. This scholar considers the
poetical compositions as twofold, utpddy« and anut-
padya as far as the subject of the poem is invented
by the poet himself or is taken from the itthasas*®.
The mahakivya is an wtpddya comnposition, and des-
cribed by the stanzas (XVI, 7—18):

“ As to the uépidya composition one may in the
mahdkivyas begin with the description of a beautiful
town. Then, (the poet) should praise the descent of
the hero therein (in that town). He must set forth
a hero who follows the three vargas (dharma, artho,
kama), who possesses the three abilities (prabhusakt,
mantradakts, utsahasakti¢l), and all the excellent
qualities, whose subjects are devoted to him*?, who

39 Vrttitol, 3, 22: yad uta kathikhyayike mahakavyam
iti, tallaksanam ca nitiva hrdayaigamam ity upeksitam
asmabhih, tad anyato grahyam. ,

40 Kavyalamkira XVI, 2, 3. A second division is
given in XVI, 26: mahat and laghu. These compositions
are taken as makat, where all the four vargas and all rasas
are to be found. This division and many others of the later
alamkirikas too are of small importance and interest. In
their endeavours to discover new ideas scholars could not
be lucky in every case.

41 See e. g. Raghuvamsa 111, 13; VI, 33; XVII, 63;

Stiupalavadha 11, 26.
42 Or: whose ministers are devoted to him,
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i8 desirous of vietory. He should describe the whole
kingdom of the hero, who rules in due form, and
his behaviour as a king; if opportunity offers, he
should (describe) a season, autumn, etec., in connection
(with the hero), Out of the high families he should
paint an adversary of the hero, who is anxious to
promote the dharma both for himself and for his
friends, (an adversary) who is endowed with excellent
qualities, Hearing from his spy, who has been sent
out by him, or from another side of enemy’s inten-
tions, (the hero) may cause excitement in the assem-.
bly of the kings (so that) their thoughts and speeches
are inflamed by anger, After having consulted
together with his ministers and having resolved that
(this enemy) ought to be punished, then (the poet)
should let the hero unertake a campaign or let him
send a logquacious messenger. Then, when a cam-
paign is undertaken, (the poet) should paint the ex-
citement of the women in the town, (further) the
mountains and rivers of the countries, the woods,
the forests, the lakes, the deserts, the oceans, the
dvipas and the continents*3, (The poet should fur-
ther describe) the encampments of the army and,
acoording to the circumstances, the sport of young
people thereint4, the sunset, the dawn, the darkness,
the rising of the moon, the night, and, therein,
meetings, concerts, drinking, and love, In due time,
the poet may resume (the thread of) his tale. In the
same way he may describe the adversary, as-he approa-

43 The other worlds, say Namisadhu,
44 Viz. in the woods, rivers, etc., which are enumerated
in the previous lines.
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ches, as he arrives, or as he, forced by circumstances,
besieges & town. Then the poet should let the
warriors, who fear death, send messages in the night,
which they spend wholly in drinking, thinking that
they have to die the next day, to their wives. When
both (the hero and his enemy), after having prepared
for the struggle, fizht hard with each other, the
poet should finally well desecribe the triumph of the
hero.”

If one compares this ‘definition’ with those of
Bhamaha and Dandin, Rudrata’s dependance on
both becomes evident. However, though it is very
long, Rudrata’s definition can scarcely be ocalled a
progressive one. On the contrary, we miss various
points in it, which are important marks of the com-
position called makakavya, as the occurrence of
alamkaras, of rasas, the division into sargas, the
change of the metre, while, on the other hand, the
author introduces some points which are not inherent
or necessary parts of the division.- This is, however,
sometimes a peculiarity of definition of the Indian
theorists, whatever their speciality be, that they
draw some points of a more incidental and accessory
character into their definitions and do not render the
real essential features prominent enough, though
they are very seldom entirely left out.

In spite of the similarity of the definition of both
Dandin (and Bhamaha) and Rudrata, there is, really,
a small divergence, though, perhaps, more theoreti-
cally than practically. It has already been men-
tioned, that, according to Rudratas, the mahakavyae
belongs to utpadya-poetry, that is, that the poet
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himself is the inventor of the subject-matter of the
kavyasartra. But Bhamaha and Dapdin have said
that the kdvyas should be based on facts, to which
also such stories as are sanctioned by tradition and
are told of e, g. in the Ramayana and Mahabharata
belong, It is true, however, that these older scholars
already thought of a more stereotyped form, when
they speak of mantradutaprayanajinayakabhyudaya.
These are more general outlines allowing the poet
a wider scope in the development of the story as a
whole. All the other points mentioned by Bhamaln
and, still more in detail by Dandin, are meant to
give a poetical charm to the description of the story.
The impression we gain from Rudrata’s statements
is different. He prescribes so to speak, a norm for
the development of the story. Thereby the story
itself is pushed into the background and the poetical
ornament is considered the main point of the maha-
kavya. The action ceases to be interesting compared
with the way it is told in. Thus, the working poet
has to concentrate his whole attention on the form,
to which he should give his own individual stamp.
The definition of mahakdvys has scarcely altered
in course of time, Some five hundered years after
Rudrata the Sahityadarpanat® says as follows:

45 The author of the Sdkityadarpana divides the whole
domain of Aayya into many parts. Though this subdivision is
only of smaller interest, it may be given here shortly, because
Visvanatha appears to have borrowed from older works. The
kavya is (I)dréya (to be seen) and (II) 37avya (to be heard). The
drama belongs to the first kind, and is divided in many ways,
The sravya-kavya is (1) padye (in verse) and (ii) gadya (in
prose). The description of padya is introduced by an account
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“ An arrangement of sargas is called mahakavya.
The one hero therein is a god or a kgatriye of noble
family, firm, exalted, endowed with good qualities*®,
or there may be several heroes: princes sprung
from one 47 race, of a noble origin. Among the

of the names given to one detached stanza and collections of
stanzas: muktaka (one stanza), yugmaka (two), sandinitaka
(three,) kalapaka (four), and kwlaka (five stanzas, which form
one whole). Then padya is subdivided: (1) sergabandha=
mahakavya (example : Raghuvamsa, Sz’fmp&la'uadha, Naisadiia,
“my Raghavavilisa’), (2) akhyina (when the sargas are com-
posed by a r&¢: (Makddhirata); (3) asvisa (when the sargas are
written in Prakrit, the metre being mostly askandaka, galitaka:
(Setuban iha, “my Kuvalayisvacarita); (4) kadavaka (when
the sargas are written in Apabhram$a: (Karpaparakrama).
(3) Kavya (written in many languages and not divided into
sargas : (Bhiksitana, Aryavilasa); (6) khandakavya (when the
conditions of the makikivya definition are only partly tulfill-
ed : (Meghadita); (7) kosa (a collection of stanzas which do
not depend on eachother: (M uktivali). Asto gadya, the author
remarks that there are four kinds of prose: muklata (without
compounds), v-#tagandhi (containing metrical parts), #kali-
kapraya (long compounds), and c%rpaka (short compounds).
With regard to that one may compare Vamana’s treatment
of gadya, (see above p. 127). Gadya is divided into : 1 £at/a, 2
akhyayiki, 3 campu (in prose and in verse, as the Daéarijaca-
rita), 4 bivuia (praise of a king, in prose and in verse: Brru-
damaninmild), 5 kasambhaka (in different languages: “ my
Prasastivatnavali, composed in sixteen languages”).

46 Pramadadiasa Mitra translates: ¢ character-
ized by firmness and generosity of heart” but we must
separate wditta from guna, as is suggested also by the corres-
ponding words of Dandin. ‘

47 Though eka can also be rendered by “ excellent”’, the
above given translation seems to be better. Of course, the



THE DIVISION OF POETRY . 158

rasas, ériigara (love), vira (heroism) and é@néa (calm-
ness) one should be the chief rasa and all (the other)
rasas should be subordinate to it. (The mahdkdvya)
contains .all sandhis of the drama. The story is
founded upon the itshasus or another one, (but of
such a kind that) it is connected with good persons,
1t contains the four vargas (dharma, arthe, kama,
moksa), and of these the poet should describe one
as being the goal*®, In the beginning there is a
namaskrya, ags, or vastunirdess*®, Sometimes it
opens with the reproof of bad men ete. and the praise
of the excellent qualities of the good men. It consists
ot sargas, which are neither too short nor too long,
more than wight5° (.sa'rga.s) everyone of whlch is

———

mzyaﬁas must be connected in somc way or other in order
to save the unity of the action. It would be possible to
compose a Azvya the heroes of which are both Rama and
ILakymana.

48 Pramadadasa Mitra gives the following trans-
lation: “It has for its fruits (z e the final objects obtained
by the hero or the like) all the four of the class consisting
of the great objects of human desire, vis. Merit, Wealth,
¥Enjoyment, and Liberation, or it has only one of them.”
But there is little doubt that the meaning is the following:
Although the maekakiyya deals with all the four vargas, the
fruit of only one of them is described.

49 Pramadadasa Mitra renders vastunirdesa by
“or simply with the mention of a matter (leading into the
main story of the poem)”, but zasf is nothing more than
the subject-matter of any poetical composition (A pte, Dic-
tionary, s, v.] ; vastunirdesa, then, means contents. The
Raghuvaméa begins with a vastunirdcia.

so From this interesting remark it appears that at the
time of Visvanatha, Kdlidésa’s Kumarasambhava was already

XX
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written in one metre, but there should be a change
of the metre at the end (of the sargas). In some
cases, however, a sarga composed in various kinds
of metre i1s to be seen. At the end of the sarge
there should stand a hint of what will happen in the
next sarga. Dawn, sun, moon, night, evening, dark-
ness, day, inorning, midday, hunting, mountain, sea-
son, wood, joys of love, saparation, muni, heaven,
town, sky®!, battle, campaign, wedding, counsel,
birth of a son, ete., all that should be described to-
gether with aigas and wupangas®?, according to
circumstances. The mahakdavye should receive its
title after the poet, the hero, or some other, and
the sargas should be named after what is described
therein.”

It is evident that this definition, which contains
scarcely anything new, is dependent on Dandin. Like
Dandin, Visvanatha also begins with the words sargu-
bandho mahakavyem. Adau namaskriyd vastunirdese
eva vd is the same as: agir nomaskriya vastunirdeso
vapi tanmukham of the Kavyaduréa; itihasodbhavan
vpttam anyad vi sajjondadrayem repeats only Dap-
din’s tikasakathodbhutam itarad va sadasrayam®3,
Visvanatha’s catvara,s basya 'v(w'gak syus te.gv ekam ca.

cnlarged and had more than elght sargas, for it has never
been doubted that the Kwmnarasambhiava must be consi-
dered as a makiravya.

51 Pramadidasa Mitra renders adkvara by sac-
rifice.

52 i. e. everything that is connected with the just men-
tioned subjects either directly or indirectly.

53 The author, however, interprets the former part of
sad-asraya by “good.” This is not' the opinion of Dandin.”
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phalam bhavet corresponds to Dandin’s caturvagaph-
alopetam, and sambhogavipralambhay is only the
inversion of vipralambhair vivahais ca®*.

B. Adbhkineyartho.

The second kind of literary composition is ‘abhi-
neyartha', 1.e. to be acted or dramatically represen-
ted. It is the nafaka. The writers on alamkdra agree
that it should not be treated in the books on poetics
but in those which deal with the dramatic art, Thus
Bhamaha and Dandin refer the reader to the litera-
ture thereon, Bhamaha says (I, 24):

‘““ As regards the nafaka, which is divided into
dvipadi, samya, rasaka, skandhaka, etc., one says
that it should be acted. Other scholars have treated
(the nataka) in detail.”

And Dandin, (Kavyadarsae 1, 81);

misrani natakadini tesam anyatra vistarah.

““Mixed (i. e. in prose and in verse) are the natakas
ete. A detailed description of them is to be found
elsewhere”55.

The same author notes in I, 37 that nafakas
are written in various languages.

54 In the Prataparudriya (p. 96) the makatavya is des-
cribed by the following words.

nagarirnavaSailartucandrarkodayavarpanam,

udyinasalilakrrdimadhupﬁnaratotsave‘th,

vipralambho vivaha$ ca kumairodayavarpanam,

mantradiitaprayanajinayakabhyudaya api,

etini yatra varnyante tan mahakavyam ucyate.

That is nothing else than the old definition, but a good

deal more superficial.
g5 It is worth noting that both Bhimaha and Dandin

use exactly the same term®visfara.
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Vamana (I, 8, 30) only says that dramas (dasa-

rupakn) are the best of all literary compositions®®,
C. Akkyayika and Kotha.

According to Bhamaha, both akhyayika and
katha are the third and fourth kind of composition,
The author has (I, 25—29) :

prakrtdnakulasravyasabdarthapadavrttina,

gadyena yuktodattartha socchvasikhyayika mata.
vrttam akhyayate tasyain nayakena svacestitams*
vaktram caparavaktram ca kiavya-58 bhivyarthasamsi ca,
kaver abhiprayakrtair ankanaih kaiScid ankitis®,
kanyaharanasamgramavipralambhodayanvita.

na vaktraparavaktrabhyam yukta nocchvisavaty api,

samskrtasamskrta®® cesta kathapabhramsabhak tathi.
anyaih svacaritam tasyam nayakena tu nocyate,
svagunaviskrtim kuryad abhijatah katham janah.

“That kind of literary composition is called (@kkhya-
yzka), which is composed in prose, the words of which

56 Dasarfipaka is, in the opinion of Vimana, the wider,
the first group of which is the #atakas.

57 Quoted by Tarkavagida in his commentary to Kavya-
daréa 1, 24; the second line (with the v.1. yasyam for Zasyam)also
by Vidyasagara commenting on the same stanza of Dandin’s.

58 Thus we may read instead of kale. Sankara, com-
menting on the tenth introductory stanza of the Harsacarita,
quotes the verse in this way: elasmin (viz. in the metre
vaktra) akhyayikakrdbhir bhavivastusamsicanaya vag vira-
cyate, tathi ca Bhamahal, vaktram caparavakiram ca kavye
kavyarthaéamsing iti, From this sentence the correct reading
must be concluded.

59. Trived1: °krtaih katha (tha ?) naih kaifcid ankita.
Tarkavagida (commentary to Kavyadaréa 1, 30) quotes the
line asfollows : kaver abhipravakrtair ankanaiy ankita katha.

60 Trivedt has samskrtam samskrii,
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(as the bearers of ideas) express the matter intended,
the meaning of which is not econfused, and the words
of which (as combinations of sounds) are pleasant
to the ear, and which is divided into ucchvasass 1,

In the (akhyayiks) the hero himself narrates
his deeds. (Stanzas written in the metre) vakira
and aparavakire indicate what will happen next
in the (course of the) kavya.

The katha shows characteristics which spring from
the poet’s imagination, It contains the description
of the seizing of a girl, (the description) of a struggle,
of the separation and the (final) triumph of the hero,%2

It contains no (stanzas in the metre called) vaktra
and aparavaktra, nor is it divided into wucchvasas,
It is written in Sanskrit, and also partly in Apa-
bhraméa.

In the katha other (persons) recount the deeds
of the hero. For how should a well-educated man
set forth his own excellent qualities!”

61 As to the meaning of the first line, one can be of a
different opinion. I bring the adjectives prakria, anikula,
and #ravya together with {abda, artha, and pada respectively
(yathasamkhyam) ; then wvreti must be connected with pada
as well as with éadda and artha. Prakrta in the sense of
“belonging to the matter in question” is used very often
by later writers on poetics, mostly however, in connection .
with artha (prastuta has the same meaning). Prakyia
does not occur elsewhere in Bhamaha’s work. 1 confess,
however, that T am not wholly satisfied with the translation
given above. Manuscript T gives prasria for prakrta which
does not render the meaning clearer.

62 Tarkavigi§a (commentary to Kavyadarsa I, 29)
connects line 2gt. wrongly with the akkyayika.
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1t is not possible to gain a thoroughly clear idea
of akhyayika and katha fromn these stanzas, but what
we may gather from this short account, is, probably,
the following : Both akhyayika and katha are written
in prose (gadya). As to their tenor, these two kinds
of compositions differ from each other on this point
that the subject-matter of the akhydyika is what is
experienced by the hero himself. This being the
case, there is no restraint concerning the matter of
the composition. The tenor of the katha, on the
other hand, is much more stereotyped in its outlines.
The theme, or rather the disposition, is given: the
seizing of a girl, a struggle caused by it, the separa-
tion of the two lovers, and finally and as a matter
of course, the triumph of the hero, i.e. the happy
union of the hero with his beloved wife. From this
it is obvious that the poet’s imagination takes »
prominent part as regards the formation of the plot
within the prescribed main points of the whole ; and
this is apparently meant by the author’s words :
kaver abluprayakrtasr ankancih kasserd ankita, In
the akhyayika we have only to do with events which
have really happened. Another remarkable distinet-
ion is the fact that in the akhyadyika the hero himself
is the narrator or, if we dare say so, the reporter
of his own deeds and experiences, while in the katha
the speaker is another person. Further, the akhyayska
is divided into several chapters which are oualled
ucchoasas. 'These ucchvidsas open with some verses
in the metre named vakira and aparavakira, perhaps
a couple of stanzas®3, the former in vaktra, the latter

st o et areasd

63 1 may be allowed to assume this from the terms



THE DIVISION OF POETRY 159

in aparavakire, which in some way or other point
to what will be the tenor of the uechvasa in question,
The katha is not divided into chapters (ucchvdsas),
nor are there stanzas in vaktra and aparavakire.
As regards the linguage there is an interesting
remark of Bhamaha to the effect that the katka is
written in Sanskrit and, besides that, in apalbhramée.
Taking into consideration what has been gathered
from Bhamaha I, 16, he does not mean a single
language here by the term apabhraméa but the
Prakrit idioms in general. It is possible, though it
cannot be proved, that Bhamaha’s prototype of katha
was the famous Bphatkath@, which according to
Dandiu was composed in the Paisici language

Bhamaha’s treatinent of akhyayrka and kothd as
two different kinds of gadya poetry is sharply criticiz-
ed by Dandin, who says (Kavyadarsa 1, 23, 24) ;

apadah padasantano gadyam akhyayika katha,

iti tasya prabhedau dvau tayor akhyayika kila,

nayakenaiva vicya 'nyd nayakenetareya va,

svagunaviskriya doyo natra bhiitarthasamsinal.

“Qadya is a series of words without metre. {khy-
ayikd and Katha are considered as two different kinds
of it (gadya). Of these two the akhyayika is to be
narrated only by the hero alone, the other (katha)
by the hero cr another person. Therein the setting
forth of one’s own excellent qualities cannot be taken
as a fault of the n@yaka, if he reécounts real things”.

Dandin first deals with the interesting question
regarding the person that by means of the poet’s words
narrates the story. The opinion of Bha.maha, that

vaktra and aparavakzra, and from the words: . . . “'a/atrapu
ravakire papatha (Bana's Harsacarita p. 115).
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in the kathd the narrator is not the hero, is rejected
by Dandin, who states ndyakena ttarens va. In
the same way Dandin refuses to accept what Bhamaha
says in order to justify his idea that in the katha
another person than the hero should be the narrator:
it is no fault when a person describes his own excellent
qualities, supposing that he says the truth. There
is one point, however, in which Dandin agrees with
Bhamaha, viz, that in the akhyayika the hero himself
i3 the speaker, for if this were not the case, Dapdin
inust have mentioned it.

In the following three stanzas (I, 25-27) the
author goes still farther in refusing to accept Bha-
maha’s theories :

api tv aniyamo-drstas tatrapy anyair udiranit,

anyo vaktd svayam veti kidrg va bhedalaksapam.

vaktrain caparavaktram va socchvisatvain ca bhedakam,

cihnam dkhyayikayas cet prasangesu kathasv api.
aryadivat pravesah kim na vaktraparavaktrayol,

bhedas ca drsto lambhadir ucchvaso vastu ki tatah.

“But farther, becauss also in the akhkyayikd other
persons (and not exclusively the hero himnself) are
speaking, no restriction can be seen regarding this
point also. How can that be a distinctive mark
whether another or himself is the speaker ? _

If the employment of the metre called vaktra and
aparavakira or the division into ucchvasas should be
considered ‘a8 distinctive attributes, I may reply that
even in the kathad, the arya ete, occur occasionally,
why should not vakira and aparavakira occur also ?
And the chapters may in this case be called lambha
.ete. in the second ucchvasa, but what can be con-
cluded from that ?"
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As Dandin gave a false interpretation of the words
of Bhamahu in the case of the surgabandha, so also
here Dandin intentionally misinterprets the passage
in question. Bhimaha does not deny that there are
occasionally other speakers than the hero himself
in the @khyayika, but they have to be, of course,
introduced by the nayuke.

With respect to vakira and apuravekire as well
as to the names of the chapters (uechvasa), Dandin
seems to be more correct. For, what have these
quite subordinate things to do with the character-
istic features of akhydyikd and kathd ? An examina-
tion of the question, however, shows that Dandin
also in this case takes another standpoint than that
which is the correct one for Bhamaha's treatment
of the matter. Bhamaha's words refer not to some
stanzas in vaktra and apuravakire, which occasion-
ally oceur in the story, but to those stanzas which
form the headiugs of the chapters (ucchvisa). The
name of the metre (vakira and aporavakirae) is by
no means of the same importance, nor is the name
of the chapters ucchvsa ; but there we meet with
questions which will be examined later on.

Thus the author of the Kavyadarsa insists that
neither the person of the narrator, nor the kind of
metre, nor the heading of the chapter is are essential
peculiarity of @khyayika on the one hand, and of katha
on the other. And so he says (I, 287):

tat kathakhyiyikety eki jatih samjiadvayarkita,

«“Thus kathd and akhydyika ere only one sort of
literary composition called by different names”.

And, as Dandin’s commentator Tarkavagisa re-

xxi
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marks, “with an overbearing manner”, the author
looks down rather contemptuously on the master
and says (I, 28%: . .

atraivantarbhavigyanti segas cakhyanajatayah.

“And there will be contained also the other kinds
of stories” 64,

After having shown that the ‘“peculiarities” of
Bhamaha's @khyayika have no distinctive character
in reality, Dandin.goes on to prove that also what
Bhamaha teaches with respect to the kuthd ought
not to be accepted. According to Bh&maha the
description of the seizing of a girl ete. as well as
some other “‘tokens” sprung from the author’s imagina-
tion are characteristic features of the kathd. Dandin
replies (I, 29, 30):

kanyaharapasamgramavipralambhodayadayal,

sargabandhasami eva naitc vaiSesika gunah.
kavibhavakrtam cihpam anyatrapi na dusgyati, ‘
mukham istarthasamsiddhau ki hi na syat krtatmanam.

“The description of the seizing of a girl, of a
struggle, of the separation, of the hero’s triumpb,
etc, met with in sargabandhas, too thus these are
no distinctive qualities.

A special mark sprung from the poet’s imagina-
tion is no fault also elsewhere. For what should

64 Tarkavagifa: atra atraivintarbhavisyantiti bha-
viprayogat praudhividenibhedapratipadanan granthakyto na
tu vastutah pramipikatamair munibhir api tattadbhedabh-
yupagamat,. yatha, agmeye,—

“akhyayikd katha khapdakatha parikatha tatha

kathallkesi manyante gadyakavyam ca paficadha” iti,

evain kathakhyadyikayor apy abhinnatvapratipidanam etan-
milakam cvett mantavyam.
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nub be a means for the learned ones respeeting the
complete attainment of the wished-for objeot” ?

Finally Dandin rejects Bhamaha's view concern-
ing the languages (1, 88):

kathapi sarvabhasabhih samskrtena ca badhyate,

bhiitabhagamayim pr: ihur adbhutartham brhatkatham.

The katha, too, is composed in all languages and
in Sanskrlt The Byphatkathd, which contains wonder-
ful things, is said to be written in the language of
the ghosts” 85,

On a previous occasion it has been pomted out
that the word apabhraméa is employed by Dandin
in a narrower sense than by Bhamaha. This being
the case Bhamaha's words get, of course, another
meaning ; and this modified meaning of Bhamaha's
is rejected by Dandin, when he uses the word
sarvabhasabhik,

The words samskptene ca of Dapdin can only be
fully understood when they are compared with those
of Bhamaha, There is a shadow of irony in them ;.
and Dandin rejects Bhamaha’s theory concerning
this point giving an example from literature by refer-
ring the reader to the Bphatkatha. Unfortunately.
we know only little about this work, which must
have been well-known in the period of the Kavya-
darsa. That this story was composed in the Paisdcs
language is also stated by other authors®e, .

. Vamana, thongh mentioning the two kinds of
_]adya. akhyayika und kath@, gives no further defini-

.. @5 . Paisacy, : : o
66 See Hall in the introductory pages of t.he edatmn of:

the Vasavadatta (Calcutta 2350, Bibhotheca Indica).
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tion of them, because this division of kdvya 1is-in
his eyes of no interest.

In spite of Dandin’s bitter attacks the younger
writers on alamkara were not willing to give up
the theory of the old masters that two sorts of prose
must be assumed. In fact the power of tradition
was too strong to admit of alterations. Rudrata
deals very exhaustively with the matter in question.
and gives the following account (XVI, 20-28) :

“The poet, after having expressed his reverence
for the desired gods and gurus in verse in the great
kathd, should (also in verse) shortly®? describe his
own family and his authorship®®. Then he should
arrange in prose, which is endowed with anuprasas
and which has light syllables®®, the body of the
katha as before (in the uipdadyakdvyas), viz. deserip-
tions of towns, etc. In the katka he should give in
the beginning either another story, well developed,
and then, in an easy manner the connecting link in
order to come to the main tale, or he should (with-
out giving another story before) arrange the katha
in Sanskrit and in another (language), but, in the
latter case, not in prose, (the katha) the end of which
is the winning of a girl, wherein the whole §rugara-
raso (the sentiment of love) is rightly developed”,

- The account concerning the akhyayika is still more
detailed (Kavyalamkara X VI, 24-30)
“The poet after having, as before (v, 20), worshipped

67 Which is done at length in the akkyayika.

68 Namisadhu remarks: tena sujanakhalastutinindadi-
kam cabhidadhyid. iti siicyate, ' '

69 Syllables with not too mauy consonants.
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the gods and gurus, should praise the (former)
poets in the akhyayika, thinking that he is not able
to compose a kivya, after those (great poets) have
existed. Then (as being the reason, why, notwith-
standing, he proceeds t6 compose.a kdvya) he may
describe his devotion to the princes, or his fruitless
effort to praise the excellent qualities of another, or
he may give another, but not a trivial, reason, why
he is ¢omposing the akhyayika. Thereafter he should
arrange the @khydyikd in prose as well as the katha.
And the poet may describe his own descent, but
not in verse. As (the mahdkavyas) are divided into
sargas, 8o he should divide (the a@khyayika) into
ucchvisas. In the opening of every (weckvasa),
except the first??, he may for the sake of the (main
subject) mention two (verses in the) @ryd-metre,
which are connected with each other and the tenor
of which is a general idea.

Should there be the occasion to utter a doubt
concerning & present or a past object, which is hidden,
or concerning a future object, though it is manifest,
the poet, in order to dispel the doubt, should in the
presence of the doubting person let some body quote
one or two of the alamkdras anyokti, samasokti, or
slesa. In this case he should use one of the metres
arya, aparavaxtra, or pugpitagra, or according to
circumstances any other, mostly malins,”

In spite of the very detailed description the defini-
tions of both katha and akhyayikd contain scarcely
any new idea, As to the introdactory stanzas;, how-
ever, Rudrata gives some interesting remarks. Bha-

70 Where the just mentioned rules are to be observed. -
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muhs and Dandin mentioned nothing on this watter,
g0 that it is doubtful whether for the akkyayika and
katha of that older period the quoting of such ingro-
dustory stanzas was preseribed or not.

On the other hand a very important question is
not touched on by Rudrata, veiz. whether the hero
himself or another person is the narrator. If this
point had been of interest still in the time of Rudrata,
he would have mentioned it, Thus we cannot but
agsume that the question concerning the narrator
was no longer considered as a characteristic feature
of one of the gadya-compositions. With this we have,
however, arrived abt a point regarding which more
will be said later on.

© Other important writers on alemkara ccnsider
katha and akhyayita as two different kinds of prose-
poetry. The author of the Dhvanydlokalocuna
mentions them occasionally, without giving, however,
any further description. Dealing with the arrange-
ment of words (saighatans) Anandavardhans states
that the various sorts of sanghatana depend on the
length of compounds. There are (the author says
on p. 131) three kinde of santgha{ana, whether no
compounds, short compounds, or long compounds
are  found.- Which of these three sorts should be
used is determined by the sort of composition (p, 141),
Under these  literary compositions sargabandha,
abhineyartha, akhyayika, and kathd are mentioned.
These are the very same groups and in the very
same arrgngement as are found in the work of Bha-
maha. - The rules regarding the prose compositions
are of courge different from those of the verse gompo-
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sitions, As to the prose all depends on the condition
of the compounds. Thus the adhyayika is charac-
terised by short and long compounds. Though with
respect to the katha it is similar in general, it should
be borne in mind that in this sort of composition
the rasas are described (s@tra III, 8). Under
these circumstances, those rules are valid for the
suitableness (aucitya) of compounds here which are
taught with respect to compositions dealing with
the rasass. So, in the case of §ragara-rasa long
compounds should be employed (p. 185), in the
case of raudra-rase compounds are wanting. Some-
times sentiments as love, sadness, anger, heroisin
occur also in the @khyayika. Then, as a matter
of course, the poet has to work according to the
same rules, the arrangement of words depending
always on the difference of rusas.

Visvanatha gives the following account (Sahityu-
darpana VI, 332-886°) :

kathayam sarasam vastu gadyair®? eva virnirmitam.

kvacid atra bhaved arya kvacid vaktrapavaktrake,

adau padyair namaskarah khaldder vrttakirtanam.

Yatha kadambaryadih.

71 We must read thus with the Nirnaya Sagara Press
edition instead of padyair, as the reading is in the edition
of the Bibliotheca Indica. The stanza is quoted with the
correct reading by Krishnamachariar in the introduction to
Subandhu’s Visavadatta (Srirangam 1906). Pramada-
disa Mitra translates as follows: “In the Zatha (tale)
which is one of the species of poetical composition in prose,
a poetical matter is represented in verse, and, sometimes,
the Apya and, sometime, the Vakira and Apayravaxiva arc
the metres employed in.it” This gives a wrong idea of
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Akhyayika kathavat syat kaver vaéanukirtanam,

asyam anyakviniam ca vrttam padyam kvacit kvacit.

katha@méanam vyavaccheda dévasa™ iti badhyate,

aryavaktrapavaktranam chandasa yena kenacit.
anydpadesenaévasamukhe bhavyarthasticanam.
Yatha haysacaritidih.

‘api tv aniyamo drgtas tatrapy anyair udirapiat’ iti Dand-
ydcaryavacanat kecit ‘dkhyayika nayakenaiva nibaddhavya’
ity dhuh, tad ayuktam, ikhyanidayas ca kathakhyayikayor
evantarbh@van na prthag uktih, yad uktam Dandinaiva: atrai-
vantarbhavisyanti Sesas cakhyanajatayah’. egam udihara-
nam paiicalantrads.

katha, as this translation is based on the incorrect reading
padyair. Peterson (edition of Kadambri, Introduction —
Part 11, g. 69) rejects the translation of Pramadadisa
Mitra and thinks that the meaning is: “When. .. we
turn back to the description of kZatka, we find that species
of composition distinguished as a narration in prose, with
here and there a stray verse or two, of matter already cxist-
ing in a metrical form.” The last words are the rendering
of padyair eva viniymitam. Even supposing that the reading
padyaiy is correct I think it impossible to translate as Peter-
son does. As a matter of course, all the hypotheses
Peterson founds on this rendering of his, need not be
discussed. = The same is the case with respect to what
Miss Ridding says in the translation of the Kadem-
bari, p. XI1,

72 Though in Bana’s Hargacarita the chapters are not
called cévasa, but ucchvisa, 1 cannot alter asvasa to ucchvisa.
In an older dictionary, Uttaratantya by name, from which
some passages are quoted by Sivarama in his commenary
to Subandhu’s Vasavadatti, we find the following remark:
akhyayikapariccheda asvasocchvisakiv api. These words are
auoted by L. H. Gray, Journal of the American Oriental
Society, Vol. 24, first half, 1903, p. 60. But L. H., Gray
separates incorrectly akhyayika pariccheda. '
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“In the kathd a rasa-containing?’3 subject is
described in prose. Sometimes a stanza in the katha
may appear in the @ryd-metre, sometimes stanzas
in vaktra and eparavakire, In the beginning there
should stand in verse a namaskriyd and a description
of the behaviour of bad people and so on.

Example : Kadambari ete.

The akhyayika is similar to the kathd. An
account of the poet’s race, and, sometimes, a descrip-
tion of the deeds of their poets is presented therein,
The division of the separate parts of the story is
made by chapters, the names of which are asvasa.
The coming subject is indicated in any of the metres
arya, vakira, or aparavekire in the beginning, but
in such a way that the poet takes another matter
as pretext.

Example : Harsacarita ete.

It is not right what some scholars say wviz. that
the akhyayika should be narrated by the hero, For
Dandin has taught: ‘But farther because also in the
akhyayika other persons (and mnot exclusively the
hero himself) are speaking, no restriction can be
scen regarding also this point’ (Kavyadarsa I, 25).
Because the other kinds of prose compositions
akhyana etc. are contained in katha and akhyayika,
these are not described separately. For Dandin
has said: And there will be contained also the ‘other
kinds of stories.

Example : Paiicatantra ete.”

73 Pramadadisa Mitra translates sarasam vastu
by ‘“a poetical matter ?, but the well-known “sentiments ”
8rugira etc, are meant:

Xxii
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In these last words Vigvanatha states his agree-

ment with Dandin, but, in spite of this fact, he does
not revolve upon identifying a@khyayika and katha.
He goes only so far that he touches the theory of
the narrator”# in the definition no longer.
v As a whole, Visvanatha's definitions are not
satisfactory. Nothing is said concerning the sub-
Ject-matter, a very important point in the view of
the older masters, What we may gather from this
13 that the real and old distinctions of both ahyayika
and kathd were forgotten very long ago.

After we have seen in which way the two main
kinds of prose have been defined by the writers on
alamkara, we shall make an attempt whether it is
possible or not to obtain an idea of the real state
of katha and akhyayika, what both have in common
and in which points they differ from each other.
Unfortunately we have mno older authorities than
Bhamaha, for from Bhamaha's treatment of the
subject it appears that there had been discussions
on the matter in question long before his time, It

74 The author of the Pratiparudriya does not know
katha. After having defined mahikavya he mentions that
there are gadya and padya-kivyas. An example for the former
is the Kadambari, for the latter the Raghuvania. Then
he continues:

asgrgabandham apt yad upakavavam udiryate,

asargabandharvpam—suryasatakidi.

gadyapadyamayam kavyam campir ity abhidhiyate,

vaktram aparavaktym ca socchvasatvam ca bhedakam,

varnyale yatva kivyajfiair asiv akhyayika mata.

The Harsacarita is considered as an example. It is
evident that the author is influexced by Dandin,
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need not be proved that prose works must have
existed before the period of Bhamaha and Dandin,
which differed from each other on very important
points, so that scholars were in a way right in ecall-
ing these compositions by different names. The
definitions given by the Indian scholars are, however,
very often not of such a kind as to show what the
real condition of things might have been, putting
agide the chiet characteristic features for points of
less importance.

The akhydy.ki seems to have been the older
kind, out of which the kathé was developed as a
peculiar form. In the opinion of the older masters
four points are of particular importance ; they are :

1 The subject matter,
The narrator,
The division into chapters called wuechvasa,
and
4 Stanzas in the metre called vaktra and
aparavakire, which open every weechvasa
(but not the first) and indicate its
content.

We will first consider the last two points. Ap-
parently it is not right to see the essential part of
the definition in the name of the chapter (ucck-
vaso) and in the kind of the metre (vakira and
aparavakira). But this is esgential that the akhya-
yik@ was divided into chapters (they were usually
called wcchvisas), and that there were stanzas
at the beginning of every chapter, with the exception
of the first (it was, however, usual to compose these in
the metre called vakira gnd aparavakira), the pur-

we DO
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pose of which stanzas was to give in one way or
other a certain idea of what would happen in the
ucchvasa in question. The poet might be allowed,
however, to quote some other stanzas; but these
are of no importance for the disposition of the whole
work, and have by no means anything to do with
the characteristic features of the akhyayika. In
this incorrect way, however, the words of Bhamaha
are interpreted by Dandin, who, as we have seen
and shall see on other occasions, is always endeavou-
ring to find fault with Bhamaha,

In dealing with the introductory stanzas some-
thing must be said concerning the metres called
vaktra and aparavakira. FEven their names show
that both are tosbe closely connected with each
other, though we are not able to find out their
origin, Vaktra is probably the simple &loka. "This
we gather from the rules Pingala (v, 9) presents
coneerning this metre. The term $loko itself is not
used by Pingala. In the older language the word
§lokw meant not a certain metre but was the term
for metre generally. Then vaktra became later on
the designation of a certain form of epic §loka. The
vaktra verse we find e g. in Bana's Hargacarita
(Nirpaya Sagara Press, p. 125) differs from the
usual éloka only in so far that the penultimate
syllable of the second and of the fourth pada are
long, Except this difference the form of the second
and fourth pada is pathya. Thus, the scheme of
the vakira is as follows :

N i N 2ty N s wevguen,  wearenms | s " g P o gy —z
<
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I am inclind to assume that this metre rather is a
younger invention, made when the term éloka was al-
ready employed instead of the old name. Now, the
term wvaktra is to be found in the old books on alam-
kara, when akhyayika and katha are spoken of. Todo
justice to these authoritative doctrines, the new metre
vokira was invented, The above mentioned stanza
of Bana's is combined with a second one in the
metre culled aparavakira; both verses are introduced
by the author’s works: wvaktraparavakire papatha,
from which we conclude that both vaktre and eparde-
vaktro were considered by Bana as being conneeted
in some way. In older times the form of apar-
vaktra was, however, not the smme as later on,
when in the Chandahsistra the scheme was given as

NN e N e\ e N e« o o N e o e s e |
As to the narrator of the story Bhamaha had
sald that in the @khyayike the hero himself describes
what he has done (vpttam ------ svacestitam), Re-
garding this point there seems to be a difficulty. For
the fact that in the katha another person, but not
the nayaka, is the narrator, is explained by Bhamaha,
who says that a well educated man is never inclined
to sing his own praises. Is this not, however, the
very same case as regards the akhyayika 7 Though
here the hero himself recounts his deeds he is not
blamed for doing so. But the case is far from being
the very same. For, in the akhyayika the hero
relates real facts, which he has experienced himself,
his own personul adventures (vréta). By doing so
he gives, so to speak, an autobiography. Theoreti-
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cally, he may describe not only his good but also
his less good deeds and qualities. Thus we have
not only to do with gunavigkriya here,

Matters are quite different in the kathd. The
sabject-matter of the kathd is invented, as we shall
see afterwards. On account of this peculiarity the
hero appears in quite a different light. As a matter
of course he was presented as being endowed with
as many excellent qualities as possible, When he had
to be the speaker himself, then he could only praise
his own good qualities. This was thought a fault
(dosa), because we have not to do with facts (vpita)
here. It is in agreement with Dandin’s statement,
that the praise of one’s own good qualities is no
fault, if the related story contains the truth.

The akhyayika, then, is, as it were, an autobio-
graphy. Considering the matter from this point
of view, and bearing in mind that the k@vya in all
its forms was intended only to be heard, the first
of the mentioned points, viz, that concerning the
division into chapters called uechvasas, appears in
a new light. There is a connection between the uceh-
vasas called chapters and the narrator, the hero.
The term wcchvdse means verbatim breathing out,
Referring to our case, it appears to be quite natural
that the whole story can scarcely have been told
by the narrator in one breath. Pauses were necessary,
and so the whole story was divided into parts of
such a length that the narrating person, the hero,
could relate his story in an easy way. The name
ucchviisa, which meant originally pause, was later on
transferred to the part from one pause to another, and
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became finally the term for chapter. Every ucchodsc,
set forth in a poetical way, was with regard to its
tenor, in some way or other complete in itself,
and introduced by that couple of stanzas which has
been spoken of above.

In the akhyayrkas the hero himself narrates his
own deeds, Bhamaha’s words regarding this are
quite clear: vrttam akhyayate tasyam nayakeno sva-
cestitam. Every word is of importance here: the
subject-matter is not invented, but is based on real
facts,itisrecounted in a series of wecchva-
sas; akhyayate is nothing more than the simple act
of narrating, recounting, informing, as well as its deri-
vations as @khyana etc. Because the hero recounts
what he has experienced, this sort of prose composi-
tion is called akhyay ka.

The kath@ is of quite a different nature. The
subject-matter of the Latha is a more or less invented
story. Kothd is the novel. The peculiarity of this
kind of literary composition favoured the rising of
more regular forms. In India this development
was the easier as there always has been an inclina-
tion to create fixed schemes for all domains of human
understanding, Thus, with respect to the Latha the
case became similiar to that of the mahkakavya (sa-
rgabandha): The tenor losing its individuality was
placed into the background, while the poetic em-
bellishment took the first place, What was to be
described in the Fkatha ? No longer svacestita,
which was shown to the hearer in all its natural
variety and in all its individual features, but the
seizing of girl, a struggle, separation, and finally,
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as a matter of course, the triumph of the hero. As in
the nafaka, the happy ending of the plot is remark-
able and characteristic for all compositions. Free
play was given to the poet’s fancy. Bhamaha men-
tions some ‘‘signs or tokens,” ankana. It is, however,
not easy to say what those ankanas were. Perhaps
the poet only wished to say, that the katha is charac-
terized by descriptions which spring from the kaw's
imagination, Daxndin replies (and some later writers
have borrowed these objections) that such a descrip-
tion as kanyaharapa ete. are seen also in the mahda-
kavya, so that they ought not to be considered as
peculiarities of the kath@. This is not right in this
form, as it 1s again a false interpretation of
Bhamaha's words, It may be that in the sagar-
"bandha, too, similar descriptions are met with, but
they take another rank therein, For, while those
descriptions as we have seen are of a subordinate
character in the mahakavya, the main content of which
is not a love-story but rather a poetical account of
the deeds of a god or a king, in the katha they
are the very basis of the composition, Besides that,
the mode of expression i3 so widely different in these
two kinds of composition, tnat this fact alone would
justify calling both by different names.

The kathd is, if we may be allowed to say so, a
novel. If this is right, then éragara-rasa, the senti-
ment of love, is above all developed therein. There
are many intimations iddeed that this is the case.
As we have seen, the Dhvanyaloka says a few words
regarding the sorts of poetic compositions. As to
the kutha, the author says, that, on the one hand,



THE, DIVISION OF POETRY 177

it shows the same style as the akkyayika, but that,
on the other hand, attention must be drawn to a
distinetive feature peculiar to that sort of poetry ; and
this peculiarity consists in the fact that in the com-
position in question the description or rather develop-
ment of the &rigara-rasa takes place, Rudrata
characterizes the katha, still more distinetly, point-
ing out that this composition winds up with the
winning of a girl, and that on account of this fact
the rasa of éragara becomes fully developed; and
therefore we read in the Sahityadurpano : kathayam
sarasam vastu gadyorr eva vinirmitam.

The character of the kath@ being as described, we
are not surprised to find that its linguistic form differs
from that of the a@khyayika. As the hero is nob
himself the narrator, and as we have a continuous
narration here, the conditions of which are different
from those of the akhyayika, it can be understood that
a division into chapters (called wucchvasa) is wanting,
by which fact the appearance of the couple of wvakira
and aparavakira stanzas is excluded; but, on the
other hand, there some stanzas may occur in the
course of the story in the kathd as well as in the
akhyayika. The character of the whole is not chang-
ed thereby. It has been pointed out before that
Dandin’s remark regarding this point is based on
an intentionally false interpretation of Bhamaha's
words, The same must be said concerning the matter
in question here. Dapdin states (I, 24) that the
kathd in contrast to the akhyayskd is to be narrated
(nayakenetarena va) by the nayaka or another person.
If we had not the bogk of Bhamaha, we could not

xxiil
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but assume that Dandin states the opinion of his
predecessor correctly, This is not the case. Through
the supplementary starena va@ an important point of
distinction is almost effaced. Dandin intends to make
the question of the narrator quite subordinate, and to
point out that akhyayika and kathd have no essential
differences.

These have probably been the characteristic fea-
tures of and also the connection between both akhya-
ywkd and katha during the period of Bhamaha and
Dandin. But, as other subjects out of the wide
domain of alamkira have undergone many changes
in course of time, so, in the present case, the old
views could not remain unaltered for cver. While
the katha was less touched by such changes, (probably
because it was younger), the akhyayika had lost its
original character already in the time of the Kavya-
darés. Among the literary compositions there may
have been many types of akkyayska: That, however,
is certain : Had Bana's Harsacarita and Kadambari,
which two compositions are called akhyayika and
katha by the poet himself, been written before
Dandin’s time, then Dandin’s treatment of these
sorts of composition would have been totally different
from the one we now find in the Kavyadarso.

The oldest example of akhyayika we know of is
the Harsacarita by Bana, who lived about the year
620 A.p. We shall analyse this poem from" the
standpoint of the sastra, in order to get an idea what
the form of akhyayika was in that period.

* The composition opens with twenty-one introduc-
tory stuuzas, the metre of wkich is the sloka. The
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beginning is a namaskriya, first to Siva and Parvati
(1, 2), secondly to Vyasa (3). Then follows a long
discourse about poet and poetry in general. We
are told of bad kawvis and plagiaries, of the difference
of style, and of the difficulty for the good poet to
combine all necessary qualities (4-8). In the highly
interesting and important stanzas 10-18 the famous
poets and poems are mentioned, eg. the poets Hari-
candra, Satavahana, Pravarasena, Bhasa, Kalidasa,
and the poems Vasavadatia, Brhatkathd, and, finally,
Adhyaraja’s Utsaha. In spite of these “stars”
Bana has decided to write an @khyayika in honour
of the king Harsa (19). Stanza 20 contains a praise
of the dkhyayka, and with a jagati verse this
metrical part closes.

We will stop here for a moment in order to
compare what Rudrata has said regarding the akhya-
yika with these introductory stanzas. According to
Rudrata the introducton is in verse. It should con-
tain first a namaskrya to the gods and to the gurus
or the guru. Secondly the introduction contains the
praise of the former poets and the confession of one's
own inability, and, finally, the expression of the poet’s
devotion to the king, which devotion is the cause
(as we may add to complete Rudrata’s idea) that
the poet notwithstunding his wanb of ability is will-
ing to write the poem, All these peculiarities are
found strictly observed in the introductory verses
of Bana's, What else can be concluded from this
strict agreement of theory and practice than that
the prototye for Rudrata’s akhyayikd was just the
Harsacarito ?



180 THE FOUNDATIONS OF INDIAN POETRY

Bhamaha and Dandin say nothing concerning
these opening stanzas, so that it is doubtful whether
according to the older opinion the @khyayika was
introduced by a metrical passage or not. Probably
it was; for as according to Bhamaha at the beginn-
ing of the first ucchoidsa there were not these two
stanzas spoken of above, it must have been some-
thing else that was placed before the first chapter,

We return to the Harsacarita. After the
described metrical part comes the prose story. As
the poem has not been brought to an end by
the author we possess only eight ucchvasas. That the
chapters were called ucchvasas by Bana himself
is proved by what he says in the tenth introductory
stanza : wechvasante 'py akhinnds te yesim wvaktre
sarsvati, katham akhyayikakora no le vandyah kavi-
§varak. Here three terms : uwcchvasa, vakira, and
aparavokire are alluded to excepting the first
ucchvdsa, which begins with a ‘scholarly’ tract,
every wucchvasa opens with a pair of stanzas. The
reader will very easily find out that these stanzas con-
tain an indication of what is to happen in the
chapter in question. As to the metrs we have
the following scheme : second ucchvasa : two aryas,
third wechvdsa : one §loka and one arya, fourth
ucchvdsa : the same ; fifth, sixth, seventh, and eighth
ucchvdsa : two dryas each,

The prose part gives first a very detailed acecount
of the poet’s family which subject extends to the
thied wucchvasa : the poet speaks of his ancestors and
his youth (ucchvasa 1), his introduction to the court
by king Harsa's stepbrother, Though Bapa was
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received here rather coolly he soon grew the prince’s
favourite (2). After the poet had returned to his
own country he narrates to his relatives the history
of King Harga. In the same (8rd) uechvasa this
chief story begins and is treated up to the end of the
whole tale, where it breaks off.

Somsatimes there are stanzas in the wuéchvasas
which are, however, of no great importance to the
construction and the development of the story.
In the first wecchvdsa weo meet a stanza called apara-
vaktra by the author himself (p. 18), the second
uwcchvasa contains three stanzas in vasamtatilake
(p. 54), éardalavikrigita (p. 69), and aparavakira
(p. 78) ; the third two pairs of stanzas : d@rya (p. 86),
sragdhard (p. 98) ; the fourth a couple of verses
in vakira and aparavaktra (p. 125 : ‘“voaktrapare-
vaktre papatha”) and hesides that, one verse in
arya (p. 140) ; the fifth a stanza in the $loka-metre
(p. 153) and another in aparavaktra (p. 159), the
sixth only one stanza in @ry&; the two last ucchvasa
contain no verses at all, which is somewhat re-
markable. Thus, the usual metres are the vaktra,
aparavakira, and aryd, which may perhaps be
accounted for by the fact that in the older authorita-
tive books on alamkara these metres were spoken of
chiefly.

Jomparing these points also with what Rudrata
says, a full agreement appears again. According to
this scholar the poet should describe his own race in
prose. Can this be considered as a typical feature
of every @khydyikd ? As vhab is not very probable,
Rudrata has apparent]y generalised the case of the
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Hargacarita. Still something else may be gathered
from this peculiar treatment of the matter by Rud-
rata, viz., that in the time of Rudrata the old type of
of akhyayika was but a matter of past ages and was
only spoken of in a traditional way out of respeet to
the great masters. Further: at the head of every
ucchvasa the poet should give two stanzas in arya,
A couple of stanzas, indeed, opens every chapter ;
and the metre is @rya with the exception of the third
and fourth wechvasa, where the former of these
stanzas is a §loka. This is, of course, only a very
slight variation, showing that this rule of Rudrata’s
should not be taken too strictly. Finally there is
agreement concerning the metric form of the stanzas
within the wcchvdsas themselves : According to
Rudrata the metre is not prescribed, though vakira,
aparavakire, and Gryd are employed with preference,
and this is the fact with the Harsacarita.

It is of still greater interest to compare the
akhyayika, as it is represented by Band's Harsaca-
rita with the rules given by Bhamaha, There are
some points of manifest uniformity : first, the Hanr-
sacarita is divided into chapters called ucchvasas,
secondly, these vcchvasas, but not the first, are
opened by stanzas indicating the tenors of the chapter
in question, and thirdly the subject matter of the
poem is not an invented story but a true account of
something which was experienced (vrtfa) by the
hero or whosoever it may be.

Considering this last point, we see, however, a
highly important difference, In the Harsacarita the
hero himself iz apparently not the narrator, but
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Harsadeva's biography is told by another person, who
witnessed the described events. Though Bana gives
a very minute account of his own race and though
his personal affairs are closely connected with Harsa-
deva, he can by no means be considered as the
nayake ; the title of the work, too, is Harsacarita.
As the poem is but a fragment, the length of the
author'’s own biography appears to be of a mere
casual character. A second difference (but far less
important than the one just mentioned) concerns the
metre of the stanzas which introduce every ucechvasa :
according to Bhamaha the metre is wvakira and
aparavaktra, while in the Harsacarita it is never of
this kind but mostly @rya, vaktra and aparavaktre
occur in Bana’s work only in the wucchvasas them-
selves. This difference is, however, not so important
as might be thought at first sight, because it has been
pointed out on a previous occasion that, in spite of
Dandin’s interpretation, not the form of the metre
but rather the indicative character of this couple of
stanzas was in the opinion of Bhamaha the essential
matter, )

These considerations lead to an important result :
the prototype of Bhamah’s akhyayika was not the
Hargncarita by Bana, which does not agree with the
theory, but some older work, which has not come
to us, This fact makes it very improbable that
Bhamaha should have lived after Bana, as some
scholars are inclined to believe. _

Thus we have a younger form of the akhyayika,
which in the seventh century A. b, was considered as
a separate kind, in spite of Dapdin's denial of the
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difference. _ The following points may be mentioned
as its chief characteristics :

1 The subject-matter gives historical facts.

2 Tt is not necessary that the hero himself is

the narrator.

There are chapters called ucchvasas.

4 Every ucchvisa, but not the first, opens with
two stanzas (metre usually @rya), which
indicate what will happen in the ucchvasa
in question,

5 The whole story begins with a metric introduc-
tion of a literary character,

The a@khyayika was in contrast to the katha ; and
the katha is, as we have seen, the Indian novel. We
possess two examples of katka from the older period:
Subandbu’s Pasavadatta and Bana's Kadombari.
Though as regards this case matters are less com-
plicated, we shall analyze both stories shortly in
order to compare them with the doctrine of the
sastra.

Subandhu’s Vasavadatta begins with twelve intro-
ductory dryd stanzas, that commence with a namas-
kriya to. Sarasvati, Krspa, and Siva. After that
the sinfulness of man and the inferiority of the whole
world since king Vikramaditya's death, is spoken of.
Then the good poets are praised, and with the state-
ment of the poet’s authorship the metric introduction
closes. The contents of the prose need not be given
here in detail.

It is a well-known fact that we do not find this
form of the story as it is presented in Subandhu’s
work any where else in Indiap literature, so that

<o
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we may venture to assume that, at least as regards
particulars, the story is invented by the poet, and
this is the very fact which according to the opinion
of the older alamkarikas is a mark of difference be-
tween akhyayika and katha. To this point the words
kaver alhiprayakrtair ankanaih kaiscid ankita used
in the definition of Bhamaha must evidently refer.
We have in this case the peculiar feature of a novel,
which fact finds expression by Bhamaha's term
kanyaharanasamgramavipralambhodaya.

Mentioning this we come to a point in which the
Vasavadatia does not agree wholly with the theories
of the old scholars, for in our novel the events are
peaceful on the whole. The struggle we hear of
in the last pages of the story has nothing to do with
the development of the plot. It seems to be, on
the contrary, totally unnecessary here. We will,
however, abstain from pursuing the question further
here. Conceding that the way Vasavadattd was
carried off from her native town to the PVindhya
mouintains can be correctly called a kanyakarana
(which is not probable), we hear not one word about
a struggle caused thereby, and the word samgrama
can have no other meaning than “struggle”, especia-
lly not here on account of the preceding adharana
which means “taking by force.”

Rudrata presents, as we have seen, some differ-
ences concerning the matter in question. Instead of
kanyaharana he speaks of kanyalabha, which has not
quite the same meaning as the former term, and what
appears to be more important, he does not mention
any samgrama, Considering this there can be no

XXiv
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doubt that the prototype of Bhamaha's kathd was
. by no means Subandhu’s Pasavadattd, but another
story, in which the struggle caused by the seizing of
a girl was described.

In other less important points the Vasavadatta is
in accordance with the opinion of Bhamaha: the
narrator is not the hero, nor is there a division into
chapters (called uechasas), the tale being told without
interruption up to the end. It need not be mentioned
that there are no stanzas (vakira and aparavakira)
indicating the tenor of the following parts, Within
the story, however, the poet gives stanzas sometimes,
but their metre is never vakira and aparavakire ;
verses occur three times: three stanzas: arya,
sardalavikridita, sardulavikridita : three stanzas:
§ikharint, &tkharini, sragdhra ; one stanza : arya.

Another example of the katia is the Kadambari
by Baga, It does not matter that thiz story has
not been completed by the author himself, but by
his son . Bhiuisapabhatta. Though the tale is more
intricate than the VPasavadottd, the form is similar
to that of the composition just described.

The prose-story is introduced by some stanzas
in the vaméastha metre, They begin with a namas-
kriya to Brahman, Siva, and Vispu, and to the
author’s guru Bhatsu, After that the poet speaks:
of the sinfalness of men and of the effect of good
poetry. Then follows an account of Bana's race and
family, and with the statement of the authorship
‘the introduction comes to an end, Then follows
the prose-story, the tenor of which need not be
detailed. A
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It can easily be pointed out that, as in the case
of the Hargacarita, Bana’s Kadambari was the model.
for Rudrata’s katha. Concerning the introductory
stanzas (§loka, in the word’s wider sense) Rudrata
says ; igtan devan gurin namaskrtya. Further the
poet should, according to this author, describe his
own race in verse shortly., The prose-story.begins
with another tale and ends with ‘the winning of the
beloved girl. .

Thus the Kadambari is a novel quite similar to
the Vasavadattd, The subject-matter is not based
on a known itiha@sa, butis sprung from the poet’s own
imagination. As well as in the Vasavadattd nothing
is said of a samgrama.

It is very obvious here just as in the case of the
Hargacarita that the prototype of Bhamaha's kathd
cannot have been the Kadambari (nor the Vasava-
datta), but an older work, which we do not know
yet. Combining this fact with some other considera-
tions I can scarcely believe that Bapabhatta should
have written before Bhamaha.

The newer kathd, then, shows the following fea-
tures : .

1 The subject-matter is a story for the most
part invented by the poet, a love story etding with
the union of the lovers.

2 The narrator is not the hero himself.

8 The story is not divided into chapters.

4 At the beginning there is a literary introduc-
tion in verse. | |





















