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PREFACE

[ happened to read Bhamaha [Bh]'s Kavydlarikara [KL], a work in
Sanskrit on Indian Poetics for the first time in 1963. It at once captured
my mind for many reasons: his extensive and intensive reading,
conversancy with the niceties of ancient Kavya literature, a methodical
treatment of the subject, a studious exposition of various topics,
interdisciplinary study and a rare and queer combination he has struck
of humility and forthrightness. Ever since then an intensive desire to do
a book on Bh used to swell up in my mind quite frequently. But for some
reason or the other I could not act upon it. As my retirement from active
service drew nearer it became possible for me to snatch some time
which | immediately utilized for writing a book in Marathi, styled
‘Saili$astrajia Bhamaha' in 1995 published by Mansanman
Prakashan. It was well received by the university students and teachers
and was also favourably reviewed in research journals. Encouraged, |
strongly felt it worth the while to present it to the English readership.
The present abridged book is the outcome of that exercise.

The KL is a work having four hundred Sanskrit verses and has been
composed between 500 and 700 A.D. Bh has discussed at length
various attributes, aspects, rules, principles, conventions and theories
related to kdvya, creative writing, furnishing appropriate examples
wherever necessary. No doubt, in the pre-Bh period many such works
had been written but none of them is available to us to-day. His is the
only oldest full work extant at present. The post-Bh rhetoricians
considered this a standard work on poetics and followed, approved of,
upheld, expounded, objected to or supported the topics discussed
herein. Thus, his KL laid a solid foundation of Indian poetics.

Bh is not only a harsh logician but has also a deep insight into the
characteristics of good literary style. He has, therefore, been able to
unfold the process of poetic creation step by step and in a convincing
manner, explaining simultaneously how words are gradually changed,
replaced and transformed before they are finally selected and used in a
piece of writing. His entire discussion in this connection appears to be
based on his own experience as a poet. Besides, the discussion is
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substantiated by an admirably fine analysis of Panini’s grammar.
Additionally, his work is interestingly interspersed with many theses
such as : Kavyalmikdra means poetic beauty and also the means of
creating it at different levels; Kavya is a beautiful work of art achieved
through conscious efforts; it is ati§ayokti that produces charm in
poetry; deviated expression is the natural language of poetry; a good
poet is by nature endowed with an entrancing language; 'the language
poets use' is essentially different from that a commoner uses in his
daily life or a scientist uses in his theoretical dissertation; even a faulty
word, if used skillfully, augments beauty. It can, therefore, be asserted
that Bh is the originator of Indian stylistics.

His whole work is coloured with his personality which commands
both respect and adoration. At times he assumes smallness and asks,
"What else and how much can [ tell the innovative scholars? Sometimes
he humbly states: 'T am writing this book to the best of my intellectual
ability’. 'It is not proper to altercate with the respected preceptors,’ so
saying elsewhere he expresses his courteousness. Still at some other
place he begs to clarify, ' have not made this exposition just to point
out the others' faults or to show off my knowledge.’ Such utterances and
many other memorable statements convince us that Bh is a cultured,
polite, thoughtful, and research-minded worshipper of knowledge.

The present book aims at examining the above threc salient
features of Bh's work. Besides, it also analyses and evaluates his work
from two additional viewpoints mentioned below.

First, to analyze and test his work in the light of the devices of the
composition and interpretation of ancient theoretico-scientific
treatises. Panini, Kautalya, Caraka, Su$ruta, Vagbhata, Nilamegha
and other ancient and medieval thinkers have conceived of about one
hundred and twenty-five devices of writing and expounding theoretical
works. A modest attempt has been made in the last chapter to scrutinize
the KL with a view to determining which of those devices have been
made use of by Bh, whether he has been able to do so competently,
which qualities have elevated his work and which defects have lowered
its standard. It must be humbly noted here that no work on Indian
poetics has been so far subjected to such an analysis.

Secondly, an endeavour has been made to compare Bh's views to
those of the western stylisticians. During the course of this comparative
study the notional similarities between the two sides have been
brought to the notice of the readers. Besides, the subtleties and
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acceptability of Bh's views in certain respects vis-a-vis western
thinking have also been made clear.

The discussion focussing the above two points will hopefully
prove to be cognizable and edifying especially to those readers who
have a scientific approach.

A critical study of Bh's Sanskrit text as presented here from various
angles is appearing for the first time before the English-knowing
readers who, | hope, will receive it with the attention it deserves.

A clarification must needs be made regarding the rendering of the
original Sanskrit passages into English. A word-for-word translation
often sounds awkward and at times unintelligible. Therefore, a loose
translation has been made, providing, wherever necessary, additional
words to meet the contextual demand or to complete the meaning of the
passage. While doing so, due care has positively been taken not to
damage, destory, pervert or misinterpret the sense of the original text.

For textual quotations I have used the following two editions of the
KL:

[i] edited by Devendranath Sharma, Bihar Rashtrabhasha
Parishad, Patna, 1962 (in Hindi).

(ii] edited by C. Sankara Rama Sastri, The Sri Balamanorama
Press, Madras, 1956 (in English).

On my eamest request my senior friend Prof. K. R. Shirwadkar took
the trouble of going through the whole of my handwritten manuscript
and made many useful suggestions. I have readily incorporated them in
the work in print now before the readers. [ am deeply indebted to Prof.
Shirwadkar for this most cordial gesture.

I am grateful to Mr. M. W, Gokhale of Studio Muwago for exquisite
typesetting and to the staff of Prakash Mudranalaya for trim printing.

The Mansanman Prakashan, Pune, promptly accepted this work
for publication and have brought it out in a presentable form for which
act of valuable co-operation I sincerely thank them.

Pune, February 20, 1999 W. K. Lele
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1. The Founder Of Indian Poetics

{11 Bh

Several ancient Indian writers have given very little information
about their personal life. Bh has also chosen to follow that practice.
From the two passages reproduced below from the KL the only two facts
we know about him with certainty are that his personal name is Bhamaha
and that he is the son of one Rakrilagomin :

[i] ‘Sujanavagamdya Bhamahena

Grathitanm Rakrilagomisanunedam [* [KL, 6/64];
[ii] ‘Ukeam sadbhih paricchedairBhamahena kramena vah |’ [ibid.,
6/66].

About his native place, exact date of birth, his mother's name, the
pathaiala where he studied, his gurus, his family members, his means
of livelihood, his friends, and his span of life, we know nothing. All the
historians of ancient Indian poetry and poetics believe him to be a
Kashmirian. His father's name Rarkrilagomin has raised a doubt about
his faith in the minds of some scholars. Some take him to be a Bauddha,
while others take him to be a Vaidika. Kane has admirably,
dispassionately and squarely considered all the arguments in this
connection advanced by various scholars and has finally come to the
conclusion that Bh is very much a Vaidika and not at all a. Bauddha
(History of Sanskrit Poetics [KSP], Motilal Banarsidass, Delhi, 1961,
pp- 83-87).

[2] Bh's Date

This is also a contentious issue. The objective of the present work
is to analyse critically Bh's treatise from various angles and not to
discuss the arguments and counter-arguments proposed by modern
scholars in connection with the problem of his date independently as
also vis-a-vis that of Dandin. In view of this, on the basis of the
references which Bh has made directly as well as indirectly to his
predecessors, contemporaries and their works, to Ratna$rijiana’s
commentary on Dandin's Kavyalaksanam and to the points modern
scholars have raised in this behalf, it is quite fair to assume that Bh
lived sometime between 500 and 700 AD.

14 Bhamaha’s Kavyalankara : A Stylistical and Methodological Study
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[3] Other Works Attributed to Bh

From the passages reproduced in section [1] above, it is absolutely
certain that Bh only and none else is the author of the KL. But some
works, other than this, have been attributed to him. For instance, it is
considered that the commentary named Manoramd on Vararuci's’
Prakriaprakasa, a grammar of the Prakrta language has been written
by Bh. But scholars including P. V. Kane [KSP, p. 88], Devendranath
Sharma (KL, Pari§ista 1, p. 178] and K. W. Apte [Prakrtaprakasa with
Bhamaha's Manoramd, Mumbai Marathi Sam$§odhana Mandala,
Mumbai, 1987, Intro., p.12] assuredly say that whether the author of the
Manorama and that of the KL are the same or otherwise cannot be said
with any certainty. The Kamadhenu commentary on Vamana's
Kavyalankarasitrani [KLS] (Nirnayasagara Press, Mumbai, 1953)
quotes many verses related to poetics as composed by Bh, but they are
not found in the present KL, as pointed out by Kane (KSP, p. 88). This
leads us to two inferences : Bh might have composed some other work
which contains these verses, or their composer might have been different
from the author of the KL. Many passages attributed to Bh are found
reproduced in Nardyana's gloss on the Vrttaratnakara (KSP, p. 88).
From this it could be inferred that Bh might have written some work on
prosody. Hemacandra says in his De§inanamala at 8.39: YadBhamahah/
Sugrismakena drsta iti /" It could be conjectured from this that Bh's
some other namesake might have written these sentences. In fine, it is
not possible to say whether the authors of the works referred to above
and that of the KL are the same or different.

[4] KL.: Its Contents

The KL has six paricchedas, chapters, and four hundred karikas,
scientific technical verses, in all. Bh himself has described their
subjectwise distribution as under :

‘Sastyd Sariram nirnitam $atasastya tvalankrtih |

Paricasata dosadrstih saptatya nydyanirnayah [/

Sastya Sabdasya Suddhih syadityevani vastuparicakam |

Uktam sadbhih paricchedairBhamahena kramena vah ||’

(KL, 6/65-66]
meaning,’ In order to educate you [, Bh, have conclusively discussed in
six paricchedas five main subjects in this serial order: the body (of

poetry) in sixty kdrikas, the figures of speech in a hundred and sixty
karikas, the poetic defects in fifty kdrikas, the definitive exposition of
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the poetic logic in seventy karikas and the poetical correctness of words
in sixty kdrikas'.

The subtopics which he has elaborately discussed under the above
five main heads could be catalogued as under :

First pariccheda : Marigaldcarana (KL, 1/1), the objective of poctic
composition (ibid., 1/2), the praise of poetic faculty (ibid., 1/3-4), the
genius : its nature (ibid., 1/5 -7), the subjects/disciplines to be studied
by a poet (ibid., 1/8-10), the undesirability of faulty poetry (ibid., 1/11-
12), the necessity of the figures of speech of both the sound and sense
(ibid., 1/13-15), various forms of creative writing (ibid., 1/16-18), the
definitions of mahakavya, nataka, katha and muktaka (ibid., 1/19-30),
the gauda and vaidarbha styles of writing (ibid., 1/31-36), neydrtha
and five other kavyadosas (ibid., 1/37-46), Srutidusta and four other
linguistic defects (ibid., 1/47-58), kavya is comparable to an elegant
garland of flowers (ibid., 1/59).

Second pariccheda : three gunas, prasada etc., (ibid., 2/1-3),
anuprasa and four other alarikaras along with the blemishes of upama
(ibid., 2/4-65), six other alankaras including d@ksepa and others (ibid.,
2/66-85), denial of the status of alaikaras to hetu, sitksma and leSa
(ibid., 2/86-87), three alaiikaras - yathasanmikhya, utpreksa and
svabhavokti (ibid, 2/88-94), the nature, purpose and characteristics of
the discussion of the alarikdras (ibid., 2/95-96).

Third pariccheda : Preyas and twenty-two other alarikaras (ibid., 3/
1-54), the alarikara asih (ibid., 3/55-57), the alarikara-discussion self-
conceived, its utility (ibid., 3/58).

Fourth pariccheda : Mention of eighteen dosas including apdrtha
etc., (ibid., 4/1-2), discussion on the nature of vdkya (ibid., 4/3-7),
treatment of apdrtha and other dosas (ibid., 4/8-50), the objective of the
discussion of the dosas (ibid., 4/51).

Fifth pariccheda : the difference between the subject matters of
science and poetry (ibid., 5/1-3), comprchensiveness of poctry and
poet's responsibility (ibid., 5/4), the means of knowledge as pratyaksa
etc., (ibid., 5/5-11), the concepts of pratijia etc., in the nydyasdstra
(ibid., 5/12-32), pratijia dosa etc., in poetry (ibid., 5/33-60), dosas
{otally discardable (ibid., 5/61), five poetic defects including ahirdyata
(ibid., 5/62-68), the conclusion of the discussion of kdvyadosas (ibid.,
5/69):

Sixth pariccheda : glory of the science of grammar (ibid., 6/1-3), the
necessity of the knowledge of grammar to a poet (ibid., 6/4-6), theories

16 Bhamaha’s Kavyalankara : A Stylistical and Methodological Study
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of apoha and others related to the nature of ‘'word’ (ibid., 6/7-20), kinds
of words and their infiniteness (ibid., 6/21-22), pro-vakrokti nature of
the language of poetry (ibid., 6/23), words unusable in the creative
writing (ibid., 6/24-27, 36, 37, 60-61), words usable in poetry (ibid., 6/
28, 30-33, 35, 38-59), the usable and unusable words in poetry (ibid., 6/
29, 34), comprchensiveness and trustworthiness of Panini's grammar
(ibid., 6/62-63), the objective of the composition of the KL (ibid., 6/64),
a very brief list of the topics discussed in the KL (ibid., 6/65-66).

Just a note of caution must needs be sounded here. Although Bh
claims to have discussed 'Vastuparicaka', five main topics, in serial
order the reality is that this order is disregarded at many places. For
instance, the discussion of poetic defects is spread over the first, fourth,
fifth and a part of the sixth paricchedas. Similarly, the very first
pariccheda comprises discussion on topics which are not related to the
kavyasarira, as such. Besides, he has reviewed in the last pariccheda
grammatically correct words from the point of view of their poetical
suitability and not their grammatical purity. All these shortcomings of
his work will be dealt with in the last chapter under sections 43 to 50,

[5] Pre-Bh Poctics

Bh's KL is the only oldest full work at present available to us on
Indian Poctics ['Sanskrit Poetics' is a misnomer in that all the ancient
and medieval Indian literary theorists considered, examined and quoted
from the creative writings composed in not only the then major Indian
languages as Saniskrta, Prakria, Apabhramsa, Paisaci etc., but also
the various dialects spoken by the masses scattered across the country.
Besides, the theorists took into account the imaginative literature
irrespective of the caste, creed, province, religion and sex of the writers.
Thus the ancient Indian literary theorists were catholic in their outlook
and their poetics was Indian or rather national, besides being secular].
But Indian poctics did not begin with Bh. He was preceded by a number
of poeticians who had profoundly reflected on the rudiments of literature,
which factual position will be substantiated by the following details :

(i] Bh has quoted from the works : Acywtottara (KL, 2/19),
Asmakavamsa (ibid., 1/33), Rarnaharana (ibid., 3/8) and Rdjamitra
(ibid., 2/45, 3/10). Even as Bh himselt is a poctician poet, so also the
authors of these literary works might have been literary theorists.

[ii] He has referred to Medhavin (ibid., 2/40, 88), Ramasarma (ibid.,
2/19, 58) and Sakhavardhana (ibid., 2/47) by name. These writers also
might have been literary thinkers.

N
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[iii] He has referred to many other anonymous writers by pronouns
as anye (ibid., 3/4,4/12, 6/16, 21) anyaih (ibid., 1/13, 24, 2/4, 57), apare
(ibid., 1/31, 53, 2/6, 8, 3/4, 12, 5/67, 69), kecit (ibid., 2/2, 93), kesaricit
(ibid., 3/55), kaiscit (ibid., 2/37), pare (ibid., 1/14, 6/7) and still others
by such words as tajjiiaih (ibid., 5/33), budhah (ibid., 3/25), and
vidvadbhyah(ibid., 6/15).

[iv] Bh has read his predecessors’ works with a researchful insight
as he himself states in the following karika :

‘Iti nigaditastasta vacamalankrtayo maya |

Bahuvidhakrti drstvanyesan: svayani paritarkya ca ||’

[ibid., 5/69]
meaning, 'In this manner, all the figures of speech trcated of herein
(alongwith their definitions and examples) have been first perused by
me in the treatises of the other theorists as well as the compositions of
other poets and then have been considered from all possible angles.’

It is clear from this statement of his that he has put in efforts to
discover the treatises called 'laksanagranthas' and compositions called
'laksyagranthas' written prior to his time, has meticulously collected
and preserved them, has then critically studied them, carefully reflecting
on the acceptable and rejectable items and has thereafter written his
work.

He has reiterated this approach at the end of his work in these
words :

‘Avalokya matani satkavina-

mavagamya svadhiyd ca kavyalaksma [’ [ibid., 6/64]
meaning, 'After having closely observed the viewpoints of great and
good poets (as expressed in their actual usages) and after having
understood the real nature of poetry by exerting my own intellect, l have
come to pen this treatise.’

[v] While discussing the poetic defect called 'Srutikasta’ he tells us
that some scholars do not approve of the use of the words as 'gjihladat’.
Some others dislike even the word ‘ganda’, cheek, because it mars the
poetic grace (ibid., 1/53).

[vi] Bh notes during the course of the discussion of anuprdsa that
some literary theorists consider grdmya anuprdsa an indcpendent
category (ibid., 2/6), and some others feel that /atiya anuprasa is also
desirable and hence considerable (ibid., 2/8).

[vii] It has been shown in Ramagarma's poem styled ‘Acyutottara’

-
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how a prahelikd, riddle, becomes unintelligible as a result of various
root meanings (ibid., 2/19).

[viii] A theorist named Medhavin discusses hinatd and six other
upama-dosas (ibid., 2/40). Again, it is he who informs us that ‘sanikhyana’
is another name of yathasamkhya alarikara, but has not at all mentioned
the utpreksa alarikara in his work (ibid., 2/88).

[ix] The compositions of some poets are hard to understand,
unenjoyable and devoid of grace (ibid., 5/62), while some other poets
try to produce beauty in their poems with the descriptions of lustrous
diamonds, fruit-laden trees and blossomed flowers (ibid., 5/64). Besides,
there is also a third type of poets who spoil the charm of their
compositions both by unduly lengthening them as also by stuffing
them with self-contradictory meanings, unattractive ideas and padded
words (ibid., 5/67).

The above data go to establish positively many points : a good
many thinkers had preceded Bh; they had left behind numerous bits of
their reflections for their successors including Bh; he is an appreciative,
analytical and insightful reader of both poetry and poetics; he has read,
studied and digested his predecessors' works very attentively, carefully
and discerningly; since he is naturally endowed with or has developed
by conscious efforts the faculty of independent thinking, he has not
made a wholesale acceptance of his predecessors' views, but has weighed
them discriminately and upheld only those which he has thought
reasonable and bluntly rejected the others which he has considered
unfit and improper. The following details will bear out these
observations.

[6] Bh : An Independent Thinker

[i] Some poet had described first his hero's qualities of head and
heart and had later shown him to have been killed by the villain or his
opponent. Bh disapproves of this manner of description arguing that if
the hero was not expected even to remain alive till the end of the poem
then to present him in the beginning as the hero of the poem and to
describe his qualities in glowing terms is quite worthless (ibid., 1/23).

[ii] Some scholars tended to classify poetry with reference to the
gauda and vaidarbha margas, and further held the poem in the vaidarbha
marga to be supcrior to that in the gaudamarga (ibid., 1/31). Bh totally
rejects this criterion of classification saying that the people are blind
followers and that such 'naming of poetry' is simply arbitrary (ibid., 1/
32).
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[iii] A number of diftakavyas had come to be written in the pre-Bh
period wherein cloud, moon, air, bee, parrot etc., were made to carry the
lover's message to his beloved. Among such poems the Meghaditam,
‘cloud messenger', and Pavanadiitam, 'wind messenger’, had gained
tremendous popularity. But Bh finds ayuktimat 'defect’ in such
compositions (‘Ayuktimadyatha dita jalabhrnmarutendavah’ (ibid., 1/
42). He objects to such compositions on two counts: first, the cloud,
wind etc., have no tongue, they cannot speak; second, the speech of the
parrot, hdrita and other birds is indistinct, it cannot be understood by
human beings. In other words, the messengers are either 'tongueless’ or
cannot understand and convey the message communicated in "human
tongue'. (‘Avdco'vyaktavacasca dirade$avicarinah | Katham dityani
prapadyeranniti yuktya na yujyate [/’ (ibid., 1/43). Bh considers such
descriptions illogical.

As a matter of fact many ditakavyas had been written before Bh's
time (for details see Ramakumar Acharya's ‘Saniskrta ke Sandesa Kavya,
Ajmer, 1963), the practice of composing such poems had taken a firm
root in Sariskrta and derivative languages, the ancient Indian traditional
(=paurdnika) literature and folklore had willingly upheld such a
practice, the kavyas follow the ways of the world and not the hard and
fast rules of the science as Bh himself has said ('Tatra lokasrayan
kavyan dgamah tattvadarsinah - KL 5/33), and lastly a lover totally
ignores the distinction between the ‘tongued’ and the 'tongueless’ or the
‘animate’ and the 'inanimate’ being to be sent as a messenger (cf.
"Kamarta hi pranayakrpanascetandcetanesu’ - Kdliddsiyani
Meghadiitam, ed., V. G. Paranjape, Pune, 1941, verse 5). In view of the
above, Bh's criticism against the difakavyas in general and the
Meghadiitam in particular betrays his lack of poetic appreciation or
aesthetic sensitivity. But at the same time he should be credited with
having made bold to attack an established great poet like Kalidasa.

(iv} The poems couched in unintelligible words are of no avail even
to the learned readers, what to say of ordinary ones! (KL,1/45). Bh,
therefore, regards the tendency of using giidha, abstract, words as
condemnable (ibid., 1/46).

[v] Some pre-Bh theorists had included sanidastaka and samudga
among the varieties of yamaka (ibid., 2/10), but Bh argues that these
varieties appear either in the beginning or at the end of the verse and as
such need not be considered independent ones (ibid.,).

[vi] While concluding the discussion on the samastapada yamaka

20 Bhamaha’s Kavyalankara : A Stylistical and Methodological Study

/

s

/



(ibid., 2/16), he asserts that such a yamaka lacks charm and hence
should not be composed (ibid.,).

{vii] The prahelikds, riddles, contain roots which have more than
one meanings and, therefore, require commentaries for their full
understanding. Such 'vydkhydgamya’ poems do not find favour with Bh.
In his opinion such poems could, if at all, please only the highly
intclligent persons but would virtually kill those endowed with average
intelligence! (ibid., 2/20).

[viii] Some alarkdrikas had accepted the nindopamad,
prasanisopamd, dcikhydsopamd, malopama etc., as the sub-varieties of
the upama. Bh rejects them on two grounds, namely, that the common
characteristics of the upama are already there in the nindopama etc.,
and that these sub-varieties are not so important (ibid., 2/37-38).

{ix] According to some thinkers the plurality of upamanas for a
single upameya is a fault. Bh disagrees with them arguing that more
than a single upamana helps impinge deeply upon the reader's mind the
outstanding features of the upameya (ibid., 2/61).

[x] Such descriptions as "The sun has gone down,' ‘'The moon is
shining,' "The birds are returning to their nests', are, in the opinion of
some theorists, pieces of good poetry. Bh, however, thinks otherwise. In
his view such descriptions are mere 'sentences’, bereft of poetic beauty.
They are as good as bits of news (Gato’stamarko bhatinduryanti vasdya
paksinah [ [tyevamadi kimi kavyam vartamendnipracaksate ||’ - (ibid., 2/
87).

[xi] He has wound up the alarikara discussion in these words :

‘Giram alarikaravidhih savistarah |

Svayam viniscitya dhiya mayoditah |/’

(ibid., 3/58) meaning, 'l have exerted my own intellect, determined the
(number, nature, definitions, kinds etc., of the) figures of speech of the
poetic language and have described their varieties and sub-varieties at
length’ (ibid., 3/58).

[xii] 'What is a vakya, sentence?’, is a debatable issue. Bh quotes
two opinions thereon and sums up politely saying :

‘Atrapi bahu vaktavyam jayate tattu noditam |
Gurubhih kim vivadena yathaprakrtamucyate [/’

(ibid., 4/7) mecaning, "There is much sayable in this connection also, but
that is not said. What is the point in altercating with those who are
worthy of respect? (Therefore) | turn to the (sequentially) next topic'.
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This statement clearly suggests that Bh has something different to
say on the above issue.

[xiii] The poetic blemish 'ekdartha’ which means repetition is two-
fold: that of word and that of meaning. While avoiding the discussion
of the former Bh clarifies that the verbal repetition is so obvious that it
does not need any explanation. Besides, who else but a demented
person would say the presaid over and over again? :

‘Na $abdapunaruktam tu sthaulydadatropavarnyate |

Kathamaksiptacittah sannuktamevabhidhdsyate [/° (ibid., 4/13).

[xiv] Some unknown poet describes the Udayana- Vasavadatta
episode which can be briefly rendered thus : Pradyota, the king of Ujjain
causes to make a huge leather elephant in order to dupe and arrest
Udayana, the king of the Vatsas. Several soldiers, under the leadership
of the General Salarikayana, hide themselves in the hollow of that
elephant. Pradyota keeps that elephant standing in the Vindhya forest.
Udayana reaches there during a hunting expedition. He is all alone,
unaccompanied by his ' loyal’ ministers! Since it is night-time, Udayana
cannot recognize that it is an unreal elephant. Thereupon the hidden
soldiers suddenly come out from the hollow of the elephant and
vehemently release arrows after arrows against the king, but not a
single arrow hits him! All arrows fall at a far off distance from Udayana.
But in the end the soldiers succeed in arresting him.

Bh simply tears the above episode asunder. He bombards a series
of questions. He asks: If Udayana were prudent, how is that no spies
were around? Does not his coming alone display his lack of foresight?
Did not his ministers care for the security of their master? Who could
ever believe that none of the hundreds of arrows hurled by the experienced
and skilled archers hurt him? Is it not a wonder that no one of the
hundreds of soldiers could kill Udayana, left unguarded? Besides, how
could an intelligent king like Udayana not differentiate between a real
and a fake elephant?

This piercing criticism runs from karika forty to forty-seven of the
fourth pariccheda of Bh's work, the penultimate kdrikd whereof is a
memorable specimen of his sarcastic criticism. The said kdrikd reads
as under :

‘Namo'stu tebhyo vidvadbhyo ye’bhiprdyani kaverimam |
Sastralokavapdsyaivam nayanti nayavedinah [/’ (ibid., 4/46)
meaning, ‘Salute be to those scholars well-versed in the science of
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politics who praise the above import of the poet who has shown utter
disregard to the rules of science as well as the ways of the world'. On the
whole, the entire passage under consideration is a classic example of
insightful reading, thorough understanding, attentive appreciating and
analytical criticising of a given piece of creative writing.

[xv] Some poets tended to consider the descriptions of pearls and
diamonds, of trees laden with fruits and flowers and of the Sumeru
mountain inhabited by the gods, munis and siddhas as the real and the
best poetry. Bh disapproves of this line of thinking and remarks that
such descriptions may perhaps enhance the beauty of the ornaments,
gardens and garlands but it is only the charming words and charming
ideas that heighten the beauty of poetry. The descriptions such as the
above ones never add even an iota to literary grace (ibid., 5-66).

The foregoing discussion makes it abundantly clear that Bh
possesses a sharp and squarely developed intellect. It has an intrinsic
power to make a subtle analysis of the views of others. That power is
reinforced by a prolonged and assiduous study of the nydya, vyakarana
and other sciences. Consequently, Bh can unerringly detect the
shortcomings of the views of others and dispel them with irrefutable
arguments. He is not a blind follower of his learned predecessors. As a
result, he quite fearlessly points the errors or lapses even of the writers
of fame like Kalidasa. He can discriminately decide what is helpful and
what is harmful to the art of poetry and to the pleasure of the
appreciators. Although he severely criticizes others he always maintains
the level of a cultured and dignified thinker. All in all, he emerges as a
mature and contemplative examiner of thoughts.

{7] Guiding Principles

A very intent and close reading of Bh's work reveals that he works
according to some guiding principles in which he has unflinching faith.
Let us now try to understand them,

{i] Discussion of good poetry

Bh aims at discussing the various features of 'satkavya’, meaning
the good, pleasing and enjoyable poetry. He has voiced this ideal at
three places of his work, which can be listed as under :

‘Pritim karoti kirtini ca sadhukavyanibandhanam |’ (KL,1/2)
meaning, ‘The composition of a good poem gives pleasure to the
appreciator and spreads fame of the poet.’

‘Rahitd satkavitvena kidrsi vagvidagdhata |’ (ibid., 1/4)
meaning, ‘'What is the proficiency in speech but for good poetry?'

N\
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‘Upeyusamapi divan sannibandhavidhdyindam [’ (ibid.,1/6)
meaning, 'Although the composers of good poetry leave for their
heavenly abode’ (their charming body in the form of their good poetry
abides).

[ii] Contempt for bad poetry

Bh has an utter dislike for bad poetry, which he has expressed
again at three places in his work :

Vilaksmana hi kavyena duhsuteneva nindyate |’ (ibid., 1/11)
meaning, '‘Because of bad poetry the poet is condemned, just as because
of a bad son his father is condemned.’

‘Kukavitvam punah saksanmrtimahurmanisinah |’ (ibid., 1/12)
meaning, ‘But bad poetry, according to the learned persons, tantamounts
to direct death of the poet (perhaps of the appreciator too!)’

‘Padamekani param sadhu narvacinanibandhanam |

Vaiparityadviparydasam kirterapi karoti tat [/’ (ibid., 5/61)
mcaning, ' Even a single flawelss word is most preferable, but not even
a long poem contrary to it. For, such a contrariety inverts even the poet's
fame.'

It is worth noting here that all the successors of Bh set the same
ideal of good poetry even in their respective works.

3

[iii] Respect for 'loka' and '§astra’

Bh firmly maintains that the poetry which follows the ways of the
world and abides by the rules of science commands loving respect of
the readers. He has reiterated this view at many places in his work. For
instance, he holds that poetry is based on the worldly experiences and
worldly ways (' Tatra lokasrayani kavyami '- ibid., 5/33). There is not a
single aspect of this world which cannot become the subject matter of
poetry (ibid., 5/4). The kavya is expressed through the medium of
language which has evolved from very old conventions which in their
turn have been accepted for the smooth worldly affairs (‘'Vyavahdrdya
lokasya pragittham samayah krtah’ - ibid., 6/13). Even a mahakavya is
desired to be in tune with the 'lokasvabhavd', innate disposition of the
movable and immovable world (ibid., 1/21). Any poetic description
against the .'lokavyavahdra’ is considered faulty (ibid., 4/38).
Descriptions which are totally against our daily experience (for example,
the fire is cool, the moon is hot like the sun, the thing is colourless, etc.,)
are at once omissible (ibid., 5/20).

A good poet ought to show respect to the §dstras as well. The
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sciences describing dharma, artha and kama, goals of human life, can
form parts of poetic compositions (ibid., 5/4). A knowledge of various
disciplines is a sine qua non to a poet for his compositions and to an
appreciator for his appreciation of the poetic compositions (ibid., 5/2-
3). The atiSayokti which describes the meaning above the ordinary
level should also conform to the Sastras ('SarvaivatiSayoktistu
tarkayettam yathagamam ' - ibid., 2/84). No poet can ever reach the heart
of the words without a sound knowledge of the science of grammar
(Napdrayitva durgddhamamuni vydkarandrnavam | Sabdaratnani
svayanmigamyamalam kartumayani janah [/’ - ibid., 6/3). When the $astra
is mixed with the sweet poctic juice the latter becomes all the more
pleasing and enjoyable (‘Svadukdvyarasonmisran
sastramapyupayuiijate’ - ibid., 5/3).

In view of the above, no poem should carry any description in
violation of the ‘lokasvabhava’ and the ‘§dstras' (ibid., 4/48). Salute to
those poets who show disregard to the ‘loka’ and the ‘$astra’ (ibid., 4/
46)! A poet aspiring for abiding fame ought, therefore, to make an
intensive study of the lokavyavahdra along with the §dstras (ibid., 1/8-
9).

For Bh's knowledge of various disciplines see vidydkalpana
(section 36) of the last chapter.

[iv] Promotion of knowledge is the objective

Before putting pen to paper Bh has determined the purpose of the
composition of his work and has accordingly carried it out. For example,
he concludes the discussion of the kavyadosas, poetic defects, in the
following words :

‘Na dasanayayamuddhrto vidhi-

rna cabhimanena kimu pratitaye |’

(ibid., 4/51) meaning, 'l have made this discussion of dosas, poetic
defects, not to find fault with others or out of my vanity' (but to enable
the readers to know them well).

Similarly, he has treated of some portions of the nydyasdstra in
order to enlighten his readers (ibid., 5/1). In fact, he has composed his
whole work for the benefit of the curious readers. [The original passages
in this behalf have been quoted under Prayojana (section 25) of the last
chapter]. ‘

[v] Policy regarding abridgement and expansion

Just as his intention behind the composition of the treatise is
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predecided, so also a definite method of abridgement and elaboration
of different items is pre-determined. For example, he does not enter into
the details of the nataka and the other forms of ‘abhineydrtha kavya’,
literature to be presented by acting on the stage, but refers his readers to
the works of his predecessors (KL,1/24). While concluding the
exposition of fourteen figures of speech in the second pariccheda of his
work, he says that he has discussed the subject in brief and avoided
amplification as it bores the readers (ibid., 2/95). All other passages
related to this topic have been presented in the last chapter under the
head 'Tantrasila’ (section 39).

On the basis of the preceding details it can be conclusively said
that Bh is gifted with a fine and analytical insight required of a researcher.
Besides, he is a diligent student of poetry and poetics, and is thoroughly
conversant with the old traditions and his contemporary thought-
currents. Being contemplative by nature, he scrutinizes others’ views
very severely and reflects on them with an independent mind. By virtue
of this twofold faculty he knows well what to accept and what to reject.
"What I think fit [ will accept, what I think unfit, [ will summarily reject’,
is his motto. Consequently, he most unfeelingly criticizes the wrong
views but equally most feelingly advocates the right ones. He shows
his readers how to read, understand and enjoy poetry fastidiously and
scientifically. He has not only competently compiled the principles of
the theory of literature thrown up by his predecesors here and there, but
has also given them a systematic shape. As a result, he has earned the
dignified status of the 'Founder of Indian poetics'. Almost every literary
theory established during the process of evolution of Indian poetics in
the post-Bh period, appears either directly stated or indirectly implied
in his treatise. We shall now discuss in the chapters to follow the
various topics treated of by Bh.

*
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2. The Beginning Of Indian Stylistics

[1] Kavya means All Types of Creative Writing

As stated in the last chapter kavya, according to Bh, is a charming
work of art accomplishable by sustained and diligent efforts. He has
used the term kavya in a comprehensive sense so as to include in its fold
epic, drama, dkhyayika (autobiography), katha (fiction), muktaka
(independent single verse) and other forms of imaginative literature,
both prose, verse and mixed, written in Samskrta, Prakrta, Apabhramsa
or any other language the author concerned knows well (KL,1/16-18).
In view of this, the process of composing a poem which Bh has discussed
at the end of the first pariccheda of his work is evidently applicable to
all the above forms of literature. He is fully conscious of the fact that
every literary composition, small or large, expects a prolonged and
multi-aspectual preparation, both intellectual and mental, from the
author. He has expressly stated this conviction in the following karikas:

‘Sabdaschandobhidhanartha itihdsasrayah kathdh |

Loko yuktih kalasceti mantavydh kavyagairhyamf |/

Sabdabhidheye vijiiaya krtva tadvidupdsanam |

Vilokyanyanibandhansca karyah kavyakriyadarah [/’ [KL, 1/9-10]
meaning : 'One who aspires for lasting fame should first acquire a
knowledge of all the knowable subjects and then attempt at composing
a poem. Those who wish to try their hand at literary compositions
should, through a diligent study, master the principles of grammar,
prosody, lexicology, semantics, historical and legendary narratives,
the worldly life, logic, the sciences relating to music, dance, sculpture
and such other arts. They should also gain conversancy in the usages
and shades of meanings of the words from the experts in the field.
Similarly, they should closely study literary works of the past and
contemporary writers. It is only after this preliminary exercise is over
that they should begin to compose themselves.’

After having given this advice to the prospective creative writers,
he turns to the interpretation of the process of creative writing.
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[2] The Stanza Describing the Creative Process

The stanza concerned reads as under :

‘Etadgrahyani surabhi kusumani gramyametannidheyam

Dhatte Sobham viracitamidan sthanamasyaitadasya |

Malakaro racayati yatha sadhu vijiiaya malam

Yojyani kavyesvavahitadhiya tadvadevabhidhdanam [/’ [KL,1/59]
meaning : 'Just as the garland-maker makes the garland after knowing
pretty well that this fragrant flower is acceptable (that is, worth stringing),
this another one being wild is discardable; this, on being strung, would
look attractive; this is the appropriate place of this another (flower) or
this is the right place of this flower; and this is the right place of that
another flower; so also the poct should first attentively examine the
words from different angles and then use them in his poem.’

Bh has likened the act of composing a poem with that of stringing
a garland. Both the poet and garland-maker produce pieces of beauty
which give pleasure to the appreciators of beauty. Both work in a
similar manner. Flowers with different fragrances and of various forms,
kinds and colours are available to the garland-maker. Similarly, words
of different sounds, meanings, forms, types and associations are
available to the poet. The garland-maker is required to take into account
the length of the garland, the objective for which it is intended to be
used and the above-mentioned four characteristics of the flowers before
making their final selection. Consequently, the act of intertwining and
setting aside the flowers continues till the final sclection completely
satisfies him. Similarly, the poct is obliged to consider the extent of the
literary picce, its tone and the above-listed five peculiarities of the
words simultaneously to be able to pick or choose the useful words
from amongst the available ones. Consequently, the act of placing and
erasing the words goes on and on until their final selection gives the
poct complete satisfaction. Thus, this function of trying and removing
is regulated, at one and the same time, by three forces, namely, the
science of beauty, the cultural values and the human psychology. Since
both the garland-maker and poet are producers of 'works of beauty’,
they are legitimate constituents of the developed human culture.
Therefore, Bh's comparing literary composition with the garland making
is at once appealing. Now let us try to understand the significance of
cvery word in the above stanza vis-a-vis its corresponding notion as
found in the modern western stylistics.

;
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[3] Etadgrahyam Surabhi Kusumam

Bh has at the outset considered the fragrance of flowers in the case
of the garland. Although there are four characteristics of flowers, as
stated above, the most prominent one is their fragrance. It is the pleasing
odour of flowers that every flower-lover loves to enjoy first. Even as
fragrance is the prime quality of the flower, so also meaning is the soul
of the word. It is on the meaning that the whole importance of a word
rests. It is called arthatattva. Just as a flower becomes worthy of being
strung by virtue of its fragrance, so also a word proves to be useable in
a poem by virtue of its most appropriate meaning. Bh fully realizes that
every word has two values, sound and sense. In his opinion, verbal
grace achieved through grammatical perfection is the beauty of sound
(‘supanm tiriani ca vyutpattini vacam varichantyalarikrtim’ - KL,1/14),
there are two types of figures of speech, those of sound and those of
sense (‘Sabdabhidheydlarikarabhedadistam dvayanmi tu nah’ - ibid., 1/
15); some literary compositions are only swecet to listen to
('....geyamivedanitu kevalani Srutipesalam’ - ibid., 1/34); and alliteration
and rhyme are the figures of sound (ibid., 2/5-21). Though Bh has
described the sound aspect of the word in these asscrtions, he has
emphasized the meaning aspect of the word in the following statements:
the poem which lacks meaningfulness, well-tumced expression, decency,
logicality and intelligibleness is bad poetry howsoever musical it may
be

(‘apustarthamavakrokti prasannamrju komalam |

bhinnam geyamivedani tu kevalan SrutipeSalam ||’ - ibid., 1/34),
even a long poem like an epic ought to be full of refined words and
graceful mcanings

(‘agramya$abdamarthyani ca salankdranm sadasrayam’-ibid., 1/19).

Again the poctic defects as neyartha, klistartha, anydartha, avacaka,
avuktimat, Srutidusta and arthadusta which Bh has discussed before
describing the creative process, all belong to the meaning of the word.
These details go to indicate that Bh attaches more importance to the
mcaning than to the sound. It is because of this that he advises the
would-be poct to consider at the outset the meaning of the word from all
angles. This mecaning alone lends kavyatva, literary quality, 1o the
pocm, and also makes it pleasurable. Besides, it gives the poct name
and fame and arouses admiration toward him and his poem in the mind
of the appreciator.
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{4] Gramyametannidheyam

The garland-maker sets aside the flower which he finds to be wild
and does not string it in the garland. The word gramya, wild, denotes the
lack of refined taste. The garland-maker realizes that a man of taste
would not accept or wear a garland in which a wild flower is intertwined
and would, therefore, throw it away. Similarly, the poet is compelled to
drop words with indecent sense or which are unseemly and which are
commonly used by the rustic. The poet has got to be on the alert for
such words while they strike him during the creative process or while
making a fair copy of his poem.

According to Bh the words as vit (= excrement), varcas (=semen
virile), pravriti (=secretion) etc., are $rutidusta (KL,1/48-49), liriga
(=gender), chidra (=the female organ of gencration) and such others are
arthadusta (ibid., 1/50-51) and the part ydbha of the word
Sauryabharana, being expressive of copulation, is kalpanddusta (ibid.,
1/52).

Bh seems to lay more stress on the decency of language. He
expects an epic to be full of decent expressions; he prefers even a
gaudiya (= a literary composition in the eastern style) poem if it were
devoid of indecency and considers the word pindi$ira (given to eating
balls of rice one after another) vulgar. On the whole, Bh contends that
the poet ought to use a word in a poem only after examining it in the
light of many criteria, viz., its acceptability to the educated, conformity
to good taste, flawlessness and absence of local or regional tinge.
There is a great similarity between these concepts of Bh and those held
by western stylisticians. For instance, Brooks and Warren maintain :

'In the first place there is what may be called the dignity and social
standing of the word... it would be foolish to welcome our elder statesman
by complimenting him on being "wise and venerable guy.”

(Fundamentals of Good Writing [FGW], Dennis Dobson, London,
1968, p. 348).

Marjorie Boulton takes the same stand as Bh does, when she says:

"On the other hand, some words are not easy to pronounce in public
because the associations are painful, sordid or embarrassing”

(The Anatomy of Poetry [AP], Routledge and Kegan Paul Ltd,,
London, 1968, p. 117).

All in all, an indecent word is always to be avoided in any good
literary composition and if ever such a word were found to have been
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used in the rush of writing, it should promptly be removed while making
a press copy. This then is, in a nutshell, Bh's line of thinking.

[5] Dhatte Sobham Viracitamidam

When a garland-maker notices some shortcoming in a certain
flower he is in two minds, whether to string it or not. But after a littie
reconsideration, he feels sure that he would use his skill and turn the
graceless flower into a graceful one. After such a determination he
strings that flower in the garland. Similarly, the poet feels at first sight
that a certain word 1s defective and hence unusable. However, on
reflecting a little, he feels confident that by virtue of the intrinsic
elegance of the topic, the word would lose its defectiveness and would,
if sclected and used, add to the beauty of the poem. Thereupon he
cxercises all the skill at his command and infuses the blemished word
with beauty. Bh has demonstrated with the help of his own illustrative
verses (KL, 1/54-58) how ganda (=cheek), a jarring word appears to
greater advantage as a result of its orderly placement and klinna
(=wet), a word unpleasant to listen to attains beauty due to the
charmingness of the describable subject.

In brief, poet is supposed to exert dexterity, imagination and subtle
aesthetic sense in the ‘choice of words'. The westem stylisticians seem
to be in agreement with Bh in this behalf. Turner, for instance, says :

"A scheme of language is never complete and static, because
language is always being put to new uses and adjusted to them, or
resharpened for old uses, particularly for occasions where people like
to be emphatic. Vocabulary, the least rigorously systematic part of
language is especially subject to innovation” [Stylistics, Penguin Books,
England, 1977, p. 16].

Bowden also lays stress, as does Bh, on the poet's skill and
comments :

"Mere size of personal vocabulary, however, is not the test for the
writer, but rather the skill and exactness with which he can use the
words which are at his command.”

[An Introduction to Prose Style, Rinehart and Company Inc., New
York, 1956, p. 3]

While concluding the discussion on this point, Bh advises the
poets to use both the defective as well as flawless words to create
literary beauty [‘tadvadasadhiyah sadhi'yasca prayojayet’ - KL, 1/58).
This piece of advice, especially the advice to use even the defective
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words to produce poetic beauty, is notably remarkable in that it is
absent in the western thinking.

[6] Sthanamasya

The expression Sthdnamasyaitadasya in the stanza under
consideration can be split into two ways, yielding two distinctive
meanings. First, the expression can be split as sthanamasya and
etadasya, meaning , 'this has place (in the poem)' and ‘this is the place of
this word,' respectively. In another way the expression should be read
as a single unit, meaning, 'this is the place of this (word) and this is the
place of this another (word).' Let us first consider the meaning according
to the former split.

When the garland-maker finds himself in doubt whether a certain
flower is worth stringing, he decides to string it sometimes merely
intuitively and sometimes for some other reason. In the same manner,
when the poet is in doubt about a certain word, he either listens to his
‘inner voice' or takes into account his intent, the genre, the effect he
wants to arouse through his composition, the context or the sheer
intuition and selects and uses that word in his poem. The stimulus of
the ‘choice of word' as implied in the above expression is the same as
the one described by Brooks and Warren in their following words :

"...When we choose words we choose them in relation to other
words, in relation to some general subject and our general intention
concerning that subject and in relation to our attitude towards the
reader...” [FGW p. 11] -

[7] Etadasya

The garland-maker is expected to pay attention to two factors at
one and the same time, namely, the colour combination and the formal
harmony. He decides upon the place of a certain flower in the garland
with due respect to these two controls. The poet is required to pay heed
to many aspects such as grammatical correctness, the restriction of the
word order, rhythm, mutual associations of the words, the emotional
effect intended to be aroused etc., before he can sclect and use ‘the
proper word in its proper place,’ in the poem. A couple of examples will
help make this point clear. Read: 'yasya viryena krtino vayam ca
bhuvanani ca' (meaning, 'whose valour has delighted us as well as the
three worlds'). If the places of vayar and bhuvanani be changed and the
sentence be altered to read as : 'yasya viryena krtino bhuvanani ca
vayani ca,’it would throw up an ungrammatical expression. Similarly,
the thythm we feel in the sentence, 'bhavantamantarena kidrso'sya
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drstiragalh’ would be totally lost if we were to alter the word order as
‘kidrso’sya bhavantamantarena drstiragah’

Thus proper choice and use of the proper word is the secret of
producing poetic beauty and of delighting the appreciator. This view-
point of Bh is as it were substantiated by Vallins who says :

"We are reminded that the words properly used arc never mere
counters. They communicate not only with our minds, but also with our
hearts and emotions.”

(The Best English [BE], Andre Deutsch, London, 1960, p. 29)

[8] Sthanamasyaitadasya

The garland-maker is required to take into consideration the relative
places of different flowers, besides their colour and shape because
every flower helps maintain a harmony with those around it and the
flowers strung at little distances raise clusters of associations which
reinforce one another. Many such clusters unite to make up a work of
art. The same principle applies to poetry. Bh knows this fact well and,
thercfore, states that this is the proper and effective place of this word
and that is the proper and effective place of that another word. The
principles of the context of words or their mutual associations and the
relative areas of their effects underlie the above conception. Let us
consider an illustration to elucidate this point. The first half of the first
stanza of Kalidasa's epic Kumdrasamibhavam rcads thus
‘astyuttarasyani disi devatatma Himalayo nama nagadhirajah’. The
verse describes the Himalaya, the highest mountain in the world. The
mountain is existing there for ages. Thus it is immortal like Gods.
Therefore, the verbal asti, meaning, 'is' used in the above stanza is most
appropriate. This also means that the words asti and devatatma are
quite in accord with each other. The latter half of the above stanza reads
thus: ‘pirvdparau toyanidhi 'vagahya sthitah prthivyd iva
manadandah’. The word sthitah in this half which also means 'is’ is
related to the expression, ‘having entered the eastern and western
occans'. That is to say, the place of asti in the former half is appropriate
and that of sthitah in the latter half is also appropriate. Thus, asti is
connected with sthitah via devatama and sthitah is connected with asti
via pirvdparau etc., In this way, all these words are interconnected and
impinge upon one another. Bh displays in sthanamasyaitadasya his
acquaintance with the concept which is very popular with the western
stylisticians. Winifred Nowottny, for instance, asserts :

"....Ultimately C{iticism of diction resolves itself into consideration
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of the interplay of certain words in a certain context; single words bring
to the poem a potential of power which derives from their usage outsidc
the poem but the power is not set to work until it combines or collides
with other potentials brought into the poem by the other words it also
uses."

[The Language Poets Use, The Athlone Press, London, 1975. p. 46}
The same notion finds expression in the following excerpt quoted from
the collection of essays edited by D. C. Freeman :

"Nevertheless an awareness of current work by linguists on the
theory of lexis is already valuable in that it throws light on certain
aspects of "chain” (one thing after another) and "choice” (one thing
rather than another) relationship in language not revealced ecither by
grainmar or traditional lexicography."”

[Linguistics and Literary Style, Holt, Rinehart and Winston, Inc.,
New York, 1970, p. 79]

It will be clear from the above discussion that Bh, the thinker, was
quite ahead of his times.

[9] Sadhu Vijhaya

The garland-maker should make the garland only after thoroughly
considering all its features such as the length, the purpose for which it
is intended to be used, the occasion of its use and the fragrance and
other qualities of the flowers to be used. Bh seems to maintain that the
dexterous garland-maker indeed works in this manner. So alsothe poet
should, through prolonged and profound study, acquire a knowledge of
the various characteristics of words belonging to the five categories,
namely, dravya, kriya, jati, guna and yadrccha (KL, 6/21), used in the
three literary languages, namely, Saniskrta, Prakrta and Apabhramisa
and conveying innumerable meanings. This task is not easy as it
overtly appears to be. Because the task of understanding and memorizing
the countless words and their equally countless meanings is almost
impossible (ibid.,). The painstaking poet should try to bring this task
within his ken by holding discussions with the diligent scholars (ibid.,
1/10). This done, he will gain the knowledge of the words which would
fill the bill.

Of the western thinkers Warner seems to concur with Bh in this
regard when he says :

"Words arc many and various, they arc subtle and delicatc in their
different shades of meaning, and it is not easy to find the ones that
express precisely what we want to say. It is not only a matter of having
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a good command of language and a fairly wide vocabulary; it is also
necessary to think hard and to observe accurately.”

[A Short Guide to English Style, ELBS and OUP, London, 1964,
p.34]

[10] Avahitadhiya

The garland-maker has necessarily to be attentive to avoid any
negligence in the selection of flowers from different angles and also to
avoid any likely error in stringing the sclected flowers in their right
places. Similarly, the poet should select the most appropriate words
from amongst those uncounted ones in various languages to suit his
proposed composition. Bh advises the poct to achicve this task by
concentrating all the intelletcual faculties. Vamana, another medieval
Indian literary theorist who lived around 800 A.D., states that avadhana,
concentration, is absolutely necessary for a literary composition,
(‘cittaikd@gryamavadhdanam || cittasyaikagryam bahydrthanivrttih
tadavadhanam [| avahitam hi cittamarthén pasyati /|’ (KLS, p. 11). He
further adds that the concentration of mind means the drawing away of
the mind from all the external subjects. Such a concentrated mind alone
is able to see the real 'self of an object. Rudrata, another post-Bh
poetician, has also emphasized the inevitability of concentration for
poctical compositions (vide, Kavydlarikdra, Nimayasagar Press,
Mumbai, 1928, p. 8). Namisadhu, his commentator, clarifies that should
the concentration be disturbed even an epic poet could commit blunders.

William Styron, the American novelist, wants complete silence
around him when he is busy writing. He says :

“The actual process of writing, though, demands complete, noiscless
privacy without even music, a baby howling two blocks away will drive
me nuts.” (Writers At Work, First volume, Secker and Warburg, London,
1958, p. 243). In a word, the meritorious, flawless and charming creative
writing expects the writer to concentrate his full attention on the act of
writing. Even the western thinkers are in agreement with Bh in this
matter.

[11] Tadvad Abhidhanam Yojyam

Rigorous examination, fastidious selection and judicious
employment are, according to Bh, the three stages which the words
undergo in order to attain the status of a delightful literary composition.
But he does not just stop by merely stating this threefold verbal process.
He goes on to explain at length and with illustrations which words are
prayojva (useable) and which words are aprayojya (unuscable) in
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literature. The kdrika which sets out this topic reads as under :

Vakravdcanm kavinam ye prayogani prati sadhavah |

prayoktuni ye na yuktdsca tadviveko'yamucyate [/’ [KL, 6/23]
meaning :

‘The language of the poets is oblique, deviant or charming. In
accord with that language, the use of certain words is pleasing, while
that of certain other words is not pleasing. These two types of words arc
now being discussed.'

Bh, it should be noted, is the first Indian poctician to glorify the
pocts with the epithet, vakravak, gifted with charming language. That
'the language poets use' is not simple and direct as the one being uscd
in daily life or in scientific discourses and that certain words are worthy
of being used in creative writing and certain others arc not so, are the
two important points which Bh has made in the above stanza. Of these
two points the first one will be treated in the chapter to follow. Here let us
consider the latter one. Bh has discussed this point from the point of
view of grammar. In his opinion those words which Panini, Katydyana
and Pataiijali regard as grammatically correct should be taken as
poetically agreeable. However, there are certain other words which are
poetically unpleasant and therefore rejectable though they are
grammatically acceptable. Thus Bh wants to suggest that although
poetry and poetics follow the rules of grammar, they also follow their
own norms and values, without any disregard to grammar. This is a
very important thought Bh has put forward. It would be interesting to
know whether the western stylisticians have to say anything on this
issue and if so, what it is like.

Surprisingly Vallins' views reproduced below resound as it were
those of Bh :

“The significant or evocative words are nouns, main (as distinct
from auxiliary) verbs, adjectives and adverbs. It is by his choice and
use of these that the writer achieves the 'glowing sentence’ as Montague
has it; achieves also the effective sentence, whether the words are not
so much evocativeas apt.” | BE, p. 30]

While Vallins applies the test of grammar to determine the usefulness
or otherwise of certain words, Marjorie Boulton applies the test of
associative field for the same purpose as is evident from her observation
quoted below @~

"The idea that some words were morc suited to poetry than others
was probably an early consciousness of the power of a word's
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associations, and there is enough truth in it to make its acceptance
understandable.” [AP, p.121].

Bh should indeed be complimented for having realized and
discussed this important problem about fifteen hundred years ago. Let
us now study his views in detail. First, let us consider the aprayojya
(unsuitable) words.

[12] Aprayojya Words

(i) Aprayukta = those which cause confusion in the mind
(‘cetahsammohakarinam’ - KL, 6/24). For example, the root han (2P.)
means-both ‘tokill' and 'to go'. But the latter meaning is not in vogue. As
a result, if one were to say, 'Ramah gramam hanti’, the hearer would
certainly get confused. For the verbal hanti is not capable of expressing
the sense 'goes’. Bh has tackled this point once again while discussing
the apratita dosa (1bid., 6/26), which means the use of a polysemous
root to convey a noncurrent meaning. Such a use of the root han is
aprayojya.

(i) Durbodha = a word derived from a farfetched rule of grammar
(ibid., 6/25). For example, the word §rautra derived by affixing an to
$rotriya means 'of or relating to §rotriya.' But this meaning is not easily
intelligible. It can be understood only by the lcarned grammarians. A
common reader is required to wrestle with the writer to get at the
meaning [cf. "the reader is required to wrestle with the writer before the
latter yields his full meaning."- BE, p. 33]. '

(iii) ApeSala = harsh, jarring or rough. The expression,
‘bhabhrechiro’rcitarighreh prthukirtidhisnya ' (KL, 5/63), is a glaring
instance of the absence of tenderness or sweetness. Bh disapproves of
the formations like $dstrika and aksika (ibid., 6/52) which are difficult
to utter and jarring to the ear. According to him the comparative degree
formations patutara and laghutara (ibid., 6/54) of patu and laghu
respectively make a harsh sound and are therefore unagrecable. On the
other hand, the comparative formations patiyan and laghiyan of the
same bases are pleasing to the ear and hence kavya-worthy. The same
rule applies to the harsh sounding coalition of t and § as in etachyamam
(ibid., 6/60)

Vallins also considers harsh sounding words to be poetically
distasteful. Says he :

"On the choice of words, depends, too, the avoidance of ugly sound,
cacophony...." [BE, p. 34].

(iv) Gramya = wild, rustic, unrefined. This point has been elaborately
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considered under section 4 above.

(v) Aparthakam = meaningless. For instance, the word dittha (KL,
6/25). This word, when uttered, does not convey any sense. Bh has
elsewhere (ibid., 4/3, 4/8) discussed the poetic blemish called apartha,
wherein the whole expression has no meaning, whereas in the present
case only the word is devoid of a meaning. This is the difference
between the two aparthas.

(vi) Jiigpakasiddha = a word formed by twisting the rules of grammar.
For example, the root dhyai (1P.) yields the third person singular form
dhyayati as per the normal rules of grammar. But the jidpakasiitra
gives the form dhydti which Bh advises to reject (ibid., 6/26). In the
same way, the genitive compounds as ghatanirmdaid (= potter),
dhanahartd (= thief), granthakarta (= author), odanapdcaka (= onc that
cooks rice), kipakhanaka (= one that digs a wcll), tadgamaka etc.,
derived by the application of jadpakasiitra should be avoided (ibid., 6/
36-37). It should be noted in this connection that though certain verbal
formations have the approval of the grammarians, Bh tends to reject
them on aesthetic grounds. One of the five rules as laid down by H. W.
Fowler in his 'The King’s English' (Good English [GE), London. 1949,
p- 186) namely, 'Prefer the familiar word to the farfetched.' is applicable
to the rejectable words described above.

(vii) Sistokta asuddha = ungrammatical word-form used by a
grammarian. According to Bh such a word should not be treated as
standard or acceptable but should be considered unuseable (KL, 6/27).
Althoughk Panini himself has used the words as tatprayojakah
(Pa.1.4.55), janikartuh (ibid., 1.4.30), they should be taken as used for
the sake of brevity necessary for a sitra-work. Bh is of the opinion that
the budding poet should not regard such word formations as ideal.

Isaac does not consent to such a grammatical rigidity for two
reasons: that a knowing reader can intuitively and with the help of his
knowledge of the language, decide for himself whether a certain word or
expression is grammatically correct or not, and that the grammatical
correctness cannot always be equated with meaningfulness. [An
Introduction to the Theory of Transformational Generative Grammar,
Trivandrum, 1974, p.7]

(viii) Vaidika = words used only in the Vedas, the scriptures. For
instance, the Vedas approve of devail and devebhih as the instrumental
plurals of the word deva. However, the modern Saniskrta poet should not
use the archaic form devebhih, is Bh's advice (KL, 6/27). Herbert Read,
the westem stylistician, also exhorts the modern English poets to avoid
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the use of ancient, Latin and foreign words and/or expressions. (English
Prose Style [EPS], Ludhiana, 1968, p. 9-10)

(ix) Vrddhi = the lengthening of vowels. The third person plural of
the root myj (1P.) could either be marjanti or myjanti. The former is with
vrddhi, the latter without vrddhi. Bh rcgards the latter as avoidable
presumably because it appears flow-blocking as compared to the flowing
former.

(x) Vistrta = expanded or elongated. Both "ghatam karoti' and
‘ghatayati’ convey the same mcaning, namely, 'he makes an earthen
pot'. But the latter is saniksipta while the former is vistrta. Bh prefers the
latter to the former (KL, 6/33). Though paurandara and paurandari are
both derived from the base purandara, God Indra, Bh discards the flat
paurandara and accepts the curved paurandari (ibid., 6/51). Similarly,
he maintains that in the same sentence or verse, there should not be too
many o-s, as, for example, gato, y@to, hato etc., because they make the
expression frowzy and graceless (ibid.. 6/61). }-or the very reason, the
words mala, maya and mekhala which are ovenmuch flat or open should
be avoided and their counterparts mali, mayi and mekhali with ini-
suffix and malika, mdyika and mekhalika with than-suffix should be
chosen (ibid., 6/57).

Vallins has made the following observation in connection with the
above point :

"This matter of economy or precision is all important. There is such
a thing as word-intoxication... The trouble is that once the writer is even
mildly word- intoxicated the words themselves begin to take charge.”
[BE p. 32]

However, it should be borne in mind here that Bh has added three
more items, namely, flatness, frowziness and openness to Vallins’
word-intoxication,

(xi) Paiicamyanta avyayibhava : The word - forms like upakumbhan
(= near the pot), apadifdt (= in the midst of the directions) and others,
which are called ablative gvyayibhava compounds (KL, 6/34) and the
compound words as janumatra (= up to the knee), nitambamdtra (= up to
the waist) and irumatra (= up to the thigh) which are expressive of the
extent (ibid., 6/55) do not find favour with Bh presumably for the lack of
sweetness or roundness in them.

(xii) Avakra = non-deviant = commonplace. The words diva (= by
day) and rdtrau or nisaydm (= at night) are quite common and therefore
ineffective. Instead, vahadgu and tisthadgu are at once fresh and hence
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arresting (ibid., 6/35). The point that Bh wants to drive home is that a
good poet should avoid overused and inefficient words.

Thus if we were to draw up a list of unuseable words it would
include those that are confusing , unintelligible, harsh-sounding, insipid,
coarse, unmeaning, farfetched, ungrammatical, archaic, jamming,
lengthy, flat, graceless, frowzy, unpleasant, overdone and commonplace.
They cover common nouns besides proper nouns, verbs, adjectives and
adverbs. Thus it will be seen that Bh's views in this respect surprisingly,
totally concur with those of Vallins reproduced under section 11 above.

Let us now review the words which Bh considers to be prayojyai.c.,
useable in or useful for poetic compositions.

[13] Prayojya words

While launching upon the discussion of this topic Bh has advised
the poets to use the traditional, sweet (= pleasing to the ear) and
meaningful words. He has lent weight to this discussion by stating the
comprehensive principle that 'the beauty of words in poctry surpasses
all other kinds of beauty' (‘atisete hyalarikaramanyam vyaijanacarutd@
- KL, 6/28). He avers that the qualities as prasdda and others, the
absence of the poctic defects as neydrtha and the like, and the presence
of upama and other figures of speech are, no doubt, the commonly
accepted beautifiers of poetry; but the verbal beauty is the supreme
beautifier. It is precisely for this reason that he has suggested to the
pocts to ust the words after due attention and circumspection, in the
stanza, etadgrahyanietc., [section 2 above]. Again, from the same point
of view he has considercd the words that are usable and unusable in
poctry. Thus there is a perfect logical consistency is his preaching and
practice.

[14] Cognizance of Changing Language

Before we acquaint ourselves with the ‘'uscable words' as considered
by Bh, we should realize the importance of the awareness of the changing
and developing nature of language shown by Bh.

Around five hundred years elapsed from Panini to Katyayana to
Patarijali, the munitraya of the Samiskrta grammar. During this long
period numerous phonemes, words, meanings, sentence structures and
other items added to the Saniskrta language. It underwent changes and
developed considerably. Bh has studied all these transformations or
vicissitudes and approved of all those verbal formations as advocated
by the munitraya. For instance, Bh regards Yajfadattena bhuktani (eaten
by Yajiiadatta) and asind chinatti (cuts with a sword) accepted by
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Panini as useable. So also prakrtyd manoharah (charming by nature),
svabhavena krpanah { thrifty by nature) etc., as advocated by Katyayana
and Patajali (KL, 6/30). Bh is favourably disposed toward paricardjt,
triloki, puruhitasabham, i§varasabham and similar other forms obtained
from the varttikas (ibid., 6/38). In his view, the Paninian form sarva and
the Katyayanan form sarviya, meaning, 'for the benefit or in the interest
of all," are both equally acceptable. Thus it will be evident that Bh has
paid full attention to the factuality that the language is ever changing
and developing and therefore the linguistic elements thrown up by this
transformational process must necds find place in the theory of literaturc.
His view-point can well be compared to that of Turner quoted earlier
under section 5 above.

[15] Grammatical Forms

Although Panini himself has taken liberty with the language to
suit the stitra style of his work, the modem poet, exhorts Bh, should not
emulate Panini but should usec the expressions as Vitrasya hantd (= the
killer of Vrtra), granthasya kartd (= the maker of a book), kipasya
khanakah (= the digger of a well) which are in tune with Panini's rules
(KL, 6/36-37). Similarly, the poet should use the formations such as
bhriavate (= that which is not excessive, intense or powerful becomes
s0), §fghrayate (=that which is not spcedy becomes speedy), unmandyate
(= onc who was not excited in mind has become so), upeyusam, dadhus,
sarigati, sanihati etc., (ibid., 6/36-37, 39, 42-43, 46-47, 49). In this
connection he expressly shows his preference to some grammatical
forms. All terminations like trn, yuc and others are expressive of tacchilya
(=the disposition). In spite of this commonness, Bh considers yuc-
ending words as calana, kampana, krodhana, bhiasana etc., kurac-
ending ones as vidura, bhidura etc., varac-ending ones as sthavara,
iSvara, bhasvara, vikasvara etc., and isnuc -ending oncs as alaikarisnu,
nirakarisnu etc., 1o be more desirable ('visesena tatresta’ - ibid., 6/48).
That is to say, if the 1rm-ending words are desirable, the yuc - etc.-
ending ones are more desirable. So also the nic-formations as $abalayati
(= makes variegated), vijayati (= fans) and such others are the most
graceful ones (‘atitarani bhati’ - ibid., 6/44) and are the beautifiers of
the highest order (‘alarikrtih pard’ - ibid., 6/46). Thus, Bh has considered
some grammatical forms from two angles, namely, the comparative -
superlative degree and the scale or level of meaning This clearly brings
to the fore his subtle and profound aesthetic sense. True, post-Bh
Vimana also has considered the defectiveness and otherwise of the
words from the point of view of grammar. He has, however, not considered
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their usability and charmingness. This then is the outstanding feature
of Bh's treatment of this topic.

[16] Arthagaurava = Depth of Mcaning

The skill of expressing the deepest meaning in the fewest words is
considered the sign of a great writer. Bh's consideration of some uscable
words evinces his realization of this principle. He proposes that, it is
desirable to use the abridged word forms as varunau, indrau, bhavau
etc., derivable as per Panini's sitras 1.2.64, 1.2.67 etc., insted of the
separate word-pairs varuna, varundani,; bhava, bhavani etc., joined by
the conjunction ca. The sentences kumbhasya karta ghatayati and
kumbhasya karta ghatani karoti convey the same meaning, namely,
'potter makes the pot'. Nevertheless the former sentence is shorter than
the latter one (KL, 6/33). Similarly, the use of the single word phalin is
poetically most suitable because it expresses the wide meaning, ‘the
tree having many fruits' (ibid., 6/56). In these instances Bh has focussed
his attention on the concept of the conveyance of deep meaning with
brief phrasing. Among the western thinkers, P. Gurry, for instance, has
described the importance of this notion as under :

".... So we have here a very valuable idea: by our use of certain
words rather than others we can make our speech and writing economical,
and therefore neat and direct; and we can therefore present to our
rcaders and listeners just those things and items of thought and
experience that seem to be the most important to us.” [GE, p. 22].

[17) Srutisukham = Sweetness. .-

Bh regards some word formations as the fittest because of their
being soft (or tender), flowing and sweet. Such words include, for example,
marjanti (KL, 6/31), upakumbham, apadisam (ibid., 6/34), halabhida,
surucam, vidyutam (ibid., 6/40), anibhasd, bhasa, anibhasam, yasasam
(ibid., 6/41), paurandari, maharajanam, laksika, raucanika (ibid., 6/
51), mekhali, mdli, mayi, mekhalika, malika, mayika (ibid., 6/57), dadhati,
aniti, jaksiti, roditi, §vasiti, svapiti (ibid., 6/58), dadat, dadhat, bibhrat
(ibid., 6/59), paddhati (ibid., 6/61), etc. Bh prefers certain words in
certain numbers and with certain case-ending only. For example, the
instrumental singular and genitive plural formations only of anibhas
and bhas are useable, the rest rejectable. It would be interesting to
compare Bh's views in this regard with those of the western theorists.
According to Vallins, for example, 'In the best prose the sound effect of
the individual word is never artificially contrived. It is there in the
natural order of things.’ [BE, p, 34]

/

/
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As to the choice of words vis-a-vis an author's style, Marjorie
Boulton observes as under :

"When we are studying a writer's choice of words, the questions that
are of interest are...does he seem to use words consciously for their
sound? ....has he any favourite words his liking for which may perhaps
be significiant? It may be an interesting proof of the importance of the
choice of words in shaping an author's style...." [The Anatomy of Prose,
Routledge and Kegan Paul Ltd., London, 1962, p. 8].

[18] Synonyms

Bh has to offer some guidance 1o the poets even in the matter of the
selection of synonymous words. To him both the Paninian formation
sarva and the Katyayanan formation sarvi'ya (= beneficial to all) are
equally acceptable and useable (KL, 6/53). But he holds a different
view with regard to the abstract nouns. He has a liking for imanic -
formations (as patima, laghima, etc.,) and i'yasun-formations (as patiydn,
laghiyan, etc.,) only (ibid., 6/54). He has shown similar discrimination
in the case of words expressing extent or measure. For example, the
meaning, ' the river is waist-deep’ could be expressed by either of these
three sentences : ‘nitambadvayasi sarit’, ‘nitamibadaghni sarit’ and
nitambamatri sarit’. Bh, however, considers the first two sentences (o
be desirable and the last one avoidable.

Let us pay attention to the views of the western thinkers in this
behalf. Brooks and Warren state : "Actually the writer faces quite
another kind of situations instead of one word and only one word for
each thing, he ordinarily finds competing for his attention a number of
words all of which denote exactly or approximately the same thing...."
[FGW, pp. 335-36]. Ullmann explains in the following words how a
writer confronted with more than one equivocal words or structurcs
makes the selection to express himself effectively :

"If more than one word is available for the expression of the same
idea, the writer will select the one which is best suited to the context, the
one which will carry the right amount of emotion and emphasis which
will fit most harmoniously into the phonetic structure of the sentence
and which will be best attuned to the general tone of the utterance.”

[Semantics An Introduction to the Science of Meaning, Oxford,
1972, p. 151}.

[19] Vakra Prayoga = Deviated Expression

Bh advise to use the words tisthadgu and vahadgu for 'at night'
and 'by day' respectively. These two words are derived according to
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Panini's sitra, tisthadgu prabhrtini ca (2.1.16). The word tisthadgu
means 'the hour of the day when the cows are standing in the cowshed
for being milked' and the word vahadgu means 'the hour of the day when
the cows are grazing.' Both these words are adverbs and excellent
instances of indirect expressions. The words divd and ratrau which are
commonly used are the most familiar and therefore unattractive. On the
other hand the words tisthadgu and vahadgu are novel and therefore at
once arresting. Realizing this uncommon feature, if one were to express
the meaning, 'that scholar is found studying both at night and by day,’
by constructing a sentence as 'sa vidvan tisthadgu vahadgu ca adhite,’
he would not only attract his readers’ attention but would also give
them aesthetic pleasure. Such expressions are used to arouse certain
emotional effect. Enkvist calls them 'stylistic choices’ and describes
their importance in the following words :

"This type of choice may be labelled stylistic. It is important to
note that stylistic choice exists on a number of different levels, not only
in lexis. It may involve phonetic features (special voice quality, specch
rate, etc.,), phonemes (singing, singin’), morphemes (sings/singeth),
words, phrases, clauses, sentences and larger units."

[Linguistics And Style, OUP, Oxford, 1978, p. 17]

Bh's above line of thinking is quite in agreement with the doctrine
‘vakrabhidheya$abdoktirista vacamalarnikrtin® (KL, 1/36), propounded
by him in the first pariccheda of his work.

A thinking poet should reject the aprayojya words listed in section
12 above and use the prayojya ones discussed in sections 15 to 19. A
poem thus composed will be tender, meaningful, deviant, decent and
easily understandable and will not only gladden but also madden the
lovers of imaginative literature.

We have in the foregoing section examined, in detail, the indepth
and comprehensive consideration of the process of creative writing,
that Bh has made in his work. It now behoves us to know whether any
one of the post-Bh theorists is influenced by his discussion of the
present issue and if so, who and in what way.

[20] Bh's Influence on Later Thinkers

Vamana, an eminent post-Bh poetician, states in so many words,
reproduced below, what Bh has implied or only dimly said in his stanza
quoted earlier (section 2 above) :

‘Adhanoddharane tavadyd@vaddolayate manah |

Padasya sthapite sthai;yé hanta siddha Sarasvati [/
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Yatpadani tyajantyeva parivritisahisnutam |

Tam $abdanyasanisnata@h Sabdapakam pracaksate [’ [KL, p.11]
meaning, 'As long as the poet's mind is in an oscillating condition (that
is, it cannot firmly decide whether a certain word is or is not appropriate),
the act of using and removing the words continues. But once the exactly
right word or phrasing (mor juste) is selected and used, the poet
delightedly feels as though the goddess Sarasvati (= the goddess of
learning instrumental in the poctical composition) is pleased with him.
During this process of trying and erasing the words, a moment comes
when the words themselves as it were start saying,' Enough is enough.
We will no more tolerate any change.' The poets skilled in organizing
the words call that moment or condition the perfection or maturity of
words.'

Rdjasekhara, another post-Bh profound thinker, draws a thread
from Vamana's above thoughts and states his catubisiitri in the following
words :

‘Adhikasya tydgo, nydnasya piiranam, anyathdsthitasya

parivarttanani, prasmrtasya anusandhanani ca ityahinam [’

(Kavyamimanisd [KM], Oriental Institute, Baroda, 1934, p. 52)
meaning : (during the process of placing and removing the words, as
described above), 'the additional (excessive and thercfore unwanted)
word should be dropped, the wanted one (that is, the one necessary to
complete the sense) should be used, the one used in a wrong place or
order should be removed from there and be used in its proper place and
the one left out through inadvertance should be recollected and put. In
this way the composition should be made flawless.'

Bh has hinted above, inter alia, at the criterion of propriety while
choosing the right word. Nearly all the post-Bh rheroricians including
Rudrat a, Anandavardhana, Kuntaka, Mahimabhat ta etc., have taken
note of this implied principle and discussed it to some extent in their
respective works. The credit, however, of theorizing this principle and of
elaborately discussing it with both for and against illustrations goes to
Ksemendra, the author of the celebrated work Aucityavicaracarca
[Ksemendralaghukavyasarigrahah, Osmania University, Hydcrabad,
1961, pp. 11-62]. After closely considering Bh's discussion of the
uscable and unuscable words, the advocacy of the striking phrasing
like tisthadgu and vahadgu etc., and the frequent reference to the
principle of vakrekti, Kuntaka seems to have come to write his
Vakroktijivitam {V]] (Chaukhamba Sanskrit Samsthana, Varanasi, 1977)

The Beginning Of Indian Stylistics 45



to discuss illustratively six types of vakrokti (=striking expression).
Besides, in his below quoted kdrikd, he has not only upheld but also
expanded Bh's concept expressed in his statement,'sais@ sarvaiva
vakroktiranayartho vibhavyate' (KL, 2/85).

"Vakyasya vakrabhavo nyo bhidyate yah sahasradha |
Yatralarikdravargo’sau sarvo’pyantarbhavisyati [/ " {VI, p. 86]
meaning, 'the obliqueness of the sentence is distinctly different from the
obliqueness of the letters etc., (described above) and has thousands of
sub-types. It includes in itself one and all the groups of figures of
speech.’ In passing, it should be noted here that the similarity between
Kuntaka's views in this regard with Bh's is not incidental but intentional.
Thus it is clear that many later rhetoricians were inspired by Bh's views.

We have discussed in this chapter the topic of the choice of words
in relation to the process of creative writing. Very intimately related to
this topic is the theory of vakrokti which found expression for the first
time in Bh's work in the course of the evolution of Indian poetics. We
shall, therefore, take it up for consideration in the next chapter.
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3. Vakrokti : The Natural Language
Of Literature

{1] The Language Creative Writers Use

The present chapter aims at understanding how Bh has discussed
the concept of the nature of literary language. It is a matter of universal
experience that the words and their meanings go into the making of all
human speech activities, oral and written. Needless to say that the
creative writing also abides by this general convention. Bh has
conceived of a comprehensive principle called vakrokti which includes
both the word and its meaning. We have briefly considered this principle
in the preceding chapter under sections 19-20. It is proposed here to
subject it to a detailed treatment. Bh has used the word vakrokti in his
work at several places and in different contexts. Let us first compile all
those statements and try to comprehend their meanings. This will help
us know the broadness of the concept and the various shades of
meaning it bears.

[2] Vakrata : The Essence of Poetic Beauty

The word vakra has been used for the first time in the opening
pariccheda of the KL. While concluding the discussion of the various
kinds of imaginative literature, Bh assertively says :

‘Anibaddhani punargdthaslokamarradi tatpunah |

Yuktani vakrasvabhavoktya sarvamevaitadisyate |/’ [KL,1/30]
meaning, ‘Again, gathd, Prakrta verses and §loka, Samskrta verses are
called anibaddha (charming verses complete in meaning and irrespective
of the former and latter contexts) poetry. Besides, it is considered
desirable that all this literature is full of the expressions which are
vakra in nature.' Vakra means charming.

The words 'etat sarvam evd' inthe above passage are to be connected
with the names of the five genres of literature mentioned in KL, 1/18 by
means of the yoga tantrayukti (the tantrayuktis will be explained in the
last chapter). This done, we come to realize that the creative writing
belonging to all the five genres, namely, the sargabandha, epic, ndtaka,
the drama with all its subtypes, katha, fiction, akhyayika, autobiography
and anibaddha, loose verses, is expected to be oblique or charming in
phrasing. The ‘eva’ among the above three words is expressive of the
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ekanta tantrayukti which suggests that the poet cannot enjoy any
liberty or concession in this matter. In other words, the above five-fold
creative writing in Sariskrta, Prakrta and Apabhramsa as also in prose
and verse must necessarily be composed in charming words. Bh
presumably intends thereby to convey that in the imaginative literature
the subjects are the same, the language is the same, only the word
structures are different; they are unusual, striking or not commonly
used and are therefore pleasing. As if, in the uncommonness of expression
lies the beauty of poetry (cf. ‘atthavisesa te cia sadda te cea parinamanta
vi [ uttiviseso kavvami bhdsa ja hoi sa hou |/’ - Rdjasekhara’s
Karparamarijari, Motilal Banarsidass, Delhi - Varanasi - Patna, 1963,
p-5)
[3] No Vakrokti, No Poetry

Some of the predecessors and/or contemporaries of Bh tended to
classify literature with reference to the countries of their compositon.
For instance, they held certain kavyas were Gauda-kavyas while certain
others were Vaidarbha ones, named after the respective countries. Bh
regards such classification as illogical (see section 6 [ii] of the first
chapter). According to him, the Vaidarbha kavya possessing prasada,
clarity, lucidity and delicacy but lacking abundance of meaning and
vakrokti is altogether different from good poetry, besides being just
sweet to listen to like music (KL, 1/34). The word vakrokti used here is
suggestive of the uncommon and arresting expression. .-

(4] Vakra Phrasing and Meaning : The Real Beautifiers

Some thinkers maintained that the Vaidarbha kavya was always
superior to the Gaudiya kavya, howsoever delightful the latter may be.
While vehemently opposing this viewpoint Bh declares:

‘Na nitantadimatrena jayate cirutd giram |

Vakrabhidheyasabdoktirista vacamalarikrtih [/’ [ibid.,1/36]
meaning, ‘Only the use of aitdnta, exceeding, and such other words
does not produce beauty in poetry. Both the vakra abhidheya, oblique
meaning, and the vakra Sabdoktih, oblique phrasing, are considered
desirable for creating beauty in poetry.'

The word adi in the above stanza stands for ‘class or category',
which is technically called tacchilya (the meaning of this term will be
explained in the last chapter). The ddi embraces bhrsani, ati, atiaya
and such other words. Bh seems to propose here that an ordinary man
may use, if he so chooses, the words like nitanra, bhrsani, etc., to
convey the meaning 'exceedjng , excelling, surpassing'etc. (because he

/
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is not vakravak) but a poet who is very much a vakravak should
scrupulously avoid using the word nitanta itself but should, instead,
use such expressions as would arouse the 'nitantat@, the state of being
nitdanta, in the mind of the reader. It is probably on noticing the frequent
uses of the words nitanta, bhr$am etc., made by Kalidasa, the best
representative of the Vaidarbhi riti that Bh might have been prompted
to speak in such a vehement tone. In Kailidasa's Rtusamhdram,
[Nirnayasagara Press, Mumbai, 1952] we come across such passages
as, nitantalaksarasa- (1/5), nitantanilotpala- (2/2), nitantaghananila
(3/19), bhrsamutsukasciram (1/9), pracandatapatapita bhrsam (1/11),
ravermayitkhaih bhr$ani (1/13), mayikhairabhitapito bhrian (1/17),
udvejitacetaso bhrsanm (2/11), etc., which are clearly over-loaded with
nitanta and bhr§am. Consequently, they have totally lost their
effectiveness and sharpness. Their power to evoke excessiveness or
excellence has vanished. Bh's above observation, therefore, seems
quite appropriate, considering the passages, as above, in Kalidasa's
(and other poets') compositions.

Under these circumstances the question arises as to what gives rise
to the beauty in poetry? Bh has aptly answered this question saying
that the oblique/charming subject matter and the oblique/charming
verbal expression together produce beauty in poetry. The word abhidheya
which he has used in the stanza under consideration means the subject
matter, which embraces both the relatively long narrative as is found in
a sargabandha, ndt aka, katha and akhydyika as well as a subtle emotion
as expressed in a gatha or a life principle as voiced in a §loka. Read
enjoyably for that matter the following verse :

‘Raktastvani navapallavairahamapi §laghyaih priyaya gunai-

stvamayanti Silimukhah smaradhanurmukta sakhe mamapi |

Kantapadatalahatistava mude tadvan mamapyavayoh

Sarvam tulyam aSoka ! kevalamahami Dhatra sasokah krtah |/’
|[Ksemendralaghukdvyasangrahah, cited above, p. 71]
meaning, 'You arc red because of the tender leaves; | am also reddened
(i. e., affected by love) because of my beloved's praiseworthy qualities.
Bees come unto you, and O friend! the arrows released from the Cupid's
bow come up to me. Just as you feel delighted when a beautiful lady
strikes you with her foot, so also | do. Everything is similar (between
both of us). But, friend Asoka! the Creator has made me only unhappy
(whereas you are®a-$oka, i. ¢. not suffering from unhappiness).'

The above muktaka has no long narrative. It just expresses the
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speaker’s sentiment. In spite of this, the meaning it conveys is out of the
usual run. It is oblique, which fact we realize immediately on reading
the stanza. What is described here is vakrabhidheya as per Bh's notion.
Post-Bh Kuntaka conceived of and discussed the concepts of
prakaranavakratd, the obliqueness of the topic described, and
prabandhavakrata, the obliqueness of the whole composition, probably
on the basis of what Bh has implied here.

Now let us consider the vakra§abdokti, the oblique turn of
expressions in the above stanza. In the case of the agoka tree the word
rakta stands for 'the bloodlike redness of the tender leaves.' With
respect to the lover i.e., the spcaker of the stanza, the same word
conveys the sense 'anurakta', affected by love. The word §laghya means
'praiseworthy or respectable.’ The lover has fallen in love with his
beloved because of her praiseworthy qualities (of head and heart). The
word §ilimukha has two meanings, bee and arrow. In the second line of
the stanza the epithct sakhe used by the speaker bespeaks his unaffected
and intense affection for the tree. The word mude expresses the lover's
profound pleasure at being gently kicked by his beloved. The change of
asoka into saSoka shows the poet's command of the language and the
expression 'kevalamahani Dhatra sasokah krtah' displays his dexterity
in the poetic art. Thus it can be assuredly said that the words used in the
stanza are not only meaningful but also unchangeable. Besides, the
words have come together to build small and trim sentences and these
sentences have put up a pleasure- exciting mahdavdkya, the whole verse.
This then is vakrasabdokti. Incidentally it is worth noting herc that it is
this 'verbal obliqueness' which Kuntaka has discussed, in detail, in the
first three unmesas, chapters, of his work.

One more point concerning the above verse deserves to be
considered. The lover in the verse is having a conversation with the
asoka tree and trying to make it feel his safokarva, sorrow. While we are
feelingly listening to what the lover is telling the tree, we*do not even for
a moment doubt whether the 'speechless’ tree will ever understand the
human language and will be touched to the quick by the lover's gricf.
On the contrary, we heartily enjoy the reading of this verse and derive
delight from it. Thus what would seem to be improbable and foolish in
the lokavyavahdra, the course of the mundane world, proves to be
probable and wise in the kavyavyavahdra, the course of the poelic
world. In addition, it gives unmixed and intense pleasure. Matilal has
described this strange phenomenon in the following words :
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"If my beloved is with me, the scorching rays of the sun would be as
cool as the moon. But if my beloved is away, the moonbcams are as
scorching as the sun's rays"” (Translated from a Sanskrit poem).

"If we take the emotional content away this becomes almost a
nonsensical statement. But in the context of poetry, where the emotion
is transmitted to the reader, this cxpression takes on a new cloak of
meaning which is both beautiful and enjoyable...”

{The Word and the World India’s Contribution to the Study of
Language, OUP, Delhi, 1990, p.150]

5] Atisayokti 1s Vakrokti

Bh's next reference to the word vakrokti is in connection with the
atiayokti and is very important. He begins by observing that every
atisayokti tends to describe the excellence of certain quality and then
he advises us to formulate a conception of the ati§ayokti pursuant to
the $astras. Thereafter he has averred in the karika quoted below that
there is no difference between the atiSayokti and vakrokti :

‘Saisa sarvaiva vakroktiranaydrtho vibhavyate |

Yatno'syam kavina karyah ko’ larikdro’ naya vind ||’

(KL, 2/85], meaning, That this (i. e. atiSayokti) is verily all vakrokti,
This renders the describable meaning effective and it impinges on the
mind of the reader. (Therefore) the poet should endeavour to strike
vakrokti. For, which figure of speech is there which is without vakrokt”
(The answer, of course, is none).

Bh has stated many important things in the above karika. They
are : the verbal structure expressing the excellence/excessiveness of
the describable subject is called atiSayokti, Such an expression is never
common, simple or usually found prevalent. It is uncommon er unusual.
That is vakra-ukti, striking expression. Such an uncommon description
naturally proves to be effective or arresting and good poctry demands
such and only such descriptions. In other words, vakrokti is good poctry
and good poetry is vakrokti. It is found in every figurc of speech,
whether that of sound or that of sense. More and more. every figure of
specch is a particular form of vakrokti. In fine, vakrokti is the soul of
poetry. In view of this, Bh intends to advise that a good poet should
learn from the experts how to bring about vakrokti; try to understand its
various uses by critically reading the compositions of great poets and
to discover the vakra words by making a diligent study of grammar.

Some clarification of some of the words used above is called for.
A quality of a thing is its natural peculiarity or a distinguishing feature.
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We say this paper is white. Here we describe the whiteness of this paper.
But when we intend to distinguish between 'white' and 'more white', we
say this paper is whiter than that paper. In this sentence we describe the
atiSaya, the excessiveness of the whiteness of this paper. Atifayokti is
the verbal description or statement of this atiSaya. This atisaya could
be real or imaginary. The real ati§aya is not sometimes perceptible to an
ordinary man and even if perceptible, is beyond his power to describe it
effectively. The imaginary afi$aya is perceptible only to the penetrating
genius of a poct. This uncommon faculty of a great poet has been
described by Rajasekhara in glowing words as under :

“....Sarasvatam caksuravdrnmanasagocarena pranidhdnena
drstamadystam carthajatam svayam vibhajati |

" Tadahuh - suptasydpi mahakaveh Sabdarthau Sarasvati darayatil
Taditarasya tatra jagrato’pyandham caksul |

Anyadrstacare hyarthe mahdkavayo jatyandhah | Tadviparite tu
divyadr$ah | Na tat tryaksah sahasrakso va yaccarmacaksuso'pi
kavayah paSyanti | Matidarpane kavinam visvam pratiphalati | Kathani
nu vayam dr§yamaha iti mahatmanamahanipirvikayaiva Sabdarthah
puro dhavanti | Yaisiddhapranidhdnd yoginah pasyanti, tatra vaca
vicaranti kavayah ityanant@ mahakavisu si (visii) ktayah [iti] [” [KM,
pp. 62-63]
meaning, "(The poet's) sarasvata, literary, eye (i. e. 'inward eye') ftself
differentiates the seen (i.e., described by the other poets) and the unseen
(i. . not perceived and therefore not described by the other poets) which
are imperceptible to the power of the speech and that of the mind.

"It is said in this connection that the Goddess Sarasvati, the
goddess of learning, causes even an asleep great poet (or epic poet) to
see (i. e. to understand) the words and their meanings. A poet other than
a great (or epic) one is like a blind person even while he is awake. His
eye cannol sce those words and meanings. The great (or epic) poets
behave like a blind with regard to the subjects perceived by the other
poets (that is to say, the great or epic poets do not even take cognizance
of the subjects perceived by the other ordinary poets). Whereas with
regard to the other (i.c., unseen by the ordinary poets) subjects they
have a divine vision. The great (or epic) poets can see even with the
naked eyes what the three-eyed God Siva or the thousand-eyed God
Indra cannot see. (Besides) In the mirror of their intellect (i.e., genius) is
reflected the entire universe. The words and thier meanings aspire to be
seen by the great souls (i.e., the great or epic poets) and run after them in
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a spirit of competition. The great (or epic) poets effortlessly describe
with the help of the language such subjects as the yogins, contemplative
saints, perceive with deep meditation. Such innumerable wise sayings
as to (the extra-ordinary powers of the ) great (or epic) poets are rife.”

Naturally, therefore, the poet's language which describes atiSaya
cannot afford to be ordinary, rough or unattractive, It should inevitably
be novel, tilted and arresting. That is vakrokti according to Bh. Pathak
calls it vakrokti par excellence, some other scholars designate it as
crooked or indirect speech, while Gnoli describes it as curved or oblique
diction (Indian Poetics and Western Thought [PTW], ed., M. S.
Kushwaha, Agro Publishing House, Lucknow, 1988, pp. 164, 162 and
164 resp.). In his essay styled ‘Vakrokti And The Language of Poetry,’
Pathak has compared the views of the castern and western theorists on
this point and arrived at the following ponderable conclusion :

"...both Indian and Western scholars are convinced that a certain
obliqueness or indirection is the most distinguishing characteristic of
the language of poetry. They all point out this very central aspect of
poetic language... The Indian concept of vakrokti, however, is far more
comprchensive and convincing than the assertion of Western critics.”
(Ibid., p.178)

Abhinavagupta, a very eminent post-Bh linguistic philosopher,
takes bandha, gunipha, bhaniti, kavivydpara and vakrokti as synonyms.
(Krishnamoorthy, Indian Literary Theories [ILT], Meharchand
Lachhmandas, New Delhi, 1985, p. 125, fn. 3) This position goes to
establish the thesis that vakrokti alone is the natural language of all
genres of creative writing. Bh is, therefore, fully justified in insisting on
the poct's achieving vakrokti with intentional, intensive efforts.

[6] Descriptions of Nature And Poctic Beauty

At the end of the fifth pariccheda of the KL, Bh discusses the
tendency of some pocts to create poctic beauty with the descriptions of
lustrous gems, fruit-laden trees and fully blossomed attractive flowers.
He has also quoted a verse to illustrate this point (KL, 5/65). He does
not approve of such descriptions saying that they merely add to the
beauty of the ornaments, gardens and garlands (ibid., 5/66). According
to him ‘vacanm vakrarthasabdoktiralarikardya kalpate |’ (ibid.) meaning,
‘vakra meaning and vakra phrasing together produce poetic beauty.'
This is simply the reiteration of 'vakrabhidheyasabdokiih...' etc., quoted
and elaborately considered under section 4 above.

Bh's adverse criticism of the description of beautiful flora and
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fauna is ill-based and unacceptable. For such descriptions form an
inevitable element of a mahakavya, as per its definition proposed by
Dandin, Hemacandra and other ancient literary theorists. However, we
need not dilate on this point since we have already considered it in the
first chapter under section 6 [xv].

[7] The Poets Are Vakravak

The verse 'vakravdcan: kavinam ye....' ctc., contains the last reference
to the concept of vakrata in the KL. This verse has been thoroughly
considered in the preceding chapter and therefore need not be considered
here again.

The gist of the foregoing critical survey of Bh's all statements
regarding the concept of vakratd is as under :

Vakrata means strikingness, charmingness or attractiveness. It
ought to be there in both the words and their meanings. By virtue of this
attribute the subject matter of the composition becomes effective and
memorable. Every figure of speech does necessarily possess this
strikingness. Therefore, vakrokti is the natural language of all the
genres of creative writing.

(8] Two-fold Meaning of the Word Alankara

A very close examination of the KL reveals that Bh has used the
term alarikdra in two senses: (i) A figure of speech or a device designed
to achieve poetic beauty, (ii) Poetic beauty itself. In order to convey
these two meanings he has used. besides the very word alwikara, many
other expressions which could be tabulated pariccheda-and-Verse-
wise as under, following the Devanagari alphabetical order :

Figure of Speech Poetic Beauty

1 Abhidheyalankara - 1/5 1 Atitaram bhati - 6/44

2 Alankara - 1/4, 19, 2/4, 65, 85, 93 2 Arthavyutpattih - 1/15
96, 3/4, 49, 58 3 Alankara - 6/28

3 Alarikrtih - 1/14, 36, 2/96, 5/69 4 Alankaraya - 5/66
6/46 5 Alanikurvate - 5/64

4 Vagalarkrtih - 2/96 6 Giram alankaravi-

5 Vibhasa - 3/49 dhih - 2/96

6 Sabdalarikara - 1/15 7 Caravo girah - 2/7

8 Caruta giram - 1/36
9 Bhasyante - 5/66
10 Vyanjanacaruta - 6/28
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11 Sobhate - 1/54

12 Sobha - 1/59

13 Saundarya - 1/55
14 Sausabdyam - 1/55

Surprisingly, entry numbers 1, 2, 3, 4, 5 & 6 of the left column
almost correspond with entry numbers 2, 3 and 4, 5, 6-7-8,9-11-12, and
14 respectively of the right column. This correspondence goes to
establish beyond doubt that in the KL alarikdra means vakrata and
alarikara also means the devices to be used to achicve this vakratd on
different levels. The most inevitable corollary of this truth is that
Kavyalarikara (which coincidentally happens to be the title of Bh's
work) means 'the beauty of poetry ' and the kavydlarikara$dstra means
‘the science of the beauty of poetry or the aesthetics of the poetic/
literary art’. The credit of putting these equations in an orderly manner
and stating them in crystal-clear terms goes to post-Bh Vamana who
begins his work with these aphorisms :

‘Kavyani grahyamalasikarat [/ Saundaryamalarkdrah || Sa
dosagundlarikdrahanadanabhyam || Sastrataste /I’ [KLS, pp. 1-2]
meaning, 'Poetry is enjoybale because of the alaikara. Alarikdra means
beauty. That is achieved by omitting the defects and making use of the
figures of speech and attributes. They are to be understood by studying
the science of the beauty of poetry. Thus this most fundamental principle
of literary criticism is first discernible in Bh's work.

[9] Figures of Speech Considered by Bh

Let us now enlist the figurcs of speech of sound as well as of sense
considered by Bh. The entries below are as usual made in the Devanagari
alphabetical order

S.No. Name Kind Reference Meaning / English equivalent

1 AnSavokti Sense  2/81-85 Excellence, excessiveness
2 Ananvaya " 3/45-46 A description of the upameya as its
own upamana
3 Anuprdsa sound  1/5,6,8 Alliteration
4 Apahnuni sense  3[21-22 A denial of the character or nature
of the subject
5 Aprastuta- sense  3/29-30 A suggestion of the subject
praSanisda by the description of the nonsubject
6 Arthantara- sense  2/11-74 An Inference from particular
nydsa to general and vice versa
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14

15
16
17

18

[SS I S I {8
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23
24

25
26

27

28

29

30
31

Aksepa  sense  2/69-70
Asth sense  3/55-57
Utpreksa " 2/91-92
Uwpreksa- " 3/47-48
vayava
Udatta " 3/11-13
Upama " 2/33,51
Upamara- " 3/35-36
paka
Upameyo- " 3/37-38
pama
Urjasvin " 31
Kdavyadystanta” 5/59
Kavyaprati- " 5/36-39
jAa
Kavyahetw " 551
Tulyayogita " 3/27-28
Dipaka " 2/25-29
Nidarsana " 3/33-34
Parivytti " 3/41-42
Paryayokta " 389
Prativastiz- " 2/34-36
pamd
Preyas ! 3/5
Bhavikatvva " 3/53-54
Yathasanikhya " 2/89-90
Yamaka sound 2/9,10,16,
17,18
Rasavat  sense 3/6
Ripaka " 2/21-24
Vibhavana " 2/717-78

An apparent denial

A benediction

A fancy

A mixture of §lista,
utpreksa and ropaka

A description of immense
wealth or noble deeds

A simile

A simile with an embedded
metaphor.

A reciprocal comparison

of the upamana and upameya
A vigorous description

A rherorical illustration
An assertive statement

A rhetorical reason
A description of several objects
having the same attribute

An illuminator

An illustration

A description of an exchange of
superior and inferior objects
supported by arthantaranyasa _

A circumlocution

A realization of parallel ideas

in two different sentences

An indication of the sentiment

An attribute embracing the whole
composition and presenting the past
and future things as though existent
at present

A mention of items in the

same sequence.

A thyme

A statement of the sentiment
A metaphor
A description of the effects taking
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place in spite of the absence of the

: causes

32 Virodha ! 3/25-26 A description of apparent
contradiction

33 Visesokti " 3/23-24 A description of the presence of the
cause but the absence of the effect

34 Watireka " 2/15-76 A description of the superiority of the
upameya

35  VWdajastui " 3/31-32 An apparent praise implying
censure or vice versa

36 -Slista " 3/14-20 A pun

37 Samsrsti " 3/49-52 A combination of many
figures of speech

38  Samasokii " 2/79-80 A brief equivocal description

39 Samdhita " 3/10 A description of unexpected
happening

40  Sasandeha " 3/43-44 A description of a doubt

41  Sahoki " 3/39-40 A description by the same phrase of
two simultaneous actions

42  Svabhavokti sense  2/93-94 The most natural description

The illustrative verses quoted by Bh to explain the above figures of
speech are so highly poctic that the reader readily admits that the
figurative language is the natural language of poetry. At the end of
section 7 above we have arrived at the conclusion that vakrokti is the
natural language of all the genres of creative writing. In other words,
alarikdra and vakrokti are synonymous. Surprisingly the western literary
theorists also hold the same view. Kreuzer and Cogan, for example,
maintain that an appropriate use of the figures of speech makes the
writing delightful and enjoyable for many reasons which they enumerate
as under :

"When comparison is the basis of the figure (simile and metaphor
particularly) the writer has the opportunity of achieving comparison,
since he speaks of one thing in terms of another - "two for the price of
one'. In addition, figurative language by its very definition - uses words
in new and sometimes startling ways; the reader can be surprised or
shocked into heightened awareness of rich meaning. Finally, good
figurative language is the product of the creative imagination. The
reader can get something of the same pleasure from figurative language
that he does from a painting or a piece of sculpture."(Studies in Prose
Writing [SPW], Holt, Rinehart and Winston, New York, 1961, p. 312)
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There exists a universal uniformity of the fundamental principles
concerning the fine arts. It is because of this phenomenon that the
ancient Indian Bh's views with regard to the natural language of creative
writing are amazingly and edifyingly similar to those of the modern
westem literary theorists.

To sum up, if a poet brilliantly and selectively exploits the devices
of vakrata discussed in this chapter along with the poetically useful
words considered in the preceding one, his composition will undoubtedly
turn out to be an efficient, effective and elegant piece of creative writing.
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4. Kavyadosas : Poetic Defects

{1] Dosas Are Undesirable Elements

The alarikaras discussed in the preccding chapter are desirable
attributes of a kavya, whereas the dosas are undesirable elements. In
other words, they are the opposites of the gunalarikaras. Consequently,
if to accomplish alarikdaras was an important activity, to avoid dosas is
an equally important duty of the poet. That is to say, the avoidance of
dosas is also, in a way, a mcans of achieving poetic beauty. Although
Bh has not stated this principle in so many words, he has implied it
through such statements as : ‘Sarvathd padamapyekani na
nigadyamavadyavat’ - KL 1/11, meaning, 'not a single faulty word be
used in poetry’; ‘Vilaksmana hi kavyena duhsuteneva nindyate’ - ibid.,
meaning, ' the composer of bad poetry is condemned like the father of a
bad son'’; ‘Nakavitvamadharmadya vyadhaye dandandya va’-ibid., 1/12,
meaning, 'inability to compose poetry does not lead to unrighteousness,
disease or punishment', Kukavitvani punah saksanmrtimahurmanisinah’
- ibid., meaning, 'the learned maintain that the composition of bad
poetry is direct death of the poet’ (as also of the appreciator!).

In view of the above, let us now consider where and how Bh has
discussed dosas. He has treated of this subject in the first, fourth, fifth
and indirectly in the sixth paricchedas of his work independently and
in the second pariccheda in the context of the upama alarikara. His
entire discussion, thus scattered in different chapters, could be compiled
and tabulated as under :

Nomenclatures Number Pariccheda & Total
of the dosas of dosas No. of Karika Karikas
Neyartha, klista, 6 1/37-46 10

anydrtha, avacaka,
ayuktimat, gidhasa-

bdabhidhdna

Srutidusta, arthadusta, 4 1/47-58 12
kalpanddusta, Srutikasta

Upamddosas - Iu: natd, 7 2/39-64 26
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asambhava,lirigabheda,
vacanabheda, viparya-
ya, ddhikya, asadysya,
Apartha, vyartha, 15 4/1, 2, 8-51 46
ekartha, sasanilaya,
apakrama, $abdahina,
yatibhrasta, bhinna-
vrita, visandhi,
deSavirodhi, kala-
virodhi, kalavirodhi,
lokavirodhi, nydya-
virodhi, agamavirodhi

Pratijighina, hetu- 03 5)41-44, 07

hina, drstantahina 52-54

Ahrdyata, abhedya- 03 5/62-63 02

ta, apesalata

Samrddhivarnana 01 5/64-66 03

Wayatata 01 5/67-68 02

Aprayojya $abda 01 6/24-27,36,37 08
60-61

Total 41 116

Besides the above, Bh has accounted certain other constructions
as defective ones. They are as under:

In his opinion there ought not to be §abdanistha gramyata, verbal
vulgarity, in a mahakavya (KL, 1/19, and hence in any small or large
poem for that matter). Even a gaudiva kavya is acceptable only if it is
agramya (ibid., 1/35). A good poet should not use pindi§iira, brave in
eating rice balls, and such other gramya words (ibid., 6/25). These
statements imply that Bh considered ‘gramyata’, vulgarity, a poetic
defect.

He says that the words, meanings and compound words in an
akhyayika, autonarration, should be andkula (ibid., 1/25). A gaudiya
poem too becomes enjoyable only if it is andkula (ibid., 1/35). Anakulata
is the productive cause of the bhavika alarikdra (ibid., 3/54). Unduly
long poems arc generally gkula (ibid., 5/67). These statements lead us
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to conclude that Bh considered 'akulard a defect.

He advises poets not to use a senscless word as ‘dittha’ (ibid., 6/
25). Evidently he condemns 'arthasinyatd, sensclessness. This, however,
nced not be taken to be a separate dosa because it means apdrtha
already listed in the above table.

He maintains that the technical terms used in sciences other than
grammar should not be employed in poetry (ibid., 6/27), so also Vedic
words (ibid). For such words, according to him, presuppose a deep
knowledge of other disciplines and rules of the Vedic grammar. Thus,
their comprehension is sdpeksa, 'relative.’ In other words, he regards
'sapeksaud, 'relativity' as a poetic defect.

That is to say, Bh considers gramyata, akulata and sapeksata as
threc additional dosas. The first two of these could be included in
ahrdyata and giidhasabdabhidhana tabulated above. As such, they
have no independent existence. Bh has neither defined nor exemplified
Sapeksara. Hence it is suffice only to record it; it need not be discussed.
Thus his discussion boils down to a final count of forty-two (41 listed in
the table + sdpeksata@) kavya dosas. Let us now consider them (of course,
omitting sdpeksatd) one by one in their Devanagari alphabetical order.

{2] Anyartha = anya+artha .

When the intended meaning is destroyed or not obtained this
defect occurs (KL, 1/40). ‘Upasargena dhanartho baladanyatra nivate,
meaning, 'a preposition prefixed to a root modifies, intensifies and at
times entirely alters the sense of the root', is a popular axiom. Now, if
somebody prefixes the root kr (8UP.) meaning 'to do', with the preposition
vi' instead of ‘ditri’, the meaning of the verbal so formed will be totally
destroyed, as has happened in the case of the example cited by Bh
(ibid). So the poet has to be very cautious while using prefixes and/or
root. This is an invariable dosa.

(3] Apakrama = apa+krama

An inconsistency in the order of anterior and posterior mentions of
an item is apakrama (ibid., 4/20). In other words, it is the violation of the
sequence of the mentionable items. Vamana conceives an additional
shadc of this dosa which is to describe the less important item first and
the more important item later (KLS, p. 28). Among the western
stylisticiuns Kreuzer and Cogan have considered this dosa, as follows,
clubbing the above two shades together :

"The order of the parts of a piece of writing may be determined by
logic or chronology or spatial relationships. Other possibilities are to

N\
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order parts from least important to most important, from smallest to
largest or from simple to complex,” [SPW, p. 41]. This too is an invariable
dosa.

(4) Apartha = apa+artha

When a group of words used in a sentence does not collectively
convey any sense, then this dosa takes place (KL, 4/8). For example,
the words, 'ten pomegranatcs, six cakes' (ibid.), do not collectively
express any sense. Of course, no sensible writer will ever assemble such
unrclated words.

[5] Apesalata

The state of being gross, rough or unlovely means apeSalatd. The
illustrative verse (ibid., 5/63) which Bh has cited to explain this dosais
absolutely crude and unpleasing. A poem that is not delicate and
fascinating is indeed a non-poem. Hence, this is an invariable dosa.

(6] Aprayojya Sabda

The words which Bh considers unusable in poetry could be
classified thus: durbodha, unintelligible, as $rautra, etc., gramya, vulgar,
as pindisira, etc., nirarthaka, meaningless, as dittha (ibid., 6/25);
aprasiddhdrthaka, non-prevalent, as the root i (2P) meaning, ‘to kill'
to be used in the sense 'to go'; those arising from le§amatra jriapaka as
dhyati and such other verbals (ibid.,6/26); those used by the educated
but grammatically incorrect; those in vogue in other sciences and those
used in the Vedas (ibid., 6/27); the genitive compounds as yvytrahantd,
tadgamakah. etc., (ibid., 6/36-37); those that are hard to pronoufice and
harsh to hear; sandhis, coalitions, as etacchydmam (ibid., 6/60); a
series of o-ending words as gato, ydto, hato etc., in succession in the
same line or verse and lastly jarring coalitions as ‘vagghani’ (ibid., 6/
61). This topic has already been discussed in chapter 2, section 12.

[7] Abhedyata

According to Bh the poctry of some poets is as unbreakable as a
kapittha, wood apple (ibid., 5/62). Such poetry is stuffed with terse
compound words in the resolution of which the reader is required to
spend a lot of energy. Consequently, he loses interest in the reading of
such compositions. This is an invariable dosa.

[8]1 Ayuktimat

That which is illogical is ayuktimat. This has been elaborately
considered in the first chapter under section 6 (iii). It, therefore, need not
be reconsidered here.
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(9] Arthadusta

This defect takes place when the words used to express literary
decorum also express an indecent meaning. In the illustrative stanza
quoted by Bh in this respect there are such words as vivara, patanan,
and punarunnatih which, besides expressing their normal and decent
meanings, also describe the acts of a person enjoying sexual union
(KL, 1/51). This latter meaning which arises in the reader's mind is
undesirable. This is also an invariable dosa.

[10]) Avacaka

An avdcaka word is that which is not capable of conveying the
particular meaning in which it is not commonly used. For example, the
expression ‘himapahamitradharairvydptani vvoma’ (ibid., 1/41) means,
‘the sky was filled with those who hold the enemies of the destroyers of
snow.” One arrives at this meaning only after resolving the long
compound word, because the word ‘himapahamitradharaih’ does not
directly express the meaning ‘meghaih’, 'by clouds’. Such 'swollen'
writing is called jargon and has been condemned by all western
stylisticians including Kreuzer and Cogan (SPW, pp. 252-54), Quiller-
Couch (On the Art of Writing, Cambridge, 1936, pp.76-82) and Cohen
(Writing About Literature, Chicago, 1963,pp.86-87).

[11] Asambhava Upamadosa

This dosa occurs when a poetic description is against human
experience and/or natural phenomenon. Bh has not formally defined
this dosa but has quoted Sakhavardhana's verse which means : 'Just as
flaming showers of water emanate from the midday sun surrounded by
a lustrous halo, so also blazing arrows were shooting forth from his
mouth who was standing in the middle of the ring of archers' (KL, 2/47).
On this description Bh comments : ‘Asambhavdd ayam yuktya
tendsambhava ucyate’- ibid., 2/48, meaning, 'this description cannot be
defended by any reasoning and therefore it is called asanibhava’. First,
the conception of blazing watershowers is utterly impossible and
secondly, to say that such showers are coming out from the sun is still
more impossible. In other words, the whole description is against the
sthavara-jarigama loka, the state of the immovable and movable world.
If it be so, then the question arises how such descriptions as "This
elcphant looks like solidified darkness’ (ibid., 2/51), or 'This lake
whose water has become transparent because of the autumnal season
appears to be a piece of the sky thrown on the earth ' (ibid.), are not
considered improbable? Bh himself replics to this question saying that
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such descriptions aim at focussing the 'intensity of the darkness' and
‘transparency' respectively. They contain 'vakrokti' and are, therefore,
considered specimens of good poetry. Chadburn has derided the
descriptions such as the one in KL, 2/47 as 'children of incomplete
education’ in his essay 'Style : The Art and Craft of Self-expression’
(Good English How to Speak and Write It, cited above, p. 214).

[12] Asadrsya Upamadosa

This dosa occurs when the attributes of the upameya are not found
in the upamana. That is to say, the upameya and the upamana are
dissimilar. In the illustrative example (KL, 2/63-64) quoted by Bh, the
elephants and peacocks are compared to the heavenly planets. The
dissimilarity among the three is quite obvious. In fact, the two upameyas,
elephants and peacocks, are themselves dissimilar. Herein lies the real
asadr$ya. Post-Bh Vamana holds that an asadrsya-based upama
destroys its self and damages the poet's fame (‘AsadrSyahata hyupamd
Tannisthdsca kavayah,’- KLS, p. 61). Vamana's view-point is quite
correct, for the sadr$ya is the essence of upama and hence an upama
without sadrSya is a non-upamad. Poet's insistence on overmuch writing
might probably be responsible for such a blemish.

{13] Ahrdyata

The state of being unpleasant, unenjoyable and unmemorable is
ahrdyata. The illustrative example (KL, 5/63) quoted by Bh is an
instance of this invariable dosa.

(14} Agamavirodhi

What is against the tenets of the dharmasastrais dgama-viruddha.
The dharmasastra lays down the prescriptive and prohibitive rules for a
smooth, happy and prosperous worldly conduct and life. A poem which
describes something against these rules is an agamavirodhi kavya. For
instance, 'Naravahana became dvija, twice-born, without any religious
rites' (ibid., 4/50) is agamaviruddha because none attains dvijarva
without samiskdras according to the dharmasatra. In short, all that is
against the $ruti and smyrti is agamaviruddha.

[15] Adhikya Upamadosa

When the attributes of an upamdna are numerically more than
those of the upameya, this dosa occurs. In this connection Bh has
quoted Ramagarma's verse in which Srikrsna. the upameya, is described
to possess two attributes while the megha, cloud, the upamana, has
three attributes (ibid., 2/58). Although ‘Sarvani sarvena sariipyani ndsti
bhavasya kasyacit’-ibid., 2/43, meaning, no positive entity is ever

-
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similar to another positive entity in all respects,’ is Bh’s avowed doctrine,
yet he does not approve of the disparity as above. In fact the excessive
usc of attributes is in itself a dosa equivalent to verbiage, wordiness or
what Brandreth calls 'verbal diarthoea’ (Pears Book of Words, London,
1979, p. 99)!

|16) Ekdrtha = eka+artha

Ekartha is a state where the meaning of two or more words or
sentences is not different, but is the same. In other words, it means
repetition. It is two-fold, that of words and that of meanings. The former
is too obvious to need discussion. In the verse (KL, 4/16) quoted by Bh
to explain this dosa the poct concerned has used the word 'utkamanasany’.
Now the word 'urka’ alonc means 'one whose mind is longing for' and the
word 'utkamanasani' too means the same. Hence this is an instance of
‘ekartha dosa. Brandreth has somewhat bitingly criticized this dosa
saying, "Tautology is ugly and ignorant and a waste of breath." (Pears
Book of Words, cited above, p.103).

However, verbal repetition in the expression of the emotions like
fear, grief, envy, ecstacy, dismay etc., is not considered a dosa, as
rightly observed by Bh (ibid., 4/14).

[17] Kalavirodhi

According to Bh ‘*kald’ is 'sanikalana prajiia ' (= art is compiling
intellect -ibid., 4/33). Various arts are the subjects of this prajria (ibid).
The rules, principles and theories of these arts are stated in their
sciences. Kalavirodhi is that which is against or in violation of these
sciences (ibid.). Bh has quoted an example of the science of music to
elucidate this dosa (ibid., 4/34). This dosa occurs from the writer's
mental confusion or from ignorance of the science of the art concerncd
(ibid. ,4/35). There is no kald which cannot become the subject matter ol
poetry, is Bh's conviction (ibid., 5/4). Besides, good poetry helps the
reader acquire proficiency in different arts, is the doctrine he has
propounded (ibid.,1/2). His conceiving of the kalavirodhi dosa is,
thercfore, quite in agrecment with his above two beliefs. All in all, * aho
bharo mahan kaveh,’ 'the poet's cultural responsibility is very great', as
averred by Bh (ibid., 5/4) is quite true.

(18] Kalpanadusta = kalpana + dusta

If the coalition of two inflected words evokes an undcsirable
meaning or a dusta kalpana, an cvil idea, in the reader's mind, the
above-named dosa occurs (ibid., 1/52). For example'Sa Sauryabharanah’
(ibid.), 'he is (as though) an embellishment of valour.' Here §aurya and
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abharana are two distinct words with neither having any bad meaning.
But the middle part 'yabha' of their coalition '§auryabharana’ gives rise
to the obscene idea of sexual intercourse. The conception and discussion
of this dosa displays how subtly Bh has considered the notion of
obscenity.

[19] Kalavirodhi

According to Bh kala, Time, has only six subdivisions which result
from six seasons (ibid., 4/31). The poetic description which is contrary
to these seasons (and also to day and night) is called kalavirodhi, If, for
instance, someone describes that the mango tree is laden with ripe
fruits in the rainy season, his description would be called defective
(ibid., 4/32). Rajasekhara maintains in this matter that a poet who
describes the divisions of kdla attentively and correctly becomes a
mahakavi (KM, pp. 98-112).

[20} Klista

Bh has defined this dosa in these words:'klistani vyavahitan
vidyat' (KL, 1/40) meaning, 'when a reader experiences some obstruction
in reaching the meaning intended by the poet, the klista dosa occurs'.
For example, “vijahrustasya tah Sokani’ (ibid.) meaning, 'they (= those
ladies) sported his grief.’ Actually the poet wants to say 'they dispelled/
removed his grief.’ But the preposition ‘vi’ stands in the way of arriving
at the desired meaning. [n other words, vi’is the vyavadhana, obstruction.
Hence this is called a klista dosa. As a matter of fact the root 'hy'
prefixed with 'vi’ also means 'to remove, to destroy'. Considered {from
this point, the passage is not an instance of klista dosa.

[21] Giadhasabdabhidhdna

This point has been already discussed in the first chapter under
section 6 [iv].

[22] Drstantahina

This is one of the three dosas which are related to the nyayasdstra.
Bh has not, however, exemplified this dosa. This has becn considered
later in chapter 7 (section 44).

[23) Desavirodhi

A certain country produces certain things and does not produce
certain other things. If a poet errs in describing the details in this
respect, he is said to have committed deSavirodhi dosa,according to Bh
(KL, 4/29). For example, the description of the growth of the devadaru
trees on the Malaya mountain (ibid., 4/30). These trces grow on the
Himalaya and not on the Malaya. Along with such geographical errors,
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descriptive inaccuracies regarding various countries, their weather
conditions, the natural environment, the residents, their complexion,
behavioural characteristics. style of living, etc., are also considered
desavirodhi. Thus this is a comprehensive concept and suggests that
the poet's responsibility is indeed great. Rajasekhara has devoted one
full chapter to an eleborate discussion of this important topic (see KM,
pp. 89-98).

{24] Neyartha

Neyartha occurs when an intelligent reader has to interpret forcibly
the words used by the poet to arrive at the intended meaning though
there is no grammatical support for such an interpretation (KL, 1/38).
For example, 'Mdayeva bhadrad (ibid., 1/39), meaning, ‘auspicious like
mayd,’ deceit. This example is 100 brief to be fully understood. The
reader is called upon to supplement such words as 'Venudakel' etc., to
arrive at some sensible meaning.

[25] Nyayavirodhi

Bh has defined this dosa as under :

‘Nyayah $astrani trivargoktirdandanitim ca tam viduh |

Alo nyayavirodhistamapetani yattaya yathd /' (ibid., 4/39) meaning,
"Nyayameans the science which expounds the three purusarthas, dharma,
artha and kdma. Nydya is also called dandaniti, polity. The poem
which violates the tenets of this §astra is said to be nydyavirodhi. Bh
has cited and criticized the Udayana-Vasavadatia episode to explain
this dosa. It has been elaborately discussed under section 6 (xiv) of the
first chapter. It, therefore, necd not be reconsidered here.

Onc question, however, arises as to what is the necessity of
considering ‘agamavirodhi’ (section 14 of the current chapter) an
independent dosa when agama, dharmasastra already stands included

in the nydya, as stated above? The former could well be included in the
present nydyavirodhi.

The topics of kavyapratijiia and the kinds of Poetic Pratijiia have
been discussced at length under sections 6 and 7 of chapter 5. We shall,
therefore, consider hercunder only the four types of pratijiiabhariga.

[i] Dharmabddhini pratijiia : '1 will die by fasting unto death, thus
avowing Duryodhana once again became ready to enjoy the pleasures
of the kingdom' (KL, 5/41). He thus violated his religious duty i.e.,
dharma.
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[ii) Arthabddhini Pratijia : 'l have been invited to play with dice. 1
will accept the invitation,’ so asserting Yudhisthira played dyiita with
Sakuni” (ibid., 5/42). Yudhist hira caused damage to his whole family
and his subjects. This is arthahani.

liii] Kamabddhini pratijiia : 'From today onwards I shall observe
celebacy like an ascetic,’ thus Bhisma made a solemn declaration
(ibid., 5/43). This Pratijiia came in the way of the fulfillment of his
sexual desires. Hence this is kamabadhini,

[ivl] Kopabadhini pratijiia : Rama defeated Parasurama in the
battle and thus foiled the latter's vow (ibid., 5/44). Parasurama had
avowed out of wrath to render the world bereft of the ksatriyas. Rama
caused damage to Parasurama's wrath or anger. Hence this is
kopabadhini.

[n passing it may be mentioned here that Dandin does not consider
this topic worthy of discussion (Kavyalaksanam, Mithila Vidydpitha,
Darbhanga, 1957, pp. 252-54).

[27] Bhinnavrtta

This relates to metrical error. This dosa occurs either when a laghu,
short, or guru, long, syllable is used at an improper place or when less
or more syllables than the stipulated ones are uscd (KL, 4/26). Bh has
quoted a stanza in Mdalini vrtta (ibid., 4/27). In the latter half of the
stanza there are 14 syllables instead of the stipulated 15 and its ganas,
syllabic feet, are na, na, ma, ra, la and la while the prosody lays down
na, na, ma, ya and ya as the ganas of Malini". This dosa arises from the
poct's ignorance of the rules of prosody.

28] Yatibhrasta -

This dosa is also related to prosody. Yati is the pause which is to be
made in reciting, or reading a quarter or verse. When the yati is mis-
placed i.e., not used at its appointed place, this dosa occurs (ibid., 4/
24). Bh has illustrated this dosa with a stanza in Sragdhara@ metre
(ibid., 4/25).

[29] Lingabheda Upamadosa

This dosa takes place when the words expressive of the upameya
and upamana are put in different genders. In the illustrative verse (ibid.,
2/53) the upameya rdjan, king, is masculine and the upamana apaga,
river, is feminine. This is lirigabheda.

[30] Lokavirodhi

Bh's concept of loka, the world, its affairs and the ways, has been
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fully explained in section 7 [iii] of the first chapter. It, therefore, needs
no reiteration here. We shall restrict ourselves to the two verses which
he has quoted to elucidate the concept of lokavirodhi dosa, the defective
description of the movable and immovable world. The first of the two
illustrative stanzas means: "The rut exuding from the temples of the
elephants formed a river which swept away the elephants, horses and
chariots' (ibid., 4/37). 'Knee-deep water collected as a result of the foam
dripping from the mouths of the horses,’ (ibid., 4/38) is the purport of the
second illustrative stanza. These descriptions which are overtly
unbcelievable have crossed the limit of the lokasvabhava, innate
disposition of the world. Hence these are instances of lokavirodhi dosu.

(31} Vacanabheda Upamdadosa

This dosa occurs when there is a numerical disparity between the
upameya and upamana. Bh has quoted an illustrative verse which is
commonly applicable to lirigabheda (section 29 above) and
uttitirsatah is in singular. Therefore, there is vacanabheda dosa.

|32] Viparyaya Upamadosa

When there exists a contrariety between the upameya and the
upamana, viparyaya dosa occurs. This is of two kinds: hAina and adhika
(KL, 2/52). In the illustrative example (ibid., 2/54) the king is compared
to a dog which is lower (than the king) both attributewise and species-
wise. Hence this is hina-viparyaya. The adhika-viparyayahas occurred
in stanza 2/55 where an ordinary cakravak bird is compared with
Brahmadeva, the creator of the universe. This dosa makes the upama
ridiculous.

(33] Visandhi

This grammatical dosa takes place when the obligatory coalition
of vowels is not made. In the illustrative verse (ibid., 4/28) the coalitions
of 'kante' and 'indusiroratne' as also of ‘induSiroratne’ and ‘ddadhane’
ought to have been made, in order to avoid this dosa.

[34] Vyartha

Bh's definition of this dosa reads thus :

Viruddhartham matani vyartham viruddhani tipadisyate |

Parvapararthavyaghdatadviparyayakaranm yatha' |/ (ibid., 4/9)
mcaning, 'Vyartha is that which carrics contrary meaning and contrary
is that wherein the former and the latter meanings are totally opposite
each other.' This can happen within the former and latter parts of the
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same sentence/stanza and/or within two successive sentences/stanzas/
paragraphs. Of the two illustrative examples the latter means : 'You
have conquered your senses by worshipping your elders. Now leam
from them how to conduct politely’ (ibid., 4/11). As a matter of fact the
victory over senses automatically covers humility or polite conduct. In
other words there is repetition of meaning (what Bh would call 'ekartha’
-section 16 above) and not contrariety of meaning. Hence this example
is not correct. The other illustrative stanza purports to advise a girl
thus: 'Dear, behave politely with your lover. Don't show low-spiritedness
before him.’ (ibid., 4/10).Here the inner contradiction between the two
successive sentences is quite evident. Hence this is the proper example
of the present dosa.

[35] Vyayatata

The definition of this dosa runs as under:

Viruddhapadamasvarthanm bahupiiranamakulam |

Kurvanti kdvyamapare vyayatabhipsaya yatha ||’

[ibid., 5/67] meaning, "There are poets who desire to make their
compositions over-much long. Their poetry is stuffed with words having
contradictory meanings, undesirable or unpleasant ideas, padding and
unintelligibleness.'

Indeed, a poem ends where its meaning ends. But there are some
indiscriminate poets who show no regard to this artistic inevitability.
They try to stretch their poem to the maximum extent. In so doing lies
the poetic skill, they maintain. But that is their misapprehension, which
results in the destruction of poetic grace. The illustrative stanza quoted
by Bhclearly shows all the above four dosas. Herbert Read's following
observation about padding almost echoes Bh's above view:

"The end of a composition should be natural. There should be a
sense that the end is due, that enough. and no more than enough has
been said on the subject.” [EPS, p.72]

Bh must have conceived of this dosa after reading carefully
compositions in Saniskrta, Prakrta, Apabhrami$a and other languages.

[36] Sabdahina

According to Bh all word formations and usages which are not
considered standard and desirable by Panini, Katyayana and Patafijali
are $abdahina because of the absence of dptasravaka, an authoritative
instructor (KL, 4/22). In short, §abdahina means ungrammatical.

The grammarians are considered Sabdapramanakas, the
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authoritative judges of words. They studiously examine the language
the pecople actually use and formulate the rules about the correctness of
words and their usages. All literary transactions take place through the
medium of language and therefore, it becomes the bounden duty of the
poet to know which word is in accord with the rules of grammar and
which is not so. Hence Bh's conceiving of §abdahina dosa is in
agreement with the grammatical expediency.

[37] Srutikasta

Bh has not offered a formal definition of this dosa but has argued
that words as gjihladat, 'he gave delight', ganda, cheek, etc., are
Srutikasta, unpleasant to hear (ibid., 1/53). Such words are difficult to
pronounce. Besides, they obstruct the easy flow of poetic composition
and mar its beauty. The writing must also be pleasing to the ear is what
Bh desires hereby to insist on.

(38} Srutidusta

Srutidusta means indecent or obscene. Bh has drawn up a list of
such nineteen words. Barring the exception of the word hada, all others
have two meanings each, one of which is decent or publicly uttcrable
and the other indecent or unutterable. These words with their meanings
can be recorded thus (i) vit = vaid§ya; excrement; (ii) varcas = lustre;
feces; (iii) visthita = visesena sthita; excrement; (iv) klinna = wet;
bloodstained; (v) chinna = broken; the breaking of the auspicious
chain; (vi) vdnta = ejected; vomitted; (vii) pravriti = inclination; fate;
(viii) pracara = spread; desire to evacuate; (ix) dharsita = insulted;
raped; (x) udgdra = narration; spitting out; (xi) visarga = donation;
evacuation; (xii) hada = discharge of feces; (xiii) yantrita = restrained;
enjoying sexual union; (xiv) hiranyaretas = fire, semen virile, (xv)
sambadha = obstruction; the female organ of gencration; (xvi) pelava=
delicate; discharge of feces; (xvii) upasthita = present; sex. (xviii)
andaja = bird; semen virile (xix) vakkdtava = bitterness of language;
sex.

Although a poet uses these words with decent purport the reader is
instantly reminded of their indecent meanings. Consequently, he cannot
enjoy poctry with an unafflicted mind. Thus the above words hamper
the reader’s appreciation. Hence Bh calls them §rutidusta. The meanings
of some of the above words are repulsive, of some others shameful and
of the rest inauspicious. This shows how subtly and decply Bh has
considered the shades of meanings of words.
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[39] Description of Affluence

This point has already been discussed under section 6 [xv} of the
first chapter and therefore, need not be reconsidered here.

{40] Sasanisaya

According to Bh a knowledge which is indefinite because of the
non-mention of the distinguishing attributes and the hearing of the
common aliributes of two things is called Sani$ayajriana. A poetic
composition which produces such knowledge is called sasariSaya.
(KL, 4/17-18). A sentence used in a poem to express definite meaning
should not be ambiguous. In the illustrative example (ibid., 4/18-19)
quoted by Bh the words vyalavantah (full of snakes or surrounded by
the wicked), durarohah (difficult to climb or difficult to reach),
ratnavantah (full of pearls or served by meritorious persons), etc., have
two meanings each. They are applicable to both the mountains and the
kings. The poct has, however, not used in the stanza the words
distinguishing the two. As a result, the reader cannot determine whether
the poct desires to describe here the mountains or the kings. The
reader's mind swings back and forth between these two meanings. This
state of affairs results in the sasam$aya dosa.

Some comments are necessary in this connection. Ambiguity is one
of the attributes of human language. It is an inevitable characteristic of
language according to Winterowd (Rhetoric A Synthesis, Holt, Rinehart
And Winston, Inc., New York, 1968, p.4). Suppose, somebody utters
only ‘kalah’, time. The hearer cannot decide firmly whether it means 'the
black colour,’ 'time in general,’ "proper time to do a thing,’ 'the weather’,
‘one of the nine dravyas', 'the destroyer of the universe, 'fate’ or 'the
planet Saturn’. But in reality the spcaker does not wind up his speech
only with the utterance of the word ‘kdlah’. It is preceded and followed
by many other words which provide the 'context' to the word ‘kalah’ and
determine its meaning. Such meaning-determinants as samyoga,
viprayoga etc., have been enumerated by Bhartrhari in his
Vakyapadiyam, with the help of which the intended meaning can be
arrived at at the ambiguous places like the above one. For, no prose
composition or a verse, except a muktaka, (a single, independent and
meaningwise complete stanza) exists without a context.

The ambiguity as described above is experienced even in the case
of compound words but there also Bhartrhari's aforesaid meaning-
determinants are operative.
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[41] Hinata Upamadosa

In Bh's opinion the description in which the attributes of upamana
are numerically less than those of the upameya, becomes an instance of
the present dosa. In the illustrative stanza quoted by Bh megha, the
cloud, the upamana, is described to possess a single attribute only,
while Srikrsna, the upameya, has three attributes. Hence, the hinata
dosa has occurred.

Here too some observations must needs be offered. ‘Sarvanisarvena
saripyani nasti bhavasya kasyacit’ - KL, 2/43,is Bh's thesis. Evidently,
the attributes of the upameya and upamana nced not necessarily,
numerically be equal. In view of this, is it desirable to admit this dosa?
Secondly, any poet considers only the similarity between the upameya
and upamana (Yathopapatti krtibhirupamasu prayujyate’ -ibid.) and a
pocm is to be interpreted in the light of the norms established by the
poets (‘kinica kavyani neyani laksanena mahdtmanam’ - ibid., 2/45).
According to these two rules, the numerical deficiency of the upamana
vis-a-vis upameya becomes ignorable. In fine, hinatd upama-dosanced
not be considered a dosa.

42| Hetuhina

This dosa gives rise to threefold unacceptable knowledge :
ignorance, doubt and contraricty. Let us consider them one by one.

(i) A hetu generating ignorance

The illustrative example in this regard means :

‘The flowers of the kdsa grass (which is used in making mats, roof
elc.,) attract onc's mind because they are fragrant. Since these birds live
in the vicinity of water-reservoir, know them to be ‘$arari’'(ibid., 5/53).
In reality the k@a flowers have no fragrance. They are described here to
possess it. The words 'because they are fragrant’ describe the heru,
cause, which produces ignorance.

(ii) A hetu causing sanisaya, doubt.

In the latter of the above examples, the inference that the birds are
$arari is drawn from their living near the water reservoir. As a matter of
fact, baka, the Indian crane, sarasa, the swan, and many other birds live
ncar water ponds. Therefore, whether the birds described in the above
stanza arc baka, sdrasa or $ardari cannot be conclusively decided. In
other words, the above inference causes a doubt. Hence it is an instance
of samsaya - jriana.

(iii) A hetu causing viparyaya - jiana
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The meaning of the illustrative example is : 'Know this to be a
cakora bird (= the Greek partridge) because the corner portion of its eyes
is white' (ibid., 5/54). Here the whiteness of the eye-corners is the hefu, a
means, intended to be used to prove the sadhya, namely that the bird is
cakora. However, the whitencss of the eye-comers is found in other
birds but not in the cakora. Thus the hetu here does not accomplish the
sddhya. On the other hand it generates contrary knowledge. Hence it is
called a viparyayajriana hetu. Such descriptions exhibit poet's ignorance
of nature.

Here ends the discussion of the forty-two kavya-dosas considered
by Bh. All dosas, whatever their nature or category, are to be avoided
with conscious efforts. We shall now consider how to achieve this task.

[43] Ways And Means of Avoiding Dosas
[i] Deep and comprehensive study of various subjects :

The prime and most dependable means of avoiding dosas is to
undertake a deep and comprehensive study of various sciences and
other subjects. A creative writer should attentively and profoundly
study these sciences: the grammar and lexicon of the language (for
example, Saniskrta, Prakrta, Apabhrani$a etc.,) in which he wants to
compose poetry, semantics, dharmas$astra, the Vedas, smriis, arthasastra
(= the science of politics and administration), kamasdstra (= erotics),
adhydtmavidyd (= metaphysics coupled with philosophy), psychology,
the sciences of music, painting and other fine arts, geography, prosody,
ctc. Besides, the poet should Icarn various aspects of the folk culture
and poetic conventions. In addition to this, he should discriminate
between sayable and unsayable, includable and avoidable topics as
well as abridgement and amplification. He should also pay duc attention
to the rhythm of the word-structure and ensure that his composition is
graceful and makes a pleasurable rcading or hearing.

(ii] Cautiousness :

Cautiousness in every respect is the second and as firm a means as
a strong pillar. Full concentration of mind is absolutely essential for the
proper placement of words. The writing attentively done tums out to be
qualitatively excellent, flawless, delightful and memorable. A poct is
likely to lapse into the blunder owing even to the slightest inattention.
Careful attention helps the poet bothwise: in elcvating the standard of
the composition by making a proper selection of words and in not
letting the standard of the composition lower down by avoiding improper
selection of words. We conclude the discussion of the present topic by
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reproducing the following memorable stanza of Rajasckhara praising
the 'greatness’ of attentiveness :

'‘Anusandhdna$unyasya bhisanam disandyate |

Sdvadhanasya ca kaverdisanani bhisanayate [I' (KM, p.112)
meaning, 'He whose concentration gets destroyed causes even an
ornament look offensive to the sight. On the other hand he whose mind
is very attentive lends glorious charm even to a stark blemish.'

Krishnamoorthy has put Rajasekhara's above stanza into English
which reads as under :

"For one in attention lacking
A grace becomes a flaw to sight,
For one in attention striking
A flaw becomes a grace aright !"

[ILT, p. 259]

g
%,
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5. Poetry, Logic and Truth

(1] Creative Writing vis-a-vis Sciences

We have seeen in the preceding chapter that the pratijiia - hina
(KL.,4/2,5/1), hetuhina (ibid.) and drstanta-hina (ibid.) find a place in
the scheme of forty-odd kavyadosas discussed by Bh. It is quite evident
that the terms pratijia, hetu and drstdnta belong to the nyayasSastra,
Indian science of logic. In spite of this factual position Bh has devoted
as many as sixty kdrikds to the treatment of this subject in his work
which principally aims at discussing the theory of literature. This goes
to suggest that Bh takes logic in particular and sciences in general to
be closely connected with the imaginative literature. In fact he has
expressed this belief in unambiguous words as under:

‘Na sa $abdo na tad vacyani na sa nydyo na sd kala |

Jayate yanna kavyaigamaho bhdro mahan kaveh /|’ [ibid., 5/4]
meaning, There does not exist such a word, such a meaning, such a
science or such a (fine) art as does not deserve to become a part of the
kavya. So the poet's responsibility is great.’

That is to say, every human experience, actual and/or imaginary, is
worthy of being described in literature. To a writer no experiencé is
excludable. It, therefore, becomes absolutely necessary for him to
observe the ways of the world and to assimilate them mentally before
he describes them in his composition. This hard exercise alone cnables
him to produce {lawless and readable writing.

The point as to how and why a poet is concerned with the sciences
and scientific subjects has been made clear by Rdjasekhara in his
passage reproduced below :

'Tha hi varimayamubhayathda $astrani kavyan ca |

Sastraparvakatvar kavyanani piarvam $dastresvabhiniviseta |

Nahyapravarttitapradi pastamasi tattvdarthasdrthama-
dhyaksayanti| Tacca dvidha - apauruseyam pauruseyani ca |
Apauruseyan Srutih | ...."Upakarakatvadalarikarah saptamamarigam”
iti Yayavariyah | ...

‘Seyami Sastroktih | ...
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‘Pauruseyani tu puranam, anviksiki, mimamsa, smrtitantramiti
catvari sastrani | ...

"Tanimani caturdasa vidydasthanani, yaduta Veda$catvarah,
sadarigani, catvari $astrani” itydcaryah | Tanyetani krtsnamapi
bharbhuvahsvastrayin vyasajya varttante | Tadahuh -

"Vidyasthananani gantumantan na Sakto

Jivedvarsanani yo'pi sagram sahasram |

Tasmdtsanksepadarthasandoha ukto

Wadsah sanitvakto granthabhirupriyartham [|”

“Sakalavidydsthanaikdyatanani paricadasani  kavyani
vidyasthanam” iti Yayavariyah | Gadyapadyamayatvat kavidharmatvat
hitopade$akatvdcca taddhi Sastranyanudhavati |' [KM, pp. 2-4]
meaning, "In this world the literature is two-fold, science and poetry.
Since the kavyas (i. e., various kinds of literature) are preceded by the
sciences one (i. €., a prospective poet) must first study the sciences.
Those who do not have a lighted lamp cannot perceive in the darkness
the total true nature of the things. Again that (i. e., the science) is of two
kinds : (i) the authorship of which cannot be attributed to any particular
person and (ii) which is authored by a particular person. The
apauruseyani means the Vedus....The science of rhetorics is considered
the seventh auxiliary portion of the Vedas, because of its serviceability,
according to the one born in the Yayavara family (Rajasekhara calls
himself Yayavariya).

"This (i. e., described so far) is that enumeration of the science.

"Now the pauruseya $astra comprises four sciences, namely, the
tradition, logical philosophy, the science concerning the interpretation
of the Vedic rituals as well as that dealing with the nature of the
supreme spirit and the science of civil and religious laws,

"The acaryas maintain that the four Vedas, their six auxiliary
portions and four sciences (i. e., the abovenamed four pauruseya Sastras)
are these fourteen sources of knowledge. These are there occupying the
entire carth, ether and heaven. It is said (by the ancient thinkers) :

"Even if one remained alive for more than a thousand years he
would ncver be able to reach the end of all the sources of knowledge.
Therefore, the sum total of the meaning is stated briefly. The amplification
is avoided in the interest of those (readers) who arce afraid of overlong
works.

"Yayavariya views that kavya, poetry, is the fifteenth source of
knowledge, it being the abode of the sources of all the disciplines;
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firstly because it is in the form of prose, verse and prose mixed with
verse; secondly because it is the peculiar attribute of a poet and thirdly
because it gives beneficial advice. For it (i.e., the kdvya) follows the
Sastras, sciences.”

Thus good poetry is based on and an outcome of diligent and
sound study of various scientific subjects. Bh is, therefore, fully justified
in taking up for discussion the topic of the science of reasoning in his
work concerning the science of creative writing.

[2] Kavya Follows a Different Logic

According to Bh the logic that the literature follows is different
from the one the positive sciences follow. He explains this point in the
stanza reproduced below :

‘Aparam vaksyate nyayalaksanam kavyasanisrayam |

Idam tu 3dastragarbhesu kavyesvabhihitam yatha [/’ [KL, 5/30]
meaning,"The logic that applies to poetry is different in nature. We
shall explain it later. Whereas this (i. e., the one explained so far)
concerned science-embedded poetic writings. For example :

‘Atha nityavinabhavi drstam jagati kdaranam |

Karanani cenna tannityam nityani cetkdranani na tat [/’
[ibid., 5/31] meaning, 'In this world the cause is considered eternal and
inherent. (But it is not right to do so.) For if it were a cause it could not
be eternal and if it were eternal it could not be a cause.'

While describing the manifold classifications of poetry in KL, 1/
17, Bh has referred to the §astrd$raya kavya, i. e., the kavya which
describes a scientific subject. It is the same as the §astragarbha kavya
mentioned in the first of the above two kdrikas. A §astragarbha kavyais
that versified composition which aims at imparting instruction in the
principles and theories of a scientific subject as mathematics, logic,
grammhr, etc. The words and their meanings in such compositions
come together to educate and enlighten the reader, whereas the words
and their meanings in a poetic composition come together to give
unmixed and intense delight to the reader. This is the fundamental
difference between these two types of compositions. But the co-existence
of the words and their meanings is experienced as their common property.
Taking that into consideration a work like the Tarkasmigrahah (a
primary treatise on Indian logic) is called a k@vya and an epic like the
Raghuvanisam is called kdavya too. To suggest the diffcrentia between
these two types of kdvyas, Bh prefers to designate one as the
$astragarbha kdvya and the other as the lokdsraya kavya (KL, 5/33).
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A philosophical principle has been stated in the latter of the above
two karikds. It is like this : A cause is an agent that brings something
about. Since it is itself born it is an effect or a result. No result is ever
imperishable. That is to say, a causc turned into an cffect is not
permanent. If it be considered permanent it cannot be considered a
cause. But in the everyday business of the world a cause is regarded as
everlasting and essential. This supposition is against the rules of the
$astra. If, therefore, a §@stragarbha kavya describes a cause as eternal
and essential, that description would be incorrect. But if a lokasraya
kavya makes such a description, it would not only be correct but also
acceptable and enjoyable. Thus the logic that is applicable to the
$astra is one thing and that applicable to the k@vye is quite an another
thing.

Now if the logic applicable to the creative writing is different, it
should then be said that the poetry throws the truth into disorder. In
other words, imaginative literature is utterly 'untrue’ and the descriptions
therein are false and deceptive. A few passages from classical literature
could casily be reproduced in support of this supposition.

[3] The Falsehood in Creative Writing

The king in Bhasa's Urubhawigam says : ‘So'yani kalaviparyasat
candrah vahnitvam dgatah |’ (Bhasandtakacakram, First Part [BNC-1],
Krishnadas Academy, Varanasi, 1987, p. 49) meaning, 'Here is that
moon which has become (extremely hot) like fire because of the
adverseness of time." After reading this the question naturally arises in
the reader's mind how the moon always known for its coolness could be
fire-like as described here. Is this not an instance of untrue description?

The ceti in the Pratimand akam observes : ‘Nasti vdcd prayojanam|
Imani praharsitani tanidruhdani mantrayante [° [ibid., pp.13-14]
meaning, There is no need to express in so many words. These delighted
hair are speaking themsclves.' Now if we think logically we realize that
the hair cannot speak, because they have no 'tongue’. In spite of this
realization we do not murmur against the ceti's above observation
because we interpret the above utterance poctically.

In the same play Bharata while addressing Rama declares :
‘Nayodhya tam vind Ayodhya | Sa Ayodhyd yatra Rdghavah |’ [ibid.. p.
97] meaning,'No Rama, no Ayodhya. Where (there is) Rama there is
Ayodhya'. Indecd, Ayodhya is a city, it would ever be there where it
ought 1o be. Therefore, the negation of Ayodhyaness in the former of the
above utterances does not go well with reasoning. The non-
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separablencss of Ayodhya and Rama as expressed in the above second
uttcrance also does not seem logical. But Bharata intends to convey
that all the prosperity, nay, the very existence of Ayodhya depends on
Rama. He is, as it were, the very life of Ayodhya. This considered, there
is nothing to complain against the logicality of the above utterances.

Vasudeva in Bhasa’s Pratijiiandtakam persuades his friend saying:
'Vayasa ! Prabhdata rajani | Pratinivartatani bhavan [’
(Bhasandtakacakram, Second Part [BNC-2], Krishnadas Academy,
Varanasi, 1987, p. 29) meaning, 'O friend! the night has turned into the
dawn. You must be going.' This deviated persuasion causes a pleasant
confusion in the mind of the reader. For, the night will naturally remain
the night and the dawn the dawn. It will utterly be against nature for
either of them to tum into another. But the night is over and the day has
broken is what the character desires to convey. Hence the above utterance
is not unnatural.

Lastly, a quick look at Dusyanta's soliloquy. After his first meeting
with Sakuntala she slarts returning to the a$rama, hermitage. Dusyanta
is intensely eager to follow her but somehow desists from so doing and
talks to himself: ‘Sthanad anuccalannapi gatveva punah pratinivritah/’
(Abhijianasakuntalam, The Popular Book Store, Surat, 1951, p. 25)
meaning, "Though I did not move (even an inch) from my place, [ came
back, as though, having gone after her.' Now as we know nodody can go
ahead and come back without stepping out. This is a very common
experience. But anybody else in the king's present state of mind would
feel as the king is described here to have felt, is also an equally
common experience. In view of this, nodody finds fault with the king for
his having made such an unbelievable statement.

The above examples are quite sufficient to establish the point
under consideration. To conclude. it is worth the while to quote from
P. S. Shastri's Indian Poetics and New Criticism: A study in Attitudes:
"...Science tries to show that something is true or false while art has to
achieve the trope, and the trope should not become a proposition.”
[PWT, p.49]

(4] Kavisamayas: Poctic conventions

The kavisamayas also deserve our careful attention in this regard.
They are also known as kavimatam, kavisanipraddayah, kaviparanipara,
kaviprasiddhih etc., According to Rajasckhara, the kavisamuayas arc
‘asastriya’ and ‘alaukika’ [KM, p. 78]. These two terms have been
interpreted to mean 'different from the scientific sense’ and 'transcending
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all the branches of knowledge as also the nature and behaviour of all
thc movable things in the world,’ respectively by Vishnuswarupa
(Kavisamayamimanisa, [KSM], B. H. U., Varanasi, 1963 pp. 25-26).
Their description is restricted to the world of creative writing. That is to
say, they have no place in the field of knowledge as well as in the ficld
of everyday course of worldly life. They are considered to belong to
three classes: (1) asatah nibandhanam, meaning, 'description of the
non-intended thing or the non-cxistent nature of a thing.' For
instance, lotuses grow in rivers','gold and pearls are found on every
mountain,' 'darkness can be held by a fist or can be pierced with a
needle, 'the success and laughter are white in colour,’ etc., [ibid., pp. 78-
83] -

(i1) Satah anibandhanam, meaning,’ rejection of the existent nature
of a thing.' For instance, 'the white-flowered jasmine does not blossom
in the spring’ (while actually it does), 'the sandalwood tree does not put
forth flowers and fruits,' 'the blue lotuses do not blossom by day," etc.,
{ibid.].

(iii) niyamatah nibandhanam, meaning, ‘the description, as a rule,
of the presence of a thing only at one place though it is actually present
everywhere.' For instance,'the crocodiles appear to a greater advantage
only in the sea’ (though actually they are found both in the sea and
rivers),'the pearls are found in the Tamraparmi river only,’ etc., [ibid.].

Vishnuswarupa has designated the above three classes as saniskara
(i. e., conception), pariskdra (i. e., purification) and samahdra (i. e.,
contraction) respectively, [ibid., pp. 30-31].

Now poetry is an art and is like, all other arts, born to delight the
apprectator. In view of this there is nothing wrong if the poet formulates
and abides by certain rules or conventions in order to be able to achieve
his goal. But when he denies what really exists and accepts what
actually docs not exist, does he not thereby make his composition false
or untrue? If he does, can we not cxpect that the pocts should not
compose pocms and that the appreciators should not recad them?
V. M. Kulkami has put this plausible objection to the poctic compositions
in the following words :

"In short, poetry disregards scientific, historical and even logical
truth; and therefore, deserves condemnation.”

[Studies in Sanskrit Sahitya Sastra, B. L. Institute of Indology,
Patan,1983, p. 185]
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{5] Bh's Refutation of Untruthfulness of Poectry

Bh refutes the above objection saying,’Tatra lokd§rayani
kavyamagamastattvadarsinah |’ (KL, 5/33] meaning, (the difference
between the kavya and $dstra is) 'that the k@vya has for its main-stay the
course of the world whereas the dgamds exhibit the (fundamental)
principles.’

Let us elaborate this concept. Literature draws inspiration from the
course of the worldly life, describes the affairs of the world, and the
nature and general customs of the world. While doing so, it meticulously
observes the limits of the propriety of conduct. Bh has elsewhere
defined the term agama as 'agamo dharmasdstrani lokasima ca tatkrtdl’
[ibid., 4/48] meaning, ‘dgama means dharmaiastra and the bounds of
general and moral conduct set by it." Accordingly, the agamas include
both the §rutis and smytis. 'Agacchanti buddhini Grohanti yasmad
abhyudayanih$reyasopdydah sa adgamah,’ is the etymology of that term,
as per which the dgama brings within the ken of one's intellect the ways
and means of achieving this-worldly prosperity and the other-worldly
welfare. In other words, the dgama includes all the pauruseya and
apauruseya $astras, which enable one to perceive the rattva, the nature
of the reality, underlying the universe and that of literally innumerable
things born according to the laws of nature as well as those which have
come into existence as a result of human efforts. It is in this sense that
Bh describes the agamas as tattvadarsinah. Thus while the $astras
predominantly impart knowledge and secondarily give intellectual
pleasure, the kavyas (and the fine arts) predominantly give aesthetic
pleasurc and secondarily make the reader worldly wise. That is to say,
the nature, function and motive of the compositions belonging to these
two classes are distinctively different. In view of this, the pratijid and
the allied concepts are variously treated in the $dstras and kavyas. To
clarify this point Bh has given the following example :

‘Asisamkasamakdsani §abdo diranupdtyayam |

Sadaiva vari sindhinamaho sthemda maharcisah |/

Ruapadinam yathddravyamasrayo nasyatiti ca [/’ (KL, 5/34|
meaning, "The sky is like a sword (blue in colour); this sound reaches
too far; the water of the sea remains constant; the steadiness of great
luminaries is surprising; the colour and other properties are in accord
with the matter and (as) the main-stay perishes (the properties also
perish).’

Now the above statements are scientifically untrue, but the creative
writing connives at these inaccuracies inasmuch as the creative writer
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does not claim to produce a scientific composition. Although
scientifically the sky has no colour, the poets take delight in describing
the blueness of the sky. The surface of the sea alternately rises apd
falls, but never remains constant. The poet, however, ignores this natural
phenomenon which is caused by the gravitational attraction of the sun
and moon and describes that the seawater remains constant. The
appreciator, however, does not revolt against such a description. For he
fully realizes that the scientific truth is different from the truth in the
imaginative literature. This fact also applies to the kavisamayas which
are the product of the poets' fancy. Bh therefore maintains and rightly so
that what appears to be untrue or incredible in poetry is not a demerit
but a desirable merit. After thus discussing this very important problem
at length with appropriate illustrations, Bh launches upon the
consideration of kavyapratijia.

(6] Kavyapratijrid : Poetic Assertions

Although pratijiid, a vow, solemn declaration or an assertion, is a
technical term belonging to the science of logic, we often make use of it
even in our daily life. We quite often make such assertive statements as,
‘I will win the race,’ 'l will pass the examination with distinction," 'T will
act the king to the amazement of the spectators,' 'l will climb this one
thousand feet high hill within ten minutes.’ ctc. Such statements express
the speaker's [irm resolve; but he is not desirous of proving or establishing
anything. In the science of logic, however, the assertion ‘ayani parvato
vahniman, dhimavattva’ meaning,'there is fire on this mountain because
there is smoke,'aims at proving the existence of fire on the mountain.
This is the difference between the worldly and scientific pratijids.

In imaginative literature also we come across many such pratijiids.
For example, the old man in Bhasa's Madhyamavyayogah avers: “Esa
me niscayah |

Krtakrtyam Sariram me parinamena jarjaram |

Raksasagnau sutdpeksi hosyami vidhisanmiskrtam [/

[BNC-1, p. 22] meaning, 'l, expectant of a son, shall offer as an
oblation my body which is contented but worn out because of age, to
the fire in the form of demons after due consecration by religious rites.”

Similarly, Duryodhana in Bhasa's Ditavakyam expresses his deeply
felt desire in these words :

“lcchami Pandavabalam varavaranana-

mutkrttadantamusalani mukhani kartum [”

[ibid., p. 6] meaning, 'l desire to cut off the teeth (i.e. the tusks) from
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the mouths of the best elephants in the army of the Pandavas by
hammering them with my club.’

Now read Arjuna's vow in Bhasa's Ditaghatotkacam:

“Yena me nihatah putrastustini ye ca hate gatah |

Svah strye'stamasaniprdpte nihanisyami tanaham [["

(ibid., p. 33] meaning, 'Before the sun sets tomorrow (evening) I will
kill him who slew my son and will also kill all those who felt delighted
at his death’.

In the same manner Baladeva in Bhasa's Urubharigam says with
determination :

"Dasyami samyugahatan sarathasvandgan |

Svarganuydtrapurusastava Panduputran [|”

[ibid., p.37] meaning,'l shall offer your men following heaven, the
sons of Pandu killed in the battle along with their chariots, horses and
clephants.'

A. K. Warder is inclined to infer that Bh has come to discuss this
topic after having perused the frequent use of the pratijiia in Bhiasa's
plays [Indian Kavya Literature, volume two, Motilal Banarsidass,
Delhi, 1974, p. 318]. The respective characters in the literary pratijiids
are desirous of obtaining or accomplishing something but are not
interested in proving anything. Whether Bh discovered this pratijia
concept from his own extensive and researchful reading, or whether he
happened to come across the germ of this concept in the works of his
predecessors/contemporaries and then developed and systematized it
himself, it is hard to decide. But his discovery is cerainly original and
has admirably enriched the literary theory. His grafting of science on
poetry has undoubtedly become successful.

Bh has defined kavya-pratijiia as under:

‘Istakaryabhyupagamani pratijiam pratijanate’ [KL,5/35]|
meaning,'A statement of the determination of the desired act is called
pratijia.' For example,’Updlapsye tavad idani anguliyakum’
[Abhijfiana$akuntalam, cited above, p. 148] meaning, Let me then
scold this ring.' Again from the same play, “Binibddharani spriasi «ed
bhramara priydya - stvam karayami kamalodarabandhanastham,’|ibid.,
p- 154], meaning,’ O bee! if you happen to touch the himba-like lip of my
beloved, I shall cause you to be jailed in the hollow of the lotus’. Now a
varicayisyami aham dhruvam /,' [BNC-1 p. 51] meaning, 'l shall certainly
deceive the destiny by my prowess;' ‘Kanisasurani ca yamalokamahani
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nayami /' [ibid., p.108] meaning, 'Here I kill the demon named Kamsa.'
These and such other firm and forceful statements of literary characters
are poetic pratijias.

[7) Kinds of Poctic Pratijna

According to Bh dharmasani$raya, arthasamisraya, kamasanisraya
and kopasani§raya are the four kinds of poetic pratijia [KL, 5/35]. Their
examples are as under :

(i) dharmasani$rayd : ‘Jardmesa bibharmiti pratijiidya pituryathal
Tathaiva Purunabhari sa syaddharmanibandhani |/’ [ibid., 5/36]
meaning, 'Here I accept your old age,’ thus avowing Puru received his
father's (that is, Yayati's) old age. In this way Puru abided by his duty as
a son. Hence this is dharmasaniSrayd pratijia.

(ii) arthasanisrayd : 'Upalapsye svayam Sitamiti bhartrnideSatahj|
Haniimata pratijiidya sa jiiatetyarthasamsraya /' [ibid., 5/37] meaning,
"At the instance of his lord (Siigriva) Haniiman resolved : 'l shall find
out Sita myself. "Thus deciding, he found out Sita." This is arthasanisraya
in that this is made in order to cnable Stgriva to regain his kingdom.
This regaining of kingdom is artha.

(iii) kamasanisraya : ‘Aharisyamyamimadya Mahdsendatmajamiti |/
Kriva pratijiian Vatsena hyteti madandsraya |/’ [ibid., 5/38] meaning, "1
will abduct today Mahasena's daughter’, so avowing Vatsaraja carried
her off by force." There was lust at the root of Vatsaraja's vow and
therefore this is an instance of kamdsraya or kdmamiild pratijia.

(iv)  kopasani$rayd :  ‘Bhrdturbhrdtrvyamunmathya
pasyamyasydsrgahave [{ Pratijfidya yathd Bhimastaccakaravaso rusajl’
[ibid., 5/39] mcaning, "I shall kill (to-day) my elder brother's enemy in
war and drink his blood,” so avowing out of wrath, Bhima did
accordingly.” The very word rusdused here shows that this is a kopamila
pratijida.

After having described these four kinds, Bh lays down in the
following verse a rule in this behalf which is never to be violated :

‘Karyo'nyatra pratijiaydah prayogo na katharicana |

Parityaga$ca kartavyo ndsani catasrnamapi [/’ [ibid., 5/40]
meaning, 'The use of pratijiid must never be made elsewhere (that is,
except the above four topics) and also these four must not be discarded.'

Of the above four, dharma, artha and kana are the three purusarthas,
goals of human life, and kopa or krodha is one of the sthayibhavas,
lasting sentiments. Thus all these four are very powerful. Therefore, a
statement expressing firm resolve must necessarily be made; it must
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not be avoided. That is to say, the creative writer must not let his
character avoid making such a statement.

Bh has made yet one more fine point in this connection. In his
opinion the pratijid is not always explicitly expressed but it is many
times implied. In such cases the 'unsaid’ determination of the speaking
character is derived from the meaning of the 'said’ words. The following
verse illustrates this point.

‘Kimindriyadvisa jreyani ko nirakriyate’ribhih |

Ko va gatvaramarthibhyo na yacchati dhanam laghu /' [ibid.,5/46)
meaning, 'What should a hater of senses (that is, one who has conquered
his passions) know? Who is defeated by his enemies? Who does not
promptly give the fickle wealth to those who seek it?'

The answers to these questions are brahman, weak and miser
respectively and are suggested by the words kim, ko and ko va. The
answers to the second and third questions could be understood by the
common sense and observation of the worldly affairs. The answer to the
first question, however, demands a knowledge of metaphysics.

With this, Bh has wound up the discussion of literary pratijia and
set out to explain literary hetu.

[8] Kavya-hetu

According to Bh the hetu whether in the nyayasdstra or kavya is
always of the form of a sadhana, ameans. Read the following verse for
that matter :

Yatha'bhito vandbhogametadasti mahatsarah | o

Kajandtkuraringm ca kamalanam ca saurabhar ||’ [ibid., 5/48)
meaning, ‘That this large lake is spread about the forest is inferred from
the chirping of the kurara female birds and the fragrance of lotuses.’

The words kifjanat and saurabhar in the above verse are in the
ablative case and enable us to draw inference of the lake. Really
speaking, chirping is the property of the kurara females and fragrance
that of the lotuses. None of these is the property of the lake. How do we
then infer about the lake? Bh has answered this question at length in
his three verses reproduced below:

‘Anyadharmo’pi tatsiddhim sambandhena karotyayam |

Dhamadabhrarikasdtsagneh prade$asyanumamiva j|

Aprthakkrtasadhyo'pi hetuscatra pratiyate |

Anvayavyatirekabhyani vinaivarthagatiryatha |/

Dipradipa nisa jajrie vyapavritadivakara |

Hetuh pradipadipatvamapavritau raveriha |/’ [ibid., 5/49-51}
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meaning, 'The female kurara-birds live in the lake, the lotuses also are
in the lake. Consequently, the property of the birds and of the lotuses
help in the inference of their adhikarana (that is, their dwelling-place)
because of their association, even as the smoke causes the inference of
both the fire and its place, the mountain. Sometimes the anumiti is
possible even though the hetu is not separately mentioned. For example,
the sunset was known by the dazzle of the shining night lights. Here the
dazzle of the shining lights is the hetu (cause) of the knowledge of the
sunset.’

A good knowledge of the hetu lends an additional dimension to the
appreciation of poetry. This is the point which Bh wants to drive at.

Lastly he takes up the kavya-drstanta for discussion.

(91 Kavya-drstanta

It is defined as ‘wktasya arthasya drstantah pratibinibanidar$anam’
[ibid., 5/55] meaning, 'A mention of the meaning similar to the one
referred to earlier is called drstanta.

In the drstanta one of the two structural meanings is of the form of
a biniba (that is, the object compared) and the other one is of the form of
a pratibiniba (that is, the object to which the biniba is compared).
Evidently there is a similarity between the biniba and pratibiniba.
Realizing that such similarity exists in an upama (= simile) also, Bh
himself raises a question and answers it himself thus :

‘Nandpama'numaivastu na hetvanabhidhanatah |/

Sadhyasadhanayoruktiruktadanyatra nesyate |

Mukham padmamivetvatra kini sadhyani kini ca sadhanam /|

lti prayogasya yathd kalavapi bhavaniha |

Sreyan vrddhanusistatvat pirve krtayuge yatha ||’ [ibid., 5/55-57)
meaning, 'Then why should upama be not considered anumdna? (It
should not be so considered) because there is no mention of the reason
there (that is, in the upama). A mention of the sadhya (that is, the thing
to be proved) and sadhana (that is, the means to prove it) is not
considered desirable at places other than those referred to carlier. In the
sentence, 'the face is like the moon’, what is sddhya and what is sadhana?
Take for example this declarative statement : 'Even in this kaliyuga
(=the age of untruth) you arc pre-eminent like those men of the ancient
krtayuga (= the age of truth) because you are taught by the elders.'

The gist of the above passage is that in an upamad nothing provable
is aimed at; in it only an aesthetic experience is expressed. In the above
upamd, the aesthetic experience is based on a very close similarity

AN

Poetry, Logic and Truth 87



between the mukha and kamala. The speaker intends to express that
similarity and nothing more. On the other hand, in an anumdna, a
knowledge of the vydpti (that is, the universal accompaniment of the
middle term by the major) is intended. In view of this difference an
upamd cannot become a drstanta. In the above kalavapi etc.,
preeminence of a certain king is to be proved. The expression
'vrddhanuSistatvdt' is the means to prove it, and 'pirve krtayuge yathd
is the drstanta. Bh has thus fully explained the difference between an
upamd and drstanta. Then he turns to the discussion of suddha drstanta,

[10] Suddha Drstanta

Bh has discussed this topic in the following kdrikas:

Yatra drstantamatrena vyajyete sidhyasadhane |

Tamdhuh $uddhadrstantam tanmatraviskrteryatha |/

Bharatastvani Dilipastvani tvamevAilah Purdravah |

Tvameva vira Pradyumnastvameva Naravahanah [/

Kathamekapadenaiva vyajyerannasya te gunah |

Iti praywijate santah kecidvistarbhiravah [/’ [ibid., 5/58-60]
meaning, 'A statement wherein the drstanta alone suggests both the
sadhya and sadhana is called $uddhadrstanta. Its brief exposition is
thus: O warrior! you are Bharata, you are Dilipa, you alone are Puriravas,
you alone are Pradyumna (and) you alone are Naravahana. (The
describable king here is like Bharata because of his successfulness,
like Dilipa because of his ideal conduct, like Puriiravas because of his
virtuousness, like Pradyumna because of his handsomeness and like
Naravahana because of his attachment to worldly pleasures.) How
could a single word suggest so many virtues of this king? So thinking,
some virtuous poets, afraid of prolixity, use the drstanta as above.'

Bh's above discussion shows us the way of interpreting and
appreciating the verses like the above one.

With tlus, the exposition of kavya-pratijiia, kavya-hetu and kavya-
drstanta comes to a close.

[11] Bh's Contribution

Bh has treated of, as surveyed above, (i) the subject of the science
of logic vis-a-vis creative writing and (ii) the nature of truth in the
imaginative literature. His treatment of the subject displays his
penetrating intellect, methodicalness and ability to quote suitable
verses to clarify the theoretical issucs. Whether he has drawn inspiration
from his predecessors for this consideration or whether he has done it
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by himself by his insightful study of numerous literary works, we do not
know. But one thing is certain that he is the first known poctician to take
up this topic for examination. In view of this a student of Bh's work fully
agrees with V. M. Kulkarni who lauds him thus :

"Chapter V (Kdvya - Nyaya- Nirnaya) is indeed unique for its
treatment of logical science and of the logic of poetry or poctic truth in
the whole range of works on poetics,” [Studies in Sanskrit Sahitya
Sastra, cited above, p. 186, footnote 14]

[12] Bh’s Impact on Later Rhetoricians

Among the post-Bh rhetoricians Anandavardhana and Rajasekhara
are noticeably influenced by Bh especially as to his treatment of poetic
truth. While elucidating the pithy thought ‘dvividho hi visayah Sabdanani
- anumeyah pratipadyas$ca’ |Dhvanyalokah, Chaukhamba Sanskrit
Series, Banaras, 1953 p. 480], Anandavardhana asserts as under :

'‘Kavyavisaye ca vacyavyaiigyapratitinam satyalva - asatyatva -
nirdpanasya aprayojakatvani eva iti tatra pramanantara - vyapara -
pariksa upahdsdya eva sanipadyate.’ [ibid., p. 488] meaning, [To make
the reader appreciate the extraordinary strangencss of the éxperience is
the only purpose of poetry. This experience does not demand any
knowledge of validity or invalidity.] "And it is irrelevant to investigate
the truth and falsehood concerning the experience of the expressed and
implied mecanings in the case of poetry. Consequently, it becomes
ridiculous to examine the function of inference and such other means of
knowledge.' This is Anandavardhana's stand-point.

Rajasekhara is more specific and vehement on this issue. Some
thinkers held,"asatydrthabhidhayitvannopadest avyani kavyam"
meaning, "It is not advisable to compose poetry because it expresses
untruth.” Rajasekhara does not at all subscribe to this view. He refutes
this argument saying that such untruth is found both in the scriptures,
sciences and everyday worldly speech. Since, however, his refutation is
very long, it is not advisable to reproduce it here verbatim. Therefore,
only its gist could be presented as under :

Poetry describes sevenfold subjects, as divya, manusa, patdliya,
etc. The descriptions of these subjects are limitless. In spite of this
vastness they are predominantly of two kinds, according 1o the followers
of Udbhata. These two varieties arc: vicdritasustha (i. ¢., scientifically
precise) and avicdritaramaniya (i. ¢.scientifically not very precise but
very charming and enjoyable). The sciences deal with the former, the
creative writing describes the latter. The root cause for this difference
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lies in the fact that the sciences express the true nature of the things
whereas the creative writer describes the things as they appear to him to
be. This appearance is never like the real nature of the things. It is
precisely because of this that the moon appears to the poet to be twelve
fingers in measure, whereas it is in fact not so. All the poetic descriptions
are thus of the nature of impressions. Besides, they are sweet and this
sweetness lies in the poetic expression. This is Rajasekhara's and
Aparjiti’s view.

Palyakirti, however, thinks differently. In his opinion, the
charmingness of the describable object depends on the temperament of
the poet or on the disposition of the characters conceived by him rather
than on the actual form of the object. For example, a person in love may
praise an object, a detached person may hate the very object, while a
disinterested one may show total indifference to it. In short, the
description of an object is subject to the describer’s mental condition at
that particular moment.

Avantisundari, Rajasekhara's wife, maintains in this connection
that no object has any fixed or definite natural state. The poet has
nothing to do with the natural state of the object either. His mind
conceives of the object in different ways. His conception or imagination
lends the object a beautiful or ugly form. Consequently, while praising
the moon he describes it to be endowed with nectar-rays and while
condemning it he calls it a heap of blemishes. [KM, pp. 24-25, 44-46)

As to the kavisamayas Rajasekhara conclusively remarks:
Vastuvrttiratantram kavisamayah pramdanam [’ [ibid., p.19] meaning,
"Where the natural state of an object is independent, its presentation
made by the poet in accord with the kavisamaya has to be taken as true.'
That is to say, the true state of a thing changes in its poctic description.
But that imaginary (changed) state is not only suitable to the creative
writing but is also charming and gives pleasure to the appreciator.
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6. Forms of Imaginative Literature

[1] Fourfold Classification of Poetry

From his statement ‘bahuvidhakrtirdrstva’'nyesani svayani
paritarkya ca’ [KL, 5/69] mcaning, 'After having (intently) perused
numerous poetical compositions of others and after having (deeply)
pondered over them from all angles myself,’ (I have cnumerated these
different figures of speech, cte.) it is clear that before actually writing the
KL, Bh has intensively, cxtensively and attentively read the
laksyagranthas (sce section 3 [iv] of chapter 1) available to him. This
reading attended with an appreciative analysis of those several literary
compositions must have made him realize that there are certain features
(as the gunas, alwikaras, vakrokti, etc.,) which are common to all but at
the same time there are certain other featurcs (as the external form, the
medium of expression, the language, the subject matter, the tone, the
resulting impression, etc.,) which distinguish the different compositions
from one another. He must have also noticed that there are groups of
compositions similar to one another. These realizations must have
prompted him to present a classification of kévya, which he has actually
carried out from verses 16 to 31 of the first pariccheda of his work.
Instead of quoting the relevant verses in original, it is decmed advisable
to put their contents into English. Bh has proposed the fourfold
classification of poetry as under :

[i] Mcdium-based classification : gadya, prose and padya, verse
(KL, 1/16).

[ii] Language-bascd classification : Saniskrta, Prdkrta and
Apabhranmisa (ibid.).

|iii} Subject-based classification : Vrttadevadicarita$anisi,
Utpadyavastu, Kaldsraya and Sastrasraya (ibid., 1/17).

[iv] Forin-based classification : Sargabandha, Abhineyartha,
Akhyayikd, Katha and Anibaddha (ibid., 1/18).

Before we take up the above classes one by one for discussion, it
should be noted here that Bhis the first extant ancient Indian poctician
to propose, as above, different kinds of classification of poetry. Whether
he got aclue from the writings of his predecessors or contemporaries in

N
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this behalf and then developed it into the above scheme or whether it is
the product of his own thinking and imagining, nothing can be said of
certain. However, his scheme is remarkably systematic and this
characteristic deserves the reader's appreciation. Now let us consider
the above categories in the same serial order.

[2} Classification Based on Medium

As stated above, Bh has considered gadya and padya as the two
vehicles of expression.

[i] Gadya : This word is derived from the root gad [1P.} which
means, to speak, to tell, to relate, etc. Man speaks more and writes
relatively less. He has acquired the faculty of speaking before acquiring
the faculty of writing and with relatively less efforts. Man has been
speaking for over last five lakh years. Taking all thesc facts into
account it can be said that Bh is quite right in considering ‘gadya’ first.

The ancient Indian writers have written more in verse and less in
prose, which latter they have considered hard to write. This state of
affairs has compelled Vamana to declare, ‘gadyant kavinam nikasani
vadanti’ [KLS, p. 12] meaning, 'Prose composition is the rcal test of a
poet (i. e., a creative writer).’

[ii] Padya : A verse has padas or padas, quarters or lines. In ancient
India, padya was the medium of expression of almost all subjects, both
scientific and non-scientific or literary. The writers found it easy to
compose verse. Therefore, padya came to be the prominent vehicle of
literature.

Surprisingly Bh has not mentioned gadya-mixed padya .lypc of
composition. He knows that naraka is a mi§ra variety. Besides, he
himself has stated that an gkhyayika which is predominantly a prose
composition does make use of the vakira and aparavakira metres quite
often (KL, 1/26). In view of this, omission of the misra class is a
shortcoming in Bh's classification.

[3] Clasification Resting on Languages

While mentioning the three literary languages Bh has given
precedence to the Samiskrta over the Prakrta and Apabhranisa. Samiskrta,
as glorified by Warder, was the 'international language of the whole
civilization' [Indian Kavya Literature, volume four, Motilal Banarsidass,
Delhi, 1983, p. 255]. Because of its intrinsic peculiarities, the Saniskrta
had become a handy tool of expression to the ancient Indian litcrary
artists.
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A small point must needs be mentioned here. Different characters
in a ndtaka used to speak the language in accord with their social
status, calling, caste, province, etc., but when they were called upon to
describe any mighty, divine.or cthereal event they were required to
resort to Samskrta as per the rules of the Natyasastra.

The Prakrta has so many varilies as Mahardstri, Paisaci, Magadhf,
Sauraseni, Avanti, Bahlika etc., which had spread throughout the length
and breadth of the country and the writers used to adopt them for their
literary compositions. Bh must have had an access to several Prakrta
works which are extant even today as well as those which are now not
available to us. He has, therefore, included the Prdakrta in his three-ticr
linguistic classification.

The Apabhrani$a was the language of the lower strata of the society
who took to different occupations, vocations and professions. It is far
too deviated from the Paninian Samskrta. The Jains have written
abundantly in this tongue and accorded it a literary status. Bh must
have read many Apabhranisa works and has, therefore, come to assign
a place to the Apabhramisa in his scheme of literary classification.

In passing it may be recorded here on the authority of Dandin that
the dialect used by cowherds and others was considered Apabhranisain
the kavyas and any language other than Saniskrta was so considered in
the $astras [Kavyalaksanam, cited above, p. 25].

[4] Classification Founded on the Subject matter

[i] Vrttadevadicarita$anisi : Vrtta means the subject matter. Carita
means the life-story or the narration of important events in the character's
life till the time of writing. The original text in this context uses the
indeclinable ddi, which is expressive of the prakara, the class or group
(this is known as tdcchilya, to be explained in the chapter to follow). In
other words adi causes to include rsis, maharsis, saints, avatdras etc.,
who are as venerable as gods. Thus this variety of composition describes
the life-stories or prominent important events in the lives of gods and
such other highly respectable men and women. The ancient (and even
medieval vernacular) poets used to draw upon the Ramdayana, the
Muahdbharata, the Bhagavata, other Puranas, Gundadhya's Brhatkatha,
and folk-literature for their poetic compositions. They used to take
pride in redescribing the narratives of gods, goddesses, rsis,
mahdpurusas, etc. Bh must have discerningly observed this tendency
of the ancient pocts in their actual compositions and then must have
come to assign the first place to the present type of composition among
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the descriptive narrative.

[ii] Utpadyavastu : 1t is a sub-division of the narrative class where
the poet has conceived of the subject matter with his own imaginative
faculty. The word utpadya means 'fancied or imagined'. Novel ideas
and arresting narratives strike one who is an inborn poct or who has
acquired the poetic faculty with untiring efforts. According to
Vakpatiraja, an ancient poet-critic, new themes themselves approach
the extraordinary poet and solicit his favourable glance [vide, Essays
in Sanskrit Criticism, cited above, p. 2]. Bh's upddyavastu is almost the
same as Vamana's ayonirarthah [KLS, p. 40] meaning, 'the theme that
crosses the poet's mind spontaneously or immediately on decp
concentration.' Needless to say that such a theme is always new and
fresh.

[iti] Kalasraya Kavyu : The word ‘d§raya’ used in the original text
is to be read with both kald’ and ‘$astra’. This done, it will yield two
words, namely, kald@raya and sastrasraya. We first consider the former.
A composition which deals with the terminology, rules, principles,
theories and traditions of fine arts as music, dance, painting, sculpture
etc., is called a kald@raya kavya. This division of composition is
obviously scientific in nature. It is meant to impart theoretical instruction
and to enrich the reader's knowledge. The question, therefore, arises
why Bh has included this type of composition in the different kinds of
poetry (we should remember here that Bh's KL is itself a kavya-kala-
asraya kavya; that is to say, it is a scientific treatise). Indurdja, Udbhata’s
commentator's long answer to the above question could be brrefly put
into English as under :

The tenm kdvya is applied to the body formed by the words and their
meanings decorated with the prasdda and other qualitics in the principal
sense. But when it is applied to the body formed by the words and their
meanings bereft of the above yualities, the co-existence of the words
and their meanings only is taken into account and the term kdvya is
used in a secondary sense. The ancient thinkers have also said that the
term kavya is principally applied to the words and their meanings made
entrancing by the qualities and figures of speech and secondarily to the
words and their meanings only. [Kavyalaikdrasdarasarigrahah, BORI,
Pune, 1925, pp. 83-84]

According to Indurdja's above clarification, the creative literary
works as the Raghuvamisam have the legitimate right to be called
‘kavya’ whereas the works like the KL, Naryas$dstra, etc., have no such
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right. In fact, between these two kinds of kavya there are fundamental
differences with regard to their purpose, form, contents, style, impact on
their readers and the ways the readers respond. The only factor common
to both is the co-existence of words and their meanings. By virtue of
this lone similarity Induraja argues that both should be called kavya’.
This argument which represents Bh's school of thought (Induraja has
actually quoted Bh's vrtradevadi etc., verse) does not sound logical
especially for the following reasons :

Bh himself considers kavya superior to §astra in that it is only a
genius who can compose a good kavya whereas even a dullard can
study a §dstra (KL, 1/5). He himself insists that a k@vya should be
pleasing (ibid., 1/30). Again, he himself holds that any $dstra can
become an ariga, a part, of the kavya, the arigin, the whole (ibid., 5/4).
Further, he maintains that the logic of poetry is distinctively different
from the logic of the sciences (ibid., 5/30). He puts forward the thesis
that the kavya is lokasraya, while the §dstra is tattvadarsin (ibid., 5/33).
Lastly, he glorifyingly calls the poet vakravak, i. e., born with a charming
and pleasing tongue (ibid., 6/23).

In view of the above, Bh's designating a kald§raya composition as
a kavya is absolutely inconsistent with his own line of thinking.

{iv] Sdastrasraya Kavya : This sub-division includes works on
scientific subjects as logic, mathematics, metallurgy, medicine, geology
and others. These works are written exclusively to impart, disseminate
and enrich human knowledge. They are meant to be read by serious
students and diligent experts. They do provide pleasure but that is
intellectual in nature and not like the one we derive from reading
creative writing. As such they cannot be called kavyas in the sense in
which the Raghuvani§am can be called. This sub-division too is subject
to the same objections as the ones raised above against the kaldsraya
kavya. In fine, this subvariety should be denied a place in the scheme of
the classification of creative writing.

5] Formal Classification

As has becenlisted above, Bh has considered five forms of literature.
Let us discuss them one by one. -

[i] Sargabandha means a mahdkavya, an epic. It is so called
because it is composed in sargas, cantos. It is large in size and describes
significant events in the lives of great men and women. Vulgar
expressions have no place in it. [t is full of graceful thoughts and ideas,
embellished with figures of speech and describes good and dignified
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characters. Besides, it abounds in the descriptions of conferences for
discussion between the kings and their ministers, sending of the
messengers, wars, victory of the hero, etc. It contains five sanidhis -
mukha, pratimukha, garbha, vimar§a and upasamhadra, the stages
showing the development of the narrative. Its understanding and
appreciation do not demand lengthy explanatory commentaries. In
other words, it is written in a simple, lucid and intelligible style.
Though it describes all the four purusdrthas - dharma, artha, kama and
moksa, it lays more stress on the artha purusdrtha. It is in accord with
the natural state of the movable and immovable world, besides being
rich in all sentiments. The epic poet should be careful in not describing
the death of the hero. For, the hero is expected to occupy and influence
the epic from its beginning right upto its end. [KL, 1/19-23]

At the outset it should be noted that Bh is the first known literary
theorist to construct the definitions of various genres of poeltry. It is
quite likely that he had got some hints in this connection from the
works of his predecessors and/or contemporaries. He might have added
to them some of the notions which crossed his mind while studying
minutely and intently the Saniskrta, Prakrta and Apabhramsa literary
compositions.

The noteworthy features of Bh's above definition of a mahdkavya
are : It should describe 'great men’ and their 'great actions.’ Such
descriptions will inspirc the readers to emulate the great men. He
expects a mahakavya to be very long. This rule must have prompted the
later rhetoricians to specify the number of cantos thercof. The later
theorists' advice to the poets to exhort their readers 'to conduct themselves
as Rama did and not as Ravana', is obviously based on the word
sadasraya used by Bh. He has applied to the mahdkavya the concept of
the parcasanidhis which the Ndtya$dastra applies to the daSaripakas.
He expects and rightly so, the epic poet to delineate differcnt sentiments
in different contexts. It was left to the later rhetoricians just to fill in
some details here and there in the above model definition set by Bh.

[ii] Abhineyartha : According to Bh this genre includes the nataka,
dvipadi, $amya, rdsaka, skandhaka and others. Bh has not defined these
sub-divisions for the reason that the others have elcborately discussed
them [KL,1/24]. However, these deserve our attention.

The word ‘adi’ used in the original text is again a word expressive
of prakdra and is to be joined with each of the ndtaka and others listed
above. It then means that Bh is speaking here of the ten types of the
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ripaka as enumerated by Bharata. Bh was preceded by and/or was
probably the contemporary of scores of eminent play-wrights who had
maddened the stage-lovers of different age-groups and different literary
tastes. Vararuci, ] §varadatta, Sidraka and Syamilaka were so powerful
dramatists that they had, according to Sadraka, the author of
‘Kamalopahara,’ outshone even the great Kalidasa. Bh says that the
characteristic features of thesc daSaripakas have been discussed at
length by others ("....ukto'nyaistasya vistaral" - ibid., 1/24). The question
arises who these other natyadastrakaras are. Bharata and Kohala are
the well-known ancient dramaturgical theorists. But on studying the
passages from Subandhu's Naryadhdra as rcproduced in the
Kalpalataviveka, Krishnamoorthy has drawn the following conclusion:
"Thus we sce that the dramatic technique was quite highly
developed as early as 270 B.C. It contained lyrical verses in long and
short quantitative measures with punctuating dialogue in mixed Sanskrit
and Prakrit. The technique of emboxing a play within a play was an
established practice. Other pre-Bharata sitra-texts or treatises on
dramaturgy existed; and the actors followed them.” [ILT., p. 109].

Whether Bh is referring to Bharata and Kohala or to the $astrakaras
of the siftra-texts or treatises mentioned above, it is difficult to decide.
We can unhesitatingly infer that Bh must have had an access to many
dramaturgical treatises.

[ii] Dvipadi and others

Bh has referred to dvipadi, samya, rasaka and skandhaka by name
and included others by 'adi'. According to the Da$aripakam
[Chaukhamaba Vidya Bhavan, Banaras, 1955, p. 5] rasaka is a dance
form. Warder informs us that a rasakarika entitled Radhavipralambha
was composed in the Saindhava Apabhramsa prevalent in the Sindhu
country [Indian Kdvya Literature, volume one, Motilal Banarsidass,
Delhi, 1972, pp. 139, 146]. It is hard to decide whether Bh intends to talk
about the above dance form or the rdsakdika. Hemacandra has listed a
few musical compositions (operas?), namely, donibikd, bhana,
prasthana, $iriga, bhanika, prerana, ramakrida, hallisaka, rasaka,
gosthi, srigadita, ragakdvya 'etc.’, [Kavyanu$asanam, Nimayasagara
Press, Mumbai, 1934, p.391]. These are all dance forms wherein the
meaning/s of the word/s is/are conveyed by acting. Hemacandra adds
in this connection that the §amyd, chalita, dvipadi and so forth alluded
to by the above 'etc.’, have been eclaborately discussed by Brahma,
Bharata, Kohala and others [ibid., p. 395]. Of the above, the hallisakais
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a cowherd dance and is found to have been thrice mentioned in Bhasa's
Balacaritam [BNC-1 pp. 66-71]. A singer sings the text of all the above
musical compositions and a dancer expresses through acting the
meaning of that text. The dancer does not sing or speak himself. Thus
Bh has considered these compositions the texts of which are sung and
acted. Now let us tum to the akhyayika.

[iv] Akhyayika

Bh's definition of this class of composition could be summarized
thus : An gkhydyikd is composed in Samskrta prose and has sweet
words, meanings and compound words; its sections are called ucchvasas;,
its subject matter is lofty; the hero narrates his own life story; the poet
uses certain signs expressive of his intended meaning and the vaktra
and aparavaktra metres suggestive of the future events; the akhydyika
describes abduction of girls, wars, separation of lovers and prosperity
of the hero [KL, 1/25-27). In short, an akhyayika is a prose autobiography
and aims at elevating the reader’'s mind.

This type of composition is also called upalabdhartha because it
describes real events. This seems to be an old genre. For, Katyayana
has in his varttika on Panini's 4.3.87 referred to akhydyikd. Pataiijali
has mentioned three akhydyikas, namely, Vasavadatta, Sumanottara
and Bhaimarathf, besides noting the formation Vasavadattika, meaning,
a student of the gkhydyikd called Vasavadatta. Bana's Harsacaritam is
the most popular example of this genre. Now let us consider ‘kathd’.

[v] Katha -

The following are the characteristic features of this genre according
to Bh : A katha can be composed in either Sariskrta, Prakrta or
Apabhrani$a language. It has neither the aparavaktra and the vaktra
metres nor the ucchvdsas (as an akhydyika has). The narrative is related
not by the hero himself (as in the case of an gkhydyikd) but by some
other character. How could a high born person tell his own life story?
(KL, 1/28-29].

The above details do not list full features of this form. The katha
has an imagianary story, which according to Bharata, is mostly untrue
and only slightly true (bahu anrta stokasattva). The Amarako$a says
that the narrative of a katha is worthy of being told and hence heard,
and is fashioned by the story-teller himself. Since the ancient Indians
believed that story-telling warded off unfavourable events and diseases
besides helping accumulate merit, kathd-literature was composed
abundantly. It has dharmakatha, bodhakathd, nitikathd, premakatha,
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pranikatha and so forth as its sub-divisions. It abounds in both novelty
and variety. This genre had become so very popular in ancient India
that there was a class of professional story-tellers, who were designated
akhyanavid, siita, magadha, kathavakasa and kathandjiva.

Let us now turn to the anibaddha kavya, the last of the afore-said
sub-divisions.

{vi] Anibaddha kavya

Bh has included the §loka and gdthd in this variety of kavya
(‘anibaddham punargathaslokamatradi tatpunah’ - XL, 1/30). While
gathais a verse in Prakrtathe §loka is a verse in Saniskrta. These loose
or unconnected verses are also called muktakas. They are meaningwise
complete in themselves and regardless of any previous context.
Amaruka’s muktakas are considered perfect in constructions and full of
intense sentiments. (‘Amarukasya §rrigaraate rasasyandino muktakah’
-Kavyanusasanam, cited above, p. 408). Anandavardhana has extolled
them saying that Amaruka's short but erotically sweet muktakas are as
impressive as long narrative poems (‘yathd hi Amarukasya
kavermuktakah §rrigdrarasasyandinah prabandhdayamana prasiddha
eva’' - Dhvanyalokah, cited above, p. 286). The muktakas, according to
him, can be written in both Sariskrta, Prakrta and Apabhram$alanguages
[ibid., 282].

As stated earlier, Bh expects all the above fivefold poetry to be full
of arresting linguistic expressions.

[6] Classification Referring to Margas

Some literary theorists, either Bh's predecessors or his
contemporaries, had proposed a classification based on the vaidarbha
and gauda margas. Their arguments and Bh's rejection thereof could be
summarised thus : According to the supporters of this classification, the
Vaidarbha kavya is an independent genre and better than the Gauda
kavya. The latter one may be full of graceful meaning but despite that it
should always be considered inferior to the former. A poem entitled
ASmakavani$a is known as a Vaidarbha kavya (KL, 1/31,33). Bhrejects
this view saying : With which measure one should decide whether a
certain kdvya is a Vaidarbha one and a certain other is a Gauda one?
Indeed both possess 'kavyatva' as the common property. Since the
people arc blind followers and do not try to reach the ultimate truth,
they apply such labels to different compositions. But this is a
thoughtless action. Besides, when the people name a thing they do so
at their sweet will, there is almost no thought in it. Granted that the
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Vaidarbha kavya, which is clear, straight and tender but devoid of
charming and ponderable, meaningful expressions, is sweet like music,
but it is never good poetry. On the other hand, if a Gaudiya kavya is
embellished with figures of speech, and is full of decent, charming,
logical and intelligible meanings, it should be considered 'good’ poetry.
A poetic composition which does not possess these qualitics should be
considered discardable. Poetic beauty in the real sense of the term is
created by the simultaneous use of charming phrasing and equally
charming meaning [ibid., 1/32-36]. Bh has thus disposed of this very
contentious issue in the manner befitting a nonpartisan, forthright,
thinking and value-upholding literary philosopher.

5
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7. A Methodological Analysis of The KL

(1] Mcthodology of Theoretico - Scientific Works

As stated in the previous chapter (section 4 [iii]) Bh's KL is a
kavya-kald-$dastra kavya, meaning, 'a versified composition
systematically exposing the theory and practice of the art of poetry'. In
other words, it is a theoretico-scientific treatise. Ancient Indian thinkers
had conceived of and developed a detailed, comprehensive and precise
methodology of composing such treatises. This methodology was
generally known as the Tantrayuktih’. Tantra means a science or a
scientific treatise and yukti means a device or something useful or
helpful to a desired end. Thus the compound word tantrayukti means
‘devices of composing and therefore of comprehending, teaching and
assessing theoretico-scientific works'. These devices include thirty-two
or thirty-six tantrayuktis, fifteen vydkhyas, seven kalpands, twenty
aSrayas, seventeen taccilyas, fifteen dosas and nineteen gunas. Ancient
scientific writers used to write their works making use of these devices.
Since Bh's KL is also a scientific work, as stated above, let us examine
it in the light of the following two books :

(i) W. K. Lele, The Doctrine of the Tantrayuktis [DT], Chaukhamba
Surabharati Prakashan, Varanasi, 1981.

[i1] Neelamegha Vaidyanatha , Tantrayuktivichara [TV], Publication
Division, Government of Kerala, Trivandrum, 1976.

Such an analytical study of the KL will help us know whether Bh

has followed the methodology as explained in the above two books
and if so, the devices he has actually used.

Since the vyakhyas referred to above get included in the different
tantrayuktis they arc not considered separately. The rest of the devices
are considercd in this manner : First, the name of the device is mentioned,
the break-up of the constituents of the original term is shown, wherever
possible and its meaning is provided. Then the original textual passage
of the first occurrence of the device concerned is quoted, to be fodowed
by the numbers of the pariccheda and the karikd of occurrence. Thereafter,
how the device has been handled has been fully explained. After thus
discussing the first use of the device concerned its maximum five other
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uses in the text have simply been recorded, in original, to facilitate the
reader's critical study of Bh's text. Additional uses, if any, are merely
referred to. With this preliminary clarification, we now begin the actual
examination of the devices one by one.

(2] Atikrantaveksana = atikranta + aveksana.

[i] Meaning : Reference to a past ‘statement; mention of the
discussion previously done.

[ii] ustrative passage: ‘Na sarvasaripyamiti vistarenodito vidhih/’
(KL, 2/60].

[iii] Meaning : 'It has already been told that there is no total
similarity between the upameya and the upamdna in the upama
alarikara’.

[iv] Explanation : Atikranta means, that which has happened or
has been said before, and aveksana means consideration or mention.
The above illustrative passage refers to Bh's earlier comprehensive
statement, namely, ‘sarvam sarvena saripyani nasti bhavasya kasyacit’
[ibid., 2/43] meaning, 'no one positive entity in the world is similar to
another one in all respects’. Bh has thus proved the contents of the
illustrative passage with the help of his previous statement. [DT, pp.
34-37]

[3] Adhikarana

[i} Meaning : The topic or subject matter of discussion.

([ii] Ilustrative passage : ‘Kavyalarikara ityesa yathabuddhi
vidhasyate/’ [ibid., 1/1] .

[iii} Meaning : 'This work called Kavyalarikdra is being composed
to the best of my intellect.’

[iv] Explanation : This is the first k@rika of Bh's work wherein he
states that he is launching upon the composition of a scientific work
describing the poetic beauty and the various positive and negative
means of its achievement. Such a statement declaring the subject
matter of a work, chapter or sentence is called adhikarana.

{v] Other uses : .

Vakravdcam kavinani ye prayogam prati sadhavah |

Prayoktum ye na yuktdsca tadviveko’yamucyate [/’ [ibid., 6/23]

[DT, pp. 39-42]

[4) Andgataveksana = andgata + aveksana

[i] Meaning : Reference to a future statement; a mention of the
discussion to be done in future (= in the later chapters of a treatise).
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[ii] Illustrative passage : ‘Aparami vaksyate nyayalaksanam
kavyasamsrayam/’ [ibid., 5/30]

[iii] Meaning : 'The nature of the other (kind of ) logic relating to
kavya will be explained later'.

[iv] Explanation : Andgata means that which has not come yet and
aveksana means consideration or mention. Bh has discussed the logic
with reference to the scientific subjects in verses 1 to 29 of the fifth
pariccheda of his work. Then he informs the reader in the thirtieth verse
that he proposes to discuss the logic pertaining to kavya later. Such a
beforehand suggestion connects the foregone and the forthcoming
topics, besides informing the reader about the topic to follow. [DT pp.
42-45]

[5) Anumata

{i] Meaning : Approval or acceptance of or consent to the views of
others.

[ii] INustrative passage : 'Kecidojo'bhidhitsantah samasyanti
bahiinyapil’ [ibid., 2/2]

[iii] Meaning : 'Some rhetoricians accept even the abundance of
compounds (or compounds of many words) because of the quality
called vigour'.

[iv] Explanation : Bh has referred here to the opinion of other
theorists without opposing it. This silent consent is anumata.

[v] Other uses :

Ta eta upamddosah sapta Medhavinoditah/’ {ibid., 2/40]

‘Svabhavoktiralarikara iti kecit pracaksatel’ [ibid., 2/93]

‘Vina§varo'stu nityo va sambandho’rthena va satd /

Namo'stu tebhyo vidvadbhyah pramdnani ye'sya niscitau //’ {ibid.,
6/15]

This device enables the reader to know different approaches to or
viewpoints about a particular issue. A judicious compilation of such
anumatas will surely help the reader understand the profundity and
variety of reflections on various aspects of a broad subject. [DT, pp. 45-
47]

[6] Apadesa

[i] Meaning : A statement of the reason for assertion.

; [ii] Illustrative passage
" ‘Akhandamandalah kvenduh kva kantananamadyuti |

\
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YatkimcitkantisamanydcchSinaivopamiyate [/’

(KL, 2/44]

[iii] Meaning : 'Where is the moon in its unbroken disc and where is
a woman's face without lustre? By reason of a fragment of splendour
common to both, it is compared to the moon only.'

[iv] Explanation : Partial similarity between the face and the moon
is stated to be the reason for the upamad here. This assignment of the
reason for an action is called apade$a. The reason when expressly
stated is either in the instrumental or ablative case.

[v] Other uses :

‘Na $abdapunaruktan tu sthaulyadatropavarnyate /' [ibid., 4/13];

‘Prayena durbodhataya $astradbibhyatyamedhasah/’ [ibid., 5/2];

Tanmalatvdtkathaydsca nyianani nestam pratijiiaydl’ [ibid., 5/28];

Tasam praparico bahudha bhiayastvadiha noditah/’ [ibid., 5/29];

’Vaiparftyﬁdviparydsam kirterapi karoti tat/’ [ibid., 5/61);

'‘Madhyasthyadbhavati na kasyacitpramanam/’ [ibid., 6/63]

The words in the instrumental and ablative cases in the above
quotations are expressive of apadesa. Every scientific treatise demands
cause-and-effect relationship among all positive and negative
statements. {DT, pp. 48-50]

[7) Apavarga

[i] Meaning : An exception to a general rule.

[ii] Illustrative passage : .

‘SaminiveSavisesdttu duruktamapi Sobhate |

Kiricidasrayasaundaryaddhatte Sobhamasadhvapi |’

KL, 1/54-55]

[iii] Meaning : 'But even a faulty expression appears to advantage
if it is especially used.... Even a bad word looks charming because of
the grace of its substratum'.

[iv] Explanation : According to Bh the words like 'ajifladat’ and so
forth are §rutikasta, meaning, harsh to the ear. This is the general rule.
But there are two exceptions to this rule : The first, the skillfull placement
of the word in the line of a stanza or the sentence of a prose passage.
The second, the charmingness of the subject matter or association. In
other words, a blemished word is not always discardable, but under
special circumstances it not only becomes acceptable but also gives
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pleasure to the reader. Bh has shown here his analytical insight.

[v] Other uses :

‘Bhayasokabhyasiiydsu harsavismayayorapi’ [ibid., 4/14).

This states the exception to the general rule stated by him in 4/12-
Yadabhinnarthamanyonyam tadekartham pracaksate’.

[DT, pp. 50-54]

(8] Arthapatti = artha + apatti

[i] Meaning : Obtaining of the implicd meaning

[ii] INlustrative passage :

‘Madhuryamabhivarichantah prasadam ca sumedhasah |

Samasavanti bhityanisi na padani prayunjate |/’ [KL, 2/1]

[iii] Meaning : 'The intellectuals desirous of sweetness and
perspicuity do not use long or numerous compound words'. The word
bhiayamsi can be taken to mean either very large (in size) or abundant
(very large in number).

[iv] Explanation : Since the intellectuals avoid the use of very
large or abundant compound words, it follows that they prefer small (in
size) and moderate (in number) compound words. The words used
above themselves yield this latter meaning. In other words, the latter
meaning is straightway obtained from the words used. Therefore, this is
arthdpatti. While reading a scientific text one has to find out such
implied meanings for a fuller knowledge of the scientific topic concemed.

[v] Other uses :

'Kavyanyapi yadimani vyakhydgamyani $astravat |

Utsavah sudhiyameva hanta durmedhaso hatah |/ ' [ibid.,2/20]

Tatrasanibhavinarthena kah kuryadupamani krti |’ [ibid., 2/49]

‘Ko'lavikdro'nayd vina |’ [ibid., 2/85]

‘Kiyaduddhat!itajiebhyah Sakyani kathayitum maya /' [ibid., 3/52]

‘Kathamaksiptacittah sannuktamevabhidhasyate |’ ibid., 4/13] Also
4/51, 5/62, 67, 6/12 and 22. DT, pp. 54-57]

[9] Uutarapaksa.= uttara + paksa

[i] Meaning : A reply to the objection.

{ii] Hlustrative passage :

" 'Ucyate kamamastidam kimtu stripumsayorayam [

Vidhirnabhimato'nyaistu trayanamapi nesyate [/’ [KL., 2/57]

(iii} Meaning : 'Although a gender-difference is thus perceptible

AN
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still the rule in this behalf is that there ought not to be any difference
between feminine and masculine genders. Some thinkers are of the view
that there should be no gender-difference at all.’

[iv] Explanation : The objector asks Bh whether a gender-difference
does not occur when a masculine thing like hand is compared to a
neuter thing like lotus [ibid., 2/56]. Bh has replied to this objection in
the above passage suggesting that in the example given by the objector,
there is a gender-difference no doubt, but it is between masculine and
neuter which the above rule has exempted. (It disapproves masculine-
feminine gender-difference only obviously because if a masculine thing
is compared to a feminine one the former drops its vigorousness/
virility and if a feminine thing is compared to a masculine one the
former stands to lose its delicacy.) In view of this, the rule stated by Bh
is justifiable.

[v] Other uses :

‘Laksanam ripake pidani laksyate kamamatra tu |

Istah prayogo yugapadupamdanopameyayoh [/’ [ibid., 3/15]

Here the pirvapaksa and uttarapaksa are clubbed together.

" ‘... na hetvanabhidhdanatah ||’ [ibid., 5/55]

‘Mukham padmamivetyatra kini sadhyani kim ca sadhanam |’ [ibid.,
5/56] [DT, p. 57]

[10] Uddesa

[i] Me=aing : A mention in brief of discussable subtopics.

[ii] Ilustrative passage : -

‘Neyarthan klistamanyarthamavacakamayuktimat |

Gudhasabdabhidhdanam ca kavayo na prayusijate |/’ [KL, 1/37]

[iii] Meaning : 'Poets do not use (these faults-) neydrtha, klista,
anyadrtha, avdcaka, ayuktimat, and gidhasabdabhidhana.’

[iv] Explanation : Six kavyadosas are only listed in the above
passage. Bh takes them up later one by one and discusses them with
illustrations. The above passage merely introduces the subtopics.

[v] Other uses :

'.§rutidu,9;a'rthadu;_te ca kalpanadustamityapi |

Srutikastani tathaivahurvacani dosani caturvidham || [ibid., 1/47)

‘Anuprasah sayamako ripakani dipakopame |

Iti vacamalarikdrah pancaivanyairudahriah |/’ [ibid., 2/4]

106 Bhamaha’s Kévyﬁlarilgiira : A Stylistical and Methodological Study

/



‘Adimadhyantayamakam padabhydsani tathavali |
Samastapadayamakamityetatparicadhocyate [/’ [ibid., 2/9]
‘Hinat@'sanibhavo lirigavacobhedo viparyayah |
Upamanadhikatvam ca tendsadr$atapi ca [[’

Ta eta upamadosah sapta Medhavinoditah |’ [ibid., 2/39-40]
"Aksepo’rthantaranydso vyatireko vibhavana |
SamasaiSayokti ca sadalarikrtayo’parah |/’ [ibid., 2/66]
Also 2/88, 3/1-4, 55,4/1-2,5/5,13, 52 & 6/21. [DT, pp.57-60]
[11] Uddhara

[i] Meaning : To point out flaws in another's views and to establish
one's views firmly.

[ii] INlustrative passage :

‘Tadetadahuh sauSabdyan narthavyutpattiridrsi |’ [KL, 1/15]

[iit) Meaning : (Other theorists consider the grammatical accuracy
of the forms of nouns and verbs to be the adornment of poetry. Bh begs

to differ with them and asserts-) ‘But this is only the proper formation of
words. The elegance of meaning is not like this.'

[iv] Explanation : According to Bh the perfection of grammatical
forms of words does not constitute the beauty of poetic meaning. Hence
he asserts his own viewpoint.

{v] Other uses :

‘Gaudiyamidametattu vaidarbhamiti kim prthak |
Gatanugatikanyayanndndkhyeyamamedhasam |/

Nanu cAsmakavamsadi vaidarbhamiti kathyate |

Kamam tathdstu prayena saijecchato vidhiyate |/
Apustarthamavakrokti prasannamrju komalam |

Bhinnam geyamivedani tu kevalani Srutipe$alam |/
Alarikaravadagramyamarthyani nydyyamandakulam |
Gaudiyamapi sadhiyo vaidarbhamiti nanyatha /[’ [ibid., 1/32-35]
Similarly, 2/86-87, 4/40-47, 5/6-10, 6/6-13, 6/16-20 may also be

studied in the above manner. All these passages display Bh's sharp
intellect. [DT, pp. 60-63]

[12]) Upadesa

[i] Mcaning : An experienced authority's friendly advice to an
inexperienced person.
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[ii] Illustrative passage :

"Ato’bhivarichata kirtim stheyasimabhuvah sthiteh |

Yatno viditavedyena vidheyah kavyalaksanah [/’ [KL, 1/8]

{iii} Meaning : 'So one aspiring for fame lasting till the earth exists,
should (first) study all the knowable subjects and then direct his attempts
towards poetic composition.'

[iv] Explanation : An upadeSa contains an advisory or directory
but not compulsory guidance. If followed, it certainly proves to be
beneficial. This is useful especially in social sciences. This is also
called aptavakya.

[v] Other uses :

"Yatha tadvadasdadhiyah sadhiya$ca prayojayet |’ [ibid., 1/58]

‘Kinica kavyani neyani laksanena mahdmanam |’ [ibid., 2/45]

‘Sarvaivatisayoktistu tarkayettam yathagamam /' [ibid., 2/84]

'"Anyesamapi kartavya samisrstiranaya disa |’ [ibid., 3/52]

‘Anyasvapi kaldsvevamabhidheyad virodhita |’ ibid., 4/35]

Also 6/4, 6/24, 6/25, 6/26, 6/27, 6/28, 6/35, 6/49, 6/54, 6/59. [DT,
pp. 63-67]

[13] Upamdna

[i] Meaning : A comparison aiming at establishing a scientific fact
or proving a theoretical item.

[ii] Nustrative passage : .-

‘Adhanasyeva datrtvam klibasyevastrakausalam |

Ajriasyeva pragalbhatvamakaveh §astravedanam |/’ [KL, 1/3]

[iii] Meaning : ‘A knowledge of science to one who is not a poet is
like the munificence of a penniless person, the skill in handling weapons
of an impotent one and eloquence of an unlettered person.’

[iv] Explanation : Bh has given the above three comparisons to
establish the futility of scientific knowledge in the case of a person who
is not gifted with the poetic ‘muse’ or has not acquired by diligent efforts
the faculty to compose poetry or write imaginative literature. That is to
say, the comparisons are made here to prove a point and not to embellish
the contents of the stanza. Such comparisons make the otherwise terse
scientific topic lucid.

[v] Other uses :

‘Nilam palaSamdabaddhamantardle srajamiva |’ [ibid., 1/54] -

‘Kantavilocananyastam malimasamivdnjanam |’ [ibid., 1/55]
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‘Malakaro racayati yatha sadhu vijidya malam

Yojyam kavyesvavahitadhiya tadvadevabhidhanam |’ [ibid., 1/59]

[Here the upamadna is more prominent, though this is an instance of
upade$a)

‘Anena vagarthavidamalarikrtd

Vibhati nariva vidagdhamandana |’ [ibid., 3/58]

Nanyapratyayasabda vagavibhati mude satam |

Parena dhrtamukteva sarasa kusumavali |/’ [ibid., 6/5] [DT, pp. 67-
69] .

(14) Uhya

[i] Meaning : Inference by rcasoning ; deduction.

[ii] IHustrative passage :

‘Asamgrhitamapyanyadabhyithyamanaya disa |/’ [KL, 2/15].

[iii} Meaning : 'The readers may deduce in this manner all other
figures of speech which have not becn considered here.’

[iv] Explanation : Bh expects his readers to exert their faculty of
reasoning and conceive of other figures of speech not discussed here.
Thus the readers are supposed to supply the items unsaid/unwritten by
Bh and to enrich thereby the scientific quantum. This device thus adds
to and help develop the existing fund of knowledge. The words as ihya,
thaniya, abhyithya and utpreksaniya are the markers of this device.
(DT, pp. 69-73]

[15} Ekanta

[i] Meaning : An invariable rule; a universal statement.

[ii} INustrative passage :

"Asta eva nirdtarikani kantan kavyamayam vapuh |’ (KL, 1/6)

[ili) Meaning : ‘(Their) charming body in the form of poetry stands
unimpaired only.’

{iv] Explanation : When a rule is absolute in nature, that is to say,
when it has no exception, it is called ekanta. There are no two opinions
about such a rulc; it is always valid. Bh wants to convey in the above
passage that the physical bodies of poets might vanish on their deaths
but their literary bodies invariably remain behind. This happening has
no exception. This is conveyed by the use of 'eva’, meaning, only.

[v] Other uscs :

"Yuktani vakrasvabhavoktyd sarvamevaitadisyate |’ [ibid., 1/30]

Iti vacamalavikarah paricaivanyairudahrtah |/’ [ibid., 2/4]
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‘Adau madhyantayorva syaditi paricaiva tadyatha [’ [ibid., 2/10]

‘Saisa sarvaiva vakroktiranaydrtho vibhavyate |’ [ibid., 2/85]

‘Atrarthapunaruktam yattadevaikarthamisyate |’ [ibid., 4/15]

‘Sannamrtinani bhedena kalah sodheva bhidyate |* [ibid., 4/31]

Some of the above are evidently universal statements. [DT, pp. 74-
77]

[16] Drstanta = drsta + anta

[i] Meaning : To cite an example which will stand to logical
reasoning.

[ii] Illustrative passage :

‘Kukavitvani punah saksanmrtimahurmanisinah /' [KL, 1/12]

[iti] Meaning : 'Wise men say that bad poetry is direct death.’

[iv] Explanation : Even as the death gives pain to the dying
person, so also a bad poem causes pain to the poet by bringing him into
disrepute and to the appreciator by hurting his aesthetic sense; it is as
harsh as that. Etymologically a drstanta means an assertion or a
statement illustrated by an example. It renders the subject matter
intelligible and agreeable. It thus serves as a means to clarify a scientific
topic. It is also called nidar$ana.

{v] Other uses:

‘Svddukavyarasonmisram $astramapyupayuiijate |

Prathamalidhamadhavah pibanti katu bhesajam [/’ [ibid.,.5/3]

‘Na capi samuddayibhyah samudayo'tiricyate |

Darubhittibhuvo'titya kimanyatsadma kalpyate [/’ [ibid., 6/10]

{DT, pp. 77-81]

[17]) Niyoga

[i] Meaning : An injunction or order which cannot be violated; a
command which cannot be disobeyed.

(ii] INlustrative passage :
‘Sarvatha padamapyekani na nigadyamavadyavat |’ [ibid., 1/11]
[iii] Meaning : 'A poet must never use even a single faulty word.’

[iv] Explanation : The upade$a discussed earlier is, no doubt, a
command but it is somewhat flexible. The present niyoga, however, is
obligatory. In the above illustrative passage the poet has been enjoined
not to use a blemished word at all.
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[v] Other uses :

‘Na tasyaiva vadham briiyadanyotkarsabhidhitsaya |’ [ibid.,1/122]

"Apdrtham vyarthamekdrthani ....

.... dustani ca nesyate |’ [ibid., 4/1-2]

'Karyo'nyatra pratijiidyah prayogo na kathanicana |

Paritydgasca kartavyo nasdani catasrnamapi [/° [ibid.,5/40]

(Tamadriyeta prayena) na tu yogavibhdgajam [’ [ibid., 6/29]

Vrddhipaksam prayufijita sanikramepi .../’ [ibid., 6/31]

Similarly in 6/34, 6/36, 6/37, 6/50, 6/60 and 6/61 [DT, 81-84].

[18] Nirnaya

[i] Meaning : Determination, conclusion.

[ii] Nlustrative passage :

‘Mdalopamadih sarvo'pi na jyayan vistaro mudha |’ [KL, 2/38]

[iii] Meaning : (Some theorists have conceived of ) 'malopama and
so forth as other subdivisions of the upama, but they are not worth
considering. This elaboration is futile.'

[iv] Explanation : Some rhetoricians have considered ninda,
pra$amsa, dcikhydsa, etc., as additional sub-divisions of the figure of
speech upama. But Bh agrees to differ with them. He rejects those
subtypes on the ground that the common property having been referred
to, they should be taken to have been reviewed. Besides, malopama and
such other sub-divisions arc not of consequence. As such, their eleborate
discussion is unwarranted. He has thus assigned a reason for drawing
a conclusion.

[v] Other uses :

‘Kimca kavydni neyani laksanena mahdmanam /' [ibid., 2/45]

‘Padamekam varam sadhu narvacinanibandhanam | '

Vaiparityadviparydsani kirterapi karoti tat [/’ [ibid., 5/61] [DT, pp.
84-87]

[19] Nirdesa

[i] Meaning : An elaborate mention of a discussable topic.

[ii] INlustrative passage :

‘Slesadevarthavacasorasya ca kriyate bhidd |

Tatsahoktyupamahetunirde$attrividham yatha [/’ |ibid., 3/17]

[iii) Meaning : "This alarikara is divided only by virtue of the
double meaning of the idea and its expression. It splits into three ways:

N
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mention of sahokti, upama or hetu. Examples (of these three varieties)
follow.'

{iv] Explanation : This is just the opposite of uddesa, wherein the
mention of the discussable topics is only in brief, whereas it is in detail
here. [DT, pp. 87-89]

[20] Nirvacana

[i] Meaning : To tell the etymology of a scientific term ; to make a
statement carrying a definite meaning.

[ii] Ilustrative passages :

"‘Amani kurvate nvarthamasyakhyamarthadipanat |’ [ibid., 2/26]

‘Na kantamapi nirbhisan vibhati vanitamukham |’ [ibid., 1/13]

{iii] Meaning : 'The adi, madhya and anta dipaka alarikaras throw
light on the meanings of the respective (that is, the first, middle and
last) parts and thereby render the term dipaka, light, meaningful’. This
is in accord with the first shade of meaning of the term nirvacana.

‘Even a charming face of a pretty woman does not appear to
advantage without an ornament'. This is according to the second shade
of meaning of the term nirvacana.

{iv] Explanation : A scientific treatise uses many scientitic/
technical terms which need to be ctymologically explained. This
requiremeny is fulfilled by the present device. Statements carrying definite
meanings are settled doctrines, as it were. They display the author's
reflective faculty besides making the treatise convincing.

[v] Other uses :

‘Bhitarthapahnavadasydh kriyate cabhidha yatha |’ [ibid., 3/21]

‘Na cabhyudayabhdaktasya mudhddau grahanani stave/'[ibid.,1/23]

‘Sarvan sarvena sdrdpyant ndsti bhavasya kasyacit /* [ibid., 2/43)

‘Adhikyamupamandandn nydyyani nadhikata bhavet |’ [ibid., 2/61)

‘Saisd sarvaiva vakroktiranaydrtho vibhavyate | [ibid., 2/85]

Also, 3/85, 5/4, 5/33, 5/61, 5/66, 5/69, 6/6, 6/10, 6/28.

It is worth noting here that of the four hundred kdrikds of the KL, as
many as fiftcen kdrikds contain such thesis-like statements. This fact
reflects Bh's thinking faculty. [DT, pp. 90-93]

[21] Naikanta = na + ekanta.

[i] Meaning : The statement of a rule which has exceptions; a
statement not upholding either of the various views; to quote different
opinions on a subject.
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[ii] Ilustrative passage :

‘(Vidhirnabhimato')nyaistu trayanamapi nesyate |* [KL, 2/57]

[iii] Meaning : 'Others do not approve of disparity in all the three
genders.'

[iv] Explanation : Some theorists hold that there should be no
gender-difference between the objects in masculine and feminine genders.
Still others assert that there should be no disparity in respect of all the
genders. Bh has thus recorded here others' opinions to enlighten the
readers. Such opinions help the readers view the same topic from
different angles.

[v] Other uses :

‘Latiyamapyanuprasamihecchantyapare ..../" [ibid., 2/8]

‘Svabhavoktiralarikdra iti kecit pracaksate /' [ibid., 2/93]

‘Etadevapare’nyena vyakhyanenanyatha viduh |’ (ibid., 3/12]

"Asirapi ca kesanmicidalarikarataya mata |’ [ibid., 3/55]

Vakyamityahurapare na $abdah ksananasvarah /' [ibid., 4/6)

Besides, 5/6, 11,27 and 6/21. These quotations reveal Bh's extensive
and intensive rcading of works on poetics.

[DT, pp. 93-95]

[22] Padartha = pada + artha

[i] Meaning : The meaning of a word; the thing spoken of.

[il] INustrative passage :

‘Sabdarthau sahitau kavyani....|" [KL, 1/16]

[iii] Meaning : 'Co-existence of the word and its meaning is called
kavya, creative writing'.

[iv] Explanation : The word padartha has two constituents, pada
and artha. Pada means a complete or inflected word. Artha means
meaning. The compound word means 'the meaning of the word.' Padartha
has been traditionally defined as ‘$abdarthah, padabodhyo'rthah,
pratipadyo’rthali’ meaning, 'the sense of the word', 'the sense to be
understood from the word,' 'the sense treated of,' respectively. In the

above illustrative passage the sense of the word 'kavyam' has been
furnished.

{v] Other uses :

'Kala sanikaland prajia..... |’ [ibid., 4/33]

‘Kalpandnm namajatyadiyojanani pratijanate |’ [ibid., 5/6]
‘Anydpoha$ca namanyapadarthapdkrtih kila |’ [ibid., 6/16]
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[DT, pp. 96-99]

{23] Parvapaksa = pirva + paksa

[i]] Meaning : The objection, the prima facie argument.

[ii] Illustrative passage :

‘Nanipamiyate panih kamalena vikasina |

Adharo vidrumacchedabhasa bimbaphalena ca [/’ [ibid., 2/56]

[iii] Meaning : The objector asks - 'A hand (masculine) is generally
compared to a blooming lotus (ncuter), and the lower lip (masculine) to
a bimba - fruit (neuter) shining like a fragment of coral.’

[iv] Explanation : Pirvapaksa is of the nature of a prima facie view
of a question or an objection to an argument. It is refuted by uttarapaksa
(see section 9 above). Both these terms belong to the vada-doctrine. In
the above illustrative passage the objector points out the gender-
difference with regard to the upameya and upamdana in an upamd
alarikara.

[v] Other uses :

‘Laksanani rapake’pidari laksyate ...../" [ibid., 3/15]

‘Nanapamad'numaivastu ... [’ [ibid., 6/55]

[DT, pp. 99-102]

[24] Pradesa

_ [i] Meaning : A brief description of the subject which has many
subtopics. -

[ii] INustrative passage :

‘Nanabhasavisayinamaparyantdrthavarttinam |

Iyatta kena va'misam visSesadavadharyate [/

Vakravdcam kavinam ye prayogani prati sadhavah |

Prayoktuni ye na yuktdsca tadviveko'yamucyate [/’ [KL, 6/22-23]

[iii] Meaning : 'Who for that matter can determine the ultimate limit
of words which are current in various languages and expressive of
countless mganings? (Of course, none. In other words, words and their
meanings are literally innumerable.) Therefore, those which are useable
in poetry and those others which are not so are being differentiated and
discussed here.'

[iv] Explanation : Words are indeed incalculable. No theorist can
ever count them completely. Thus computation of the words is a very
vast subject. As such Bh decides here to consider only a fragment of
that enormous subject. This fragment is the consideration of the

/
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poetically useful and otherwise words. It is something like going round
a district and not the whole province/country. The curious reader may
go through the whole of Panini's grammar and find out all such usable
and unusable words himself is what the prade$a implies.

[v] Other uses:

‘S alauriyamat ametadanukramena

Ko vaksyatiti virato’hamato vicarat |

Sabdarnavasya yadi kaScidupaiti parani

Bhimambhasaica jaladheriti vismayo'sau |’ [ibid., 6/62)

[DT, pp. 106-110]

(25] Prayojana N

[i] Meaning : Purpose, intention, objective.

[ii] IHustrative passage :

‘Dharmarthakamamoksesu vaicaksanyani kalasu ca |

Pritini karoti kirtini ca sadhukavyanibandhanam [/’ (KL, 1/2]
[iii] Meaning : "'The composition of good poetry confers eminence

in virtue, wealth, wishes (and) beatitude and proficiency in arts and
contributes to pleasure and fame.'

[iv] Explanation : There is a famous saying, 'prayojanamanuddisya
na mando’pi pravartate', meaning , 'even a dullard does not undertake
a task without any objective in mind.’ The term prayojana is often
defined as 'yamarthamadhikrtya purusah pravartate, meaning, 'the
thing towards which a person directs his effort.’ In the above illustrative
passage Bh has stated the aim or goal of poetry and poetics.

[v] Other uses :

‘Na disandyayamudahrto vidhi-

rna cabhimanena kimu pratitaye/’ [ibid., 4/51]

'Samdsena yathanydyam tanmatrarthapratitaye /' [ibid., 5/1]

Tadupacchandanayaisa hetunydayalavoccayah |’ [ibid., 5/2]

‘Kurvanti kavyamapare vydyatabhipsaya yatha |’ [ibid., 5/67]

‘Sujanavagamaya Bhamahena

Grathitani Rakrilagomisiinunedam |’ [ibid., 5/64]

[DT, pp 110-113].

[26) Prasanga = pra + sariga

[i] Meaning : To begin the discussion of a topic at a certain place
and to conclude it at some other place; To discuss some other topic

AN
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which is related to the topic under consideration.

[ii] Illustrative passage :

Bh has discussed the topic of poetic defects as neyartha etc., in the
latter half of the first pariccheda of his work (KL, 1/37-58). The next two
paricchedas consider gunas and alarikdras. Then the fourth pariccheda
once agains starts the discussion of the k@vyadosas and concludes this
topic at the end of the fifth pariccheda. Thus it is begun somewhere and
concluded elsewhere. This is in accord with the above-listed first shade
of meaning of the present term.

Now according to the second shade of meaning. While explaining
the concept of hinata upamdadosa, Bh has discussed the related topics
like the nature of similarity, the objective of the simile, the method of
interpreting poetry, etc., (ibid., 2/43-46). Similarly, during the discussion
of the atiSayokti alarikara, he has considered the connected topics,
namely, atiSayokti and gunotkarsa, atiSayokti from the scientific point
of view, atiSayokti and vakrokti, etc., (ibid., 2/81-85). In the same
manner he has examined the definitions of pada and vakya which are
related to the artha in the term apartha (ibid., 4/3-7). Again, he has
discussed at great length the two means of knowledge, namely,

dosa (ibid., 5/5-60).

[iii] Explanation : To begin the discussion of a theoretical topic at
one place and to end it at some other place is totally against the
discipline of scientific writing. Similarly, an overlong discussion of a
related topic makes the treatise disproportionate besides causing to
break the discourse continuity.

[DT, pp 113-116]

[(27] Yoga

[i] Meaning : To connect, to bring together, to establish a relation.

[i] Illustrative passage :

‘Kaldasastrasrayam ceti caturdha bhidyate punah |’ [KL, 1/17]

‘Idam tu $astragarbhesu kavyesvabhihitam yatha [/’ [ibid., 5/30]

[iii] Meaning : Bh speaks of two sub-divisions of poetry, namely,
kaldsraya and Sastrasraya in the first of the above two illustrative

passages. The above second passage alludes to §dstragarbha kavyas.
These are the same as the above-mentioned kalasraya and $astrdsraya.

[iv] Explanation : The above two passages are spatially far removed
from each other. They are to be connected and a relation has to be
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established between them. In the absence of such an act of bringing the
two passages together the word $dstragarbhesu will appear unrclated.

[v] Other uses :

Yuktani vakrasvabhavokiya sarvamevaitadisyate |’ [ibid., 1/30]

The word ‘sarvam’- appearing here is to be connected with

‘Sargabandho’bhineyarthanm tathaivakhydyikakathe |

Anibaddhani ca kavyadi tatpunah paricadhocyate |/’ [ibid., 1/18]

Similarly, the word ‘idani’ appearing in 5/30 quoted above is to be
connected with the long discussion contained in 5/12-29.

{DT, pp. 116-121]

[28] Vakyasesa = Vakya + §esa

[i] Meaning : To complete a sentence/statement by imagining the
words not actually written/used.

[ii] INlustrative passage :

‘Ajriasyeva pragalbhatvamakaveh sastravedanam |’ [KL, 1/3]

(iii} Mcaning : 'A knowledge of science to one who is not a poet (is)
like the eloquence of an unlettered person.’

[iv] Explanation : The term vakyasesa has two constituents, vakya
and $esa. Vdkya means a sentence or statement and fesa means the
remaining part. Thus the two together mean 'the remaining part of a
sentence or statement which the reader is expected to imagine in order
to complete the sense of the sentence/statement.’ This remaining part is
easily deducible by the reader. It is generally defined as
‘prakrtarthavidhayakah’ and also called ‘adhydhdrah’ which in its
turn is explained as ‘aS$rutapadanusanmidhdnam’ or
‘prakrtopayogifabdakalpanam’ meaning, 'the arrangement or
organization of an unheard word,’ or "the imagining of the word useful to
the subject in hand,’ respectively. Accordingly, the verbal ‘bhavati’ is
required to be supplied in the above illustrative passage to complete its

meaning. Though this word is not actually written by the author it is
understood.

[v] Other uses : The words which are to be understood are provided
in the rectangular brackets against cach entry below :

‘Hetu$ca stiksmo leSo'tha nalavikarataya matah’ [ibid., 2/86-maya
or asmabhih)

‘....dhikhedayaiva vistarah’ (ibid., 2/95-kalpate)
‘Padamekari yarani sadhu ...... '[ibid., 5/61 - vartate]
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‘Nanabhasavisayinamaparyantarthavarttinam [’

‘Iyatta kena va'misam viSesadavadhdryate [

Vakravacan kavinam ye prayogani prati sadhavah |’

‘Prayoktum ye na yuktdsca tadviveko’yamucyate [/’

(ibid., 6/22-23 - atah to be read before ‘vakravacani...’)

[DT, pp. 121-124].

[29] Vikalpa

[i] Meaning : Option, alternative, either of the two, one of the many.

(ii] Nlustrative passage :

‘Nakavitvamadharmdaya vyadhaye dandanaya va [’ [KL, 1/12]

[iii] Meaning : 'Not being a poet or not possessing the faculty to
compose poetry does not conduce to unrighteousness, disease or
punishment.’

[iv] Explanation : The term vikalpa has been defined as
‘paksantarabodhakah $abdah,” meaning, 'the word which causes to
know another supposition or a different view.' These other suppositions
or views are mutually exclusive. Bh desires to convey in the above
illustrative passage that not being able to compose poetry or not
composing poetry despite the possession of the ability to do so does
not lead to any one of the above three bad results. In other words,
akavitva is not at all harmful.

[v] Other uses : -

* Pratyaksamanumdnani va yatra tatparamdrthatah | [1b1d 6/11]

Vina$varo'stu nityo va sambandho’rthena va sata |’ [ibid., 6/15]

‘Siddho yaScopasanikhyandadistya ya$copapaditah |

‘Tamadriyeta prayena na tu yogavibhdagajam [/’ [ibid., 6/29]

‘Sistaprayogamatrena nydsakdramatena va |’ [ibid., 6/36]

[DT, pp. 124-127]

[30] Vidhana

[i] Meaning : To set out the table of contents; to present the
discussion (of various topics) systematically.

[ii} IMustrative passage : Setting out the table of contents.

‘Sastya Sariram nirnitam $atasastya tvalarikrtih |

Paric@Sata dosadrstih saptatyd nydyanirnayah [/

Sastya Sabdasya Suddhih syadityevani vastupaiicakam [

Uktam sadbhih paricchedairBhamahena kramena vah [/’ [KL, 6/
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65-66]

[iii] Meaning : 'l, Bhamaha, have discussed conclusively for your
benefit the five major subjects in six chapters in this serial order : the
body of poetry in sixty stanzas, the figures of speech in a hundred and
sixty stanzas, the poetic defects in fifty stanzas, the poetic logic in
seventy stanzas and the purity (that is, the poetical acceptability) of
words in sixty stanzas.’

[iv] Explanation : Bh has laid out the plan of his book in the above
two verses, which latter enable the reader to know the prominent topics
Bh proposes to discuss in his work.

[iv] Explanation : For presenting the discussion systematically Bh
has first of all conceived of a fourfold categorization of poetry and
defined and discussed in serial order the constituents of the fourth
category (ibid., 1/19-30). Thereafter he has examined neydrtha and
nine other poetic defects systematically and concluded the first chapter
of his work with the description of the creative process. The second
chapter opens with a brief mention of three properties of poetry to be
followed by a detailed discussion of five figures of speech both of
sound and sense. During the course of this discussion, Bh has
occasionally displayed his methodical approach in such statements
as, 'UpamdderalankarddviSeso’nyo’bhidhiyate’ (ibid., 2/65),
‘Ekardpatayd Sesd nirdeksyante yathdkramam' (ibid., 2/67),
‘Asamgrhitamapyanyadabhyithyamanayd disa’ (ibid., 2/95) etc., He has
ended the second chapter with the assertion, namely, ‘Atahparam
caruranekadhd’paro || Giramalarikaravidhirvidhasyatef/’ (ibid., 2/96)
and has thereby very skillfully connected the second chapter with the
third one. The third chapter discusses as many as twenty-three alarikaras
with illustrations & sometimes with more than one definitions of some
alarikaras (for example, ibid., 3/11-13). While concluding this discussion
he has not failed to inform us that he has elaborately treated of these
alarikdras by exerting his own intellect (ibid., 3/58). The whole of the
fourth chapter is devoted to the examination of fifteen kavyadosas. The
word 'atha’, now, which commences the fifth chapter neatly interlocks
the fourth and the fifth chapters. Bh has discussed very systematically
the topics of poetic logic, poetic pratijaa, poetic hetu and poetic drstanta
serially in the fifth chapter (ibid.,5/51-59). And he treats of the
grammatical perfection of words in the last chapter. Although the
sequence of the topics discussed has been violated at some places as

pointed out earlier (see section 4, chapter 1), the execution of the plan of
the work is, on the whole, methodical.
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(DT, pp. 127-133]

[31] Viparyaya

[i] Meaning : To understand a meaning opposite of the expressed
one.

[ii] INlustrative passage :

‘Namo'stu tebhyo vidvadbhyo ye'bhiprayani kaverimam |

S‘dstralokdvapdsyaivam nayanti nayavedinah |/" [KL, 4/46]

[iii] Meaning : 'Salute be to those learned behavioural scientists
who praise that poet who describes things (in his poetry) disregarding
both the sciences and the ways of the world.'

{iv] Explanation : What Bh actually expects here his readers to
understand is that a poet who treats the sciences and the ways of the
world as unworthy of regard and describes things waywardly in his
composition is indeed condemnable and not at all praiseworthy. This
meaning is quite contrary to what is expressed above in so many words.
But this contrary meaning is really intended. This contrariety is a
typically significant device.

(DT, pp.133-137]

[32] Vyakhyana

[i] Meaning : To describe the distinguishing feature of the subject;
To expound the knowable subject entirely. We begin with the first shade
of the meaning.

{ii] Illustrative passage :

‘GuripadeSadadhyetuni Sastram jadadhiyo'pyalam |

Kavyani tu jayate jatu kasyacitpratibhavatah /|’ |KL, 1/5]

[iii] Meaning : 'Even the dullards are capable of learning the
science through instruction from teachers, whereas good poetry can be
produced and that too rarcly only by him who is gifted with genius.’

[iv] Explanation : According to Bh acquiring a knowledge is
relatively an easy task. But composing a good pocm is not only not so
easy but is accomplishable only by one who is endowed with the muse.
Moreover, even a born poet cannot always compose a good poem; he
only rerely achieves this goal. Thus these two characteristics distinguish
poetry from science.

[v] Other uses:

‘Istani catiSayarthatvamupamotpreksayoryatha |’ [ibid., 2/50]

'$abala’dibhy0'titardm’ bhati nijvihito yatha |’ [ibid., 6/44]
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‘Evani nicah prayogastu sarvatralarkrtih para |’ [ibid., 6/46]
‘Visesena ca tatresta yuckurajvarajisnucah |’ [ibid., 6/48]
Tatrapi mekhalamalamayanani sutaram mata |’ [ibid., 6/57]
‘Vidyanani satatamapasrayo'parasan

Tasiktanna ca virunaddhi kamscidarthan |

Sraddheyani jagati matani hi Paniniyani

Madhyasthydadbhavati na kasyacitpramanam [/’ [ibid., 6/63]

Now let us consider the second shade of meaning of the term.

{ii INustrative passage :

'Sabdaschando'bhidhanartha itihasasrayah kathah |

Loko yuktih kaldsceti mantavydah kavyagairhyami |/

Sabdabhidheye vijiaya krtva tadvidupdsanam |

Vilokyanyanibandhamsca karyah kavyakriyadarah [/’

[ibid., 1/9-10]

[iii] Mecaning : 'Those who desire to compose poetry should leamn
grammar, prosody, words and their meanings, stories drawn from history
or tradition, the ways of the world, the science of reasoning and arts.
They should begin to compose only after knowing well the words and

their meanings, after learning them from the experts and after closely
going through the works of others.’

[iv] Explanation : Bh fully explains in the above passage the term
'Viditavedya' which he has used earlier in 1/8.

[v] Other uses :
Karikas 5/30-34 elaborately expound the distinction between the

logic in science and that in poetry. Similarly, ‘What is a word' has been
discussed at length in karikas 6/7-20.

[DT, pp. 137-143]

(33] Samuccaya

(i] Meaning : Uni_()n, assemblage, collection, multitude.

[ii] Hlustrative passage :

‘Dharmarthakamamoksesu vaicaksanyani kaldsu ca |

Pritini karoti kirtinm ca sadhukavyanibandhanam [/’ [KL., 1/2]
{iii] Meaning : furnished under section {25] above

[iv] Explanation : ca, tathd and sometimes also va express the
meaning ‘and’, 'as well as' etc. Thus these particles unite items
irrespective or independent of one another. The samuccaya has been
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traditionlly defined as ‘parasparanirapeksd-
namanekesamekasminnanvayah’. Accordingly, the ca-s in the above
illustrative passage join kaldsu, vaicaksanyam, pritini, kirtini and
sadhukavyanibandhanam. Thus they indicate the manifold purpose of
poetry.

[v] Other uses :

'Yatha tadvadasadhiyah sadhiyasca prayojayet |’ [ibid.,1/58]

‘Pratitasabdamojasvi suslistapadasandhi ca |

Prasadi svabhidhanani ca yamakam krtinam matam [/’ [ibid., 2/18]

‘Krtatmanam tattvadrsam ca madrso

Jano’bhisandhini ka ivavabhotsyate [’ [ibid., 4/51]

‘Iti nigaditastasta vacamalavikrtayo maya

Bahuvidhakrtirdrstva'nyesam svayam paritarkya ca |’ [ibid., 5/69]

Vakravdcam kavinam ye prayogam prati sddhavah |’

Prayoktum ye na yuktdsca tadviveko’yamucyate [/’ [ibid., 6/23]

And also 6/25, 27, 29, 62, 63 and 64.

[DT, pp. 146-149]

[34] Svasamjria

[i] Meaning : A technical name, a terminological word.

{ii] Illustrative passage :

‘Kavydlarikara ityesa yathabuddhi vidhasyate |’ [KL,1/1]

[iii] Meaning : 'This work known as Kavydlarkdra is being
composed (by me) to the best of my intellect(ual ability).'

[iv] Explanation : Every discipline has its own technical terms.
They convey specific meanings restricted to the discipline concerned.
The svasanijfid under consideration is this terminology. In the above
illustrative passage both kdvya and alarikdra are the techinical terms
of the science of poetry. Kavya technically means the co-existence of
charming and pleasing words and their meanings; alarikdra means
poetic beauty and the various means of producing the poetic beauty.
The compound word has thus two senses, the beauty of poetry and the
various means of producing that beauty.

Similarly, Bh has used anibaddha, anuprasa, anyartha, abhidhana,
abhineyartha, ayuktimat, arthadusta, arthantaranydsa, arthdalankara,
avdacaka, akhydyikd, avali, dksepa, utpadyavastu, utpreksd, upama,
and scores of other scientific words in his work. These words express
different properties of poetry, figures of speech, blemishes, qualities,
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concepts and doctrines related to the science and art of creative writing.
Bh might have drawn some of these technical terms from the works of
his predecessors, he might have transformed some others and made
them serve his purpose and might have coined a few by exerting his
own intellect and imagination.

It will indeed be an interesting and instructive exercise to compile
a dictionary of the terminology of KavyaSdstra on historical principles.

(DT, pp. 152-155]

[35] Hetvartha = Hetu + artha

[i] Meaning : A statement of reason or cause

[ii] INustrative passage :

‘Ato’bhivaiichata kirtim stheyasimabhuvah sthiteh |* [KL, 1/8]

[iii] Meaning : 'Thercfore, he who aspires for fame which will last
till the existence of this earth.'

liv] Explanationﬂ The indiclinables ki, atah, tasmat express the
meaning ‘hence’, 'therefore’ and 'so'. Bh himself states that the word i
expresses the meaning of the reason and thus establishes what is
stated (‘Hi $abdendpi hetvarthaprathanaduktasiddhaye’ - ibid., 2/73).
In the above illustrative passage the word afo expresses the reason.

[v] Other uses :

‘Samudayabhidhanasya vakroktyanabhidhanatah |’ [ibid., 2/86]

‘Na §abdapunaruktanm tu sthaulyadatropavarnyate | |ibid., 4/13]

‘Anvayavyatirekau hi kevalavarthasiddhaye |’ [ibid., 5/47]

Tasmatkitastha ityesa $abdi vah kalpana vrtha |’ [ibid., 6/11]

‘Atisete hyalarikdaramanyan vyanijanacarutd |’ [ibid., 6/28]

And also 6/62 & 6/63. All these passages advance reasons either
for action or inaction on the part of the author.

It should be noted here that in the case of Apade$a discussed
earlier under section (6) above, the reason is stated by a word either in
the instrumental case or in the ablative case, whereas in the case of the
present hetvartha it is expressed, as mentioned above, by hi, atah or
tasmadt, Since the purpose of both these devices is the same, it would be
sufficient to accept either and set aside the other one.

For a distinction between nidar$ana and hetvartha as made by
Dalhana, the commentator of Susruta, the interested reader may read
DT, p 160.

Here ends the discussion on the tantrayuktis. Let us now take up for
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consideration the other devices, the first amongst them being kalpana,
with reference to the TV cited above.

{36] Kalpana : Vidyakalpana

Pradhdnasya kalpand, pradhdnena kalpand, gunakalpand,
leSakalpana, vidydkalpana, bhaksyakalpand and gjiidkalpana are the
seven kalpand-devices conceived by Arunadatta in his commentary
known as Sarvarigasundara on Vagbhata's Astarigahrdayam. As we do
not come across the instances of the first four of the above seven
kalpanas we begin with the discussion of the vidydkalpana.

[i] Meaning : To imagine, on the basis of the internal evidence, the
scientific author's proficiency in the disciplines other than the one on
which he has composed his work. That is to say, the vidyakalpana
tantamounts to assessing the scientific author's interdisciplinary study.

{ii] INlustrative passages :

Bh has advised the prospective poet to acquire a knowledge of all
the knowable subjects before putting pen to paper (KL, 1/8). He asserts
that there is no word, no notion, no art or no science in this world which
cannot be made the subject matter of poetry (ibid., 5/4). Besides, while
discussing various characteristic features of poetry and especially the
poctic defects, he has alluded to a number of scientific subjects. After
taking into account all these data, a penetrating reader readily infers
that Bh is well versed in the following vidyds : apohavada, arthasastra,
alarikarasatra, dgama, allied sciences, itihasa, kavitvavidya, kamasastra,
kalavidya, sargita$dstra, grhaS$ilpa, giadhakdvyajidna,
Cdrvakadar$ana, chandah$dstra, jyautisa, darSana, tarkasastra,
dandaniti, dharmasastra, dhvanivijiiana, natya$astra, padarthavijiiana,
paSu-paksi-jivana, purdnas, puspamdldracand, prahelika,
Bauddhadar$ana, Samskrta, Prakrta, Apabhramsa and other languages,
bhasavijriana, bhagola, the Mahdabharata, mimanmsa, yuddhakala (the
science of war), yogadar$ana, ratna$astra, rdjaniti, the Ramdyana, the
finc arts, the ways of the world, Veda, Vedanta, vaidesikadar$ana,
vyakarana, Sabdako$a, semantics, sphotavdda and srstivijiidna. This
shows his laudably extensive range of scholarship.

[TV, Appendix, pp. xvi-xvii]

[37] Bhaksyakalpana :

[i] Meaning : To make a mention of an eatable or drinkable thing in
the course of the discussion of a scientific subject.

/
/

iy
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{ii] Illustrative passage :

‘Svadukavyarasonmi$rami $astramapyupayunijate |’ [KL, 5/3]

[iii] Meaning : 'Even the science (i.e., the terse scientific topic)
becomes palatable (i.e., easily understandable) on being mixed with
the sweet juice of poetry.’

[iv] Explanation : Bh has referred to the rasa as above during the
topics belong to the science of logic. Any science for that matter is
gencrally terse and repulsive to an average person. But if such a
distasteful topic is flavoured with pleasing poctry, it at once becomes
agreeable. Thus Bh intends to make the insipid logical topics tasteful
and enjoyable as stated in the above illustrative passage.

[v] Other uses :

'K avyani kapitthamamani yat kesanicittadrsam yatha |’ [ibid., 5/62]

[TV, Appendix, p. xvii]

Let us now turn to the device called Asraya.

(38) Adilopa-asraya

An g§raya means a refuge or support. Such supports are twenty in
number. Their nomenclatures are : adilopah, madhyalopah, antalopah,
ubhayapadalopah, adimadhyantalopah, varnopajananam, rsiklistam,
tantra$ilam, tantrasanijia, prakrtam, samdanatantrapratyayah,
paratantrapratyayah, hetuhetukadharmah, karyakaranadharmah,
adyantaviparyayah, Sabdantaram, pratyayah, upanayah, sambhavah,
and vibhavah. Every scientific treatise does not necessarily contain all
these twenty devices. Bh's work has only three @srayas, the first among
them being dadilopah.

ti] Mcaning : Ellipsis of a word or words in the beginning.

(ii] INlustrative passage :

‘Kavyani tu jayate jatu kasyacitpratibhavatah |’ |[KL, 1/5]

[iii] Meaning : 'But only he who is gifted with genius is capable of
composing poetry and that too rarely.'

[iv] Explanation : Bh spcaks about 'good’ poetry throughout his
work. Whatever features like gunas, dosas, alwikaras, etc., he has
discussed relate to good poetry only. Bearing this fact in mind we have
to presume that the adjective ‘sat’, good, which is actually unused is to
be prefixed to the word 'kavyani'. Thus we have to read the text as
‘Satkavyani tu jayate jatu kasyacitpratibhavatah’ Since the ellipsis is
at the beginning of the third carana, foot, of the stanza, this is an
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instance of adilopa. [TV, Appendix, xvii]

(39] Tantrasila

[i] Meaning : The policy with regard to abridgement or expansion
which the scientific author adopts in agreement with his disposition.

{ii] INustrative passage :

‘Samdsenoditamidani dhikheddayaiva vistarah |’ [KL, 2/95]

[iii] Meaning : 'This has been stated in an abridged manner. The
amplification will only cause fatigue to the reader’s intellect.’

[iv] Explanation : Where to expound the subject on hand in great
detail and where to expound it in brief depends upon the author's
temperament. Some authors are by nature given to expand, while some
others to condense. Bh belongs to the second category as is evidenced
by the above passage. Besides, he has also assigned the reason for
abridgement.

[v] Other uses :

‘Giramalanikaravidhih savistarah

Svayani viniScitya dhiya mayoditah |’ [ibid., 3/58]

‘Samdsena yathanydyani tanmdtrdarthapratitaye |’ [ibid., 5/1]

[TV, Appendix, p. xv]

[40] Sabdantara or sabddnyatva

[i] Meaning : To note the synonyms of the terminological word.

[ii] Illustrative passage : )

‘Samkhyanamiti Medhavinotpreksabhihita kvacit |’ [KL, 2/88]

(iii] Meaning : 'Medhavin at times calls utpreksa as sanikydna’.

[iv] Explanation : Sabdantara means another §abda.

Sabdanyatva also means the same. This device helps the reader
know the synonyms of technical terms. This knowledge, in its tum,
avoids misunderstanding and/or misinterpretation of the scientific text.

[v] Other uses :

'‘Punaruktamidanm prahuranye $abdarthabhedatah [’ [ibid., 4/12]

Jadtayo disanabhasdstah sadharmyasamdadayah |’ [ibid., 5/29]

[TV, Appendix, p. xx]

Now we turn to the next device called Tacchilya.

(41] Prakdra Tacchilya

Tacchilya means inclination or tendency. All the secondary uses of
words which occur in a technical treatise belong to this category.
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Arunadatta has listed seventeen tacchilyas. They are : tacchilyam,
avayavah, vikdarah, sdamipyam, bhuyastvam, prakdrah,
gunigunavibhavah, samsaktatd, taddharmata, sthanam, tadarthyam,
sahacaryam, karma, gunanimittatd, cestanimittatd, milasamjnid, and
tdtsthyam. We come across uses of prakara and bhiyastva in Bh's work.
Let us consider them one by one.

[i] Meaning : A class or group of two or many items having similar
properties. '

[ii] Illustrative passage :

‘Ripakadimalarikarani bahyamacaksate pare |' [KL,1/14]

[iii] Meaning : 'Other theorists say that the ripaka and other
alarikaras of its class are external'.

(iv] Explanation : The prakara is suggested by'ddi, iti, tatha,
purva, prabhrti, or ityadi. In the above passage ‘adi’ is used. It conveys
that the upama, utpreksa and such other alarikaras similar to ripaka
are to be taken into account. Bh has not mentioned these other alarikaras
in so many words. He expects his readers to supply this 'unsaid’ item
and thereby complete his scientific work. This is how an old text is to be
read, understood, taught and completed.

[v] Other uses :

‘Vrttadevadicaritasamsi cotpadyavastu ca [’ [ibid., 1/17]

‘Nayakani pragupanyasya vam$avirya$rutadibhih |’ [ibid., 1/22]

‘Natakan dvipadisamyarasakaskandhakadi yat |’ [ibid., 1/24]

Viruddhenopamanena deSakalakriyadibhih |’ {ibid., 2/30]

‘Malopamdadih sarvo'pi na jyayan vistaro mudha |’ [ibid., 2/38]

And also 2/65, 5/1, 5/6, 5/10, 5/28, 5/29, 6/21, and 6/25.

[TV, Appendix, p. xxii} .

(42] Bhiiyastva

[i] Meaning : The preponderance of a particular quality of a thing.

{ii] Iustrative passage :

‘Caturvargabhidhane'pi bhiyasa’rthopade$akrt |’ [KL, 1/21]

[iii] Meaning : 'Although a mahdkavya describes all the four goals
of human life, it contains in abundance the instruction in the worldly
prosperity.’

[iv] Explanation : What Bh desires to convey is that a mahakavi

undoubtedly describes all the four purusarthas but he tends to describe
the artha purusartha in preponderance presumably to inspire the hero
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to attain riches and pleasures. This tendency on the part of the author is
called bhigyastva.

[v] Other uses :

‘Tatha bhavatu bhiimnedam sumedhobhih prayujyate |’ [ibid., 1/44]

‘Tasan prapaiico bahudha bhityastvadiha noditah |’ [ibid., 5/29]

Herein the very word bhiyastva is used.

[TV, Appendix, p. xx]

It is quite evident from the above discussion that Bh has mastered
the technique of composition of a theoretical treatise. He has, as we
have seen above, knowledgeably and effectively used as many as
thirty-five tantrayuktis, two kalpanas, three asrayas and two tdcchilyas.
In spite of this, some shortcomings have crept in his work. We shall now
consider them, of course, in the light of the TV.

[43] Ativistrta Dosa

Arunadatta has enumerated fifteen tantradosas as under :

aprasiddhaSabdam, duhpranitam, asarigatartham, asukhdrohi,
viruddham, ativistrtam, atisamksiptam, aprayojanam, bhinnakramam,
sanmidigdham, punaruktam, nihpramanakam, asamaptartham, apa(na)
rthakam, and vydhatam [TV, Appendix, p xxiii].

Of these dosas, eight are distinctly discernible in Bh's work, the
first among them in the Devanagari alphabetical order being the
ativistrta. We now take it up for discussion. -

[i} Meaning : Unduly elaborate, overlong.

[ii] INustrative passage : In order to elucidate the concepts of
pratijiiahina and allied kavyadosas, Bh has too claborately discussed
the means of knowledge as propounded in the nydyasdstra, different
definitions of pratyaksa pramana, pratijia under the anumanapramana,
its defects, hetu, hetvabhdsas, drstanta etc. He has devoted as many as
28 karikas of the fifth pariccheda of his work. Since this discussion is
unwarrantably long, it is an instance of the ativistrta dosa.

Similarly, just to clarify the point that some words are useable in
creative writing while some others are not, he has discussed at length
the sphota and apoha doctrines related to the nature of word, in karikas
7 to 20 of the sixth pariccheda. This prolonged discussion is neither
desirable nor necessary.

Had Bh not spent about forty kdrikds on the above two topics, his
work would have been shorter by even number of stanzas.

[TV, Appendix p. xxiv]
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[44] Asamaptartha

[i] Meaning : Leaving the discussion of the topic in hand incomplete.

[ii] Illustrative passage :

'Sabddrthau sahitau kavyam gadyani padyan ca taddvidha |’ [KL,1/
16]

[iii] Meaning : 'Co-existence of (charming and pleasing ) words
and their meanings is known as kavya. It is twofold, gadya, prose, and
padya, verse.'

[iv] Explanation : Bh is fully aware that nataka is a mixed form of
literature. It consists of gadya and padya. Similarly, akhyayika is also
a gadya-padya-mixed genre. In spite of this knowledge he has not
mentioned this mixed category in the above passage. Thus his above
classification is incomplete. This is asamaptarthata.

[v] Other instances :

Bh has not presented definitions of the preyas (ibid., 3/5), drjasvin
(ibid., 3/7) and samahita (ibid., 3/10) alarikaras. N

During the course of the discussion of apdrtha dosa (ibid., 4/4-7)
he has left the topic of vakyalaksana incomplete saying, ‘atrapi bahu
vaktavyam jdyate tattu .noditam | Gurubhih kimi vivddena
yathdprakrtamucyate [/* (ibid., 4/7).

He has not offered a formal definition of the visandhi dosa (ibid., 4/
28).

Also, he has not given an example of the drstantahina dosa (ibid.,
5/26).

Similarly, he has left the topic of 'the nature and meaning of word,’
unfinished simply observing,' ityaho vartma dustaram' (ibid., 6/20).

Lastly, he has also not furnished the examples of four kinds of
words, namely, dravya, kriya, jati and guna (ibid., 6/21)

Bh knows fully well that a scientific writer is supposed to make his
work complete in all respects by recording the definitions and examples
of various scientific topics (cf. ‘Sodaharanalaksmano varnyante'tra ca
te prthak’ - ibid., 2/40). In spite of this awareness on his part, the lapses
enumerated above have occurred presumably because of his absence
of mind.

[TV, Appendix, p xxiv]

[45]) Duhpranita

(i) Meaning : fll-composcd. To write such things as have no relation
to the matter in hand.
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[ii] INlustrative passage :

Pratijid, hetu and drstanta are the constituents of the topic of
anumana. Now although it is true that the anumana is dependent upon
the perception of the means of knowledge, still there is no place for the
definition of perception in the discussion about the anumdna. But Bh
has ignored the relative importance of these two subjects and discussed
the various definitions of perception (KL, 5/6-10). This discussion is,
therefore, an instance of duhpranita.

Bh has described the science of grammar with an elaborate metaphor
(ibid., 6/1-3). This metaphor is blame-worthy for three reasons : First, it
does not lead the reader straightaway to the intended meaning. Secondly,
it does not impress on the mind of the reader that the science of grammar
is uncensurable, useful to all other sciences and study-worthy. Thirdly,
it has loosened the precise scientific import (cf. yat kavyakavih $astre
tarkakarka$amapi artham uktivaicitryena Slathayati’- KM, p. 17).
Therefore, this is one more instance of the dulipranita dosa in Bh's
treatise.

[TV, Appendix, p. xxiv]

[46] Nihpramana

[i] Meaning : Disproportionate. Without proof, unauthoritative.

[ii} INlustrative passage :

‘Vrttadevadicaritasanisi. cotpadyavastu ca | -

Kalasastrasrayam ceti caturdha bhidyate punah [/’ [KL, 1/17]

[iii] Meaning : See section [4] of chapter 6.

[iv] Explanation : While proposing the four-fold classification of
poetry, as above, Bh has neither ascribed any reason for including the
kalasraya and $dstrasraya compositions among the classes of creative
writing, nor quoted any authority for his so doing. In view of this, the
above passage is an instance of niipramana dosa.

[TV, Appendix, xxiv]

[47]) Punarukta

[i] Meaning : Repetition, to express again almost in the same
words.

[ii] Illustrative passage :

‘Sadopabhuktam sarvabhiranyavidyakarenubhih |’ [KL, 6/2]

(iii] Meaning : 'All the rest of the disciplines resort to the science of
grammar.’

/
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(iv] Explanation : The thought expressed in the above passage has
once again been uttered in these words : ‘Vidydndnmi
satatamapasrayo’parasani’ (ibid., 6/63). Therefore, this is an instance
of punarukta dosa.

[TV, Appendix p. xxiv]

(48] Bhinnakrama

{i] Meaning : Deviation from the previously stated order of items,
breaking of the order or sequence of the sub-topics.

(ii] INustrative passage :

‘Atha lin'gavacbbheddvucyete saviparyayau |’ [KL, 2/52]

[iii] Meaning : 'Now are being stated the differences in gender and
number alongwith contrariety.'

[iv] Explanation : Bh has mentioned here three upama-dosas,
namely, the lirgabheda, vacanabheda and viparyaya, in this order.
Then in the kdrika 2/53, he has furnished examples of the first two
dosas. Thereafter he has illustrated the hina-viparyaya and adhika-
viparyaya dosas in karikas 2/54 and 2/55 respectively. The subsequent
two kdrikds raise a doubt again about the lirigabheda and remove it.
This discussion suffers from two defects, namely, disorderliness and
untidiness.

[v] Other instances :

Bh claims to have discussed the body of poetry, the figures of
speech, the poetic defects, the literary logic and the poetical suitability
of words in this order in his work (ibid., 6/65-66). But he has not
actually, strictly adhered to this order. He has discussed a few poetic
blemishes even in the very first pariccheda and has devoted the second
and third paricchedas to the exposition of the figures of speech.

He has asserted in karika 6/23 that he is going to consider first the
poetically suitable words and then the unsuitable ones. But he has in
fact considered the unuseable words first in 6/24-27 and then the
useable ones in 6/28, thereby reversing the prestated order.

Taking into account the facts that he has himself used the words
atahparani, atha, anukramena, kramena, yathdakramani, and
yathaprakrtam, meaning, 'in serial order', that he has himself stated the
definition of the kavyadosa called apakrama (ibid., 4/20) and that he
has shown general methodicalness in the treatment of various topics, it
appears quite inexplicable how he has let himself fall into the
slovenliness desE:ribcd above.
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[TV, Appendix, p. xxiv]

[49] Vyahata

[i] Meaning : Contradiction, inconsistency.

[ii] INlustrative passage :

‘Atha pratijighetvadihinan dustanica varnyate [

Samdsena yathanydayam tanmdtrarthapratitaye ||

Prayena durbodhataya $astradbibhyatyamedhasah |

Tadupacchandandyaisa hetunyayalavoccayah |/’ [KL, 5/1-2]

[iii]l Meaning : 'Now the topics like pratijfid, hetu etc., related to the
science of logic are being dealt with in brief just for their elucidation.
Persons endowed with average intellect are afraid of the sciences
because the latter are unintelligible. For the pleasure of such persons
some portion of the anumdna system is being compiled here.'

[iv] Explanation : Although Bh has promised, as above, to discuss
this topic in short, he has actually spent as many as twenty-seven
karikas (ibid., 5/3-29) on this topic. He has thus contradicted his own
_statement.

[TV, Appendix, p. XX V]

[50] Sandigdha

[i] Meaning : Uncertain, doubtful.

[ii] INustrative passage :

‘Mayeva bhadreti yathd sa casadhvi prakalpand | -

Venudakeriti ca tam nayanti vacanddvina [/’ [KL, 1/39]

[iii) Meaning : 'For example - 'Auspicious like an illusion of magic.’
This is not a good conception. By interpreting 'Venudaki's' the words
yield a different meaning without the warrant of expression.’

[iv] Explanation : Bh has advanced the above passage as an
instance of neydrtha dosa (ibid., 1/38). But the passage is unintelligible;
it does not convey any clear meaning. Hence it is an instance of
sandigdha $dstradosa.

[v] Other instances :

‘Devi samagamaddharmamaskarinyatirohita |/’ [ibid., 3/6]

Bh has designated the last pariccheda of his work as '§abdasya
Suddhil’ (ibid., 6/66). But the whole pariccheda actually discusses the
words which are aesthetically usable in poetry and those which are not.
Consequently, the reader feels uninclined to believe the title of the
pariccheda. He would have at once accepted some such title as

’
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Kavyanuridpasabdavimar$ah, 'Consideration of words fit for creative
writing,'

[TV, Appendix, p. XXIV]

Thus we come to the end of the compositional defects in Bh's work.
Let us now try to understand the gunas, merits, of his work.

[(51] Svadhara guna

Gunas are those positive properties of any scientific treatise which
preserve and increase its acceptability, utility, reliability and
imperishability. Let us now consider them on the background of and
with reference to the details of the tantrayuktis, kalpands, asrayas,
tdacchilyas and dosas discussed above.

Caraka has enumerated the §astra-gunas in these words : “Tatra
yanmanyeta sumahadya$asvi, dhirapurusasevitani, arthabahulani,
aptajanapijitam, trividhaSisyabuddhihitam, apagatapunarukiadosani,
drsani, supranitasdtrabhdsyasangrahakramani, svadharani,
anavapatita$abdam, akastaSabdam, puskalabhidhanam, sarigatartham,
asanikulaprakarananm, asuprabodhakani, laksanavat, uddaharanavat
ca | Tadabhiprapadyeta Sastrani | Sastrani hyevamividhamamala
ivadityastamo vidhitya prakasayati sarvam | [TV, p. xii, footnote 32].

Needless to say that every scientific work does not necessarily
have all the nineteen §astra gunas (that is, properties by virtue of which
a scientific treatise becomes ideal and praiseworthy). Keeping this
universally accepted guiding principle in mind let us now review Bh's
work, following notional order instead of the Devandgari alphabetical
order. We, therefore, first take up svadhara guna.

[i] Meaning : A treatise which is well-based and which deals with
the subject matter confidently, unambiguously and convincingly.

[ii] Explanation : Before actually putting pen to paper Bh has
made intensive and extensive study of scores of kalasraya and
§astrdSraya treatises as explained earlier in section [36]. During the
course of that diligent study he has imbibed the views and counterviews
of different thinkers, has critically examined their conceptions and
terminological terms and, reflecting on them independently, has accepted
those items which he has found to be reasonable and rejecle({ those
which he has considered unrcasonable. Thus his work is based on fine,
comprehensive and sustained study. Besides, his whole work reflects
his unwavering confidence. He has forcefully refuted other $astrakaras’
such arguments as he does not subscribe to (see section 11 - Uddhadra).
He has stated steadfast rules with reference to several topics (see
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section 15 - Ekanta). At many places he has enjoined inviolable
commands (see section 17-Niyoga). He has resolved once for all some
of the contentious issues (see section 18-Nirnaya). He has propounded
comprehensive doctrines with regard to many matters (see section 20-
Nirvacana). And he has exhaustively discussed some crucial points
(see section 32-Vyakhyana). There is not even an iota of uncertainty or
ambiguity in his treatment of all the above topics. On the contrary, his
unflinching conviction impresses on the reader’s mind. It can, therefore,
be unhesitatingly said that the svdadhdara guna shines forth in Bh's
work.

[52] Arsata guna

[i] Meaning : Venerableness.

[ii] Explanation : As stated above Bh has made profound study of
various disciplines which study in its turn has made him familiar with
ancient traditions and thought-currents. This fact is borne out by the
discussion made earlier under arthdpatti (section 8), uttarapaksa
(section 9), udde$a (section 10), uddhdra (section 11} and prakara
(section 41). The details furnished in the explanations of anumata
(section S), apadesa (section 6), uddesa (section 10), naikanta (section
21) and hetvartha (section 35) as well as his own statements in karikds
3/58, 5/69 and 6/64 convince the readers that he has delved deep into
the topics he has chosen for discussion. Besides, his utterances as, 'l
am composing this work to the best of my intellectual ability' (ibid., 1/
1); 'What more can [ tell those scholars who are extremely innovative?'
(ibid., 3/52); ‘It is improper to wrangle with respectable teachers' (ibid.,
4/7); 'l have made this exposition with a view to disseminating
knowledge and not to exhibit faults of others, nor out of self-conceit'
(ibid., 4/51); 'T am discussing this topic in order to inspire the average
intelligent readers to study the scientific treatises' (ibid., 5/2) and 'l
salute unto those scholars who resolve this topic authoritatively and
decisively' (ibid., 6/15), are expressive of his humility befitting a learned
person. Over and above this, he has referred to his past and contemporary
scholars most respectfully with the epithets such as abhijiah, krtinah,
tajfidh, dhirah, prathitavacasah, budhah, manisinah, mahatmanah,
vidvamsah, santah, sudhiyah and sumedhasah. All the above particulars
portray Bh as an humble, gentle and avowed worshipper of knowledge.
The work of such a dignified person possesses arsatd, according to
Caraka.
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[53] Kramagatartha guna

After a diligent, prolonged and indepth study of various branches
of knowledge, Bh has finalized the ‘Kavydalarikara’ as the subject matter
of his work. He has thereupon figured out the details thereof such as the
titles of the subtopics, their respective places in the work, the serial
order of their discussion and the number of kdrikds to be devoted
thereto. With the help of these details he has drawn up the table of
contnts of his whole work (see section 30 - vidhdna). After having made
up his mind to write the work in Samskrta, he has decided to follow the
methodology of theoretical compositions as well as the policy with
regard to the abridgement and claboration of the discussion of various
topics (see section 39 - tantrasila). Subsequently, he has verbalized one
of the several subtopics belonging to a particular class and referred to
the rest by the class-expressive words as adi etc., (see section 41-
prakara). Thereafter he has mentioned in brief the major topics of a
subject (see section 10 - uddes$a) to be followed by a detailed discussion
thereof (see section 19 - nirde$a, section 24 - pradesa and section 26 -
prasariga). He has also taken care to make his work pleasingly readable
by interspersing illustrations from daily practical life (see section 13-
upamana and section 37- bhaksyakalpand). Bh has skillfully used
atikrantaveksana (section 2), andgataveksana (section 4), prasariga’
(section 26), yoga (section 27) vakyaSesa (section 28) samuccaya
(section 33) with a view to neatly interlinking various topics and
subtopics, to avoiding diffusion, flatness or disorderliness in the
composition and to lending completeness to the theoretical discussion.
Such a well-planned, systematic, intelligible and well-knit composition
is considered to possess the property called kramagatartha.

[54] Puskalabhidhana guna

The KL being a theoretical work, Bh has profusely used
terminological words related to various poetic properties, figures of
speech, poctic defects, and allied topics. These words have been recorded
above under nirmacana (section 20), padartha (section 22), svasanijiia
(section 34) and $abdantara (section 40). A scientific work which
abounds in such technical terms is said to be endowed with the
puskalabhidhana (= puskala + abhidhana) guna.

[55] Laksanavat and Udaharanavat Guna

Bh has furnished nearly flawless and acceptable definitions of
almost all the above technical terms, excepting a couple of ones like
asamaptartha (\scction 44) and has carefully explained them with apt
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and adequate examples, sometimes with even more than one, as in the
cases of Srutidusta dosa (KL, 1/48-49) and atiSayokti alarikara (ibid.,
2/81-85). By virtue of these examples his work has, on the one hand,
become crystal-clear and on the other, agrecably readable. He has
provided illustrations for the elucidation of the technical terms as well
as many theoretical topics [see, upamana (section 13), drstanta (section
16), bhaksyakalpana (section 37), etc.] These illustrations have made
the respective subjects easily understandable and memorable. Thus Bh
has not let the scientific discussion become dry-as-dust or unanimated.
Therefore, it can be said with certainty that his work is both laksanavat
and udaharanavat.

[56) Asuprabodhaka Guna

Besides the elucidations referred to above, Bh has made use of
some additional devices as well. For example, he has advanced reasons
which establish certain gencralized statements (section 6 - apadesa);
at some places he has provided irrefutable arguments to the opponent's
objections (section 9-uttarapaksa); at other places he has clarified the
objectives of his work, the topics discussed therein, various
kavyadharmas etc., (scction 25 - prayojana); and at a few places he has
related characteristic properties concerning poetry (section 42 -
bhiiyastva). These devices alongwith the upamdna and nidar$ana
have helped make his work quite lucid. It has, however, to be remembered
that this lucidity is relative. For, Bh's present work is a scientific
treatise. Any scientific work is, to a certain extent, hard to understand
(Bh has himself said that the sciences are usually unintelligible - KL, 5/
2). It generally does not happen that a reader has read a scientific text
and has thoroughly understood it at the very first reading. He has to put
in conscious efforts for its satisfactory comprehension. Bh's work is no
exception to this general rule. Besides, he has discussed at length in the
last two paricchedas of his work the principles of logic and grammar
vis-a-vis poetics. For a precise and clear understanding of this
discussion the reader is naturally expected to acquire a knowledge of
these disciplines either from gurumukha or with his own untiring efforts.
But once the reader equips himself with this knowledge he not only
thoroughly understands the niceties of Bh's discussion but is also filled
with joy to find how Bh has competently grafted the science of logic on
the science of poetry, how intclligently he has drawn the line of
demarcation between the practical - cum- literary truth and the scientific
truth and how innovatively he has discovered the interesting principles
of stylistics from the utterly uninteresting principles of grammar. In this
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context one more point deserves to be especially mentioned. That is, as
the reader goes on studying Bh's text with the help of the compositional
devices explained in the present chapter, the former goes on smoothly
and pleasantly unfolding itself to him. In view of all the above reasons,
Bh's work is understandable with some sincere efforts and therefore,
can be said to be (a@Su) prabodhaka.

[57] Arthatattvavinis cayapradhana Guna

Bh's steadfast confidence described in section [51] above is
reinforced by his propensity to go to the root of every topic and subtopic.
He is a studious poetician endowed with a sharp intellect and fine
analytical faculty. Consequently, he closely examines all great and
small problems related to poetics, reaches their innermost layers and
determines their essence in his own way. Indeed, it is his ultimate goal
to resolve conclusively the principle of every conception and to guide
the rcaders to the best of his ability (see section 52 above). In this
respect the discussion relating to uddhara (section 11), nirnaya (section
18) and vyakhyana (section 32) are perusable. Bh has thus tried to settle
some ticklish issues related to the Indian poetics inspiring thereby the
later poeticians to reflect more deeply and help promote the development
of Indian literary theory. This commendable feature has been termed as
‘arthatattvaviniscayapradhana guna’ by Caraka.

[58] Arthabahula Guna

During the above process of resolution, Bh has neatly restated
some traditional views and expressed some new ideas which could
generally be acceptable to reasonable readers. For example, he says
that the verbal repetition which occurs during the expression of emotions
like fear, dismay etc., is not faulty (see apavarga - section 7); good
poctry should not require long commentaries for its undeystanding (see
arthdpatti - section 8); and really speaking there is no total similarity
between the full disc of the moon and a woman's charming face (KL, 1/
44). He has quoted the views and counterviews of different scholars on
various topics (see naikdanta-section 21). But besides these traditional
views, Bh has also expressed many new thoughts. For instance, he
asserts that no two entities are totally similar to each other; even a
charming face of a pretty woman does not look pretty without ornaments;
the poetic beauty arises from charming words and their charming
mcanings (see nirvacana - section 20). Of these, some might have
struck him while reading the works of others, while the rest might have
crossed his mind while reflecting independently on the principles of
poctics. When both traditional and novel views are found to have been
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expressed in a scientific work, it is said to possess 'arthabahula guna.'
[59] Bh's Influence on Later Poeticians

Bh's meritorious work soon commanded respect in the scholarly
world. Since his work was based on research and since it was trim, well-
knit, technically sound, pleasing, almost unambiguous, replete with
new ideas, ready to welcome novel views and provide abundant food
for thought, the scholars started to take it to be ‘a well-founded, reliable
reference work’, (A work that commands respect from authoritative
scholars is considered aptajanapijita by Caraka, vide, TV, Introduction
to the Second Edition, p. xii, footnote 32). Consequently, Udbhata
wrote on Bh's work a bhdsya called Bhdmahavivarana and
Anandavardhana, Abhinavagupta, Bhattenduraja, Dandin, Udbhata,
Bhoja, Vamana a d other celebrated thinkers quoted in their respective
works around a hundred kdrikas from the KL to illustrate and/or to
explain various literary principles.

Bh placed before the later writers a model of a scientific treatise to
emulate. As a result, they more or less followed him with regard to the
conception of the subject matter of their works, compilation of data,
their divisions into sections and sub-sections and the actual
presentation. For example, Vamana named his work as
‘Kavyalanikdrasitrani’, and divided it into five adhikaranas, namely,
Sdrira, dosadarSana, gunavivecana, alarikdrika and prayogika (KLS,
pp. 1-94). Rudrata also designated his work as Kavyalarikdra and
discussed therein the kavyahetu, pratibha, kavyalaksana, sabdalarkara,
riti, k’dvyabhd;d, vrtti, dosa, arthalarikdra, rasa, ndayakandyikd and
kavyaprakara (Rudrat a, Kavyalarikdra, cited above, pp.1-174).

Bh's followers were undoubtedly influenced by his methodology,
the contents and the general outline of his work. But more than that,
they were profoundly influenced by his theoretical views and therein
lies Bh's real and lasting accomplishment. His followers based their
own doctrines on the various conceptual aspects which Bh either
expressly stated or indirectly suggested. For instance, Bh established
an inseparable link between the science of grammar and the poetic
creation coupled with the science of poetics. Rudrata, Ksemendra and
Hemacandra upheld this line of thinking of Bh. Kuntaka admirably
turned Bh's vakrasabdokti into the vakrata of padaparvardha, pratyaya
and vdkya. Besides, he did an imaginative and interesting discussion
of prakarnavakrata and prabandhavakratd on the basis of the vakrata
of the subject matter referred to by Bh. Again, it was really to Bh that
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Kuntaka was indebted for his doctrine, namely, the compounded state
of words and their meanings is called kavya. The principle propounded
by Vamana to the effect that the prevention of dosas was an effective
means of producing poetic beauty had its origin in Bh's work. Bh's
viewpoint that the scientific truth is different from the poetic truth had
been amplified by Anandavardhana and Rajasekhara. The later-day
theorists readily upheld Bh's both the stand-points, namely, that the
creative- literature could be composed in any current language or even
a dialect and that it was subject to various classifications based on
prosody, language, subject matter, medium etc. Taking a clue from Bh's
statement that a mahdkdvya must necessarily deal with great
personalities and their lives, his followers laid down somewhat
mechanical rules as to the number of sargas of a mahakavya. Similarly,
Bh's exhortation that a mahakavya should be saddSraya was later
transformed by Mammata into his oft-quoted axiom 'Ramadivad
vartitavyam na Ravanadivat' Bh vehemently protested against the
blemished compositions, so also did Dandin, Rajasekhara,
Kesavamisra and all other later poeticians. The roots of Ksemendra's
doctrines of aucitya and camatkrti could also be traced to Bh's work.
Thus the literary values which Bh advocated were not only upheld by
those thinkers who appeared on the scene after his departure but were
also furthered and shaped into different doctrines which in their turn
helped the philosophical development of Indian poetics. In this way,
Bh's work which was itself supported by his predecessors’ works
provided a sound basis to the later-day theorists who, after having
studied, taught and reflected on it, placed their own research and
writings before the succeeding generations of scholars. In other words,
the anterior adheya became the posterior adhdra. In fine, to put in
Caraka's words, Bhamaha's Kavyalankara was ‘sumahad-yaSasvi-dhira-
purusa-asevita', i. e., 'resorted to by brilliant, renowned and great
persons'- an attribute which at once elevates the status of a scientific
treatise.
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Bhamaha, an ancient Kashmirian, Indian, wrote a work
called 'Kavyalankara', in 400 Sanskrit verses sometime
between 500 and 700 A.D. This happens to be the oldest full
treatise on the science and practice of the art of poetry,
extant at present.

Bhamaha was gifted with a researchful insight coupled
with an independent thinking faculty and had acquired
extensive and intensive knowledge of poetics and allied
disciplines. He has discussed methodically various topics
including 'the making of a poet’, the characteristic features
of different genres of imaginative literature, literary
blemishes and their utter undesirability, positive and
negative beautifiers of creative writing, how words and
structures interplay to give birth to a poem, poetic truth and
logic vis-a-vis scientific truth and logic, and vakrokti - the
natural language of literature.

Bhamaha is the first ancient Indian literary scientist to
organize systematically the fundamental principles of
literary theory and to elucidate the process of creative
writing. There is an amazing similarity between his and the
western stylisticians' concepts concerning literary style. He
has, therefore, a legitimate right to be called the 'Father of
Indian Stylistics'. He closely follows the methodology of
composing theoretico-scientific treatises as propounded by
Kautalya, Caraka, Susruta, Vagbhata and other ancient
Indian thinkers.

Dr. Lele reviews Bhamaha's Sanskrit work from different
angles and attempts its critical estimate - the first of its kind
in English.
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