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One important feature of the papers
presented in this collection is that they
mainly deal with topics which have not yet
received adequate scholarly attention
which they deserve. In these papers an
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a comparative and critical study, or to
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the first time. No history of Sanskrit
literature or work on Sanskrit poetics
deals critically and exhaustively with
topics like Plagiarism, Poetic conventions,
Poetic truth, Intonation (Kaku) Sandhis
in the Sanskrit drama or Prakrit Verses in
Alamkara works.

ABOUT THE AUTHOR

V. M. Kulkarni, Director, B. L. Institute
of Indology, Patan, formerly Professor of
Sanskrit and Prakrit (Maharashtra Educa-
tional Service, Class I) and Director of
Languages, Maharashtra State, has taught
Sanskrit and Prakrit Literature, Sanskrit
Poetics and Aesthetics for several years.
Besides contributing critical articles and
notes to Encyclopaedias in English and
Marathi he has published over eighty
papers and critical reviews in various
research Journals of repute.

As an Editor he has to his credit:

(A)
(1) Srngararnavacandrika of Vijayavarni:
A work dealing with Sanskrit poetics,
critically edited on the basis of a very rare
manuscript, published by Bharatiya
Jnanapitha, Delhi.

(2) Jayadeva’s Gitagovinda with a
hitherto unpublished commentary of King
Manarnka, published by L. D. Institute of
Indology, Ahmedabad.

e .



B. L. Series No. 1

Géneral Editor :
V. M. Kulkarni

Studies In Sanskrit Sahitya-Sastra

(A Collection of Selected Papers relating to Sanskrit Poetics and Aesthetics)

by
V. M. Kulkarni M. A., Ph. D.
Director, Bhogilal Leherchand Institute of Indology, Patan

(Formerly Professor and Head of the Department of Sanskrit (and Prakrit),
Elphinstone College, Bombay, and Director of Languages, Maharashtra State)

B. L. INSTITUTE OF INDOLOGY
PATAN




Published by

V. M. Kulkarni

Director,

B. L. Institute of Indology, Patan

First Edition : 1983
Price Rs. 60-00

Can be had from

Saraswati Pustak Bhandar,
112, Hathikhana, Ratanpole,
Ahmedabad-380001

Printed by
Saraswati Compose Work
5, Sterling Centre, Khanpur, Ahmedabad



In memory of

Shalini, my wife



ge-Traral @ |

WA A WA
gfwegia fafy = |
T gasRa afsw- |
femm frme: ey,

et afsaregTte gy
THRT TGN I 39 |



SETH BHOGILAL LEHERCHAND

Born: 9th April, 1883 Died: 7th December, 1979
MOTTO IN LIEE
‘Simple living — High thinking’






Preface

The Institute has decided to bring out a series of books and monographs on
different aspects of Indology. Our primary aim is to cover field which has not yet
attracted the attention of scholars. We also propose to publish books on subjects in
which a re-examination of some of the much—discussed subjects has become necessary.

I am happy to place in the hands of scholars, interested in Sanskrit Poetics and
Aesthetics, my Studies In Sanskrit Sahitya—Sdstra (A Collection of Selected Research
Papers relating to Sanskrit Literary Criticism and Aesthetics). Of these, one paper—
Kalpalatdviveka on Bhdmaha’s Kavydlamkdra (Ch. V. vv 5-10) is being published here
for the first time. The others have appeared, from time to time, in various journals
and magazines-as acknowledged in ‘First Publication® fowards the end of the book.
‘One important feature of the papers presented in this collection is that they deal
with topics which have not yet received adequate scholarly attention which they
" deserve. In these papers I have attempted to elucidate certain obscure and doubtful
- points of poetics by a comparative and critical study, or to throw fresh light on
. certain other problems, or to bring to light certain facts for the first time. I earnestly
‘hope scholars working in the field would find these studies interesting and stimulating.

- B. L. Institute of Indology ' V. M. Kulkarni
. Patan (North Gujarat) Director
31 December 1982
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SANSKRIT WRITERS ON. PLAGIARISM

In the interpretation of the masterpieces of poets it is necessary for a proper
appreciation of their services to poetic art to trace parallels in the general cast,
framework, mcdes of expression, diction and style and the germ, the spirit and the
sentiments and the like, whether arising from direct imitation, unconscious reminiscence
or similarity of temper and creative genius. Suchan investigation raises the important
and interesting problem of plagiarism. What do we mean by plagiarism ? What does
originality mean ? Is it indeed possible for later poets to strike out a thought or to
coin a phrase, which shall be purely original ? Is plagiarism altogether to be condemned ?
Has it possibly any merit ? Can one steal from the writings of others at discretion ?
When does literary theft become a crime ? Who can commit literary picking and steal-
ing with impunity ? These and such other kindred questions crowd on one’s mind when
one begins to think of plagiarism. It is the object of this paper to search thoroughly
the works of eminent Sanskrit Alarnkarikas with a view to finding their answers to
“such questions, to point out the 6bligations, if any, of later Alamkarikas to their
predecessors in this matter and incidentally to compare their views with those of
some celebrated Western writers. :

The dictionary meaning of the word ‘plagiarism’ is : “an appropriation or copying
from the work of another, in literature or art, and the passing off of the same as
original”’; and of the word ‘original’ : “that has served as pattern, of which copy
‘has been made, not derivative or dependent, first-hand, not imitative, novel in
character or style, inventive; creative”. Keeping in mind these meanings of the two
vital words one may set one’s hand to task.

The author of the Mahdbharata proudly declares :

@ 9y 9 RN 9 AY A W |

T gRgia qeerw FeRIta A gt |l

—Parvan XVIII ch. 5. v. 50

Perhaps, this verse—especially the second hemistich-was responsible for the oft-
. quoted saying : wafsss s @99, |— There is nothingin the world that is untouched
by Vyasa’. Lovers of Bana are fond of saying ‘imf3y’ swiq @59 " Exaggeration
apart, the suggestion is : there is hardly anything great that can have escaped
observation of former writers.

Vakpatiraja, the author of Gaudavaho—-a Prakrit epic (A. D. 7G0-725), however,
boldly says :

“The ancient poets committed mistakes owing to the times in which they lived,
when there were no beaten paths for them to follow whereas now many poets are
led in vain to attempt difficult - tasks executed by their predecessors. Where, it is
asked, is there anything, indeed, previously unseen in the regions travelled by
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former poets ? But in truth the borders being excepted, everything is new to modern
poets, The minds of ordinary poets wander greatly in search of a subject, whereas
subjects come to the hearts of great poets without any effort on their part to find
them. The province of poetry, although daily drawn on by great poets from the very
beginning of the universe, remains even to date as unlimited as ever before”.! i

Bana (C.A.D. 620) in his introductory verses to Harsacarita speaks of ‘Kukavi’s
(bad poets, poetasters) Utpadaka—Kavis (poets of creative genius) and of the so-called
poets that are merely plagiarists. He distinctly condemns the poetasters and plagiarists :

“Innumerable are the poets to be found in each house that can write only .
plain and matter of fact descriptions, like dogs (that are also numberless). By
modifying phrases or the words of other poets and hiding the distinctive signs of
authorship, a poet without being expressly declared to be so is revealed to be'a thief
—a plagiarist in the midst of the good”.?

Among the Alarhkarikas, Vamana, the author of the Kavyalamkarasitra (A. D.
800), is the first who classifies the subject-matter (Artha) in poetry and vaguely refers
to plagiarism. His classification of Artha may be shown in a tabular form as follows:—

A5 '

B@Iﬁ‘ wq%sﬁzhﬁ:
s ‘ q: eeh: qa:
l I I _ K|
e TEdfa: e qrata:
1. FeEgm wa-5R° aFrmieng w0g |
e WRT Al T ¥ & s -
FA A NgE @ Fe-9ETg 7g |
@y S awfa afm @& ug S .
TSRS F3R—Far Gy g |
apy =9 FRCWER Bem #Eqm 1l
AEER FI-TER aReE—Re-a & |
apa [ AfM-gY) 7 eR  ARN-uRwER l—Gaudavaho, vv. 84-87
2. @R AW FEEE SRS TR TR |
SaEH q Tl FE QO = |
sFAR-Een gt |
sFreIa: & A FAAR) BaER l—vv 5-6

These verses yield different meanings also for which, see Kanz’s notes to Harsacarita,
Chapter 1.




Sanskrit SahityaSistra 3
‘Artha’ in pcetry may te original or Cerivative. Both these varieties have each three
subdivisions : 1) that which is easily intelligible, 2) that which is subtle but can be
grasped after giving some thought to it and 3) that which is subtle and is understood
only after very careful attention and deep thought.?
As is clear from this exposition Vamana simply vaguely touches the topic of
plagiarism and leaves it there.

It is Anandavardhana, the author of the Dhvanydloka (an epoch-making work in
‘the history of Kavya—$astra, A.D. 850-875) who, in the interests of later poets sets
forth a clear exposition of the topic of originality and literary theft. His views may
briefly be summarised as follows :

The words of a later poet, even if they may correspond to his predecessor’s,'
gain freshness and novelty when they aré used to convey a suggested sense. The
province of . poetry is unlimited owing to the almost infinite varieties of the suggested
sense in spite of the fact that hundreds of poets have composed works for centuries.
Good poets can celebrate the events and episodes of the world in their poems, at
. their sweet will, making them to convey any of the divisions or sub-divisions of
‘dhvani’—suggested sense. The thoughts of old poets when made to glow with some
suggested sense, appear new-like the trees in the spring. The subject-matter of poetry
.attains novelty also when the later poets employ suggestive words etc. A poet, who
comiposes his poetry having regard to the suggestive sense and the suggestive words
definitely imparts newness to his subject. For instance, the descriptions of battle etc.
in the works like the Ramayana and the Mahabharata though frequent, appear very
new. If.one is gifted with creative genius, there would be no paucity of subjects in
spite of the fact that there already exist numerous works of former poets.

The statement that there are infinite subjects of poetry if only we take into
consideration the infinite varieties of dhvani is also equally true of the expressed
sense. Qbjects, sentient and insentient are distinct in their very nature. In the
context of time, place and their modifications they further present multifarious facets.
The almost infinite facets being capable of poetic treatment can never be exhausted
‘even if they are drawn on by countless poets, known for their mastery of language,
to say nothing ef the mediocre poets.

3. Th: editor of the Kavyamimamsa (Baroda edition) says in his notes that Vamana ‘discovered
that there are three distinct divisions of it’ (p.220). Obviously the statement is incorrect.

4, Cf : =\uR FEIaaR  FECE: SSmOf: |
qaed J=a fa @ ofER
Jgmd Aq FA: FEA G @AY A |
g ud Faweasig sg@T aq |l
WAASGAEAR Jgag=SaTaaaqad |
TAERAR A48 §F: F1A @I || —Dhvanysloka 111 42-43 (p. 498)

\
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Again, the strlkmg modes of expression lend novelty to the subject—matter of
poetry. To sum up :

The subject-matter of poetry, as it has infinite varieties can never be exhausted
even though thousands and thousands of gifted poets might draw on them even as
Prakrti, from which the different worlds evolved in the past and will evolve in the
future can never be exhausted.® Even then literature is full of coincidences on
account of similarities of poetic temper and creative genius among great poets. But
a wise man should not detect plagiarism in such coincidences.® _

Now, this correspondence or resemblance between the works of two poets may
be like that of ‘bimba’ and °‘pratibimba’ (prototype and copy, or a’ thing and its
image) an object and its picture or between two human beings.” Of these three kinds
of matter a good poet should avoid the first (pratibimba—kalpa) as it is devoid of -
any originality either in word or thought (lit. its soul is the same and has no really’
different body).® He should also aviod second (Alekhyaprakhya) for, though it has a
different garb, it has little of originality (lit. though possessed of a different body,
- it is really speaking, devoid of a soul).” He, however, should not avoid the third
kind, viz., Tulyadehivat, for here though the subject-matter between the two works
resembles, their style and diction are entirely different and: charming; it is evident
that resemblance between two living beings does not mean their identity.!

This much about the resemblance between the ideas of two poets. There is
absolutely no harm if there is resemblance between the senses of a few words of the
two poems. For even Vacaspati-the Lord of Speech-cannot create any new letters or
words. If the same letters and words are repeated, they do not necessarily go against
originality. Whatever is beautiful here, when it is represented in poetry, causes
delight to the ‘rasikas’. A good poet never invites censure by presenting in his
poetry such a matter as bears correspondence to that of an old poet. Sarasvati her-
self favours a good poet, who never thinks of plagiarism, by revealing to him the
desired artha and here lies the greatness of great poets. :

5. AEEREEEl g FAad |
fgg @1 94 A SEksEE

6. GNAE WAAT A gAEE |
JFEuE @ o Aeen (||

7. IR TeEres acga: Shkraed |
AFEAFE] FASRTs TORMA |

8. a% 73 wiifrasy Feraeg uRedsd 8RR |
TEIG AR R AR, |

—Dhvanyaloka 1V. 10-12 and Vrtti on 1V. 13
9. WAFRMSTITSIAAGT] TUTIHAT TESTHET FRET, |-Dhvanyaloka (IV. 3) Vrtti.
10, gftt g AfFaeefagdEsy od  adRal Feee T afer FEA I’ ol
TRMAT FEqs™F TR g@ad J#gY |-Dhvanyéloka (IV.13) Vrtti.
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Rajasekhara (First quarter of the tenth century A. D.) is the next writer, who
treats of plagiarism in his Kavyamiméamsa, ‘a brilliant miscellany on topics relating
to Poetry’.l! His exposition of this topic may briefly be set forth as follows :—

Plagiarism means an appropriation of the words and ideas from the work of
another (and passing them off as his own). It is two-fold : i) that which should be
avoided, and ii) that which should be adopted. Of the itwo kinds of plagiarism (viz.,
one of words and another of ideas) that of words alone is five-fold, arising from
1 a ‘pada’ (word, term) 2 a ‘pada’ (quarter of a stanza) 3 ‘ardha’ (a hemistich) 4
‘Vrita’ (metre) and 5 ‘Prabandha’ (a long continuous composition). ‘Borrowing one
word does not bring discredit to the later poet’-this is the view of RajaSekhara’s
Acarya. Rajasekhara, however, holds that it is correct povided the word borrowed
is not double-meaning. He then illustrates how a double-meaning word can be
borrowed bodily or in part, by way of ‘yamaka’ and so on. Then he raises an
objection against the advice of borrowing from others saying ‘““‘while all other thefis
committed by a person pass away by lapse of time, literary theft endures even to
sons and grandsons;!? but he cites his wife Avantisundari’s excuses for plagiarism,
whether in words or ideas. Thus the plagiary may say, ‘I have a reputation, he has
mnone; I enjoy a secure position, he is a climber; this is inappropriate in him,
appropriate in me; his words aie like a tonic (gudici-a very useful medicinal plant)
mine like ‘wine’ (Mrdvikd-a bunch of grapes), that is, our styles are different; he
ignores specialities of dialect, I attend to them (or I choose a good language, say
Sanskrit, for my composition, he has chosen Prakrit); no one knows that he is the
author, the author lives a long way off; the book he wrote is obsolete; this is the
work of a foreigner’. : '

Rajasekhara’s ;‘:cérya holds that the appropriation of more than three words,
that are not double-meaning, (in scquence) is plagiarism. RajSekhara disagrees with
him on this point saying any striking expression of an earlier poet should not be
borrowed by later poets. Even a pada or a quarter of a stanza containing words
that can .be readily identified as the composition of an earlier writer, should be
considered as an exampie of plagiarism. His Acarya holds the view that if a quaiter
of an earlier stanza is borrowed by a later poet, with a view to conveying an
opposite idea, it should be called not plagiarism but adaptation. He, however,
« clearly says such-adaptations are nothing but plagiarism. Likewise borrowing of half

11. Chapters XI-XIII, both inclusive.
12. g FeRadT S |
A4 gy AIY A= = 4 WA 1-p. 57
Rajasekhara merely quotes the excuses for plagiarism; normally, he, in such cases, either

shows his approval or disapproval. May be, he does not here intend to offend his wife. Later on,
however, he denounces it in words :

Y R Sl DFaAEeaRT SR Beud, a ¥9e s, N g «ﬂémam l
-p. 61
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the verse or of one quarter from one half and of another from the other half cons-
titutes plagiarism. If a later poet adopts an eailier verse after changing a quarter,
which serves to change the idea completely it is not adaptation but plagiarism of
three quarters from a former poet. When, however, three quarters (having different
meaning, i.e.) that are apparently unconnected are appropriately connected with one
quarter of his by a later poet, we call that stanza original.*® If a later poet substi-
tutes some words in a quarter of an earlier stanza keeping the rest in tact, it is
surely plagiarism. This is also the case if the later poet introduces slight changes
only in parts of words, keeping the rest as it is. If a later poet interprets a verse
of a former poet in an altogether different way, it also is called plagiarism for the
earlier poet has had in mind both the senses. If one claims on the basis of one or
the other circumstance mentioned above that a particular stanza or poem is his own,
though really it is not original then it is the worst kind of plagiarism. This applies
to both a ‘muktaka’ (a detached stanza, the meaning of which is complete in itself )
and a prabandha (a literary work). If one gets works written for money and passes
them off as his own, that too is nothing but plagiarism. It is better if one fails to win
fame than to incur ignominy.!* ‘Borrowing of ‘uktis’ (expressions) too is plagiarism’-
this is the view of his Acdrya. ‘Expressions that are, however, made to convery a
different sense are not detected as borrowed but appreciated; if they are, on the
contrary used in the same sense, they deserve to be condemned as the worst kind of
plagiarism—this is the view of Rajasekhara.

Rajasekhara sums up the discussion thus : “there is no poet that is not a theif,
no merchant that does not cheat, but he flourishes without reproach who knows
how to hide his theft’>. One poet is a creator ‘Utpidaka’; another an adapter
‘Parivartaka’, another a coverer up ‘Acchadaka’, another a collector ‘Sarhvargaka’.
He who here sees something new in word, sense, phrase and writes up something old

may be accounted a great poet.” ' ‘
“In the poet’s province there is hardly anything left untouched by ancient

poets. A modern poet should, therefore, endeavour to better what the ancients have
said”’—this is the view of his Acarya. Viakpati, however, disagrecs with him!®. Then
he refers to some views of some people about a careful study of the early poetical
works on the part of a poet. One view is that the great have similarities of poetic
genius and temper and present identical thoughts'’; to avoid such coincidences or

13. This means a kind of Samasyapiirana.

14, geprAish eordd | aEEga T gAgA: |
15, A FESD AegER apes |
g g G sy A sl FaRad

Cf. “This poet is that poet’s plagiary ’
And he a third’s till they all end in Homer’. —Harpax in Albumazar.
16. His view is already - mentioned above. Rajaszkhara here translated his Prakrit verse No. 87

into Sanskrit with a few unimportant changes.

17. weradi & &N g&=: |\ —this is after Anandavardhana.
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resemblances a poet should study the works of earlier poets. Rajasekhara disagress
saying that one, possessed of a literary eye intuitively knows what is touched and
what is not. Sarasvati makes words and senses flash on the mind .of great poets even
if they be asleep. An inferior poet although awake, is really blind to them. Great
poeis are blind in so far as other’s poems are considered. As regards things unob-
served by their predecessors they have a divine vision. What poets can see with their
naked eye, even the three-eyed god Siva or the thousand—eyed Indra, cannot see. In
the mirror of the poet’s intellect, the whole universe is, as it were, reflected. Words
and their senses, of their own accord and with eagerness crowd on good poets.
Poet’s speech easily sees what Yogins, who have mastered the power of concentra-
tion, can see.

All this is true, however one may note that ‘artha’ (idea or matter) is three-
fold : 1 sFaQfa: 2 faggadif: and 3 s¥fq:. Of these sFaAf has two subdivisions, so
too figagaAf; ¥NfA has no sub-division. Thus there are five divisions of artha. All
these may be represented here in a tabular form :

g

|
sFAe: ﬁ%@ﬁ EIEE

- |
s_rf‘aﬁwaw: - . ASITET:

gazﬁtfég@q: q(gtq%zr'aw:
Dependence upon the poems of great poets is seen in some cases in the form of
1 Pr;ztibimbakalpa—“Wherc the sense is the same entirely, but the setting is in
other experessions, ,
" that poem, not fundamentally different; would be a sort of imaging”.
2. Zlekhyapr&l_chya—by way of ‘copy-sketch’ :
“Through a moderate elaboration of particulars a subject appears as if different:
such a poem is by experts in the matter termed a ‘copy-sketch’ !

3. Tulyadehitulya-by way of ‘corporeal equivalence’ :

Where despite difference of matter identity is apprehended through extreme
resemblance,

That poem, similar by ‘corporeal equivalence’, even clever men compose.”’

4. Parapurapravesapratima (sadrsa)-by way of ‘foreign—city—entrance’ :

Where there should be substantial identity, but the garnishing is widely divergent
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—That poem, similar by ‘foreign—city-entrance’—may be engage the thoughts of
poets”-Even excellent poets adopt this mode.!8

Ayoni—artha is the matter which is not derived from the works of the former
poets and is cntirely original. It is three fold : 1 Laukika 2 Alaukika and 3 Misra.

The four kinds of ‘artha’ are further subdivided each into eight different
classes. Thege thirty—two sub—divisions may be represented as follows :—

18. ‘And of these four thz superiority is in ascending order’.—‘Viveka"of Hemacandra.
Rajasekhara then defines five kinds of poets who compose poems on. these and

‘ayoni-artha’ respectively and are named, .
1. Bhramaka 2 Cumbaka 3 Karsaka 4 Dravaka and 5 Cintamani.
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These thirty-two varieties are defined as follows :

1. Vyatyastakah-In this variety the ‘artha’ is the same but there is an inversion
of the natural order.

2. Khandam-Adopting, but partially, the same ‘artha’.

3. Tailabifduh—Developing or enlarging the idea (of an earlier poet) given in brief.

4. Natanepathyam-Expressing the import of an earlier poem in a different
language by means of translation, N

5. Chandovinimayah—Expressing the same import in a different metre.

6. Hetuvyatyayah-Expressing the same ‘artha’ by reversing its cause.

7. Satkrantakam-Transferring what is mentioned by an earlier poet with reference
to one thing to another thing in his poem by a later poet.

8. Sarputah-Combining in a concise manner the import of two different stanzas
belonging to earlier poets.

This eight-fold Pratibimbakalpa'® ‘artha’ must, at all costs, be avoided as it
would ruin all chances of winning fame as a poet. For in poetry if the same matter
is found in a different poem, it is not looked upon as different just as in ordinary
life the reflection of one’s body in a mirror is not regarded different from one’s body.

The eight sub—divisions of Alekhyaprakhya — _

1. Samakramah-When a later poet transfers the description of a thing given by
an earher poet to another that is similar.?®

. Vibhasanamosah-Reproducing the same description after stuppmg it off of its
embelhshmcnts

3. Vyutkramah—-Inversion of the order in which a particular thing is described.

4. Visesoktih-Describing in detail what has been said in general.

5. Uttamsah-Adopting as the principal what was given as subsidiary. -

6. Navanepathyam——Giving the same thing a new appearance by means of new style.

7. Ekaparikaryah-When a later poet changes the object of description but adopts
the same style, this variety arises.

8. Pratydpattii-When a later poet descrlbes the thing in its own state which was
represented by an earlier poet as altered” or changed.

Réjaéekhara approves of this kind (Alekhyaprakhya) of borrowing and quotes in
support of his view, a verse :

“The entire subject-matter (of poetry) when presented in a new garb of varied
striking expressions gains a new look-appearance, like an actor whose appearance
changes altogether on account of his new dress, mask, painting etc.”’2!

19. WSy FHFATA @ wfAfFraw: g | |

20 On a careful scratiny we find that the varieties No. 1, 2, 3, 4 and 6 of Alekhyaprakhya are
not much different from Sankrantakain, Khandam, Vyatyastaka, Tailabindu and Natanepathyam
varieties, respectively, of the Pratibimkalpa.

21 It dzserves our notice that Anandavardhara denounces this kind of Alekhyaprakhya borrowing
as it only shows the lack of originality on the part of the borrower, ~
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The sub-divisions of Tulyadehitulya are :—

1. Visayaparivartah-When an idea, expressed by an earlier poet with reference
to one object of description, is connected by a later poet with another ob_]ect of
description it gains new appearance. And it gives us this variety. '

2. Dvandvavicchittihi-When a later poet appropriates only one of the two aspects of
a thing described by an carlier poet, we have this variety.

3. Ratnamala-is that variety wherein the ideas of an earlier poet are mter.lacedt
or interwoven with new ones. - _

-4, Samkhyollekhah—We -get this variety when a later poet gives a description: -
based on that of an earlier poet but with a striking difference in number.

5. Calikdi—After describing the idea of an eailier poet if the later poet' -adds
some striking sense to it we have this variety. Culika, again, is two—fold : Sarrﬁ;ﬁdini’»
(in correspondence with) or Visarvadini (not in correspondence with the orlgmal 1dea)

6. Vidhanapahdrah-Presenting a negative statement afﬁrmatlvely

7. Manikyapuijah-Arranging together ideas from different verses in a concise
manner. ,

8. Kandah-Expressing the basic idea in its various aspects.

Surananda?® approves of this kind of borrowing (Tulyadehitulya) as it reveals
some orlgmauty (lit. polish. Ullekha) on the part of borrowers. For Sarasvati in the
case of the poet, polnhes in a striking way any ordinary jewel of ‘artha’ and makes

it highly precious.?®

The sub-divisions of Parapurapravesasadria are :—

1. Hudayuddham**—Transmutation of an idea based on some reasoning, found in
an earlier poem, supported by a counterbalanced reasoning. ‘ A

2. Pratikaficukam®®—Presenting the same matter which appears different on
account of a different mode of expression. ’

3. Vastysaficarah—Substituting the standard(s) of comparison in the origingl by
one’s own. -

4. Dhatuvadah?®*—Transmutation of a figure of word into a ﬁgure of sense.

5. Satkdralz—Transforming the matter by elevation.

—— X

22 This Surananda belonged to the Yayavariya gotra to which Rijaéekhara hlmself belonged He
was probably Rajasekhara’s senior contemporary. .
23 A similar thought is expressed in the Dhvanyaloka (1.6) :

Wwed g dzaTed el med FeAn, |

FPIFEEATETARe  ORREE  giaaiERey |
24 Lit. : ‘ram-fight’.
25 Lit. : ‘a different dress’. ) ;
26 Lit. : Alchemy. - C L e i
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6. Jivafijivakah®—When the first half of the stanza is alike but the latter half
unlike (the original) we get this variety.

7. Bhdvamudra—Incorporating in his poem by a later poet the import of earlier
stanza(s.)

8. Tadvirodhini—When a later poet presents in his poem, matter which is opposed
to that of an earlier poem, this variety arises. )

“Thus in all, thirty-two ways of borrowing ‘matter’ have been shown. The
poetical skill lies, methinks, in the exact knowledge of the ways either to be given
up or adopted from among these thirty-two. He, whose work reveals originality of
matter or ideas stands first and foremost in the galaxy of poets.” -

Bhoja (A. D. 1000-1054) has to his credit, among other works, two voluminous
works on Poetics : the Sarasvatikanghabharana and the Sragaraprakasa. It is, however,
surprising that he almost leaves out the topic of plagiarism. In his Sarasvatikanthibharana
he treats of figures of word. One of these figures is called Pathiti. He gives his own
definition and classification of this figure. He, however, gives its definition (and
classification) according to others.?® It runs as follows :—

RIRIGANIRGIRNT 0 (
ura: qatewed Wil af s=eR 1| sKATI-2.57

Tts classification may be thus represented :

qf3f:

3 l I
| l |
IR, qmmlnequ apafeaenaRtony - WU,

[ l |
gfaq: fartea: | |
[
THRIRTALIT QIR

Bhoja illustrates these six varieties of Paghiti. His examples of some of these
varieties (viz. vv. 84, 86-88, with slight changes) are bodily in agreement with those
given by Rajasekhara®. He adds nothing to what Réjaéekhara‘has already said in
this connection.

The Kavikanthabharana of the polymath Ksemendra (11th century) is a work
aiming at the instruction of the aspiring poet in the devices of the craft. It touches

27 Lit. : Cakora bird : ‘ara% g@f@ ol @a K

This poetic convention might be responsible for giving the name Jivafijivaka to this variety.
28 The érﬁgiraprakiéa is not yet published, except three Prakisas (XXII-XXIV). In his studies in
égﬁgéraprakﬁéa Dr. Raghvan mentions that Bhoja treats of these figures of word in Ch. X. ’
29 See pp. 195-197 (Ch. 1I), K. M. Series v. 94 (1934 edition).
This figure arises when an earlier sukta (stanzh) is read after changing ‘a word’ or a quarter of
it or ‘a hemistich’ or language. :
30 See pp. 58-60 of his Kavyamimarhsa.
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the issue of borrowing on a small or large scale and the legitimacy of doing so in
the case of the epic and similar works. Ksemendra advises a would-be poet to
cultivate a number of things, among which he includes 1. gFqIasagargrE  and 2.

EIIEFI%‘%[EI, gEquFeaTeamE:®! and illustrates them.
He opens Sandhi II of this treatise with the verse :

SAGH. TR TR aFRE |
WAEY GEHEENE ENFAN a1 gEAe: |
The names given to poets may thus be explained :
SR -One who borrows in the manner of a reflection of the original or one
who imitates ‘the gerferal colour of a poet’s.idea’.
gghEsdi—One who borrows a word (or two).

qIAIHHi—One who borrows a verse-line.

TFANTAT—One who borrows an entire poem.

yaMussg—He, who is taken by the whole world as a legitimate source, for
example, the great poet Vyasa.

Bilhana’s Vikramankadevacarita (before A. D. 1088) contains two fine verses
- bearing on the topic of plagiarism :

e AR Figs w ¥ FE

IqET 1§ PAAAM  FENS-AW@  WpoiEEa |

Tgug G AR a1 3UE mka @l Wil s )

Ty gay  ageeeEid @ER @ R I Canto 1. 11-12.
ie. .

“Guard, O great poets, your nectar-like poetry, churned out of the ocean-like
Literature, for demon-like plagiarists assemble in hundreds in order to steal it.”

“Or rather, let them all steal to their heart’s content. This (literary) theft
matters not to the great poets. The ocean, although robbed of its many ratnas
(jewels) by gods, remains even to date ratnakara (a mine of jewels).

Hemacandra’s Kavyanusasana, with the Viveka by himself (A. D. 1088-1172) is
‘destitute of originality.” In him “we find a placid borrowing from...Rajasekhara. .”
.His discussion on the theme of plagiarism clearly shows that he borrows almost
word for word‘ from Rajasekhara and Ksemendra. Pages 14-20 of his Viveka
bear this statement out. With the exception of verses 42-43, 59-60 that are taken from
Kavikanthabharana and examples of Padasamasya and Padadvayasamasya which he
has added, the rest of this portion is borrowed from Rajasekhara’s Kavyamimarnsa 32,

31, epgIERA: EEmeyEiFiREafieda a9y |
s qEfaag: guor i oRgedsa ||
32 A. B. Dhruva defends Hemacandra thus :
...“Hemacandra is accused of ‘borrowing wholesale’ from Kavyamimamsa...But an impartial
study of his work would show that Hemacandra wants the Jains to know all that the Brahmanas
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The Kavyanusasana® of Vagbhata II (14th Century A. D.) together with the
commentary Alankaratilaka by the author himself treats of this topic—plagiarism.
The author, however, who largely borrows from the Kavyamimamsa of Rajasekhara,
the Kavyaprakasa of Mammata, the Kavyanusasana of Hemacandra and other works
shows absolutely no originality in the discussion of plagiarism. He simply reproduces
this portion from Rajasekhara and Ksemendra or perhaps from Hemacandra’s work
directly, who as has been already stated, draws on Rajasekhara and Ksemendra. He
defines the modes of borrowing after his predecessors—with slight change in wording
or constiuction. He, however, quotes examples selected from other works barring a
few from his predecessors on this theme of plagiarism.

Subhasitaratnabhiandagaram contains one verse (whose source is not traced) on
a plagiarist :

FHRgRR o™ @G wRAFAT @ |

apeigragy  GlgeF  quere ||—P. 39 v. No. 12
i. e, “A poet imitates the general colour of a poet’s idea, borrows a word or two,
a verse-line or half of the verse of former poets. Our salutations (-said ironically)
to him, who dares plagiarise a whole work.”

The Vajjélagga“, a Prakrit anthology, has two verses in which a poet and a
thief are compared : ‘

FeFT WF 97 AW JOUT DIAWIEER |

S A FF oFg AT T FeE |

agEagE qu qg 5 5 [ fam

gFaR TR wE S0 e 7 wA 1—VV. 22-23

This comparison between the poet and the thief, based on double- meaning words
such as 9% (word, step) aia (style, way), &% (q) (a kind of alliteration, a breach-in
the wall), 3171 (idea, wealth) fgg (to carry out, complete the poem, extricate or
maintain oneself), 9 g (at the end of each quarter of the stanza, at every step),
gzges (a word, and an ungrammatical word; noise and censure) is strik.ing indeed !

A Scrutiny of the Views of the Sanskrit Writers on Plagiarism :

It is a fact that a literary thief figures in prefaces to poeiical works ‘seldom in
comparison with the poet’s more usual enemies, the Khala, or the hostile and the
Pisuna, the envious man’. It is Bana who distinctly condemns, perhaps for the first
time, in the preface to his Harsacarita the poet-thief. This condemnation suggests
that the plagiarist, in Bana’s days, was a menace to good and great poets.

knew, and consequently he does not hssitate to reproduc: th> wisdom of his Brahmana predecessor
while making substantial addition to the stores he has inherited.”

33 Kavyamala edition (vol. 43) Chapter 1 pp. 12-14.

34 It is a late work, of unczriain datz, dozs not meantion th: sources from which the writer has

culled the verses.
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Vékpati' emphatically asserts that the province of poetry is unlimited, though for
centuries hundréds of poets have been writing. Vamana merely speaks of the kinds
of ‘matter’ that is primarily either original or borrowed, and illustrates the varieties.
He leaves out the topic of plagiarism.

-Anandavardhana very ably supports the views of Vakpati by advancing cogent
and convincing arguments. Naturally he ‘is not anxious for over-much borrowing.’ .

"He concedss that there- may be resemblances between the works of two inspired

poets. He is the first Alankirika who classifies similarities that might exist between
two works on the basis of the relation of a thing and its image, an object and a
picture thereof, and corporeal equivalence. He disapproves of those similarities on
the first two relations on the ground that they betray lack of originality and poverty
of thought on the part of the poet—thief. He, however, approves similarity such as
exists between two men as charming.

It'is Rajasekhara who devotes the greatest attention to this issue of literary
theft which his predecessors either omit or less completely discuss. He defines the

" term ‘borrowing’ or plagiarism (harana), gives an elaborate classification of the

different shades of borrowing, with reference respectively to borrowing of words and
borrowing of matter or ideas and adds illustrations of all the varieties. He details
five .varieties of borrowing of words and thirty-two varieties of borrowing of ideas.
Vimana seems to have analysed ‘matter’ or ‘ideas’ in poetry for the first time.
Anandavardhana improves on the classification of Vamana by a deeper analysis.
Rajasekhara goes still deeper and gives a more scientific classification taking into
consideration small shades of differences. A few of these varieties overlap. The elabo-
rate classification given by Raijasekhara would appear to justify the criticism that
“It is an essential defect of Indian Theory in all its aspects that it tends to divisions
which are needless and confusing’. It may be said here in defence of Indian theorists
that ‘Economy of phraseology is not the end’ and ‘it is no use saying that the finer
shades of distinctions are instances of mere hairsplitting’ when there actually exsit
nicer aspects and shades of difference. Anandavardhana denounces borrowing in the
manner of Pratibimbakalpa as well as Alekhya-prakhya. Rajasekhara, however,
denounces Pratibimbakalpa variety but approves of the Alekhyaprakhya sort of
borrowing. He cites indeed, the excellent maxim that while other thefts pass away by
lapse of time the literary theft endures even to sons and grandsons, but only to
advance his wife Avantisundaris excuses for appropriation. Rijasskhara does not add
any remark to show his approval or disapproval of Avantisundari’s excuses for
plagiarism. As already mentioned above, it appears, however, that he does not
acquiescé in what his wife says.®> But it has to be admitted that Rajasekhara allows
his appropriator more than a fair latitude. He gives us divergent views on the issue
of literary theft, viz., those of his Acarya, his wife Avantisundari, Surdnanda,
Anandavardhana (whom, however, he does not m:n:ioa by nimz2) ani o:hers whom

35 See foot-note No. 12
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he quotes under the phrase grg: or =g | It must be said to the credit of Raja-
Sekhara that he is the first Sanskrit theorist who treats of.this subject of plagiarism
in a more or less scientific manner in its various aspects. :

Bhoja, the author of the two voluminous works in Alankarasastra almost leaves
out this topic of plagiarism. His discussion of ‘Pathiti’ adds nothing new to what
Rajasekhara has said. '

Ksemendra merely gives a classification of poets who indulge in "plagiarism and
illustrates them. But he cannot be said to have made any contribution.

Bilhana is so generous of heart as to give complete latitude to plagiarists.

Hemacandra placidly borrows from Rajasckhara anl Ksemendra and hardly
says anything new on the subject.

Vagbhata (I) sums up, after Hemacandra, the doctrines about plagiarism set
forth by earlier Alankarikas giving some new examples.

Critical Remarks

According to the Alankarikas, creative genius (Pratibha-imagination), culture
(Vyutpatti) and practice (Abhyasa-application) are essential to the making of a true
poet. They demand from a poet a knowledge of many sciences such as grammar,
metrics, politics, erotics, proficiency in many arts, acquaintance with existing poetry
and such other things. Poetry—literature is, again, a traditional, social and developing
art in which the new has to incorporate somehow and to imply the old. Necessarily:
the writers on poetics were compelled to give their thought to the issue of plagiarism.
From the survey and scrutiny of their views on plagiarism it is clear that they
have given some thought to the very interestin issue of plagiarism. In one sense it
is true that “Vydsa, Valmiki, aal Bana have said such a thing before. People
always talk about originality; but what do they m2an? As soon as we are born,
the world begins to work upon us, and this goeson to the end. ‘All men who have
sense and feeling are being continually helped; they are taught by every person
whom they meet and enriched by everything that falls in their way’. “A well
cultivated mind is so to speak made up of all the minds of preceding ages; it is
only one single mind which has been educated during all this time”. In Lord
Tennyson’s noble words, we moderns are ‘the heirs of all the ages’. It is almost
impossible for any one th reads much, and reflects a good deal, to be able, on
every occasion to determine whether a thought was another’s or his own. “Those
writers who lie on the watch for novelty can have little hope of greatness; for great
things cannot have escaped former observation”. To quote Whately “Those who are
ambitious of originality, and aim at it, are necessarily led by others, since they seek
different from them”. According to another writer, “everything has been said

to be
better than we can put it ourselves.” But it is equallv true that the province of
poetry is unlimited, though - for centuries hundreds of poets have been writing.

Anandavardhana establishes the truth of this statemsnt with exquisite and masterly
skill,
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The Sanskrlt writers classify the cases of plagiarism according to the object
appropriated, word phrases, idea, use of metre, subject and so forth. This clasmﬁcahon
is, as far as it goes, all right. The basis of this classification is, however, purely
external. The Alankarlkas do not take into account deeper psychological principles

‘ranging from unconscious suggestion, positive and negatlve to

for the classification °
s9 36

habitual harpyism and careers which are one long appropriation clause”.
“Alpha of the Plough” expresses somewhat similar ideas to those of Avanti-

sundari when he writes -

You must be a big man to plagiarise with impunity. Shakespeare can take his
“borrowed plumes” from whatever humble bird he likes....Burns can pick up a lilt
in any chap~book and turn it to pure gold without a ‘“‘by your leave”. These gods
are beyond the range of our pettifogging “meums and tuums. Their pockets are so
rich that a few coins that do not belong to them are no matter either way. But if

~you are a small man of exiguous talents and endeavour to eke out your poverty
from the property of others you will discover that plagiarism is a capital offence. .

Sanskrit writers have anticipated clearly or vaguely the following ideas of

Western writers :

" “Borrowed -thoughts, like borrowed money, only show the poverty of the
borrower”. ‘A grass-blade of their (poets’) own raising is worth a borrow-load of
flowers from their neighbour’s garden’. Borrowed garments never keep one warm..
Nor can one get smuggled goods safely into - kingdom come. How lank and pitiful
does one of these gentry look, after posterity’s customs officers have had the
plucking of him”. It is conceded that ‘borrowing without beautifying is plagiarism’.
But all plagiarism is not improper. If the later poet transmutes into his own precious
metal the less refined ore of other poets, it is no plagiarism. If you improve what
you borrow or what you do still betters what is done you are not open to the
charge of plagiarism. A later poet may find a model from his predecessor and then
proceed to write. “With a touch here and a touch there, now from memory, new
from observation, borrowing here an epithet and there a phrase—adding, uptracting,
heightening, modifying, substituting one metaphor for another, developing what is
latent in suggestive imagery, laying under contribution the wide domain of existing
Titerature he may toil on and produce his precious mosaic. He certainly cannot be
accused of plagiarism.” “Plucking of verbal flowers can hardly come wlthin the
scope of plagiarism. For that accusation to hold there must be some appropriation
of ideas or at least of rhythm and form. Often the appropriation may be so trans-
figured as to rob it of any element of discredit.”

If the borrowing illustrates the later poet’s faultless taste, his nice artistic sense,
his delicate. touch and his consummate literary skill, he cannot be accused of

36 It is to be remembered here that in most of the excuses which the Sanskrit theorist accepts,
there is a good d2al of haman nature and that they hav: ofiza prevailed in praciice everywhere,
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plagiarism. The charge of plagiarism is only valid where the borrowing is deliberate
without creating new thought and new effects. Literature is full of coincidences, but .
they are not all plagiarisms. Some are due to similarity of creative genius.

‘Colourable imitation’ constitutes plagiarism.3? Taking a substantial part of the
original work is literary theft. ‘Substantial’ does not refer to quantity alone but also
to the importance of the part taken in relation to the whole : a few lines may- hold
the real beauty of a poem and the taking of these lines would certainly amount to
plagiarism......"Any fair dealing with a work for the purpose of private study, research,
criticism, review or newspaper summary’ shall be above reproach.

They are silent regarding appropriation of thought in different Indian schools of
thought. Probably they held that the thought is a common property of all of us, and
the question of plagiarism does not arise there.

The Sanskrit theorist does not go far into the matter, naturally he fails to
observe that if ‘the apparent plagiarism is unintended or unconscious’, it ceases to
be plagiarism. ‘Some minds are tenacious of good things and quite honestly forgetful
of the source.” ‘It is not strange that remembered ideas should often take advantage
of the crowd of thought and smuggle themselves in as original.-Honest thinkers are
always stealing unconsciously from each other.....Our minds are full of waifs and
estrays which we think our own..... Innocent plaglarlsm turns up everywhere > Uncon-
scious reminiscence is common to almost all poets.

If a poet makes what is ancient his own by his assimilative skill, we cannot
damn him as a plagiarist. Even great poets have done that and there is no harm
in that. _

In conclusion it may be stated here that though Sanskrit writers have not given
deep thought to this problem and have consequently failed to observe some subtle
aspects of it yet it must be recorded that .their contribution to this very interesting
subject is sufficiently rich,

37 There is nothing in the works of Sanskrit writers that would correspond to such thoughts of
the Western writers as are given in this paragraph, The Sanskrit writers and law-givers never
discuss the legal aspect of plagiarism. If they were to give thought to this aspect they too would
have possibly arrived at similar conclusjons.
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SANSKRIT RHETORICIANS ON POETIC CONVENTIONS

The Sanskrit dictum ‘NirafikuSah Kavayak’ is not wholly true. Sanskrit writers
on poetics rightly set down as faults such descriptions as are opposed to geography,
seasons, fine arts, natural facts, Sastras (to wit, Sankhya, Vedanta, Saugata), Sruti,
Smrti, and so on, in other words, descriptions which are entirely fantastic or nonsensical.!
To put it in modern’ language, the - Sanskrit theorists are not disposed to grant
license of scientific ignorance or wanton inaccuracy to the poet in his discription of
objective reality (and subjective experience). They insist, on the contrary, that the
poet’s touch. of imagination and feeling upon the outer world should never misre-
- present or distort it. Poetry that is wrought out at the expense of fact, truly deserves
condemnation They, however, willingly concede that this opposition to natural fact

., by virtue of the poetic skill, ceases to be a fault when it adds to poetic beauty
or helghtens a sentiment.? Thus if a poet were to describe that a lover overpowered
with pangs of separation from his love regards fire cooler than the lunar rays, it
cannot be called a fault. As the rays of the moon torment a lover who is separated
from his beloved, such description is termed as excellence. This discussion regarding
poetic truth® naturally leads one to expect from the theorists the treatment of the
topic of poetic conventions. But curiously enough, all the theorists before

1. Cf. IFFoRFAEEERE = |
aRTRIEEFAQT §8 9 A4 || Bhdmaha IV. 2
- Dandin repeats in his Kavyadarsa the line ma%]@q;

AD'andin- is earlier than Bhamaha. It is interesting to note that Svayambhudeva, the author of
Paumacariu, an Apabhramsa epic, whose date falls between A.D. 677 and 960 refers to these two
Alamkarikas as follows :

uS ghes fle-gaE o8 we—gR-3eFE | 1. 3.8

The order in which the poet mentions the two Alamkarikas perhaps suggests that accord-
ing to the pozt, Bhamaha was earlier than Dandin. For examples of the various Virodhas see
Dandin IIL. vv. 165-178.

2. R SFASAY TR FEPITAT |

SR QwoE qoEifd fmed l—Kdvyddarsa 111, 179.
For illustration of ﬁﬁw See VV. 180-185. \

.etc. According to Kane,

s0 e e

3 The topic of Sanskrit Rhetoricians on Poetic Truth is dealt with in a separate paper.
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Rajasekhara! are silent on this topic. Many theorists who succeed him-some of them
are well known, others are less known-treat of this subject in their works. I propose
here to deal with this subject of Sanskrit Rhetoricians on Poetic Conventions in its
various aspects.

Rajasekhara devotes three chapters (XIV-=XVI) of his Kavyamimamsa® to poetic
conventions. These chapters may be summarised as follows :—

Poetic conventions are the things which poets describe in poetry even when
those things are neither accepted as such by the sciences ($astras) nor.found in every-
~day life (alaukika) but are merly sanctioned by tradition (parampardydta). According
to the Acarya, describing such things is a fault and deserves to be avoided.
Rajasekhara holds that it cannot be called a fault in as much as it helps poets in
writing poetry. He then gives the genesis of poetic conventions : “Learned people of
the old made a profound study of the Vedas with their thousand schools ($akhas),
the six Vedangas and the various sciences (such as Nyaya, Vaisesika, Sinkhya, Yoga,
etc.), wandered from country to country, island to island, observed many things and
set them forth in thier works.?> Representing these things as they were observed by
the ancients although they are no longer so on account of change of times and
places, is termed poetic convention. This word ‘Kavisamaya’ was made current by
people who did not know its source but heeded its use only. Now some of these
things have been, right from the beginning, known as poetic conventions, but some
others have been started by cunning poets out of a desire for mutual publicity (or
competitive spirit) or for their own selfish ends.”*

Poetic convention is threefold : Relating to (1) celestial things, (2) terrestrial and
(3) infernal things. Of these, poetic conventions about terrestrial things are of greater
importance for the simple reason that their province is far wider. This variet); of
terrestrial things (bhauma) has four sub-varieties depending upon (1) Jati (Samanya-
class). (2) Dravya (substance or particular things), (3) Guna (quality) and (4) Kriya
(action). Every one of these four sub-varieties has its own three sub—divisions :

1 That Rajasekhara himself believed that he was the first Alamkarika to deal with the topic of
poetic conventions would be clear from his statement :

iS4 ¥l grE: FA 81 g9 Rua: | |
g aruafreatiEogfy GEfE: 1| Ch. XVI

2 GOS Ed. Baroda, 1934. )

3 Cf wafe ysger wamfaea: | @9f0 agAdt S SFEFER A3 AIF: wEen agdl
AT CHIHEE T SEEERAT SIS CHEARET JIgFgsa A 33 ARy
0 FAFEATN TFET FAET: | — A, el L S _

4 The original line reads : HFFEERTFGTY 1T q?f; gafgg: | The exact significance of

q(‘eqi}qmﬁ is not quite clear, The Eq]g% possibly is to render one’s poem more attractive by

introducing novel ideas into it although they have had no basis in reality.
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(1) Asato nibandhanam (Describing things which are not actually found in certain
places to be present at those places; (ii) Satopi anibandhanam (ignoring facts, not
describing some things as existing even when they exist); and (iii) Niyamatah (artificial
restrictions on the existence of things; restricting a thing to a particular place). The
following table gives all these varieties at a glance :

Hra
I
I | . l
T B ~ fflm ISR
| ‘ l [ I
allf?t ] , glrn 2
| u | | | a
(®) () 3) () (¢) (?)
e EsE- fam: a7aal FAS - fevam:
fargay, — fRaeaag [GECCEted fAEraaT,

I | |
| (¥) Y C(®)
& FMargay  aqstEREeaay fFem:

l

(lz °) (zle) ()

. . I fargay  sAistafEeaa feam:
It may be noted that Rajadckhara’s statement ‘svargya’ is like ‘bhauma’, and
‘pataliya’ like ‘bhauma’ and ‘svargya’ indicates that the twelve sub—divisions of
‘bhauma’ are equally applicable in the case of ‘svargya’ and ‘patiliya’. He, however,
does not attempt to illustrate them in due order as in the case of ‘bhauma’ varieties

but satisfies himself by casually mentioning only a few examples. ‘

These twelve varieties of ‘Bhauma Kavisamaya’ may be explained and illustrated
as follows :

(1) Every river has not necessarily lotuses in it. Every reservoir of water does not

" have swans. Every mountain does not have gald and jewels. But poetic conven-

tion allows poets to describe that lotuses exist in all rivers, swans in every
reservoir or pond, and that every mountain has gold and jewels.

(2) Some things that actually exist in a particular place or at a particular time
are supposed by poetic convention as not existing. For example, in spring
Malati flowers are actually seen blooming; sandal trees do have flowers- and
fruit; Asoka trees bear fruit; but poetic convention ignores these facts .: the
Malati is denied the right to exist in spring; sandal trees are said to have
neither flowers nor fruit; and Asokas are denied fruit. ‘
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(3) Poetic convention puts artificial restrictions on the existence of things. For
instance, though sharks are found in rivers as well as oceans, and peatls in
many places, according to poetic convention, sharks exist only in the ocean
and pearls only in the Tamraparni, .

(4) A particular thing (‘dravya’-substance) .may not be existing in a ‘particular form,
yet poetic convention allows it to be so described. For example, darkness,!
which, in reality, can neither be handled, nor pierced by a needle is so described
or moonlight which cannot be really carried in a jug is so described.

(5) A particular thing may be actually in existence but it is not described to exist
at a particular time. For example, moonlight exists in the dark half of the
month as well as the bright half or darkness exists in the bright half of the
month. Poetic convevtion, however, describes that moonlight exists in the
bright fortnight (only) and darkness in the dark fortnight.

(6) A particular thing alone is said to possess a certain thing, e. g., Malaya
mountain alone is the source of sandal trees, or the Himalayas alone are the
source of birch trees.

The poetic convention under the miscellaneous section may thus be
illustrated : the sea of milk and the salt-ocean, though different, are looked
upon by poetic convention as identical; so too the ocean and the great ocean
are regarded by poetic convention as identical.

(7) Although certain actions on the part of certain individuals or beings are not
true to life, they are described as actually taking place. For example, the
Cakravaka bird is described as parted at night from its mate; the Cakora is’
described to subsist on the moonbeams.

(8) Although certain actions are found in actual life, they are ignored by poetic
conventions. For example, although blue lotuses bloom by day and Sephalika
flowers do fall during the day also, by poetic convention the. blue lotuses are
described as blooming at night and Sephailikda flowers dropping down at night.

(9) Certain actions are restricted to particuiar seasons. For example, the cuckoo
produces warbling notes in the Grisma season etc. It is, however, described by
poetic convention to €oo only in the spring. The peacocks cackle and dance in
other seasons too, but by poetic convention they are described as cackling and
dancing during the rains only.

(10) Although certain things do not possess any colour in fact, they are described
by poetic convention to have colour. For instance, fame and laughter are,
according to convention, white, infamy and sin dark, anger and love red.

1 There is a controversy regarding the nature of darkness. According to the Bhatta- school of
Mimarsakas, darkness is a dravya (substance). The Naiyayikas hold that it is merely the negation
of light. The author of Sarvadaréanasangraha mentions two more views with respect to the nature
of darkness. ’
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(11) Although certain thmgs in life are seen to possess certain colours, these colours
are not, according to convention, described with reference to those things but
some other colours are attributed to those things. For example, Kunda buds
and the teeth of lovers are red, lotus buds green, and Priyangu flowers yellow;
but in accordance with convention, Kunda and lotus buds are white and
Priyangu flowers dark.

(12) Jewels, in general, are described in poetry as red, flowers white, and clouds dark.
It is also a convention when dark and blue colours or dark and green or dark
and dark-blue or yellow and red or white and yellowish-red are identified. Poets
describe eyes as possessing varied colours such as ‘white, dark, dark-blue and
vanegated This is permissible in poetry.

Now, poetic convention relating to celestial things is just like the one relating
to terrestrial things. What deserves, in this matter, special mention is that with
regard to the moon the hare and the deer are one, with regard to Cupid’s banner,
shark and fish are one; the moon born of Atri’s eye and of the ocean are one; the
“moon on the head of Siva, though born long ago, is ever young; Cupid is both
corporeal and non—corporeal; the twelve suns are identical; Narayana Madhava are
one; Damodara, Sesa and Kiirma are one; Laksmi and wealth are one.

“Poetic convention relating to infernal things is just like the one relating to
terrestrial or celestial things. Here Naga and Sarpa are one; Daitya, Danava and
Asura are one. ‘

Thus many other varieties of the poetic conventions are possible. Rijasekhara
concludes his treatment of this topic in these words :

“The topic of the poetic conventions which had remained unnoticed by early
theorists has been treated here by me according to my own light.”

It deserves special notice that Rajasekhara, while treating of Kalavibhaga
(Ch. XVIII), clearly shows his preference of poetic coventions to objective reality
and lays down that the modern poets should follow the ancient poets in their
descriptions of seasons, etc., even when these descriptions go against their own
observation.? :

Ajitasena (latter part of the tenth century A.D.) reproduces in his Alarkaracinta-
mani®> most of the poetic conventions enumerated by Rajasekhara. He accepts
Rajasekhara’s threefold classification into ‘Asato Nibandhanam’, etc. He merely puts
Rajasekhara’s rules in verse form and adds only a few more conventions to the
list, such as Rama resides in a lotus as well as on a king’s bosom.

1 ‘gegafges FAam: gy’ sy amEda: | op. g9
and 3Ry qEdlqi ATE@ R A |

g agr FEAAcEETEE gAqer A Il p. 111 .
2 Edit:d by Padmaraja Pandit in thz Kavyambudhi (1893-1894). ' '
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Hemacandra (1088-1172 A. D.) while treating of this topic in his Kavydnusasana*
- reproduces verbatim passages after passages from the Kévyamimamsa. He however.
does not indicate his source.?

Hemacandra does not give a definition nor the origin of the poetic conventions.
If Rajasekhara divides the poetic conventions first under the headings Jati, Dravya?,
etc., and then further into Satopyanibandhanam, etc., Hemacandra reverses this order.
He ignores Rajasekhara’s classification of the poetic conventions into Svargya etc.
He brings under the heading ‘miyama’ all the Svargya and the Pataliya and Praklrnaka
-dravya-samayas of Rajasekhara.

Arisimha and Amaracandra (middle of the thirteenth century) in their Kavya-
kalpalatavreti* treat of this topic. They appear to have made use of the Alamkdracin-
tamani (and the works of Hemacandra and Rajasekhara) in their treatment of the
Kavisamaya. They add only a few more conventions to the list already known, e.g.,
(i) the celestial Ganga contains water—elephants (ii) the moonlight can be caught in
the folded hands (iii) the valour is red and hot.

Deves$vara (beginning of the 14th century) in his Kavikalpalata® treats of this
topic. He seems to have borrowed freely from the Kdvyakalpalatavriti. He omits a
few lines® from his predecessor and changes only a word here or there.”

Visvanatha (1300-1384 A. D.) in his Sahityadarpana® (ch. VII) enumerates 6nly'

some poetic conventions mentioned by his predecessors and adds a few new ones, e.g.
i) With the advent of the rainy season the swans migrate to the Manasa lake.

(ii) The Asoka blooms beneath the touch of the beloved’s foot. (iii) The Bakula, -

when sprinkled over with the wine of their mouths, blossoms. (iv) The necklaces on
the breast of youthful lovers along with their hearts burst from the flames of separa-
tion. (v) The God of love bears a flowery bow furnished with flowery- shafts and
strung with a string of bees. (vi) His arrows pierce the heart of the young and so
does the glance of a lady.

1 Edited by R. C. Parikh and published by Shri Mahavira Jain Vidyalaya, Bombay.
2 He defends literary borrowing in the opening passage of his Pramanamimamsa thus.......

SIEIER] Ea'ﬁl e EQofERfEsan Jaqdaata Hﬁ“‘ﬂhaﬁl&ﬂ‘_’q:a l...This passage reminds

us forcefully of Jayanta’s (9th Century) passage in the Nyaymaifijari.... “Wﬁfﬂﬂh mzﬁ-r am ‘
frem: gaan sdufeRfagn g ateias s amea |
[

3 He adds the word ‘adi’ after Jati-dravya-guna-kriya. He, however, does not indicate what
other poetic conventions were meant to be covered by the word Adi.

KSS ed, 1931.
Bibliotheca Indica, ed, by Pt. S. C. Sastri, Calcutta, 1918.
e. g; Kavya-I. 5, 100b, 101b, 102a, etc.

e. g fg[amﬁral for {f{{g"
H\T‘(;qu\ for aﬁa\a\

8 Nirnaya Sagara Ed., PP. 436-438

[CIN-NRVINN

’
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Vagbhata (14th Cent.) in his Kdvydnusdsana® (Ch. I) deals with the topic of
poetic conventions. He largely borrows from the Kavyamimarnmsa/Kavyanusasana. He
merely mentions and illustrates the poetic conventions given by his predecessors.
Some of his illustrations are the same as those found in the Kdavyamimamsa/Kavya-
nu$dsana. Some poetic conventions he illustrates with new examples drawn from the
works of Rajaseckhara and others.

Keshavamisra (latter half of the 16th century) treats of this topic in his
Alamkarasekhara?. ‘

He seems to have largely drawn upon the Kavyakalpalatavrti and the Kavikalpalata
for his treatment of the poetic conventions. He adds a few conventions to the old list :
(i) There is a line of hair above the navel. |
(ii) There are three folds across the belly of a woman.

(iii) Losing the beauty of bosom, though true to life, is not to be described.
(iv) Men are to be described beginnig with head and gods with their feet.

Kesavamisra details, under Kavisampradaya, the topics to be described such as
the king, the queen, a town, a city, a river, etc. and the peculiar characteristics of
every one of them (varnaniya), the colours of various objects in nature (Sukladiniyama)
and words that conVey numerals from one to one thousand (samikhyaniyama).® By
including _all these rules Kesavamidra attempts to enlarge the sphere of poetic
conventions. On scrutiny, however, one would find that many of these rules hardly
deserve the style Kavisamaya. Ke$avamifra here confounds conventional poetry and
poetic conventions. Poetry becomes conventional on account of set themes, phrases
-ready—at-hand standards of comparison like the lotus in describing the hands, the
feet, faces, eyes, etc., sameness of ideas, stereotyped and hackneyed descriptions and
use of poetic conventions. Rajasekhara’s idea of poetic convention is cleary quite

different.
Krsnakavi ((later than 1600 A.D.) in his Manddramarandacampii* (Ch. 11) treats
of the poetic conventions. He divides the poetic conventions under four heads :

Kavi-Samaya

| R ] 1
Sato’pi- Asato’pi- Niyamena- Vikalpena-
anibandhana nibandhana nibandhana nibandhana’

Under the first three headings the author, generally speaking, repeats the rules
of his predecessors. He is the first writer to give the fourth category. Under this new

Kavyamala Ed., 1894.
Kavyamala Ed., 1895.
Read Maricis 16-18 (PP. 57-58).
Kavyamala Ed. 1895,

B N S
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category he includes such coventions as : (i) Fire may be described either as yellow
or red (ii) Side-glances may be either white or dark (iii) The hare or the deer may
be described to dwell on the moon, and a few others.

Critical Remarks : This survey of literature dealing with poetic conventions
prominently brings out the following things : Early authorities like Bhamaha and
Dandin are silent on this topic. Vamana in his Kavy(tlamkarasutravrttz1 treats of
Kavyasamaya. He, however, uses the term to denole certain rules Lo be observed by,
a poet with a view to avoiding faults relating to grammar, gender, metre and syntax.
Réjasekhara is the first among all the rhetoricians to deal fully and satisfactorily
with the poetic conventions. All the rhetoricians are very heavily indebted to him
for their treatment of this topic. Rajasekhara’s successors do not evince any interest
regarding the precise nature and definition and the origin of Kavis~maya. They
completely ignore Rajasekhara’s classification of Kavisamayas into Svargya, Bhauma
and Pataliya, probably as superficial and trivial. They accept, however, his threefold
classification based on the principle of Niyama being scientific. It is only Krsnakavi
who gives fourfold classification of Kavisamaya. His fourth category under the head-
ing Vikalpena nibandhana is the same as the one based on identi'ty2 and given under
Svargya and Pataliya classification by Rajasekhara. Almost all the later Alamkarikas
ignore Rajasekhra’s classification based on Jati, Dravya, Guna and Kriya probably
as scholastic. They hardly add anything new to what Rajasekhara has said on this
topic. Their contribution, if at all it can be so called, lies in adding a few poetic
conventions to the list given by Réjasekhara or in adding new illustrations. Kesavamisra’s
attemmpt to widen the province of Kavisamaya by bringing under it the topics of
“Varnaniya’, ‘Sukladiniyama’ and Sankhyauiyama is not quite successful. As already .
remarked, he fails to distinguish between ‘Poetic convention’ and ‘Conventional poetry’.

Keith remarks that Rajasekhara prosaically explains the poetic conventions as
really due to observations made at different places and times from ours. His own
view is that “the process of copying, of composing veises for practice in meire
without much regard to sense, and the workinz up of commonplaces, resulted in a
large number of poetic conventions - being established, which  the Kavyas repeat
almost mechanically.””® This view of Keith does not adequately exnlain the origin ot
all the conventions. Rajasekhara’s explanation is highly ingenious. In puttiny forward
his, explanation Rajasskhara might have taken a hint from the well-known passige
in the Mahabhasya referred to above. Rajasskhara’s explanation would not, however,
satisfy a modern mind. It is rather difficult to investigate into the probable or
possible origins of the various poetic conventions. An attempt, however, may be made
here to trace the origin of a few of them. We must not forget that the ancienf
poets lived very close to Nature. They observed natural phenomena,. behaviour of

1 Adhikarana V, Adhyaya 1, Kavyasamaya. . ) ‘
2 Hemacandra interprets the word niyama in two ways : (i) Restriction and (ii) Convention-usage

3 A History of Sanskrit Literature, P. 343,
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birds, etc. at first hand. Their observation coupled with their lively imagination and
desire for finding symbols in Nature may have given rise to the conventions about
Cakravaka, Cakora and Citaka. Some of the conventions may have had their
source in the principle of extension. Thus we find the convention ‘Every mountain
has gold and jewels.” The restriction on the existence of things (e. g. ‘pearls exist
only in the Tamraparni’) may have been due to the fact that certain places were
especially noted for certain things. The assigning of colours to certain things (e. g.
fame and laughter are white) may have had its origin in human psychology. We like
certain colours very much and dislike certain others. Things desirable were probably
assingned good colours and bad things bad colours. Or, the whiteness of laughter
may have had its origin in the brilliance of teeth and redness of anger may have
been due to the effect of anger to be seen on one's face, tip of the nose and eyes,
which turn red. Or, probably the colours of affection, anger, etc. were derived from
“the philosophical ideas : Sattva, Rajas and Tamas are associated respectively with
whiteness, redness and darkness. Kama and Krodha springing from Rajas! are
naturally red. Again, describing darkness as ‘suichibhedyh’ is nothing but a highly
figurative way of describing intense and pitchy darkness. Again, the dark spot on
‘the moon may have appeared to one poet as a hare, to another as a deer; but as
the same spot presents two different forms, the Sa$anka and the Mrgalaiichana have
been regarded as identical. Some conventions, such as “The Asoka blooms beneath
the touch of the beloved’s foot”, are entirely due to the poet’s wild and romantic
imagination. It is thus possible to trace the origins of various poetic conventions.

In no other literature the critics have taken note of and dealt fully with this
topic of poetic conventions. It redounds to the glory and credit of Rajasekhara that
he should .have exahaustively dealt with this topic as far back as in the 10th
century A. D.

1 Cf. f9 T¥ g T§ SWuege: |—Bhagavatgir, 111 37. a
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THE TREATMENT OF INTONATION (KAKU)
IN SANSKRIT POETICS

W FEFTA SF FER A Fasq |
QIEAIE] ENHISY FEFATAY ST |1
It is in the fitness of things that Bharata, the author of Natyasastra should
devote considerable attention to the art of reading or reciting correctly or speaking,
out the parts on the stage or mode of . delivery which is of vital importance to
actors in faithfully acting their roles and contributing to the creation of appropriate
aesthetic emotions. With a view to bringing out the sense intended by the playwright
or the poet, words must be clearly pronounced, properly punctuated with regard to
the notes, accents and intonation. This is true of poetry in general but more true of
plays. The actors must necessarily possess knowledge of and be fully trained in this art.
Bharata treats of six pathya—gunas or dharmas : 1 svara 2 sthana 3 varna 4 kaku

5 alamkdra® and 6 anga. In this paper we, however, confine ourselves to the nature
and content of one pathyadharma only, viz., kaku—mtonatlon

Natya$astra says : “There are two kinds of intonation, viz. one with expectancy,?
and another with no expectancy .These relate to the sentence. A scntence with does
not completely express its intended meaning but creates a desire to know something
unexpressed in words gives us the first variety called Sdkdnksd Kaku, whereas a

sentence which has completely expressed its meaning and does not raise any expec-
tancy gives us the second variety called Nirakanksa Kaku. '

Now, a sakdnksa k®ku draws its notes (svaras) from the throat and the chest or lungs
(kantha-uras) and begins with a low pitch and ends in a high pitch mandradztarantam4 i

1 Kavyamimamsa VI1I, p. 32 (Baroda Edition).
2 Th: word alam’a-a is not used here in its usaal sense of bhusana but of par; apu :

FIPNATR-GMEH: T (A1)FAISog:, weffy oiwan 5, 9 gqcmq'
~—Abhinavabharati, Vol. II., p. 386..
3 Abhinavagupta rightly comments on akanksa as :

TP AFEA A I | & 7 gRRTaRain | ARefer FIHFAIIE
TATTAG | —Abhinavabharati, Vol. II, p. 391.
—Expectancy, really speking, is a propertv of a sentient being but is said to belong to a
sentence in a secondary sense. This expectancy is understood from the coniexi, the char
thz sp>aker, etc.; so too, the paricular subjeci-matter of ihe expectancy.

4 There is a lot of confusion in the printed texts about th: definitions of sdkanksa and nirakanksa

sentences. Natyasaotra (XVII, pp. 391-92, G.0O.S. ed.) describes these as ‘taradimandraniam’ and
‘mandraditarantam’ respectively. Abhmcwagupta, however, says in his commentary :

—yat sakanksam uktarh tan mandropakramar tarasamaptikam pathaniyam iti/and,

Etad-viparita nirakanksa, tasydh Sirah-sthana eva mandrahtarata pratisthanam (?) hyuttaro-
ttararatvam adharadharamandratvam ca vaksyamah/ ‘

Hemacandra, who adopts these portions from Natyasastra and Abhinavabharatj, unfortunately
for us, wrongly uses ths sam: expression ‘maadraditarantam’ with reference to both sakansa and

nirakanksa sentences. From Abhinavagupta’s gloss it is clear that sakanksa sentence is ‘mandradi-
tarantaim’; naturally, nirakanksa sentence is ‘taradimandrantarm’.

acter of
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and has not completed its accent (Varna) or alamkdra; and, nirdkanksa kaku from
the head (Siras) and which begins with a high pitch and ends in a low pitch and
has its accént and alarrkdra completed.”

Abhinavagupta’s gloss on these two varieties of intonation may be read with
- profit : “In the nirdkanksa® kaku the sentence means just what it says, implies not a
bit more or less In the sakanksa kaku the meaning conveyed by the sentence is not
limited to the one understood through convention but implies something more or
less, and this is decided on the strength of pramana. Of course, ‘pramana’, meant
here, is the context, the character of the speaker or of the person addressed to, and
50 on. '

Abhinavagupta further tells us that the akanksa raised relates® to (i) the change
in the meaning (arthdntara) or (ii) the additions of some particulars to the expressed
maeaning (tadarthagata eva viSesah) or (iii) the negation of the expressed meaning
(tadarthabhavah). Abhinavagupta further illustrates this threefold subject-matter of kdku :

(i) yad? ramena krtam tadeva kurute dronatmajah krodhanah.

In this sentence the intonation® suggests the meaning that Asvattaman would far
outdo Parasurama in avenging himself, when the meaning, understood through
convention is only : “The infuriated ASsvatthiman will do exactly what Parasurama
had done (in former times).”

(ii) “‘Sa (? yasya) dasakandharam’®

In this verse the intonation understood in ‘‘tadatmaja ihangadah” suggests the
additional meaning that Angada, the son of the famous Vali possesses all the
qualities expected of Vali’s son.

5 The passage as printed, is corrupi. I give it below as restored by me on Hemacandra’s authority :

AT AR FAESA: TR ArEw O TARLAE: SAEST e

fumgam, | el awge, | [ e S191g Al aEaESdIn: Sdad, J aieg oF g
AAfyF: gaged AiEReRaEE amge, | |

6 The text as printed is corrupt, I quote it bellow as restored by me on the same authority :
L TAHIEA FARR TA, JEFE T A1 @GR, qgEhay 4 |
7 Venisarhara IIT 33 d.
8 This intonation has escaped the attention of all commentators and annotators of Venisarhhara.

Abhinavagupta’s gloss on this verses clearly points out the change of meaning on account of the
intonation :

3 smg FA TR STNASERE a0 ST ARE FET g FIFTAI-
afR

9 Hemacandra’s Kavyanusasana (p- 337) and Manikyacandra’s Sarmkeia (p 307, Mysore ed. p. 200,
Poona, ed.) read ‘yasya’ in place of ‘esa’; the full verse is :

g qEq UL a:aarehsfc‘l FIFAL
A TEREEEAERAE aFen [ |
FErAs saigs: dfa we QfREm
¥ 97 8 AR A9 [R3Tal aman )
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(iii) Svastha® bhavanti mayi jivati dhartarastrah

In this seatence Bhimasena gives the words the intonation of a question and
emphaticaliy denies' the possibilities of the Kauravas living in peace so long as he
was alive. :

Intonation occupies a pre-eminent position among the six pdathyagunas or alar-
karas. The other five alamkdras or gunas of Pathya add to the fullness of intonation.
As already observed, in this context the word alamkdra is not used in its usual and
familiar sense of a figure of speech!?> but in an altogether new sense of parydpari.’®
Abhinavagupta’s discussion as to how intonation yields a meaning different from the
expressed one is worth noticing. This splendid passage!* must be read in the original.
It may be rendered thus : An objector might well ask “How can intonation, setting
aside the expressed meaning, convey a different- meaning ?” This objection has been
met by some thus : “You must take into consid:ration the very nature of intonation.
That mtonatnon modifies or enurely changes the expressed meaning is a matter of

10 ThlS is the fourth quarter in the stanza opening with ‘laksagrhananala etc. (Venisarmhara 1. 8)
Hemacandra and Manikyacandra, no while adopting this quotation from Abhinavabhadrati (Vol.
II, p. 392); he gives in his context the ‘‘pratika” : ‘nirvapavairadahanah™ iti (Veni L. 7). The
remark “‘atra bhavatiii sa....bhavanabhavamaha which is quite relevant io the verse quoted in
-‘Abhinavabharati, has no relevency to the staza ‘nirvanavairadahanah....etc., as its last quhrter
reads : savastha bhavaniu kururdjasutahsabhrtyah

U gy wardifa @Hga FFvaanER—ardfa aafisann a@isamaai fragaeer G-
W fed waAeanagary | [ q weRaEed: 1] _
—Abhinavabharati (Vol. 11, p. 392) as restored by me on the authority of Hemecandra and -
Manikyacadra. Abhinavagupta beautifully brings out the suggested meaning of this verse :

eredl gf, wakd sfy, oty hafy ofy, aifoser sl 9 awgsd TR aRagaRAtEa
FIEETENsHalserana sy sgmany aged %aﬂqm ady aﬁ]mamqwr AFINEFAET

AETETAR |
—Locana on thnyﬁloka 111 38.

12 355 fad @9 @@ EER: | .
13 afafy qaiwag &, T 9mE | Vide f. n. 2, supra

14 The passage, as printed, is corrupt. It is restored on the strength' of Hemacandra and
Mainikyacndre as : ’ .

I . . A ~

A9 FAAGHAEST  F FIFRAFGR ORI | aAwaT - —TgeTdsT aF T, 4 @

TRSTIFA AW 3 A T T~} ¥ T99T g IeEaT iR RRveAr

Seqd & aEeq adt gl (V-L-sSusR) Horfa GREvamtoy o asntesm

q qEEAT a1 ARy aEg Ruaw | dw F UOTOE GUEREEARE AEmEey gas-

QI vfiewd, agd AREIETITMASIAT aEg | A &Y aERINE S AREETH AR

AFATCIAT g ISR AOTRRUEER  oaegAratdseIaid gasg T |

@ TEAREN: | A13E] ARGREATERNISHEAAD AT &7 Ea s R s

g gMd TF A1 gaw—dw a7 nm{ 3fq, SFAENal @1 FEmEE FHRSmnT Fav
—Abhinavabharati, Vol. II, pp. 386-387,
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our immediate and direct experience. -Whatever is immediately and directly known
cannot be doubted”.

“We (i.e., Abhinavagupta), however, would like to explain the phenomznon of
intonation thus : “It is a fact that the first vibration (starting at the navel) of
cognition which is nothing but the bubbling of vital energy produces speech, which
is devoid of its distinguishing characteristics of syllables (i.e. pard vant) and which
takes the form of sound and indicates either the feelings of joy or eagerness (or grief)
“or injunction or prohibition. This it does either by becoming the indicatory cause of
its inferred things (such as joy, eagerness or.grief,'® or injunction or prohibition) or
(almost) by its oncness with those inferred things. So too, the feelings of fear, anger
grief, etc., become known after hearing the sounds of deer or dog, etc.'® All this
cognition of feelings from sound is inference in the first instance. But particular
syllables which are, as it were, the combination of their component parts in the
form of sound in general, depend for their cause upon the special effort of articu-
lation different irom those earlier ones for producing the primary sound (pranollasa).
Thus, as sound is at the basis of these syllables (forming a sentence) it becomes
" possible to convey a meaning quite different from what is expressed in the sentence.
And therefore it is that the syllables are found to express various meanings. Sound
admits of no substitute (in unmistakably suggesting the feelings of joy, eagerness,
etc.) just like the anubhavas (consequents of emotion) the horripilation on the body
or the colour on the face; and its purpose cannot be served by anything else; and
therefore, it is that sound nullifies the expressed meaning of words which can be
conveyed by other-means as, for instance, in the sentence “‘bhiru, na me bhayam”—
sound transforms its very character by suggesting a special meaning.

Rudratal? is the first rhetorician who sets forth a Sabdalamkira (a figure of
word or sound) called kdakuvakrokti. Anandavardhana,’® however, treats of kdku as
gunibhiitavyangya. Abhinavagupta emphatically asserts in his commentary on Dhvan-
yalpka III-38 that each and every passage where kdku is employed falls under
gunibhitavyangya : . . kdkuyojandydm sarvatra gumibhitavyangyataiva.

15 ‘Face is an index to the mind’. It has been well said :
AFROE FGU: aFAFa wigaq |
‘16 Cf.: “gyiqiafd @g9d fAslafaa waRgan” A. Sakuntala 11 5. b.

17 Kavyalamkara 1I. 16
18 Dhvanyaloka II1-38 (p. 477, KSS ed.) Manikyacandra’s gloss on Kavyaprakasa IX. (p. 200 Poona
edition of his Samketa) spzcifically says :

TR aNE TAAY | AXE ARER—
spfeacnfy: FmE A SW aREEd |
a1 Fgeged i SERERAEEr ()

FeAd FIpTRRAATEER: |

Abhinavazupta emphatically says :
FFNFAE @97 QoifacTgada |- Locana, p. 480,
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Rajasekharal® criticises Rudrata for laying down kdku—vakrokti as a figure
of sound -

is a quality of recitation cr reading—a modulation of voice, trying to bring out the
meaning intended by the poet. It can never be designated as an alaritkdra”—says
Rajasekhara.

He then classifies kaku, after Bharata, into two varieties. He defines these two
varieties as :

That which raises an expectancy about another sentence is sdkdnksd whereas that
which comes into being with the stopping of the given sentence is nirdkanksa. A sen-
tence can become sdkdnksa with a particular kdku whereas with a different kaku it
can become nirdkanksa also. Sakanksa kaku is threefold, being based upon aksepa
(nisedha), pra$na and vitarka, nirdkanksa kaku, too, is threefold, being based upon
vidhi, uttara and nirnaya. These divisions may be shown in a tabular form as :

kaku ‘ .
|

| I
sakanksa ) nirdkanksa
| I
. k I : I .
aksepagarbha prasnagarbhd vitarka- vidhirapa uttararipd  nirnayaripd

(nisedhagarbha) - garbha

Rajasekhara illustrates these varieties with suitable examples and clarifies their inter-
relation with the remark that the three varieties of sakanksa kdaku are necessérily
and invariably related to the corresponding three varieties of nirdkanksa kaku. To
take one case, a sentence read or recited with a particular intonation suggests a
meaning which is of the nature of dksepa (censure) or is negative in character, and
is termed aksepagarbha or nisedharipa kaku. If this very sentence. is read or recited
with a different intonation the meaning turns affirmative in character, and this variety
is called vidhiripa kaku.

Infinite, however are the varieties of kaku, says Rajasekhara, which are not
thus interconnected. He then gives four stanzas with different kduks. The kdkus
understood in any of these stanzas, are without any definite relation between them
as found in the first six varieties. He names these varieties as :

(i) abhyupagama—anunayakdku
(ii) abhyanujid—upahasakaku
(i) tripogakaku (where three kdkus, not interrelated, are found)

(iv) caturyogakaku (where four kakus, not interdependent, are found),

19 Kavyamimamsa VII, pp. 31-33 (Baroda edition),
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After setting forth these varieties of kdku with illustrations, Rajasekhara observes :
“Intonation is ‘generally found in the speeches of the lady—companions or the heroine
and her lady-companion”. He then waxes eloquent over the supreme importance of
Intonation. “Speech, as adopted by people like grammarians and Mimamsakas is
straightforward and dircct. But speech as used by poets and dramatists is quite
different, owing to the importance they give to voice-modulations. Modulations of
voice are used in our daily speech. They, of course, have a prominent place in the
Vedas, but of poetry they are the very soul”. In fact, (kdku) not only reveals unmis
takably a meaning different from the expressed one but also one’s skill in the repre-
sentation of various moods to the sahrdayas or rasikas. ‘Finally, he praises the poet
and the reader or reciter who are able to use appropriate intonation in his poetry
and recitation respeciively.

Bhoja?® does not speak of Rudrata’s kakuvakrokti but enlists kiku under another
broad figure of word called pathiti. He adopts the classification and the definitions
of the varicties of kdku and their illustrations from Rajasekhara. He derives his
threefold classification of kaku into (i) niyatapratibandha (i) aniyata-pratibandha and
(iii) apratibandha from Rajasekhara’s statement : a1 sHIRIEISH AmFgran | aFqdar:
gq: 339771: | He creates his third category (apratibandha) from Rajasekhara’s statement :
g (AFTERFNWNSA | Trivoga and caturyoga found in Rajasekhara are classified more
systematically by Bhoja: ekaguna, dvi-guna, triguna and caturguni.®

Mammata agrees with Rudrata in considering this kdku-vakrokti as Sabddlamkara
(a {igure of word).?? He does not take note of Rajasekhara’s criticism referred to
above. He furiher agrees with Anandavardhana in considering kdkvaksipta as a variety
of gumibhiitavyangya.®® At one place he suggests that ka@ku does not nccessarily imply
the kakvaksipta variety of gunibhitavyangya.?*

Ruyyaka® (Rucaka) speaks of kdakuvakrokti as an arthdlaikara ({igure of sense).
Hemacandra?® following Rajasekhara, rejects kdkuvakrokti as an alamkara. Like
Anandavardhana, he takes it as a case of gunmtbhiitavyangya. He further adds in his
work all useful information about kdku its etymology, its two varieties, its subject—
matier with illustrations and so on, adopting passages from NZtjasastra (XVII),
Abhinavabhdrari and Locana (on Dhvanyaloka 111, 38).

20° S_x'rasvati_ikn;hﬁbhar‘ana 1. 56 : é,rﬁgﬁraprakis’a VIT (Mysore editicn, Vol. 1I. p. 240-242).
Dr. Raghavan : Bhoja's Srasaraprakasda, p. 365.

21 Ds. Raghavan : Bhoja’s .S'fﬁgﬁraprakﬁéa, pp. 687-683.

22 Kavyapra'.asa IX. Karika 1 ’

23 Kavyaprakasa V. Karika T.

24 Kavyaosrakasa HI. Karika I. Thz reader is referred to Mammata’s Vrtti cn the verse ‘tail.abhutam
drstva eic. (Veni I) :
A 9 FEfEgaFad FEi goigersss ogaa | saaRonld s |

25 A'am<arasarvasva (Kavyama'a ed. pp. 219-220).

26 Kavyaiasasana (M.J.V. ed. pp. 333-337).
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Vidyanatha?’? follows Ruyyaka in describing kdakuvakrokti as a figure of sense
(arthalarkara).

Vi$vanatha, like Mammata describes kaku-vakrokti as a $abdalaikara,®® speaks of
artht vyanjana due to ths speciality of kaku®® and of kakvaksipta as a varicty of
gunibhiitayyangya® Tt is interesting, however, to note that the verse which
Mammata cites as an example of kdkuvakrokti is quoted by Visvanatha to illustrate
artht vyafijand. Kane®* defends Vi$vanatha thus :

“There (in Kavyaprakasa 1X) we have to understand that the heroine said that
‘he won’t come’ and that her friend interprets it as ‘would he not come ?’.. In the
verse as interpreted by Vi$vanatha in the text, the heroinc utters the verse with the
apparent meaning that he won’t come, but by a change of voice she suggests herself
the idea that he would surely come,”

Appaya® Diksita goes back to Ruyyaka in treating kakuvakrokti as an arthd-
lamkara. ’ '

These different views of different rhetoricians about the precise nature Of kaku
are, no doubt, contradictory and confusing. It is but proper to try to understand
their possible reasoning behind these conflicting views. Kaku is a peculiar dhvani
and dhvani is Sabda. Possibly for this reason Rudrata might have called kakuvakroti
a figure of word or sound. Resorting to the test of Sabda-parivriti-saha and Sabda~
parivriti-asaha, it is easily found that kakuvakrokti falls under arthalatitkdras. Like some
alamkaras such as samdsokti, parydyokta. etc. kdakuvakrokti, too constitutes gumbhuta-
vyangya, as it reveals a suggested meaning over and above the expressed one-and .
this suggested meaning is very often secondary. In some cases where sdggestion by
kaku appears after the expressed meaning has been duly comprehended we have
dhvani-kavya.

The illustrations cited for explaining the natute of kdku are all metrical. This
should not mislead one into believing that kakus can be found in verse only. With
a view to removing any such wrong notion Sridhara33 observes in the course of his
commentary on Kdvya-prakasa 1X.I that this alamitdra can be found in both prose
and poetry.

ayair alamkaramargakramah padyavad gadye api drastavyah™

27 Prataparudrayasobhasana (p. 411).

28 Sahityadarpana X. 9.

29 Sahityadarpana I1. 16-17.

30 Sahityadarapana IV, 13.

31 Kane :—Sahityadarpana (Notes p. 84).

32 Kuvalayananda (Nirnaya Sagar edition pp. 157~ 76).

33 Th- Kavyaprakasa of Mammata (with the commentary of $iidhara Calcutta, (p 291).

34 Sridhara quotes this definition in his commentary on Kavyaprakasa (p. 52). The editor menticns
there (N. S. XVI) as its source. But this source is incorrect.
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It may be noted, in passing, that Bhaﬁa Narayana’s Venisamhdra provides most
of the illustrations of Kaku This play-wright is very fond of using kdku in his
drama. No other play-wright has used this device so profusely and strikingly.

Although Bharata devotes considerable space to the exposition of kdku, nowhere
does he define it. Amara® defines kdku thus :

kakuk striyam vikaro yak $okabhityadibhir dhvaneh—

Kaku is a modulation of voice owing to sorrow, fear and such other feelings.

Bhoja quotes in his Srigdraprakdsa® the following déﬁnition of kaku without
mentioning its source :

““Bhinnakanthadhvanir dhirail kakurityabhidhiyate” “Alteration of the sound in the
throat is to be called a kaku.”

, Visvanatha approves of this définition in -his Sdhityadarpana (II). Jayaratha, the
author of the commentary on Alarkara-sarvasva® gives the full quotation in the
course of his gloss on vakrokti prefacing it with the explanatjon :

Kakuh dhvanivisesah He, too, does not mention the source of the definition :
vakyabhkidhe ( ? dht) yamane arthe yena anyah prtipadyate.
bhinnakanthadhvanir dhiraih sa kakuriti kathyate.

It is Abhinavagupta who attempts various etymological explanations of kdku in

his Locana and Abhinavabhdrati. The passage in Abhinavabhdrat™ is somewhat corrupt
but it is possible to restore it with the help of Locana and Hemacandra’s Kavya-

nusasana .

& A, g T AHEgA°° e enatasy e | 9 A asayf: ded @ wg,
Sy FusHEd FIW: | FEA GG aEAaREnTEd FE: |

The explanation in Lozana® is more lucid :

FF Aod A G FFYE: | 9 R anglrumgalsi madisd) w: st
ARwal Acodify Semmentndad | af @ Wy Fyaae FRQ: | I IACITEIN-
ggqH: FE: |

Hemacandra’s passage giving three possible etymologies of kaku is only a combi-
nation of the three etymologies of kaku given by Abhinavagupta in the two passages

cited above. .
Instead of deriving the word kdku from Akak some would like to derive it from

vkai to sound. Manikyacandra,®® for instance, says: Kdayatyarthantaramiti kakubh.

35 Amarakos$a. sabdadi-varga §l. 12 p. 67. (Ed. with com. N. S. Press. 1944).

36 éfﬁgﬁraprakiéa (ed. by Josyer, Mysore, 1955) Prakasa VIL p. 240,

37 Alamkarasarvasva with Jayaraiha’s Alamkaravimarsni (N. S. Edition, 1939, p. 220).

38 As corrected by Dr. Raghavan in his article, “Mor Corrections and Emendations To the Text of
the Abhinavabharati.’> Adyar Library Bulletin, Vol. XXV. pp. 404-405).

39 Locana (on Dhvanya'oka I11.38) pp. 477-478.

40 Kavyaprakasa-Samketa (Mysore edition p. 52)
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It is evident from Bharata and Abhinavagupta that there are three different
modes of reciting or reading a sentence (verse, or passage) (i) sdmanya® (ii) sakdnksa
and (iii) nirakanksa.. Samanya pathadharma is our normal, usual mode of reading. It
is easy to understand and appreciate or recite a sentence with its expected modula-
tions (sakanksa kaku). To understand the difference between the two modes of reading
or reciting the sdmdnpa and the Nirkanksa—we will have to approach a professional
actor who has perfectly mastered various pdthadharmas and who can actually demons-
trate the difference by recmng or reading them according to the sdmdnya and Nira-
kanksa modes. .

From this exhaustive and critical survey of the treatment of intonation in Sans-
krit Poetics it is evident that Bharata, Rajasekhara and Abhinavagupta throw a flood
of light on the nature of intonation. Bharata is the first rhetorician who, treats, of
intonation in details for the guidance of actors. Rajasekhara for the first time arrives
at the classifications of intonation with suitable illustrations. Abhinavagupta’s work
is, no doubt, a commentary on Natyasastra but his brilliant exposition of intonation,
its nature, its etymology, its varieties and its subject-matter is marked by freshness
of approach and originality.

4] @R @t Qear g g9 |

F039 QAT A ASTENY @53 |
—Natyasastra XVII.108.
Abhinavagupta’s gloss rcads :

LR g1 WS FAN qR W /A9 aftanranil seF: | gm B 9 daa
RaRa T mmean QERAisegd Wl ag v aweraegANIaREER . aRET
TFFIE e A9 u fsredioament (¢ o efafimens)  amedw e

Abhinavabh éréti, Vol, II. p. 369.



~ABHINAVABHARAT] TEXT-RESTORED

K. S. Ramaswami Sastri refers in his preface to the second revised edition of the
Nagyasastra' to the efforts of many reputed scholars to improve the text of the
Abhinavabharatl. It is to be regretted, however, he has not availed himself of the
opportunity of fully utilizing the contributions of the eminent scholars referred to
by him. In this connection one may point to Dr. Raghavan’s brilliant reconstruction
of the Santa Rasa Secction and the corresponding text in the Abhinavabhara:t

In the following pages I note some corrupt passages in the text of the Abhi-
navabharari and parallel passages from the Kavyanusasana® of Hemacandra (and
the Ndfyadarpana® of Ramacandra and Gunacandra) which preserve the original
readings very faithfully while adopting them from their source, adding necessary
remarks wherever necessary.

\ (1) gafied aafamett | fagg @1 afaar g fges: Aveswad (Fa) faEd (i)
. goafa faeawata ... ArewEgy ol fges: |
-NS. Ch. XXIV. 20-21, Vol. III. pp. 251-52.
This highly important pasage from the Abhinavabhdrati giving an explanation of
the name Vidusaka escaped the attention of the writers who have specially written
on the Vidusaka* probably because it is somewhat corrupt. This passage, however,
it is easy to restore with the help of an almost identical passage found in the
Natyadarpana. The relevant ND.? passage is as follows :—usi fFR\fiaf f&qfﬂtﬂjﬁﬁ‘ﬁl-
AfwARFEan feraed amaws atry faado, fo: aftgar 3 B3R geIfa gk,
faroewy g faeea@a el g |
(2) afaRAREmE “gEaEmd & mg” st G, sacrferan e o 3
wsfyer:, 87 o mangiais @, W osalEada | (gevataaR) e [ f&afg ]
faos’ wn Saaqal AR afawastfa a a1 qfas arfaa o) ek aen, sy g
WHIeHT 8@ GWRed 9 39 (39) 97 @ |
: -NS. XXII. 207. p. 206, 1I. 1-6
This passage i§ admittedly obscure.® It, however, becomes crystai clear if we

read the following passage from Hemacandra’s Viveka which is adopted like many
other passages from the Abhi-Bha.

GOS No. XXXVI, Vol. 1, 1956) (vide pp. 22-23)
Sri Mahavira Jaina Vidyalaya, Bombay, 1964 edition.
‘GOS No XLVIII, Revised Second Edition, 1964.
The Vidasaka : Theory and Practice (p. 44) J. T. Parikh. Vidasaka (p. 88— G. K. Btat.
p. 178 .
Vidc the following remark of the editor on this passage : Eq](aaqng;zy :;[gqﬁa]ag(;aﬁ |
Vol. I11. p. 206, f. n. 1-3

A W W
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amfaRERERR | (41) ‘serEed R o s afiz: | d afesnd wg a9 [
RAsigers: | 39 OrT rARRaE g ad ralEeE awaerd afduper s we
SR | A AT gEie fafe e, i g Ao gail dRaes @ ae g |
. . — Kayyanu$dasana of Hemacandra, p. 108, 1. 16-20.
(3) gra=aatafa | qralrar=T SFEFAIT, | AT aqETARGT®  FAARAS |
e ATRET T WM JeeEEIR T AT FEY AN AUGEH A FERAEE T o
3 @ET @ A At dal | 3 Cd ared, e 0w gend.
| _NS. Ch. XVIIL 109, Vol. II, p. 450, IL. 2-6.

This passage is nearly correct, nearly because in a few cases the readings are
not correct. These readings could be corrected with the help of Hemacandra’s
Viveka (p. 442) : ' "

g | waeafey g9, awfa ag as & F qeEedEA... | A AT
qE—EER 1) W | E IR sl | B oAty
It may be notcd that Ds. Raghavan notes the extract from the Viveka as follows :

701 URUGEA-T0E: (1FR) AAIES ()T FmEwR avefast | & ol 2.

In the light of the readings in the Abhi-Bha. and the Viveka® we must emend
the reading WAES as W | A, S :

(4) asfadas senef 7ger wRgem ant gda egafaa.. ... G
frrgdfafmi gea o afaa: |
NS. XVIIL lo Abhi Bha Vol. IL, p. 412, 1l 1-2

Hemacandra’s Viveka (p. 433) which freely uses the Abhi. Bha reads the under-
lined words as {f érfl[-"—l]ﬂlg qf=g...It is clearly the reading required by the context.

(5) fanfaT HamemaUEn: | sEmteEa faed adfie alfakaea: ga |
_NS. ch. VI, Abhi. Bha. Vol. I, p. 336

The editor adds a foot-note to SFIT—IIARAIETIATH, |

If the editor had given the precise reference it would have enabled the reader
to verify it. It is, however, perfectly clear from Abhinava’s Lozana commentary on
the Dhvanyaloka that by ‘azfqag‘é’ and 3T Abhinava means I{ge'ﬁa and Abhi-
nava’s own commentary on ngﬂa’s work qa]aq%]‘g’%:_

7 Here the readinz is clearly wronz. Ths reading, as is clear from the Abhi. Bha. passage, ought
to be (Y1) I B> :

8 Thir zxtrazt, drawn from ihz N3. ed. (reviszd, p. 389) is quoted in ‘Somz Old Lost Rama Plays’
(’at p. 13) A :

9 $ri Mahavira Jaina Vidyalaya, Bombay, edition (p. 443).

10 I1€J means a Brahmana.
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ARFEREA 3 TR @ A frae gl afeFF | asvgemtnd ofafa, gagE-

T | AAFHAT 1T RETENGRSEARaRYen: qaaaa: | | APHERZA NI meqﬁﬂT
et aBAO agRETRT AT wREET gers agAr |

' —Locana; p. 394,

(6)ar=g 7 ‘qwa MAEAT T FI | 3[?{ (FIr@TIeT 2.28) gaﬁfﬁrgéa WS |

—Abhi. Bha. Vol. I. p. 334.

(7) mna qa (e - R IA wEEn e E g fee: | (@FFs. eq|@. W1,

R—¥) gl | _

These two passages contain quotations, as the editor points out, from the Vyasa-

bhasya. Yet Abhinava attributes them to Patanjali (and following him Hemacandra

too attributes the second quotation to Patafrjali KS. p. 125. 1. 13-14). Does it mean

Abhinavagupta (and Hemacandra) held the view that 1he Yogabhasya is Svopajiia
or simply they nod here ? The first quotation runs Eﬂ ELeCALEN| E{IIWN{ |’ The text

of the dbhinavabharari should therefore be read as aEg g :[{Pq :‘rn-wﬂ qQu FE’ | 3.

‘ (8) AT = Wy | semEgAt ¥ quer avafarafx a g T8 | @

2efaR 1 | Amafif frsaTa: | am enfad an‘?ferr | 3RS AR TAEgIRARAT wEny.
E@FQQ’QT'TI[ |

—Abhi. Bhi Vol. I. p. 329.11. 7-10 to p. 330 1. 1

Hemacandra’s Viveka (p. 119 last line to p. 120. 1. 1-3) presents better readings

in place of the words in bold types in the passage above :.... H‘t.a‘fﬁ%{lrf?{,,,

fasaoern. . wraweagrniar...

9) W & wafim wEftFAa’ s | qg%maam MATERAT AR | FEETFQ
(T13) arsa‘rqﬁ{mar A FlgENAfaE: 1...99 § US T FIF WamEm fatergE
Ay ax afgaRas asi a enfar... l

—Abhi. Bha. Vol. I p. 328, II. 6-9.
Hema: anlra s Kayyanusasana gives definitely superior readings :

3y & av:nra |... 84 F I | FAFeeATIRT (R =T ... T . el
Trafea. ..

(10) strag (Fagta) i o= a=de Roneid e Feafien: g e
¥ 9NATN | W g qwEarearRIataeaEad Ay |

—KS. p. 119

Abhi. Bha Vol. 1, p 325, 11-11-13
Somesvara’s Sanketa (p. 52, 1. 26-28) reads :

Tzawat [ 2w ] arar-arg safagamm oy APEAINTFIY, | 8 o geqg faawat
EIEAT AMET AETANEElsaAgEIAarT: @ ohaedaii 91 |

Hemacandra’s Viveka (p. 118, 1. 6-8) helps us to get at the correct ongmal
readings in the Abhi. Bha.
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ge wireag fammal ewedly P e seaRarelselegar: @ o 9aa-
FEGRT: | Vg g AAararErmisaatogsads defermaani G5 |
(1) femmea==ymamm, | g ad B | adisf wer afﬁqnem‘aﬁ | srefeani- |

AT Fegqar FEgNE: |
—Abhi. Bha. Vol. L. p. 315. 1l. 6-7.

Hemacandra’s Viveka (p. 115) contains this passage in the following form :
faaen damal emanarl afdan, ad BREm, alisi wer arﬂq TR, SFREEET (2 o &ed)

glaaligda (W, ¥, sFRwfEmEedd) 7, sgean’ agEaai:
Hemacandra’s passage is certainly more satlsfactory as it vividly brings out

3qanﬁﬂ?uﬁ=
(12) ot g&ey Tozdl &7 [A9mAeTal gaq &% g2 | ga1 mumﬁzmﬁsm nmﬁ-

izgfeaaatsty | eeftaeraa@ida aega gafad qmas oxfa wqum: |
—Abhi. Bha. Vol. I. p. 314, II. 5-7

Hemacandra’s Viveka (p. 114) presents much better text : ..ﬂIIH'quigﬁfrT{gra’tsﬁj
qeAtgEEEIEa awn ga{aam qoaa i | ’
(13) The Abhi. Bha. (Vol. III, p. 208) reads :
a9 g 33 9N (Al 0) T3
AIEA... ... (W] ) HrEEal CHhesEz, ... |
The editor adds a remark in the foolnot :
AT FEFA WA RFRFATT 47 e |
U
TRAEIRE... ... &R @ e ||
Now, this passage is left out by Hemacandra but the obscure and mcomplete
Gatha is found in the Garhasapta$ui (111.59) :
... 331 APMMAT Eg—
g pyaatali orsReeaier = |
e’ 7 fder gas Fwash & |
[ mrasgat soqanfipasRaesaiiat =1 |
A T Bt gIF Fmree w1 )]
(14) The Abhi. Bha. (Vol. III, 207) reads :
qfiqif’ﬁwaﬁﬁmgmff sien A frae aw, e grafent | aaveme werd e s
B amg | 97 & e ged 39 Ffefaar garfed 3@ sdwegeren g spar
a3 | 97 3 afrpicendl ‘wad B ey s ) @Al ax ey wrafafy
q1a: | srx Tfera: FvAgETe: Al g9e1 ¥ afanada AT el 1 v afese
W gam af em gf feafigag —
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SfaY ek elmgasesh M oA |
Yeoafy eatel w9 (FAgEd o) | sl
T & wmal w=a: (V. L. qea:) qefafa wefa
The corrupt readings in this passage which are printed in bold type could very
well be restored with the help of the corresponding passages in Hemacandra’s KS
(pp. 419-420) : '
...... sen oA faRA ... ... AT vay g9 el gataga | et @
ey UGG mam  TegfEan AT | . qfzRm um qf¥arzsm [ 3]
Famify @A = Predbgae-sta weE e |
(15) The Abhi. Bha. (Vol. 1II, p. 156) reads :
R cRIRT IETRAEN A5d TETEg W wAa gagd b et feme & Seeas-
afr A sl @i qer AEIgET: |
Hemacandra (p. 423, 1l. 16-17) correctly reads :
FArEETEN BFRST I aANEARAIA G CeqTeF WA WA, FEIA AT |
[The full verse runs as follows :—
SR A enmagEesh @ g9 |
TSNl FASTYTATO |
s #@ & At wea: afefudaata | ]
(16) The Abhi. Bha. (Vol. III, p. 62) reads :
Sagal eerw gat &) fpfeat s51, . AMdaR & w el grafah AQAGen
A |
The N. D. (p. 102) reads :
...... fxfat... ...aw... . A REEEaTa: |

The passage in the Abhi. Bha. is easy to correct in the light of the readings
in the N. D.

(17) The Abhi. Bha. (Vol III, p. 62) reads :

rfy garfr=gish R woin Qe s esd eqrmResfan 3 v |

The N. D. (p., 102) reads :

aSadlal IrERTarEynaardea Tfagaertfa=dya Wy ...

The reading in the Abhi. Bha. must, therefore, be corrected to sAgaIE=dash. ..

(18) The Abhi. Bha. ( Vol 1II, p. 61) reads :

e A gEErgeEity alarAEl R tRarRe eI — §E gRom:-
gfys &g g enffigfa = fas......

The context leads us to correct the reading given in bold types to :

gaEqIGTATHT. . . ... aEFARREREETE .. gfz......AE99... )
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(19) The Abhi. Bha. (Vol III, p. 51) reads :

qUETAIATAATTE IS (esﬁ) aemgemﬁaamq{% 4 v anfaang a=fig ang s
g Fmifaae |

The N. D. (p. 79) correctly reads qUEqTIHA ... . . 3EEEI is obviously
wrong and we should read s@E@Hd,

(20) The Abhi. Bha. (Vol. III, p. 49) reads :

SN RAATISIAA €T SNEENEAAEA A TAATA ﬁri“a!n‘wazcalga '
INATIFACIATT |

The N. D. (p. 74) reads :

FTeqaRT AEEAIT FFATTL |

In view of the fact that Yukti is one of the ‘afigas’ of the Mukha-sandhi and
also in view of the reading in the N. D. we should correct the underlined words in

the passage from the Abhi. Bha. to :

FrEAas eI JRETAR |

(21) The Abhi. Bha. (Vol. III, p. 15) reads :

FA e onF faEgaaElemiien | of gha- Fftemaafadd tmrf&a’rqﬁrwrﬁ
YARGAADIFT gaFar gffEnged wagdi |

The N. D. (p. 39) reads :

a1 REIITERIAR TTHT GIH | gmf%m”ﬁmﬁfé umfiéhf%wrm‘r Unn?:{kna&ﬂqem{m .
v v affy mes = Ay |

In the light of this passage the words underlined in the Abhi. Bha. i)assage ,
should be corrected to UHIEAFAMM and [q] 9T : . .

(22) The Abhi. Baa, (Vol. If, p. 447) reads : ‘ ‘

afdgEdshsm: | Hemacandra (p. 441) correctly reads cqﬁqr'} fyasa: | It is, how-
ever, possible to defend the reading ayfsRg:.

(23) The Abhi. Bha. (Vol. II, p. 444) reads :

TR e v, ReraEsamg FAenaEaed TOATE: ATEa, Sift aaragani-
qaRdhREeT, 97 TAR TeTIAAMER SIRIEANFIEHAL: |

The drift of the passage clearly suggests that the original reading must have been
ysikq am® and Hemacandra’s reading (p. 440) corroborates our guess.

(24) The Abhi. Bha. (Vol. II, p. 437) reads :
A A AT QA A TIEA | 999 9 FRARIYFN: 9AF f%:ﬁ‘qr.._. v

Hemacandra (p. 437) correctly reads :
ANATET AT @Ol AF TIFA |
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(25) The Abhi. Bha. (Vol. II, p. 431) reads :
au Rensrlf ggaTEag Taai 9Aews getq agEnd ARER | arF Ramidsei
I TN e R T gaedn 5, AR a1 asash 9 uafaaaga Ay
FoidEA el st o verfam | shRisagen: Sl -k qessT
FFrafE: SAGHE)Y F T : |
Hemacandra (pp. 435-436) preserves the correct readings :
...azfaoE.. .o 9y mgwET...eA ua wwiw 7 SEAskme....
‘ (26) The Abhi. Bha. (p. 430) reads :
afefa asgaa: o) FewRR T SRET AL EH, . .. AERYRTETRE R
frenfeaasweaagsd aq,......... :
Now, Hemacandra (p. 435) reads :
afafa genmmadesnd) e @ srﬁr?{f N = IOUNRIII (€11 € (10 o i oo
Aoz’ (Hemacandra, p. 433 1. 1) gearfaar !I‘tﬁt«sﬁr?ﬁrgam' £ QRN
If we refer to the text (NS XVIIL 46) we come to know that 31315{1013%51{ ié
Abcmg explained by Abhinava in his commentary. Hemacandra’s readmg qa:na(q\a
therefore, in conformity with the text.
‘Next, the line ‘qiaifpyiaiyg agfaRaaiifiy: |
(correctly preserved in Hemacandra’s KS) and not—‘mrifrqfigsafsfiamtin —
is a part of the text (NS XVIII. 11).
Abhinava’s comment on this line (Abhi. Bha. Vol. II1, p. 42) runs:
Aty antammat: seyafieey wE | anadEd) essmiesimE
dgAEsy AR Fualy WEREERARE wds ook, Geda s e,
MRAIET: WA, SRy weaeinT: gwE@a: |
In the light of this gloss of Abhinava it is crystal clear how Hemdcandras
reading ‘qq %@IIHF] aq’ preserves the original one.
(27) The Abhi. Bha. (Vol. II, pp. 429-430) reads :
Ay @ %o, QIR agag seaks FenfaEaragR 95Ed qeREAT quw-
i g afl daea: | 2 ageara’ @ wafy & AsgaElsy T T T o F A —
. Now [Iemacandra (p. 434) reads : ‘
aftafs @ o) o TEIHL.... &R FenfRINEF 95E) a7 FEA
TR, .. &q09: | T T FEgews wafa @ AsgaEiisy @ Fwen aw @
qqfigag |
It is very easy to see how Hemacandra’s readings are the correct ones. I Fi-
UAYFAT etc. is the text. It is, therefore, natural if Abhinava says in his gloss I FEt
TFEAT is decidedly a bad reading. ‘I @A A WARY etc.—this line yields no
sense. Hemacandra’s line, on the other hand, makes good sense.
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(28) The Abhi. Bha. (Vol. II, p. 427) reads :

Teh A FY AMIAFIARE | g qrEREERaR (W 9)

The Abhi. Bha. (Vol. II, p. 425) reads :

qar gk (V. L g@an) |

The Natyadarpana (p. 33) reads :

779 3R QAT | AW SEGEATEE wEwer |

The original reading in the Abhi. Bhd. must have been qrEagIaar and possibly
it was the name of some lost ‘upariipaka’ or of some Act in a ‘ripaka’.

(29) The Abh1 Bha. (Vol. II, pp. 412-413) reads :
39 um @Y U9 AR g TASe adaedind ®s AuRaredan | acseafa

Tegatdl & F aEenf aner sdffidndg | gnRamamm St %mﬁ -
AEETA TR agw |

Hemacandra (p. 434) reads :

¥ ... mhafadams & Jofmesr aAeegeRl | Tsgandf R agee
AF g aareg SRAREEE | ol | smammf aif AaR el sfmEEaraea-
qaf 8T, | , ’

Somesvara (p. 213), too, reads in his Samketa :

...... qames ghafafi v AofEsEd | g s aRaEme (0 maam%maa)
qq1A: |

(30) The Abhi. Bha. (Vol. II, p. 413) reads : I |

ﬁgﬂq@wm‘@ BeEr afufveEn gm s aens o (e )afiaaiEa-

HIFAGEH, .
Hemacandra correctly reads (p. 434) :
.30 ST, |
(31) The Abhi. Bha. (Vol. II, p. 412) reads :
af g EAAAT 3TN DAY AMERISFENIE JAHARART IREER aFATEG-
¥7 G, Sgq FararAfyara afERmasy | o a9 dw, GuesaEnT g w1 a
fafis TATAT wAewATORETE | |
Dr. Raghavan! corrects {@FET THIAUEIT (0 IJAMAT . AR | He lewves
LAl as it is with the remark that it is corrupt. This passage is not drawn
upon either by the KS or the ND. This context prompts us to correct the line as
gy AR (or Sdvi)REE |
(32) The Abhi. Bha. (Vol. II, p. 392) reads :
‘TRgl ARG AR AR T SEEAEIEEATATIATE,  aEAsaR @9 §aEat
(EECEIceeiEERICEIRERRENR T l :
Hemacandra (p. 337) reads this p=ssage as follows :—
1 Adyar Library Bullctin, Vol XVIII, Part_ 3-4 (p. 208)
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o WEAR e FITATAMEAIT | FEER | (2 ¥aRdAE) TEAsaR ansearEai
frgaaaer FRarad ey wadeEnagal (¢ B srEaesTad aR) | wwdEen: |

(33) The Abhi. Bha. (XVIL III, p. 391) reads in connection with the subject of
Akanksa :

AN TN A a1 BRI ggabad A |

Hemacandra’s KS (p. 336) reads :

favdisfy FfaNsat=e, daggmwm wa @A, agahad a |

In the light of this passage the Abhi. Bha. passage must be thus corrected :

FAFTA AU CF | qgad uA a1 BRN | agabad A |

(34) The definitions of Sakanksa and Nirakanksa Vakyas in the Ahi. Bha.
(XVIL I, p. 391) read as follows :

afgFIgG AR | AEQ TN SEEAEsA: SEEY e uF g9 fgaraw:
SAESA fiTAeEgE FosgE, afudd e |

Hemacandra’s KS (p. 336) reads :

FEAG NG AT sFFAGOA: GfAd 4 aeg A Geg gaifs: gaeea -
qregFy awge | afeda fusgss | The Viveka adds asdafaly | aedh
| FFArEEAISAE: SAAY alEq Ud gagArtaE: wmEsa fmeeaie |

~ The text in the Abhi. Bha. needs correction if it is to yicld the intended sense.
Hemacandra’s Viveka comes to our help by pointing to us that the fequired meaning
is to be had by reading FegaTfa®: in place of ax s,

(35) The Abhi. Bha. (Vol. II, p. 386) reads :

a0 w wgewEE.. o wfamrfer gelelnd | L sEEesTdEE: aRkadar-
arfastsegnn, spffy @i, @ a g | sFk. . mtE w5 9. smtai s
wqrFaz i, . ... dfafsseasnaifgeds aadvmfargar S o s
qq1aq, |

Hemacandra reproduces this passage in his Viveka (p. 334) but there the readings
given in bold types are presented differently. Hemacandra’s readings yield better
sense and, therefore, are to be preferred :

...... wfaager gelelmy | wEka B gwrcdnes: ofofmarfetsesm |
-wetafa i g7, 7 qnd: | awh gt 9L wa sal st of
a1 L eRaRsTesratfagEaaa aafiragadiag s sz waeh )

(36) T & wiAisTHIR Fa 3ft Bgwwa warft asg g@=9d | 4 3 uw wEr
QiR RIIAATE: |

—Abhi. Bha. Vol. I, p. 283, Il. 17-18.
From the context and the trend of the argument it is evident that the reading
‘YU Tl qE gsa 17’ is corrupt. Hemacandra preserves the correct reading as

follows —gmaateEaTidareq g=qq |—(p. 125, 1.20)
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(37) &7 TFEAA A | TegE AT FEASTAMESITT | R T ARTEASAT-
AFR @ worEEaTioREr aenAEnEAT §1 IF |
—Abhi. Bha, Vol. I, p. 303, Il. 5-6

The force of “aff '’ is altogether lostif we accept the text as it is presented.
From the context we understand that Abhinava is elucidating here “{fﬁ'[{&éﬂ?{wﬁ’q”
and not “Qrﬁ'uﬁa” Hemacandra (p. 108, 1l. 3-4) helps us in getting at the correct
reading : A i@t@zﬂ ¥2} MeEed maBTAgA.... .| The ND (p. 145) further
confirms Hemacandra’s reading : dq WR‘EE{ ¥y '

In the passage from the Abhi. Bhd. under discussion we have the reading
WEnEIRgF1 | The editor gives in the footnote the variant reading IfRTEaEEa1(faH) |
That the original and correct reading must have been ((@)TEuIE=a1faF is as clear as
day light from the Abhi. Bha. itself. On the same page (Vol. I, p. 303, 1. 12-13)
Abhinava’s text has the expression ‘GIRTEITIATICHFIAT T@at and further on (Vol. I, -
309 1.9)‘wequE TR aTeAEFey TIa®y Rad’, Hemacandra (p. 108, 1.4) supports this reading;
a1 WRuEmFEqEaE’ | ND (p. 145, 1. 15), too, reads meameqreAswcfanssyo -

(38) e enfierdie Al rafasy eabamf afaiianaaeat. . ... g
arfq sad waea |
—Abhi. Bha. Vol. I, p. 306, 1l. 11-14.
This passage is clearly incorrect. Hemacandra (pp. 106-107, 1. 24-20) preserves
the original correct readings : ...-'-?ﬂqﬁi{'...{wrﬁ 7 fasas meeay ) '
(39) &mar (@A QIS & SEEEWE: |
—Abhi. Bha. Vol. I, p. 307, I. 4.
Now, the text of the NatyaSastra (Vol. I, p. 306, 1. 2) reads, fAgreartafaay... The
editor gives in the foot-note the reading fz@3é™q | That the original reading of
the text of the Natyasdstra must have been: ‘REigraeatafdalg’ is a reasonable inference
from Abhinava’s gloss on it FFH AISH & SrgEgTR: | Hemacandra too
enumerates, among the Vyabhicari-bhavas of Vipralambha, fAgEq...&3%q.
(40) ARl WaaziaE azmaka qafd A @A afasameT | Avew g afima-

qreqisa(AtaTy | o) o Rafagenia Sraafag |
—Abhi. Bha. Vol. I, p. 307, 1. 7-9.

Hemacandra (p. 109, 1L 18—19) correctly reads : {swEg RafE... cfafaamar (vl
farmaarn) qeerdifzanafa....
(41) a4 g g7: | qwEsi qge %mﬁara«qu az%mﬂnautcmmwarwrwsﬁ

fafegaa wafa awag ox |
—Abhi. Bha. Vol. I, p. 307, 1I. 11-12.
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‘The context requires .. JaraFraEFs i AfEsaa wAqEsag @ | This conjectural
reading is supported by Hemacandra (p. 110, 1l. 25-26).
(42) =@ T FEAT AFWLAI ATARIEITAH |
) —Abhi. Bha. Vol. I, p. 307, 1. 18.
The context requires the reading ‘et i@y | This conjectural reading has
the support of Hemncandra (p. 110, 1.19).
(43) & @rg: AOfal T SAPAERDT ss| | Wl g AT ARINFT ARAET |
qT FETFAIGTTAT HeasqT AHNTEAR geMTemHRE |
"—Abhi. Bha. Vol. I, p. 307, 1I, 20-22.
Some$vara Bhatfa’s gloss 01 Marana runs as follows :—muATY auq"}% (¢ aqi’(g?)
_ ‘ — Samketa on Kdvyaprakasa, 1V, p. 54.
Hemacandra who adapts this passage from Abhi. Bha. helps us to get at the
correct original reading : 931 FAFTTTEY T ATNEFTIRS ATfeqFT qroTaITTIITIAT
A=A .. .| '
-p. 110, 1. 21-22.
(44) TAzaWT ‘S@ g ARA f?zum’ fr dfges FErREETER A () 7 |
. ~Abhi. Bha. p. 311.
In the fourth Pariéista (p. 392) the editor identifies the first quotation &g 33§
qix o as from BrEefds . <.
This sentence occurs in the Ratnavali (I. 23-24) as well :
(F& 39 @ s STAN) Sew s aw G |
The second quotation which, like the first one, is orthographically inaccurate,
probably is to be identified with the following sentence from the Ratnidvali (about
15 to 20 lines before the Gatha gEgsmIual. .. 11-1)

gagal...sRaea FRaTEd STEd Ui @ Ay aRIEm 8%y |

(45) qagEm: oIrET T WA AT, | fagaras gz (quar aFw)
aﬁﬁaqﬁq FREERAFA F JF0] qANFTARR gERAT |

—Abhi. Bha. Vol. I, p. 335, 11 9-10

The words ih bold types make no sense. The original and correct reading of

Abhi. Bha. is preserved by Hemacandra who adapts this passage : d 5 gH{FIAN:

QiR | gt fagaraast ARFSIFF aERmEERIE 9 Je |

—KS p. 121, 1l. 23-24.

(46) smmﬁ (cm?msmﬂmr TS | g1 Ao aygw. . afiash gae-

AEA qA A S, | 89T QERERT
—Abhi. Bha. Vol. I, p. 337, 1l. 11-15

Hemacandra’s punctuation and readings are definitely 10 be preferred as they are
easily intelligible and in conformity .with thz im)>ut of the whole discyssion ;
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gl THRASTENTA | F4Ae 791 Avew srged.. afaaiosh mardqrmness, aa
QY SHTAEE @999 R |
—KS p. 122, 1. 6-10.
(47) am R memd TFmRawrg(er)wirtfamengrfzaraartsdisfalt o
STARIAT | fRstreqi(gatada) 7 ¥wegAwaieg |
—Abhi. Bha. Vol. I, p. 337, 1. 16-18.
Unfortunately, Hemacandra does not adopt this passage. Dr.. Raghavan, who
p-esents the text of the Abhinavabhdrari on the Santa Rasa, as corrected by him,
reads this passage as follows : qar §§ az@Y TR, qriEauzIne FeTradq-
BrfieRle af ¢ IraRgAqT QeI 9 I gAwAlT 3afkeg |—“The Number of
Rasas”, p. 100. The readings fA9¥734 and gAFHT are highly superior to those
presented by the Editor. The other reading Wirm’ﬁﬁf—about which Dr. Raghavan

remarks in a footnote (on the same page) “This bit both in M and G is very
corrupt and suitable emendation was very difficult to be found”’—however, deserves
consideration. Could the original reading be agqmﬁqmﬂﬂIﬁiﬁ(ﬁ]{éﬁmﬁq&ﬁmfé ?

(48) 311 w3 WrAEAAT WIFT TRETENIRTE 7wy |
—Abhi. Bha. Vol. I, p. 338, 1. 3
In the text presented in corrected form, Dr. Raghavan too reads 7 grafddfy |
Hemacandra, however, reads : 17 T QFIEEANI ... ... T arafaTfy | :
—KS p. 122, 1l 17-18.
That ‘g gE{EAfY must have been the original and correct reading becomes at
once clear if we take into consideration the context. The citations quoted in sypport
of the statement are obviously drawn from the q&s. (Cf. ‘amemiq M ﬁ]qﬁq P’ ‘gqig-
G .. ... ’ and TR 4w A Q@ 1) This leaves no shadow of doubt regarding
the correctness of Hemacandra’s reading ‘A &EREQRy’,
(49) azuFaEsd o] 9 wg A avR afela (7] saRs Wi )
. —Abhi. Bha. Vol. I, p. 338, II. 9-10,
Hemacandra correctly reads this sentence : % AFABTAST TN, 46 Wi qersqy
aftsfm q @nfiEa TR | -
—KS p. 122, L. 23;p. 123, 1. 3.
The passage from Abhi. Bha. under discussion becomes quite intelligible and
flawless if we drop ‘“(q)” unneccessarily, added by the Editor.
(50) gash & @ glwer eeEa: | :
—Abhi. Bha. Vol. I, p. 338, 1.12.
Hemacandra probably preserves the original and correct reading when he adopts
this passage from the Abhi. Bha. gw\Sﬁ R a dier Jgwamnan:
| —KS p. 123, 1. 5,
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(51) 13 quatfraPamEntaeFRrAFRRINRERTT IR Yeer agfmesd sgata
NG | a:ararﬁmuﬁz fraiffaerrenngifacarg | gt wwer fidsy

figosi azfag: |
—Abhi. Bha. vol. I, p. 338, Il. 19-21.

Now this passage suffers from wrong punctuation and is also partly corrupt.
Hemacandra presen:s this ‘text correctly when he adopts this passage from Abhi. Bha.
F13 quaftwafymarg, gat.. Afyendal aaatframfe | essageafe fHarfFaznn,
erarifareara | am amer oy Agast aRaeaa: |

—KS. P. 123, 1. 12-14.

(52) uix weqeatfrser  Seumer mmcmﬁ WOGFET | ¥ @ @ T
OEEEE |

—Abhi. Bha, Vol. 1, p. 341, il. 9-10.

Hemacandra adopts this passage as follows : gy Tré‘ierrf‘!\xéﬁfzx E?IE?HH%’JI g A
@) aFaR AR @eg | o WAl @sARf |—KS. p. 106, 1. 14-16. The ND (p.
145) reads : @n7IR7 RS 391 TFEAT Aer:...| The Dhatupatha, too, reads ‘ay
aifrFiEaig. I° The original reading must have been, therefore, the one preserved by
Hemacandra v &aifi®ea and not wrqemfiges,

(53) gmEmgElAl st el ameaty 3afAm ard T Ty geftaeEsEs
A3, q91 EETATATFANETN g3 0 NamegafaiaRan Jzm afal az g4 g9
gegal & emfa | affa aemaeh., AT AEHRG |

—Abhi. Bha. Vol II, p. 413, 1l. 7-10

From the context it is clear that we must read 2 d3) 7% in place of Az
aq] 39 for Abhinavagupta speaks of both the senses SgftWiT and Fd'q (:{afqﬁ)
The passage of similar import from Abhmavagupta given infra as No. 56, may be
read along with this.

(54) meggatagFAaryeafigarfaar ghe: e oT e aneaiea
aaiEfg s |

, —Abhi. Bha. Vol. II, p. 448, 1I. 1-2

. Hemacandra reads the words in bold type -as gEIUgIATTAaIgE  fefAr.

—KS. p. 442, 1. 13.

(55) AAEFMTENERIIA, . . IFFAAITAINAIGIITET]  DFTTEN .. gwa:ra?qﬁ
gifsstEfag gagadaEl gdTaRd ¥ cmaETsal dauwtsy sl |

—Abhi. Bha, Vol. 11, p. 450, 1. 13.

Hemacandra thus reads this passage : AAIFALAIRG.. . ... GFSAAFGIFFNGITT

aFFRegRganfErEiEy | uagndani.,. | gaqtsy A |
—KS. p. 443, 11. 8-12,
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Here we find by comparison that Hemacandra preserves two readings (‘gﬂ'ﬁFhf@ﬁ’
and ‘QPIAIGRIUANT) in their correct original form. His reading ‘@ 9AsT is corrupt
for the original reading in the NS (XVIII-110) on which the present passage forms
Abhinavagupta’s gloss is ‘q\&fé’aa'nq‘i‘@q’i‘...’ We, therefore, have to- admit the reading
‘guasy’ found in the Abhi. Bha. to be the correct one.
(56) ... ¥ FAER A eI ggATEean 3 ol qT garfal o aenasdia
AL . :
—Abhi. Bha. Vol. III, p. 80, 1. 6-7.
It is more than probable that the original reading of Abhinavagupta must have been
az gaifafy ) ,
This conjectural reading is supported by a parallel passage of Abhinavaéupta
himself (quoted above as No. 52) and the Dhatupatha 7z -‘ﬁﬁ |’
(57) aeafafer qu: | @ FAGEAA: | LA dowa: gfd gt |
—Abhi. Bha. Vol. I, p. 267.
Hemacandra, who with slight modifications adopts this passage from the Abhi.
Bha., preserves the correct readings for they eminently suit the context : ‘
FaEFAETHTITAT J5: | @ FM ATAgFTZAIa A | qer Hanmanea-
AR WS | aRWTEgEEA afl dwa: | gfa TagEiReriaeamy
—KS8 (p. 106, 1. 6-8)
(58) am R—wAisAfigR 3a R Bgazaa Toardt asy gad | '
—Abhi. Bha. Vol. I, p. 283.
This sentence occurs in the course of discussion about the differ‘ence and.
distinction between Sthayibhdva (for instance, utsaha) and Vyabhicaribhava (for
instance, glani). The latter half of the sentence makes no sense. It needs to be
corrected in accordance with Hemacandra’s KS (p. 125, 11. 19-29) :
........ FAUWATIEAS™ T |
The following comment in Kalpalaihz’veka (KLV, p. 310, 1.4) Asthayitd iti
vyabhicarita lends support to this correction.
(59) g: 199 BReAR | W TR THEGEAG SER T afF gl | ar el
& Ak |
—Abhi. Bha, Vol. I, p. 298.
This passage is highly corrupt. It could however, be partially corrected with the
help of the following comments from the KLV (p. 312, 1. 27-238)
15 g SEWA | SRT = 3R | o TRWEHATET @EE R Awa
© gft | YERIR EIE A AEEFREIT | ~

(60) eraganH{ASh &a: aEFEges: |... .. R
) —Abhi. Bha. Vol. I, p. 307.
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This Prakrit verse is extremely corrupt and has been a despair of all translators’
and researchers so far. The verse is, indeed, corrupt beyond recognition. I venture
to restore it by ‘identifying it with the following garha :

RfmsEnggizsae gnetganam, |

T Preifes@eme Raa & adm ||
(ErAggIRqEl  JAeFEgAnTEFHEn |
qEAr Adfea@Tam: GEasi agera: 1)

This Prakrit gdrha is cited by Bhoja in his Sragdraprakasa (Ch. XXXI p. 1103).
The Chapter is called Pravasa—carya, (or Pravéasopavarnana). In one of the Kandas,
called Susvapna—dariana-which has six varieties—we find this gatha cited to illustrate
aparydptariipo (manasa-pratyaksena priyajandvalokah). The context in which the gatha
is quoted by Bhoja is more or less identical with the one in the Abhi. Bha. where
we find the gdrha in hand.

The almost identical context in the Abhi. Bha. and the SP is so very tempting
and has led me to this identification.

(61) ‘Agangramar | Ba1 gam | W@ s w1 Svatale: | OERERE | AR
RAgAR agFausia 3ea9: |

arfd | f%qaﬁq HIFT FIAEAIHA A s |
—Abhi Bha. Vol. 1, p. 315
~ In this portion of the Abhi. Bhd. we find Abhinava commenting on the N.S. VI.
54-55. The sentence Dhiramiti mantharam krtva isatvanirvahah is intriguing. Again, the
expression ‘‘Vikasitaik” (iti) from the text, as it stands in the commentary, remains
unexplained. The following senfence occurring in the KLV (p. 314), however, solves

the riddle : -
‘ Wy e o Fo v FPme—Farmfaatrr |
In a smile (smita) the cheeks are only a little expanded (Isadvikasitairgandaik); in
slight laughter (hasita) the cheeks are puffed out (Gandairvikasitaik). So the comment
1'satvam nivarydha vikasitairiti’’ becomes meaningful and appropriate.
(62) ¥ weRrfaegu(Tisan)RERST |
—Abhi. Bha. Vol. I, p. 320.
The KLV (p. 315, L. 1.) gives the correct reading :

N el WEnfEREeE, |
(63) Suafa | SavdrggaEf Rt Rusdn@R 39 @1 G srhrRf o
qRA T AT |
—Abhi. Bha. Vol. I, p. 324.
The word abhinitik does not make good sense in the present context. Possibly it
is a scribal error for apamtth The ND’s definition of the Raudrarasa (p. 148)
TERIEA—HTeEs - Sgrasio: | .

LT 1
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is in favour of this conjecture. Further on the ND (p. 149) explains : Anydyo’panitih.
The distinction it makes between the Vira and the Raudra also supports this
conjectural reading :

IR T FERAESH 7 Ygaw, Saeearuaar | A3 g AEESERgEET-
frgaT agalf | .
(64) Fier hammas(fanm)gutdary waEs s=al Q... .. Swae 3 agaed)
AT FART | AR | Ferfy srfasmraatef Rty era, |
Abhi. Bha. Vol. I, p. 326,
The leadmg Bhztavayavapradhaanatvad is obviously a corruption of Bhitabhayapra-
danatvat. That the latter is a genuine reading is quite clear from the Abhi. Bha.
(p. 267 on NS. VI 15) where we have geq (fie7) T WaTHII A=A | agAL
wa1a%: | In identical context the KS (p. 106, 1. 7) too gives this very reading.
The KLV (p. 315, 1. 10) undoubtedly preserves the correct reading ¢
a1 faufasmraataf gagerara oo |
(65) W@ & wafg@ wefada SR 1. 39 g U A T RigmE Nafernda,
agal a7 afvafREs aw 4 enfar...... :
Abhi. Bha. Vol. 1, p. 328.

This passage from the Abhi. Bha. does not yield a happy sense. The KS and the
KLV render it quite intelligible :

R wefi gEles @ S|l ... w3 T wameE (5665) Y-
frerarfy agrfa ax afmitis 30 9 eafdf | |
—KS. p. 119, 11, 4-7.
79 3 W | WA | qugmE™ sf | ® R § uwT Al oza e
A qalEm aga 3@ | ‘ ‘
—KLV,. p. 315, 1. 14.
(66) wa FEMAld W WEAR TR | efeiEiieenis aeEisoEwat
fraad | 10 B craRemenssfa a: efeMrvemssearzafa | 39
AR SRR sTEqiEres Mas Mg S99 | 47 Wi
FIN IYAR—AMFR | ANNIETHAG A5d | 9T qUATHAT AAFA Gy
FSNAMNIFFAFIARUTT WRIFA BRI, g, |

W & P FR T 7GR qafi(deer seng argearfiy
FORT 3G R () ffewd aiggaIR |

Vol: 1, Ch. VII, pp. 343-344

Now, the KLV (p. 308, 1l. 11-12), when commenting on the line “Kayyarthan

bhavayanti, iti tatkavydrtho rasah from the Abhi. Bha. (Vol. I, p. 278, Il. 19-20) has

cleverly picked up the above passage from the Abhi. Bha. itself with a few changes.

It preserves the correct readings of the words that are printed in bold type in the
above passage :
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FEMAT IR | AEEERar, FEnatd aEsdl s 3l aRgnwsaesag |
SEAG:— I TA=A(2 FA)N WY WA SHARA, WA FEaeal @i
(1) IR maRAFaat: | aFa(e ) gRishEEa | ergenataiaa & @dar

FgEnT | T Femal W FAa 3 enfEifineg wan ... .. fageaa
...... st .oomergata. . L | & Wi 5l wva ggaR | oy

g | AMITTFEEY A9 J9 AOMTAEHAT AT aFFEgTaiEeT... |

Fo R 6P #fR 7 79l dve@ qmdg Tetea (=wer) qa~e aedsE
zrmataf Wafé T FEMAl WETD @ UT W@ 4R ag fy |

(67) a7 &g ayumgiar Asdl diqeanEer. 3 g AN SFAZAT AveisaisT

s affoada mtaal Qswawg: | AR, wgEmREwARd | a s

qu gt BhdsE: | ax B ‘SReem BAIss: | a9 R-ifees smarogues

Fonasves SRa e R eRe@m A’ 3RE T3 R @Rermw AT | genk-

(GETE FAREASEY U N AWSN  fisguiean: aatgEme sf |

g 1) iy 9Bt @5 R | .

‘ —3, AL K. T ¥R

The reading ‘Kannad-jana® in the Abhi-Bha is quite bald. The reading preserved

by the ND is, aesthetically and poetically speaking, far superior. This very reading
is to be found in the printed editions of the Ratndvalz.

68 - GFM AZF FA] VAFINRETA-  AeHE) & afefRETa@3T 95y genmew
TERfAE SRYA SIRSIFEAGIT  F1AY  FOAAT wEgAAl  AraAreqrdai
eI Sgafiggal aend-  sgeafa: BT s sqaEeaREsaaE.
TR EFAREI TG, WA € AR, T iy CEehy aaze-
qRAEHATRTA 7 a0 TEYHAN R TR |
fAafaemm: | L g% 34

-3, Wl } I ¥II-RY
" The ~pas,sage from the ND is clearly based on the corresponding passage in the

Abhi-Bha. It is very lucid. The Abhi-Bha passage, as it stands, is unintelligible. It,
therefore, needs to be corrected in the light of the ND as follows :(—

‘ SRYA TN IREINNAT YReEramd’ A (Ggar ?) agaml amendami
eqFIafEE qagE: | :

69 I ¥ FrauAeT ad 97 FAgE: AR AW @I FEENEAR doE g g9

TR GFQGFRE: A9 T aRTRETAE- @ 9, memw 38), suesn

@ @R AR oeteEE qmsl @ @ =R o= a1 gy | sifeed g a-

gfgr waRT | adISFY afaaegest @ - @nEAMAIIasy  gEmaTEaE

fryafa’ e, JTNAAEIANAITENTA | NG | GYFgENaE] aIASnty q @

-8, WL R % ¥R¢  IQNAREE walR | - & 9 3R
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Although the passage in the Abhi-Bha needs no correction the corresponding
passage from the ND is cited here with a view to pointing out how closely the ND
follows the Abhi-Bha and effects suitable changes where it deems fit to do so.

70 qn 9 Fgr-few: eicagflemaTen  aeE R e 3AeRAsH, R am: |
Femiihelaaiaidmar Fo ARTuaner-  wegd o @isA G5RT a7 | aq TFHR-
AR nfRETmEged | smMRned B FR-0R: a’irag%mn—zﬁaqaqm |
AR wEErT wEqAsH Barm: e sen-nmA- e s
FAAEARA 5 aNrErEEEeE T AR S wigEesauaaa |
AREE, FA FATITEN FEAAA—H T AR T ATFAEIRIRIIN: TR
wegwERRT Rl oy, s afferfafty) AR a9 sen, aad B seae (7)

AL R4 vRe PEfReEdan, B el )
—AL & 9 %

If we compare these two corresponding passages it would seem that the ND
passage is, of course, dropping the editor’s emendation ‘na’-which is absolutely
uncalled for—quite intelligible. In the light of the ND we must correct the Abhi-
Bha. thus : «

gaqUe & Ak wedq a4 For...0 aa?mqogcqrﬁa%ﬁﬁwqgarwmca

g | A
One feels almost certain that the copyist must have left out ‘na’ owing to the

influence of the immediately preceding ‘na’ in ‘phalatvena’ and that he must have

wrongly read ‘vyutpddandyattena’ for the original ‘vyutpadana-kleSena.’

Tl &9 ORE ST ST AWM. qEal | sRmeRaRfy feal | afed
famd Fe—=m FArarIl | e g | qiRER agme | [ Al aefy-
ey e F, WHRE qgmE aRg | 9eR: @RSy | Gfedangegsay |
FEAIRH FEAMITACARF 95T TAFR:  SGSEAA SO wAaarns @R
TR SRR FAFARR qemi—Gmati | a9 shEd gnue w9 %ad
S o 1Al a1 89 9w Ngeaseag (T W, ﬁ{-

A AL R L ¥IR—3o  &IFH) | FEARF amamm@rqmmmcqr 9FEd AT
FA qq SRR TR G
R\, F. q 9 ¥i¥
When commenting on the dryd ‘Saciva’ etc., Abhinavagupta expressly says :
et FAEnl 9RTE A% WA qtEaeiag el afEen |
3, AL R T ¥3IR

In the printed text of the Abhi-Bha, however, we do not get any reference-let

alone discussion,—to the seven types of Prakarana anywhere before this statement.

In view of Hemacandra’s text quoted above and his very close dependance on
Abhinavagupta and his commentaries, Abhinavabhdrat? and Locana—from these two
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commentaries he adopts verbatim passages after passages—one feels almost certain
that the above portion from the KdvydnuSdsana, put into brackets, originally was
part of the text of the Abhinavabhdrari but was left out by later copyists while
making its copies; one may also venture to suggest here that ‘Prakaranasya Sabhedasya’
may have originally read as ‘Prakaranasya Saptabhedasya.’
72 & = THFET AaaqEREIT awrentn qw GoeRkase e AeEdai
(MaTEAmRT ATIERE: ¢) e FHRERYIERA—
o 3, HlL. R. T ¥3I dL 4. 2. RoY
The ND passage strongly supports the Editor’s correction of the text of the
Abhi-Bha. :
73 wAUSE: FEIR FEACHMITEAAE AT FTEAKSH A | FEAHTEAE:R @S-
| STEATAWAIG: 1 5@ A1Aq | | ey @A FaeT Sl Aa |
#. WL R T o¥IY B, F AL L ¥Re
On comparing the two corresponding passages it is easy to see that Hemacandra’s
text is quite easy to construe and that it must have been the original reading in the
Abhi-Bha.
74 % g 9§ AE-ARAE) wEEN A/ WA g sy TE-SRTE e Sl
J3UE:, e § 5@ | [gT NE: | dWEARET R gr |
-3, Al R L ¥3e ~%4. . 1. 9. ¥3¢
Hemacandra’s reading ‘catura ahul’ is grammatically correct.
75  amzgafomtrmgtafaiag saen  amzgafeRmormgratatan geatawT @
gahl ARCigAE THFE CEAR | g&F IRAgAR THE wAR |
. A R L XYY A, F, U 9. ¥¥o
The two woids ‘Sanka’ and ‘dSankd,’” found in the Abhi-Bha. and the Kas,
express nearly the same meaning. The presence of ‘v@" in the Kas, however, makes
the sense at once clear. Probably it must have been there in the original Abhi-Bha.
76 A9 FEAEF oUW AR gEAIE[ | A7 FemiEg  @Ed saR-ggfRgaEn |
sqra gEa fagara gueraxfa sgw gefagea®@ geae=d gawr
sqUAT geaer: | fags agged, @98 ayfa sarqn geww: | @I qafE-
Q7 GEgesnREa el | FoqTEnNRFA @i |
# AL L Yoy T OFL UL L ¥¥o-¥R
3% aggse-—add  QafEge-Ta—
FqfE-Fa: daf: (dod:)-FERNw ar ansig
g9 FATY @WFASA FRa: |
-9l & 9 go%
" By compéring these corresponding passages it would seem that the Kavydnusisana
-presents correctly Abhinavagupta’s etymology of the word ‘Vydyoga’. The copyists of
the ‘Kavydnu$dsana seem to have left out the explanation ‘niyuddham bahuyuddham,
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77 senreafe 5 geni wratgz A
e & wremags BT @R @
Ty SOTTEAT, A1 YREoEE e

Studies in

gt SeIR WRaRgg fied Al el
I9 Feage ART PIX a7 Tedd SN
IFAAG, WAG AT ReATeTIaaatAT, |

AF...onge I yRfoatEtEe... osaigeneder gt
SeRAUT @RI o e @ sEEe: gewAwegEr  gRSAG @ wE @

WA= E1 afwlE 2R qa9w: | sl gae: g R ad: |
-3, WL . T ¥¥L-YE —M., &, UL T ¥¥e
Hemacandra’s readings suit the context all right and are grammatically correct.

In giving the etymology of wutsrstikanka the ND, too, uses the expression ‘utkrama-

nonmukha’ and not ‘utkramaniya’.

78 wmig wiafe ey Aafafaag g

—at. gl 2¢, %¢ (99M§H)
a9 gfiafe s Iwaa -
yfeeaa ARderdera: |

-3, AL R I ¥¥E
From the comments of Abhinavagupta it is evident that Abhinavagupta’s reading
was ‘de$a-vihitesu’ and not ‘deva-vihitesu’ This reading ‘deSa-vihitesw’ is supported by

Hemacandra.

79 wift gedshET:, 3R @arrean | S oo fEAwa: | @l A, |

~¥, |, R, L ¥¥o —¥H, ., W, L w¥e
The word ‘atikramak’ is extremely ‘unusual’. The reading ‘bhinnakramak’, preserved
by. Hemacandra, appears to be the genuine reading. This expression is very often met

with in various commentaries on ornate poems, epics, etc. .

80 SFgARY | AT IREIR @ A% HHT IANEG: a4 ©NF IR FARRTR-
el WAR, AW QETE Sl argalanen:  eFAIsT B | awm gEamt
geaay v, 7 A5 gaarfa-  slhesl Gl a9y ) ag geash
ufag clwsda |

-3, AL R 9 ¥¥R _ =1, & 9. %283
From the -context we find that Abhinavagupta is explaining here the Karika

‘lokopacara’ etc. After explaining ‘lokopacdra-vartd’ we expect him to explain ‘yas ca

dambha-samyogah.’ So the text of the Abhinavabhdrart ought to read ‘evarir dambho’pi’

This proposed emendation finds support in the Natyadarpana

Fearg, TRl ags3ay %irﬁf%%g l
¥, . A T 29§

in place of ‘evambhavi.’
passage cited above.

81 ax = TNgfFaR—wATAl | qv- % 9 glngfeae-wEaail qrartea
gfrgaad eragtaRARA L. We— TIF EAaFAFEAT | sie-sHR

JeeEAE Ty a9 & § 9 s

AFER A AE gaIFEEnlT @i A=
AR 9 A% a9 | UAgEET

77 37 P @ FiEermegTERta
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T AF F @94 @ CANTRA, AEE i el |
R | W\, F@;.oW T ¥R

- M. R T wko TR fdtmwsRm  frEmLdeR . e
: s et Efaasersffaaamg-
IRA A0, .3 H |
o -ql T % R3¥R
The reading ‘parasandhi-vacanarh’ in the Abhi-Bha is clearly wrong. It ought to
be ‘Parasambandhi-vacanai’ as attested by the Kas and the ND. The sentence ‘yatra
$inye’ etc. in the Abhi-Bha is rather obscure and difficult to construe. Hemacandra’s
corresponding sentence is perfectly intelligible. and most probably it represents the

- original readings in the Abhi-Bha.

82 m@RgnIEA sew  qefaarueft  qefagarcosrft aged aenE gERis
e, A7 UA QETg A A SR Fegeens A @ Al s gk |
e |

=3, AL W L ¥RK =q1, 3. % ¢
‘The reading ‘para-vitdranakdri’ in the Abhi-Bha is not at all a happy one. The

ND preserves the correct reading ‘para-vipratdrnakdri’ which perfectly agrees with the

context. In view of the ND passage it is better to read ‘pranalikd-vydja’ (ityarthah)

as one expression.
83 auwr wral uATAm 6 gaRR 9@ 3w W ewfT Iegm o ogefl ol
A AR—- ! . nPTgyTeEA-
~3, Wl R L YKE -l T 9. 3RS
‘Mantri’-putrena’~this word seems to have been left out by the copyists of the

Abhi-Bha. '
It would be better to read, on the authority of the N.D., ‘mantriputrena’ in

place of ‘tena’ in the Abhi-Bha.

84  wANEIE T APFARR P TETIEE  CIFFCAIATRA TR AT, TSR
% 7 geiREnaEE e9d ot gerandi Rakatere shagr seans:

. AFE: | . @i |
L3, 9L R o¥RR =l & 3. 8w
The words in bold type in-the Abhi-Bhd make no sense. The corresponding
passage in the ND s very clear. It directs us to emend the reading ‘dhruvam’ to

‘pratipadayan’ or some other word conveying its import such as ‘bruvan.’

85 ugeTd &% AETTAEA: ANMRIIIET-  SUTYACTAAT AT ST 8l A
FSeTREfEEeR afl FEgeEIaEs  SRAEEEERAl RBgEeddT wand)
gaRAEE-T afeassasir feg,  Safaaaesenmety. B )
srafrareer sEERaEnd. . Jefrgaq efanfiag @1 S wfrgia frg:
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gfeqoFaRl fFg: | A9 9 gEesT  SITeIRR disaq sRERfRgTenasanE | s
grafeAgrAef frgaaeradal fRSs- A9 swem wafy feer, R
i, 3 A g suEdITened | agAmly |
=37, A, 3.9 33-%Y¥ -4q1, % 2. ¥R
The readings in the Abhi-Bhd need to be corrected in the light of the ND
passage cited above. The word ‘Sandhi—dravya® is very obscure.

86 oFiRgraud (Hffad eedumFIit: aw sFfweand ke aazhmwawﬁaﬁm
MY RINEAE TFETSTAAITT - AN NYFARTET  qIATSRT A
qEEy S aEgTed g | F YR ragned aEui |

—3. 9. 3.9 Ro -1 & 9. ¥o
The incident is briefly summarised in the Nataka-laksana-ratna—kosa thus :
A SNagnEer g SN 3Eq: U@ A 3 aafgy denges $3Rarly B

IgFFN U AN, ARG |

The reading in the ND is lucid. . i

87 aEEEA a937 FaETE aq SRuE, g af 31 FuramegE | afmay |

gfaafirgeaa garss g | gfufeaed | geenfygeds sdsT af: |

-3 WL %% R ~3A, F1. AL L ¥ye

The etymology of the word ‘pratimukha,’ in fact, the whole passage in the Ka$

is adopted from the Abhi-Bha. We must, therefore, add the words mukhasyablumukhye
between pratirabhimukhye and na which are left out by the copyist.

38 wEAY AIE U oAgEr 9 mfaeniEeenRer miwaeat ga:

R B gaFdfef A wyete: | miie e

-3, W 3. % R& PN FHAT woE adiIE ...
“aAY g INANd 99IAA, SRRt ¥ sl e%ewa miaidAd wf | smwag-
Faq”’ gl oz g 3@ nferqmEareag:  SEEETA | sFg R & wEara s
g9 FRETHATEEEIT SFAAl @ GelHa- & 9, R ug R e | Al am
arA® ©A ENREE, SEIESTY T MAd, weme 9 gak fRw |
qIAd SeEar | , -RH. F. UL L ¥KI-¥KY
-3, WL, 3. 9 &, dqrEgAr Bl
The whole passage in Hemacandra’s Kas is an elaboration of what Abhinava-
gupta has said regarding garbha-sandhi. In expanding Abhinavagupta’s explanation he
has retained some of his original sentences as they were. A comparison of the two
passages cited above shows that the printed text of the Abhi-Bhd and the last
sentence in the passage from the Ka$ completely agree (if we ignore the spelling
‘avamar$a’ and ‘vimar$a’). The whole discussion about the avamar$a or vimaréa sandhi

in the Abhi-Bha (and the Kas of ‘Hemacandra too) fully supports the printed text
of the Abhi-Bha and the Editor’s proposed emendation is misconceived and uncalled for,

’
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89 a sYIETA gEWET SR AQERT-  dvelngEr-teraeaeiE  wERitiEE
FAraFS AW JZEERT @ | I @l TAES ag-fFEEArA SeRR IRl
o fraatagiaaifes:  gaRIQ. ..
3, WL 3. % ¢ g PreRgamsh saweakft w9 A
frasiafif 7 Efignrata ar) fevad
Feraan |
—L & % ke
From the passage in the ND it would seem that the original and correct reading
in the Abhi-Bha was Vtghnakarana (and not Vzdura—karana-) sampatatmakatvam

90 AR gEgErat: FEQFRaRE-  AFRE: gegaraE ReEdFERaRimia-
MyEqaUi IEEEUEEE SARETT A ESUN SEHEEEd e aq
SEICRE R HIAIAH |
~ @, . 3% R . RA. FL AL L o¥RY

On the same page of the Abhi-Bha about ten lines after the passage cited above
we have @
qq1 | GENR: §ETRA ag1 (REEReags] MU, FEgneg e RagFRgEms

g (¢ WiA-) TEEH—

It is, therefore, quite clear that Hemacandra’s passage preserves the correct
reading ‘TRI-gE-MF—hafxfy’

9] =& ¥ Yauad gAAlAR waEmPeTACSEn 4 wT g9 @ U, geya el R
dq MRy woky  ofage og mrear  aiguEsEaiin ol | @eee
fasan s awREen e Ju feE w0 gEeegenes JgR: ahae feda
g waem | : 8 ua Ferd | Ferswesen

-3, WL 3. 9 ¥-¥3 SJWeIFlE Reesdmf | dkaras-
Wy &y gAarca e ()

FfeAgEm GemE: |
- € % &R
In his Marathi translation of this Chapter Prof. Kangle observes that the words
pratimykha eva hy dsthd ratirdpena are not found in the MS of the Abhi-Bhd and
that they are absolutely out of place and that through inadvertance have crept in
there from a line above [F%ey &y wfagE uw qrETEad (¢ SrEIEeaE)

‘(‘f?(@ﬂt qEA . Keepmg this fact in view as well as the passage from the ND the

text of the Abhi-Bha may be corrected as follows :

Aoy %y SERaERTn i =2 R sl e |

92 gfeeg frauRReSAR PR, sl AAETTmeElal @gRsAAIRG SR &9
AT aFREs | oY fRWER-  oREd @Fd sEsaR | gEsay IR -
fraRaf adeaRg eRg: | fraeraa FaawwE s §3

&, |, 3. % ¥< -1 & 9. 93
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In view of the passage from the ND we may correct the Abhi-Bha as follows :

 gheeg fAgaufefoedeal fRe: | sl afgar aigfhesm | a9 ARewRefakal
FNERIE, AR |
93 wrEalweRasg ®q 3@ | WA WEAwmEr  wA Wimer Afw | WEer i
FEGA WEARTY Sy ofd wrmrfE-  wenRenSel eRaiRamFanal auEkya-
I 1T AT WHAeR: & 4 | &R FA: |

3, AL 3. 9. ¥R =L % 9. g
The words ‘@harn prati bhavanddi-balat sydt y&@ do not construé, well. By compar-,

ing the above two passages we should corrrect the text of the Abhi-Bha as follows :
HIFET WEAAIAET egq) wEAIRTY o sE-afnfEasia o woaleRe: & s
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KALPALATAVIVEKA ON ABHINAVABHARATI

The text of the Abhinavabharati (A.Bh.), the commentary by Abhinavagupta on
Bharata’s Natyasastra (NS) is corrupt and, therefore, obscure in many places. The
commentary on the Sixth Adhydya, though better preserved, than the commentaries
on other chapters, has still a great deal of obscurity on account of its corrupt
readings.! Many reputed scholars have tried their best to improve the commentary.
The Aesthetic Experience According to Abhinavagupta by R. Gnoli and Aesthetic
Rapture by Masson and Patwardhan are two of the recent works which have tried
to render considerable help in understanding the Rasadhyaya, Chapter VI of Bharata’s
NS and the A.Bh. on it. In a series of articles I made attempts to restore the
text of over ninety passages of the A.Bh. mainly with the help of Hemacandra’s Kavyd-
nu$asana and the Natyadarpana of Ramacandra and Gunacandra both of whom have
made liberal use of the A.Bh. in their works.2 The Kalpalataviveka (KLV) of an
anonymous author has incorporated many long passages from the Dhvanydloka (D.AD
the Locana commentary on it and the A.Bh. I have shown in a separate paper,?

“entitled ““Abhinavabhdratt Ch. VII Recovered ?”” how the KLV has preserved in toto
a major portion of the A.Bh. on Ch. VIL In this paper I am attempting to restore
the text of A.Bh., Ch. VI with the help of the KLV which offers comments on some
of its difficult passages, and renders them intelligible, and incidentally, I would correct
a few mis-readings in the KLV with the help of the A.Bh.

1 sFase enfri ¥ FAEdshiRaedia A0 el war 937 @ aias: |
AN g enfE AR waenwmtaat eYagnrat gaiamRaRgia |
—KLV p. 303, 11 13-15
The text of the A.Bh. which is commented here upon, reads : fRuazgmrai
8&1011?3{3\[?1%*4‘“[5 (Vol. I. p. 272 1.14). The reading ‘Sthita’ makes no sense. The KLV
reading ‘Sphita’ which directly yields the sense ‘in its intensified state’ is highly superior
and, seems convincingly to be genuine.
2 =redAm s | T IR A |
fragrammasii gEAsh meEf |
UAEHY FEATITEOT QAN SENFAaEFaT A |

, —KLV p. 304, 1. 17-19 .
This passage confirms that the A.Bh. text cites only the second half of the verse.
It further informs us that the verse expressing Rama’s sorrow is drawn from the

1 GOS No. XXXVI, Vol I, 1956 (vide pp. 22-23)
2 Vide Chapter No. 4 Supra. ‘
3 Journal of The Oriental Institute Vol XX, No 3, March 1971
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~old Rama-play Krtydravana (now lost). With reference to this verse R. Gnoli
observes in a foot-note : untraced source (Text, p. 4), unidentified stanza”
(Translation, p. 30).
3 oFT Fa: f | awedy, |
ELACFATR (2 §) Wdgavay afa |
i AaMETEUN FRaRarrrEand iRl aifgaa: |
—KLV p. 304, 1. 17-20

This passage corroborates the fact that the A.Bh. text cites only the first half of
the verse. It further informs us that the verse, giving expression ‘to Udayana’s
profound sorrow, and forming part of Vinitadeva’s speech occurs in the play Tdpasa-
vatsardja. With reference to this verse R. Gnoli observes in a foot-note :

..... This stanza, whose source I have not succeeded in identifying. (Text, p. 4)

Unidentified stanza (Translation, p. 30). )
In the printed text of the Tapasavatsardja we read :

(A2)
27 gl amaRif, ancoag antedg RemsEd |
[ sarasg @rdeg e | ]
fardftarem:—(Fen oA 9 @Fe) W FURNE U9 R}
sufias, dgar emg—
Qi Faesesd Rl A7 afdawg: |
graepAT. (W) waltmeRa: ||

HfiFen 9 a9 aRASIE FAT ADINH |
—Act 1, p. 18

This stanza presents some variant readings :
1 waw figeam:— Sragaraprakasa (Ch. XXXII)
as quoted by the editor of the play in a f. n. on p. 19
FA Fa: w3 KLV p. 304, G.M.
2 -AsqaRwE: —G
-RqsTRuaFZ: ;—M ,
7 afﬁawé: —Hc (as noted by R. Gnoli, Text, p. 4)
3 —grdd aRg: “—Hce; KLV
Gnoli’s translation of the third pada “(by his companions), who, filled with the fear
that tears their hearts”, however, altogether misses the point. The idea intended to
be conveyed is the same as found in Bhavabhuti :
qUed gerer olang: SfifFar |

QFN T TA TN T WA . |
—Uttararamadcarita 11I-29
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[When .a tank is flooded, an outlct is the only remedy (for preventing the banks
from bursting). When agitated by sorrow the heart is sustained only by lamentation ]
Rumanvin and Vasantaka (the Vidisaka) the minister and the friend respectively of
King Udayana, the Hero, plead with him to take heart and bear the loss of Vasava-
dattd, his beloved wife (who is believed to be dead). They are extremely worried to
find him paralysed by sorrow and standing motionless. They are overpowered by the
fear that the King’s heart might break if he did not give outlet to his mastering
~ grief. They, therefore, - increase their own lamentations and implore the King to
weep and thus unburden his mind of the overpowering grief.

4 a€yT i | enfiT wa | wfewd R ) sRea ARsy el |
—KLV, p. 305, 1.22
" This forms a gloss on q&¥T R geTdd ‘sRa-37’ gy awmfywal faf: —A.Bh.
Vol L p. 275, 1. 12-13.
Gnoli, however, renders the phrase in a contrary way :
““That man (is) in this feeling.” P. 38
Following the KLV, we may translate it as :
“In this (actor) is (being realized) this primary emotion.”
5 gzgwresfy = zf | 3Rk & WP | PIWAISTH, JTHUEGEART o 1Al
20 53T 3 B avuas: | daE SIER FRATEAIEISTEAT: | SHIEw 7
36 g Tl 39 e gfrERy A gl A |
—KLV p. 305, Il. 24-27
The text of the A.Bh., on which we have this comment, reads :
qEAFRsh T 31 AR PREFRIGIO |
—P. 276, 1. 6-7
R. Gnoli translates this sentence thus :
) And, if even that wasa reproduction, then'what would be the difference between
it and the reproduction of the attire, the walk, etc., of the beloved ? He concedes
in a foot—note : Text and Translation both doubtful.

p.- 41. fin. 4

R. Gnoli takes kva namantaram to mean kva ndma antaram whereas ‘namdntaram’

is, in this context, used to denote ‘another name’, ‘a different name'. Abhinavagupta
himself uses this term in precisely this sense twice on the very next page;

FqremTETmIET SReEal sgaEffsemRaimakaaratad |
' A.Bh. p. 277, 1. 89
The KLV interprets the line : ‘For argument’s sake we grant your point of view,
viz, ‘The Erotic sentiment is an imitation (anukarana) of the permanent mental
state called rati. Now in this imitation of rati the dress, the gait, etc., of the beloved
become anukdrya (things to be imitated). By virtue of their having the nature of
gnukarana they must have been given different names. But these so-called different
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names for the dress, the gait, etc., of the beloved are not to be found in the text
of Bharata’s NS. So your stand that Rasz is an imitation or reproduction (anukdra,
Anukarana) of a sthdyibhdva such as rati, etc., has no basis.”

This interpretation seems to be perfectly all right but for one inconvenient fact.
It is true Barata does not give different names to the imitation of dress, the gait,
the speech, etc., of the beloved, he, however, gives general name Lila :

amgeER: R MRTAGEAY: | ‘ ‘

TESAETIERSE I AT || ,
’ —NS XXII, 14
Abhinavagupta, however, has himself said in the present paragraph : :
FrRGANFFIAE A YAASIENFFIC |

—Vol L. p 276, 1. L

6 asx [ arzmFag |
—KLV p. 306, 1 10

This comment comes in between SAIGIEHTA=. .. Fear=and | (= TAER F7:..... . Feeden
A.Bh. Vol I, p. 276, 1. 17 and & A gdta3 3fA |
The present text of the A.Bh., however, does not have the reading tantra in the
present context; it reads : .
R @ aRfIwmesR o R | |
—Vol L p. 276, 1. 17-18 -
Hemacandra, however, reads :
FrRARATIIER aq FEr=aa |
: —p. 96°1. 9
Possibly the KLV might have read wETaeId R,
7 Masson and Patwardhan observe :
“On p. 274 (A.Bh.'D) Abhinava begins his views, but it is not clear when they end
.. ..it is likely that this refers, not to Abhinavagupta, but a now lost commentary by
Bhatta Tauta on the NS....”—Aesthetic Rapture. The following ‘passage from the
KLV is very eloquent on this point : '
@ 7 ofma g | wer afelETR gern, SR wedsenfnal | 99 T =
o g Rea senaier [afrErae]  sgadsd A sdenferlifeas dei @)
A geaRAl g% a1 wed afcafsad: @1 sEeanteal gggeimtReTaTamres-
ma A SR, |
—p. 306, 1l. 10-14
According to the KLV, Abhinavagupta held the same views as those of Bhatta-
tauta, his teacher. And that is why he does not separately set forth ths view of
Bhatta-tauta after mentioninz the views of Sankuka and others. Unless we have a
definite clue as to a now lost commentary by Bhatta-tauta on the NS, it is safer to
presume that Abhinavagupta quotes B'1it,t1-té;qta’s views and explanations of the NS
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from his memory or lecture-notes which he might have taken down when reading

the text with- him (Bhatta—tauta).
8 a vamifw wm: &l %sazp(amfi*ma—a = geaa: g | ae gf q@ewA
—KLV, p. 306, 1. 21—22
In explaining the view of Bhatta-Nadyaka and its criticism as presented in the
A.Bh., (Vol I, pp. 276-77) the KLV very cleverly and rightly borrows sentences and
phrases from an earlier version preserved by Abhinavagupia himself in his Locana

(pp. 180-190).
The A.Bh. reads :

q = agd uaer &gf1: | gIEETE |
: —p. 276, 1. 5 (from below)

The KLV reads rattvatak; so too, Hemacandra reads rattvato (p. 96 1. 13). The
reading ‘tadvatah’ however suits the context.

9 The A.Bh. (Vol I, p. 277, 1. 1-2) reads : ‘AFzRsqzaszsifitar, Masson and
Patwardhan observe : The phrase Nibidanijamohasankatakarind on p. 277 of the A.Bh.,
Vol. 1, is puzzling. Perhaps we must read Saikatanivrétikarind. “Gnoli accepts the
reading of the Sankatatanivarnakdring but remarks Santkatakarind. G. M. equally
possible. (Text, p. 10, F.n. 8.) He, however, doses not explain how that reading
would yield a satisfactory meaning, suited to the context. The fact that the correct
readinz must have been Sankagatanivarana (or nivrit) karind is vouchsafed by
Abhinavazup:1’s owa text in the Locani where he reads :

DS 7 FEIgRd i, A g gAdEgFEgAFEERER... .. .| _
—p. 189.

10 werAifrTgfeaarRaematafifn s | .
—KLV p. 307, 1I. 4-5
The text of Hc (p. 96 11. 22-23) and of the A.Bh. (p. 277 1l. 3-4) too in the present
context reads laksani. Dr. Raghavan’s emeniation (Bhoja’s Srazaraprakasa, p. 480)
as ‘Vilaksana’, therefore, seenis uncalled for.
11 wa: 3@ | @ e i akRR @

’ —KLV p. 307, 1. 20.

The A.Bh. (Vol I, p. 277, Il. 9-10) reads : & sf¥ a gt afyEmg | He (p. 97, 18)

too, reads : 1@ 3fd ‘?1 gdrar ofd: enq | It is, therefore, clear that gatih syat is the

genuine reading and not gatirasyam,

12 wonarg 3fi | seRsEAEr, |
—KLV p. 307,1. 24

This comment confirms the fact that ‘gundndm’ is the genuine reading and that
He has added Sarevadi before it by way of elucidation and expansion.

13 ganiE: g |
—KLV p. 307 1. 24
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From this pratika and the explanation that follows it would seem that the Karika :

ganEaa QT THA TR |
AFNe SR ‘gama“t @ oA ||

formed part of the text of the A.Bh. and stood just bzfore the Karika  Samyedandkhya
(khyayd) etc. (as found on p. 277) bhavasarmyojand etc. (Gnoli’s text p. 11). This
inference is based on the fact that the KLV takes up immezdiately ~fter the Pratika
Samsargadih, tadvisayah iti as the next Prarika for explanation and 'this latter prarika
forms part of the A. Bh. line $}g937 ¥ a7 3[ #7339 | which Is a comment of
Abhinavagupta on the word anubhava occuring in the Kdrikd Bhavasamyojana, etc.

14 fqnamfiery i |
' —KLV p. 308, 1l. 4-5

The text of the A.Bh. (p. 278 1. 3), howaver, reads (a) dhigatdgamitvam. The
verse as it stands is highly obscure. Gnoli’s translation (p. 51) of this vers: is hardly
satisfactory. Masson and Patawardhan frankly concede : “The first verse is corrupt
and we cannot derive any satisfactory sense from it.”” Elsewhere they suggest that it
is impgssible to interpret it when they say : “We. give 'the verse- for anybody who
wishes to attempt an interpretation.” Tne followinz pissaze from the KLV throws
fresh light on the text and the interpretation of this verse :

T eyag (2 ) 3 | T @R (FARN)STAA MTRSRSFFARIFIN]  wawT-
neeaalie’ FaAEdll Gfowmer G o | B8 g0 oF ) Govam @1 (¢ Brearm
SNAMAEET A FRFAR agranrarr et Rrrantfieag 5 | au s Sermafy:
@rAT FarmaEkeEa @ selar g o9 qef | alrwegad sended |

The reading ‘dhigandgamitvam’, found in the KLV, is highly superior and emi-
nently suits the context. The reading (a)dhigatagamitvam hardly goes. well with
amndyasiddhe in the first pada. With this reading the verse may tentanvely be trans-
lated as follows : . : -

The true nature of rasa (rasa—tattva) being well—_establi-shed1 or being well-known
through (Bharata’s) tradition what is there new about it ? In the upward march of
knowledge the disregard of (Bharata’s) tradition deserves to be condemned. Do not
people like Lolata vitiate this doctrine of rasz goiny against the evident and precious
hetu (viz. tradition) ? Certainly they do.” '

Abhinavagupta is fond of using this expression_"kim)aplz_rvametat’. In the Locana
(p. 188 1.5) he says kimetadapirvam. The statemznt of Abhinavagupta, which follows
immediately after the introductory verses, supports this interpretation (what is new
about it ?) : )

ST GBI A AT ﬁrr“za | sferafir sﬁ'f mwmqu‘mmqﬁnq |

15 gfaga 0 | shzaq shswmRas: |
- —KLV p. 308, 1.24
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The text of ‘A. Bh. (Vol. 1. p.-278, 1. 3,-from below) reads pratipattimatradatitivra;
in a foot-note the editor notes the variant readings : traditivea ditrivet. The reading
itiv,rtta,-fou'n.d in the KLV, appears to be genuine, although its sense itikartavyata
appears to be very unusual. ' o -

16 sraFes <y gaFR: | smreartaweary s | o dafResramiR |

' —KLYV p. 308, 11. 26-27

Gnoli’s translation of this particular sentence appears to be incorrect when he says:
... ‘the actor, who (playing the role of the deer), frightens (the spectator) (trasaka....
showing to be afraid) is unreal (apél‘émirthika)”. Would it not be more correct to
to construe ‘trasaka’ (one who causes fear) with Dusyanta, who strikes terror in the
heart of the deer ?

17 wrea: gfa gaamn |
‘ ) " —KLV p. 309, 1.2 (from below)
The text of the A. Bh. (p. 282 1. 3) reads : ’ ' :

gemAsRafEIr favmEtr Ao 5f )

Dr. Raghavan (p. 527 1.3) reconstructs the text as :

.CRAIAISY wE Aearr gf/
18 st g sy safefwa R Nwasww wafsg |
—KLV, p. 310, 11. 2-3
The text of the A. Bh. (Vol I, p. 282, 1.3, from below) reads
’ g A an e GRETSAweagaaa
Dr. Raghavan notes the variant readings :
M stwsififa D fefgife |
' —(p. 527, f.n. 17)
From these variant readings we could reasonably infer that the MS of the A.Bh.,
available to the author of the KLV must have had the reading : aparicira.

»195_&% gfd am3q |

The text of the A. Bh. (Vol. I, p. 295, 1. 12) reads :

geRrl’ @frmAIsEn (e9) fadaa wa |
Hc (p. 149 1.16) reads :
FeR efmAsT SHAFT |

20 agnaraararg sf | uhaﬁrmanmaenzm{l wEET 3 | ggEaeeEn & syt
SR SRR agafdag sag: | '

—KLV, p. 312, 1. 11

—KLV, p. 312, 1. 12-14
The text of the A. Bh. (Vol I, p. 296, 1l. 8-9) reads :

ALETGTIAT EATATE G TA TREAEHEA (0 1) A (€AAY) Feren: adgear’y sgar:
Dr. Raghavan reconstructs the text as follows :-
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FIMET QEAAIE G O | TREeEd SARIEAn: gIgen’y g |
—p. 529
The KLV passage attests the correctness of Dr. Raghavan s reconstructed text
and makes it easily intelligible.

21 weaEatfe (i feafoRgisadeaede eF@EET qEaEE CTEenE: s
JEAFRMRT 3 B w1 | .
—KLV, p. 313, 1. 1-2

The text of the A. Bh. (Vol I, p. 339, 1I. 21-22) reads : .

a% aREAr QI AR A AR faigen | sraeEeaE | e ieals-
R gaer wausfenamE gaufEEg |

Dr. Raghavan reconstructs this passage as follows :-

g% aREAT qEITE AT, Fe GoRgen | argerar etw: Fa3 rEaraQdRa 8h |
o @auEREnfaIAT TaairaEe |
—-The Number of Rasas (1967 ed.). p. 115.

Masson and Patwardhan translate it thus :

In this connection, the aesthetic enjoyment of all rasas is similar to that of Santa,
because it (i.e. this aesthetic enjoyment) is turned away from actual sense object con-
tact. (Because we are particularly concerned with one rasa, except that it is mixed
with other latent mental impressions (Vasana). ?

In a foot-note they concede : 1. ‘““We cannot arrive at a meaning for this sen-
tence.”” Yes, the sentence, as it stands, yields no satisfactory sense. But the text of
the KLV helps us to restore the original reading; the key-word in the text of the '
KLYV is antarmukhatdldbhena (antarmukhatd meaning introspection). Keeping in view
the text of the A.Bh. and the text as reconstructed by Dr. Raghavan we m3y now
restore the original text :

a1 aqEAl QR oAE) fend foigensag waed, #e aiearaleRa g |

For this proposed restoration we find strong support in the A. Bh. itself. In this
very section on Santa-rasa, when explaining the nature of the true relish of $dnfa Abhi-
navagupta uses the expiession antarmukhavasthiabhedena : '

FeRETRISE Feq: | ISn—IwErlaty: el agraeed .. Aafarar
Feag WITEATNRT SR [ ¢ Apias | qafragzs fag ofy |
‘ —A. Bh. pp. 340-341

This passage and the variant readmg (tanmukhyata) labhat, found in the two
MSS M and G and recorded by Dr. Raghavan (The Number of Rasas, p. 115, f.n. 2),
leave absolutely no doubt as to the correctness of the proposed restoration of the text.

22 it szemaEh: | :
—KLV, p. 313, 1. 17

This reading is quite significant compared to the tame and flat reading /7/a jana-
syanukrtih found in the A, Bh. (Vol. I, p. 304, 11. 15-16). If the A. Bh. were to
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read istajanasyanukrtih then it would have been a perfect reading for in the definition
of Lila (NS XXII. 14) itself Bharata says :
TEEER: B9 HReAfSEE: |
gEAEAEaFidSter ¥ gRaE: ||
23 fuesy 5/ | Buend fewg gfagfae meweds % FRems ’za% | a9 f&
WeR AR Fresgaaféa | 99 AR Fa: gegant qrfea gad: |
—KLV, p. 313, 1l. 26-28.
This passage when compared to the A. Bh. (p. 308, 1l. 2-4) presents better read-
~ ings. (They are shown in bold typss in this passage.)
24 T % ey w1 yfsw see—veNaH 5 ) .
‘ ~ —KLV p. 314 1L 11-1?
. This quotation supports the Editor’s ¢mendation of the readings IS to (F15¥9)
yfagal (p. 315 1. 2).
25 P sra BFe: sqmag: |- I f | somaE AR, |
: —KLV, p. 314, 1. 17-18
The A. Bh., however, reads : vikrstam Sravanakatu (p. 316, 1-2); and, upaghdto’gnyadi-
maranam (p. 318, 1. 5). The editor notes the variant reading : ma. bha. atrddikama
(for agnyadima). This variant reading suggests that the reading found in the KLV
(putradi) must have been the original readmg in the MS of the A. Bh. that was
before the KLV.
26 arew...WEe WeR GAREAST, Wi Uqdl SEM AW EwaE, | EsRR
NG IGI S e |
—KLYV, p. 314 (last line), p. 315 (first two lines).
The reading in the A. Bh. (p. 320, last line) : ‘bhdve nyadantaw’ is incorrect. So
too the reading of the KLV ‘bhdve nyatau’. The correct reading should be bhdve lyudantau.
27 SrwravErHay 3N | wald gaaen FHAv )
‘ —KLV, p. 315, 1. 23.
The text of the A. Bh. (p. 341, 1. 3) however reads :
AT T(FE)F g g9 fag i |
‘Dr. Raghavan reads :
R AUATITS duETEgIs Faw 3k |
: —The Number of Rasas, p. 117
Apparently the reading, preserved in the KLV, seems to be the original one.
Incidentally, I may note that the A. Bh. text helps us to correct the wrong read-
ings found in the KLV. Some of them are pointed below :

KLV A. Bh. (Vol. D)
1 qar o o sl @ a draudig- Y Gmiswer qgr gdfEeEr: G
a3 7] FATATTEITAG=T....

—p. 305, 1I. 21-22 —P. 275, 1I. 11-12
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In the light of the pertinent passage in the A. Bh. we ought to read the text of

the KLV thus :

auaradifa 3/ | @R 37 dravdrgm®a: (Bwan) |

KLV

2 AT aeg s gdt |

p. 305, 1. 23
The third alternative refers to vastu-
vrttavivecaka etc. and is taken up for
consideration on p. 276 (1. 2-3). In
the light of these two passages we
must read the KLV text as

“qift 7%g....” @ AT @@ |

3 sEms-agsETsaTat. . AT Eashi
Eecicig
—P. 308, 1. 12-13
In view of the text in the A. Bh. we
must correct the two words in the KLV
text as vakydrthau and natvartha-
4 wBgIv: FAR: WITIIGIRAI-
A |
—p. 313, 1. 13-14
We must underline the word istajanasca
5. The words vipriya, dehasya, dyasanam

abhighata (p. 314)
patanarm, pidana  chedanat  bhe-
danam

(p. 315 1. 1) must be underlined as
they are the Pratikas.

6 =E 2fy | eeAEARd (R s |

—-p. 315, 1l. 3-4
We must correct the reading from
nisedhah to nispesah as nispesa (mean-
ing rubbing) suits the context.

A. Bh.
JME—agFoE @ R oagead  afs
(2) amfEadenfamEn sq (}) AufmEmAn
& (3) agIRE=EFAEnggEanaEaT
FageleTaR: @@y FEwata g | g
(¥) wEEfAFFATanT |

—A. Bh. Vol. I, p. 274, 1. 1-4

Al EIIATAR TETFRER | ‘

—A.Bh. Vol. L p. 276, 1.2

a1 W weEEETl @wd ojEesd...q
AT AR |

—A. Bh. Vol. I, p. 343, 1l 16-17

ABFIT: FHE: | sszaar Pruifi: | ua-

FyAgTREHERY, | A
—A. Bh. Vol. I, p. 304, 1.9

cf : A. Bh. Vol.
p. 320.

I, p. 318, p, 319,

EEATANTNARN: agIqu |
A. Bh. Vol. I, p. 321, Il 3-4

In spite of a few such wrong readings, it must be admxtted on a]l hands that
the KLV is highly important, among other things, for a better understandmg of the
A. Bh. on the Rasddhydya (and the Bhavadhyaya).
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ABHINAVABHF\RATI. CH. VII RECOVERED ?

The commentary Abhinavabharari (A. Bh.) on the Natyaidstra' (NS) has been lost
from fourth verse in Ch. VII to the end of Ch. VIIL. The precise line from where
the commentary has been lost is line 16 on page 347 (Vol. I) after the words ata
‘eva-The cditor has noted this in his footnote.? Every student of Sanskrit poetics and
aesthetics feels very much the loss of this portion, especially the one that concerns
the Bhavadhyaya (Ch. VID). In spite of vigorous efforts by scholars and researchers
no MS of the A. Bh. containing the missing portion could be found. In this paper
I propose to prove beyond cavil that the portion of the Kalpalataviveka® (KLV) from
p. 286 1. 22 to p. 303 1. 3, dealing with the thirty-three vyabhicaribhavas of the NS
is a straight quotation of the major portion of the original A. Bh. on the Bhava-
dhyaya. As such the major portion of the lost Ch. VII has been restored and scho-
“lars should be happy to welcome it.

~ The paragraph preceding the treatment of nirveda (KLV p. 286) probably explains
1he commentary of Abhinavagupta on the NS VII. 4-5 defining v. ‘bhdva and anubhdva
respectively.* The portion of the NS Ch. VII p. 348 to p. 356 just preceding “‘tatra
nirvedo nama” and the portion which just follows the treatment of the thirty-three
vyabhicaribhdvas from p. 374 to the end of this chapter have been ignored in the
KLV. This omission could be explained in two different ways :—

1 GOS, S:cond Revised Edition, Vol. I, Baroda, 1956.

2 ugEARaHR ATAEAAER] ST AlgeET |

Dr. J. L. Masson and Prof. M. V. Patwardlan ctseive in their recent worl, Santarara and
Abhinavagupta’s Philosophy of Aesthetics (1969) :

«All of the seventh Chapter of the Abhinavabharati but the very teginning has tecen lost, which
is a grzat misfortune, since Abhinava refers to it frequently. It must have been a large and impor-
tant seciion of the A. Bh.” (p. 120 f, n. 2).

. 3 L. D. S:ries No-17, Lalbhai Da'patbhai Bharatiya Sanskriti Vidyamandira, Ahmedabad-9, 1968.

4 One may reasonably surmise that th: Kalpalaia or the Pallava commentry on the Kalpalata
must have quoted NS VII. 4-5 and used the A. Bh. on it for explaining the terms vibhava and
anubhava occurring in Bharata’s rasa-satra; and the author of the KLV is explaining here what is
durbodha (Unintelligible) in thz Pallava commentary (vide infra f. n. 5). This surmise . is based on a
few sienificant words in this paragraph of the KLV : ‘Xérayih’ (p. 286 1. 12) which occurs in NS
VII. 7 and Vazadlyabhinayasahita (vibhavyante) (P. 286 11. 13- 14) Wthh occurs in the A. Bh. on
it (p. 347 1.14) and ‘Vasanzopanzasarmyuktah’ thz V. L. for ‘Sakropangaramyuktah) in NS VIIL 5.
I have not been able to trace the pratikas ‘Pratitihstavah’ (p 286 1. 13), Anubhavan (p 286 1. 16),
and Yzaa (p. 236 1. 19), as thzy are modst probdably parts of th2 author’s own comments in eluci-
dvion o T Kalpalata text (now lost).
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(i) The author of the KLV says he would avoid repeating whatever has been
already said in the Pallava.! So perhaps he is silent on these topics in the KLV.

(ii) The author of the KLV is most probably explaining here Bharata’s famous
rasa-sitra that might have been quoted in the Pallava in connection with the figure
rasavat. For he explains the terms vibhdva, anubhdva and vyabhicaribhdva and then
proceeds to comment on the different views of different commentators of the rasa-
stitra as presented in the A. Bh. So there was nd occasion for him to deal with
these topics. .

Hemacandra, the joint authors of the Natya—darpana (ND) and the anonymous
author of the KLV freely utilise the A. Bh. in writing their own works. A compara-
tive study of their treatment of the thirty-three vyabhicaribhdvas would, therefore help.
us in deciding whether the KLV preserves the original A. Bi. on this portion.of Ch:
VII. With this aim in view I note below in tabular form the identical or nearly iden-
tical or corresponding passages between the KAS and the KLV and the ND and the

KLV respectively :—
Kalpalataviveka
¥1 0T FEWTA O g9 G6gEdeq

Kavyanusasana® of Hemacandra

() ofRd F91-95gEREr FRACAAI-

gz [ guglia¥s] gatewes @
WA, (3. ) -2, 23¥
() B | & = AN | FEAREAA
FoArg AATTST ... a1 = f[Easq
g fras s Bawlg  owER
farar 1-2. %3¢
(5) FWIROTARARL .. ... -1 3o
@) e qaue,  aFEgE S R
I 1-9. R3Y

(3) fawafeaT fga
gafreE 1—2. 23R

Tq el

1 Vide the opening verse of the KLV :

a1 qeey 7 fgq gale Argfgfiysnfy

AT | galaeq a1 wigaei,
aifle g oRadlaa -9, 3¢¢

frmemREd (.. ... 499l aals=ed)
g wa | am B @3 wafafy aaf gz
iy afFwengan AR dealfl oz
& @emaE) | gaq 9. Ale sk 1
d SEAAFRTFEIAANE, |-, 333

21 TR AT ... . . | ST FOgRA

- ASAAESTA 1-9, 333

gPmswieeT fif wa el a9 |-
9. %Y

Ferageataaaa Az o memer gafaf.. ..
AR -3 RR¢

By weazaral aer faFywiszalgna: 1)
2 Szcond Revised edition, Sri Mahavira Jaina Vidyalaya, Bomtay, 1964. )
3 That this incident to be portrayed in this play is vouchsafed by Abhinavabharati :

TaRafmAmAT PERaFSOFRIRETENN auza<et qgl AR a1 7 97 B am-
At B asmscdifales qena merqumedn L. 39 AementiEg: a@bed ... .-

TR (3T 2¢) 9. ¥3R
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(@)

LA

(31

@)
(=)

...... AAFRGEREIATACSEABIRCR
fafaamafear @ | F gy
fga’ A geluiEeE -2 233

.G gEEedr gi: | SEegaEd-
TIAER | "

yREEafR | Bammaens sRT enf
a4 A fAfieedfafaiten -
—9. %¥3

ag: fHéafganaesd gemm: aua-
& | fagl  CRegdenmigaiton
=31 | JEFTARA QEERTTATA Rars
fafierieng: | FAsaeR wfieear-
TPEIYA:  CFRGATRETER TR
[¢ e91F ] FRAFFHIA=TTITRIATIA-
PIET aTEE: | @ 9 Qg 9uA |
gagyaesEr e
efiFnsfi FAERras vy [ ¢ agwa]
fasqumy, | A g- '

“gffer a3 9n g BAgl wiFamd
@i fAofdoRe”- @A 1= 2¥R
TG ITFEAET: | ag qd—
grrerAR, Sgned (AR, ggenR-
WAl | AR | Y g
—TEEAT SRR STAEAARNY g
wfqag earht = areg Al -9, 2%

The Natyadarpana®
g3 amEREsTeEaraie g
Praees 9 QW |- 28Y
. EEZQTAH, | SIRgET  sEgHTw-
fFriT-a EsR—USeargag =S —afi-

73

...... aul AREFRGEITAT @ ROAISDIEAFR
JRgTIfies agafiy a afen fE A_Q
fes WeukasT sfag: =2, %%
aft @ endiat, .. Waaeag enfgar q ¥ [Aafs-
g & A9 a1 mOAtFEAaEsa |
g uq & gAl eqw | frEmoEeE. ..
SR 1-9. 303

g FER [ Rk gymaedt e
ggaen: | GRgl Rwdenmgatng st |
FEFIANN  GEIETAEAE FAgeE |
fnfefaat | TSR whseTISeTEETE
UFHEIREEA e gerERad @ -
SOqAA, SR  AgUEd: | @
T 1A &UA avgataRese Rt
efFRsl FhEFaT wgwen Geom | o9
g afdfr &3@ wi g FBegt  wkese
famaa gemg: 1-9 3% :

‘ . oA
AN AT | 97 AW IPTEIERE |

e AR | gTondela) | wamerRg-
Ay | 3N g BA F &g MaIdaelg
guef: | @ a3 [2 @] Rika-
RN dl...1 39 gIFET SR
RNy AN GEfgAy el =Squnae
Wl -3, 3or—o3

The Kalpalativiveka
@7 g oA fafaEds WA wAeak fao-
qai afiems <3 afgam -3, %%
. TETET ST, AT0 a1 | eI At )
sEqrE: g g aRfi@AT......9. %%

1 The reading iﬂ;q makes no sense. Probably it is a scribal error for T, Vide f.n. 9 infra,
2 Revised S:cond Edition, Oriental Institute, Baroda, 1959,

10
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A-gA: ARSI qquEARfS Ty

g |—9 %o
(€) T FAFWA A A -9 R&o
@) Fefa At @IdsH ArAr gord-
i a6 safgerfen | A7
IR IR g, |
-2 %R]Y
(3) @ fAmasdisa... | 9%l maamEea |
AeT qrpIfSHETaTer 3ty afif-
faeaq erAifia oofag -2, 282

(3) snwf@ earsmiam adfFREs),
WETHAEAST quag somfamass: fig
TIAINE -9, 2§

(T) g’ areay, |, .. @afquaaeTee
g’ ggrEaEy, | @9 anmwa
T gEArTER @ahgy | fake -
fFr—gaqmiEs, qear Aq: R |
YgFRFANHAEAEINSA  J:, 7
g HIIARA gsulaEakar |
-2 (&Y ,

@ ey Bamr 2 R e
figae qENeR 1-2. 28R

@) ufbne afe... ... | FaAS agied
gal SR, L. a6 (SR ] Al
Feafen @ W)
ar 1-9. 2&e

@) mmfdeET g A A gdsa
q o1 amgaEeTsa gRwE 5[ )
-7, 2§32

() FAREAZOFN TAFC | AAGE WA
TR AT -9, 253

Studies in

" FaF At g ee, .. % :3%
coo AGORAR GER: AAEE w0 s
TP, AGEeM: TR AP -7 3%

Y

veno. BT T MEEem @EWE egEfEm
freden: Sofarasy ETEIHIE—ETAITH,
g gwratifE % 9fiE eraEEaETE-
RFTamAlgradT | araer st gdifda:

ams sfy | aRFOETENST RaEer oy |
-9, ’% :

L B G 0it GG I E T R et
ga<d afer azae T afer Gy W
fes gdeufraET s | g A
LU S G101 | A e G
af FaEeTeng el asem -9, 3je

|V guEgTAFET T afafie 83 s g
HTAPE  RETa -7, 399

afiftl | o sfiwaen | Sedememei
e} R RRafea) a1 @) -2, R3]

1 fBmamrer  Reafed fafa a g
FAFET | FATIARGTA -2, 308

AR FgFaed ansfemEEE g
TARAFIIFET T3 |—1. 308-303

1 The printed text leaves out this term. The context, however, demands that we must have this

reading to maks thz sentence intelligible,
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These tables should lead us to the obvious inference that the authors of these
works draw on a common source and to a further inference that their common source
could not have been anything else than the A. Bh. on the Bhdvadhyaya (NS Ch. VII)

.which treats of the eight sthayibhdvas, the thirtythree vyabhicaribhavas, and the eight
sattvika—bhavas. There is another fact, obvious to all, that the authors of the KAS.
and the ND, do not reproduce the definitions of the forty-nine bhdvas, as they are
found in the NS, but adapt them and that they do not fully borrow the comments in
the A. Bh. on them but pick up only such phrases and significant lines from them
as they think to be useful for a clear exposition. On the other hand, the author of
the KLV reproduces verbatim the definitions of the thirty—three vyabhicaribhavas in

the same order as found in the NS and he also gives fuller comments which agree
in parts with the corresponding lines in the KAS and the ND as shown above. From

this fact we may therefore, draw a further inference that these fuller passages, pre-
senting comments on thirty—three vyabhicari-bhdvas, found in the KLV represent the
original portion of the A. Bh. on the Bhavadhyaya. That the author of the KLV
‘borrows this whole section from the A. Bh. should not surprise us if we remembered
. that elsewhere too in his work he has borrowed long sections from the NS and the
A. Bh. (Vide pp 33-40, and pp 101-104) and from the Dhvanydloka and the Locana
commentary of Abhinavagupta on it (vide pp 105-186).

. This conclusion finds strong support in the similarity of language, style, diction
and the method of exposition found in this portion and the rest of the A. Bh. It
is generally true that such a similarity, especially when we speak of post—Panini
Sanskrit writers, is no safe or sure criterion of an author’s identity. In the present
case however, one could safely rely on this consideration. If this portion of the
commentary from the KLV were to be printed as the A. Bh. on the Bhavadhyaya no
one would ever have dreamt of doubting its genuineness. So complete, so perfect is
the similarity, even identity. The references in this portion to the views of Sri-
$ankuka,! Kecit,2 Ghantuka® (? Ghantaka), Tikakara* Bhafta-tota,> Kavikulacakra-
varti,® Anye,” Canakyacarya,® Apare,? Tarkika, Sankhya and Socya (? Sakya) are
such as could come only in the Abhinavabharati.

1 aitEsEn,. 3R RasEE: | a8 | p. 2905
2 ®AsY q AfEdil HH<gEd | p. 206

3 yEIEaEEal, Aty avgF: | p. 208

4 fa9 ARAR f=bEr s@ SFER: | p. 300

5 wgaaed... ... | p. 300
IH A wgdAT | p. 302

6 wazd B sRemia sRgeaswafan R feama’ (Fwdda v.R) kA |

. 300
7 eFa g ofafn &3 au" g fmgl wfema Boes sang: | op. 302 ’

8 dum F-gAwia=a’ gesrred fomd 3fd aga s wSIaERa Gned SrERAlg |
p. 302

9 R g Fead % @g (AFIuig ad: | WA a1 afEFalEaragaETET o1 ared-
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Apart from these considerations, there is an unassailable piece of internal evi-
dence which conclusively and decisively proves that this portion in the KLV preserves
the major portion of the A.Bh. on the Bhavadhyaya (NS Ch. VII) and it is this :

In the course of his discussion whether the nirveda is the sthay? of Santarasa
Abhinavagupta says as follows :
3q FAvAReTETTAR T aRauwetmfteselTRTART | A s —
Ja1 —FA FRSTSAEETTRAD MR | .
aReER Wi gaRfl sEwla: |
FA1 IgAW BFAERD FATFS
mAl R Al Fmge Soaar 11’ sk
afadger Bgeueq WAGA | TEeT adT awAm |
Now, this promised description of nirveda is found in this portion of the KLV :

T o aREEenRERTSE  sRAFARAAAT B SRR e wEhRe: |
QAT Faf | qed B aren gPrgRwgAneraer wafad) e frg o 1 we-
Pl e sl | Fw—

I FEISAZT, ®ORAGT ARR B
gfcaga: QU Zafii@ @EoRiEs: |

Fa1 agatw AFatRd FEgse
T e A P Sued (2 al) 112

On the strength of this evidence® alone we could, without any hesitation what-

seragfzanieFRARuagagedn o O=¢ | RRaRRTeERRT @ aen
i | p. 302

In passing, it may be noted that the term -gjsy in the present context makes no sense. This is

a scribal error for gygq which reading eminently suits the context. Abhinava elsewhere speaks of

Qﬂﬂ]ﬂ]ﬁ (Ugg). Vide A. Bh. XXII p. 164.

1 A. Bh. Ch VI pp 334-335.
2 KLV, p. 287.

3 There are two more statements of Abhinavagupta promising to discuss the matter at length
in his commentary on the Bhavadhyaya :

(i) FegeaER = Arrgae amie g e i | gass Asal
EEIEE (A1, WL -0 [¢ w-u]) @A faay FwwH: |
: (—A. Bh. Ch VI, p. 291)
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soever, assert that the KLV (pp 286-303) preserves a major portion of the A. Bh.
on the Bhavadhydya (NS Ch. VII) which is presumed by Indologists as lost.

'

(ii) TR A= afraE =) @TE... . e Ggr G (ArAmE, e-2o
[¢ o~ af; 3. 3¥R]) s sgmm: |

—A. Bh. Ch. VII, p. 345
The KLV, however does not treat of these two passages from the NS. Naturally, we cannot verify if
the KLV has presented these promxsed discussions.

Again, in the A. Bh. on NS Ch. XXII pp. 152-153 Abhinavagupta states that the nature of sattva
~has been explained at great length in the Bhavadhyaya (and Rasadhyaya). This portion, dealing with
sattva and sattvika-bhavas, however, does not find place in the KLV, probably it was dealt with in

. the Kalpalata-pallava. The discussion of this topic in the KAS (pp. 144-147) is possibly based on
this portion in the A. Bh. on the Bhavadhyaya, now lost. This guess is hazarded on the strength of
a few significant phrases common to the A. Bh. and the KAS. Compare for instance :

g oIfiE &3 FFm @l AR | & o9 samEeR | aF 9 9
& Ra-—afEniRafa a9 &3 @ wEenseineas fReg 1
) A. Bh. III. 22 p. 152
FAFAEN 9G4 A & a3 FEfaw | eFm g RgadEna Re @ifew |
A. Bh. 22 p. 153
and 3 (afsFTEE) T SUREETREREIRAT... ... I
KAS, p. 144
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THE CONCEPITION OF SANDHIS IN THE SANSKRIT DRAMA

To understand the conception of Sandhis in the Sanskrit drama it is necessary
to know what is itivreta, arthaprakrti and avastha.

Itivreta® is the subject matter or story of the play. It is called the body of the
drama,? while rasa, its soul.® Itivrtta is twofold : adhikarika (main or principal) and
prasangika (subsidiary or incidental). The adhikdrika is so called because it is con-
nected with the attainment of the ends of the hero. The prasangika ‘serves as a
means towards the fruition of his aims,” and incidentally attains some end of its own.
It is twofold* : pataka (an episode) and prakari (a mere incident); patika® is-con- -

1 Itivrtta, katha, vastu, and sarmvidhanaka are synonyms meaning ‘a dramatic plot’ or ‘a drama-
tic story’.

2 gfEs g arger g afgifdag | NS XIX. Ta.
3 {aqmﬂ ;:"gqfafq: | ND. P. 55 and e GRAT a&qﬁ'jﬁq—zﬁ: | Abh. III. pp. 1-2
Pandey erroneously takes ﬂﬁ(lﬁqﬁaﬁk as a Gen. Tat-purusa instead of a Bahuvrihi when he

says....“just as it is the soul, which is primarily responsible for the manifestation or appearance of
the body, so it is the basic mental state to which the plot....owes its being.” P. 378.

According to the Indian theorists, as is clear from the metaphor used by them, the dramatic story
is subservient to the production of the sentiment. They, however, demand of the dramatist that he
should not make the plot too disconnected by an exuberance of sentiment nor should he overwhelm
the scntiment with incidents and events. Dhanaijava says for example,

7 =ifRed aeg ¥ ol a3q |
@ @ A AREemgETegrea: || DR 1IL 32
and Visvanatha : gp\edq (U914 4 quaq;@;‘ﬂ; | SD. VL. P. 314. On a closer thought it would
seem that the itivstta is inseparably fused with rasa. .
4 mafFEall EIRNRERfAafag | Avaloka p. 4.
5 The etymological interpretation of Pata‘tki' is given as follows :
WIFAEEROAIAHAgATIZIFIRTR | Avaloka p. 4.
...OfefFmEeRgEnd w@Fa garg | ND. p. 43,
. AR AR EEEgeReRy @ fegan: | Abh 1L p. 15,
FARARIAEA qqF FIRFR Al a%s S DAl aum IR syt
AP aFeRg gHEl | NLop 8.
6 The etymological explanation of prakari is given as follows :
gEA’ 0 EEnatAdeE SOA gFQ | Abh. 111, p. 46.
OF gEIFAFARAT I @t S93[ ar gwe | NL p. 9.
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tinuous whereas prakari® of short duration. The definition of the prasangika® given by
the DR would lead us to believe that even the prakari has its ‘svartha’ (own pur-
pose). But the NS. emphatically states that it is ‘pararthdyaiva kevalam (meant to
serve the purpose of the hero).® The Abhi. and the ND. while distinguishing between
the pataka and the prakari, emphasize this aspect of the prakar?®. According to them
a patikandyaka is an ally of the hero helping towards the fruition of his aims but
attaining some end of his own through the co-operation of the hero. A Prakari—
ndyaka only helps the hero in some way.’® The NL. records as the view of some
that patdkd, in a broad sense, means the doings of the upandyaka.* These definitions
of paidka excellently suit some cases, e.g., the account of Sugriva in Rama-plays. In
many cases, however, we notice a lot of confusion. among the commentators as to
what constitutes pardka in certain dramas. Visvanatha looks upon the doings of Bhima
in the Veni. as patakd, the NL. regards Karna-carita in the Veni. as patdkd. The
overthrow of Malayaketu in the Mudraraksasa is considered by some as pardka. Bhima
is looked upon, and rightly so, as the hero of the Veni, by many modern commen-
tators. Karna and Malayaketu are no friends of the heroes in the two dramas—they
actually side with their rivals. In such cases we have to extend the meaning of pardka
so as to include the doings of the persons that even indirectly help the hero in
attaining their goal.

The BP., however, says that the prdsangika is three—fold? : 1 pataka, 2 prakari
and 3 patakasthdnaka. Other authorities treat of patdkdsthanaka immediately after
pataka with a remark like GIFITEFT GAFEAATE &gaRAly | They do not call it a
sub—division of the prdsangika, and rightly so. For a scrutiny of the definitions and
examples of the varieties of the patdkdsthanaka shows that it is nothing but a part
of the adhikarika skilfully arranged so as to suit the particular context as well to
foreshadow some important event connected with the main plot, whether imme-
diate or distant.*

g ARFEAT g garEdEa: |
amis afAEe Saey g || B Peop. 202
7 mafgF quder enal geg gaga: | P4
And pataka and prakari.arc but the sub-divisions of the prasangika.
8 NS. XIX.+25.
9 IURIA (¥G:) B enafefezn: wakiew, walfma | 1@ ww, s S |
ND. pp. 41-42.
10 For example, the incident of Jatayus in Rama-plays.
1l o7 qAIFIITEAFANGRT EIRGIATERT |... STAMHA AT TaRTee] 3 Baa
ar 9qwl g9l AREEE] masgaReialefensaRsfi | NL b 9
12 grafFwfyg aeg q1z% walk Bar

GAFITFOGRAAIFIRLATAFFALT || BP. p. 201
* We are overlooking the threefold classification of Itivrtta into legendary, invented and mixed
subjects, as it is not of importance to our purpose here,
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Now, there are five artha-prakrtis : 1 btja 2 bindu 3 patdka 4 prakar: and 5
karya. The bija (seed, germ) is the cause of the kdrya (phala, fruition); it is at first
indicated faintly, but it expands in various ways and ultimately ends in fruition.3
The bindu (prominent point, expansion, recoliection of the motive force) helps the
resumption of the main action of the play when it seems interrupted by some secon-
dary incident™. The pataka and the prakari have already been explained. The Karya
(sddhya, phala, parama-prayojana) of the action is one of the three ends of human
existence—duty, material interest or love or two or all of these. It is the desired
goal of the hero. With this in view the beginning is made. All the upayas (resources)
are concentrated for attainining it5%.

These five artha-prakrtis are interpreted by many theorists as the means of the
final attainment of the ends of the hero'®. This interpretation eminently agrees with '
the nature and definitions of the first four artha—prakrtis: The hija is called ag (Emf[)-

?3: (DR, FGET Fod, (RS.), FWa19%F: and the bindu is called.... fF=83FruM_ (DR.,SD.);
patdka is 99F€] 39FRF I, and prakart is quaigd @Y (NS.). But is appears, at

13 @ARE: FIENF: JERAEF Fead ghRe: dsagdiey |—Avaloka, p. 5.

14 SFeFEEAl-am qaauaTer BEa3sh gaw sumEali=aeRg: | ey ofifda: |
NL. pp. 7- 8

IAAFEAARIFTAGRAT  e7aq4 af ma&s—qﬁmmmmcmﬂm mwn AR ...
f?q,.p-- l ND p. 46.
SAFAUARER fFgdaFnm, | DR p- 5 SD. p. 315
F91 TATA-SAFRINSAAF ISREnd) SN o srramieg: | Avaloka, p. 5.
qg1 CAFRNH-FA TIARERr) FaafEdt 6. emrRie 3g: | SD p 31,
FAFRINA (AHEIEARA) RiRg-aeneafaer disea ga: ga’arq Reg: |-Dhundiraja
(Telang’s edition of Mudraraksasa, p. 82). ' ‘
The bija (or the prayojana) is thrown iato background by somz secondary incident. When that

incident is over there szems an interruption of or break in ths course of the drama. The bindu sets
it (thz course of ths drama, dramatic action) into activity again by making the hero etc. recollect or

remember the main driving force.
Various etymological explanations of the term blndu are given :

(1) frgs™> Fefirgamaifag | Avalok p.S
() frzRa Alsarmald qwal T sefeg: q’aq;;.—asq:aq.ﬁmﬁaﬁqla. ——
ghessaly quafeg: | NLop 7 _
() Sefrgia Rigeaegs fem R | ag0w 95 Aedl Regfafda “ RS. p. 210,
(15) =@fad g 3 araarRa) aFagega: |
aqey’ g afega awd B gmag | SD p. 317
(16) a1 B2 qe7 9FAT IWA: TR TAG: .29 o@hrEad: 109 RarEr |
Abh, III p. 12 and meg %aa: B | G GeTaTEn %ﬁﬂ' Sa— ND. p. 11,
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first sight extraordinary that the karya should be designated as a prayojana—siddhi-
hetu, a means to the end when it (the karya) is itself the end!’. This contradiction
would disappear if we do not lose sight of the fact that it is the main drive for the
hero’s action and as such a means to the end (Phalasya kadranatvam ca icchadvara).
The SD, gives, however, slaying of Ravana as an example of the karya. Taking a clue
from it one may say with the killing of Ravana, Sita’s recovery is as good as achie-
ved which is the fruition of the bija. Thus kdirya may be taken as the event imme-
diately antecedent to the final fruition (phaligama).

The Abh. and the ND. interpret kdrya to mean various resources physical and
mental®®. If this meaning is accepted there is absolutely no difficulty in looking upon
Karya as prayojana-siddhi—hetu. But this meaning of Karya as ‘@i f5@@#10’ is rather
unusual and even -the Abh. and the ND. not to spzak of other theorists, take the
term Karya to mean phala or sadhya in thc treatment of avasthds and sandhyangas.!

Some theorists, however, take the arthaprakriis to mean ‘parts of the story or
- elements of the plot.” The RS. clearly says that the Itivrita is fivefold, and enumerates
the bija etc., as the five divisions??. Bhoja, and Saradatanaya too, look upon them

17" Faced with this difficulty, Prof. K. H. Dhruva in his edition of thz Mudraraksasa says : “q;ﬁ
o . . o o s (o] :

denotes the object of the play which is qa, 3 of FId; see DR. 1. Iﬁ—ﬂq f\qqm j It is to

be” distinguished from qﬂﬁ meaning fruition which is one of the five phases (ag‘iqg;fa) in

which the object is successively presented to us concurrent with the five stages (Bﬁfall). There is,

however, no evidence given to support such a view. In fact, the DR. defines the patiaka and
the prakari under Itivstta, then (its phala-) karya, then ( its sadhana- ) the bija and the bindu

and (remarking ‘zaiq} GAIHT TEFIIFAH FHIgqEEEE | (it) sets forth the five artha-
prakrtis in due order. From this it is evident that there is no reason to believe that q;]f‘ the

object of the play, is different from q;‘ﬁ, the SgFy.

18 17 Folaqg wAieaq 99 | Abh. IIL p. 12.
m\ea gﬂ'qagaﬂﬁ ’°BI§I‘{ | ND. p. 47 and the gf\:a' on it.
19 @sgrafamag sigAq s fiqweer adleanmay, gag: | Abh. p. 55,
SoeEg FATa TG 3R, .90 CATTSASIIEIFTTEGIEZ, d97%, | Abh. p. 57.

FTIET TqAFET | ND- p. 52,
FIy aeIEey ND. p. 105.

20 gF=afdEa @EfR: o9 aRefdam |RS 11 7b.
wauFds: AsAfiERe i Fua | FosdErmai Aeusea: |

as quoted by Kumarasvamin in his commentary on the PR. (p. 104).
2 9FIA: 959 FAWTET AT | '
ud Faigdwen waa: ofidifdar: 1) B- P pp. 204-205.
11 '
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as elements of the plot. The treatment of patdka and prakari at the hands of the
authorities clearly shows that these two are nothing but divisions of the prasangika
or anusangika plot. The bija, the bindu and the karya are, then, obviously elements
of the adhikarika plot. On a closer thought it would appear that there is no essential
difference between the two interpretations. The whole itivrtta is the means to the end
(Karya or Sadhya or Parama-Prayojana) kept before his mind’s eye by the dramatist.
Looked at objectively, the dramatic plot admits of these five divisions or elements.

Y

The Five Karyavasthas

1 Arambha or prirambha (Beginning), 2 Yatna or prayatna (Effort), 3 Praptyasa
or praptisambhava (Possibility of attainment, Prospect of success), 4 Ni‘yatﬁptiy or
nityata phalaprapti (Certainty of Attainment or Success) and 5 phaligama or phala-
yoga (Attainment of the Result or the object of desire) are called the five stages in
the development of the action.

Arambha is the desire to attain the end aimed at by the hero: Yatna is the deter-
mined effort to secure the end. Praptyasa is the possibility of success having regard
to the means at hand and the obstacles in the way of attainment. Niyatapti is the
certainty of attainment, if only some specific obstacle can be overcome. Phalagama is
the final attainment of the objeet of desire.

It is easy to see how each preceding stage leads on to the succeeding stage,
These five avasthds occur in the order in which they are enumerated®. The names and
the definitions of the five avasthas make it abundantly clear that the avasthis are
primarily the mental states or attitudes of the hero with reference to the end aimed
at (Karya, sadhya, prayojana, phala) by him?2 It goes without saying that these
mental states are followed by appropriate action or activity or movement both verbal
and physical. Thus the five avasthas which are vitally connected with the hero repre-
sent a subjective analysis of the development of the main plot.

The Abh. mentions a view which rcgards the artha-prakstis as elements or parts of the story :
3 g -—31?5@ GHEIEIFAT=IEY IFHad: qﬂ?{ﬂomqqanﬁ@oar sfqﬁ!@aq: | Abh. III. p. 12,
The NL. seems to support this view when it says : I q ArFER q;a';qu VF{fEET '
qArfiggeg: (alEET 59 9%a%: WA wasg | P 6.

21 Saamor B sanmees: S aREa ) e semiierR s |

’ * ND. p. 49.

and gqena B FAer aegen weifhy: | |
TAREAIFHOT Al ARy @ || NS XIX, 14,

22  JgiErEs Of NIV, INFIETEN: NI FrrIEaTE aqqa: | ND. p. 49,
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These five avasthds are invariably present in the Nataka, the most perfect of
forms of drama (and the Prakarana and the Natika), ‘but in the Vyiyoga etc., all
these need not be present??. But obviously in any type of drama the first and the
last must occur.
The Five Sandhis :

Bbarata does not give us a general definition of Sandhi (dramatic juncture) but
proceeds to define each one of the five sandhis straight away. Later authorities define
it as “the connection of part of the (dramatic) story linked together by their contri-
bution towards the same end, each part having its own secondary end?t. The DR.,
besides giving this definition, lays down that the five artha-prakrtis joined to the five
avasthas respectively give rise to the five sandhis beginning with Mukha (Opening)
etc. This view is followed by the BP., the PR. and the RS. It is not unlikely that
in enunciating this view the DR. had in mind the text of Bharata®® which lays down
that like the five avasthds the five artha-prakrtis should be used by a dramatist. The
fact that the avasthas occur in the order of their enumeration and the use of the
word ‘yathavidhi’ must have tempted the DR. to believe that the five arthaprakrtis
too, occur in the very order in which they are mentioned?s. Naturally, he evolves the

23 99@ g9 GaEFE ( HERIAE)  SEEHEAR. .. | AT FrFEMARY  THRO-A1RFH-
oglly S FEE: ) A AR dueEn SEEeEal q e | ND. p. 49,

24 aﬁ%%ﬁéﬂ?ﬁ: afg: wHigd &g | DR.p. 6
oHA SRR FaimAmTERESAIsTeERT: afg: | Avaloka p. 6. .
et el g aea sR emeT e s @ |
Abh. 11I. p. 23.
IR aFafeg’, 3% srdiai argeaAf gif e, agfy | Abh 1L p. 31
R weR Farafal @92 | 39w ediadsal: we@miE eegm: | NL.op. 20,
THFATfATES Uy gAE: |
SARIIFFIAE G giRafeER || BP. p. 207.
25 3zR3g FuEcan esaRenREE: 3@ |
FfIFda: & qm AMRF AW |
" dls fFg: wE 9 g FEdT = |
NYIFAA: T TN Ao Al || NS, XIX, 19-20.

26 Even the Abh. says : gy disal quifAfy sfy aEmEfd RrageRarasafag gadl: |
' HI. p. 12.

Here Abhinava appears to nod, for later on he emphatically states : q gé—-—,‘ gn;qlﬁzﬁ: aqi-
HIFaAIsh | 3 g aer ArEer INaTERERNT FsdRREmRE R s, sy
WA IR, TI1 EWARIGHATRAT  dweR R (2 ur) sReRa)
T | f9-frg-Fratinn g @Aty | ansf g gumgrEa: | Abh. 101 16 on NS XIX 26-27.
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doctrine that each sandhi rests on an avasthi and an artha-prakrti. This doctrine does
not stand to reason, for as pointed out by the Abh. and the ND., the pataka or
prakari, or both of them, are not indispensable elements in the Nataka if the hero
is capable of attaining the object of desire without external help. Even in the absence
of the patdka and the prakari we do find all the five sandhis in ‘the drama. The
definitions of the five sandhis as given by the NS. show that the five respective san-
dhis essentially rest on the five respective avasthis and the progressive development
of the bija. The DR., too is aware of this fact when it says that patdika may or may
not occur in the garbha sandhi?” and remains silent as to the place of prakari in ’
the avamarsa or vimarfa. It would not, therefore, be proper to accuse the DR. of
misrepresenting Bharata. Instead, in fariness to Dhanafijaya, his statement—which
makes each sandhi essentially rest on one avasthd and one arthaprakrti—may be looked
upon as a description of mechanical or ideal perfection to be wished for rather than
a strict doctrine or a rule to be adhered to.

As already said, the sandhis are the structural divisions of the drama which cle-
arly and closely correspond with the avasthis in the hero’s realization of his object
of desire. The classification into (thé five avasthas and) the five sandhis is intended to
help the dramatist to achieve the unity of action or impression.?® The five.sandhis are
defined as follows :-—

That part of a play which contains the origination of the bija, thc source of
several incidents and sentiments, and corresponds with the prarambha avastha (Begmn-
ing) is called Mukha® (Opening).

The ND., which follows as a rule the Abh., says : EETZUHQWWT qrEagai @ﬁ q"(afa-gamqffﬁy
T CAOEE, SEENET g @IEEFRTAERA] a1 8 % SR 3y | P 47 and
awﬁzﬁﬁﬁ faraFq: aqgmaeenfag ar | po 4

27 agg...... QAT &I F1 SrfganTE: |

Haas is wrong when he translates : (In it) there should be an Episode (pataka), or (else) there
should not be Prospect of success (prapti-sambhava—praptyasa). What the DR. means is this :
In the garbha the pataka may or may not occur but the Prospect of success—the third avastha
shall occur.

The BP. prescribes that in case the pataka does not occur in the garbha the playwright chould
employ the bija or the bindu in its place :

sk fag: @fdises a1 qafag | p- 210,
28 The author of Mudraraksasa has this unity of impression or action in mind when he writes :
aq HREe gsfgaTrsemmgRs=fiags | Telang’s ed. p. 265.
29  Abhinava gives the etymological interpretation of Mukha as follows :— °
SRBReErgERa ey | UL p. 23

NS. XIX. 39, SD. P. 320. For reasons of space the illustrations are not ‘given here for which
see the DR, the Abh, the SD. etc., and the sixty-four subdivisions of Sandhis, infra.
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As regards the pratimukha the theorists differ. According to the DR. (which the
SD., the BP., the PR. and the RS. follow) that part of a play which represents the
development of the bija in such a way as to be perceptible and imperceptible by turns
is called pratimukha¥® (Progression). :

Abhinava, whom the KS, and the ND. follow, interprets the text of Bharata3!
to mean that the part of a play which represents total manifestation of the bija that
is shown in the Mukha to be seen and then veiled, as it were, by some secondary
incident, is called pratlmukha31

That part of a play which represents a further stage in the development of the
bija which the hero gains and loses by turns and which he frequently searches, every-
time it is lost; is called garbha® (Development).

" The authorities differ regarding the definition and mlerpretatlon of the fourth sandhi
avamaria or vimar$a. Bharata’s text® is very knotty, defymg as it does, a satisfactory

30 exmeRTEAIENTEE afdad \aq |
fFgaragnmeFFaE qa]y || PR.p 11

.31 aﬂa@@ﬁé g% gzAsia Faflq |
gEgEeq @99 45 Sfgm egag || NS XIX, 40,

Abhinavaa notes in his commentary the views of other theorists, criticises them and gives his
‘own. He interprets the text thus :

Asedgzy a1ad FAGY WA a8 Tall PRRERIqeRE dem fikeea deengg-
SEEAY, |...28 A8 TN aEE eaed bE A, SR aniEwREs Jesded-
FRARA ARG A anieRieE B divdw aqsormageaied gfiRa
TEAGTH, | GET THASAEE TN A, WA U FOFHANd g aek, aNeHEA
a599 FaraweLy awhgesy | TH. pp.24-25.

Aiahinava gives etymological explanation of gﬁﬁ@ as follows :

aRafEEdd adisy gk | wugaEd R esAsgemifagay | 1L p- 25
and ND. ; gmeqiifgedq daqd g gfae, | P55
In the word~qf§‘§@, ‘qfg’ has the sense ° favourable to™

32 It is so called as it contains the fruit as it were within itself :

Foeq milEog g SD- p. 320
mf?mmmcwazwamaa Feed haEr | Abh. 111 p. 25,
qzFeq Aerenq my: | NL p- 30

33 anfafiradisnal Gewasdisaan |
KgegEasy ifd @ ﬁqga gy &g || NS XIX. 42,
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interpretation. Abhinava quotes different views as to the nature of avamarfa®. Ie
himself holds that vimar$a is ‘sandehitmaka.’ He argues that even after sambhavana
(or possibility of attainment) sathéaya is possible when some unforeseen obstacle
appears in the way of achievement of the desired object. The hero reflects over the new
situation and realizes that he can attain the end if he surmounts a specific difficulty.
He takes courage in both the hands and does his best to surmount the obstacle. This
obstacle may be caused by a curse or anger or selfishness or temptation.

The KS. literally borrows one of the passages quoted by the Abh\ to explain
Bharata’s definition of vimrsa :

That part of a play where the bija about to fructify loses its progress and seems
to return to its original state on account of interruption caused by the wrath of _the
opponent or selfishness of the rival or some calamity like a curse etc., is called
vimar$a®. The word vimarsa is here taken to mean ‘vighna’, the bija as the bijaphala
and artha as nivrtti. The definition as given by the SD. is however, quite
unambiguous :

That part of a play where the bija (lit., the principal means to the end) has de-
veloped further than in the garbha and faces some obstacle due to curse and such
other reasons is called vimarsa.

The concluding part of a play where the incidents and events which occurred in
the first four sandhis and which contained the bija and were distributed in due order
are brought together to one end is called nirvahana®s.

~ In connection with the five sandhis Jagirdar remarks that Bharata has done
nothing great except coining some technical words. The five stages of development
mentioned above (i.e., the five sandhis) are just the five members of a syllogism in

34 See NS. 1lII 42 and Abh. Pp. 26-28. The Avaloka paraphrases avamarsa as avamarsanam® .

paryalocanam—reflection.

35 KS. p, 454. The word artha has several meanings of which nivrtti is one :
o N .
srefsPraegesfagfay | Amara 1L

36 Not nibarhana as suggested by Hall. For Nirvahana which means “carrying to the end’, com-
pletion’ is the proper word here instead of nibarhana which means destruction.

Dhruva, it may be noted in passing, names the five sandhis thus : the initial division (mukha),
the pro-initial division (pratimukha), the medial division (garbha), the dubious division (vimarsa)
and the completive dlvision (nirvahana).

Pandey says that “These parts of the drama, following the analogy of the human body,
have been called, as for as possible, by “those very names, by which the parts of human body
are called. The first part for instance is called Mukha, the second Pratimukha and the third
Garbha.” This is unconvincing since pratimukha is no part of human body, and there is no
sequence in them which is to be found in the -sandhis. :
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Indian logic®’. He tries to establish parallelism between them, which is faulty
and unconvincing?®

The analysis of the dramatic plot into five sandhis is- given by the theorists to
facilitate the dramatist’s task of plot-construction while that into five arthaprakrtis is
simply an objective one irrespective of the dramatic structure. It will thus appear that
Keith is not quite correct when he remarks : “the classification of elements of the
plot (i.e. arthaprakrtis) is perhaps superfluous beside the junctures: (i.e sandhis).”®®

All the five sandhis occur in a full-fledged drama (Nataka, Prakarana and Natika).
In the Dima and Samavakara the juncture.vimarfa is omitted; in the Vydyoga and
the Thamrga the garbha and vimar$a - are omitted; in the Prahasana, the Vithyanka
and the Bhina, the pratimukha, the garbha and the vimar$a are omilted. But in any
type of drama the first and the last sandhis are invariably present.

The pataka being a continuous, though incidental vrtta, is credited with anu-sandhis
which are to be less in number than the sandhis. The prakari being of a very short
duration is to be without any sandhi*®’. Keith remarks that even the incident is per-
mitted on one view to have incomplete junctures He refers here to the text of the
DR : waffa g 83 | Avaloka explains w@fd as aqi‘r{uraﬁq. The ND. is explncnt
on this point and denies any sandhi or anusandhi to the prakan

37 Drama in Sanskrit Literature, p. 119.

The author of the Mudraraksasa, it may be pointed out here, successfully establishes in Act
iV. 3, a comparison between a minister and a dramatist; and in Act V. 10 between a king and
a disputant. -

38 The sandhis number five, so too, th2 member of a syllogism; the last member of the syllogism
is called upasamhrti (or upasarnhara). Here the parallelism ends. At the most one may extend
it in the case of the first sandhi. But by no stretch of imagination can the pratimukha, garbha
and the vimaréa be equated with hetu, drstanta and nigama. Then there is nothing in the nyaya
to correspond with the sixty-four sandhyangas. .

39 Sanskrit drama, p. 299.

Abhinava, in the course of his exposition of arthaprakstis, accepts the meaning of ‘means
to the end—phalahetus’ and rejects the meaning of elements or parts of the plot. He advances
the followmg grounds for rejecting the second meanmg

(=7 g — e ARSI TET SR TEE] scmqa:aa —) Tasq
e ARlE 9Fd AR | eradlamiy geEkean enen e, sﬁzﬂﬁa = ag-
arear | @9 sl 39 umaE sf ara'acaszmamqﬁf Fq €@, s‘qarwrﬁm g quA-
m endfy fdmam | UL ope 12,

Abhinava accepts the classification of arthaprakrtis in the sense of ‘Means to the End’. He
rejects it in the sense of elements or parts of the plot’—as then the sandhis too will be artha-
prakrtis. What has been said above will obviate this difficulty.

40 qFIEer SarEafEFsht sgafaieraeregns: el o aFafag: 1., aeateg
aFASA eRIEReN ScqgararEIT ARy | Pp. 48-49,
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The five sandhis are further subdivided into sixty-four sandhyar‘lgaé. Bharata lays
down, among other things, that a dramatist should compose a drama having 64 san-
-dhyangas. Some theorists take this rule literally and demand that every drama must
have all these 64 angas; others, however, take a saner view and interpret it to mean
that a dramatist should use only such of these arigas as are essential to his purpose. The
author of the RS. proudly declares that he has illustrated the sixty-four sandhyangas
from the Bala-ramayana.’ Dhundiraja, the learned commentator of the. Mudraraksasa
points out these from the play. : .

The Abh. and the ND. clearly say that 64 angas are possible but they need not
necessarily be used in every drama.*? The Avaloka and following it, the ND and the
SD. lay down that six, five, four and five angas of the first four sandhis respectively
are pradhdna or avasyambhavi. About the angas of the nirvahana he does not specify
which of them are pradhana implying thereby that all of them are pradhadna.’®

The Sixty-Four Sandhyangas (Sub-Divisions)

The-dramaturgists lay down that the dramatist should 'select and, if necessary,
modify the story of his play, to suit his hero or the ruling sentiment of the piece.
After determining on the beginning and the end of the play he should divide the
story into five parts (sandhis) which, in turn, he should split into sub-divisions
(sandhyangas). The first sandhi admits of twelve subdivisions.

(1) Upaksepa* is the sowing of the bija (seed, germ). In the Veni 1.8 Bhima
emphatically denies the possibility of the Kauravas ever resting in peace as long as
he is alive and thus suggests the train of events to be afterwards developed and the
governing sentim:nt, namz:ly, the vira rasa, of the play,

(2) Parikara (Parikriyd) is enlarging or amplifying the bija which . is indicated
earlier. Bhima hurls defiance at his brothers. They might bring about peace. He was
firmly determined to break it as soon as it was effected (Veni L 10) This strengthens
the idea already suggested that war is inevitable.

41 =geBFemaaRkar oS |
ofia o wgiatermn &= || 11 78

42 AFR TEEAFEIAOR I7 @HAGARNEE A g Faa; | Abh TILp. 37
43 of PRYFIRAN atoaal g9l | ND- p. 104

44 Excepting thz PR., the RS. and Dhundirdja, thz commentator of the Mudraraksasa, no other
authority tries to illustrate these sixty-four angas from any one play. The illustrations are usually
drawn from plays like the Ratnavali, the Veni and other later plays. Presumably, the authors
of thzse plays were under the strong influence of the rules of the dramatic science and consciously
wrote thzir plays in conformity with these rules. That is why tho commontators like Dhanika,
Abhinava and the like cite passages from these plays as illustrations.
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(3) Parinydsa is describing very clearly and beyond any shadow of doubt the bija
of the play that was indicated and enlarged before.*> Bhima asserts that he would
surely break the thighs of Duryodhana and braid Draupadi’s hair (Veni L 21). Here
Bhima unmistakably declares the ends aimed at by him. .

(4) Vilobhana is the mentioning of good qualities (possessed by the hero or the
heroine). Draupadi tells Bhima that nothing is impossible for him to accomplish when
he is enraged and thus pays a handsome tribute to his heroic strength, and expresses
confidence that in his war. against the Kauravas he would certainly gain victory.

(5) Yukti is establishing the propriety of a particular course adopted to achieve
the ends aimed at.**Yaugandharayana has introduced Sagarikd to the queen, merely to
put her in the way of the King, that he may see and love her. The course of the
drama is founded on the result which follows as anticipated by Yaugandharayana.

(6) Prapti (or prapana) is the attaining of happiness*” (either by the hero or
heroine at a particular occurrence). Bhima is thus happy at Krsma’s failure to settle
* the feud peacefully. Again, Draupadi is overjoyed to hear from Bhima that he is
capable of fulfilling the vows of destroying the Kauravas etc. and that he would never
be a party to any peace which Yudhisthira might effect (Veni Act I. 15).

, (7) Samadhana (samahiti-ND.) i§ the complete unfolding of the bija which earlier
was only hinted at.*® Venil. 24 unmistakably points out how the anger of Yudhisthira,*®
the source of the destruction of the Kurus suppressed so long, is now violently stirred
and is working in all its fury against the Kurus.

(8) Vidhana is .what causes both joy and sorrow. Bhima informs Draupadi of
his intention to set out to slaughter the Kurus. She is naturally glad to hear this as
Bhima would get an opportunity to avenge the insults heaped on her. At the same time
she is overcome with fear and nervousress as after all he was to participate in war
and therefore, very naturally she bids him and Sahadeva, too, take care of their lives
against the enemy. '

" 45 These three sub-divisions should occur in the order of their enumeration. In the Veni they
do. It ie, however, to be noted that prapti and yukti intervene parikara and parinyasa.

" 46 ‘“Resolve (yukti) is the determination upon purposes.”—Haas. Settling the issues is called
Decision (Yukti)—Ghash. ‘It (yukti) means the connexion of purpose and result.’—Wilson.

47 The NL. defines prapti as E@Tﬁ%’q ngqqq a1 uifta: | p- 26. Ghosh favours this defini-

tion when he translates the definition in the NS. as ‘Summing up the purpose of - the Opening
(Mukha).” Excepting the NL. all authorities read ‘sukhartha.” The illustration given by the NL. is

the same as cited by the Avaloka and the SD.
48 The Abh. (IIL. pp. 30-40), the ND. (p. 62) and the SD. (p. 326) point out that the bija
which was indicated before is here developed by relating it to the hero.

49 Yudhisthira is traditionally regarded as the hero of the Veni.
It may be noted here that the Avaloka cites this passage to illustrate Udbheda. It quotes Veni

1. 21 to illustrate samadhana which is, however, cited by the Abh. and the SD. to illustrate parinyasa,

12
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(9) Papmibhavana : Words full of curiosity or wonder on finding something extra-
ordinary constitute paribhdvand. Draupadi, who is doubtful whether war would break out
between the Pandavas and the Kurus hears the war-drum that was being beaten
loudly and repeatedly. Naturally she is struck with wonder and asks Bhima why it
was thus being beaten. '

(10) Udbheda : According to the NS., the Abh., the ND. and SD., Udbheda is
the sprouting of the bija.? Bhima’s declaration of his determination to kill all the
Kurus and not to see Draupadi before doing it (Veni L. 26) illustrdtes it. '

Aczcording to the DR., it is the disclosing of something previously hidden, Sagarika
thus learns through the words of the: bards that it was not the god of love whom
the queen worshipped but Udayana the king for whom she was destined as a bride.
As already said, it cites Veni I. 24 also as an illustration of Udbheda.

(11) Karana (Karana—NL.) is the beginning made (by the hero or the heroine)
to accomplish the object of his desire. Sahadeva and Bhima thus announce at the
close of Veni I that they are proceeding to fight a battle against the Kurus.

The ND. sets forth the view of some theorists that Karana is the allaying of
calamities. It is brought about by benediction or the like. Draupadi’s benediction to
Bhima—‘‘May bliss attend on you, as on Hari prepared for battle with the asuras™
illustrates this. .

(12) Bheda is the exit of the characters from the stage in pursuance of theijr
respective ends, Bhima thus at the end of Veni I. addresses Draupadi, asks her not
to be anxious on their (i.e. his and Sahadeva’s) account as they are experts in war-
fare, indicates their readiness to join war and leave the stage. This is how the Abh.
and the ND. understand Bheda.

The DR. defines it as ‘the heartening up’ and cites the closing portion of the
Veni I. as an illustration. Here Bhima cheers up Draupadi, who is overcome with
gloom, by pointing out that the Pandavas are well-versed in the art of war.

The SD. defines it as ‘a breach of union’. It quotes Veni (p. 9) where Bhima
speaks of breaking his alliance with his brothers as an example.

The ND. mentions yet another view which regards Bheda as the political expe-
dient of that name whereby the adversaries standing in the way of realizing the aims
of the hero are estranged.

Of the twelve subdivisions of this sandhi the following six must always be used :
1 Upaksepa 2 parikara 3 parinyasa 4 yukti 5 udbheda and 6 samadhina.

The mukha sandhi is well illustrated by Veni I. where the bija is seen in Yudhi-
sthira’s readiness to declare war on the failure of Krsna’s mission of peace. Bhima’s

50 The Abh. (ITI. p. 41) and the ND. (p. 32) particularly note that Udbheda does not mean
Udghatana, which is connected with the pratimukha sandhi.
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eagerness® to fulfil his vow of breaking the thighs of Duryodhana and braid Dréupadi’s
hair is prominently seen in the whole act.

The pratimukha sandhi comprehends thirteen sub—divisions :

(1) Vilasa® is the desire for amorous pleasures. Sagarika’s soliloquy at the opening
of the Act II (Ratnavali). finely illustrates this sub-division.

(2) Parisarpa (or Upasarpana—ND.) is the pursuing of the bija once seen and
then lost. The passage from the Veni (Act II. 2) where the chamberlain tells of the
slaying of Bhisma (the b%ja of the Venisamhara is here seen) and of young Abhimanyu
(the bija is here lost) is an example.

(3) Vidhiita® is non-acceptance, at first, of anunaya (friendly persuasion). Sakuntala

(Act III) asks Prlyamvada who, on behalf of Sakuntala requests the king to requ1te

" Sakuntala’s love “not to detain the royal sage, who is pining on account of his
separation from the ladies of his harem.”

The DR., however defines it as despdndency or absence of pleasure due to unre-
quited love. Sagarikad’s throwing away the lotus—stalks etc., intended by her fricnd to
be a source of relief in her love’s torment, illustrates this sub—division.

"(4) Tapana : (torment) is the grim prospect of a danger (NS.). Tapana is ‘not
finding any means to allay the despondency’ (owing to the difficulty of attaining the
object of desire—SD). The passage from the Ratnavali (Act II. 1) where Sagarika says ;
“My love is fixed on an object beyond my reach; I am overcome with a heavy sense
of shame, my soul is enslaved by passion....then is not death the only alternative ?”
illustrates this tapana.

The DR. reads Sama instead of tdpana and defines it as the despelling of despon-
dency due to the difficulty of attaining the object of desire. The king’s admiration of
the beauty of Sagarika surpassed all her expectations which evoked her comment “O
heart, cheer up ! Even your desire could not go so far !”” This constitutes sama.

(5) Narma consists in the use of banter. The conversation in the Ratnavali (Act II)
where Susangata deliberately uses words in such a way as to apply to the king as
well as to the picture=board is an example of Narma.

(6) Narmadyuti® is humorous speech with a view to covering one’s weakness (the
NS., the Abh., the ND.). The conversation between the King and the Vidisaka

51 This sandhi answers the description of the Mukha as given by the DR. Here we have the
joining of the bija and the arambha.

52 Abhinava rightly points out that in a love play this vilasa is very appropnate but in a play
based on the vira rasa (heroic sentiment) vilasa, the dominant feeling of love, is to be taken to
stand for Utsaha (the emotion of energy) by upalaksana.

53 The SD. spells it as vidhsta, the RS. as vidhata. The ND. calls it dhanana.
54 The ND. notes that narma and narmadyuti are to be used in love-plays (p. 76).
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(Ratnévéli Act II), where the latter styles gatha as a Vedic hymn in his attempt to
hide his ignorance and excites the King’s laughter is an example of this sub—division.

The DR. defines it as the gratification caused by the humorous remark, and
illustrates it by citing a passage from the Ratnavali (Act II) where Sagarikd outwardly
expresses her anger at Susafigatd’s remark that she does not give up her anger even
when the king holds her by the hand.

(7) Pragayana® is a series of questions and answers. This is best illustrated by the
long passage in the Ratndvali (Act II) where the Vidusaka and the king (Susangatd -
and Sagarika as well) engage themselves in conversation starting with the Vidusaka’s
question as to what the verse (II. 7) is like, and ending with the stanza (IL 15)
addressed to the garland of lotus—stalks. It considerably helps to advance the bija
(here love) of the play. : )

The DR., the SD., and all later authorities read pragamana for pragayana. Their
definitions, are however, essentially identical.

(8) Nirodha (v. 1., virodha)®® is obstructing the attainment of the desired object
(by the hero or heroine). Vidusaka thus obstructs the union of the king and the
heroine by his speech (Ratnavali IL. 17 etc.) which is misunderstood by others.

(9) Paryupdsana is propitiating an angry person. In the Ratnavali (Act II. 18)
where the king tries to conciliate Vasavadattd who is offended at the sight of the
picture—board (showing Sagarikda and the king side by side) we have an illustration of
this sub—division. The ND. calls it Santvana.

(10) Puspa®™ is a hyperbolic statement (tending to enhance the bija of the play). -
The king’s statement in the Ratnavali (Act II. 16) that Sdgarika is Laksmi herself etc.
illustrates this sub—division.

(11) Vajra is a cruel remark made to one’s face. The passage in the Ratnavali
(Act 11) where Susangata pretends to be a partisan of the queen and hence not to
like the affair about Sagarika threatens thie king that she would disclose the affair to
the queen is an illustration (Abh.). The DR. illustrates it by citing the passage in the
Ratnavali (Act II)- where the queen sarqastically asks the king whether the picture of
Sagarikd by the side of the king that was drawn on the board is the work of
Vasantaka and adds that the sight of the board has given her head-ache.

55 This is the reading of the NS. Abhinava remarks : “grufiy 6@3: | aﬁt g gsgse
X

iy fewmageRd g (2) Faar sl samfa | swEog st o7 gafa | mig sf 98-
g9 ST Mt Fe7 IWawaE &fq || —Abh. 1L p. 45.

The ND., which normally follows the Abh., accepts the reading ‘pragamana.’ -

56 The ND., calls it ‘rodha’, the BP. ‘nirodha,” while all other authorities ‘virodha’.

57 qa1 § wofdwl@ 7% ne@aﬂﬂlﬁ W SWFWERETAF a0 Feranenganes
Wﬁ[ |_Abh 111. 46.
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(12) Upanydsa is a statement based on argument or reasoning (—the NS., the DR
the Abh., the ND and RS.) The statement of the Vidiisaka that the borne-slave
(Susangat3) is a great tattler and that everything is possible in her case and hence
the king should please her by a reward (Ratnavali Act II) illustrates it.

According-to the SD., it is conciliation (in order to remove the annoyance caused
by some jest previously). The passage in the Ratnavali (Act II) where Susarngata asks
the king not to get panicky as she played only a joke (in threatening to report the
affair to the queen) and cleverly suggests to him to appease Sagarika illustrates
this anga. : '

Bhoja has omitted this anga altogether.®

(13) Varnasamhara (or varnasamhrii—ND.) is coming together of the four castes
such as the. Brahmanas, the Ksatriyas etc.’® The stanza in the Vira-carita (III. 5)
illustrates it. '

Abhinava interprets ‘varna’ as characters (patras) and sarbhara as ‘drawing toge-
" ther,” ‘close association.” He rejects the interpretation given above as meaningless. He
illustrates this anga by an incident in the Ratnavali (Act II) where the king, the
Vidiisaka, Sagarika, and Susangati meet together. '

The NL., however, defines it as ‘varnita—arthasya tiraskarah’. The editor, (NS.
III. p. 47) paraphrases it as ‘uktarthasya visayantara—prasaktya pracchddanam.’ The
NL., cites as an example the sentence in the Ratnavali, where the Vidusaka refers to
Susangatd as a ‘born—slave’ and ‘tattler’ (and with a view to guarding the secret asks
the hero to win her over by a reward).

The most important sub—divisions of this sandhi are : 1 Parisarpa 2 pragamana
(prasama appears to be an error in view of the remarks of the ND. p. 69. SD. p.
351 and the PR. p. 110) 3 vajra 4 upanyédsa and 5 puspa.

In the Veni the pratimukha sandhi is found to cover the second Act. The bija
of the play, namely,” ‘Krodha’ (anger) is seen here fully developed in that the poet
.foreshadows that the son of Pandu would in a short time slay Suyodhana in battle
together with his kinsmen,- friends etc. (Il. 6) and describes the efforts of Pandavas,
particularly of Arjuna to slaughter Jayadratha (p. 53) and alludes to Bhima’s vow
to drink the blood from the heart of Dussasana and break the thighs of Duryodhana
(1. 28). In this Act we find the love scene with Bhanumati which is a secondary
incident. It appears to interrupt the course of the drama. The entrance of Jayadratha’s
mother (and Duséald) who describes the important events connected with the main

58 M3 a-\q:qlmg’: QﬁEHT{ | Editor’s note, NS. IIL. p. 46.
59 This is how the DR., the SD., interpret this anga.
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action such as Arjuna’s vow to slay Jayadratha etc., sets the principal action in
motion again. This is the bindu® (what maintains the continuity of the main action).

The garbha sandhi has thirteen (or twelve according to some authorltles) sub-
divisions :

(1) Abhatdharana is a speech based on deceit. The Abh. illustrates this by the
speech of the Vidisaka in the Ratnavali (Act II) where he tells the queen that the
king drew his own picture on the board to refute his assertion that b man hardly
draw his own picture. The SD. quotes the passage from the Veni (Act III. 11) as its
illustration : truthful Yudhisthira proclaims that Asvatthaman has been slain, Drona
supposes that his son has fallen, but what really has happened is the deith of an
elephant so named. The DR. cites the passage from the Ratnavali (Act ITI) where
Kancanamala refers to the Vidiisaka’s secret plot according to which Sagarika, dis-
guised as Vasavadattd is to meet the king. The ND. refers to the clever ruse used
by the Vidusaka (in the Malavikd—) in securing the signet-ring from the queen.

(2) Marga® is speaking out the exact truth—a pointing out of one’s real pur-
pose. Abhinava illustrates it by a passage in the Ratnavali (Act II) where the queen
refuses to believe with Kafcanamala that it may be by accident that the figure
drawn by the king resembles Sagarika and says that Kaficanamald does not under-
stand Vidlsaka’s prevarications. The Avaloka illustrates it by a passage in the
Ratnavali (Act III), where the Vidisaka tells the king of his secret plot of bringing
about his union with Sagarika about whose success he was quite certain.

(3) Ripa is a statement embodying doubts regarding the true nature of same-
thing, e.g. in the Krtydravana Rama not recognising Jatayus doubts whether it was
the mountain with its wings chopped off by Indra or Garuda smashed down by the
lord of Asuras or it was Jatadyus who was lying dead®2.

The DR. defines it as a remark embodying some hypothesis (vitarka). The
Avaloka illustrates it by a passage in the.Ratnavali (Act IIL. 9 etc.) where the king
expresses his hope of being united to Sagarika, but ﬁnding that Vasantaka was
tarrying doubts : “Can it be that the queen has come to know the whole plot ?”’

60 This sandhi answers the description of the pratlmukha as given by the DR. Here we have
the combination of bindu and prayatna.

61 The ND. interprets it thus :
WAl e g9 QAR SEAO 9 SR @Rl |
and illustrates it by Mudraraksasa 111. 4-5.

62 This is how the ND. defines (and illustrates) rapa following the NS. and the. Abh. With this
definition rtipa does not differ in any way from the Sasandeha alamkara. The Abhi. illustrates it by
a passage in the Ratnavali (Act II. 20) which the Avaloka cites as an example of Paryupasana.
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The NL. defines it as a logical argument or hypothesis having a striking sense
and illustrates it by Ratnavali III. 2 : The mind is, by its very nature, fickle, and
‘thus it should be a difficult mark to hit. How does it happen then that god of love
has pierced it with all his arrows at once 2 The SD., too, cites this stanza as an
example®,

(4) Udaharana (Udahrii—ND.) is an exaggerated statement. The Abh. and the
ND. quote the above passage (Ratnavali III. 2) as an illustration of this sub—division.
The Avaloka illustrates it by a passage in the Ratnavali where the Vidusaka enthu-
siastically remarks that the news of his meeting with Sagarikd would delight the
king more than the acquisition of the kingdom of Kau$ambi.

(5) Krama is a knowledge of the feelings of another (——NS., the Abh., the ND.
and the SD.) Ratnavali III. 4, where the king describes the helpless condition of
Sagarika on account of the extreme uneasiness deep placed in the heart, is an exam-
ple of it. The Avaloka illustrates it by Ratnavali III. The Krama here consists in the
- king’s love for Sagarika having been known to Vasavadatta,

The DR. defines it as the acquisition of an object when it is being thought of :
The passage in the Ratnavali (IIT. 10 etc.) which speaks of the king’s meeting with
Sagarikd, who has solely absorbed his mind, illustrates this Krama. It is to be noted
that here it is not real attainment as he meets real Vasavadatta in place of Sagarika
disguised as Vasavadatta. The example in the PR. is more appropriate. The king was
thinking -of the victory of Prataparudra when news actually came to him, declaring
his complete victory.

The NL. defines it as ‘knowledge of the future’ and illustrates it by the speech
of Krpa in the Veni (II) where he says : “Asvatthaman if invested with supreme
command would be able to destroy even the three worlds, not to speak of Yudhi-
sthira’s army.”

(6) Sangraha is ‘use of sweet conciliatory words and gifts.’® It is taking some
person on onc’s side, winning him over by the use of sweet words and gifts. The
passage in the Ratnavali (Act III) where the king gives a reward of his bracelet to the
Vidusaka who assists him in the acquisition of his object of desire (Sagarika) illustra-
fes this sub-division,

(7) Anumana (or anuma) is an inference (of the lingin, that which possesses the

linga) from its characteristic sign (linga or hetu). The Abh. illustrates it by a passage
in the Ratnavali (Act III. 8) where the path is inferred by fragrance of flowers of

63 The ND., following the Abh., distinguishes between Yukti a subdivision of Mukha and this
rupa as follows :

“Eafir w0 fEE anFQ S9ESA )., 3F: FARARETAT QEaiwnar swy 35 | p- 83

64 The ND. defines it as ‘sama-danadih’® and comments that sama-dana includes, by Upala-
ksana, bheda and danda and aili includes d:ceit, mazic etc. - (read pp. 82-83.).
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the trees in the garden. The Avaloka illustrates it by a passage (Act IIL 15 etc.) where
the king concludes that the death of Vasavadattd would follow from her great dis-
appointment consequent upon his extreme love for Sagarika.

(8) Prarthana is invitation or request for love’s enjoyment, rejoicing, and festivity
(NS) Ratnavali Act III. 11—where the king invites (the supposed) Sagarika to enjoy
pleasures of love with him—illustrates this sub-division.

The ND, broadens the definition as ‘bhavayacanam.” The NL. defines it as ‘mere
request, entreaty.” The ND. illustrates it citing a passage from the Raghuvilasa where
Raksasa disguised as Hanumat’s father, requests Ravana to forgive the various
offences given by Hanimat.

It is to be noted that the DR. does not recognise this sub-division found in the
the NS. The SD. takes particular care to point out that he has included the sub-
division prdrthand so that those who exclude prasasti from the number of divisions
of the nirvahana may still have the full complement of 64 sub-divisions. Otherwise
the total number of angas would make 65.

(9) Aksipti® is the revelation or unfolding of the bija (or germ of the plot)
lying concealed in the garbha.®® Abhinava calls it revelation of the innermost passion
or feeling on some pretext or the other. Thus the king reveals his heart before
Vasavadatta (Ratnavali Act III) all the time taking her to be Sagarikd. The Avaloka
illustrates it by a passage from the Ratnavali (Act III) where. there is the revelation
of the bija lying concealed in the garbha viz., the acquisition of Sagarika by the king
solely depends on the queen’s favour.

The PR. defines it as the adoption of means for the accomplishment of the end
aimed at. “The object aimed at in the Prataparudra play is the coronation of Prata-
parudra and the means to attain it is the propitiation of God Ganapati.

The ND. informs us that some dramaturgists do not recognise this sub-division®”.

(i0) Totaka®® (Trotaka—SD.) is a speech uttered in excitement due to anger, joy
or the like., The Abh. cites as example a passage in the Ratnadvali where the Viduisaka
asks Sagarika to talk to the king and regale his‘ ears with the sweet cadence of

65 Aksipta or Aksipti (NS.), Aksepa (-DR.), Utksipta (-NL.), Ksipti (-SD.).
66 niElgNed Fraiftafeafidag | NS
meEegges fiven gEFAlaTEd Swgd e mEtaamdg: | ND. p. 8s.

67 The SD. defines it as ggeqysjeq qavg: faffa: eng ), It cites, as an example, Veni III. 14
where Krpa suggests the inner meaning that Asvatthiman or daiva will bring about total destruction
of the subjects. .

68 EnNY AgFE aAEH, | @ FEN gSfa A sFAAsf A )|
ﬁ:[;{f%‘ qa"‘t g3q aa;a\gaﬁ;{ | Abh. IIL 51.
The ND. follows the Abh. The DR appears to restrict it to an angry and violent speech,
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her words as his ears are grated with the harsh words of the ever-irate queen. The
instance given by the Avaloka is ‘‘a scene from the Ratnivali where Vasavadatta
having clearly perceived the king’s attachment to Sagarikad orders her maid-servant to
bind Vidusaka and Sagarika in fetters and take them away.”

(11) Adhibala (or atibala—RS.) is a deception practised on others (with a view
to accomplishing the object in hand). Thus in the Ratnavali Vasavadattd outwits the
king by disguising herself as Sagarika.

~ According to some theorists adhibala is the opp'osite’of totaka, but this view does
not seem to be correct for then there would hardly be any distinction between it and
paryupasana. ‘ )

(12) Udvega is fear arising from the king, an enemy or a robber. When the queen
outwits the king and the Vidusaka, the latter expresses fear caused by the queen’s
fury. Or, when Sagarika, is taken prisoner she is terribly afraid of the queen as
is seen in her remark that she is not allowed even to die an honorable death
(Ratnavali Act III). These are instances of Udvega.

" (13) Vidrava (Sambhrama) is apprehension caused by something dreadful or
frightening. The Abh. illustrates it by the king’s apprehension that Visavadattd would
put an end to her life because of his deep love for Sagarikd (Ratnivali Act III. 15)
Others like Sanikuka define vidrava as apprehension, fear and fright. Sankuka illustrates
it by a passage from the Krtyaravana (Act VI) : From behind the curtain Mandodari
cries ‘help’ ‘help’ !....The Pratithari reports to Ravana that there is uproar in the
harem. Ravana appreliends some trouble and asks the Pratihiri to find out what it
is about.” Here we notice ‘apprehension’ of Ravana, fear and fright of the Pratihari.
The ND., too, quotes this example to illustrate vidrava.

The DR. defines sambhrama (=vidrava) as ‘fear and trembling’. The ND. comments
on it : The most important of these sub—divisions of the garbha, are : 1 abhuitiharana
2 Marga 3 totaka 4 adhibala and adksepa. The rest are to be employed when possible.

The garbha sandhi extends over the Veni. Acts III and IV. Bhima’s speech from
behind the curtain wherein he declares his intention of slaughtering Dus$asana who
has fallen into his chutches and the speeches of Asvatthaman that refer to Bhima’s
drinking of Duséasana’s blood, and certain stanzas of Act 1V that foreshadow the
slaying of Duryodhana represent the praptyasa (Prospect of Success) which corresponds
to the garbha sandhi. The quarrel between Asvatthiman and Kaina helps the Panda-
vas in their victory over the Kurus. From that point of view this episode may be
regarded as pataka®,

The Vimaréa (or Avemarsa) has thirteen sub-divisions :

69 See supra for the nature and definition of pataka.

13 ' -
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(1) Apavada is ‘the proclaiming of a fault or misdeed of another.” The ND.
comprehends under it ‘one’s own censure.” The DR. illustrates this sub-division by
a passage from the Ratnavali (Act IV) where we are informed of the misdeed of
the queen in her harsh treatment of poor Sagarika.

(2) Sampheta is altercation—exchange of angry violent words. The Avaloka
illustrates it by a passage in the Veni (VL. 10-11) which reports exchange of hot
words between Bhima and Suyodhana. The SD. illustrates it by a passage in the
Veni (V. 30) where Duryodhana strongly condemns Bhima and his brothers.

(3) Drava (or Abhidrava - or vidrava) is showing disrespect or insolence towards
one’s elders. Thus Yudhisghira shows disrespect to Balardma in Veni (VI. 20), or
Lava shows contempt for Rama in Uttara-Carita (V. 34).

’

(4) Sakti™ is placating one who is angry (—NS.) or ‘the allaying of opposition
(to the accomplishment of the desired end by the hero—DR.). The Avaloka illustrates
it by two instances, one from the Ratnavali (IV. 1) in which the king’s speech shows
that the anger of Vasavadatta standing in his way of the acquisition of Sagarika is
pacified; and the other from the Uttara-Caritra (V1. 11), where Lava’s opposition to
Candraketu and his army is removed or allayed at the sight of Rama.

(5) Vyavasaya™ is acquisition of the means to accomplish one’s undertakmg
Thus, in the Ratnavali. the magician’s entry on the stage helps Yaugandharayana in
accomplishing his desired aims. The DR. defines it as ‘mention of one’s own power,’
and illustrates it by a passage in the Ratnéavali (IV. 8-9) where the magician men-
tions his supernatural power and suggests that he would show the king Sagarikda
whom he so eagerly longed to see.

(6) Prasafiga is mentioning (with reverence) one’s elders. The Avaloka illustrates
it by a passage in the Ratnavali (Act 1V) where the declaring of Sagarikd’s paren-
tage helps the attainment of the object of the king’s desire.

The NL. defines it as ‘giving expression to what really is aprastuta (the irrelevant).
The ND. cites Veni VL. 18, where Yudhisthira laments the (supposed) death of
Bhima, as an illustration of prasaniga in this sense.

(7) Dyuti is ‘rebuking’. The DR. defines it as ‘threatening and hurting the
feelings of others’. Wilson freely renders it as ‘provoking to combat,” The Avaloka
illustrates it by a passage from the Veni (Act VI. 6-9) where Bhima rebukes Suyodhana
and forces him to come out of the lake.

70 Abhinava paraphrases the definition as ‘Vlrodhmah Kupitasya samah.” The DR. defines Sakti
as virodha-famanam.” The ND. includes under Saku complete destruction of one’s enemy. It adds
that some theorists recognise ‘ajna’ in place of Sakti and define it as ‘giving an order when provoked

to anger, without giving due thought to the matter in question’ (see p. 100).
71 The NS. defines it as “Jfﬁiﬂ%’g’ﬂtﬁﬂt’. Abhinava explains it as ﬂﬁqul?ﬂﬁwlﬁm A

3 Aar @ i evgae: | NS L 9L pp 54 -
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{8) Kheda is lassitude (-fatigue) arising either from mental or physical activity. The
SD. illustrates it by a well-known stanza occurring both in the Malati-Madhava
(IX. 12), and Uttara—Carita (IIL. 31) which vividly portrays Rama’s poignant sorrow
at the loss of Sita. The Abh. illustrates the physical fatigue by a passage from the
Vikramorvasiyam (Act 1V, p. 166) where Pururavas, tired on account of his wanderings
in search of Urvasi says :© “I am tired. So reposing on the bank of this mountain-
stream I shall enjoy the breeze from its waves” etc.

The DR. and its followers do not recognise Kheda as a sandhyanga.

- (9) Pratisedha (or Nisedha) is obstruction to the attainment -of one’s desired end.
The SD. quotes a passage from the Prabhavati where Pradyumna is told by the
Vidiisaka that Prabhavati. has been abducted by the lord of Asuras. This abduction
of Prabhivati is an obstruction in the way of Pradyumna’s attaining Prabhavati—the
.object of his desire. In place of pratisedha the ND. substitutes Sarirambha. He defines
it as ‘$akti-kirtanam,” and comments : Sarrambhka is ‘mention of one’s own power in
the conversation between two persons who are agitated.” He quotes Veni V. 33-34 to
illustrate it. He further says Saritrambha is found even when there is mention of
one’s power by one who is not agitated,” and quotes Verii VI. 6 as an instance of it.

The ND. distinguishes between Sampheta and Sarmrambha as follows : In the
sampheta we have angry speech only, whereas in the sa#irambha mention of one’s own
power.’” It is clear from the ND.’s treatment of Samrambha that it comprehends under
this sub—division the two sub—divisions of the DR., namely virodhana and vyavasdiya.

(10) Virodhana (Nirodhana or Virodha) : When some obstacle suddenly arises in
the way of accomplishing the object of one’s desire we have this sub—division. The
SD. cites Veni Act VI. 1 as an example : Here Yudhisthira expresses his fear that the
rash declaration of Bhima (that he would kill Duryodhana that very day or would
himself commit suicide) has imperilled the lives of all Pandavas at a time when
complete victory over the Kurus was just within their reach. ’

From the definitions and illustrations of Pratisedha and Virodhana it is perfectly
clear that there is hardly any real distinction between the two sub-—divisions.

The DR. defines it as declaring one’s own superior power by two persons when
they are agitated—perturbed. It illustrates this sub-division by Veni (Act V. 30—34) where
Bhima and Duryodkana, who are highly excited, assert their own superior strength.

(11) Adana : When fruition (attainment of thing desired) is in sight we have
adana™. It is according to the DR., ‘a resume of the action.”® Veni VI. 37, where
the total destruction of the enemy is recapitulated, illustrates it.

72 demRlamAaatiR afeg | NS XIX. 94a.
diateer afuqarmerg: | Abh. 1L p. 55.
gETtee] auARIgaH, | ND- p. 103.
73 3“;];'[ maéqa: | —DR. K. P. Trivedi thus renders it BEY A consists in the collection of
preparations f01j the accomplishment of the desired object.”” (—PR. Notes, p. 49).
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(12) Chéadana (or Sadana—NL.) is a statement or speech arising from °‘disgrace’
and made for some purpose.”* Thus in the Ratnadvali (Act IV) Sagarikd welcomes
the breaking out of fire in the harem where she has been held captive as it would
put an end to her sorrows. She means death caused by fire would put an end to
her suffering and disgrace. In reality, however, union with the king brought about
by that fire ends her sorrows.

The SD. defines it as putting up with humiliation etc. with a view to attaining
the desired object and quotes Veni V. 31 as an instance : Arjung here appeals to -
Bhima not to mind the ravings of Duryodhana, whose hundred brothers are killed
and who is unable to do the Pandavas any harm.

The DR. and its follOWers do not recognise Chadana as a sub-division.

The ND. states that some theorists recognise chalana in place of chadana. “The
word chalana is interpreted by some dramaturgists as ‘humiliation’ (—this is a clear
reference to the DR.) while by some others as ‘sammoha’ i.e. fainting.”” The abandon-
ing of Sitd in the play Ramabhyudaya illustrates chalana in the sense of ‘humilia-
tion’. Chalana in the sense of fainting is illustrated by a passage in the Veni Act
VI. 15-16 where Raksasa gives the false news of Bhimd’s death- and as a result
Yudhisthira faints away.

(13) Prarocand is representing in advance that the desired end is accomplished,
the actual accomplishment of the desired end being found in the nirvahana. It is
illustrated by Veni VI. 12 etc., where the braiding of Draupadi’s hair and Yudhis-
thira’s coronation are represented in advance as accomplished.

The Abh. notes that some dramaturgists call this anga Ywkti. The ND. mentions
a view that some define prarocana ”® as ‘a direction to honour persons with gifts etc.’,
and cites a passage from the Veni (Act VI, pp. 153-54) where Yudhisthira orders
Sahadeva through his attendant to employ clever spies etc., to whom rewards in the
form of money and honour are promised, to trace Duryodhana who has disappeared
on hearing of Bhima’s vow.

The DR. and its followers (the BP., the PR., and the RS.) do not recognise the
three angas : 1 Kheda 2 Pratisedha and-3 Chddana. In place of them these authorities
 substitute vidrava, vicalana and chalana.

Vidrava is ‘slaying, taking prisoner and the like’. The description of the breaking
out of fire in the harem, of the imprisonment of Sagarika and danger to her life
(Ratnavali, Act IV) illustrates this sub-division.

74 The ND. defines it as g ArgAISH, |
and comments mg{qq]:'ﬂ A7 qeaa aq BwEAY | P- 95

75 The ND. informs that some recognise Yukti in place of Prarocana. Yukti is defined as
ﬁﬁ‘%@ﬁﬁ: | This definition agrees with NS. XIX. 96a, which is possibly a later addition.
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Vicalana™ is ‘bragging’,—boasting of what is done by oneself. This is illustrated
by a passage in the Ratnavali (Act IV. 19) where Yaugandharayana proudly declares
that he brought about the marriage of the king with Ratnavali, which in its turn,
was to lead to the king’s attainment of the sovercignty of the world. Chalana is
already treated under. Chddana. ’

It will be seen that the vidrava of the DR. is very much like the pratisedha as
illustrated by the SD. and chalana like chadana. The most important divisions of
the avamarSa are : 1 apavada 2 $akti 3 vyavasidya 4 prarocanid and 5 adana. A care-

" ful scrutiny of the sub-—divisions of the avamarsa shows that ‘virodhana’ creates a
serious obstacle in the way of the hero’s attaining the desired end, and this creates
a doubt in the mind of the hero regarding the attainment of his desires. This obstacle
however brings out the best in the hero and certainty of success is guaranteed
(niyatdpti). The sub-divisions like vyavasaya, dyuti, Sakti, prarocand and ddana bear
out the truth of this statement.

The vimarsa or avarmasa extends over Veni Act Vand a considerable portion of
Act VI (upto stanza No. 37). Act V informs us of Karna’s death and that Asvattha-

- man, who seeks reconciliation, is received coldly by Duryodhana. Act VI informs us
of Bhima’s rash vow that he would kill Duryodhana that very day or himself
commit suicide, and of the disappearance of Duryodhana. This imperils the lives
of the Pandavas at a moment when victory was within reach. Thus Bhima’s rash
declaration and Duryodhana’s disappearance form a serious obstacle in the way of
the attainment of the ends aimed at. It, however, later informs us that Duryodhana
is found and that -Krsna sends message to Yudhisthira to commence festivities in
expectation of Bhima’s victory over Duryodhana. This represents ‘certainty of success,’
which corresponds to the vimar$a sandhi. Carvaka, a ‘Raksasa, deliberately gives
Yudhisthira and Draupadi the false news of the death of Bhima. Out of grief they
both resolve on death. For a moment all hope seems to have been lost but Bhima,
with his body all covered with blood, appears on the scene and certainty. of success
is guaranteed.

~ Prakari, in the true sense, is not found in these two Acts, which constitute vimarsa.
It has been already pointed out that prakari is not an essential element of ‘vimaria’.

“The Abh. (IIL. p. 15) illustrates the prakari by the doings of Kulapati in the Krtya-
ravana and of Lord Vasudeva in the Veni. But Krsua’s doings are not confined to
this part only.

The Carvaka episode, strictly speaking, cannot be called prakari. For, Carvaka
appears on the scene with the express intention of duping the Pandavas. The play-
wright introduces the character of Carvaka towards the end of the play most probably
with a view to creating the marvellous se‘ntiment‘ in accordance with the dictum :
figedl Fdan P R @sqgaEsy: ||I—NS. XVIIL 94P.

76 The ND. defines vicalana as boasting of onesclf on account of valour, family, learning,
beauty, good fortune and the like (p. 98). )
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The incident of Carvika may however, be regarded as a prakari in a very loose
sense in as much as it serves to bring out the deep affection and love of Yudhisthira
and Dravpadi for Bhima.

The nirvahana (or upasarihara or sarihara) has thirteen (or fourteen) sub-divisions :

(1) Sandhi™ is the coming up again of the bija that was indicated in the mukha
sandhi. Vasubhiiti and Babhravya sceing Sagarika who has been rescued from fire
strongly believe that she must be the princess Ratnavali. Thus what was stated in the
Mukha sandhi about the bija is here repeated. Or, in the Veni (Act V1) Bhima, with
his hand smeared with Duryodhana’s blood, and about to bind up Draupadi’s locks
asks her whether she remembers the vow he had taken that he would braid her hair
only when the insult to her was avenged. Thus the braiding of Draupadi’s hair, the
bija of the play is again alluded to here. . :

(2) Nirodha (or vibodha) is seeking for the end aimed at. Thus Bhima in the
Veni (Act VI) who has been embraced affectionately by Yudhisthira after the annihila-
tion of the Kurus asks Yudhisthira to release him for a moment as he has yet to
braid Draupadi’s hair. Yudhisthira permits him to go so that poor Draupadi can bind
up at last her locks. This sub—division is designated by the' NL. as anuyoga.

(3) Grathana is ‘referring to a purpose held in view throughout’. Thus Bhima
reminds Draupadi that she had been forbidden by him to tie up her dishevelled hair,
as he had vowed that he would himself do it for her, when he had slain those who
had subjected her to the indignity of untying her braid of hair.

(4) Nirnaya is a narration of one’s experience (with reference to the end or pur- '
pose). The speech of Bhima (Veni Act VL. 39) which is addressed to doubting Yudhi-
sthira illustrates this sub~—division for Bhima here describes his triumphant success in
slaying Duryodhana and annihilating the Kurus and the acquisition of sovereignty
over the world. ' :

(5) Paribhdsana is a speech censuring oneself by admitting one’s fault. The
speeches of Ratnavali and Vasavadatta at the close of the play where they censure
themselves for their own improper behaviour illustrates this sub—division.

The DR. and its followers define it as ‘talking (of persons) with one another’,
Their illustragions are, however, of the same kind given above. It is, therefore, clear
that ordinary conversation is not meant by these theorists.

(6) Dyuti is pacifying of anger, jealousy etc. The speech of Yaugandharayana at
the close of the Ratndvali where he discloses his whole plot and pacifies Vasava-
datta’s anger and jealousy towards Sagarikd and secures Sagarika for the king illustrates
this sub-division.

The DR. and its followers substitute Krti in place of Dyuti and interpret it as
(i) substantiation or confirmation of the result attained, or (ii) conciliation of each
other (by the hero and the elder queen, who was earlier opposed to his acquisition

77. In place of Sandhi the NL. substitutes artha and defines it as gqryaigad: 3123; | P 36
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of Sagarikd) on attaining the object of one’s desire. Krti, in the first sense, is illus-
trated by Krsna’s address to Yudhisthira where he says that Vyasa, Valmiki and
others have arrived for his coronation (Veni Act VI. 44) :—Krti, in the second sense, -
is illustrated by a passage in the Ratnavali (Act IV) where on attaining Ratnavali
the King and Viasavadatta try to conciliate each other.

The ND. mentions the view of some that Dyuti is ‘persuasion of a person who
is already under your control but is unwilling to act up to your advice’. It is illus-
trated by a passage in - the Mudraraksasa where Raksasa is persuaded to accept
Ministership by Canakya.

(7)Ananda is ‘the attainmeat of one’s desire’. The King in the Ratndvali is happy
at the acquisition of Ratnavali, and Draupadi at the braiding of her hair by Bhima.
(8) Samaya is end of all misery or misfortune. The union of Visavadatti and
Ratnévali as sisters at the end of the play puts an end to their sorrows and sufferings.

(9) Prasada is waiting upon (the hero or heroine) with a view to conciliating the
anger of the offended person. Yaugandharayana who did not till the last moment
" take the king into his confidence regarding his plot requests him to forgive him for
what was done by him without informing him (the king). This speech of the minister
illustrates prasada. The ND. names this subdivision as Updsti.

(10) Upagihana is the experience of something wonderful. In the Ramabhyudaya,
Sita repudiated by Rama enters fire. The god of fire brings her out safe. At this all
those present on the occasion are struck with wonder. This is Upagihana. The ND.
calls it by the name parig@hana.

(11) Bhdsana is speech accompanied by sweet words (sdma), gift and the like
(NS.). The ND. quotes a passage from the Mrcchakatika, where Sarvilaka, at the
instance of Ax‘yaka, confers favours on Carudatta, Vasantasena etc., to illustrate this
sub-division.

The DR. defines it as ‘the attainment of honour and the like, * and illustrates it
by a passage from the Ratnavali (Act IV. 21) where the King proudly refers to various
achievements such as the acquisition of Sagarikd and the like.

(12) Parvavdkya is uttering words which were earlier used in the Mukhasandhi. The
ND. illustrates it by a passage from the Mudraraksasa (VII. 17) where Canakya says :
“Let the bonds of all except those of horses ond elephants be untied, I only having
made good my vow, will tie up my tuft of hair” as it contains words which he had
earlier uttered in the Mukha.

Other theorists define it as the foreseeing of the object of one’s deisire. Thus in
the Ratnavali Yaugandhardyana says to Vasavadattdi “Do as you please in the case
of Sagarika, your sister’”. In this speech Vasavadatta foresees the Karya, the unijon of
the King and Sagarika.
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(13) Kdvyasahdra is ‘obtaining a boon’ (by the hero etc.). When some very im-
portant character in a play says to the hero etc. “What further can I do for you?
We have this sub—division. This aftga invariably precedes the prasasti. With this anga,
as the objects of one’s desire are attained in this sub-division, the play proper comes
to its end. ‘

(14) Prasasti is a prayer for peace to the King and the country and other good
things. Veni VI. 46 illustrates it : “May people live the full span of man’s life free
from misery and illness.....May single-minded devotion to you prevail in the world,
O Purusottama;....May the King be loving towards the world....”

With reference to the sub—divisions of the Nirvaharna the ND. observes that all
of them are very important as no specific rule is laid down regarding their compara-
tive importance. But it says, further on, in the course of the treatment of these sub-
divisions that (1) Sandhi, (2) Paribhasa, (3) Bhasana, (4) Kavya-samhhara and (5)
Pradasti must be employed in the concluding part of the play. It adds that excepting
sandhi, nirodha, grathana, plrvabhava, kdvyasarmhhara and prasasti, the rest of the
sub-divisions may be used, if need be, in other parts of the drama. -

Usually, nirvahana covers a liltle portion only of the last Act in the drama. The
Karya is embodied in the closing portion™ and this final sandhi corresponds to phala-
gama stage of the action. The portion in the Veni beginning with the Chamberlain’s
identifying of Bhima (p. 192) to the end of the Act VI constitutes nirvahana. The
karya in the persent case is the slaying of Duryodhana. This kédrya is embodied in
Act VI. 37 where Bhima informs us that he has fulfilled his terrible vow (of slaying
Duryodhana that very day). Veni VL. 42 comprises phaldigama as the braiding of
Draupadi’s hair is shown here to be accomplished. '

Observations on the Number, Names and Definitions of the Sandhyafigas

It is easy to dismiss these subdivisions of the sandhis on the ground that to
follow their description “would be to exhaust any patience except Hindu” or that
“the definitions and the classifications are without substantial interest or value,” The
study of these sub-divisions, however, reveals the theorist’s distinct power of subtle
analysis of the variety of dramatic incidents (interpreted broadly enough to cover
mental processes as well as external events) which the Sanskrit drama presents. The
dramatic incidents enumerated as sixty-four, really speaking, ‘have no limits except those
of imagination and dramatic effect.” This is implied in the remark which the ND. makes :
ayabref Faraal FRwar, AR JfeTe CITEET SAFE | oF T aqairasag-

agtmﬁmgmztm{ gefyfy | (P. 101).
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All the authorities agree that the number of the sub-divisions of the mukha,
the pratimukha, the avamar$a and the nirvahana is 12, 13, 13 and 14 respectively. The
NS., as interpreted by Abhinava, the NL., the ND., and the SD. give thirteen sub—
divisions of the garbha whereas the DR., the BP., the PR., and the RS. give twelve.
The total number of the sut—divisions according to the DR. and its followers is 64
which agrees with their tctal number given by the NS. The total number of the sub-
divisions as enumerated by Abhinava and his followers comes to 65. The DR. and

its followers make the total sixty-four by omitting one sub—division of the garbha
called prdrihana. Abhinava and his followers arrive at the total sixty-four by exclu-

ding prasasti (the last sub-division of the nirvahana) which is of the nature of Bene-
diction and like the nandi cannot be regarded as a part of the dramatic story. This
point ‘of view stands to reason as with thé thirteenth sub-division of the nirvahana
named ‘Kdvyasamhdra’ the play proper comes to its end.

- The names, definitions and interpretations of the afngas, barring some exceptions,
are essentially the same. The two angas Karana and bheda of the Mukha are vari-
ously interpreted. Vial.dta, tdpana (Sama is recognised instead of it by the DR.), nar-
‘madyuti, upanydsa, and varnasamhdra—these sub—divisions of the pratimukha are diffe-
rently iniérpreted and illustrated by various theorists. The sub—division ‘pragayana’
of the sandhi is called ‘pragamana’ in the DR. The nature of the two is essentially
the same. Réipa, Krama, Aksipti (Utksipta, Aksepa) and Adhibala—these sub—divisions
of the garbha are variously interpreted; Vidrava of the NS. is called Sambhrama by
the DR., and prarthana of the garbha is not recognised by the DR. Instead of Kheda,
Pratiszdha and of -the avamar$a in the NS., the DR. gives us drava, vicalana and
chalana Chadana of the NS. and Chalana of the DR. are essentially the same as is
clear {rom their definitions and interpretations. The remaining two of each group
have nothing in common except that they belong to the same sandhi. Vyavasdya,
prasahga, virodhana, chddana and prarocand of this avamaria are differently treated
by different theorists. The two angas nirodha and dyuti of the nirvahana given by the
NS. are called vibodha (virodha) and krti by the DR. But their definitions and inter-
pretations are nearly the same. The purvavakya (-NS) of the nirvahana is called
plrvablidava by the DR. The interpretations of the Abh. and the DR. regarding it

.differ. Although seme of the sub—divisions such as kheda (=$rama), udvega, vitarka,
vidrava (=sambhrama) are of the nature of transitory feelings, they are so described

with a view to impiessing on the mind of the dramatist that they ought to be used,
if the occasion demands, for developing particular rasas etc.”? -

79 of. AR FIRAGHRATITN AR [IIFRAAY QTR STATNAN: THFRIA-
Safegd, § IUFIANSAEN EFaAIEl dear: | Abh 1L p. S5,
The ND. almost repeats this ; F=1fy sifignfaFia safind eafiem, aaft wiRvgeas

gragaa sl e&s=q sk | P 7.
The ND. observes, elsewhere, that the ¢‘sandhyangas’ should be regarded as of the nature of the
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A scrutiny of the definitions of certain sub-divisions, e g., safigraha and bhasana
shows that they overlap.®® The same examples are cited by different authorities to
illustrate different angas. This phenomenon can easily be explained if we remember
that their definitions of those angas differ. The names and definitionis of some angas
which differ from the NS. are satisfactorily explained by the fact that various autho-
rities had different versions of the NS. before them when they wrote. Most of these
variant readings are noted in the foot-notes to the NS. Lastly, these sub—divisions ,
of the five sandhisappear to be derived by an analysis of plays with love or the heroic
sentiment as the ruling motive, especially former. This is clear from the names and
definitions of the sub-divisions in the pratimukha such as vilasa, vidhiita, Sama (or
tapana), narma and narmadyuti. It is, therefore, a case of misdirected ingenuity. to
say that all sub—divisions of the sandhis are present in the Mudraraksasa which is
wholly a play of political intrigue and in which the element of Srigara is totally
absent.8!

The use of the Sandhyangas

The NS. lays down that the angas should be so used as to be¢ subservient to the
rasa which the play seeks to develop.’? Angas are used with a view to maintaining
the continuity of the plot which is essential to the development of rasa. They are
of the nature of the dominant emotion etc. Some theorists assert that the angas
should only be used in the sandhi to which they are assigned®® but other authorities
refuse to admit this view on the ground of the usage of the dramatists and the text

80 Y qEasfl oEreTfiEAgaT aurTy EMRAST SR eaulg’ ng’rq qETT-
,aim' = | Abh. III. p. 59.

‘Sampheta’ and ‘virodhana’ as defined and illustrated by the DR. (and Avaloka) ¢an hardly be
distinguished. ‘

81 Abhinava clearly adds that in a play based on the ‘vira’ sentiment ‘vilisé,’ by ‘upalaksana’
stands for ‘utsdha.’ ‘Narma’ and ‘narmadyuti’ subdivisions are to be employed in plays with love as the
principal sentiment as is rightly observed by the ND. (p. 76). So these angas as understood by the
NS can not occur in plays like the Mudraraksasa.

82 XIX. 105-106. The author of the Dhvanyaloka must have had this text in mind when he
sets forth his famous dictum :

aFqaragT IR |
T3 E\Bm wﬁuﬁamﬁigqr N I1I. p. 329.

He points out in his Vrtti that it is a fault in the Veni that the dramatist drags in the love-scene
with Bhanumati in Act II. The ‘rasa’ which is suggested in the Mukha should be developed by its
dominant emotion etc., in the Pratimukha. In a drama with love as the dominant sentiment, .it is to
be developed by the angas like vilasa. But in a play with the heroic sentiment as the governing one,
the ‘vilasa anga’ stands for the ‘utsaha’ by ‘upalaksana’ (see ND. p. 70).

83 Read: . 39 aggaradiisFiat &d). 57 7 Manigesdsmmnficads | Abh. IIL p. 36.
and 79 wIRhn (¢ s3waffin) fm w1 g asssafiegy) SD- p. 352
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of Bharata.®* They hold that the angas need not be used in the sandhi to which
they are assigned, nor need all of them be used. One anga may be repeated twice
or thrice, if need be, but not more than thrice as too much repetition would make
the play insipid. Thus ‘sampheta’ and ‘vidrava’ being repeated in the Veni develop
the heroic and the furious sentiments, whereas vilisa when repeated in the Ratnavali
rouses the erotic sentiment. Certain angas by their very nature require to be wused
in the sandhi to which they are assigned and in the very order in which they are
treated. Upaksepa, parikara, parinyasa, for example, must be used in that very order
in the Mukha. If one anga be capable of achieving the purpose of two or two angas
are capable of achieving the purpose of three, the dramatist should use only one
anga or two as the case may be. Thus a sandhi may have only four angas, others
being merged in them. Amukha or prastdvand is no part of the drama which really
beging’ with its end. The angas should, therefore flow from the b7ija and lead up
to the kdrya. The hero or his rival should, as a rule, appear in them. The first three
angas of the mukha, upaksepa etc., may, however, be advantageously représented

by unimportant characters.

The sixfold purpose of the sandhyangas

The NS. and following it, later authorities declare the six-fold purpose of angas
as follows : (1) to present the subject matter in such a way as to create the desired
rasa, (2) to expand the plot, (3) to increase interest in the minds of spectators (or
readers) regarding the plot, (4) to conceal what ought to be concealed, (5) to pro-
duce surprise while presenting a familiar story and (6) to disclose what ought to
be disclosed as it contributes to the development of rasa.

The NS emphasizes the importance of the angas by analogy :

Just as a man without limbs cannot fight, even so, a drama without angas cannot
be well enacted. A play though poor as regards its story attains merit when equipped
with the angas as it then becomes suited to the stage. On the other hand, a play
with a noble theme but devoid of angas proves unsuited to the stage and does not

interest any rasika.

.From what has been said above it would seem that Bharata discusses at length
the topic of sandhis, and sandhyangas with a view to emphasizing the need for a
closely-knit plot, in which each detail should be very necessary for the development
of the plot and rasa. Bharata’s analysis of sandhis and sandhyangas reveals that he
was conscious of the principle of Aucitya essential to rasa which Ksemendra later

84 Abhinava stoutlvy refutes their view : see NS III. Pp. 36-37. He interprets the text of Bha-
o o . — D .
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Read NS XIX. 99-100 which lend support to this view.
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ably develops. The authorities very well display their distinct power of logical analysis
and practical acumen. They give considerable freedom to the dramatist in the making
of his plot.8% It is not, therefore, quite correct to say that the later dramatists were

bound, hand and foot, by the rigid dramatic rules.

85 They allow him freedom to invent the plot in a prakarana and suitably modify stories from
_the Itihasa etc. As Syngara and Vira rasas are univesally popular they show sound realism and prac-
tical wisdom in prescribing either of them as the principal rasa in the full-fledged drama.
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“THE PROBLEM OF PATAKASTHANAKA

The theory of Sanskrit drama recognises Patakasthanaka as a prominent drama-
tic device. The Natyasastra defines it and distinguishes its four kinds. But as is usual
with it, it does not care to add illustrations and give the reader a clear idea as to
the exact nature and scope of the several varieties. The later authorities on the
science of drama often repeat the NS. or give definitions in their own words and
add examples. Sometimes-these authorities press into service the same examples to
illustrate the several varieties. Modern commentators and dramatic critics quote one
or the other authority or sometimes both and leave the reader confused. The object
of this paper is to examine this problem of Patdkasthanaka in its various aspects
and elucidate its exact character, scope and -purpose by undertaking a critical and
comparative study of the relevant passages from available texts dealing with the theory
of drama.

The NS. gives the general definition of Patakasthanaka as follows :

~ When instead of the thing thought of or expected, another of the same character
emerges in an accidental way, it is called Patdkasthanaka.

" The definition as given by the NS. is not unambiguous. It presents so serious a
difficulty as to thwart a satisfactory intepretation : which prezisely is the ‘Cintita
artha’ "and which the ‘anya artha’ ? From the point of view of the spectators or the
character concerned the ‘Cintita artha’ is the immediate ‘prastuta’ which is dramati-
cally less significant than the ‘anya artha’ the foreshadowed event relating to the
‘Prastuta’—while from the point of the view of the playwright it is vice versa. A
parallel from the Alarbkara-$astra may here be cited. In Anyokti (Aprastuta—prasarisd)
the ‘aprastuta’ merely serves the purpose of suggesting the ‘prastuta’ which is highly
important to the poet and which he intends to present in a decorative garb. It
is thus his ‘Cintita artha’, and the ‘aprastuta’ the ‘anya artha.’ From the definition
of the Pat3kasthinaka given by the DR. it would seem that Dhanarhjaya looks at
the Patakasthdnaka from the playwright’s point of view. Abhinava and others, as a
rule, take ‘Cintita artha’ as the immediate prastuta. It is difficult to say what exactly
Bharata had in mind. It is, however, more convenient to understand them from the
spectator’s or the character’s point of view. ~

The expression ‘dgantukena bhavena’ is interpreted differently : Sahakaritvena
(Abhinava), by an unexpected circumstance (Apte); Dhanarhjaya uses the word agantu-
bhiva in defining the Patakdsthanaka whereas, Dhanika says, it means ‘bhavinah.’
Saradatanaya introduces in his definition the expressions ‘agantubhavena’ and ‘bha-
vyarathasya vastunah’ thus implicitly suggesting that agantubhava is not the same
as ‘bhavin’. The ND. omits the phrase altogether. The phrase as used by Bharata
naturally yields the meaning ‘in an accidental way’. The word ‘tallingal’ is explained
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by Abhinava as ‘Karanatvadharmabhavapravrttinimitta upéyahf‘ This linga (i.e. upaya
or hetu) may be cither Sadhaka (=Karaka) or Jiapaka, productive or informative.

After setting forth the general definition the NS. distinguishes its four varieties :

When the aim (of the hero) is realised quite unexpectedly and is thus seen to be
far superior to what was expected we have the first Patakasthanaka.! Abh., ND.
and SD. employ the same example to illustrate this variety : in Act III of the Ratnavali,
when the hero (King Vatsa) hastens to save Vasavadatta, as he bzlieves, from hang-
ing herself, he finds to his great joy and surprise that he has rescued none other
than Sagarika herself. It is easy to see that in this example there is mo foreshadow-
ing of an event but actual union of the hero and heroine and thus the hetu is
sadhaka. R. illustrates this variety by citing a different passage from the Ratnavali,
Act 112 where he finds an allusion to Vasavadattd’s imminent anger.

Raghavabhatfa points out an example of the first Patdkasthanaka while comment-
ing on Jivitasaivasva® which apparently means ‘the choicest treasures in his posse-

I Vidusaka—gar g Rl ¥ Ar@AEE |
@ @=fhy amiem & 9=R)

‘A gEERTERREREENT  AifE amaﬁr@qw lﬁ:uq aaamawfaaqmzﬁqs
aaiEAAF, |’

Instead of gunavaty upakaratah of the NS. we have gunavrtty upacaratah in the BP (and R.),
while gunavatyupacaratah in the SD. Gunavati and gunavrtti may be looked upon as synonvmous
(—utkysta) ‘Upacaratah’ is explained as ‘Paramapritikaranat’. This is rather an unusual meaning. The -
other reading is decidedly better and is supported by- Abh., NL., and Adibharata.

Ghosh translates the couplet as follows :(—

«The sudden development of a novel meaning due to an indirect suggestion, is called the First
Episode Indication.” This is obviously not satisfactory. In connection with the mterpretatlon of this
variety read Abh :(—

FNGERFAAE IR SFR NG FeRd GEAIraeRaT WAk sui: angall @
FANEA  GHEAA, |

2. The ND. remarks on the word ggg in its definition : aai‘qg]ﬁgmsa gaﬁmq;ﬁqq:@aq
Al IRERRIER | '

It rightly recognises the artistic value of surprise, as an element in sustaining interest. But in
the example quoted the "&'ET‘;IEIW comes as a surprise—of course, a very pleasant one—to the hero,

for the audience has a foreknowledge that the hero is going to rescue Sagarika disguised as Vasavadatta.
3. Sakuntala, Kale’s edition, p. 30 : g S\f@aqeEged | Wﬁﬂimﬂ@r’ﬂ@]m Rert
GAIFRIIAFRATE | AR ‘FEeNaERAEEEHIRE | [iHEdAs &) guR
gy g | ' _
That the first Patakasthanaka should occur in the first Sandhi is the view of Adibharété, which
is, however, not correct for which see infra,
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ssion’ but secondarily and pointedly refers to Sakuntald. Here there is a foreshadow-
ing of the union .of the hero and the heroine. Besides the example quoted from
the Ratnivali Act III, Abh. mentions an instance from the Nagananda. This is also
quoted by the NL., and the ND. The hero is determined to save Sankhaciida by
offering himself as a victim but he needs a pair of red garments which are the
symbol of the victim. Sankhactida refuses point blank to hand over his symbol, but
the Kaficukin offers him red garments sent by Mitravasu’s mother which serve his
purpose acmirably. Thus in the first* instance therc is the accomplishment of one
‘prayojana’ instead of another, in the second of one ‘upaya’ instead of another. The
NS. defines the second Patakasthanaka as a hyperbolical statement, in verse (emplo-
yed for rhetorical embellishment), which is applicable in two ways.5

The NL. and the SD. illustrate this variety with Veni 1. 7. The apparent mea-
ning here is a pious wish for the good of the Kauravas, but the suggested meaning
conveys the idea of the death of the Kauravas and party. These two meanings are
due to double-meéaning words like ‘rakta,” ‘vigraha’ etc. This example, however, can
not be legitimately accepted as illustrating this variety as it leaves no distinguishing
feature between this and the fourth variety.’® The R. quotes the famous passage
(....fR&: |—SaRem:) from the Uttarardmacarita as an example of this variety but
obviously this is wrong. The example given by the Abh., which is also quoted by
the ND., is the most appropriate : In the Ramabhyudaya, Act III, Sugriva has the
following message for Sitd : “Why waste words on this ? Rama will very shortly,
O Queen, bring you back even if you are kept on the other shore of the ocean.”
Here the hyperbolic words “qiis{d si@¥: fuqm’ prove fully applicable in the case of
Sita. Raghavabhatta points out that the suggestive sentence uttered from bechind the
curtain “FFABALTYL AJE @R | SR w@wh |V is an example of the second Pataka-
sthanaka. This sentence is clearly Aprastutaprasamya (Anyokti) : It bids the female
Cakravaka say farewell to her spouse, a command whose application to the case of
the King and Sakuntalad is immediately appreciated by the audience.

The third variety of Patakasthanaka is thus defined : When a character is in
doubt as to whether a particular matter relating to the plot would occur or not and
‘when this doubt is removed by a reply of another character given in a different con-
text, which proves.applicable in two ways, we have the third Patikasthinaka.®

4. The ND. gives one more example from the Nalavilasa of this type where instead of one
‘prayojana’ there is secured another ‘prayojana’ : The King who is ready to prevent the fight between
Vidusaka and Kapalika comes to possess the portrait of Damayanti.

5. This definition is found quoted by the NL., the BP. and the R. The SD. reads  @ifg-

mfga\g-j ATTTEAIHTH, | This, however, does not materially affect the definition. The word élista

in this definition means ‘ﬁttmgly applicable in two ways’, and ‘Satisaya’ hyperbolic (Cf. Atisayokti).
S5a. Sec infra.
6. This is admittedly a free rendering. Ghosh translates :
That which suggests with courtesy the object of a play in subtle manner and in the form of
a dialogue, is called the Third Episode Indication,
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The NL., quotes as an example of this variety a dialogue between Khandita
and Niyaka.” The Abh. and the ND. quote the well-known passage from the Mudra-
raksasa, Act I, which presages the capture of Raksasa while apparently conversing
about ‘Sandesagrahana.” The BP. gives this example to illustrate the ‘tullya-—sarhvidhina’
variety. The SD. and the R., however, cite the famous passage from Veni. Act 1L
24 etc. which is ominous as it foreshadows the breaking of ‘Duryodhana’s thighs’.

Now, the SD. gives this passage from the Veni, as an example of Ganda, the '
eighth element of Vithi. This is indeed extraordinary ! It means either that Visva-
natha nods here or that there is no distinction between the third Patakasthanka and
the Ganda. If there were no such distincion between the two Visvaratha should have
clearly stated it. The Abh. makes the following distinction between them : 'the third
Patakasthdanaka serves to accomplish the desired object. For example, it helps Canakya
to know deﬁnitvely that the wicked Raksasa would be captured and thus the final
aim would be achieved. The Ganda does not serve such a purpose. Again, the
import of the Ganda is always ominous.® The authors of the ND. hold after Abhi-
nava that the import of the Ganda is always ominous and support”this interpretation
by an etymological explanation :—

.7 AT gEREEATIE 57 Wwss |

They cite, after the DR., the well-known passage from the Uttaracarita. Act I, fore-
shadowing ‘Siia-viraha’ as an example of the Ganda, A careful scrutiny of the defi-
nitions of the third Patikasthanaka and the Ganda® would indicate another point of -
distinction. In the Ganda there in an clement of abruptness. In both the examples

The passage from Abh. which is adopted by the SD. runs as follows :
AIAEFIE] SPATMAGAG, BaRT @A NAAAITER-IZFRAT srcgaiuﬂﬁa a3,
afy R 9737 FReFRaagren afd 4ueR aq ady qaFRaEsd, |
7. The original reads :
Fed Ao gaiska f fmad g1 ahag=
wiq As7 faeaae fARd aeafa seala )
= AR F A7 @ag ASISA A :
JeaeqIeg @I d SEn R d g
The word ‘Sabhaya’ is $lista :
i R ArEA a8 oA i, aReE
8. .34 7 gEAEEIOE(Q DA AEeARl ey meeer 3 | CSErd
o wa? aF W NATITAIET g8 | FEEITI, qUETIgaRT g 943 | g 9aTH-
e freafiors Fa gy 3 afar |
9. quz: gegaaata frny agEfegay | DR 1L 18
WASTHEATT a5 Fegaignq aw: | ND- P 137,
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of “Brg: 3afEud:’ and ‘Fwgg WwAR the characters enter on the stage and abruptly
remark ‘3ffyd:’ and wq—-wg. In the passage from the Mudrardaksasa the character

(Siddharthaka) is alréady on the stage and his words ‘eRs A’ get connected as a

reply to the question agitating Canakya’s mind.*?
Raghavabhzatta points out Sakuntala IV. 3 as an example of the third Pataka-

sthinaka. No doubt, it is an excellent example of Patdkasthanaka but it cannot be
taken as illustrating the third Patdkasthanaka as it does not satisfy the requirements
of its definition. It would fall under the second variety.

The NS. defines the fourth Patdkasthinaka as a statement, in verse (for purposes
of rhetorical embellishment), which is paronomastic, is fittingly applicable in two
ways and _which also contains some suggestion relating to the future ‘prastuta’ (the
subject—-matter or plot).

The stanza—Uddamotkalikd etc.—quoted by the DR. as an example of Pataka-
sthanaka of the. ‘Tulya-visesana’ species illustrates this Patdkasthanaka. The BP., the
SD. and the R. quote this example. Here King Vatsa playfully suggests by using
double entendre that his earnest gaze on the creeper, which has borne blossoms out
of season, may cause jealousy in the queen. In the sequel the King’s ardent gaze at
Sagarika provokes Vasavadatta’s anger.

The NL. quotes a very fine example of this Patakasthdnaka from the Janaki-
raghava. The stanza is full of paronomastic words. It is addressed by Rama to Sita.
The stanza presages by a double entendre the Abduction of Sitd by Ravana.'! The
Abh. and the ND. quote Ratnavali, Act I. 23 and the following speech of Sagarika
as an example of this.!> The King’s bard announcing the evening time employs paro-
~ nomastic words and favours the action of the play enabling Sagarika to know that

her ‘Kusumayudha’ was none other than kmg Udayana himself whose bride she was

mtended to be by her father

10 Ratnavah Act 1I1. 4 It is worth notlcmg that the Abh. remarks :
sTAcEHE 3 g AT, gasqleaEt & FEET seFRa FAREERar | g
Yadeages ARREATER ZFA, |
Kane in his History of Sanskrit Poetics (p. 237) writes : “The TNET and its commentary: aﬁé}q;
were probably composed before 3fagqg wrote the a;fh:xanna’?.” From this passage, however, we

may safely conclude that Abhinava had the DR. in mind while making the pertinent remark and thai
the DR. with its Avaloka was definitely composed before Abhinava wrote the Abhma\at} arati.

1. g dal g
a%raqf‘anrq=:r: MEROA aYNF: |
FhaRRarrenagRsa) akedfi |

where @[ means (i) the capital of Ravana, (ii) branches.
THF (i) Ravana’s celestial chariot, (ii) flowers and

qx @ Ravana’s sword (or car), (ii) leaves.
12. The DR. gives this to illustrate ‘Bindu’ (Germ)
15
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As has been already said, the second and the fourth Patakasthanakas as illus-
trated by the SD. can hardly be distinguished from each other.’® Both the examples
are marked by double entendre. Orthodox commentators’* would, however, defend
the distinction saying that the fourth Patakasthdnaka presages ‘pradhanartha-visesa’
while the second ‘apradhanartha.” But this defence collapses in the face of Visva-
natha’s clear remark : o9 WAENAT EERIGUIRGHOERT  diwdufingan  Agageatie)
g B qATFIEATEHY | The distinction between the two species would stand only
if the expressions ‘satiSayarm and Slisfamh are interpreted in accordance with the Abh.
and the ND. :

- Later authorities excepting Dhanamjaya recognise after the NS. four varieties
of Patakasthanaka. The DR. defines Patakidsthanaka as an indication, by the men-
tion of something extraneous, of a future event relating to the ‘prastuta’ (the subject-
matter, plot of the drama). It is characterised by equivocation of situation or by
equivocation of phrase. The Avaloka names the species thus : the Patakasthanaka by
Anyokti (=Aprastutaprasarsa) and the Patakasthanaka by Samasokti. He illustrates
the first species by quoting Ratnavali III. 6 where the description of the. behaviour
of the sun towards the Kamalini is extraneous and ' suggests ‘the behaviour of the
hero towards the heroine.

As already observed, he gives ‘Uddamotakalikar étc., as an example.of the
second species. This treatment of the DR. deserves special attention. He unambigu—
ously states that Patakasthanaka foreshadows an event relating to the ‘prastuta’ whether
immediate or distant. Bharata’s fourth Patdkasthanaka is, undoubtedly, of the Tulya-
visesana (or Samasokti) variety. Bharata’s first three varieties would be convered by
the Tulya-samvidhdna variety of the DR. The BP. and the R., expressly declare that -
the first three Patakasthanakas are Tulya-sathvidhanatmaka.® No doubt " the first
variety is Tulyasarhvidhana but there is hardly any indication of a future event.

Dhanamjaya’s distinction between Patdkasthdnaka based on Tulyasarividhana
and Tulya-viSesana is all right as far as it goes but in practice these are at times
found in combination. For example, the stanza quoted by Dhanika as an example
of Tulya—sarhvidhdna variety does contain paronomastic words.

13. The ND. for some inexplicable reason gives Bharata’s 4th Patakasthanaka as the third ahd
Bharata’s 3rd as the fourth !

4. g =313 “g=: au%m?sssa’” iR Biamsruas—sauakenatn a=ag,  a9Ar-
R ged TIAIORRNETA T3S AT ; SuaIISgaY § Gl sawamty-
T |

15. afdafeaad gerafamErag wag |
g4 g wagetReneafaas, || B p. 203.
and gagfar gerafa gaPRen, |
aag Bosl eng Bl asa B o R

—Haridasa.
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The BP., it would appear, widens the scope of Patdkasthanaka when it includes
in its definition the suggestion of past as well as futvre events.!® It is implicit that
the past event which has not been represented on the stage is to be suggested. Thus
the song of Hamsapédiki at the opening of the Vth Act (Sakuntala) suggests that
Dusyanta has forgotten Sakuntala.

Bharata lays down that the four Patdkasthanakas could be used to advantage
in a play.” The NL. speaks of them as ‘Kavyalankarahetu’ and ‘Sobha-hetu’ and
prescribes that they are to be used in the first four Sandhis only (excluding the fifth
Nirvahana). The DR. simply says that a playwright ought to employ Patakasthanakas
in the Acts.’® The Abh. refers to and refutes the view that the four Patakasthanakas
are to be used in the first four Sandhis respectively.’® The ND. calls it an -‘alafka-
rana’ of Natya and Kavya and says no Riupaka should be composed without them.
The SD. prescribes that the Patdkasthdnaka should be used judiciously. It says
that sometimes they are propitious and sometimes ominous. They may occur in any
Sandhi. He refers to the view that they occur in the four Sandhis beginning with Mukha
respectively and adds how others do not accept it on the ground that they being
highly useful may be used in any part of the play.

The Abh. rightly says that there is no logic behind the argument that the four
Patakasthanakas should be used in the first four Sandhis. Theoretically there is
nothing against using Patdkasthdnaka in the last Sandhi, yet out of practical consi-
deration the NL. restricts their uses to the first four Sandhis for when the play is
coming to its conclusion there is hardly any scope for Patikasthanaka coming to
allude to a future event.

This study. of the Patakasthianaka avers as follows: (i) it is a dramatic device
employed to delight the gallery, (ii) generally speaking, it foreshadows some event
whether near at hand or distant, (iii) it is, broadly speaking, distinguished into two
species—one based on an equivocal situation and another on equivocal speech; in
practice, however, the two are at times found in combination. (iv) The four Pata-
kasthanakas as defined by the NS. are to be distinguished thus: in the first Pataka-
sthinaka an ambiguous situation may result in bringing about the aim of the

16. sftaAm FH FAF AA TEGA |
| SRS GaEEHES g aq |—BP p- 202
17, FguaEwd A e | NS XIX. 36,

Here the word Pataka clearly stands for the Patikasthinaka. A part of the name stands for the

whole in accordance with the maxim FI¥FIYHO ATHATIIZNT, |
Patakasthanaka is quite distinct from Pataka. Pataka corresponds to the sub-plot in English
drama. Patakasthanaka is a particular point or situation in dramatic action which indicates the future

event relating to the Prastuta.

18.  oqIFRYUAFFAT........ | DR. I 37.
19. The NS. III. p. 20 para 2 and p. 22 para 3. This probably is the author of Adibharata who

has already been quoted above.
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hero, in the second the hyperbolical statement perfectly applicable to the ‘prastuta’,
happening in future, in the third the equivocation is conveyed in the response of the
- actor whose words apply not only to the immediate matter in hand but also presage
the future; this Patakisthanaka and Ganda, (the 8th Vithyanga) have much in
common, but the latter is to be distinguished from the former on the ground of
their respective import. The Ganda, true to its name, presages disaster while this
Patdkasthinaka is propitious as it contributes towards the realization of the aim of
the hero. The fourth Patikisthanaka is characterised by paronomastic words.

This study would show that the element in dramatic desi‘gn called dramatic
irony by dramatic critics of the West was known to Sanskrit playwrights and was
duly taken into consideration by Sanskrit dramatic critics of antiquity. It is not
suggested that the Sanskrit playwrights have used the Irony of Situation, or incident
and Verbal Irony as copiously and variously and also as effectively as the English
playwrights have done. The truth of the maxim ‘Coming events cast their shadows
before’ is a matter of experience. In consonance with this truth every serious event,
in Sanskrit plays, generally casts its shadow beforehand. The Ganda and some varie-
ties of Patakasthinakas correspond to what is called, Prophetic anticipation. Some-
times we have veiled hints or vague foreshdowings of coming things.* The Pataka-
sthanakas (and Ganda too) to be artistically satisfactory must never be so mechanical
as to appear unnatural. It would be evident to any careful reader of Sanskrit plays
that the Sanskrit playwrights have skilfully devised the different Patakasthanakas.

20. For example grapiq:—3RuRN0 m g | 12 &1 |~Mrechakatika Act 1

and qig §§ o FQEU F4 a9 GABAQ |-Mrechakatika Act 1. 36d.
In these’ lines we have an inkling of what is to come !



9

BHXNIA,HA ON GRAMMAR IN RELATION TO POETRY

TG WEET A TS A | I AT F:@ T |
AT g FEATFAST AT AZTTET: |
—Bhamaha. V. 4
It is gencrally believed that Logic and Grammar need have no place in the pro-
vince of Poetics. Dandin, one of the earliest and eminent rhetoricians, ignores the
claim of Grammar by not treating of it and expressly brushes aside the claim of
Logic in his well-known couplet :

gfamEggeranfadiar @ Jeaat |
fasre: w8 oIERArEET G5 w2 |

: » —Kavyadaréa III. 127

It is taken for granted that a prospective poet has already mqstered Grammar
before taking to poetry. Rudrata' clearly mentions that a poet must equip himself
" with a thorough knowledge of grammar before attempting ‘Slesa’. Hemacandra?, too,
makes a pointed reference that in the course of study Sabdanusasana (grammar)
precedes Kavyanu$dsana (poetics). It would, therefore, seem that the treatment of
‘grammar as that of logic would be altogether superfluous and uncalled for in a
work of poetics. '

The view that grammar has absolutely no place in poetics is, however, proved
to be not quite correct by the practice of a few rhetoricians who treat of grammar
in their works. Bharata (Nagyasastra, XIV), Bhamaha (Kavyalamkara, VI), Vamana
(Kavyalarhkarasutravrtti, Adhikarana V), Rajaseckhara (Kadvyamimamsd, VI), Abhi-
navagupta (Abhinavabharati on the Natyasastra, XIV) and Bhoja (Srngaraprakasa,
Chapters I to VIII) treat of grammar. It is in the fitness of things that the rhetori-
cians highly prize the study of Sabdanusasana as Sabda (with its Artha) forms the
very foundation of poetry. It goes without saying that the Sabda must be gramma-
“tically correct.? It is, however, not enough for a poet thatthe word is grammatically

1. Kivyélarhk?ra, V. 35.
2. Kavyanusasana, 1. 2. and the Vrtti thereon.
3. Cf. :
o} .

ggl ARG F A |
fegnmn & F1@7 TiEddm R ol

and —Bhamaha I. 11
WAF W @y AErEAEEga |

D e . -
qelreifguata U@ AR aq |
-Bhamaha VI. 61,
Could one understand in the seccrnd half of the verse a sly reference to Dharmakirti ?
o
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correct. It must be striking, charming and beautiful. In other words, it must have an
aesthetic appeal. Grammar gives us various alternative forms of words and different
words to convey the same sense. Out of these words and forms some are suited to
poetry and some are not. Bhamaha examines grammar in relation to poetry with the
express aim of pointing out what words can be properly used or not used by poets
who delight in Vakrokti (striking expression) :

gl At ¥ g afq | |

TaFg ¥ T g afFawisagsad | )

—Bhimaha VI. 23.
He is, however, perfectly aware that it is impossible for any one to inquire from

this point of view into the whole of Panini’s grammar :

AT OTHARATTFRA
F1 gxgafa Aatsswar fE=rag |

—Bhdmaha VI. 62. ab.
He, therefore, shows, merely the direction by his brief inquiry into Panini’s grammar.*

In the course of his inquiry Bhdmaha sets forth some aesthetic considerations as
regards the use or non-use of particular types of words by poets. He warns pros-
pective poets not to use that word whichis not in usage (‘aprayukta’) and therefore
_creates confusion in the reader’s mind, e.g., ‘hanti’ (/han, to kill, and to walk in -
the sense of ‘gati®. He should not employ unintelligible (durbodha) words like
‘Srautra’ (in the sense of ‘Srotriya’), nor harsh words (‘apesala’) like ‘dusta’®, nor vulgar
words (‘gramya’) like ‘pindisura’, nor meaningless words (‘aparthaka’) like ‘dittha’. He

4. The following synoptic contents of Bhamaha’s Section on Sabdasuddhi (“‘Purity of words”)
clearly shows that only a part of this section inquires into Panini’s rules of grammar from an
aesthetic point of view :—

vv 1-3 : a fine Paramparitariipaka of the ocean of grammar.

vv 5-6 : stress on the importance of the study of grammar.

vv 7-13 : investigation of the nature of the ‘word’; denunciation of SPHOTAVADA.

vv 14-22 : Critical examination of the meaning of the word; and refutation of APOHAVADA.
v 23 : the aim of Bhamaha (stated above) in writing the Section-Sabda-Suddhi.

vv 24-30 : aesthetic considerations regarding the use or non-use df words by poets.

vv 31-61 : an examination of some rules of Panini’s grammar giving words which possess an
aesthetic appeal.

vv 62-63 : praise of Panini’s system of grammar.
v 64 : conclusion.
vv 65-66 : Summing up of the contents of the whole work.
5. Rudrata VI. 5 and Mammata VIL v. 144 take it as an example of the flaw ‘Asamartha’.
Namisadhu, however, aptly remarks. : qqq;s%qf\a‘;‘[g mqgﬁsﬁ TFR | o[ @@'@Sq aqz |
6. cgmﬁqamz corresponds to Mammat’s sftika;u dosa (VIL 141).
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should not use words whose meaning is not well-known (‘apratita’) (e.g, ‘hanti’) nor
words whose correctness could be justified with difficulty by resorting to some vague
Jbapaka (e.g., dhyati for dhyayati). He should not use words simply because persons
of authority have used them, nor words which are correct according to systems of
grammar other than that of Panini, nor words which are found in the Vedas (on
the strength of the statement of the Mahabhasya : =Aq F4A T&Fa |) He should
not employ a compound in which a word ending in the-tr affix is combined with
another word that would be in the genitive (when the compound is dissolved) by
merely relying on the usage of the Sigfas (eminent authors or learned persons) or on
the Nyasakara or on the indication from a ‘word or words in a siitra, as when the
word vrtrahantd (for vrtrahd) is employed. Nor should one form a compound with
a word ending in the termination aka (and a word that would be in the genitive
when the compound is dissolved, e.g., tadgamakak for tasya gamakah).” He should
not use words got at by ‘yogavibhaga’. He should not use harsh phonetic combina-
tions, e.g., ‘etacchyamam (etat-+$ydmam). Barring the word paddhati, he should not
use such words as contain a cognate form with hakdra. Nor should he employ such
_words as produce too much of okara, e.g., gato, ydto, hato?
~ Now let us review Bhamaha’s rules regarding the types of words a poet should
employ in his work :

He should employ words that have been sanctioned by usage (kramdgata), are
pleasing to hear ($rutisukha), and are pregnant with meaning (arthya). The beauty of
consonants (vyafijanacdrutd) truly excels all figures (of sound and sense).® He should
use words, as a rule, sanctioned by Vartikas or Istis. In the case of A'mrj he should
employ the form with vrddhi (mdrjanti and not mrjanti), although both forms are
available. In the case of Saripasesa compounds he should employ only forms that
are got by the rule ‘Puman striya, e.g., forms such as ‘Varunaw, ‘Indrau, ‘Bhavaw

7. These verses point- to Bhamaha’s great reverence for Panini. Verse 63. ¢, infra, is eloquent

" of this reverence : ‘gizy st aa’ & afv |
He would, as a rule, respect the authority of the Vartikakara and the Mahabhasyakara. Cf
VI. 29. abc and IV. 22.

8. This rule probably provided Mammata a hint to lay down the Dosa called Upahatalupta-
visarga (cf KP VIL v. 210).

9. Kuntaka’s Vakroktijivita (especially, Unmesa I. 19 and Unmesa IL 1-7) devotes considerable
space to Varna-Vinyasa-vakratva. In a way, it forms a fine exposition of Bhamaha’s Vya-
njanacaruta, which is a very comprehensive term and can cover Sabdalamkaras like different
types of Anuprasa and of Yamaka, Sabdagunas like érutipesala and the three Vrttis (Parusa,
Upanagarika and Gramya) of Udbhata. In the Abhinavabharati we read : (NS. XVI,

. . ) A .
p 339). qowE o elxamEenly TERGESH  (1-3¥) 783 | SFACZES QA A
{HGgau’a (Dhvanyaloka IIT 3d, 4d) -%-;x;"fa | Eq;:nqeh fg %aa qllﬁ: HFHIQZ{FéTq‘ fﬁmﬂ
XEFAA 51 qeTERIEE:, @ g GeleeddeamiRtia: | dFw gaEeg:

TgIas. ...
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and the like'%. In the sense of ‘Patumacaste’ and of ‘Krsam Karoti’ he should use the
forms ‘Patayati and Kar$ayati. He should employ adverbial compounds which end in
short ‘a’ when two forms are possible; and such adverbial compounds as are in the
ablative case. In cases where forms in the Instrumental or the Locative case are possi-
ble he should employ a form which has been the subject of an elision.

From among the adverbs given under the group Tisthadgu he should employ
words referring to time. From among the Dvigu compounds, he should employ those
that are of the feminine gender'!. Out of the group Bhréadi, he should employ all
such forms as have their final consonants elided. When he has to employ words form-
ed by the affix ‘Kvip’, he should use only such forms as are in the Instrumental
or Genitive case. He should follow this rule even where a word ends in ‘as?,
Eminent writers allow in the masculine and feminine genders the use of words ending
in the affix ‘kvasw’ even in poetry provided that the beauty (of expression) is not
marred. The employment of ‘znic’ contributes to great beauty in poetry. Words ending
in the termination ‘nini’ in the sense of Tacchilya are beautiful in all the three gen-
ders. He should employ words ending in the affix ‘Lyut’ in the sense of ‘agent, doer’.
He should use such forms as Ldksika, Raucanika and Madhdrajana and Aksika and
Sastrika also; so also Sarva and Sarviya, Patima (and not Patutd, or Patutva), Laghima
(and not Laghutd@ or Laghutva). He should use words preferably ending in the affix
Iyasun (rather than in tarap). He should use the affixes dvayasac and daghnac (and
not mdtrac) to denote measure. He should use words such as Jyotsna, Tamisra and
the like in the context of matup affix. He should prefer the forms phalinak, barhinah. ‘
He should use forms with the affix ‘inik’ especially mekhalin, malin and mdyin. He
should preferably use forms like dadhati, roditi, svapiti and present participles like
dadhat, bibhrat. ' '

10. According to Vamana, however, such forms are grammatically incorrect (vide : Vamana V. 2.
1. and the Vrtti thereon). There is no doubt. that his remark : Qg gﬂ, H’Eﬁ, EZ]"iY HRIRH

Hiﬂﬂl! ST )’ is directed against Bhamaha’s rule (VI. 32.).
11. Bhamaha indicates his preference for words in the feminine gender : ‘qgua“[” émﬁ:, @Eﬁi:,
s, S, SaEAr, aReEld, Fasd,

It is possible that Kuntaka took a hint from Bhamaha in regard to the sweetness inherent
in the feminine gender and composed his Karika in praise of ‘Strilinga’ :

afy g 7% sifegs 939 | :

Qifia<? genraia &t e Kuntaka I1. 22
Abhinava, also, makes a statement which is in agreement with Kuntaka’s g ar’ EﬂWfﬁ’
g7 AETER TERIAT EFA ST sl sgaa: ‘enfa amrfy age si
—Locana on Dhvanyaloka 11I. 15, p. 359.

12. With referance to this observation of * Bhamaha, Naganatha Sastry rightly observes that
¢Bhamaha had a fine ear is clear.’
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CRITICAL REMARKS :
~ This study of Bhdmaha’s approach to “Grammar in relation to Poetry” shows that
he lays particular stress on the following considerations in regard to the use of

words in poetry :
(i) The words must be correct according to the system of grammar of Panini
(Katyayana and Patafijali).
(ii) They must not be unintelligible but such as are sanctioned by usage.
(iii) They must not be harsh, but pleasing to hear.
(iv) They must not be vulgar (but refined).
(v) They must not be meaningless but pregnant with meaning, and
(vi) They must be.such as are imbued with the beauty of consonants.

It further reveals his ardent love for grammatical purity, his keen aesthetic sense
and his fascination for the enchanting beauty of consonants. It makes clear also the
fact that his rules refer to poetry of love (in union and in separation) only and not

to poetry as a whole.

Bharata treats of grammar not for its own sake but because it subserves the pur-
pose of Rasa. Bhamaha must have taken a hint from Bharata in dealing with gra-
mmar in relation to poetry. We do not have any other pre-Bhimaha work dealing
with this topic. It is not, therefore, possible to judge to what extent Bhamaha is indebt-
ed, if at al]l, to his predecessors or is original in his treatment of this fascinating
topic. Of his successors, Vamana deals with it from one point of view only and that
is of grammatical correctness. Abhinava illustrates the strikingness of ten kinds of
words by suitable examples and counter—examples while commenting on the four-
teenth chapter of the Nafyasastra.’® Anafidavardhana'®, Kuntaka'®, and Ksemendral®
treat of this topic of Sabdavaicitrya in a slightly different context. Bhamaha’s inquiry
into the ‘Purity of words’ is incomplete as it has reference to the poetry of the softer
emotions only and does not take note of the needs of the stronger and more verile
experiences of life. Taking cues from Bhamaha later rhetoricians scientifically worked
out the Vyafijana-cdrutd in different contexts of the ‘Rasddis’ and presented us with
the results of their researches, viz., the three dictions—Vaidarbhi, Gaudi and Paricali

with. their characteristic vyafijanas.

13. G.O.S. ed. Vol.,11. Pp 224-234, The text of the Abhinavabharati is corrupt. Read also Dr.

‘ Raghavan’s artlcle on “Writers quoted in the Abhinavabharati” JOR, Madras, Vol. VI part
ITI, pp. 218-222). It is interesting to note that the reconstructed verse (on p. 219) does not
agr:z with ths printed text of Abhinavabharati in the G.0O.S. ed. For it leaves out ‘Agama’
expressly mentioned on p. 225 of the Abhinavabharati and adds ‘Hita’, to make the ten
kinds of words. The verse as reconstructed by Ramakrishna Kavi (p. 224, fcot note) suits
the printed text of Abhinavabharati all right.

14. Dhavanyaloka III. 16.

15. Vakroktijivita II.
16. Awucityavicaracarca, Karikas 19-26,

16



122 Studies in

According to Dr. Raghavan, Logic and Grammar formed part of the Alarhkara-
$astra in the pre-Bhamaha times'. Dr. G. T. Deshpande advances the theory that
Bhamaha devoted, for the first time, a section each to Logic of Poetry and Grammar
of Poetry with a view to raising the status of Poetics and bringing it on par with
the Science of Logic and of Grammar®. In view of the fact that the Natyasastra
deals with grammar and that Bhimaha himself refers to the view of some Alamkéri-
kas who regarded ‘Sausabdya’ as the real embellishment of expression or specech and
that Bhamaha’s Section on Sabda—$uddhi is nothing but a treatment of Sausabdya
(possibly with greater emphasis on Vyafijanacdrutd) one feels inclined to agree with -
Dr. Raghavan’s view that Grammar formed part of Poetics in pre-Bhamaha times.

17. Vide Dr. Raghavan : Sragaraprakasa, Vol. I : Part II, pp. 387-89. or Madras, 1963 edn.
p. 257. Dr. Raghavan classifies ‘Sausabdya’ as a Sabdalamkara along with ~ Anuprasa and
Yamaka. Instead of regarding it as an Alamkara like Anuprasa and Yamaka, it would be
more correct to take it as an embellishment of the whole poem or composition.

18. Dr. G. T. Deshpande : Bharatiya Sahitya Sastra (in Marathi) pp. 71-80,



KALPALATAVIVEKA ON BHAMAHA’S KAVYALAMKARA

(Chapter V. vv 5-10)

These six verses of Bhimaha have baffled modern scholars, Pandits and commen-
tators as regards their true import. A perusal of the English translation and Notes
by P. V. Naganatha Sastry’ and the Sanskrit commentary Udydna of D.T. Tata-
charya? would subsantitate the above statement. Naganatha Sastry’s attempt at a
lucid exposition of Bhamaha’s text is no doubt admirable and the Udyana commen-
tary of Tatacharya goes a long way towards a better and more correct understanding
and exposition of Bhamaha’s difficult text. What Dr. P.V. Kane, however, wrote
regarding the editions of Bhidmaha’s work holds good even today. He says : “Unfor-
tunately all these printed editions are unsatisfactory. The mss material is meagre
and the editions do not explain many knotty points, nor do they bring together all
the various readihgs in Bhamaha’s text as quoted in many works and the explana-

_tions of his verses by numerous writers from the days of Udbhata, the Dhvanyaloka
and Locana onwards. A scholarly edition of Bhamaha’s work is a great desideratum.”?
In the present paper I confine myself to Bhamaha’s apology for his treatment
of logic in his work on poetics and to a discussion and interpretation of the six
karikas from his Nydya—nirnaya (V. 5-10) dealing with the two pramanas-pratyaksa
and anumana-with special reference to Kalpalataviveka,* which was unfortunately
not available to the pioneering scholars and Pandits who have taken great pains to
interpret Bhamaha’s work.

One expeéls that a work on poetics should confine itself to an exposition and
elucidation of the principles of literary criticism. Barring a few exceptions the works
on Sanskrit poetics do not dwell upon an exposition of even the ten types of drama,
which are regarded as the best among literary compositions or ndfya, in general,
which is described as the most charmirg among kdvyas. It would therefore seem
extraordinary that an ancient Alamkarika like Bhamaha should have thought fit to
treat of Logic and Grammar in his treatise. One would have expected of Bhamaha
to treat of the faults like Pratijiid—hina, Hetuhina and Drstanta—hina at the end of

" the Chapter 1V wherem the rest of the dosas listed together are treated of. He has
gone out of the way in treating of the Buddhist logic and its refutation and of logic
in relation to poetry in a separate independent chapter. Anticipating such criticism
Bhamaha offers an apology in the first four opening verses :

1. Kavyalamkara of Bhamaha, Ediied with English Translation and Notes by P. V. Naganatha
Sastry, Tanjore Second Edition, by Motilal Banarasidas, Delhi, Varanasi, Patana, 1970.

5. Bhamaha’s Kavyalamkara with Udyana Vritti, by D. T. Tatacharya Tiruvadi, 1934,

3. The Sahityadarpana of Viévanatha Paricchedas I, 11, X Arthalankaras with Exhaustive Notes
and ihe History of Sanskrit Poetics, by P. V. Kane, Third edition, 1951.

4. Kalpalataviveka by an anonymous author. ed. by M. L. Nagar and Harishankar Sastry, with
an English Introduction by Prof. P. R. Vora, L. D. Institute of Indology, Ahmedabad 9, 1968.
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“I describe the faults pratijia-hina, hetu-hina, etc. 1 briefly describe them in
accordance with Logic with a view to giving simply an idea of them. Generally the
slow-witted or unintelligent shy away from $dstras because of their difficulty. In
order to persuade them to study the $dstras, 1 present here a small collection of the
logical topics.” Granting that logic subserves poetry one might bertinently ask :
“When the stream of poetry is all-embracing and is not partial to one or the other
school why Bhamaha prefers the Buddhist logic for his treatment of the subject ?”
Bhamaha answers (his criticism thus : Indeed we aim at giving a mere direction or -
indication and not an exhaustive treatment of the whole subject of logic, variously
treated by the various schools of thought. If the entire field of logic were to be
covered it would lead to prolixity and voluminousness. We therefore restrict ourselves
to giving a mere direction in regard to pramanas, etc. People take to the -study ° of
$astras if presented in poetic garb. Persons (children) who have first tasted honey
take in, without much difficulty, bitter medicine. Although it is widely believed that
the subject-matter of the $dstras and poetry widely differs the sage Bharata has
rightly declared : “There is no word, no meaning, no logic, no art that does not
subserve poetry. Oh, what a heavy burden the poet carries !” .

This defence, this justification for including the treatment of Logic in his work
on poetics is, as far as it goes, all right. But logically it is not very sound. For by
the same logic (viz, since Logic subserves poetry he has included its discussion in
his work on poetics) he should have also treated of fine arts, such as, dance, drama,
music, painting, sculpture and architecture in his Kavydlawkara since they too subserve
the cause of poetry. )

Dr. V. Raghavan® advocates the view that Logic and Grammar formed part
of Pre-Bhdmaha Alamkara works. Once I was inclined to hold this view. But on
reconsideration I feel that if Logic and Grammar had formed part of Pre—Bham ha
works there was no need for Bhamaha to preface his apology before commencing
the treatment of Logic. Dr. G.T. Deshpande’ would like us to believe with ~him
that Bhamaha for the first time treated of these two important Sdstras in his Kayya-
latnkara with a view to placing alatkdra—Sasira on the same footing as of these (wo
important $dstras as poetry was denounced and looked down upon with contempt
and ridicule by orthodox Pandits in his days., This view seems to be plausible,

Now we take up the second part of the present paper, viz, the interpretation
of the six Karikas (Nyaya—nirnaya, vv 5-10) :

5. One feels tempted to interpret the compound word-‘hetu-nyaya-lavoccayah’ to mean a
collection of (topics relating to logic from) the hetu-lava (-Hetu-bindu) and Nyiya-lava
(-Nyayabindu). Such an assertion on the part of Bhamaha would mecan he is later than
Dharmakirti. The second half of V. No. 28 is said to be an attack against Dharmakirti who
holds that the enunciation of Pratijna is not quite essential and that it can be dispensed with.
The second half of V. 61 also is looked upon by some as containing a siy reference to
(Dharma)-Kirti. ‘

6. Vide : Bhoja’s S'zﬁgiraprakﬁs’a by Dr. V. Raghavan, 1963 edn. p. 257, p. 723, etc.

7. Vide : “Bharatiya Sahitya Sastra” (IN Marathi)
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V 5. @@ 9AOnai gEEnRgE Q|
NATRI-TIHA-fa5Fg aq1: & |l

i) Naganatha' Sastry translates the first quarter as follows : By Pramanas arisg
the ideas of Existence, etc. (p. 90)
ii) Tatacharya comments on the quarler thus :

JEEA SRAET: ET-gmEd: ndt: el | madar @ sk | sai® Fmwo-
RGN A | AT SASATSFAAE a1 GAEA g gF |

iii) The reading ‘sattvadayah’ deserves consideration. Bhdmaha himself uses the
word ‘Sandha’ further on in the same chapter twice :

sy @gg Redd (2 v. 32, ¢)
and &9qIS¥gOIGAT  (v. 45. b)

Now, the Kalpalataviveka (KLV) reads : ‘Sandhadayak’ in place of ‘Sattvadayak’.
This reading perfectly suits the context as would be seen from the following passage
.in KLV '

qEYTET i | gmroger s | qwR s o%q s ket UHAEAET SeAdm
falnd | wfgdaraeg aenamA gdtaa sl R TGN, | ....... IRARIETE-

WIAIFRRIRET 737 Sepgaremagsd, | SRe-tg—eera:  gaome el |—
(p-46 11, 1-16)

So with the indisputably genuine reading supplied by KLV, we may translate
the verse as follows :

Pratijfia, etc., are established-proved to be correct (or otherwise) by means of
the two p.roofs : the two proofs are Perception and Inference. The object (or sphere
or area of operation) of Perception is asidhdrana (=Visesa = Svalaksana) while
sdmdnya forms the object of Inference.

The word ‘ddayal’ in ‘sandhddayak’ obviously stands for Hetuw and Drstanta as
shown by KLV in the passage cited above. '

The use of the word ‘kila> suggests, according to Tatacharya, that the doctrine
of ‘Pramana-vyavastha is not acceptable to Bhamaha (Kilety anangikare 1). “According
to the Buddhist view there are two different sources of knowledge : 1 Perception and
2 Inference. These two sources of knowledge have settled and clear limits (Pramana~—
vyavasthd), the one never acting in the sphere of the other. The opposite theory of
the realists (the Vaisesikas and the Naiyayikas) receives the name of a mixture or
duplication theory (pramana-samplava), since according to that theory every object
can be cognised in both ways either directly in sense-perception or indirectly in an
inference. In other words, according to the Buddhist view, what is cognised by the
senses is never subject to cognition by inference and what is cognised by inference
can never be subject to cognition by the senses. Thus Sva—laksana (asadhdrana, videsa,
ksana, paramartha-sat) or the only real object, the extreme particular, the thing in
itself, is the province of perception, and samanya (class, species, genus, universal)
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is the province of Inference. According to the realists (the VaiSesikas and the Naiya-
yikas), every object can be cognised in both ways either directly, e.g., when a fire
is present in the ken and cognised by the sense of sight, it is a case of sense percep-
tion. When the same fire is beyond the ken and its existence is, cognised only
indirectly through the preception of its product, the smoke, through its mark, it is
cognised indirectly by inference.”

V 6. wae’ AN qdlsuiRA F=4 |

Fd! SRSl afwEd

Naganatha Sastry emends the words ‘zato rthat’ to ‘Sato rthdr’ and in support
of the emendation he says in his Notes :........ Thus in the definition of Pratyaksa
of the Bauddhas the epithet given is “4bhrantam”. This means ‘devoid of .illusion’.
What is devoid of illusion is what is real, i.e., Sadartha. So I have corrected the
printed text from ‘rato rthat’ into ‘sato rthar’. This emendation appears justifiable
also from the use of the word ‘sadarthilambanam’ in the verse following’. (pp 91-92).

Y

The emendation however is absolutely uncalled for. In this verse Bhamaha pre-
sents two definitions of Pratyaksa : one given by Dinnaga® and the other by
Vasubandhu.? The KLV (p 47, 11 15-16) unambiguously and clearly says that the
second definition is given by Vasubandhu :

SRR agaryToa SaEer QqPgaR adsAiRR |

Elsewhere (p 51 11 18-21) it informs us :

amaraasfl an sy awfiema g | A’ amﬁ%zﬁmﬂaes—aﬂmw-mEaﬁqar-mﬁa
gegeEEngEEE | PkEd wg “aeﬂszﬁﬁﬁ ¥ s wam-vamy | RNy
IRy “wmE g’ sR agvE fugad, | ‘

So we may translate the Kdrikd as it is : According to some (Dinniaga and
others) Perception is devoid of “Kalpana”; according to some others (Vasubandhu
and his followers) Perception arises from .that ‘artha’ (rdpa etc., colour etc., which
alone is real). ‘Kalpan@ they maintain, means attributing of qualifications such as
name, class (jati), etc. In his Pramana-samuccaya (1.3) Dinnaga thus defines Perception :

S FANE AWSIAIHETI, |

The Vrtti elucidates the definition as follows :

a5 9@ e ARG ad SR | Y Al 9 fleEll Ag-AmsrAadear | aess-
gy A GRes sead fera e | Sifi-gey sen AR | g-aRy 90 g% e |
fr1- gp%;g e T9F 3R | Ee-geRy &AW vl il | e daeaRifeedl $fE
o Rl g AREisy gl |

According to Dinndga Kalpana (yojand or samdropa) is five-fold : 1 name 2
class 3 quality 4 action and 5 dravya (substance or a single thing or person). These
may be illustrated as follows : ;

8. Dinnaga : Pramana-Samuccaya (. 3), Mysore University Publication, Mysore, 1930,
9. Vasubandhu : Vadavidhi
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(1) This is dittha (Mr. So and So);
(2) this is a cow or a buil;
(3) this is white;
(4) this is moving (calah), and
(5) this is the possessor of a stick (dandi).
According to Patafijali “There is a four—fold currency of words as instanced in
Cow or Bull, White, Moving, Dittha” :
A g feew e “wgedt geAl w17 g AEAeER: |
The KLV (p.47) comments on ‘tato rthat’ as follows :
gl emRgfAfm sf | aRgfitn wo-fmaer @ | 99 § a3 w@a-Gag eekad
Waeg AAffy | qas. skt war 37 Wa-PuEaees oo | 98 g Ea-
At q erRgfaiaey wagaR)sli g gﬁﬁqsiamw q Se3ar |
V 7. se: fRearr am‘maﬁ T aq |
 SeEd g # o R gam e |
Here, Bhamaha takes up the definition of perception, given by Dinniga, for
" criticism and refutation, ‘“‘So much or of such measure is indeed the wrong attribu-
tion” (Imputing name, etc., to a real thing (or object) is verily wrong attribution).
and the perception has as its subject ‘a real’, ‘reality’. If from the reality, jari, class,
etz., are excluded where could the perception operate ? (What remains of that reality
on which the perception could operate ?) And where is the viSesa (—svalaksana) ?
And how could you distinguish one svalaksana, say ‘a ghata’ from another, say ‘a
pata® ? (We cannot account for the distinction between the two when both are
vijiidnas pure and simple.)” Here we have the refutation of the Sautrantikas, who accept
‘visesa’ or -‘svalaksana’ as an external existent (sat) from the point of view of the
Yogacira School (or the Vijianavadins).
V 8. gz@ ¥y = aur famn @ gigaaa |
sregd @7 (ad g aeE & |
Naganatha Sastry (p 92. v—8) reads ‘na’ in place of ‘ca’ in the first quarter.
Tatacharya’s text agrees with that of the Banaras edition.

Naganatha Sastry understands by ‘Sd’ the vyakti whereas Tatacharya understands
it to mean “Jari”. These explanations are hardly convincing. Tatacharya might find
support for his interpretation in the phrase “Jaryddyapohe” which occurs in the
immediately preceding verse (No 7). As the discussion centres round the proof ‘per-
ception’ and its subject (visiya) asddharana (=viSesa=svalaksana) there does not seem
to be any scope for establishing the existence or non-existence of ‘jari’. The text as
it stands is indeed confounding. When we are faced with this obseure line the KLV
comes to our help. It reads the line (p 49 L 20) as follows :

gEiz = agia@ ®er @ g3 [gh-Jte |
Instead of emending ‘buidha’ to ‘buddhi’ as done by the Editors, if we emend
it to ‘buddhya’, the line becomes intelligible ;



128 Studies in

“With the exclusion of ‘jati’, etc., from the ‘ripa’, etc., (the object of cognition)
there remains only ‘tathdr@ (the true reality) and that reality does not become the
object of cognition (buddhyagocarah = jiidnagocarah).”'

The second half of this verse may be translated as follows : “Now, if this’
reality be only vijfidna pure and simple, devoid of the perceiver (grahaka vijiana-
amsa) and the perceived object (grdhya vijnana-améa), then it is futile (vitatham=
asaram) or worthless for direct perception (pratyaksam) operates on what is real
(a real object).” ~

It is equally possible to interpret ‘avastukam’ as ‘nirvastukam’=‘‘Sanyameva idam
sarvam” i.e. ‘void’ or better still nissvabhdvam’ (without any nature, qualities). Even.
if ‘avastukam’ is thus interpreted, in accordance with the S'linyavdda of the Madhya-
mikas, the same refutation (viratham, pratyaksatm tattvavriti hi) holds good.

V 9. J@-AeF-R3A FEAim aa A |
fama-ax (2 -)aEng, fARdser fAgsear ||

This verse may~be translated as follows :

“If you say that perception/knowledge (vijfidna) is made up of two parts, viz.,
the apprehending or cognising part (grahaka am$a) and the apprehended or cognised
part (grahya amia) then, as these two parts, according to you (vijiiénavadin),
alike as vijiana (pure and simple), you will have to admit that your visesa (or sva-
laksana) is simply unreal (or that the difference between them will simply - be
conceptual).”

V 10. iRl swded Al ars |
Sl SEARARAT siEER |

The first half of this verse elucidates here the definition of perception formulated
by Vasubandhu (when he was an adherent of the Vaibhasika school) in his tract
called Vdada-vidhi. This definition ‘Tarto rthar has been already stated in verse No. 6
above. The verse may be translated as follows :

““Sence—preception is that knowledge which is produced by the (pure) object itself”,
the colour, etc. (‘tato’ ‘rthat utpanaam jidaam); by this emphasis .of “itself” the ulti-
mately real object, (the mere efficiency of a point—instant); is meant” and not from
any other object (resembling it, say, for instance, the knowledge of silver from conch-
shell). It is certainly a fault (wrong) that the knowledge of the subject, say ghata,
(a jar) which is gained through ripa, etc., (colour, etc.) should be designated by another
name (say, ghata jidna).

The remarks of TH Stcherbatsky are very apposite on this definition : “Vasu-
bandhu apparently had produced two definitions. The first is the one he inserted in
his Vadavidhi. It states that sense—perception is that cognition which is produced from
the object itself. By this emphasis of “‘itself” the ultimately real object, the mere
efficiency of a point—instant, is meant.

10. I am indebted to Pandit Dalsukh D. Malvania for this emendation.
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This definition has been severely criticised by Dignéga, since it too closely resem-
bles the first part of the definition of the realists, ‘“‘Produced from a contact between
object and sense-organ”, and is apt to be misinterpreted in a realistic sense. In a
subsequent Vdda-Vidhana Vasubandhu probably corrected his definition and made it
consonant with the one- of Dignaga, but since the work is 10st, w’e-ca’nnot know it

exactly”. 11 ,
In conclusion, we may note that the KLV throws a flood of light on the tough

verses dealing with Logic and Epistemology.
From the comments of the Kalpalataviveka Bhamaha’s “Pramana-vimar$a”—treat-
ment of pramanas (Means of acquiring certain knowledge, proofs) we get the following

definite information :
i) Three schools of the Buddhists viz, the Sautrdntikas, the Yogacara (-Vijiiana-
vada) and the Madhyamika (Stinyavada), accept the following definition of Pratyakasa :
geqd gegAEg (Cf p. 47, 11 14-15, and p. 51, 11 20-21)
(This definition occurs in Dinnaga’s Pramdnasamuccaya 1.3) )
_ii) The remaining school of the Buddhists, viz, the Vaibhasikas, accepts the
following definition of Pratyaksa :
“adisafa 3@ F=9) (Cf p 47,11 15-16 and p.51, 1. 20)
This definition is formulated by Vasubandhu.
iii) Both these definitions of Pratyaksa are criticised and refuted by Bhamaha.
(Cf p. 51, 11 20-21)
iv) Bhamaha’s criticism and refutation of the definition of Pratyaksa as given by -
Dinnéga, rests on the authority of Kanada and the like who lay down that savikalpa
pratyaksa is a valid source of knowledge. (Cf p. 50, 11 5-6)

v) Bhidmaha’s treatment of the three members (and not five members as in
Nyidya—Vaisesika school) of a syllogism indicates that in this regard he agrees with
Dinndga, the Buddhist Logician. The three members of the syllogism are pratijid,
hetu and drstanta. They are accepted by him as authoritative and he quietly ignores
the remaining two members (Upanaya and Vigamana) of the five membered syllbgism
of the Nyaya—VaiSesikas and indirectly rejects their cla1m to be authorltatlve (cf
p. 46, 11 16-18) :

vi) Although Dharmakirti dispenses with the use of pratijia and speaks of only '
two—membered syllogism, Bhamaha speaks of the three members of the syllogism in

accodance with Dmnaga (Cfp. 46, 11 19-22)
P

11. Vide : Buddhist Logic, Vol. I pp 174-175.
Incidentally, it may be mentioned here that there is no real difference between the meanings"of

the two titles-Vada-Vidhi and Vadavidhana. Could they point fo ong and the same text ?
17



FRESH LIGHT ON BHAMAHA-VIVARANA

Till recently Udbhata’s commentary on the Kavydlarkdra of Bhamaha, generally
known as Bhamaha—vivarana (BV) was presumed to have been lost beyond recovery. In
1962, however, Gnoli published some fragments from this commentary!. Gnoli’s iden-
tification of his publication with BV. was doubted by Dr. Raghavan.? In his paper
on Punaruktavadabhisa® Dr. K. Krishnamoorthy came to the conclusion that the
published fragments do represent the genuine Bhdmaha-vivarana of Udbhata himself.

The study of Kalpalataviveka®* (KLV), however, throws some interesting light,on
this controversy, and goes a long way in support of Gnoli’s claims. Numerous pass-
ages of the commentary published by Gnoli are, beyond any shadow of doubt, the
source of numerous passages in KLV. They shed abundant light on some of the
obscure, ambiguous and knotty verses in chapter V (Nyadyanirnaya) of Bhamaha’s
Kavydlamkara. It borrows most of the passages from BV when treating of dosas. A
good many of its prattkas, referring to Bhamaha’s text, present vafiant readings from
the printed texts. Some of them are convincingly genuine readings. The text of BV
bristles with uncertain and doubtful readings; it is often mutilated as syllables, words,
phrases and occasionally sentences are partly or entirely lost. I quote below about
a dozen passages from KLV which throw light on and render the corresponding
passages from BV intelligible.

(1) Fr. 16 (a) Il 2-8 : These lines which treat of anyartha dosa (Bhdmaha I. 40) -
could be restored with the help of the following passage from KLV® :

71 3% wEAsenaatn | AerraeAfistag Wl q ¥ ahmﬂqaﬂ‘iﬁamimam-
U | qA - '

ot TR aeE Ao [m#medn 2.2¥:] ef 39 fgat @R ochad
qREEge:, 37 9 TRANSIHTINEAT | e 9 erAsusAEedemnase ad 4
g FAE—.... SWERAEL | ... S 5 ) o smaniR (Wl s-v-ve] 5f
g, | Femess g A @ @Rl ﬁarwuﬂ frmaeafafy fagm, | faga = s Aseff |

frendn < i TR AP SREH, A R g | afgra: ) gfaRs a: m%{ﬁ%qwmﬁ' l

(2)Fr. 19 11 5-8 : The commentator, when commenting on Bhimaha II. 8 treats
of the figure Punaruktabhdsa®and distinguishes it from Yamaka and Ldtdnuprasa. The
following extract from KLV is based on these lines of BV :

1) Udbhhta’s commentary on the Kavyalarmkara of Bhamaha, Roma, Istituto Italiano per I1
Medio Ed Estremo Oriente, 1962.
2) Presidential Address, The Twenty-first All India Oriental Conference, Srmagar October, 1961

3) Punaruktavadabhasa and Genuineness of the published Fragments from Udbhata’s Bhamata-
vivarana, The Journal of the Karnatak University VIII. 1964.

4) L. D. Series No. 17, Lalbhai Dalpatbhai Bharatiya Sanskriti Vidyamandira, Ahmedabad-9.
5) Vide p 711 17-28 :
6) Read in this connection Prof. Krishnamoorthy’s papzr, mentioned in f. n. 3; supra.
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SR | 6N ERATASIEAN] AP JATRIAEaT aeed, 1 ageat: JAEw
gaffy | A% FAAAS[ AriREAT FAAIsTIE: SqIENEER! AnFRER & TN LARH-
asmasé{ qau 9 FEgmE-aaga | gaEmmEd QEFEIEAS YA JeEEEAT-
AESH e A e B | sErRRRE T g ageNal 389 | oW T o GATHININY
FEAISHIE: FEIARANT 9 FAFOERHA WAAIAART g ARARER: -9 <& @ R¥—
9. R<w 4. ¥, |

(3) Fr. 27 a Il 3-4 : In the context of Bhdmaha IL. 43 the commentator ende-
avours to show that the upamd-dosa called Hinata, is, really speaking, no defect at
all. The following passage from KLV which is, no doubt, adopted from BV makes
these lines intelligible to a great extent :

‘draar sf...a9 Fgagay | STHAEeEEd: amedd aae aaRaeRi a1 | Sl
i I argaAe R eaEaR fenfy | avs emfiar-ag ago
[weg Rovg] g1 . T T gaRORdft @ @adeE Q9 gEg: |
, —37, ’¥Y%, 4. %-7 ¥E G R
Gnoli has correctly hit on the right reading vikalpadvaya in his f. n. 2 (p. 25).

(4) Fr. 39 (b) 11 6-7 : Gnoli discusses this passage in his Introduction (p. XXXVI
paragraph no. d) where he mentions this Fragment twice as fr. no 27, which is clearly
an error. The topic, discussed here, is about the figure $/esa (that is $lista). A perusal
of this entire fragment produces a strong impression that the commentator has
introduced here a discussion of the famous doctrine ‘Arthabhedena tavat Sabda bhidya-

te’. For restoring these lines the following passages from (Hemacandra’s) Kavyanu-

$asana and Kalpalatdviveka should prove useful : sgeaqqnztﬁ AFadifdgeseniorian | a9
AN TN TTFHEFRRANNY, SYITATNRIIRAREY T Ao oo qaFaea) 7 [FEe 1"—p. 299
1. 14 17. And, spge: L...qrFgreacsfaar @ [V.L awnateaa ar) sfoseg-
A AR S E R a’rétaltgqaﬁmawmmagumieaméﬁaﬁwﬂifd{qram gogaafia |
p. 258 11 3-7

The two lines of the fragment when restored would rea.d as : g9 g LeIIAIHE-
gEqUIEf  FgAEgUTAREd  VAsfa aF  aFmglawiian | qUegRER  gEaEa A
afgiaza | .

(5) Fr. 45 (b) ll‘ 5-6 : The commentator intends this passage to serve as an
introduction to Bhamaha V. 2. In a corresponding passage from KLV we have all
the words of this fragment in tact, which fact clearly indicates that the author of
KLV has adopted the passage from BV. The passage runs as follows :

ag frfafy graRerEsmmaRg fERTH, | eSREAER AR R sreama®ad @

@Al NEfHEFT gdteate—ardor-- e [Bhamaha V. 2]
_g YK) qo C_Q;

7) In the Sanketa commentary of Mamkyacandra on Kavyaprakasa we have almost an identical
passage in the same context. Probably they haveadopeted the quotation from a common
source and this source was possibly the Bhamahavivarana.
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(6) Fr. 47 (a) : The text of this fragment is, on the whole, quite intelligible. This
fragment may, however, be read with profit along With KLV (pp. 57-59). A few
- expressions and lines of this Fr., however, need correction :

1 2 : TEIEERR X X X should be read as ToIBEfeEa aft  sraatfas
I 3 : should be read as @aFa@e A qnEEgmA 3 &g G @ o | A% A
.81 @ Rafemg® | - '

1 5: amraftEg §3Re Aifiaga, @ this line should be corrected in the light of
amFafie dafiglEdtmmar® | ' :

1 8 : should be read as & ¥ zYATAR~ER FAFAETTR xg-aigar 1| V.25 i
gt a1 qEtwar wgart x [ | -

(7) Fr. 50. (a) 1 2-3 : This passage is easy to restore with the help of the
following passage from KLV : o i

| AR O’ R | sRgEhas: | @ B sawm ag aife | gw e e
gT @A g | A qREE 9 4T o AR aneg i, Fardemmaganatieiaga
R S QNERRE AATRITEAITRIIRTAE, ERRR:2 |
‘h' %8) Fr. 50 (a) 16 : The following passage from KLV? throws some light on
this line : )

;mmﬁwrf%éqﬁr | 3R &g RravRfsead 28 | =% 9@ gelad ee
favaa, =weer g afifpaan | eoFasl 9 “qafa’ & ER=Aaiol )] frasffaam
frm, aq FemmAmATRIsEr 9 enRkan: |

(9 Fr. 50 (a) 17 : The following line from KLV should help us in restoring
this line : ' o

SyAINRIERE arafmRaan.. . .. | ‘ .
When restored it would read : apafimifyyqng | ‘qeorrd Ak’ s Namegaata-
sEngEAE: |

(10) Fr. 50 (a) 18 : The following passage from KLV?*® throws some light on this line :
A 3Ry s “aafa 1 BRmmefol? sad) e B | agdmeT @R SR
FIMAT TR IGA TGN | ,

The tine “aqfig......”" forms a quarter of a stanza; possibly the stanza occurs
in the poem Hayagrivavadha, now lost.1® o ‘

8. Vide KLV p. 57 1. 18.
9. Vide KLV p. 57 1. 21-22,
10. Vide KLV p. 57 1. 22 11. vide KLV p. 58 1l. 23-24.
12. vide p. 70 1. 4-7.
13. Vide p. 70 11. 8-11.
14. Vvide p. 71 1. 1. .
15. PO 1L 18-19. ~ o
16. This surmise is based on the context supplied .by KLV (p. 78 11. 5-13) : On a festive occasion
: Hayagriva sends his son to bring Narakdsura with him. He goes to his capital but learns from
the subjects of Narakasura’s death at Krsna’s hands, and his daughte{r’s departure to forest on
account of her bereavement. He then proceeds to meet her in the forest with a view to offe-
ring condolences to her; secing her practising austerities he is struck with love and points out
the great disparity between her tender youthful body fit for love’s joy and .her hard penance.

-~
4
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(11) F. 50 (a) 1 3-5 : These lines are easy to restore with the help of the
following passage from KLV : :
& g srm are@EAsenE SR A R | gefrgiEasiy | gags vl ) sEe
Fhaq: aregagAlerala: AgIIEITAES WAFI | Tt Fd  gElEaigeRd  FFaRRemi-
gk Ral a1 e’ o1 end | a3 aeauEREe, | Tald aga-age i |
These numerous passages, which have their source in Udbhata’s Commentary on
The Kdvydlamkdra of Bhamaha clearly suggest that Bhamahavzvarana itself must have
been ready at hand for the author of KLV, ‘
Finally, I refer to one passage from KLV which unambiguously corroborates

this inference. The author of KLV (pp 70-71) comments at length on Bhamaha
V. 56. In this comment we read :

“AgHH—
‘ gAREAITIN geraEFa: Fafua |
IqET WIS FASTRTGAT || 5 |

g fagTogar swiAgiEte aefmRsaeRl G ag aigenhy-
QAN q g @0l ... ”

Now, the quotation “ivaderapratitapi”® etc. is found introduced in his Laghuvrtti
(p 29, Banhatti’s edition) by Pratihdrendurdja with the words ‘faddhub. The author
of KLV identifies this quotation as originating from vivaranakrt, i. e. Udbhata, the
author of (Bhamaha-) Vivarana and thus indicating that he must have had Bhamaha-
vivarana in front of him.

R

But there is one serious difficulty™
it is the metre in which the two versefs
posed. The quarter, however, unmist
bhava, canto v. 4). _

17. p. 71 1L 9-12. oA A

.
18. So it was to Hemacandra who quotes s‘g,.ne passages from- .;L _for a contrary V1ew, however,
vide Kane's Hlstory of Sanskrit Poetlcs (p 127, 1951 ed)

ﬁi making such a surmise. And

; g4 ete. & p. 78) are com-
. of Kalidasa (Kumarasam-

v
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RATI-VILAPA,
DEVISAMBHOGAVARNANA AND ALAMKARIKAS

Kalidasa is pre-eminently a poet of the sentiments of eroticism and pathos.
The fourth and the eighth cantos of Kumdrasambhava deal with the lament of Rati
and the love-making of Siva and Parvati, who are regarded as the ‘parents of the
world. The present paper confines itself to a discussion of these topics with special
reference to the comments on and criticism against Kaliddsa’s poetic art by some of
the top-ranking writers on poetics and an examination of their criticism. We first
take up Rativildpa for consideration and then the Devi-(Parvati-) sambhoga-varnana.,

(i) Rati-Vilapa
It is just proper that a poet should write mainly with a view to portraying rasa
(sentiment). The story or plot is only a means towards that end. There are many

pitfalls against which a poet must guard himself if Le aims at successfully portraying
the intended rasa in his literary work. One of these pitfalls is :

qftqty aearfy afgeda dmag I
(vasg eqrfgdamr gey«ifgeans 1)

Anandavardhana comments on this line as follows : _ ;
gamprweat  TEvgRg aaeiat  gaafia saeatfe w@Er agedw
Ay | Fogr & T evamsftesaafid: gaga: qagwmm aftemgaa-
T FEad |2
Anandavardhana means to say : “‘Repeated feeding of a sentiment, although‘ it
has been fully developed, causes an impediment to that sentiment. A sentiment, which
has been fully developed by a description of its appropriate vibhavas, anubhdvas and
vyabhicari-bhavas and is duly relished appeais like a faded flower if it is overfed
again and again (by further description of the bhavas). o
He however does not add any concrete instance to illustrate his view. Abhinava-
gupta, his famous commentator, howeyer, refers to Rarivilapa ® v
“In Rati’s Lament K& amoin and again over-elaborated the sentiment
of pathes which has alrejii¥been fulfym eveloped”-
a7 wrfear: aftqy maetly seuer dhfseridy (¢ Feny) dagaw
. : - e c . . ©
faangriia, &g Frsd wEROfal ofienfay ampaneg ifa) afe
qfasarfafi: sufag afz epfnmearamggaafy qur aem: | sfweaigs-
argufiafanm ¢ sfaratgrean girafanm) gfa wa: ot
1. Dhvanyaloka. 111. 19

2. Tbid 111 19 Vrtti p. 364
3-4. Locana on Dhvanyaloka I1L. 19 (pp. 364-65)
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Mammata calls this impediment ‘Diptik punah punak’ and adds “As an example
of this ‘repeated feeding (or over-elaboration)’ we have ‘Rati’s Lament’ in Kumaira-

sambhava.
Jhalkikar comments on this statement as follows :—

fafa | cfafaemoeary | ag < dearEmm |@dt’ (2 5o ¢ 3810) TegT-

faar fifadrsta @ feaariaisa) sz ‘aa ar gars fagasr’ (@ @ & W)
geatfzai gadifea: @fis fx:) ww 7 F@azsqs fafcom gl anieg
&TiE AT Igq’ (2o o 7 IF0) FeqTizar IAfaa ofq sveaq | srywsaw ga:
TATEI(: WELAAT TCETAT gIHUAaq | aged gfifraragt: gqger &
YARTYSTATA: TTIF FEATNVAT §9 ALLAATATEIIITRTE:” ofa | aur =z
gt exfawe “aftors waenfs  Qv.q93a fgag  qeer exdzcag”’
7fa | aver sig: frdoat goeg@fa aza: o

These comments throw more light on the statemznt of Dhvazrydloka by referring
to the particular passages in Rativildpa. How far these comments correctly interpret
.the intention of Anandavardhana we shall consider later.

Hemacandra’s exposition of this rasa-dosa is very interesting and illuminating.
In the body of .the text he reproduces the relevant statement from Dhvanydloka and
in his own commentary (called Viveka, p. 170) he elucidates :

‘gaiga: quagsgnta gfa | qur & Faagaaanet ofigfrandcenfa
A fgg-Taa-qrIgey TAHEY gA:gATFE IS A mzAiggraricagagsaguunT | grq-
g Y ©F AL AT INNG R ER TEAT | AAT T AEGE LA AETRA-
atrsr fgar a0 3w f4aia | wr o atragea oy aroaa: wEoca: (2 9ia-
gragsaTE:) agtent fxdigisg: wfaar faas:

Hemacandra’s disciples, Ramacandra and Gunacandra, the authors of Natyadarpana
(p. 155), more or less say the same thing :

sregfwfifa arafaszeafy waer qoeadn grgasfifagian qur garcenry
Tfagaay | ssaqfiqy fg @ ga: ga: quasgaEr wedmeafar wafa
w7 ug gxqarcacafafarma sdtmasdaraeg atfasmE ofy |

From these two passages it is evident that Hemacandra and his disciples hold
that when over-whelmed by emotion (of sorrow) men or women utter only a few
words. And for describing the condition of such persons great poets devote at the
most two or three stanzas. They imply that the description of “““Rati’s¥Lament” in
Kumarasambhava, spread over the first thirty—eight verses, is simply repetitive over-
elaboration of the sentiment of pathos.

In actual life it is quite probable, even natural if the profound and tragic shock
of the sudden death of her beloved husband would make a woman swoon. On regain-
ing consciousness she might either be struck dumb with intense sorrow or she might

5. Kavyaprakasa, with Balabodhini, p. 440.
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even roll on the ground and wail aloud beating her bosom. In depicting the deep
sorrow of the first type of woman a poet may well utter one or two verses. It is,
however, a different story with the second type of woman. Rati belongs to the second
category. It is therefore quife natural for a poet to depict the sorrow of a loving
.wife at the sudden, tragic death of her husband on the basis of his mental identifi-
cation with the psycho-physical condition of such a woman. By this sympathetic
identification the poet visualises mentally the memorable moments sﬁent by Rati in
the company of the beloved husband, love’s quarrels and the unforgettable incidents
. associated with him crowding in her mind at that tragic moment, coolly contempla-
tes over them and finally portrays them in literature. Looked at from this perspective
one would not find fault with Kalidasa for giving a full expression to what passed.
in the mind of the bereaved woman who has lost her all-in-all in the world. An
analysis of the Rati-vildpa, given below, would clearly show that there is no over-
doing in Rati’s Lament. Kalidasa portrays a brilliant and touchingly pathetic picture
of the lament of Rati, a loving wife, for her dead husband. Towards the end of the
third Canto Kalidasa effectively describes the tragic shock received by Rati.
Aarfregmran gfe mEa deanmateagmomg |
wETaTsgaaT geq wamEe faga s
“The bitterness of the blow cast Rati into a swoon which dulled her senses
and for the moment with true kindness robbed her of awareness of the peril (that
is, death) of her husband.”
The fourth canto thus opens :
sy WEqogun @t fAanr smagtasttaar
fafyar wfaqafasrar agyasTraaizag |7
“Then Rati (lit, the wie of Kima) who was not mistress of herself (insensible),
being overpowered by the swoon was awakened by Fate wishing to make her expe-

rience her fresh widowhood full of unberable agony.”
Finding her husband reduced to ashes Rati laments piteously :

o ar gadw fagaer aguarfogagateadt |
faoem RENaysT augafas gadr cadg |1°
“She then, again, overpowered with grief, wailed aloud with her breasts dusty
owing to rolling on the ground, with her hair all dishevelled, making the whole
forest-site as it were share her grief.” _
There is perfect simplicity of passionate longing in Rati’s address to the dead
Kama : " _ ‘
Incidentally, the usually accepted readings in Dhvanyaloka are ‘pariposam’ and ‘rasasya’. The
editor’s f. n. (on p. 440) ‘tggq’ {ﬁ- TS g’ is erroneous. ’ -
From the context in Dhvanyaloka it would be evident that ‘rasasya’ is the correct readirg.

6. Kumara III. 73.
Kumara IV. 1
8, Kumara 1V. 4

=
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ﬁmﬁﬁﬁ&aﬁnﬁmaa%mml
framroone oow fageeer @d @ a0

““You have never displeased me, nor have I ever acted contrary to your wwhes‘
why then without cause, do you hide yourself from your weeping Rati ?” , )

Possibly you remember the punishment I inflicted on you in private and thex:c-
fore are angry with me ! | :

el wwT dEwnuea MNEafeRy geaay |
sgaFaCg AT I TdEtearearfy qr 11!

“Or do you remember, O Kama my binding you with the strings of my girdle
whenever I was addressed by you, with the names of other ladies uppermost in your
mind or the strokes with the lotuses used as ear-ornaments, in which your eyes were
soiled by the pollen—dust dropping from them ?” .

Now I know your compliments to me formerly that my image was enshrmed in
your heart were all empty : :

Tz gaditfa afeod aeataazaf ey |
Tqureqy 7 Xfag wwy: wawgar ofa: 12

“I (now) know that your words-‘you dwell in my heart’-so very agreeable to
me, were false; if these words were not an empty compliment, how is it that you
have become bodiless while Rati is unhurt or safe ?” .

Without you, wine, intoxicating young damsels, the moon, the mango-blossom,
the swarm of bees, the cuckoo would all become useless. Sweet memories of love’s
enjoyment in the company of Kama crowd into her mind and she is extremely

restless @
farear wftmer aifsargeretf adagf =1
geartfa = atfa & Tm: wWT GEgey 7 arfeacfea @

“Remembering the (close) embraces accompanied by tremor and solicited by
bowing down the head and those (never to be forgotten) love’s dalliances, there is no
peace for me, O Smara (<Kama).”

“I bear on my person the vernal decoration of flowers arranged by yourself but
that handsome form of yours is not to be seen. I pray, come back and complete
the half-finished colouring of my left foot. I shall follow you in death by self-im-
molation before heavenly nymphs allure you away. But the stigma that Rati continued
to live even for a while when bereft of Kama, will stick to me for ever. It is not. .
possible for me to do your last decoration as your body has also gone along w1th'
your life. I remember the happy times I passed in the company of yourself and

Vasanta :

10. Kumara IV-7, quoted by Alarkarikas as an instance of the fault : ‘bhagna-prakramata’,

11. Kumara IV-8.
12. Kumara 1V-9.
13. Kumara IV-17.

18
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WAl A9a: UM & FrgEFlAIvoT=a: |
aygw &g @fewai wai Taeata@fed « aq o

“I remember your merry talk with Vasanta and your casting a s1de—glance at

me, as you were straightening the arrow, with the bow on your lap.”
. But .where is Madhu (i.e., Vasanta) your bosom friend ? Is he also, like you,

reduced to ashes by Siva whose anger is dreadful ? I hope not.

At that moment Vasanta made his appearance to console her. On seeing him
she again wailed aloud : .

auAg FUZ &7 Y SqAFAIYY FI T | :

waaer f& prawgat Rgamrctasosms 1

“On seeing him she wailed bitterly and beat her bosom violently causing pain
to the breasts. Grief breaks out as if opening its flood-gates in the presence of one’s
own people.” ‘

Rati bids Vasanta heap the pyre so that she may follow Kama in death. This
is the bounden duty of every pativrard (faithful wife) :

g az afy Sigh @7 a%a afeq wdad |
waan: afygedm ofd wfaees fg fadaacfy e

“The moon-light goes with the moon and the lightning vanishes with the cloud;
that ladies follow the path of their husbands, is thus admitted even by inanimate or
lifeless things.”

Besmearing her breasts with Kama’s ashes Rati will place her body on ﬁre as
on a bed of fresh leaves. She asks Vasanta to make the fire burn quickly with the
help of the Southern wind to enable her to join her husband at the earliest. After
her death, only one handful of libation should be offered to herself and Kdma who
would share it in heaven. She asks Vasanta to offer mango-blossoms—which were so -
dear to Kama-as a funeral offering. '

From this detailed summary of ‘Rati’s Lament’ it is clear that the opening verse
simply states how Rati, who was cast into a faint by the sudden blow of her hus-
band’s death, regains her consciousness. The fourth verse (‘Atha si punareva vihvala”,
etc.) vividly depicts the anubhdvas of the sentiment of pathos : Rati’s overpowering
grief (at finding Kama, her beloved husband, reduced to ashes), her rolling about on
the ground with her breasts dusty, her hair all dishevelled and her wailing aloud.
These reactions on the part of Rati are perfectly natural. Further on, when Vasanta
(Spring), Kama’s bosom friend, presents himself before the distressed Rati for conso-
ling her she begins to weep still more bitterly beating her bosom all the while
and her (pent up) grief flows forth with all its force (at Vasanta’s sight). This rea-
ction of Rati is also perfectly natural.

Kilidasa’s observation :

14. Kumara IV-23.
15. Kumara 1V-26.
16. Kumara IV-33,
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wxsraenq fa grawmar fagagiofaaiosmaa |

is universally true and fully justifies Rati’s reaction. It is, therefore, extremely difficult
for one to agree with Balabodhinikira, the learned commentator of Kavyaprakasa
when he says that these three verses overfeed or over—elaborate the sentiment of pathos.
What Abhinavagupta, Mammata, Hemacandra and others mean to say is- that the
passage as a whole errs in over-elaboration of the sentiment of pathos. It is difficult
for one to agree with thesc writers on poetics on this point. On the contrary, Kali-
dasa has devoted just that much space as is necessary for an effective portrayal of
such a truly tragic calamity and its terrific impact on the person concerned. As has
already been pointed out above Kalidasa by his imaginative identification with Rati’s
mental mood or state beautifully depicts the sweet memories of Rati’ s past happiness
enjoyed in the company of Kama who is no more, love’s quarrels and other unfor-
gettable incidents associated with him. There is therefore no over—elaboration or
repetition. In a different context Abhinavagupta makes a very perceptive remark :

hwey ¥ gEWT oy wEwEw sifEg ‘g ey arafwy v

- If we study and analyse all the brilliant passages depicting the sentiment of
pathos from the works of great poets including Vyasa and Valmiki we would find .
strong support for this statement of Abhinavagupta (cited from Abhinavabharati).
In the passage of Rativilipa we find full support for it. In Raguvamsa (Canto VIII)
we have the counter part of Rati-Vilapa in Ajavilapa. Many ideas are common to
these two ~ passages. Their detailed comparision we reserve for another occasion.

Finally, it is rather difficult to assert one way or the other whether Anandavar-
dhana intended the Rati-Vildpa as an example of the poetic blemish paunahpunyena
dipanam Perhaps not. Possibly he had in mind the third act of Uttarardmacarita of
‘Bhavabhiiti. There we have repeated intensification of Rama’s ceaseless grief for “Sita
and there Rdma is represented as fainting away again and again,

17. Abhinavabharati on Natyasastra, VI-39.
Thls statement reminds one of a passage from Dhvanyiloka where Anandavardhana says that
- Soka (grief) is helghtened by memories of past happiness enjoyed in thc company of the lost
person and then cites the famous stanza ‘““‘Ayarh sa rasanotkarsi, etc., :

sraaT Freariiyasnify sexfaa sencafasrss ardw ggroaeger
wfefrdemedn qaiws caofodwas sy | ga: gsfawgan gzah
srgigai grar: sageamarfyfn:  dergAnfiERcimac tﬁw%ﬂgm
gffa | gur—

WG & TEAeRdl TraeaAtaga: |

angERTaeqsf Affreraa: s 1 (WEnarea, Gé’mr Q?-ie)
—Dhvanyaloka III pp 376-377



140 Studies in

(ii) Devi-sambhoga-varnanam

(Kalidasa and Obscenity)

The 8th canto of Kumdrasambhava describes the joys of the wedded pair of Siva
and Parvati who are regarded in mythology as the parents of the world. In many
MSS the poem ends with the 7th canto and some believe that the remaining 10
cantos are not the work of Kalidasa. It is, however, generally believed that the 8th
canto is not spurious but the work of Kalidasa himself. The grounds' for this belief are *

(1) It seems certainly to have been known to Bharavi, Kumaradasa, Magha,
~ Ratnakara, Sriharsa and others who have imitated this splendid canto in their epics.
As early a writer as Anandavardhana (9th century A. D.) regarded the 8th canto of
Kumadrasambhava as a genuine part of that epic.

(ii) Numerous quotations from it occur in standard works on Alamkara-$astra.

(iii) In poetic skill, language and style itis in no way inferior to Kalidasa’s work.

(iv) The celebrated commentator Mallinitha comments on it, as also Daksina-
varta Arunagiri and Nardyana. Considering the arguménts put forward by the advo-
cates of the two views scholars are now convinced of the genuine character of the
8th canto.

The contents of the 8th canto may briefly be summarised as follows : the first
eleven verses describe Parvati’s timid shyness, love’s nervousness befitting a mugdhd
ndyikd; v 12 informs that Parvati’s mother was pleased to find that Parvati was
Siva’s favourite, vv13—14 describe Parvati as a madhyd ndyika (the parily experiencéd '
Nayika, full of the love of youth) and vv 15-20 describe her as a pragalbha ndyiké‘
(the fully experienced and bold Nayika frantically in love). V 21 and onwards inform
us how Siva takes leave of Himalaya and wanders with Parvati over many regions
including among them the mountains Meru, Kailasa, Mandara and Malaya and the
celestial Ganga and the Nandana garden. Finally he goes to the mountain Gandha-
madana in the evening. He describes to Parvati the beauty of sunset first and then
that of the moon-rise. Siva and Parvati then drink the wine, brought to them by
the presiding deity of the forest on the mountain Gandhamadana, and spend the
whole night in amorous sports. Siva makes that place his abode and lives there
enjoying the company of his beloved Parvall without break or hindrance. With this
statement the canto closes.

Regarding the 8th canto Anandavardhana, the author of the epoch-making work
Dhvanyaloka, makcs some interesting and important observations :

FAATEY aleny Ay agzamEi amnafa 39 airwf%ﬁrﬁ&am |
fafast f giv- sycsgerfagatsafwsan | assgafast v gfeficera-

1 Kirata VII-IX, Janaki III, Sisu VII-X, Haravijaya XVII-XX, Naisadha VII, XVL,XVIII-XX.
Vide Dhvanyaloka III, pp 316-17 the passage concerned is cited on the next page
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T wErfaeT Zywaa | geeanfesar v a afzfy gdfiaqr...... aqar f& ==
FftarrcgardFarRarfassnrggarsTEAtfeg  ofsficegastg T
AT q afawrEd | qur FRICEY FAETTaeEg |2

“How is it that in such cases the sensitive readers do not find the subject-matter
devoid of literary beauty ? It is because the ‘fault’ is hidden from view due to the
poet’s genius. There are two kinds of faults (1) one due to the lack of vyutpatti
(sense of proportion and propriety resulting from the poet’s learning and observation
of life) and (2) the other due to the absence of genius. Now, the fault that is due
to a lack of vyutpatti can sometimes escape notice as it will be hidden from view
by grace of the poet’s inborn genius. But a fault due to lack of genius immediately
obtrudes itself on the attention of the sensitive reader. . ....... For instance, great
poets can describe the well-known sexual love, among the very highest gods -and
goddesses, and although such descriptions aré improper, nevertheless, due to the saving
power of their genius they do not strike us as vulgar. An example is the description
of the love-making of Parvati and Siva in Kumdra—sambhava® :

‘ aearzfrRaisafriaty a1 # ggenvEy awRwwRTstE Eifrwhn

|g arEEdTanE aq faet: et gaomesnr | aqatawaTfy-
g ... ety favd  amwfmcradeawmfiar o8 ey @ A
ux | @ g wiwefiteracatasi @ gvaa gegwaT

“Hence the truth is that both in plays and poems any description of vulgar,
sexual love in respect of kings etc., with heroines of high character would be extre-
mely vulgar or obscene like the description of the sexual love of one’s own parents.
The same is true also of its description in respect of gods and goddesses who are
high characters....... While it is true that in these matters even ‘mahikavi’s (great
poets like Kalidasa) have erred and shown indiscretion still their fault is not noticed
as it is covered by their genius as we have already mentioned.” '

Abhinavagupta in the course of his commentary on the first passage says :

e fagei @ aRemTfaTaTaE weteneTET Rt | saadTar-
iRt @ fagEdt o sswagifoar sunestaesn rers: | wRefve-
TFaewiy gfa | sty gt afaeaar sfavmaar st qur adw faured
T AufegaTadt w3« qarfy | gur freatsamer gevenfiadsh ger-
urAEy armafeReagay agaEr fFdas @ g deteqqoesy aaraedfy e

“The absence of any impediment to the realisation of aesthetic relish by the
sensitive readers is the all-in-all of a rasa. For rasa entirely depends on relish by

the sensitive reader. The cognition of the sexual love of the gods and goddesses of
high character produces shame, disquietitude and such other feelings as the cognition

2. Dhvanyaloka 111, pp 316-17 (Banaras edition with Balapriya commentary)
3. Ibid, pp 332-333
4. Locana (pp 317-318)
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of the sexual love of one’s own parents might do. A great poet gifted with extra—
ordinary genius describes the sexual love in such a unique way that the reader is com-
pletely engrossed in relishing the pleasure of that wonderful description and it gives
no time or leaves no scope to the reader to consider whether that description is
proper or improper. As in the case of a born brave warrior, who though fighting
for an unjust cause wins applause from the spectators by his heroic fighting; these
very spectators however on due consideration of the causes leading to the fight and
on realising that the fight is for an unjust cause do not applaud thgt brave warrior.
It is exactly the case here too.”
In his Kavyaprakdsa Mammata clearly lays down :

ax tfagemisrgyarfa aftgenasfass feisfe | faeg A st
YR FARTATITAT A it | agoe & R St -
faaq r

“—~—But it is not right to describe rati (love) of the type of sexual love in
respect of gods and goddesses who are high characters. In fact, such a description
would be extremely improper as that of the sexual love of one’s own parents,”

Ksemendra who analyses the improprieties which hinder the aesthetic enjoyment
and illustrates them by quoting verses from various poets displays in many cases a
good deal of insight in his criticism. He takes Kalidasa to task, against the authority
of Anandavardhana, for the vulgarity of the 8th canto. He quotes the following.
verse from this canto and adds his own comments :

FEggaEnrTihireaean gafi@aat g

arae: afifuses dan gadt fogawmaag |1°

—ar wfEEFmETTE R qRT-A-ag faa-feswass Q) ra-ufs-Rrofaats
yeEafEates FEigasr wasafasnggdagas amataads of gan:
georTfa I’ o

‘““His eyes being charmed at that moment by the series of nail-marks at the
root of her thighs, Siva prevented his beloved as she was tying up her garment
which had got loose (or was cast aside by the wind).”

- “Here when dealing with the delights of love between the wedded pair of Siva
and Parvati, Kalidasa describes that Lord Siva, who is universally venerated, is
captivated by the sight of the series of nail-marks (implanted by him during love’s
dalliance on the previous night). Such a description might be proper in the case of
ordinary (mortal) men and women but certainly not in the case of Siva and Parvati
who are revered as parents of the whole world. It is therefore improper on the part
of the poet to describe the amours of Siva and Parvati the way he has done: be-

cause of such description the whole ‘prabandha’ (canto) has become highly improper—
obscene. . '

5. Kavyaprakasy VII (p 443, Jhalakikar’s edition)
6. Kumarasambhava VIII—87
7. Aucityavicara-carca
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Finally, that Panditaraja Jagannatha also, the author of Rasagafigadhara and the
last great dlamkdrika, held an identical view, becomes absolutely clear from his
criticism of Jayadeva in respect of Gitagovinda (in which the amours of Radha and
Krsna are described quite frankly).

T9 gEFE TERE: swufagEsy anofmner segan | segar
ey arefigcfianasfy aggaer atgatamR | sadarfifeg -
nifarify-wme3y eweagza-andlsy angt anRoRagsf P ofy «
affragfartade aur sofrg wivag ¢ \

With due deference to the almost unanimous view of -the topmost dalamkarikas
about obscenity one may submit that in appreciating a literary work we should
judge it purely as a work of art. As Kalidasa is himself a great devotee of Lord
Siva_it is simply unthinkable that he means any disrespect to Siva and Parvati whom
he pays homage in the opening verse of Raghuvam$a in these words :

arraifae oadt swragfagayd |
s foadt 78 qradfi—qeasast

. “I bow down to Parvati and Paramesvara (Siva, lit. the Supreme Lord), the
world’s parents, who like word and meaning are united, that I may attain right
knowledge of word and meaning.”

Further we may not be wrong in holding that Kilidasa as a poet felt that it
was "his duty to suggest rather than to say outright : The love of the Yaksa and
Yaksa-patni in Meghadita is thus a symbol of human love. So too in Kumdrasambhava
the marriage and the love of Siva and Parvati serve as prototype for human marriage
and human love. Once we accept this suggestion the objection raised by the alarkarikas
loses its force and the vivid description of the amour of the two deities at once
becomes a source of great beauty and charm.

Since Kalidasa is unquestionably a great devotee of Lord Siva, it is unthinkable
that any thought of blasphemy or of treating the story of Siva and Parvati impiously
might have ever crossed his mind when describing the amorous sports of Siva and
Parvati. He must have been fully conscious that unless he invests the poem about
Siva, Parvati and the Birth of Kumara with human emotions and interest it would
lose much of iis beauty and appeal to his sensitive readers and that is why he must
have drawn the pen—pictures of Menai, Himalaya, Parvati, Siva, Rati and Kama
after humanizing them by attributing to them human emotions and weaknesses.

Further, this, description is neither out of the context, nor opposed to the context,
nor added somehow to humour his sensitive readers. The preceding description of
the mutual love between Siva and Parvati (Canto V), of the due consent of Parvati’s
parents to their marriage (Canto VI) and of their wedding (Canto VIT) naturally and
inevitably lead to the Devisambhoga-varnana’. (Canto VIII). That the wedding should

8. Rasagangadhara, N. S. cdition, Bombay, 1939. (p. 64)
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culminate in the consummation of their marriage (by sexual intercourse) is only proper
and reasonable. What is wrong, therefore, if a highly gifted poet like Kalidasa des-
cribes their amour very artistically and poetically ?

If now, the argument is advanced that sddhdrantkarana (depersonalisation, gene-
ralisation or universalisation) is impossible in the case of gods and ‘goddesses like
Siva and Paivati in respect of rati, then it should be equally impossible in respect
of other emotions like wutsaha,, vismaya, and so on. Accepting this position would
mean that the life of gods (deva—carita) should altogether be esche‘wed by the poet
when composmg poems or plays—a position not acceptable even to' Abhinavagupta.

For he says :
mﬁaﬁégaa&wmwﬁmlmm&
aq: | ggE— ‘aamarigeayg arfaet fregemg | srfa-2o-wesaafeammcar-
aeay efaETmatTRTea’ |

“To say that the life of Rama, etc. (describing extra—ordinary deeds, such as
building a bridge across the ocean, etc.,) does not appeal to one and all is very
inconsiderate-being very rash. For everyone’s mind is characterised by a variety of
vasands. For Patafijali says : “Vésanas are without beginning, because desire is
eternal”. “Although separated by birth, place and time nonetheless there is a corres-
pondence between smrii and satiskdra”. In other words, although several births
intervene, vdasands still produce instinctive reactions to external situations”.

Thus if sadharamikarana is possible in respect of heroic deeds, it should be equally.
possible in respect of love as well. If it be argued that it is not possible in this
particular case of Siva and Parvati, the father and mother of the world, we have
already replied that they represent man and wife.

One would perfectly agree with the critics if they were to say that the Canto is
highly erotic. But what is erotic is not necessarily obscene; and we must never mix
up aesthetics with ethics. In the realm of literature and its appreciation we must be
solely guided by aesthetics and we must ‘refuse to be impressed by extraneous consi-
derations of morality and immorality and its effect or impact on society. As literary
critics our duty ends when we appreciate the beauty of the literary creation and
experience aesthetic rapture. To censor passages from books on grounds of morality
or their evil influence on society is the job of law-courts. Viewed in this light the
Devi-sambhoga-varnana as portrayed by Kalidasa, gifted with divine creative imagina-
tion, would not appear improper and obscene.

Anpandavardhana’s approach to poetry or literature in general is two-fold : aesthetic
and ethical. From the aesthetic point of view he passes the judgment that the breach
of decorum in the poet’s description of the sexual love between Siva and Parvati is
covered up or concealed by the poet’s genius. His view that there is a breach of
decorum in such a description is based on an ethical approach to literature. The

9. Locana (Banaras edition with Balapriya commentary) pp.187-88
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idea of breach of pfopricty however strikes the mind of the reader only subsequently
and not while readmg the description, as is made clear by Abhmavagupta in the
context of ‘rasdbhdsa’

At wgat Rragauenes sufasr @, mﬁtﬂrﬁm W, -
e axrame: vauery dfatai @ | gufy ax oeaTeswde, ‘gwrafy
LEE (3P rﬁmmlamﬁmrﬁumr&rmrﬁuﬁ awaﬁwmtlm
g wadwreagafa gyre wift defed s, . ...

—Locana pp. 78-79.

Since the notions of propriety and impropriety differ in different times and climes
one should not give them undue importance in judging a work of art. Anandavar-
dhana’s aesthetic approach to poetry seems to have been ignored completely by later
writers on poetics who emphatically denounce the Devisamboga-varnana and are not
prepared to accept his view that the fault is concealed by the poet’s genius and
artistic descrlptlon ‘ .

Although adverse criticism is levelled agamst the 8th Canto by some of the
dlamkarikas as stated above it is greatly popular with them. Compared with any other
canto of Kumdrasambhava the quotations from its 8th Canto are the largest-numbering
about 40 or so. The honour of quoting the largest number of verses from this Canto
goes to Bhoja who quotes five verses in Sarasvatikafthabharana and twenty—three
verses in ‘Stngdraprakdia. Among others, Vamana, Kuntaka, Ksemendra, Dhanika,
Ruyyaka, and Hemacandra quote from this Canto to illustrate points of poetics. We
may now take up some_ of these verses quoted by them and see for ourselves how
_very beautiful they are. ,

Dhanika in his commentary, called Avaloka, on Dhanafijaya’s DaSaripaka cites
the following verse as an example of mugdhd nayika :

. sqrgar wfas=t 7 29 rgRsoTaStEaigE |

< ¥ T mga quegeY @ aurfy w@d foarfEee: 00

“Addressed she did not reply; when he held-her garment she wished to free
herself and go away; with her face averted {turned aside) she slept on the bed; yet
nonetheless did she delight Siva.” The timid shyness of the newly wedded bride and
her lover’s ruses (tricks) are deftly, delicately and delightfully drawn in this exceed-
ingly beautiful verse.

Here is a very lovely verse which expresses rather less but suggests much more.
Kuntaka, Bhoja and Hemacandra cite it in the context of Vrida : :

g qferafad, gua: gufaer faags:

Yy favawg Reawrew:, wfy wifa @ TwT sswEr e
10 Kumara VIII 2
11 Kumara VIII 11
19
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_ “Observing in a mirror the outward marks of love’s enjoyment (on her person)
and at the same time seeing behind her own image that of her lover seated behind,
what reactions did Parvati not show out of her timid shyness ?”

Kuntaka quotes it to illustrate a variety of ‘samyrtivakraia@’ (beauty of concealment)
by the use of pronouns. In this variety a very tender subject does not allow of any
elaborate descnptlon of its actions or. gestures but shines uniquely by the device of
concealment. In this marvellous verse the poet uses the expression “kani kani” to
suggest the unique excellence of Parvati’s reactions. These reactions are so varied
and beyend words for the sudden awareness of her lover’s presence when she was
observing in the mirror the tooth-bites, nail-marks, etc., inflicted on her person by
her lover in the course of love-sports, embarasses her greatly and adds to her timid
shyness and nervousness. She bent her head, closed her eyes and did a’ number of
other things to hide her sense of shyness and shame.

Incidentally, another verse illustrating the bashfulness of the inexperienced herome
Parvati, may be considered :

gfem: wtaeedw a1 feesy T@d gaigs |
Fer qEfd IEEhEA MeweTfaga EEaE |12

“In private, with her garment taken off, she closed Siva’s two eyes with her
two palms; but, as his third eye on the forehead continued looking at her unclothed
beauty, she had her efforts failed ‘and she became absolutely helpless.” :

In this verse Kalidasa beautifully portrays Parvati’s bashfulness and her feeble
or vain efforts to prevent Siva from observing her nude beauty.

The poet of a Prakrit gatha depicts Parvati facing a similar situation. He however
shows how Parvati (with cleverness natural to women) overcomes the embarassmg
situation; the gdtha-runs- as follows :—

Tr-af-fear-forstao-wo-Frasy- g mem-gyee |
wrew ay-uo geag-afigfer st
[cf-¥f-ga-faaar-s-fress-wg-aav-goes |
wweq gatg-agw wad-afogfead safa 1]

“When Siva divests her of her garment during amorous sport, Parvati (instinctively)
closes Siva’s pair of eyes with her two tender palms (and simultaneously) kisses his
third eye (on the forehead) which really (riumphs.”

The import of the gdthd is : Although in the present gdrthd, the third eye is to
be closed in common with the other two eyes and although as eye it is equal to
the other two eyes,. the third eye (of Lord Siva) alone is victorious in so far as it
is closed with a kiss of Parvati. The verb ‘Jayati’ (triumphs) in the gdrhd has a
striking beauty which can be felt by sensitive readers : ‘Blessed or fortunate indeed
is the third eye as it was honoured with Parvatl’s kiss and therefore is far superior
to the other two eyes.

12 Kumidra VIII 7
13 Gatha-sapta-§ati V 75
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Now, here is another lovely verse from the-8th Canto wherein Siva describes to

Parvati the young rays of the rising moon : ‘ :
. <
s fyqaaatzan FUYTTIArES a9 |
AT T-F - F SR ARTAE@E g H: ||

“It is possible to cut with the curved tips of the nails the youhg "féys of the
newly rising moon which are as soft as tender barley sprouts which might serve
you as ear-ornaments”

In the Kavyalamkarasﬁtrav,rtti Vamana quotes this verse . in connection with a
grammatical point, namely, the impersonal use of the word ‘‘akyam’ (Karah cchettum
sakyam) even when it differs in gender and number from the noun it qualifies. It s
Kuntaka, however, who cites it in his Vakrokti-Jivita and brings out its unique poetic
charm in his comments which deserve to be quoted in full : ’

w9 cEqfterERicgaifaTa: |gEaTES | aar ¥ gadrggrai  gfEa-
wgarrtai . wag oA fistrfamy: ufa agsgoE, Jaeas-
FaeTleRaTamEdal | sngreaartafotmihfr aSfef:
A qeaggrgatraaZaAd  aeH EaunIgRUTSEHaT 9 Ew (2 wm)
feafaagfa: wdiga -

" .Here the charm of the rising sentiment shines exquisitely. The rays of ‘the rising
moon in all their freshness and delicateness are wonderfully invested with extra-ordi-
nary beauty. The Lord of Parvati (Siva) informs his beloved (Parvati) that the moon-
- rays thereby deserve to serve as ear—ornaments and enjoy the rare privilege of contact
with her lovely cheeks, ears, and curly hair. This description suggests how Siva is
over-whelmed by love at the sight of Parvati’s lovely moon—face and the tender rays
of the rising moon simultaneously. .

Here is another verse of supreme beauty which is often quotcd by Vémana,
Kuntaka, Bhoja, Ruyyaka and Hemacandra in their Alatikédra w0rks

sgafetfia faay d@fmmfta uﬁf%tﬁx 1
gqaﬁgaattaa‘fﬂw gradty wdtge w0

“Having collected darkness with his rays like a mass of hair with fingers the
.moon is, as it were, kissing the mouth (face) of the night wherein the lotus—eyes

have been closed.”"

Vamana cites it as an example of Utpreksavayava.'” Kuntaka quotes it as an
instance of Rasavad alawmkara with Upamdripaka and Slesa and adds that the utpreksa
contained in the line ‘Cumbativa rajani-mukham $asi’ should here be regarded as

14 Kumara VII. 62
15 Vakrokti-Jivita ITL. 34, v no. 125 p. 194
16 Kumara VIII 63.
17 Kavyalamkarasttras (under IV. 3.32)
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the major figure of speech (viz., rasavadalarmkara).'®* Bhoja cites it to show that
the so-called ‘utpreksavayava’ figure is not different from wutpreksa.’® Ruyyaka cites
it as an example of angadngi-bhdvasankara’ of the figures ‘upama’, ‘Slesamila atiSayokti’
and ‘utpreksa’*® Hemacandra quotes it to illustrate :
fagrraenwat: [ atfawr- ] arasreacam,. swenfaen: @

~ The behaviour of a hero and his heroine is attributed to Candramas-the moon
and his beloved Nifa (Night). Siva by this description suggests his own keen desire
to kiss Parvatl. _

In this Canto Kalidasa describes according to the principles, of the Kama-Sastra
the amour of Siva and Parvati and cleverly suggests to his intelligent readers that
the amorous sports of the divine pair would in course of time lead to the Birth of
Kumira (Kumdra-Sambhava). The different pictures of Parvaiias mugdhd and madhyd
and pragalbhé ndyik@ are very charming, so too Siva’s description of the sunset, the
. night—fall and the moon-rise is very charming.

This canto may well be described as ‘Sastra-Kavya® as it concerns itself with love
and the art of love and presents the principles of erotics in a very attractive and
poetic garb. ' '

Finally Dharma (Duty) Artha (Wealth) and Kama (Love) are the three recognised
aims of human life, and all the three are equally important. Naturally, the delights
of married life have an important place in our life : There is nothing abhorrent to
taste if they are beautifully, poetically and appropriately portrayed in literature. On
the contrary such descriptions are a great source of beauty and have aesthetic appeal
to sensitive readers. It would, therefore, be only apt to regard this Canto to be a
crowning and glorious achievement of Kalidasa’s poetic art.

I would like to conclude this paper with the following verse of Mallinatha, wﬁo

pays a very handsome tribute to Kalidasa for his ‘dhvani-gabhira kavya (poetry’
pregnant with rich suggestion) :

wTRaTaRT até mfere: averd |
qgé@smmﬁ@ﬁgm: [

18 Vakrokti-Jivita, III 16v. 69.

19 Sarasvatikanthabharana NS ed. p. 468
20 Almkarasarvasva, NS ed. p. 248.

21 Kavyanusasana (p. 148)



" THE SOURCES OF HEMACANDRA’S KAVYANUSASANA

Hemacandra’s Kavyanuéasana is a very fine text-book on Alamkara—sastra. It
is remarkable for its free use of the illustrious Alarkara works that preceded it, as
well as for its wealth of illustrations. It is admittedly a lucid compendium of the
subject of poetics as developed by previous writers, most prominent of them being
Bharata, Dandi, Vimana, Rudraga, Rajasekhara (KM), Kuntaka, Abhinavagupta (Abh.

“and Locana), Dhanaiijaya—Dhanika, Mahimabhafta, Bhoja (SK and SP), Ksemendra,
Mammaga and Rucaka or Ruyyaka (Sathketa). The following table would give the
reader a very good idea of the principal sources utilized by Hemacandra in the
preparation of his Kavyanusasana :

SubjectA ‘Kavyanusasana’ ‘Principal Source|Sources’
Kavyaprayojana : Ch. I (pp. 3-6) KP I. pp. 6-10; RS p. I;
. : Locana I pp. 40-41
" Kavyakarana (pp 7-33)
: —Pratibha —pp. 5-6 KM 1IV. pp. 12-13
—Vyutpatti —pp. 7-13 Vamana. I-3; KM VIII (pp.35-41)
" ' and Kavik-V. (pp. 17-20)
—Abhyasa pp. 13~14 Vamana 1-3
"—Siksa
—Kavisamaya § pp. 14-33 KM-XI-XIV
—Sabdartha-harana
Kavya—svartipa pp. 33-42 KP. L p. 13, p. 263, pp. 462-465,
pp. 470-472 Dhv. and Locana
' pp. 223-234 '
Sabdartha—svaripa pp. 42-87 Dhv. and Locana pp. 74, 78, 137-
139, 167-169, 255-257, 271-276,
351-356
(pp. 47-57) SP. VII (pp. 245-250)

In his Sr. Pra. (p. 708) Dr. Raghavan observes :

“Not only thte Gathds and Sanskrt verses given as illustrations by Bhoja, but
" Bhoja’s comments thereon are also reproduced completely by Hemacandra in his
Kavyanuéasana. ... These six conditions (Abhinaya, Apadefa, etc.,) and their illustra-
tions are reproduced from the Sr. Pra.”

pp. 65-66 KP. V. (pp. 223-256)
" Rasalaksana Ch. II (pp. 88-105) ]
—pp. 88-89 KP. IV—pp. 91-95

—pp. 89-105 Abh.—(Vol. T) pp. 272-287
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Rasabhedas

__Sthayibhavas
" Vyabhicari-bhavas
" Sattvikabhavas

'Re}‘s?zbhisa and _Bhivébhisa
~Kavyabhedas '

(pp. 106-124)

pp. 124-126

pp. 126-144

 pp. 144-147

pp. 147-150
pp. 150-158

Studies in

Abh. (Vol. ) pp. 267, 304,
306-307, 314, 315, 324-326, 328,
329 330, 333-339.

Dhv. and Locana pp. 391-394
NS. VII and Abh. (Vol. I)

pp. 282-283

NS. VII and SK. (V) and DR.
(IV) with Avaloka

NS. VII and SK. (V) ,
Abh. (Vol. ) pp. 295-296; SK. (V)
Dhv. and Locana (II) pp. 261,
263-264, 282-283, 495 KP. V
vv. 120 etc. '

Dosa-Vivecana
—Dosalaksana

—Rasadi—-dosas

- —Rasadosas

—Pada—dosas
—Vikyadosas

‘—Ubhayadosas

Artha-dosas

Ch. I (pp. 159-273)
(pp. 159-161)

(pp. 161-168)
(pp. 169-199)

(pp. 173-176)
(pp. 179-198)
(pp. 199-201)
(pp. 201-226)

(pp. 226-261)

- (pp. -261-273)

CP. Dhv. and Locana (pp. 80-
83) KP. VII. vv. 321, 327, 330
Dhv. III (pp. 365-401) and
KP. VII (pp. 450-460)
DR. IV (p. 91) and Avaloka
Dhv. III (pp. 361-364)
Locana (pp. 342, 344) ‘
KP. VII. 60-62 (pp. 433-445)
KM. (pp. 42-44), NS XVIII.98-99
KM. XVII & XVIII

(pp. 89-112)
SK I. 93 VV 126-127 .
KP. VI V. 202
Vamana II. ii, SK. I,
VV. II. KP. VII and X.
Véamana II. i, Dhv. (II) &
Locana -
VV. 1I; KP. VII
Véamana. II. ii; SK 1
VV. II; KP. VII

Dr. Raghavan’s remarks on Hemcandra’s treatment of Dosas are very apposite :
“....Chapter III of Hemacandra’s Kavyaiusdsana is almost identical with chapter
VII of Mammata’s Kavyaprakasa. The number, nature and the illustrations of all
the flaws are the same in the two books. In Hemacandra’s own commentary on his
work, Hemacandra has given additional matter drawn from Anandavardhana and
Mahimabhafta under the heads of Rasadosas, Avimrsta-vidheya and - Prakrama and
Krama Bhangas.” (Sr. Pra. p. 246) '
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Gunavivecana

Ch. IV (pp. 274-294) -
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Mainly based on NS:
XVII, KD; Vémana;
and KP (VHI)

Dr. Raghavan s observations on Hemacandra’s treatment of Gunas are very
pertinent: “On Gunas Hemacandra is a follower of Anandavardhana and he draws
upon Mammata and probably from Rajasekhara also... As regards the three Gunas,
Hemacandra considers that Madhurya is of the highest degree in Vipralambha, a

little less in Karuna and still less in Santa.

of the views recorded later by Jagannatha...”

QRIFEIFETSNY RgeRL, | “This is one

Hemacandra’s treatment of Gunas is noteworthy for his “reference to strange
views on Gunas”. One view holds that Ojas, Prasada, Madhurya, Simya and Auda-
- rya are the five Gunas (in the sense of Patha—~dharmas). The other view is these five
Gunas belong to certain metres. Hemacandra criticises both.

Subject

‘Kavyanusdsana’

‘Principal Source/Sources’

Sabdalamkara-varnana

Ch. V
(pp. 295-338)
—pp. 298-314
—pp- 314-332

—pp. 333-337

Mainly based on the NS. XVII,
KD, Rudraga, Devidataka with
Kayyata’s commentary; SK II
and the KP (VIII, X) IX
Rudrata, Devifataka, Kayyata’s
commentary, KD, Bharavi
Rudraga (IV, V) and Devisataka,
Kayyata’s commentary

NS XVII & Abh. (Vol. 1) (pp.
385-392)

Arthélamkéya—Varnana

Ch VI
(pp. 339-405)

Mainly based on the works of
Udbhata, Rudrata, Kuntaka, Mam-
mata and to some extent on the
SK -and Locana

LY

. Ch VII

Nayakadi-Varnana Mainly based on the NS XXII and
(pp. 406-431) the Abh. (Vol. III)
DR (IT) and Avaloka and a few
verses from SK.
Prabandhatmaka- Ch VIII Mainly based on the NS XVIII
Kavyabheda (pp. 432-466) and the Abh. and SP (XI)
—pp. 432—-455 Kavyakautuka, the NS XXIII
and Abh. (on NS 1V. 268)
—pp. 455-466 SP XI (pp. 469-480)
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““The. treatment of Sravya-Kavya in the VIIIth Chapter of the Kavyanu$dsana
is completely a reproduction of the section on Gunas and Alamkaras of Prabandha
as a whole and the definitions with examples of the types of Sravya—Kavya given by
Bhoja in Chapters XI and XII of the Sr. Pra.” (—Dr. Raghavan, Sr. Pra. p. 709).
It is not clear why Dr. Raghavan mentions Chapter XII as Hemacandra’s source for
his treatment of Sravyakavya. Chapter XIL “is devoted to the study of the structure
and technique of drama” and has very little to do with Sravya-Kavya. The reader
is referred to Sr. Pra. pp. 403-404 where Dr. Raghavan critically examines and appre-
ciates Hemacandra’s treatment of Sravya—Kavya. :

(Hemacandra and Rucaka :
Note : Only a few identical passages are indicated below to prove Hemacandra’s
indebtedness to Rucaka or Ruyyaka) :

Hemacandra ’ Rucaka
p- 5 (11 1-3) p. 1
p. 77 (11 11-13,122) p. 31
p. 154 (11 19-23) p. 40
p. 155 (1 12) p. 8
p. 178 (1 18) p. 52
p. 225 (11 27-28) p. 74
p. 231 (11 6-8, 11 16-18) p. 46
‘p. 238 (11 22-25) p. 47
p. 274 (1 7) 275 (1 8) pp. 204-205
p. 376 (11 9-11) = p. 70
p. 388 (1 20) : p. 69
p. 389 (11 2-6) p. 63

It is rarely that Hemacandra mentions his sources by name;' but on many
occasions when he happens to adopt even very long passages in either prose or verse
from his predecessors’ works, he does not care to indicate their sources.2 A few long
passages in the Viveka,? although not found in any of the source-books mentioned
above, do not appear, by virtue of their language and style, to be Hemacandra’s.
In many places we come across the expression ‘Vayam tu briimah’® or similar ones,®
which lead us to believe that the views prefaced: with these expressions are Hema-

1. For instance,....iti ériminabhinavagupticiryal_l (p. 103).

2. In regard to Hemacandra’s source, the KM., it is sometimes argued that “The reason of not
mentioning the name of Rajasekhara here might be that, in the view of Hemacandra, Raja-
éekhara also might have taken this matter from some other author.” This argument in defe-
nce of Hemacandra, if accepted as valid, would lead to disastrous conclusions. For by this
reasoning all those excerpts from Mahimabhatta, Abhinavagupta, Kayyata and others would
have to be considered as not their own—a conclusion which, on the very face of it, is absurd.
For instance, p. 155 (1.24)—156 (11 10-24); pp. 164 (1 24)—166.

For example, p. 110 (1. 24), p. 183 (1. 22), p. 217 (1, 23), p. 337 (1. 13).

5. To wit : p. 176 (II. 20-21), p. 178 (I. 14), p. 220 (last line).

»w
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candra’s own, but the fact is that in many cases at least, Hemacandra only repeats
his masters’ views faithfully in their own words. There are scores and scores of
passages, some of them pretty long, common to Somes$vara’s Sarhketa and Hema-
candra’s KS. R.C. Parikh® holds that Hemacandra borrows these passages from Some-
$vara. I have shown in my paper published in the Bulletin of the Chunilal Gandhi ’
Vidyabhavan, Surat (1961-62) that probably the borrowing is the other way.” In view
of the uncertainty of the mutual relation between Hemacandra and Somesvara it will
only be right to leave out Somesvara’s Sarhketa while considering the present problem.
Parikh® and Dhruva® consider Hemacandra’s KS t> be unique in that it brings for
the first time, Poetics and Dramatics within the compass of a single work. The work
of Hemacandra, however, is not the first of its kind. Hemacandra takes the lead from
Bhoja’s SP which treats of both Poetics and Dramatics.’® The method of noting the
sources of the illustrative verses and quotations in the KS adopted by the editor of
the SMJV edition, although unexceptionable, is apt to lead one to believe that
Hemacandra has ¢rawn them directly from original sources but it is evident that in
most cases Hemacandra has drawn them indirectly through the sources utilized by
him in writing the KS.

It is clear from what has been said above that Hemacandra’s work does not
constitute an original contribution to the subject. It is, however, not quite correct
to describe the KdavyanuSdsana as a compilation exhibiting hardly any originality as
Kane! does or to charge Hemacandra of plagiarism as De!? does. Instead of briefly
summarising or paraphrasing or describing in his own language the theories and
doctrines of his predecessors too illustrious to be mentioned by name, if Hemacandra
preferred to present them in their original form we need not find fault with him.
Besides we cannot forget the fact that his writing was of a scientific nature and in
scientific books such quotations are justified. We will only be betraying poverty of
our imagination and scant respect for Hemacandra’s intelligence if we were to insi-
nuate that Hemacandra pretended that all the passages and excerpts which he quoted
would pass as his own. The truth of the matter is that Hemacandra regards the

6. K;Z;\};a.prakasa (Part II), Rajasthana Puratana Granthamila, No. 47, Jodhpur.

7. In addition to the arguments set for,th in my paper in favour of my thesis the following one
may be stated : the treatment of Sravya type of literature in the KS (and Somesvara’s Sarm-
keta) is clearly based on Bhoja’s SP (XI. pp. 469-480). The SP, however, does not mention
Sakalakathz. Since Hemacandra adds its definition and example (the Samaradityakatha, a
Jaina work) and Somesvara omits this example, it is reasonable to hold that Somesvara bor-
rows not directly from Bhoja but from Hemacandra.

8. Introduction to Kavyanuéasana (p. CCC XXV)

9. Foreword to Kavyanuséasana (p. 10)

10. Bhoja’s Srngaraprakasa by V. Raghavan : Detailed Notice of the Ccrtents (Ch. V)

11. History of Sanskrit Poetics (1961 ed.), pp. 288-89.
12. Studies in the History of Sanskrit poetics Vol. I (P. 203)
20 -
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masterpieces of his predecessors as the property of the entire world.’®* Hemacandra
is a man of ‘pratibha’ but his ‘pratibha’ is more of the ‘bhavayitri’ and less of the
‘Karayitri® type. His capacity to select choicest excerpts from his authorities and to
organize them into a homogeneous and organic whole is supreme. Moreover, Hema-
candra shows independence of thought and judgment in good many places, refusing
to follow blindly his acknowledged authorities. To wit, he rejects, and on logical
grounds too, three of the six Kavyaprayojanas given by Mammata (pp. 5-6); he differs
with Mukulabhatta and Mammata for he holds that Laksana,is based on Prayojana
.alone and not on Rudhi or Prayojana (p. 46). He differs with Mammata (p. 146) as
he rejects Ubhayasaktimla—dhvani™ (p. 68). He rightly rejects the threefold classifica-
tion of ‘artha’ into svagah sambhavi, Kavipraudhoktimatranispanna—sarirah and
Kavinibaddhavaktrpraudhoktimatranispannasarirah as found in the Dhv. (pp. 72-73)
and the KP. (IV. 39-40). Hemacandra criticises Dhanika for describing Jimutavihana
as Dhirodatta (vide KS p. 123 II 19-21 and DR II. p. 37). If Mammata speaks of
the eight kinds of Madhyama—kavya, Hemacandra holds that there are only three
‘kinds. of it (pp. 152~157). He seems to be hitting at Mammata when he remarks :
“Etena nirvedasydmangalaprayatve’ pi...tat pratiksiptam” (p. 121 II. 9-10). He differs
with Mammata when he remarks “Ayarmh bhavah-—Yathanyaih pratikiilavarnalaksano
Dosa uktah..tasya (p. 290 II. 19-20). His treatment of the topic of Gunas (Ch. IV)
is indeed remarkable, for its presentation and style invariably reminds us of Raja-
$ekhara’s KM. Although Hemacandra takes his cue from Kuntaka and his reasoning
in reducing the number of Arthalamkaras is not always satisfactory nor conyincing, .
the fact remains that his treatment of this topic is, to a good extent, novel. In a few
places we find him compiling passages from different sources skilfully into one organic
whole—adding his own remarks in between. In this connection we may point- to
Viveka pp. 203—4, (I. 13-30) where he combines passages from the Vyaktiviveka and
the Vakroktijivita, or Viveka p. 362 (I. 10 to p. 364) where he combines the vrtti
of the Dhv. and Locana adding his own remarks in between.

It would, therefore, seem that the criticism against Hemacandra’s KS is not fair.
It would be more correct to describe the KS as a good text-book lucidly setting
forth various topics of Alarkaradastra in the very words of the masters and serving
as a good introduction to the study of the well known authorities.!*

13. Vide Hemacandra’s remarks at \he opening of his Pramanamimarnsi; he unambiguously and
emphatically states; Anadaya evaita vidyah sarhksepa-vistara-vivaksaya navanavibhavanti,
tattatkartykasca ucyante.” It is interesting to note that even this statement - of Hemacandra
is based on Jayanta’s Nyayamaiijari (p. 1 and 5) '

14. The reader is referred to Shivaprasad Bhattacharya’s Faper ¢ Haracardia ard tte Fleventh
Century Kashmir Poeticists”—in the Journal of the Asiatic Society, Calcutta, Vol. XXIII
1957 No. 1



'SOME ASPECTS OF PRAKRIT VERSES IN ALAMKARA WORKS

Mention of Prakrit Literature in Alamkara Works

Bhamaha! speaks of three literatures : Sanskrit, Prakrit and Apabhramsa. Dandi®
speaks of four by adding Misra to Bhiamaha’s list. Rudraga® alludes to six : 1. Prakrit,
2. Sanskrit, 3. Magadhi, 4. Pai$aci, 5. SUraseni (= Sauraseni) and 6. Apabhramsa.
Rudrata® quotes some of his own Prakrit verses in his Kdvydlatkadra. 1t is Ananda-
vardhana® who, for the first time sets the tradition of freely quoting Prakrit verses.
He quotes some 45, a few of his own composition and others from well-known works,
to illustrate various types of Dhvani, Alamhkaras, etc. Abhinavagupta, his celebrated
commentator follows his lead in his Locana. Dhanika, the well-known commentator
of Dasariipaka quotes some 26 Prakrit verses in his Avaloka. The distinction of quoting
hundreds of Prakrit verses, in his Sarasvattkanthabharana and Srngdraprakasa,® how-
ever, goes to Bhoja. The first work contains over 350 Prakrit verses; and the second
work over 1650 Prakrit verses. Among other reputed Alamkarikas, we find Kuntaka,
Mahimabhagta. Mammata, Ruyyaka, and his commentator, Jayaratha, Hemacandra,
Sobhikara and Viévanatha quote 15, 28, 64, 15, 38, 80, 163, and 23 Prakrit verses
respectively. Some of these are reproduced from Dhvanydloka and Locana. A large
number of verses cited by Bhoja in his two treatises are repetitions.

No Separate Work on Prakrit poetics

_ The Prakrit citations in such a large number in Sanskrit works on poetics calls
ior an explanatnon whnch is not far to scek Notwithstanding the difference in language

i. Kavyaldmkara I 16
2. Kavyvadarsa 1.32.
3. Kivyﬁlan‘nkéra 1. 11-12.
4. Kavyalamkara 1V. 11-15, 17-21.
5. Dhvanyaloka. .
6. Bhoja’s classification of Prakrit and Apabhramsa languages is unique. It may be shown in a
tabular form as follows :— :
Y Pl'alkrlt
l_ - | . .
Sahaja Lalfglta Shg.lta
[ 1 | 2 L |5
Sanskrit—-Sama Desya M aharastra Saurasena Paisaca Magadha
Apabhramsa
| | .
Uttama Madhlyama Kanilggha

| | | | [
Avantya Latiya (etc.)  Abhira Gaurjara (etc.) Kasmira  Paurastya (etc.)
All these varieties are duly illustrated.
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the Alamkirikas made no difference between Sanskrit and Prakrit literatures. They
appreciated both. Some of them wrote in both. The norms laid down in their works
were equally applicable to both and, indeed, till recently to literatures even in our
modern languages. Even a scholar like Hemacandra, who has to his credit books on
Prakrit grammar and prosody did not feel the necessity of preparing a treatise on
Prakrit poetics. The fact, however, remains that the Sanskrit critical thought took
little or no note of some of the interesting and peculiar aspects of the vast and varied
Prakrit literature. The Alamkarikas, generally speaking, contented themselves merely
with quoting Prakrit passages for illustrative purposes or alluding to certain works
for illustrating types of composition.

Corrupt Text :—

The Prakrit text of many verses, is, in many places, corrupt or shows small or
big gaps and in some cases it is so hopelessly corrupt that it becomes unintelligible.
In many cases the exact context from which they are drawn is not known and con-
sequently they remain obscure. As the Prakrit text is carelessly transcribed in the
Manuscripts, it falls to the editors of these works to present” these Prakrit verses as
correctly as possible, by tracing them to their sources or by referring to other works
on Alamkira, Grammar or Prosody wherever they are quoted. One must concede,
however, that in spite of the best of efforts on the part of editors some verses still
remain obscure, as their sources are irretrievably lost and they are not cited else-
where. Dr. Weber has edited about 35 Gathas from the works on Sanskrit poetics and
incorporated them, by way of an Appendix., in his critical edition of Gadthasaptasalt :
Ubet dap Sapta Satakam des Hala. Dr. A M. Ghatage has corrected some six Prakrit
verses in the footnotes to his article on Maharaspii Language and Literature.
Dr. A. N. Upadhye has corrected one very obscure Apabhramsa verse from Dhanika’s
Avaloka on Dasaripaka which correction is incorporated by T. Venkatacharya in his
paper entitled ‘An Appraisal of the Hindi Dasartpaka’ in Journal, University of
Gauhati XI : Arts. A considerable number of Prakrit verses I could correct by tracing
them to their sources or through comparisons. A few of them are referred to here.

The passage ‘‘Apape......anurdo” in Srngaraprakasa Vol. I, p. 120 has been
considered very corrupt. The significant, word ‘Anurio’ and the word ‘Asvasaka’
following this passage in the text led me to seek the source of these two verses in
Setubandha and I succeeded in tracing the two verses as Setubandha IX. 1 and

IX. 96 respectively.

The passage “Devaditi lunahi. ....gumariphellaparanya” (?) in Locana on Dhva-
nyaloka I. 16 has been considered extreme]y corrupt and absolutely unintelligible.
The commentator ‘‘Balapriyakara” confesses his inability to rostore the original passage.
I came across a corresponding passage in Abhinavabharait (Vol. 1, Ch. VI, p. 305)
which reads “Vardhate” lunahi.....Landha”. This too is absolutely corrupt. Parisistarn
| 1] to the Volume (p. 383) notes : Dhvanyalokalocanasya talapatradarse. ....
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“Paluddisi..do]vapait;hi (?)” This, too, proved of little use in tracing the original
verse. Somesdvara’s Sanketa on Kavyaprakasa (II—14, p. 24) quotes part of the rele-
vant passage from Locana wherein the Apabhrarsa verse occurs and correctly presents
one half of the verse : “Lavannujjilangu ghari dhollu paitthd.” The whole verse,
however, is for the first time cited correctly in Kalpa-lataviveka (p. 123, 11 26-27)
as follows :—
Divadi tellu nahi palu drammi gamittha |
Lavannujjalangu ghari Dhollu paiftha |l
[Sanskrit Chaya : .
Dipake tailamh nasti palath dramam gavesitam |
Lavanyojjvalango grhe priyatamah pravistah |l ]
One more passage from Locana may be cited here in this connection. Locana (p. 176)
reads :— "
“Osuru Sumthi....tena u”
The text of the first quarter of this Apabhraria verse is obviously corrupt.
Kalpalataviveka (p. 127, 1.17) records the pratika of this verse as “Usurusumbhiyae.”
Desindmamala explains ‘‘Usumbhiyam tatha Usurusumbhiyam ruddhagalam rodanam.”
" In the light of these two relevant and useful suggestions the verse could be restored
as :— ‘
Usurusumhbhiyde muhu cumbiii jena |

[Sanskrit Chaya : o ,
Ruddhagalam rudatyah mukham cumbitamh yena |
Amrtarasaghotanam parijfidtath tena || ]

A part of the Chiya given by the commentator, viz., ‘Irsyasrufobhitiya’ is
inaccurate.

Lost Prakrit Works

My efforts to trace the Prakrit verses to their sources have met with considerable
success. Some verses still remain untraced. This is mainly due to the loss? of some
source books, like Sarvasena’s Harivijaya, Ravanavijaya, Anandavardhana’s Visama-
banalila, Vakpati’s Maahumathavijaya, Caturmukha’s Adbdhimathana, Maricavadha, etc.

Available Prakrit Sources

Dr. Raghavan observes in his Magnum opus (Bhoja’s‘ Srngaraprakasa, p. 822) :
“Almost all the Gathas of the Saptasarz seem to be quoted by him and a conside-
rable number of the Gathis of the Lilavati also seem to be quoted in the Sr Pra.”

7. Dr. A.M. Ghatge : Maharastri Language and Literature (pp. 19:71) in the Journal of the
University of Bombay, Vol. 1V (Part 6), May-1936.
Dr. V. Raghavan : Bhoja’s Srngaraprakasa, (pp. 818-825).
1 intend to bring out <“Prakrit Verses in Alamkara Literature : A Critical Edition” in the
near future.



158 ' Studies in

Gathdsaptasart is immensely popular with the Alarkarikas as most of them from
Anandavardhana onwards quote it. Bhoja amongst them all quotes it profusely. But
his statement that—*“a considerable number of the Gathads of the L#lavart also seem
to be quoted in the Sr. Pra.”’ does not stand scrutiny. We find only a few gathas
cited from Li/dvart by way of illustrations. Next in popularity stands Pravarasena’s
Setubandha, also styled Rdvanavaho. Among other works drawn on are : Vajjalaggam,
Gaidavaho, Karpiramatjar?, and Bdlaramayana. A few stray verses are cited which
are the composition of Dhanika,® Bhattenduraja,’ and Abhinavagupta.’®It is difficult
to say whether these verses are Muktakas or cited from some Prakrit works which

are now lost.
Principal theme and Governing sentiments

Some of the verses contain maxims and popular sayings; some, especially from
Setubandha deal with nature and heroism. A majority of them, however, deal with
love and the contents of these verses are highlv erotic. This preference for the theme
of love and the sentiment of eroticism should be easy to understand on psychological
grounds : Love! is the most dominant of all feelings, and is easily within the expe-
rience of one and all. The erotic!? sentiment is the most charming of all sentiments
and because of its tremendous popularity is regarded the prince of all sentiments.
Anandavardhana was fully conversant with human psychology, so well expressed by
Bhamaha :— .

Svadukavyatasonmisram Sastramapyupayufijate |

Prathamalidhamadhavah'® pibanti katu bhesajam ||
He, therefore, almost laid it down as a theory!* that with a view to winning the
attention of people or investing the work with charm, other Rasas, although opposed
to the erotic sentiment, should be touched up with it—for it has the power to deli-
ght the minds of one and all. Unless instruction in Sastras is alloyed -with erotic
sentiment, it does not become appealing to popular taste.

8. Avaloka, p. 52, p. 54,
9. Locana, p. 499.
10. Locana p. 535.

1. g #eq aFeMhgevaTrrqaR=aEa gata 9k gar |
Abhinavabharati, Vol. I, p. 267.

MEFEGT: @ . gFeg | -
érﬁgﬁraprakﬁéa XIII, p. 565.
12. mgwal B @@Rol Fadmgwatiesar aR@a: sadeaa Saag: |

. —Dhvanyaloka 111, p. 397.
13. Cf. the famous Gudajihvika—nyaya—‘The maxim of the tongue (smeared) with treacle’.

14, RAMT-aEiEg FEIQEIGHT a1 |

¢ .
SIEATAGISRI - G I o | O |
—Dhvanyaloka, II1. 30.
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He quotes an example where the Santa sentiment which is predominant is touched
up by the sentiment of Srigara though the two are, obviously, not complimentary to
each other.’® Keeping in mind this aspect of human psychology Anandavardhana chose
to illustrate the various points in Alamkira Sastra with the help of erotic examples;
and his lead is enthusiastically followed by later Alarkarikas.

Are Prakrit Verses Obscene ?

In some quarters it is alleged that the Alamkarikas cite Prakrit verses, which
are full of obscenity and which glorify illicit love, as illustrations because the obsce-
nity remains hidden ‘under the garb of the Prakrit language. This allegation deserves
consideration. In the classical period there: was no compartmentalisation or bifurcation
of studies into Sanskrit and Prakrit. The long standing practice of writing dramas in
Sanskrit and Prakrit will easily bear this statement out. Again, men like Anandavar-
dhana could write both in Sanskrit and Prakrit. Eminent Sanskrit writers like Dandi
Bana, Kuntaka have paid ungrudgingly and unreservedly handsome tributes to Sata-
‘vdhana and Pravarasena for their Prakrit works. This fact corroborates the statement
that there was integration of Sanskrit and Prakrit Studies. Naturally, the Alamhkarikas
apprcciated first-rate Prakrit works and freely drew upon them for illustrations in
their Alarhkara works. It is, therefore, nothing but an insult to these Alamhkarikas
to allege that they quoted Prakrit verses with an ulterior motive.

Now let us examine the charge of obscenity against the Prakrit verses. Tradi-
tionally, poetry has been condemned on three grounds (i) it is full of lies (ii) it offers
wrong advice and encourages immorality and (iii) it is full of obscenity. These
objections have been refuted by Rajasexhara in his Kavyamimamsa!®, His defence of
obscenity in literature is, however, not very convincing. To say “Because the Vedas
and the Sastras contain obscene matter one should not take exception to obscenity
in literature” is not at all logical.

-

The Alankarikas have defined in their works what constitutes the fault of obscenity.
.Use of words which give rise to feelings of shame, of disgust or convey the sense
of inauspiciousness—such words are taboo in cultured and polite society—is conde-
mned by them as obscene. They have, with their sharp intellect, recorded and denou-
nced as obscene even particular combination of letters giving rise to words meaning
the names of the private parts of the human body. So there is no question of defending
obscenity.

These Prakrit verses fall into two groups : Those which are highly erotic and
those which portray illicit or clandestine or adulterous love. We must clearly dist-
inguish between the erotic and the obscene. The writings of great poets, both Sanskrit

15. @ed maRar A @f v fan |
&g augamgagSe & SHfaag o
) —Dhvanyaloka III. 30-31.

16. Kavyamimamsa (GOS edition, 1934) Ch. VI, pp. 24-28.
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and Prakrit, are highly erotic and artistic. To brand them obscene, as impatient critics
of Prakrit verses do, would mean putting these great works out of the reach of the
sensitive Sahrdayas. We must not be carried away by highly erotic descriptions and
mistake the highly erotic for the obscene.

Indian tradition treats the joys of love and the relations between the two sexes
in a frank manner. The explanation for the citing of the second group of verses
could be given as follows : “1"The height of pure love is said to exist in relations
with other men’s wives or unmarried girls.” Naturally, poets, Sanskrit, as well as
Prakrit, composed verses portraying ‘Caurya-rata’ and the Alathkirikas quoted such
verses as specimens of Dhvanikdvya refusing to be impressed by considerations of
morality. This explanation may be restited in modern language in a slightly dxﬁ'erent :
way thus :— '

Sanskrit Alamkarikas show a very sensitive understanding of the aesthetics. Their
approach to it is strictly a~moral. What they object to is not immorality but whatever
is bad in aesthetic taste. To their minds eroticism was not bad in taste; aesthetically
it was most appealing to them. |

It seems in later years aesthetics and ethics came to be confused ‘and what was
purely aesthetic came to be condemned as unethical. However, it must be said to
the credit of the Alamkarikas that their analytical minds made a subtle distinction.
between the good and the bad taste and between the aesthetic and the ethic. We
must not forget the fact that they were primarly the students of language and as

7. (1) geIHAFaR EIWMIRTET 5 SR |

—Kamasatra 5.1.40.
(i) =gmfafaafics aaa fAfaam | :

gowed A aEn FEE e g W@l | ,
—Naityasastra XXII. 207.
(jii) T @ Wd Gq FPAT ARy | .
: —Kuttanimata, v. 812, cd.
(v) wesitnedg: sRfafaRer |

g0 %3 FeTgaasd G |l

qial g T Sl g1 9 fFER |

T IFIET B RAAIZTH, ||
—Rudrata : $yagaratilaka II. 29-30.
) 77 iR ggewd 9 agmeog | ~

a1 AR s g8 |
—Visnugupta Sarhhita.
A B
(vi) TEERATET T Tox: W TR | S
—Subhisitavali

(vii) TR R 9508 F9ee99 Fed FRVA! 7 &I |
’ —Natya-darpana
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such concentrated on the study of the language patterns in poetry; they seem to have
highly disciplined minds. When they quote an erotic verse as an illustration of a
certain point in poetics they dwell precisely on that aspect of the verse. It is intere-
sting to note that their minds do not care to nouce the sensations such verses mlght _

produce in ethical contexts.
Finally, we must not lose sight of the great truth so beautnfully expressed by

Dhanamjaya : e
“There is nothing in thlS world a poetic mind cannot appremate—-may it be
beautiful or disgusting, great or mean, terrifying or pleasmg, ) mcomprehenmble or

perverse (? obvious) real or fictitious”.
In other words, life in all its aspects has a place in literature. It is for the poet

to present it in a beautiful form.

18. @ gfteqEgRaal H=a-

g vae e BEd (¢ BEd) ¥ g |
gwraaeg. FEAEETERE

genifea F= TETEEaR 3% |l

R —Dasgartpaka 1V. 85,

21
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THE HARI-VIJAYA OF SARVASENA

. Anaqdavatdhaqa and Bhoja quote from a number of Prakrit works, some of
which ‘are now lost. Harivijaya is one¢ of them. In his Sragdraprakasa (SP) Bhoja
mentions in one breath three Prakrit mahakavyas : Ravana-vijaya (RV), Harivijaya

“(HV) and Setubandha (SB), composed in advasakas in the skandhaka metre. Of these

“three works, SB is completely available but the other two appear to be completely

lost. It is indeed a pity we have only one verse from RV preserved to us in the

“form of a quotatxonl in SP. We are a little more fortunate to have at least twenty-

two verses which we can definitely ascribe to HV on the strength of their contents
and/or on the basis of clear references by Anandavardhana and Bhoja. There are
many more verses in SP and quite a few in Sarasvattkanthdbharana (SK) which are
in Maharasgri Prakrit and are composed in the skandhaka metre. As they are not
found in SB, they may have been drawn from RV or HV, most probably from HV,
the model of SB. In the present paper first we treat of such verses as can be ascribed
to HV and then list the verses which are probably drawn from it.

The author of RV is unknown and we know next to nothing regarding his age.
Pravarasena composed his SB in the first half of the fifth century A.D. Sarvasena
composed, it is surmised,2 his HV about a hundred years earlier than SB. Eminent
Sanskrit Alamhkirikas, viz., Anandavardhana and Kuntaka speak appreciatively of
Sarvasena’s HV.?

In the course of his discussion and exposition of the salient features of a Maha-'

kavya, Bhoja in his SP and following him, Hemacandra in his Kavyanusasana (KS)
give us the following information about HV :

1. Kavi-prasamsa yatha R3vana-vijaye—
w99 frgd AR ol Fed se 7 B
A F R Ge-TeAl dedie T Rew 1l
[eFewa faeg gral weral Fed geg Ruad |
T FAr R gE-EwArEl AsaraiE 5T, 1]

2. “Dandin mentions the Harivijaya in a mutilated verse at the beginning of his Avantisundari
and refers to Sarvasena as a king, probably identical with Sarvasena, the founder of the
younger branch of the Vakatakas. If so, the Harivijaya was composed in the first half of
the fourth century A.D., about a hundred years earlier than the Setubandha.” -Pravarasena’s
Setubandha. Tr. by Handique, p. 50.

3. i) Anandavardhana observes in his Dhvanyaloka (III. 11-12, pp. 335-36) : .
ggwamal FuftEaagyel Rl o emmERTiRaRT- s RY-ga

Fiegaugay | 30 ¥ @At R | ‘

Abhinavagupta thus explains in his Locana (p. 335) :

. &R PRI aReameRfAsRahReReesaf |
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It was ‘dSvasaka—bandha.’ lts prevailing metre was skandhalka, (ahd"gélftdkaé"'vié?é;
employed at the end of the asvasakas). It was marked by the word utsdha in the
last verse of each d$vdsaka. It contained descriptions of city (nagara), mountain (éax]aﬁ‘
seasons (sarad—-vasanta—grxsmavarsadn) the sunset (arkdstamayavarnanam mentioned
by Hemacandra but through oversight dropped in the printed Mysore edition of SP),
the hero, his vehicle~Garutmat [vdhana-varnanam yatha Harsacarita-Kadambari-
Harivijaya-Ravanavijayadau hastyaéva—-garutmat—puspakadl—varnanam (@ ni) ], his diita
(Satyakah ? Satyakih), his (Nayaka’s, Hari’s) march (Prayanam. abhlmatartha—mdd-
haye yatha Visnoh (= =Hareh=Krsnasya) parijitaharanaya Hanvx_]aye) the rise of
the lero in the form of the conquest of the enemy who himself surrénders [ abhyu-
dayah-arivijayah~taduparatya (? tad (=satru-) upanatya ], drink-party (madhupanar-
gosthigrhe. .yatha Harivijaye) and the removal of Satyabhama’s jealous anger by effort
[ by Hari by winning from Indra the Parijita tree and planting it in front of Satya-
bhama’s . palace-mandpagamo dvidha-prayatnikah naimittikasca. Préyatmko Har1v1_]aye
Satyabhamayah. It may be noted here that the prmted text of SP reads “‘manapa-
gamo yatha ramatafikanni$a’carinam (?) Setubandhe.” It needs to be corrected to

“Manapagamo dvidha—prayatnikah naimittikasca | Prayatniko Harlvuaye Satyabhama-

yah | Naimittiko Ramallankini$acarinam Setubandhe | cf. Hemacandra s KS, p 459.

- Bhoja draws verses copiously? from HV to illustrate various points of poetncs in,
the course of his writing SK and SP. His citations in SK contain dat least elgﬁt VCI‘SCS‘
which definitely belong to HV and we find Bhoja citing verses from HYV when wri-
ting his SP on not less than forty occasions. Of course; some -of thcse - verses are
common to SK and some other verses are just repetitions. In all, there are at 'ledst
twenty—two different verses which can be ascribed to HV on ‘the basis of internal
evidence and/or on the basis of. clear references by Sanskrit writers on poetics. Thé

i) In his Vakroktijivita (De’s Edn., p. 71)- Kuntaka ranks. Sarvasena along with kﬁhda‘a for
his graceful style of composition :

T4 AT qst%{m—aa%mam ey T | an GHANETEY v.avhatll

iii) The very fact that Bhoja cites scores of verses from Sarvasena’s HV to illustrate v‘, ricus
points of poetics .is eloquent of his high appreciation of Sarva<ena s work. Herrac«ndra, TO '*t‘uutt
criticises Sarvasena for introducing in his epic an irrelevant description of the ccean as a superﬁuous
or useless excrescence :

| AFENIAETRERN o, q91 R e %wi@ﬁammmgaqa-naam Y mﬁsna-
O-EA RN - Agenrey EI'JTFIIR‘HH m%aaﬁﬁa'aq-{f%%ar ﬁsﬁ:n ag:amawr r@mr:ﬁzi

ﬂ'gaa;{ | -KS p. 171 :
It however deserves notlce that he, followmg BhOJa, mentlons it. along wnh 31 eat qansknt
and Prakrit epics several times in thé course of his €xpositiofi 5f the defiriitich’ bf 4 mal akavya.

4. In his paper ‘“Maharastyi Language and Litérature” +(Journal of the’ Unwervsny cf Bombay,
1V. 6, May 1936) Dr. A.M. Ghatage observes :. “In all we. have some -ten or: eleVen vefses from the
work (HV)”’. In his work Bhoja’s Srngaraprakaéa (p 825) Dr Raghavan remarks “ln Bhoja’s S.K.A.
four ga:kas qucted are identifiable as from :~the: :Harivijaya; © pp.’ 567, 583 arﬂ w0 on p. 588.
Numerous must be the quotations of an anonymous nature from it found in the S; Pra.”
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text of a very large number of these verses is pretty corrupt. An earnest attempt is
made here in this paper to restore these verses and present them along with their
Sanskrit Chaya to facilitate understanding.
1) Asyaiva Kavipraudhoktimatra—nispanna—$arirasyartha-$aktyudbhave prabhede
pada-prakasakata yatha Harivijaye —
YA FOIA & SU-—qET-WEIT-RUET- AT |
squnfaar T4 wfgsr ggm-aw wgwee=dhia g& 1°
[FareFTrads qO-TET-AET- AR IET-GURIRA |
srawfganfy i FEATIO AGATE-IEAT gaiq 1]
‘ Dhvanydloka 111, p. 298
2) Udbhedesu vyakto yatha—
Mantesi mahumaha—panaamn...... (SK p. 550, v. 235)
wafe (@ woofey) agwequer dmfe fAada gqrem-Ten |
IS (2 I TE) GEAEIT qAYG GIE ATAT-HA |
[rerm® (2 w®) agua-aug Emafe Bgim gagatey |
mw (1 ot wftfe) gra-enmd s goare argT-ge 1]
This verse speaks of Madhumatha (=Hari), ‘padaparatna (=the heavenly Pari-

jata tree), tndaéeéa and ‘Surapitha’ (=Indra) and the ‘Yadava-loka’. Bhoja’s Vrtti
on this verse runs as follows :

Atra mayavino mahendrasyabhlprayah satyakena Vyaktamevodbhmna iti vyakto -
yamudbhedah | -,

That Satyaka played- the role of a dita in HV we come to know from Bho;as
statement in SP : - :

Dutas tridha msrs:arthah panmnarthah $asanaharasca | Tatra nisrstartho yatha
udyegaparvani vasudeVah Harivijaye v Satyakah | -SP XI p. 475.

In view of these facts' we can assert thet the present verse belonged to HV.

- Incidentally, it may be noted that Jagaddhara, the commentator of SK (Ch. 1V),
takgs Satyaka to be Indra’ s charioteer. Followmg him, Dr. Ghatage refers to Satyaka
as Indras charioteer in his’ paper ‘“Maharasgri Language And Literature”. It is, how-
ever, incorrect to take Satyaka as Indra’s charioteer., Matali is the name of I[ndra’s
charioteer. Sa:ti'aka' (jac‘cbrding to Bhoja) or Satyaki (according to Hemacandra) was

5. The folldWiﬁg verse, which is in the ékandhaka metre, and describes the advent of spring and
which is not found in SB is most probably drawn by the Dhvanikara from HV.

‘g gRAA W Al oAy (. X 0 g 3Wg) FIE-S-HE-ER |
IRT-FAN-UR  VA-IeA-09S Ued & ||
[esmafs gfr-m@ 7 el gR-9-o-ag |

- GEFR- R o - AR I, 1] :

, Dhvanyaloka 11. 24-25.
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Krsna’s charioteer. Krsna, in accordance with the science of politics, must have first
sent his data to Indra to persuade him to hand over peacefully the heavenly Parijata
tree to Krsna and secure his friendship.

Further it may be noted that Bhoja cites this verse in his SP (Vol IIT p. 725)
to illustrate ‘caturatibhimanah.’ There it opens with the words : “Bahumannasi

hari-panaam.”
3) Bhava pradhino (rasdlarmkara—sankarah) yatha-

Tie Damsana-suhae. ..... (Vol. 1I, p. 458)
fiw Zau-gre que-Feeu-s st gefm wumed 1
et i gar feorer wwgat 57 wargmuteR fireou 1|
[aeaT TaA-gu qug-sagA-sfadt g@ waqEt |
sty zofa gz we-ug 19 ToeEsw fagom )]

~ This verse is further on (p. 1007) cited by Bhoja to illustrate ‘mandnubandha
eva vaividhyar’. It is also cited in SK (p. 724 v. 485) to illustrate ‘ratavupamayah
sankarah’, The comment on this verse given here and in SK is almost identical. It
refers to Hari (the speaker of this verse), Rukmini, Satyabhama and Parl_]ata -mafijari
and thus helps us to identify that it is drawn from HV.

4) [Samaénesu manadinidyamarsanamirsya | ] Tasya anubandho yatha—

Kuvid a Saccahama..... (Vol. 1I, p. 585) »
gﬁwam@ﬁta@mmwmﬂzzﬁl
qrarfea-fRersr-ardl YaregafEr qagg aug ||
[gfaar = seqaat @asfa oyt 98 aw-waeR |
T f-gaT-a: IATHAT-E: gFAX WG ]

This verse is further on cited at pp. 773, 812, 860, 991 and 1172.1t is also cited
in SK (p. 647 v. 263) with the introductory- remark ‘prema mimite yathd’, In the
Vriti on this verse Bhoja says..... “Karar,labhﬁtenaivitmani Rukminyam ca priya—
premnak parimanam Satyabhdma pratyayayati....”. So we can safely infer that this
verse belongs to HYV. ' ‘

‘ 5) Dhiroddhata—dhrsta-madhyamo yatha—

Sira (? Sura)-kusumehi kalusiam ...... (Vol. 111, p. 603)
gr-ganfe sgfaw sig afe faw quit qeTafy au | _
at yenew fretarf swaEed o o ¥ @d € T Ul
[@r-gad: wgfvai afx adw g=: sarEatfa @ |
qar Beor TR, ATUEET ¥ 7 ¥ a9 wwf gag ]

This verse is cited by Bhoja in his SK (p. 655 v. 287) with the introductory
~ remark : “Tatraiva prema—-pramanirthanvayo yathd.” SK reads the fourth quarter
slightly differently : “Avarahassa a na me kaam anurfiath’ (Sk. chaya : Aparadhasya
ca na me krtamanuripam”). o : ‘
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Bhoja’s comment on this verse in SK runs as follows :
i ““Atra Rukminydh surakusuma-mafijari dattd mama tu suratarureva preyasa prati-
pannastadahamasy3h sahasragunatvena priyatameti Saryabhdma svapremanarm mimiie | ”
" As the ndyikd, Rukmini, the pratindyika Satyabhdma, and the ‘surataru’ (the
heavently Parijata tree) are clearly mentioned in this gloss we ascribe the present
verse to HV.
6) Des$a-kalavabodhanabhimano yathi—
Tam tiasa—kusumadamam.....(Vol. 11, p 748)
& faera-gan—aiq zfim forwfea—gofe-aumrs |
sequigsr T gfasr—qurgfor-fesmm wfeqofter fagoo i
[aq frea-ggw-am =l ﬁm»gtﬁ:—nvmzq |
sresfraafy g7 (&anfoe)—qufa—zade sfFmoy o )

Bhoja quotes this verse on p. 812 to illustrate ‘Jyesthavisayah prakasanurigah’
and further on (p. 1024) to illustrate ‘vipriyakaranam’, one of the ‘manotpatti-karanas.’.
 He also cites this verse in his SK (p. 678 v. 351) to illustrate ‘Pratindyika’.
The mention of Hari, Rukmini, offended beloved (Satyabhdma), and ‘tridasa~kusuma-
dama’ in the verse leads us to infer that it is drawn from HV. Further, the statement
that Hari by offering the garland of celestial flowers to Rukmml offended his beloved
(Satyabhama) perfectly agrees with the statement of Hari in the verse ‘sura—kusumehi
kalusiam’ etc., given above and thus strengthens our inference.

7) Maharambhatabhimdno yatha—

Aird anemi tuham......(Vol. III, p. 748)
FT amfR g swArRA-ie-anT-afua-Faa |
fRrsra—wa—gmor- EgT-gEIT-aunH-gees qT-gw |
ferferoraary awtm—m—mxt-af{aa—@ﬁﬂq !
 frg-nw-gA-sf-garatza-ags evgag 1]

Bhoja cited this verse again (Vol. 1V, p. 1009) to illustrate ‘danaprakaresvatis
sandhanam’,

Here we find Hari promising his beloved (Satyabhdma) to get her the celestial
tree (Parijata). That the epic HV contained this episode we gather from the following
remark of Abhinavagupta : “‘Harivijaye k@ntdnunayandngatvena parijataharanadi
nirtipitamitihdsesvadrsfamapi | ** (Locana on DHV 1l11. 11). With a view to appeasing
Satyabhdma who was full of jealous anger because of his gift of celestial flowers to
Rukmini, Hari makes this promise to her.

arrﬁravgssa‘sﬁaﬁ mﬁr-qwst—qutﬁn fa gwa
ferded qazy woggm fr gfgfra gxfiet |
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[snfia-gemigie: aqei-nor-gfigatsfy Tek |

forg—=g® ndd wrg-—camdsfy sfmoan oed: ]

This verse is further on (Vol. IV. p. 1220) cited by Bhoja to illustrate. ‘Sandar-
$anam’ (=priyavalokanam). It is also cited in SK (p. 673 v. 330) to ijllustrate
‘janmantara—samskara—janitah sahajo (rdgah). As the verse is in the skandhaka metre
and as it speaks of Rukmini and her sapatni (Satyabhama) and priya (Hari), we
may reasonably conclude that it is drawn from HV.

9) [Pratinayikdsu] uddhata yatha-—

Kuviad a saccabhama..... (Vol. III, p 773)
. This verse has been already presented. Vide No. 4 supra.

'10) |Atha praka$anuragah ....] jyesthd-visayo yathi-

Tath tiasa—kusuma-damam .. ... (Vol. II1, p. 812)
This verse has been already dealt with. Vide No. 6 supra.

M) [Atha prakasanuragah] kanisthavisayo yatha-
Kuvia a saccahama .... (Vol. III, p. 812)

This verse has been already dealt with. Vide No. 4 supra.

12) Tasya (dhira-madhyaya) eva sambhoge
(anubhadva-sampad) yatha—
To se rubbhanta ccia..... (Vol. III, p. 840)
ar & wE fay frasr-fasnia-—sRa-gssfoar |
qramafearen efiot afesn gt are—afom—daer
[Aa€aeaT TTAMT 9 gET-TAgRTaR-gs =i |
qrE-qfaasy T qfdarn g8 am-afes-faezs: 1)

This verse is cited further on (p. 1C4]) to illustrate ‘Punarbhiva’, one of the
Manopasantis, and still further on (1209) ‘Priyotthipana’. The verse describes the
various anubhdvas of Satyabhdméa when Hari fell prostrate at her feet with a view
to ‘appeasing her anger. '

13) Mimite paricchinatti pramanamasaviti manah | yatha-

Kuvia a saccabhdma .... (Vol. 11I, p. 860)
This verse has been already dealt with. Vide No. 4 supra.
14) Priyadisu vyaja—nindotpraso yatha-

Sa kusumehi guruia.... (Vol. 1V, p. 990)

Tkis verse, especially its second half, is quite corrupt. It is further on (p. 1212)
cited by Bhoja to illustrate ‘upalambhah’. There too it is found to be corrupt and
~it shows a few gaps in its first half. The verse may tentatively be corrected as follows :~

a1 ganfe Tegam AT fr wt gewr dEOwr qare |
FE A 0 qEH-E FY foen-fRererem o twew gsw 11
[=1 FEdgezar warly pacga agaw Tera: |

FAY 7 gAE-geal wg frar-gEaey @ew aw o]
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Although no names- of the hero, heroine or rival heroine are mentioned in this
verse we are perfectly justified in understanding that it is Satyabhama, the rival
heroine, who addresses these words of artful praise to Hari who has honoured
Rukmini, the heroine, with celestial flowers and has gone to see her (empty—handed !).
We find support for this interpretation in Bhoja’s SK (p. 655 v. 287). Vide No. 5
supra.

15) Anubhayapekso manyur mantra-yutath yatha-

Kuvid a saccabhama ..... (Vol. IV. p. 991)
This verse has been already dealt with. Vide No. 4 supra.
16) Tatraiva visayavyavrttir yatha-
Sathvaddhia-santosa ... .. (Vol. IV. p. 1006)
dag frar-daran gia-mrerg-—wio-cqgr-dafear |
faeforer-nu—damar sten afd@w-gaer afe-fEoom )
[&afa—artar: TgTenega-Afr-mn-dafear: |
fanfim-waegarn s afide-—gaen ofa-fHom 1)

As the verse mentions ‘Kaustubha-mani’ and as it is composed in the skandhaka
metre we may not be wrong in inferring that it belonged to HV.

17) Tatraiva (=méananubandha eva) vaividhyarh yatha-

Tie darhsavanaathha (?) ..... (Vol. IV. p. 1007)

This verse has been already dealt with. Vide No. 3 supra.

18) Manapanayane Sama-dana—bheda-danda-yogd mana-bhangopayah’....
Tatra sima-prakaresu.... pranadmo yatha-
To ia pidnuvattana.... (Vol. IV. p. 1009)

a1 o gr-wE-Fu-a fea-fesrem amda-sgat |
gaTfrer femar feet zfoon qegenfan A% swfiat o
[aa tfa gr-az-wrou-grfea-gaamm TS |
&wTfya ax gar gfton qre—qad asan sm§: (]

1 v. 1. Pianuvattana (Sk : priyanuvartana)

This verse is further on (p. 1041) cited to illustrate ‘unmilanam’ , one of the
‘manopasantis’ and still further on (p. 1209) to illustrate ‘pranipatah’. Since the verse
mentions Hari and his ‘pdda—patana’ to appease the anger of his beloved (Satya-
bhima) caused by ‘sura—taru (=Parijata—)’ [mafijari offered to Rukmini] we can confi-
dently assert that it is drawn from HV.

- 19) Dana-prakaresvatisandhdnam yatha-
——jana——namituhamh——(Vol. 1V, p. 1009)

Although we find that the text of the present verse is incomplete and somewhat
corrupt we have no difﬁcdlty in identifying it with the verse ‘aird dnemi tuham’, etc.
Vide No. 7 supra. ‘ 4

20) Athidto manotpatti~karanani | ..,. Tesu vipriyakaranath yatha-

Tam tiasa-kusuma-danim (?)..... (Vol. IV, p. 1024)
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This veise, no doubt, is corrupt but it is easﬂy identified to be the same as
“Tarmh uasa—kusuma—damam” etc. Vide No. 6 supra.
21) Atha manopasantayah | .... Tésu vipaksabhibhavo yatha-—
Dho (? Tho) osaranta-rosam ..... (Vol. IV, p. 1040)
This verse is further on (p. 1211) cited by Bhoja to illustrate ‘mukhaprasadah.’
At both these places it is found to be somewhat corrupt. It is, also cited by Bhoja
in his SK (p. 727 v. 491) to illustrate Jatih (vidhimukhena). There it is presented
almost in its correct. form :—
Feiaianyg dtereata-afagzaor-azfis |
BT o qTqAra (! gaansr) JgA-Tara-famry 3 g€
[edrFnaETEy wats-sars-afeargara-ggag |
wafd 7 gr-aEm-(? g-w=g-) gagTEga-faad asar geg (]
_ Bheja’s comment on this verse in SK specifically mentions Satyabhama and her
jealous anger which yields place to joy (when appeased by Huri). We can, therefore,
safely ascribe this verse in the skandhaka metre to HV.
22) Atha manopasantayah | . ... Tesu calanam yatha-
Aha agano tti (D..... (Vol. 1V, p. 1040) ,
The verse is a bit corrupt.and metrically defective (as printed here). This very
verse is further on (p. 1219) cited by Bhoja to illustrate ‘priyagama-varta’. There
jt is presented in its correct form :

ag ArTent for ufiw srsarmoat fa wsaarata g& |
qftangs Raa gar Trewsafea—rame o f&r
[sromta Tfa egaTeaTaEAtsi seramar gfo
afimageias "at arawerafta-Samar @ e )

As the verse mentions the names of Hariand Satyabhama and isin the skandhaka
metre we may confidently assert that it is drawn from HV.

23) [Atha minopasantayah | ....Tesu] unmilanam yatha-—

Lolaa-sura—aru—karana .. ... (Vol. IV, p. 1041)
This verse, though somewhat corrupt, is easily identified to be the same as “To
ja sura-aru-kdrana’, etc., which has been already dealt with. Vide No. 18 supra.
24) [Atha manopasantayah | ..... tesu] punarbhavo yatha—
Tose kubbhantam cchia ....(Vol. IV p. 1041)

This verse has been already dealt with. Vide No. 12 supra.

25) [Atha mananubhidva-saukhyani | Tesu ....] vipaksabhibhavo yatha-
..... sadlimiasavatti.... (Vol. IV, p. 1046)

This verse, though it shows gaps and is corrupt, is easily identified to be the
same verse as ‘Tie savisesa—diimia’ etc., cited further on (p. 1224) to illustrate ‘érn-
garavrddhib’. The verse is cited also in SK (p. 678 v. 350) to illustrate ‘Katha-
vyapinl nayikd’ ; ’ '

22
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#fix aEa-giag-aafa-fEaad fosTda-faog |

faor-egana fofasr |rgvn-gona svrgdfid qer )

[aar afadwga (= garfer )-qeedt-gagar softya-ieg |
ferg-spegaan (Mtefamar) raed shvg-gararmmari gz 1]

The context is of ‘vipaksabhibhava’. The verse speaks of the nayikid (Rukmini)
as ‘dimia-savatti-hiad’ and ‘piya (=Hari-) garuia’; and we know from SK (p. 678
v. 350) that the present verse illustrates ‘Kathdyydpini nayika and the succeeding
verse (p. 678 v. 351) ‘prati-ndyik@ where we have a reference to Hari, Rukmm1 and
the pranayini offended by Hari (that is Satyabhama) by his gift of ‘tridasa~kusuma-
dama’; we may therefore reasonably draw the inference that the present verse is drawn
from HV.

26) [Atha mandnubhdva-saukhyani | Tesu....] labha—viSeso yatha—

Dirat;havia—sura—dumarh—-——(Vol 1V, p. 1047)

gregfaagogy & oo wn-ga@aaroafas |

oo 9 |gfassy q’r”taﬁa af ar-afier i a¢

[ sre-=utfia-go-g0 a2 snggRqiyayg |

F=q=q gga aftarv-gda-afisa asar gzq 11 | ,

This verse is further on (p. 1221) cited by Bhoja to illustrate ‘parijanapramodah’.

As there is the mention of the celestial tree (Parijata) planted in front of her
(Satyabhama’s) mansion we may safely take that the verse is drawn from HYV,

27) [Daivarthdpannesu] .... upanagaro yatha—

Aha dittha—vikkamammi. . ..(Vol. IV, p. 1058 (a)

ug faz-fagufen & Faﬁ’rg weafa [ o] rm-ar-ﬁﬁmar-gm |
faay wwawmr grameatie wafen wga 1

[wa eo-famwasty sve-afia-ge (#)-Ffoawar
frraafa s graz-emfafa (=g ) o agwd o]

As the verse speaks of Satyabhama (worrying about Hari’s safety), Madhumatha’s
(Hari’s) departure for ‘sura—taru’ (Parijata)- we may reasonably say that it is drawn
from HYV. o

28) [Evam kathd-farira-vyapika nayika....] tat-pratiyogini pratinayika yatha—

Kuvid a saccabhama....(Vol. IV, p. 1172)
This verse has been already dealt with. Vide No. 4 supra.

29) Pada-patanam pranipatah | Yatha-
To ia sura—aru—karana....(Vol. 1V, p. 1209)
This verse is the same as verse No. 18 supra-of course ignoring the corrupt
readings.
30) Pada-patanar pranipatah | Yatha-
Tie hiaanucintia....(Vol. IV, p. 1209)
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fiu fesenuiafas-wuircesaizsr-ama-ge = |
e fa fify sfE ofeesiaager aan g =T |l

[ aeqr gaagfafaa-rarnafs-agaga &G |
raasfiEist amat st sfassauE-ggat @ oF |oE: ]

Since the verse mentions Hari falling piostrate at the feet of his beloved (Satya-
bhima) we may infer that it is drawn from HV. ‘ :
31) Priya—pranama-vigamana—hetavah priyotthdpanani | Yatha—
To se rubbhanta cchia (?).... (Vol. IV, p. 1209)
This verse has been already dealt with. Vide No. 4 supra.
32) Mukhasya manakalusydpagamo mukha-prasadah | Yatha—
Thovosaranta-rosam. . ..(Vol. 1V, p. 1211)
This verse has been already dealt with. Vide No. 21 supra.
33) Vyalikodghattanamupalambhah | Yatha—
R Sa kusumehi guru....(Vol. 1V, p. 1212)
This verse has been already dcalt with. Vide No. 14 supra.

34) [Tatra ratlprakarsa-mmlttabhllaSaniyahnganadyavaptl—hetavah priyagamana—
varta priyasakhi-vakyadayah sambhoga—sabdavacya bhavanti. ..] Tesu
priyigamodghosanam priyigamavartd | Yatha—

Aha agao tti navaria .... (Vol. IV, p. 1219)
This verse has been already treated of. Vide No. 22 supra.
35) Kamiturdgamanam priyabhyagamah | Yatha-

'Ua java sa kilammai..... (Vol. IV, p. 1220)

I% W a1 freeay aamy-fave-Rreadagasr |

ar qat wg oot ag fusafHer-aoer agagom

[ e maear grafy snenga-fave-Redgaurgar |
argentEY ga=er aur faafaa-waiear agAas: |l |

In this verse there is a clear mention of Madhumathana (=Hari) who returns
' to his home-town accomplishing the desired object (=Parijata tree, in the present
case) and to his beloved (Satyabhama) who regrets the separation caused by her own
self (by forcing Hari to invade Indra in his heaven). So this verse undoubtedly
belongs to HV.
36) Priyavalokanam sandar$ah (? sandarSanam) | Yatha—
Aniavalaiibbheo. . ..(Vol. IV, p. 1220)
This verse has been already treated of. Vide No. 8 supra.
37) Sakhyadi-sampadah parijana-pramodah | Yatha-
Dara-tthavia—sura—dumam. . ..(Vol. IV, p. 1221)
This verse is the same as the verse No. 27 supra.
38) Sneha.irekah prema-pustih | Yatha—
Nimmahia—kusuma-parimala. . . .(Vol. IV, p. 1222)
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foren{zer-gan-afine fea-feeem & agaoafeager |
wew foafem & osor g graeetem fomoom
[ fasta-gaw-afive-ga-ggamr afy agsuafeazen |

- waw 0¥ efe: qumaean: graEy fagoor ]

As the verse mentions ‘sura—padapa’ (Parijita) we may not be wrong in saying
that it is drawn from Hp.

39) Snehatirekah prema-pustih | Yatha—

To se piammi rasia....(Vol. IV, p. 1223)

at & fowfen <fren ar gw-cowrfen fewsr swre-geat |
afeite-Tgsaet sgue-aEifaen foasas fad

[ aaeaear: fodr cfemr aet guce aeteqmgaT |
qftare-te=sfeargunrtfear fadefa «fs: 1]

As the verse mentions ‘druma-ratna’ (Parijata) we may not be wrong in sugge-

sting that it is drawn from HV.
40-41) Rati-prakarsodayah $rngara—vrddhih | Yatha-
Ua nia—paavaraane....(Vol. IV, p. 1224)
I forer-qrare-Tardt gor sroporer-fagur faerfem word |
afyda-eg-qaq argar §g @i aftetar o
[ o fast-arae-= mgtmf&ga fay worfa
afRw-geTraT sTeswErET: Tag qfia: | |

As this verse mentions ‘padapa-ratna’ (Parijata) we may not be wrong in saying
that it is probably drawn from HV.

#a afrda-giaaasfa-fasem... ..

This verse has been already treated of. Vide No. 25 supra.

Note : Sahianahaddhahimuham (?) — (p. 951)

I had first thought that this verse might have been drawn from HV. But in fact
it is cited from Setu. That the text of this verse (which is quite corrupt in its first
half) is a corrupt version of Setubandha X. 74 would be clear beyond any doubt or
dispute if we keep thc text of these verses side by side :

afzawvemifegs witger fafay & afvafasn
gaify afefomwt awstgsar ssnm grson |
—SP, p. 951
and, afgau-zearfz gy Et-l‘{at -fadas awwRgw |
guife sfea-faan saonfesay agn §{avﬁ I
—Setu X-74,

A comparison of these two texts brings out a few variants. The text may be

restored in the light of Setu X-74 as follows :— :
aftsnzernfs g gT-wa-frdas i sfrafaso | |
guife afefueat smaifessy (. ¥ srcarfassy) e gr-son
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[ adftaa-zearg ga go-tfaa-trdmaaty sfaca o
gafafiy: sfafagatsaatead (on & aR=mI) adqn gd@qT 1]
Over and above these verses in the skandhaka metre which definitely belong to
HV, there are not less than twenty—five verses in the skandhaka metre that are cited
by Bhoja in his SP as illustrations. It is not unlikely that they all are drawn from HV.
SB, which is modelled on HV, treats in Canto X of the sunset, the nightfall,
moonrise, a pair of Cakravika birds separated from each other, the amorous activities
of the ndyikds, aided by their messenger girls, their maiden friends, their mdna (sulky
wrath) in its various aspects. There are many verses over and above those discussed
above which are in Maharasgri Prakrit and are composed in the skandhaka metre
and treat of these and similar topics. They are not found in SB. As Bhoja has freely
drawn on HV to illustrate the points of poetics as shown above, we may not be
wrong in holding that these verses which reveal identity of ideas, phrases, turns of
‘expression, diction, style and metre are also drawn from HV. Some of these verses
are quite corrupt and obscure. Leaving out these verses, I reproduce below others
with necessary corrections and adding Sanskrit chdya.
1) Vikrtaivopameyasyotkarsdpattya yatha—
Rattuppala—dala—soha——(SK p. 438)
Taw-gE-aler fig & gwafea gofe- amsﬁr-\rfiq |
wa-aafy auEwr qfenrafeafy Saofz aggar |
[ Wwime-azmar azgt sfg % gefraweiad |

Ag-amwEngi Aaigu sfaar-gfaanal Sigavai sgEar o )
2) Drstanta-parikaro yatha—

Majjha—fthia-dharaniharath——(SK p. 510).
wsm-fEor-gdfoes fassr o aggiss 3598 |
w-tE-Tu-taufas afesr fan sywesawife as% 1
[ mer-fRua-gifoge «fiad o agzaveagzeq |
y-ru-a3nfanfag afaafaarcgzasites =g 1]

3): Arthakrto rupake (parikaro) yatha—

Viade gaana-samudde——(SK p. 521)
fa2 wymagy faad go a2y 3 awfzw )
vty RYTsT w@r fawar Ao swaweEr 59 a=dt |
[ faw¥ ana-agy f2ad gau a=iog afad |
fagifa nfals svar azar aniumasss g3 o5 1]

4) Ubhayakrtasca virodha—élese (parikaro) yatha—
Raiamunala@harano——(SK p. 521)

A-GUISTETON  0fur- TS -eargar-dqT-ceror- sr@at |
gey foesmmfen o wororsreqrgarar gerdson 11
[ Hfwa-guemon afeq-gs-cuafia-daceaa-szm |
sgfa fmenasty azamegaaas gafesa: 1)
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5) Ekasyatisayadhikye atisdyi (sarhsthananuragah) yatha-
Dittha kuvidnunaa——(SP. Vol. III, p. 794)
fazr grenyuen foar wEea-suv-Age fq faafae |
wew furgoond 3% fada Yenor Iggen srewii |
[ 71 gfiargaan foar seasa-deaafe freey |
geg faynaicia fan wem sgFa et ) ]

This verse is cited by Bhoja in SK (p. 671) to illustrate “premaprakare vipriya-
dibhirapyavinasaniyo nityah”.

6) [Naimittikdinuragah].... jyautsno yathi- .

Anunaa-suham na pattam. .. .. (Vol. III, p. 798)

This verse is incomplete and corrupt. It is further on (p. 1039) cited by Bho_]a
to illustrate candrodaya, orc of the twelve causes of mdna-bhanga. There too the
text is corrupt. The verse may be restored as follows :

aumer-gg o gy fyenfz qrug fassy ofw o ==
Marfiafam gza 330 s7 ffEefe g )
[ wgag-ge @ we fwarfusfady faadsty @ soon
AqETEd gaH FeAT FAICEAAT WA || |
7) Athamisdmeva bhedascatur—vimsatirmana-bheda-jataya ucyante|.... Tesu
, . vallabhadau vai (paritya) hetuh kopo.... yatha va-
Patthanti maana-pasara . ... (Vol. IV, p. 990)
qeafa wao-gaT-oqate ager e feoft-agger 1
fa 3o azem g VHquga-sifoaty & frag
[ qasre& wEa-gacva-agar fEeifad-agem:
agT gaEaEr Haa Avquege-aieracy gzag n]
8) Mano drsi yatha—
Kisa imesu bahuso.... (Vol. IV, p. 1011)
#ta o1 g sgal fHEn wga-atevisu-sstr-ager |
fHzrig g afiagsfa nadwg qigedier il
[ FearsaATagm Frvanea-afesaa-<sfragan |
frafargateas qfiaga aganatdaen | ]
9) Maino vaktre yatha-
Kisa maliavaamsam. ... (Vol. IV, p. 1011)

This verse is cited by Bhoja on two more occasions, once (p. 1027) to illustrate
‘prasidhana-grahana’ and again (p. 1207) to illustrate ‘priyabhyupapattih’. The text
of this verse is corrupt at all the three places. It may, tentatxve]y, be restored as

follows :
e afeamsd auvn-oferE-qoganeTas |
gavi wefa feraaft soasifersanz ga@sa
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[ wenary afSarags gga-fasam-gegara T |
ggw gefa swefi sc-amtra-sde-anrdesy 1]
10) Priyayah pravrtti-diisanamupalambhah | ... ... Tesu prakrtistho yatha-
Akkhandie vi panae..... (Vol. IV, p. 1013)
This verse is earlier (p. 1208) cited by Bhoja to illustrate ‘Skhalitagopana’. The
second half is corrupt at both the places. The verse may be restored as follows :

wrafen f&r quu agafen fa faftqe swssy o wsm )
st faa qufaes gz Quten zzu fafads fo foar
[ smfosasty qusTasty fafadswrasty am

sada gty ax o gfad fafiaafy feag o]

11)‘ Atha manoddipanani.....tesu vxpaksa-—sa_nmdhlr yatha—
Sarisa—padivakkha—purao.....(Vol. IV, p. 1028)

. afta-afeare-grent Raafa sgsa-arr-iar-aglaa |
wa-ge-gratn o fAfawdat 1 & o A smfet )
[ we-afaqqgvat gadsyT-wm-ag-Fgiad |
au-ga-3:@ wa frawdersty e @ weawa: 1]

. 12) Atha manoddipanani ...... | Tesu sakhi-vailaksyarmh yatha—
* Gotta~kkhaliammi pie .... (Vol. 1V, p. 1028)

TaFaterfar fou quer qrerfesr-afz-fodrfrer-oem |
arsTamg wg fa fosafesmnas oftafas
[ Mixeafer fad wey gwfia adt-fadfraagag |
srggwor-atsy Fwarfe afearas frosafaag 1]

13) Atha méana-bhanga-karanani | .... Tesu mado yatha-
Kheppanti appane ccia (?) .... (Vol. IV, p. 1038)
Feqfa sroqur fewrer swentarTrar fa arfaofife foererar |
s 1o Tagardat smoemy fa faor 37 wgwert
[ wor=a smemas Faaorar sfe wififa: frerqan
fafufe framaarragaty fag s0f age 0]

14-15) Atha manopasama-laksanéni | ..... Tesu nayana—nimilanarh yatha——
i)  Daialoa—paatta....(Vol. IV, p. 1041)
TLAETA-qoraT T arssior qaia-are-fasfesn |
AITT JFF-q/YU AT FHorgE o qrag fa g
[ zfraEdts-agar searsyon: sacgm-frsfEar |
gFoafa FFgs-9qI asqr gna-ga @ amrfa gfe: ]
ii) Mukha-prasado yatha-
Aloie ccia pie....(Vol. IV, p. 1041}
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a@ize feaar faa sfaen o aqdw dzo-geat |
Fau-aufea fa st aspa-fasya-gi gefen qefat |
[ s@tfra ux fod earfiazsear mia wgqa-gey: g |
FgA-IFafy At F@faa-frgn g g& =4 1]
16) Nayika yatha-
Avaitihia—puvva—dise (? dise)......(Vol. IV, p. 1174)
waSfEar-geafad aus stoad afda-gaia-gi |
arg o fasss ool se-fammga - afeasrfen fasd
[ srrafEagafedr aak sateeaar afya-ggie-ga |
wta: (@fa) 7 sftat ooty sve=famfige-afers g ]
This verse is cited in SK (p. 679) to illustrate ‘ubhayabhasa.’ :
17) Pratinayikd yatha- :
Diira-padibaddha-rae....(Vol. 1V, p. 1174)
gr-qfeagare sasgafin fToa¥ sacfag |
weifa sa faforny fussw ysaragaa famssdt ||
[ grafamgersagenm faasisocfaag |
smgat grata fogan-gerd-gaoi faaestt: || ]
This verse is cited by Bhoja in SK (p. 453) to illustrate Samadhi (niradbheda
variety).
18) Upa-nayika yatha- :
Oratta-pankaa—-muhim. . ..(Vol. IV, p. 1175) .
Mca-qwa-gE arnzafes a1 afse-aqn-fomod |
afgar drcofafor arard o azaft aqet o
[ TaTw-ags-gal Aeay-afzartur (saar, &fgarfir) afdaaas-fagoog
arfegfa ficafest amar mrafa aead a=amw: 1]
This verse i$ cited by Bhoja in SK to illustrate ‘tiryagabhasah’.
19-20) Nisa—prathama—yama-karma pradosikarm | Yatha- .
Sajjijjai uvaaro....(Vol. IV, p. 1186)
i) wheewg STardt oE e B g AL GqA |
gafiar arfursear () scafasafersn fa v g3
[ Esshifrad sqamw, swier fwanfy gar =a& gaeqg |
gugeg agata. (2) afgwafegarfe sad o 1]
i) ST Sramg 997 W\ W feardwa |
At Eq-awn-gRs-cfaet fr aEr garaoy o
[ stafew @raq geatfa et woafa faeseag |
srat wirsreaammgascasshi stig@ gafa-sa: 1)
21) Pratyiisa—kdla-karma prabhatikam | Yatha—
Tavad (? Tava a) raani-vahte....(Vol. IV, p. 1187)
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atg o Turforage qftergdia afesr-ara-gast |
et aftaz-fagon gor uedat sq qraret qegat 1|
- [ara=w ot eftedammt gfimarasaw: |
sita: afore-fege: o gefeas s weaw: 1]
22) Sambhogartham $aiira-pratikarma prasidhanam | Yatha-
Dinnatanuafijanai——(Vol. 1V, p. 1198)
i) feomagssorg gergsoes gT-caastE |
ArEou-v-gerg sfiarfassifa swao gog o
[ zw-agwaaifa  gafa-sacdeawantsaf |
areea-tfa-garfa afusea=a swaw garfa 1]
i) gfiZadion qedr seay fessr-efe@u werorssrar |
wtg oy foat fegar facay ger qarzda gerrson
[ aftgradmacisafa gaa-g8n aga=omar |
it wOfa fowr o fogafa gur sagd gafas: 0]
23) Mana--hdnau niévasitini mana-nidvasitani | Yatha-
Tie vialanta—dhiram——(Vol. IV, p. 1210)
i) e Ferea-fid smyzddfia au-gefecans |
FOLA-ATO JT-AT-TJ-Tq0i ofterfrer I .
[ @1 e frgeear au-syoaie-are |
FUIETTERTH graTaen-aga fasafaag 11 ] ,
Bhoja cites this verse on two more occasions; once to illustrate ‘skhalanath’
(p. 1041) and again to illustrate ‘priyoparodhah’ (p. 1213).
i ) wirferofte srfgomr-myenita-oRae aemgaee |
Zgar-sror-favororerei frarfes-foags fae oftafesr 1|
[ mfmfimr-afiunir shisgamrremor |
gfya-sa ga-wayw Rorfea-gregs fa foafiag 1]
24) Manasalyoddharanamavajfia-bhrathéah | Yatha-
Harisa—viasamta-vaanam———(Vol. 1V, p. 1212)
i) =fRefagaaadn Fere-se-arga-gaesie |
w-gerfes o srar qarfessifeoranee fig g2 1
[ z9-fwwgas site-az-daegsaTi=g |
yrathyanfy swa sarfvaratos aved aem gag 1]
. i) Tueafrsr-afr-gwn am o goofeasamerae |
g GIISVTE 50 afy s stfaoft dte e )
| fenifea-afrasat aress gT-afasgarne-ge |
T&h grateatd g wefty gifaeht aear war 0]
23 )
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25) Manapagamad vrida-yogo lajjagamah | Yatha-
Thoadrudha-mahu—-maa——(Vol. 1V, p. 1215)

ATATRIALAAT WU-qrEgraLre-favogmr |

e dafamy faow drfeer-afimar wf frer 1

[ SFTEE-AY-AET FU-TEFAIUT- TG |

wfaeat Geurgs fdw gegasfyar wify g o]
This verse is cited by Bhoja in SK (p. 670) to illustrate madhupanam’.
26) Sakhyadi-sampadah parijana—pramodah | Yatha—

Vasa (2) tthiammi soha——(Vol. IV, p. 1221)

arafzafen aErafia-gafEamoms qued |

arcgg-ate-faaat afg-arat it Toqofer & @

[ are-fead mvar-afiats-sadatarar aeee |

wEgw-aitE-fane: adteracasr st e | ]

Leaving out of consideration these uncertain verses and confining ourselves to
the verses which definitely belong to HV we gather from their contents the following
information :

Hari is the hero of this epic. Rukmini is the semor( Jyes;ha) and exalted (udatta)
heroine (nayika). Satyabhama is the junior (kanistha) and haughty (uddhata) rival
heroine (pratinayika). Hari offers a garland of fragrant flowers of the celestial Parijata
tree to Rukmini. This arouses the jealous anger of Satyabhama. Her face, marked
with anger, looked beautiful like the moon, marked with its dark spot,and delighted
Hari. In order to soften her anger Hari decides to fall prostrateat her feet. Clasping
his own crown with both the hands he throws himself down prostrate. Tears of joy
fall from her eyes, in spite of her b¢ét efforts to check them, on his back. He then
promises her to get her the Parijata tree itself from Indra’s garden. He sets out on
his march against Indra seated on his vehicle (Garuda). Now Satyabhama, although
perfectly confident of Hari’s valour, feels great concern about his safety-on account
of her deep and abiding love for him.

Hari, in accorcance with the rules of state-craft, sends first Satyaka (=Satyaki)
his own charioteer as an envoy to Indra. He advises Indra to accept Hari’s hand
of friendship and honour the Yadavas by gifting away the celestial Parijita tree.
Indra, however, does not pay any heed to his advice. Then a fight takes place bet-
ween the two. Hari forces ultimately Indra to surrender himself to him and wins the
cherished Parijata tree from him. Hari, the victorious, returns home with the Parijita
tree. Satyabhama’s heart is captlvated by the sweet fragrance of the Parijata flowers,
yet her gaze first rests on Hari and then only on the Parijata tree. Hari plants the
tree in the garden in front of Satyabhdma’s residence and thus succeeds in removing
her sulky wrath. She infers from this gift that Hari’s love for her is a thousand
times more intense than for Rukmini whom he presented only a garland of the
flowers of this tree. Rukmini has every reason to be angry with Hari for his partia-
lity towards her co-wife but at his sight, Joy ani not anger pervades her heart,
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It is this episode of Hari’s conquest 6f (Indra and his) Parijata tree which accou-
nts for the title Harivijaya of the present epic. The statement of the Dhvanikara
“that if-in a story adopted from a well-known source, the poet is faced with situations
conflicting .with the intended aesthetic emotion (rasa), he should leave out those
.situations, inventing in their place even imaginary ones, in conformity with the inte-
nded (rasa)—as done by Sarvasenain Harivijaya, and Abhinavagupta’s comment on
it in his Locana indicate that the main story of the epic was something different and
‘the conquest of the Parijata tree from Indra’s custody formed only one episode in
it. The available citations from HY do not throw any light on the principal stofy
but from the references of Bhoja and Hemacandra we may conjecture that it was
mainly descrlptlve and not narrative. As regards its extent, we might further hazard
a guess that it contained as many Asévasakas as are.found in SB which is modelled
on it. o

From the citations we find that HV was composed in a graceful style. Its la-
nguage and style are, compared to SB, more easy and less involved. :

Like Pravarasena, Sarvasena too shows the use of long compounds and poetic
figures of speech. Kuntaka’s praise for his graceful style and Dhvanikara’s compli-
ment for imaginative handling of the Parijita episode and Bhoja’s apprecxatlon ot
his work (by profusely quoting from it) Sarvasena very well deserves.

Ravana-vijaya and Hari-vijaya are both composed in the skandhaka metre and
Vakpati’s Madhumatha—vijaya® is composed in the Gathd metre. This series of poems
-of conquest is no longer extant. It is indeed an irreparable loss to the students of
Maharasgri language and literature.”

6. Vakpati himself has referred to this work in his Gaudavaho. He suggests that it was com-
posed in robust or flowery language. Abhinavagupta (Locana p. 346, Banares edition, 1940) cites a
verse from this work. For its correct text vide KS (p. 79). It is in the gatha metre. From Vakpaus
statement we learn that he considered his earlier work as superior to Gaidavaho :

AgHR-FeRHISTl R % e A3eS ufy |
9eq-eaNg afed asI-FER auSdm |

[aynu-feg 9gwt 1% F9 AW gFSIEEA |
qUNFENIRfed 9HEEEY SAwaEn || ] -V 69

7. 1 gratefully ackowledge my thanks to Prof. M.V. Patwardhan and Dr. H. C. Bhayani for
going through the restored verses and for suggesting improved readings in some cases.



16

THE JAINA VIEW OF AESTHETIC EXPERIENCE

It is indeed absurd to speak of a Science such as Aesthetics as Hindu or Budd-
hist or Jaina. A careful examination of the views of different writers ‘about rasa,
however, reveals that they are influenced by their own schools of thought or darSanas.
The view of Bhatta Lollata, which is classed as one of the production (utpatti) of
rasa, is regarded as that of the Mimamsa school; and the view cof Srisankuka which
/interprets the manifestation of rasa as a process of inference (anumiti) is regarded as
that of the Naiydyika school. Bhatta Nayaka’s view of rasa, termed as ‘bhuktivada,
shows influence both of the Samkhya and the Mimarhsd darSanas. Finally, Abhina-
vagupta’s exposition of the theory of rasa is deeply influenced by the Vedanta school
of thought.

In view of these facts it would be interesting to examine the Jaina authors’
writings on rasa and see whether they reveal any influence of Jaina school of thought.

The Jaina text, the Anuyogadvarasiitra,! which claims to be old (before third
century A.D. ?) contains a Prakrit passage on nine Kdvpa rasas. It is not easy to
decide whether this passage is taken from an early independent Prakrit text on Alarh-
kdra-3astra or whether it is composed by the author himself keeping in view Sanskrit
texts on dramaturgy or poetics. No such early Prakrit work on poetics is so far known.-
It is not unlikely that the author himself added this passage. It is, however, note-
worthy that the usual order of rasas is not followed here. The list notes the rasas -
in the following order :

1. vira 2. $rigdra 3. adbhuta 4. raudra 5. vridanaka 6. bibhatsa 7. hasa 8. karuna
and 9. prasanta. The definitions and the verses illustrating these nine rasas are such
as are not to be met with in the treatises on the science of dramaturgy or poetics.
It deserves notice that bhaydnaka is not included in the list. In its place we have
vridanaka (with vi1da or lajja as its sthayibhdva). The commentator informs us that
bhayanaka is included under raudra. Further, it is vtra, and not smgara that is given
the pride of place. This change appears significant.

As the author belongs to Jaina monastic order we can well appreciate this change
of emphasis. The inclusion of prasdnta rasa in the list tends to suggest a much later
date for this text, at least for this portion of the text. Again, it is to be noted that
this passage does not indicate at all whether the author considered some of these
rasas as pleasurable and some others painful or whether all rasas are pleasurable.

From amongst the Jaina writers on Alarkéra-$dstra proper Vigbhata I, Acirya
Hemacandra, Maladhari Narendraprabha, Vagbhata (II) and Vijayavarni, who wrote
Vagbhatalatrkara (1st half of 12th century A.D.), KavyanuSdsana (st half of 12th

1. Nandisuttarh and the Anuogaddariim, Jaina-Agama series No. 1, $ri Mahavira Jaina Vldya-
laya, Bombay, 1968, pp. 121-124.
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century A.D.), Alawkdra-mahodadhi, (1st half of 13th century A.D.), Kavyanusdsana,
(t4th century A.D.) and Sragararnava-candrika (last quarter of the 13th century A.D. 4]
respectively, have nothing new to say about rasa. They follow, as a ‘rule, the standard
works on poetics. Acirya Hemacandra expressly states that he bases his view' of rasa
upon that of Abhinavagupta.? The credit of presenting graphically and “vigorously
the view that all rasas are not pleasurable but some alone are pleasurable and some
painful, goes to Ramacandra and Gunacandra, the joint Jaina authors of the Nafya-
darpana (latter half of the 12th century A.D.). They were pupils of Acarya Hemacandra,
the author of Kavyanusasana They, however, do not agree with their master, for whom
they have great reverence, as to the nature of rasa and set forth cogently their own
view which may be termed as sukha—duhkhdtmavada as opposed to Kevaldnandavada
according to which all rasas are always pleasurable. According to the Natya-darpana®
1. $rngara 2. hasya 3. vira 4. adbhuta and 5. $dnta are pleasurable whereas 1. karuwa
2. raudra 3. bibhatsa and 4. bhayanaka are painful. They say : the view that all rasas
are pleasurable goes against experience. The karuna, raudra, etc., when presented on
the stage or in poetry cause indescribable pain to the spectators or sensitive rea,del:s;
They experience Camatkdra, only at the end of rasdsvada dueto the poet’s and actors’
power and skill of presentation. Persons (like Abhinavagupta) duped—carried away—
by this camatkdra, regard the karuna, raudra; etc. as pleasurable although in -reality
they are painful. Attracted by this aesthetic experience of grief etc., spectators feel
like going to plays in which karuna is present. Poets and playwrights compose paems
and plays which consist in pleasure and pain in accordance with this- worldly life
itself which consists in both pleasure and pain. Witnessing of. tragic events bn _the
stage never produces pleasure. If the representation of tragic -events be pleasuraﬁle
then the representation itself will have to be called misrepresentation.

The Natyadarpana holds that the sthaylbhava itself, when deve]oped by vibhavas
and vyabhicaribhavas, and manifested by anubhévas is to ‘be called rasa. This view of
the nature of rasa is identical with the utpattivada or pustt—vada of Lollata (and Dandi),
and most probably with Bharata’s own view of rasa as found in the Natyasastra
For Bharata explicitly says : : :
' Sthayibhavansca rasatvam upanesyamabh |-

, ' o ’ —NS, Vol. I, Ch. VI, p. 299
and sth@yyeva tu raso bhavet | o o
: —NS, Vol. I, Ch. VL p. 379

2 gy o fwERiRfl Amafmaga=g: | camadas aeafeedfahn o

—Kavyanuéasana (p. 103)

(Mahavira Jaina Vidyalaya,

. . . Bombay edition)

3 gaefmRuficesodeT: IF-ERE-FgY-TAr @ gEREIsR . gRfefhar-

AT FROOR fcE-HAREEEl GERRE: | A gA: SRl gmwategs, aq
st (2 ) et |

—P. 141 (GOS, Baroda, 1959 edition)
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Further, Bharata’s description of a sensitive spectator corroborates this above
statement : “A true spectator at a drama is he who, when the character is happy
becomes himself happy, when the character is in sorrow is himself in sorrow, and
when the ch_ara_cter is depressed becomes himself depressed.”*

Thus. it would seem that the authors of the ND, in contrast to their own revered
Acirya Hemacandra who follows Abhinavagupta, word for word, as regards the
nature of rasa, regard, following Bharata, Lollata, Dandi, etc., rasa as laukika and
therefore, sukhadubkhdtmaka. Here we may note, in passing, that the authors of the
ND do not subscribe to the misrananda-vada® of rasa alluded to in their work by
Dhanika and Jagannadtha, when they speak of its being sukha*dubkhatmaka ! They
clearly state that five rasas are sukhdtmaka and 'four, dubkhdtmaka. Regarding the
location of rasa they differ with Lollaga. They hold that rasa is present in the hero
(say, Rama, Dusyanta, etc.), in the spectator, and some times in the actor also.

From amongst the Jaina commentators on poetics a few deserve notice here.
Namisadhu (1069 A.D.), the able commentator of Rudraga’s Kdvydlatikara looks upon
rasas as innate gunas, like saundarya, of kdvya; and asserts that there is not a single
state of mixfd which when intensified or fully developed does not become rasa. Bharata
speaks of eight or nine rasas only as they appeal to the sensmve readers or spectators
and are abundantly found in literature.®

Manikyacandra’s Samketa (1160 A.D.), Kdvyaprakasa—Khandana of Siddhicandra-
gani (1587-1666 A D.) and Sdradipiké of Gunaratnagani (17th century A,D.) are
the commentaries on Mammata’s famous Kdvyaprakasa. Of these commentators, Siddhi-
candragani deserves spe01al mention here. He very probably gives his own view
under the gmge of ““iti navindh” or “navinds tu”

4 TEgR geaml OF QEad T |
3 QaemrAR @ A vEw o ||

—Natyasastra (Ch. XXVII)
—{¥g QY TAEAATE: §EE AR qgl qwmRy dmEeEi ngﬁa za’\unq | 3Fas
AFFA FENG FEIFE | |
—Avaloka commentary on the Dasarapaka (Ch. IV. p. 98) NS edition Bombay (1941)
5 AW IR g7 @Al qAmied a3 afigeawd 7 gy |
aaFruETEaEal wliel | sg gy sde sg az'czmara g F9 IR |
sfmamaad Revefaaa s 3
EAfFARFTE ¥ FAEEEARaIRIfEE saNees: |
—Rasagangadhara (p. 31), Kavyamala edition, (1939)
According to Lollata rasa is primarily present in the hero and only secondarily in the actor who
imitates or represents him.
6 I@[ATA TG A @ FE et oY @ F waai
WAT GEEAARTAT mgah agt aEq) A9 a1 W SW §R |

—Tippani on Kavyalamkara,
Kavyamala edition (1909)
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According to him, the aesthetic pleasure or rapture is just like ordinary pleasures
of sense, that arise, for instance, from pressing plump breasts of a beautiful young
lady or from applying cool sandal paste to our bodies. Rasa is thus laukika and not
alaukika. Rasa, by its very nature, being pleasurable he holds that there are only
four rasas : 1. $rhgdra 2. vira 3. hasya and 4. adbhuta. He rejects the claim of karuna,
raudra, bibhatsa, and bhayanaka to the title of rasa.” The whole discussion of this
topic is marked by originality, logical reasoning and freshness of outlook and deserves
to be read in the original.® Siddhicandragani goes a step, and a very big step indeed,
further than Ramacandra and Gunacandra in holding that there are four rasas only.
The description of Aja—vildpa, or of $anta or of bhayétiSaya is aimed at showing the
intensity of love towards Indumati, his beloved wife, or complete detachment or
world-weariness of mumuksus or the tenderness or softness of a particular individual,
“respectively. In fact, however, poets undertake to describe such incidents, events or
situations only .to demonstrate their own descriptive power or the richness of their
own imaginative faculty.

This survey would show that there is nothing peculiarly Jaina about their view
‘of-the nature of rasa. Along with other writers on poetics they take rasas to be
laukika or alaukika, sukha-dubkhatmaka or sukhdtmaka only. A “Moderner” like
Siddhicandragani disregards tradition and holds that there are four rasas only. It is,
however, very surprising, if not shocking, that none of these Jaina authors and
commentators takes cognizance of the “nava-kavwa-rasa pannatta’ passage found in
their sacred text, viz., the Anuyogadvara sitra.

7. Abhinavagupta explicitly says that some of the ‘sthayibhava’s are ‘sukha-svabhiva’ (of the
nature of happiness, i.e. pleasurable) while some others are ‘duhkha-svartipa’ (of the nature of un-
happiness, i.e. painful) :

fgdeEgfeamat geenaTwy |...... NOENFGEEl § gEeed |1—

—Abhinavabharati on NS 1. 119, pp. 43-44

Siddhicandragani holds that rasa is simply ‘laukika.’ Naturally, he recognises the four “rasa’s based

on ‘rati,’ ‘hasa’ ‘utsaha’ and ‘vismaya’ and rejects the claim of ‘raudra,” ‘bhayanaka’ etc. to the title

of ‘rasa.” Abhinavagupta, who firmly subscribes to the view that ‘rasas’ are ‘alaukika,” regards even
‘raudra,’ ‘bhayanaka,’ etc., as ‘sukha-svabhava’ or ‘sukha-pradhizna.’

8. Kavyaprakasakhandana (p. 16 and pp. 21-22), Singhi Jaina series, Vol. 40, Bombay, 1953,
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Appendix
SANSKRIT RHETORICIANS ON POETIC TRUTH *

Some pedants denounce poetry! for a variety of reasons. Rijasekhara® states
by way of Pirvapaksa three important arguments condemning poetry. Generally
speaking, he mentions the .names of the authorities from whom he quotes, whether
with approval or without. In the present case, however, he merely states their
objections against poetry but does not mention them by name. This fact probably
would suggest that the objections have come down to him by tradition and have
been advanced from very early times. They are as follows :

(1) poetry is full of lies,® (2) poetry tenders wrong advxce and encourages
immorality,* and (3) poetry is full of obscene matter.® This paper confines itself to
_a study of the question raised by the first argument or objection against poetry
namely, truth in poetry or poetic truth as conceived by the Sanskrit Rhetoricians.
Before proceeding further it is necessary to state the prima facie yiews a httle more
clearly. The critic of poetry holds that poetry is false because it does not deal with
things as they are in themselyes. It, more often than not, misrepresents the outer
world. The images in poetry are phantoms far removed from_ reality. It contams
hxghly fanciful, hyperbolic and often irrational accounts or descriptions. It often
credits inanimate. objects, birds, etc., with human attributes, which on the very face
of it is false. It presses into service a number of  poetic conventlons which are
obviously not in correspondence with, reality. It, many a time, dlstorts or twists
history or mythology in borrowing 1nc1dents or legends for poetic treatment. In its
craze for exaggeration it at times throws, logic to the winds. In short, poetry
disregards. scientific, historical and even Alogncai ‘truth; and therefore, deserves
condemnation.

How Sanskrit rhetonclans (espemally Bhamaha and Rajaﬁekhara) meet this
cr1t1c1sm will be clear from what follows :

* The paper which is referred to in foot-note no. 3 on p. 19 supra, and which first. appeared in.Vikasa,
The Gujarat College Magazine, Ahmedabad, March 1960. (pp 60-68), is, for the sake of easy
reference, reprinted here, with a few changes, as an Appendix.

1. Cf the oft-repeated line WERIAT FEATM |,
and also the frequently quoted line, FHERTHITST- qﬁaﬁ | (“One should avoid the useless prattle

that is poetry.”)
2. Kavyamimamsi, GOS, Baroda, edition (1934), ch. VI, pp. 24-28.

3. A EIRFIRE FEad, |-P. 24.
4. SEITRYFAAR ALY P, |-P. 26.

5. FE@AEAEITEFINRE Hea, |-P. 27.
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Bhédmaha® deserves glowing tributes for a lucid exposition of this topic of poetic
truth in his Kdvydlamkara.” His treatment of the defects of poetry, Ayuktimar®,
Asambhava® and Asddréyal®, Deéa—kala—kala-loka—nyaya-agama-virodhill. and
Pratijid-hetu—drstanta—hina'? throws light on this topic. He condemns the poets who
attribute a role of messenger to inanimate objects and beings naturally devoid of the
power of speech such as a cloud, the wind, the moon, a bee or a dove, a ruddy
goose, a parrot and the like. He makes an exception, however, that a person maddened
by longing may be represented as sending a message that way.3 In the course of hlS
treatment of the Upama dosas he wisely observes : ¥

(i) @ aw awy Ak mae FEate |
7w FRficmg ager || 1L 43.

(i) 7enRgAAag: 9 Qs qa: |
& AfEgEEIAEERam (| I 50.

Bhédmaha denounces the poet’s description as faulty when it is spoilt by its
unveracity as regards Desa (country, mountain, forest, etc.), Kdla (time. day, night,
seasons, etc.), Kald (fine arts like music and dancing), 'Loka (behaviour of plants and
beings, the movable and immovable), Nydya (the science of Politics and Practical
Life) and Agama (Civil and Religious Law and rules of behaviour). He gives
illustrations of each one of these poetical defects. From this treatment of these
defects it is very clear that Bhamaha does not grant licence of scientific ignorance
or wanton inaccuracy of detail to the poet. He devotes almost the whole of Chapter
V to a consideration of the logical errors called Pratijiida—hetu-drsjanta—hina.!t If a
proposition in a poem is found, on examination, to be vitiated by logical flaw, it
has got to be denounced as faulty. For detecting logical errors in others and
avoiding them in one’s own poetry the knowledge of logic is very essential. Further,
a Sdstra-Kavi is at liberty to use Pratijfia (logical proposition to be proved), Hetu

6. Works on dramaturgy such as Bharata’s Matyaéastra which lay down rules for the playwrlght
(and the producer) to enable him to compose a play answering the description ‘Avasthanukrti’
are, though important, excluded in thls study due to the limits of this paper.

7. Ed. by D. T. Tatacharya, Tiruvadi, 1934. v
8. 1. 42-44, 9. 11, 47-51, 10, 63-64. 11. 1V, 29-50 12, V. 1-60

13. This is a clear reference to Kalidasa’s Meghadata. Bhaimaha lived after Kailidasa; made an ex-
ception in favour of the Meghadiita, Kailidasa’s masterpiece, and criticised other Diita-poems,
which must have been its servile imitations. To argue the other way as some scholars have already
done, does not appear convincing. Many poems of the Dita literature must have been before
Bhamaha’s mind when he wrote this passage.

14. Chaper V (Kavya-Nyaya-Nirnaya) is indeed unique for its treatment of logical science and of
the logic of poetry or poetic truth in the whole range of works on poetics. His treatment of
logical science has bearing on his relation to Dignaga and Dharma—Kirti. As this paper concerns
itself with poztic truth, Bhamaha’s treatment of logic is skipped over here.
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(mark, Middle term) and Drstanta (Example), if and when necessary. The fact,
however, remains that the Logic of Poetry (Kavya—Nyaya) embracing Perception and
Inference in poetry (Kdvya—Pratyaksa and Anumina) is one thing and the science
of Logic (Nydya) quite another : g JFHd FEIUNMETEETA: |-V. 33b. The one
(Kavya) is rooted in the world of phenomena, while the other (Agamas) aims at
exact or scientific truth. Bhamaha illustrates the truth of his statement thus : The
sky resembles a sword (in its blue colour); the sound is heard from a long distance;
the water of the river stream is ever the same; and the huge flames are wonderfully
steady ! These form examples of Lokasraya Kavya. But Sastras tell us that ether
has no colour, that sound is a special quality of Akaa (ether), has its place in
the outer part of the ear; and that the water of the stream changes every moment,
and that the flames of fire are ever changing.

Bhamaha then turns to Pratijfia.’® In logic it means the ‘thesis’ or ‘proposition’
to be proved; speaking of Paksal’ (a place or subject which is possessed of an
attribute or property that is doubtful or controversial). In poetry, however, it means
‘a promise’ or a ‘vow’ to be carried out.'® Again this Pratijiia, as contradistinguished
from the Pratijiid in logic, is fourfold, having reference to Dharma, Artha, Kama
and Kopa. He illustrates these varieties of Pratijida and defective (fallacious)
Pi‘atijﬁés ‘with suitable examples from the two Arsa epics, viz., Mahdbharata and
Ramayana.’ In poetry, says Bhamaha, we have an implied Pratijia’® as well. '

15. V. 34b is rather faulty, The Kavyamimamsa IX, line 18 (p. 44) runs this :
“ e R Rgat seeamaaiR 17 - |
The reading m appears to be mcorrect for Eﬁtﬁ[ is masculinet."',l‘he ’KS S. (61) reads
a3 Wsh... Lo ’
The reading I is obvnously corrupt The correct lme must have ‘been : a%a alﬁ Wﬂ:@
am qaﬁ%q | Even with this correetlon the dnfﬁculty of mterpretanon is not over ! Some take

':gﬁq: to mean big flames whereas: some others mterpret it to mean ‘the heavenly lights such

as the moon and the stars.’ Rajasekbara’s comment on the passage (p:. 44 pp. 20—24) appears to
favour the latter interpretion. But Rajasekhara’s support too collapses when we begm to interpret

v. 34c : @'ﬂﬂ:{f RE)) m@ amfifd = -1 If. we accept Tatacharyas emcndatlon am
q for H’ﬂﬂ'ﬁ m-whlch is certainly a corrupt reading, and his mtcrpretatlon of thls llne that
st qumm‘\aaam T illustrates ‘SNIHIEREILA:” (in v-33b; atove) then we have

no altematlve but to take qglf%q. to mean huge ﬂames
16. V. 35-46. o

7. Rawrerain w1 safRRwm: | ,
g 9 Ay gRdeEfeiE |-V 12
18. gpqEPgem SRE SRSY | v, 3sa,

19. Vide Bhamaha’s Kavyalamkara, V. 36-44. _
20 V. 45 contains its definition, V. 46 its illustration.
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He then takes up Hetu for treatment. He states that as in Logic, here in poetry'
too, the Hetu (mark) possesses three distinctive characteristics;?* Kevaldnvaya and
Kevala-Vyatireka Hetu are enough to prove the existence of Artha (a thing—an
object) in poetry. [All the Avayavas (component parts) of a Pardrthanumana are
not required in poetry.] He illustrates the Kavya—Hetu as follows :

‘ “Since the warbling of female ospreys is heard and the fragrénce of lotuses
smelt, there must be a lake ypunder. near the forest—region.”” In this case, the Hetu
proves the existence of a lake by Parampardsambhandha. In logic, too, one infers
the existence of a fiery region (below) perceiving a column of smoke high up in the -
sky. In poetry the Hetu is found (often) in the same case (Vibhakti) as that of the
Sadhya and the Artha (to be proved) is known even in the absence of Anvaya or
Vyatireka. He illustrates this point thus :

Aot A IR AwEERaH |
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Here, the Sadhya is the advent of night; and the Hetu is the brilliantly burning
lamps due to sunset.?? )

Kavyahetu, like the Hetu in Logic, becomes fallacious on aceount of 1gnorance,
doubtful knowledge and error. He gives illustrations of these three fallacious
Kavya-hetus as follows :—

(i) “These Kasas?® attract our heart on account of the fragrance of their

flowers ” The Hetu is invalid for Kasa flowers do not have fragrance.

(ii) “From the fact of their being near the water, they arc obviously Sariri
birds. The Hetu here is doubtful as it might as well prove the existence of °
some other birds like the (Indian) cranes.

(iii) That bird must be a Cakora as it possesses eyes with white corners. This

" Hetu 1s erroneous (Viparyayakrt) as there ‘are Cakoras that possess cyes

with red corners. 7
In the treatment of Drsginta, he "defines the term as follows : “It is the
pointing out of a counterpart of the subject of dcscription "2 He also mentions a

21. V. 21-25 define and describe the nature of a good or valid Hetu and Hetvabhisa.

22, Tatacharya, however, interprets : = fwda = mﬁm fmaR © mgqqﬁ:
Qg | aeEfiolt fro ) P12,
23 iR AYTEIIEEAIN |

—Mallinatha on Raghu 1V. 17
24. Udbhata, who is the first rhetorician to define the figure Drstanta, must have taken clue from this

definition :

Cf. SFemye TEF: mtﬁ‘l I—Bhamaha V. 55a.
and, gEEIgE RaEsRRRETREAA, | .
FyReE: ) g9EEE SR |I—Udbhata VL 7.
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variety thereof called “Suddha-Drsanta” in which by the mere mention of the
Drstanta word, the Sadhya and the Sadhana are suggested. And both these varieties
are illustrated.

In brief, Bhamaha holds that Pratyaksa in poetry is in accordance with human
experience—the aspect of things as they present themselves to us, while the Sastras
deal with scientific truth. He points out the similarities and differences between the
Pratijiia, Hetu and Drstanta of logic and those in poetry. He points out that rigid
logical form in respect of the Pratijiida, Hetu, etc., is not desirable in poetry.

Dandin also treats of the defect ‘Deéadi—virodhi’. He, however, summarily
rejects the defect ‘Pratijiid—Hetu—~Drstanta—hina’ as an insipid inquiry. % He points
out how the defects in one contexc turn out to be merits in others.2® Later writers
like Vamana, Rudrata, Mammata, Hemacandra and others follow Bhamaha and
Dandin in condemning these defects as betraying the poet’s ignorance. These defects
are classified by Mammata as Prasiddhi-viruddha and Vidyd-viruddha. He includes
Lokaprasiddhiviruddha and Kaviprasiddhiviruddha under the first category. The
Alamkarikas lay accent on the ‘Alaukika’ nature of the poet’s creation;?? they look
upon it as the very life of poetry. They take it for granted that poetry is for
Rasikas, Sahydayas®*® only. They, therefore, do not think it necessary to deal with

~ the question of poetic truth. After Bhamaha it is Rajasekhara who treats of this
topic in his brilliant work called Kavya-Mimamsa.?® He emphatically declares that
‘nothing is untrue in poetry.” Highly exaggerated statements about the praiseworthy
(men or subject) are found in no doubt; but such statements are found not only
poetry but also in the Vedas, the Sistras and the Loka.® (So you cannot condemn
them as untrue. If you do so, you will have to condéemn the Vedas and the Sistras

2. gReETeFIRRR T el |

frar: wh: mrRemdRy % e ||—K!vyidada . 127,
2. fadw: esAw wisRDTE |
' IR el qeeid gl |—KavySdaria 111 179,

27. Cf the openmg verse, for example, of Mammata's Kavya-Prakasa,

B iy FREhNc R o fm M @ foa |

and gEEART ST WEIERH WA |
ﬁahm R EmFeqEERh: ||

—Dharmadatta, as quoted in Szhitya-Darpana 11, 9a.
29, Chapter VI, pp. 24-26, Chapter IX, pp. 44-46.

3. g TR T TR TR gAEER: |
aq @ FREA %) T e T 3% 7 P 25

Dr. Raghavan interprets it somewhat differently : “..That in Poetry therc is no question of things
being true or untrue, Satya and Asatya. It is all one Arthavada. ...Even in Veda, $astra and
Loka, cases of Arthavada are cases of Poetry.”’—Bhoja’s Smgara Prakasa, Vol. I, Part I, p. 131
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and the Loka as well.) He then actually quotes passages from the Aitareya/Satapatha
Brihmana, the Mahdbhasya and a popular verse that contain Arthavada.

In the course of his exposition of the topic Arthavyapti (scope of the subject-
matter of Poetry) he quotes the view of Udbhata. “Artha is two—fold : Vicdritasustha
(scientifically accurate) and Avicdritaramaniya (charming but not scientifically true).
Of these two, the sciences deal with the former and Poetry with the latter.”’3

Anandavardhana states very clearly that questions of truth and falsny simply
do not apply to poetry (or creative literature in general) :

“In the province of poetry where we perceive suggested elements, (the questions
of logical) truth and falsity are meaningless. Such being the case, to examine
(creative literature) through the (well-known) valid means of knowledge would lead
to ridicule.’’32

Earlier he discnsses at length the question of propriety and 1mpropr1ety in
relation to samghatand and declares :

“Except for impropriety there is no other cause of harming rasa. The greatest
secret about' rasa is conformity to well-known canons of propriety.’’33

From these passages it would seem that Anandavardhana believed in the
autonomy of literature.

Rajasekhara clearly elucidates the dxstmctxon between scientific and poetic truth.
“Poetic truth is founded ‘on ‘appearance’ (Pratibhdsa) and scxcntlﬁc truth, on the
object reality. If appearance were the real nature of thmgs then the orbs of the
sun and the moon which. appear to measure twelve aﬁgulas (angula=a finger’s

31, The editor of the Kavya-Mimarsa observes : ‘“Yayavariya does not agree with the view of
'Audbhatas because they hold that the Kavyas only describe nreal aspects of things, and this
means that the Kavyas are useless. . He holds, therefore, that the authors of both éastras and
Kavyas describe objects as observed by them,”’-p, 188. This view, requires consideration. Udbhata’s
Bhamaha-vivarana, from which the quotatiofi must have.been plcked up is- unfortunately lost, It
is reasonable, however, to believe that Udbhata must have written the passage while setting forth
Bhamaha’s Kavya-nyaya. (One of the thrcc examples of Avicaritaramamya, given ‘by Rajasekhara,
is drawn from Bhamaha, V. 34b.) Rajaéekhara does not add a remark like “:{” iR FraEda:
after giving the view of Udbhata. Further, Rﬁjaéekhara ‘himself- supports’ Udbhata in’ his comment
when he says : mﬁ mﬁq‘ I’ It may be stated here that one feels that a verse,
illustrating “éﬁstra—nibandhopayogi yatha-pratibhasa vastu-svaripa,” is missing from this
passage, for the example MR’ etc., is of Poetry and not of éastra

R T e S
= | S
. —Dhvanyalokd III, p. 455
33 SRR AREEIRET FROR, | -
- aRR)rreraeg mﬁnﬁm [

~—thany§loka 111, p. 330
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breadth) could not have been of the measure of the globe of the earth as described
in the Purdnas and Agamas.” Further on, he records the view of Palyakirti :
“Whatever be the nature of a thing, its charm depends on the nature (and mood)
of the particular speaker; and therefore one and the same thing may appear
charming to one, tormenting to another while indifferent to a third one.3*

He then quotes the opinion of his wife Avantisundari, who says : “There is no
such thing as fixed nature of things, so far as poetry is concerned; for the poet’s
artistic mind conceives of things in all sorts of ways.” She supports her view with
a quotation : ‘‘the scientific nature of a thing does not matter much to the poet.
He makes a thing good or bad. by his- imaginative faculty and poetic expression.
Praising the moon he calls her ‘the nectar-rayed’ denouncing, a Dosdkara®® (a mine
of defcts and not the lord of the night). Rijasekhara agrees with both of them.

He deals with still another aspect of truth, _namely, Kavisamaya (poetic con-
ventions).3® His treatment is exhaustive and marked by originality. In one context
he. emphatically asserts :

Fegafocae, wfaT: ﬂm*mll(l’”)

In another context he declares :
QY Wit g TE e | -
= Ja1 gsiaesRazEfe g a: 1| (P 111)

To conclude : Sanskrit rhetoricians, especially Bhiamaha and Rijasekhara ably
meet the criticism against poetry on the -score of its being false. They are fully
aware of the distinction between scientific truth and poetic truth. They also know
that the sciences are concerned with the former and poetry, with the latter. One
cannot look for scientific truth in poetry unless it be a Sastra~Kavya. In the name
of poetic truth they do not grant licence of scientific ignorance or inaccuracy of
detail to the poets. Lastly, the very wide principle of Aucitya,®” énunciated by the
Sanskrit rhetoricians, embraces all the aspects of poetic truth such as, emotional
and imagmnative truth, poetic conventions and the law of probability.

34. Ch. IX, p. 46, 1l. 8-14.

35. Ch. IX, p. 46, 1. 50-20.

36. For a treatment of the topic see my paper ‘‘Sanskrit Rhetoricians on Poetic' Conventions,”
pp 19-27 supra.

37. For a lucid exposition of Aucitya see Dr. Raghavan’s paper in “Some Concepts of tho Alamkara
éastra, Pp. 194-257
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Addendum

: Sanskrit Writers on Plagiarism : Almost simultaneously with the publication ’

of this paper in the Journal of the Oriental Institute, Baroda, the paper, Pla-
giarism-Its Varieties And Limits by C. R. Devadhar, was published in the
Annals (B. O. R. Institute) Vol. XXXV, Poona, 1955.

P. 7,L.2 : In the course of his commentary on Sarasvattkanthdbharana lI. 39, thec om-
(from below) mentator Ratne$vara speaks of five kinds of derivative poems : 1. Prakrti-

P.18:

P.19:
f. n.no.3

parindma 2 Parapuraprave$a 3 Khandasamghdtya 4 Cilika and 5 Parimala. He
explains and illustrates all these five kinds of derivative poems. He explains
and illustrates ‘Parapuraprave$a’ kind of poem as follows : :
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In the above passage the first verse is in Sanskrit whereas the second one, in

(Mahﬁris;ﬂ)Praknt But the idea expressed in both the verses is the same.

In the context-that the thought is a common property of all of us—the two
passages, one from Jayanta’s Nydyamafjart and the other from Hemacandra’s.
Pramanamimansa, cited in foot-note mo. 2 on p. 24 infra, are apposite.

The paper, with a few changes, is now included, as an Appendix, in these
Studies.

PP.78-108 : ‘The Conception of Sandhis In the Sanskrit Drama” mainly deals ‘with

the theory Its application by the Sanskrit playwrights in actual practice needs
to be examined by a close and truly critical study of some of the Sanskrit
plays and their Sanskrit commentaries.

PP.117-122 : The topic of ‘grammar in relation to poetry’ is intimately connected with

aesthetics. A s}udy of Sanskrit Grammar and Aesthetics—embracing- the views
of literary critics (alamkarikas)-by the present writer will soon appear.

P. 154,11 1-4 : In this context the observations of J. L. Masson and M. V. Patwar-

dhan deserve our notice :



193

“It is of course true that finally the sahrdaya, the intelligent and responsive rza-
der, is the final criterion. But generally, sahrdayas tend to agree amongst themselves
to an astonishing degree. One has only to look at the interpretations of poems advan-
ced in Sanskrit commentaries. They are usually very similar to one another. (This is
surely why plagiarism in such matters was never considered to be a serious matter.
Witness Hemacandra, who uses Abhinava’s explanations of innumerable stanzas. He
is not “cheating”, he is ‘“‘agreeing.”). When a modern commentary like the Balapriya
follows Uttungodaya’s Kaumud® on the Locana, Ramasaraka is not being lazy or
dishonest. This simply points to shared values in Sanskrit literary criticism.”

~Santarasa And Abhinavagupta’s
Philosophy of Aesthetics, Introduction,
pp: 1IV-V, f.n. 2, BOR Institute, Poona, 1969

PP 162-179 : The rest of the verses in skandhaka metre, which are not covered in
this paper, are being studied and will soon appear in the form of a separate paper.

Appendix : In regard to the topic dealt with here it would be very interesting
- and instructive to compare Aristotle’s reply to Plato’s charge of unreality levelled
against creative literature : “The pictures of life given by creative literature are not
unreal in the sense of being inconsistent with the facts of life; but that their truth
is of a different order from the truth of science. ....The business of the poet is to
tell, net what has happened, but what could happen, and what is possible, either from
its probability, or from its necessary connection with what has gone before....the
difference (between the historian and the poet) lies in this fact, that the one tells
what has happened and the other what could happen. And therefore poetry has a
wider truth....; for poetry deals rather with the universal, history with the particular.”
—Judgment in Literature (pp 24-25)
by W. Basil Worsfold, London, 1917

Appendlx pp186—192—: With the thought of Rajasekhara-that kdvya (poetry) is foun-
ded on appearance (pratibhdsanibandhanam), which is only a paraphrase of Bhamaha’s
thought that poetry is rooted in the world of phenomena (tatra lokdsrayam kavyam’)
compare what Wordsworth says in the Essay Supplementary to the Preface to Lyrical
Ballads : “The appropriate business of poetry..., her appropriate employment, her privilege
and her duty, is to treat of things not as they are, but as they appear; not as they
exist in themselves, but as they seem to exist to the senses and to the passions.”
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