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PREFACE 

India has a vast, though little known, literature. 
Even in India itself few people have any idea of the 
extent and interest o[ this heritage, being mostly 
intent on material affairs and on foreign ideas which 
might prove financially advantageous. They may be 
dimly aware that there is a considerable religious litera
ture, some old epics of a semi-religious character, a few 
books of philosophy and a sprinkling of modern novels. 
It is a rare thing to meet a person who knows anything 
of the long tradition of literature in the strict sense of 
poetic and dramalic works and of fiction. Outside 
India, again, everyone has heard something of the 
great religious tradition of Brahmanism and Buddhism, 
but few have stumbled upun a work of literary art from 
India, a work whose main purpose is to entertain 
and not to teach. 

This small volume is not intended to indicate the 
extent of India's little known literature but, instead, to 

discuss the enjoyment of it. Some might think such 
discmsion superfluous: one may simply read, at least 
in translations (though India has been poorly served 
by translators~ compared, for example, with China), and 
if one en joys th c ':itory, or the characterizations and 
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descriptions, well and good; if not, one may try some
thing else. But literature docs not always yield its 
pleasures so easily, especially when it belongs to an 
unfamiliar tradition or to a past epoch. Remoteness 
always brings a special charm and a safe detachment, 
but it may result in difficulty of perception unless some 
aid is. p1'ovided. It is part of the purpose of the present 
sketch to indicate the value and interest of literary 
criticism itself, particularly when objective and scientific, 
regardless of any special problem of remoteness in time 
or in culture. The critics whose works we are to dis
cuss were not at all remote in culture from the literature 
they studied, but belonged to the Indian tradition 
itself; they were also not far removed in time from 
their subject, though far enough to be objective iD 
their appreciation of the authors they wrote about. 

Thus our study is not directly of the beauties of 
Indian literature b1.1t of the appreciations of Indian 
literary criticism. Ultimately, however, our objective 
is the same: it is the enjoyment of literature. 

This volume originated as a series of six lectures 
given in the University of l\fadtar. in 1977. It is a 
pleasure to thank Dr. K. K. Raja, Professor of Sanskrit, 
fer hi~ kind invitation and participation and interesting 
comments. Since the lectures, though public, were 
intended primarily for students, they have been 
revised here in an effort to make them m.ore accessible 
to a wider readership. 

what technical subject, 
retain this technicality, 

However, criticism is a some
and it has seemed better to 
though attempting to explain 
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it clearly, than to water it down or even wash it out 
altogether in the hope of being easy and popular. For 
the same reason, references to the original sources and 
the necessary bibliography are supplied. 

University of Madras 
1977 

A. K. \V ARDER 
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THE SCIENCE OF CRITICISM IN INDIA 

I 

SOME GENERAL PRINCIPLES 

Although, according to the Nii/yasastra (' Treatise 
on Drama ', the earliest full-fl.edged work of criticism 
extant) and the later critics, literature may be instructive, 
it must always be enjoyable. It is the fact that lite
rature gives pleasure or delight which is its essential 
characteristic, any instructiveness is merely incidental 
and unessential. If the function of literature were 
instead to teach, then it would be assimilated to learned 
treatises (sastra-s), and it would be better to read a 
work on law and conduct, such as the Miinavadlzarma
siistra, than an epic· poem such as Kalidasa's Raglzu
va'T{lsa, or the Vedic Brahma,;a-s rather than Bhavabhuti's 
play, Uttararii,macarita. This principle has to be stressed, 
because under the influence of the 19th century 
utilitarians, who seem still to be the official philosophers 
of India, not to mention Victorian and missionary 
puritanism, intolerance and anti-secularism, many 
scholars in our field still adopt an apologetic attitude of 
seeking to justify the reading of literature only for what 
moral instruction or religious teaching may be re.fleeted 
in· it. Kalidasa has been presented as an insufferable 
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moraliser and Valmiki as a tedious theologian. But 
the true function of literature, as all the old critics 
agree, is to entertajn, to gjve joy. As Syamilaka has 
said (Padatiic)itaka, verse 5): 

Ascetics do not attain release by weeping, 
humorous stories do not obstruct a future 

heaven; 
Therefore a wise man should laugh with an 

appreciative mind 
after abandoning mean modes of life. 

This is the starting point of aesthetic theory and of all 
literary criticism. 

In order to enjoy a literature fully we must try to 
approach it from the standpoint of the tradition which 
produced it, not from some other tradition. This 
should be obvious, yet it has to be said here because in 
recent years an alien and even hostile approach to 
Inctian literature has widely prevailed. European Jaw 
Romanticism, still commonly adopted in books on the 
subject as the only possible approach ( without any 
discussion), is totally foreign to Indian literature except 
for a few recent imitations of European models. Indeed 
it is also alien to the European classics and has now 
been generally superseded in the West itself by new 
theories. It is high time to revive Indian aesthetics 
and criticism, so that we can enjoy Indian literature as 
it was meant to be enjoyed. 

It has been suggested by a contemporary Western 
critic (Professor N. Frye) that literary criticism should 



SOME GENERAL PRINCIPLES 3 

be a 'science '.1 Criticism, he says, is to literature as 
physics is to nature. Students can learn physics and 
they can learn criticism, they cannot learn nature or 
literature (in the strict sense of learning concepts and 
principles, not just collecting unorganized materials). 
Though this view may seem extreme and contentious, 
at first, there is much to be said for it, particularly in 
relation to Indian criticism (though Frye seems to be 
unaware of the existence of Indian criticism). We 
may note that the idea of literature, or of the ' arts ' 
or ' humanities', as unscientific subjects, is peculiar 
to the English academic tradition and those derived 
from it (including of course the ' modern' Indian 
educational system). This obviously is why Frye 
found the need to combat it. It is foreign to the general 
European academic tradition in France, Germany, 
Russia, etc., where all subjects are regarded as 
' sciences'. Admittedly intuitionist and subjectivist 
approaches have sometimes been advocated in Germany 
and elsewhere, though in the name of science, but it is 
in the English tradition that literature and the other 
humanities have long been proc1aimed unscientific 
as a matter of high principle. It is urged that they 
are non-quantitative, non-analytic, irrational, subjective, 
emotional, spiritual or unsystematic and that they deal 
with abstract ' values ' inaccessible to scientific analysis 
and incapable of clear description. It is of course a 
misconception of the nature of science that it reduces 

1 pp. 7ff., 11. 
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all things to a mean and worldly level: is there a higher 
ideal than the pursuit of truth? But let us not embark: 
on a defence of science. Our objection to intuitive and 
subjectivist criticism is that it leads to dogmatic asser
tions rather than discussion and that the student is 
expected to accept it and memorize it uncritically. Herc 
we have the· further objection that Indian literary 
criticism is of ·a different character, as we shall now 
try to clarify. 

As a science, Frye maintains, literary criticism 
should have principles which make it general and 
comprehensive, instead of subjective ( and ephemend, we 
may add, a matter of changing fashions). It should be 
' progressive ' in the sense· 'of cumulative; i.e. its 
principles arc developed, corrected, added to, .i.s in 
other sciences, by successive critics. It should ha.vc 
definitions, beginning with a definition of ' literature ' 
itself, which Frye found lacking in Western criticism 
(the English language has no word for 'literature' in 
the precise sense of literature as an art). 

Now in Indian criticism we find precisely these 
things, beginning with ·a word for its subject matter, 
namely kii.vya, which means precisely liter~turc as an art, 
including drama, poetry and fiction. The definition of 
kii.uya has progressed through many centuries of attempts 
to improve on Bhamaha's ( 4th or 5th century) brief 
sabdii.rthau sa/zitau kii.uyam (I. 16), ' kii.vya is expression 
and meaning combined ', which, however, is further 
qualified by the statement that both are endowed with 
ala'l'{lkii.ra or beauty, the latter itself further defined as 
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vakra, ' curved ' or ' figurative' (I. 36). Then the 
divisions of literature have been defined ( corresponding 
in a very general sense to a theory of genres) and the 
various figures of speech, qualities of style and other 
identifiable characteristics of kavya. Above all, there is 
the aesthetic theory of rasa concerning the enjoyment 
of drama or literature by an audience or readers, which 
was extended from the theatre to all literature and then 
to the other arts. Dependent on this is the analysis of 
dramatic plots, which again was generalized to apply to 
all literature ( even a single lyric verse could be seen as 
having a plot, a -movement or conflict, within its scope). 
The requirement that criticism should be a science seems 
thus to be satisfied by Indian criticism, as we shall see 
in more detail later. One might add that this was a 
very natural development in India, since from the outset 
literary criticism there, was closely associated with 
linguistics, itself a science from at least the time of 
Pa.1).ini (4th century B.c.) and probably much earlier. 
Literary criticism in India may be regarded as an 
extension of the scientific study of language into the field 
of the special use of language as a medium of art. 

In connection with criticism being a science we 
may add a further characteristic of sciences, barely 
touched on by Frye. Criticism and its theories should 
follow the investigation of literature by the critic. 
Literature does not follow theories, as a general rule, 
but precedes them, though once theories are propounded 
later authors may be influenced by them (but this might 
be regarded as ultimately following the model of an 
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earlier 2.uthor from whose work the theory was deduced). 
In other words, criticism should be an empirical 
science, following from the investigation and arndysis or 
literature, describing this, finding out why it is enjoyed 
or regarded as 'beautiful' and then formula.ting general 
principles. In India the main tradition is empiricist, 
though some relatively recent writers have to some extent 
deviated from this approach and tried to set up abstract 
or ideal systems (inventing their own examples accord
ingly). We shall sec below how the critics worked 
from the literature, and from the experience of tho~c 
who enjoyed it, in establishing their principles. 

The discipline of literary criticism overlaps with 
that of textual criticism. Everything ,ve do in this 
field is based on texts. It is therefore essential to know, 
when using any book ( or manuscript), what the text 
contained in it is. It is absurd (which does not mean 
that it has not been done) to discuss an author's style and 
vocabulary on the basis of a c01rupt text containing 
things he did not write. The literc.ry critic, consequently, 
must be on his guard against false texts, must be 
acquainted with the principles of textual critici~m so 
that he can distinguish between a reliable text and ..i 

corrupt, apocryphal or doubtful one. Most people 
seem to have a blind faith in printed books and to assume 
that, if a title page states that a book contains a certain 
text, then that is the absolute and final text and there is 
no need to investigate its credentials. But even a text 
obtained from an apparently reliable source may turn 
out, on collation with other texts of the same work, to be 
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corrupt, though the corruptions may be of respectable 
antiquity and may have been honoured with learned 
comment. This is especially true of more popular 
works, which have received wide circulation and been 
frequently copied ( or, in recent years, printed, which 
is the same thing). Of ·course, it is precisely in the case of 
widely circulated works that textual criticism can be 
very effective, because there may be plenty of materials 
available, from different places and independently 
handed down, through which interpolations, can be 
spotted by collation. Nevertheless it can be shown 
that less popular works, their manuscripts rarely touched 
and copied at Jong intervals, have sometimes come down 
to us in very authentic texts. 

If one compares different editions of famili.).r 
classics, for example the Mcghasa11idcfa or the Vc'l},iSaT{lhara 
or the Mudrarak;asa, one finds very great discrepancies 
in their texts. There are many McghasaT{ldcsa-s (or 
Mcghaduta-s, the title itself varies), with different 
numbers of verses and different readings within the 
verses. The various commentators, whom one might 
regard as authorities on the correct readings of the 
text, arc found to diverge widely. The 'standard' 
commentatcr Mallinatha (15th century), whose re
putation is assured by his dexterous command of San
skrit grammar, follows a very· corrupt text and accepts 
at least twenty verses which textual criticism demon
strates cannot have been composed by Kalidasa. We 
can show this by collating texts of the McghasaT{ldcfa 
preserved in places as distant from one another as 
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Kasmira (with the commentary of Vallabhadeva, 
10th century) and Kerala (with the commentary 
of Piirl).asarasvati, 14th century). These agree and 
thus must contain a very old form of the text, except 
that Vallabhadeva has one extra verse; neither _has 
the many additional verses which have got into the 
text of 1.Yiallina tha ( in And hr a). 

The explanation for such discrepancies is firstly 
that over the centuries, as a text is repeatedly copied 
by scribes, numerous mistakes are made (it is humanly 
impossible to make an exact copy of a text of any 
length, even the best scribe will make a few mistakes). 
Usually someone will try to correct the text after it 
has been copied and obvious slips will be eliminated. 
Fairly often, however, the would-be corrector only 
makes another mistake, the difference being that his 
mistaken correction makes some kind of sense, instead 
of no sense, and consequently is hard to detect later. 
The reader or critic of course wants to have what the 
original author wrote, not the ingenious restoration 
of some pal).9-it. Such restorations commonly substi
tute some commonplace idea or cliche, where the original 
had something fresh and unexpected: the implications 
for literary appreciation are obvious. Secondly quite 
new passages, especially verses, get inserted in a work, 
particularly if it is a popular work often read by the 
owner of a manuscript. This can happen when a 
reader notes in the margin of his copy a verse containing 
something similar to a passage in the text, as it were 
expanding or commenting on a description. It may 
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be a verse of the reader's. own composition, 
feeling inspired to emulate Kalidasa or some other 
classical author. Eventually the manuscript becomes 
old and a scribe may be employed to make a fresh 
copy of it. Usually a scribe will copy into the text 
any marginal notes or additions, taking them to be 
corrections to the previous copy, including verses care
lessly left out by the previous scribe. Thenceforth 
they appear to be part of the text and can be detected 
only by collation with other manuscripts, of course 
' independent ' manuscripts belonging to another line 
of transmission of the text. If such independent manu
scripts cannot be found, there will generally be no way 
of proving that any part of the text is not authentic. 

An edition of a text, which uses all the extant manu
script material and collates it as very roughly indicated 
above, in order to establish as far as possible what the 
original author wrote, is known as a ' critical ' edition. 
This term unfortunately is often misused, especially 
by those who do not understand it, and may be a trap 
for the unwary. Sometimes the editor of the text 
simply does not know what ' critical ' means, in this 
technical sense. Textual criticism is not a matter 
of simple common sense or of picking · out ' good ' 
readings (which generally means subjective choice). 
Its principles, such as the methods of determining the 
relationships among the manuscripts available, are 
not at all obvious and it may be difficult to get even 
otherwise excellent scholars to understand them or to 

realize that more than a knowledge of the language 
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of the text is needed. Very often an editor does not 
bother to place his evidence before his readers, in the 
form of a ' critical apparatus' giving the readings of 
the manuscripts, so that one cannot see how the text 
has been arrived at and can only fear the worst ( arbitrary 
subjective selections). Critical editing is laborious 
work and editors are liable to be lazy; in certain case~ 
they may be little better than frauds, or an unscrupulous 
publisher may caIJ the work ' critical ' so that libraries 
will buy it. For whatever reasons, critical editions 
of kiivya-s arc rare and students of literature have to 
be aware of this fact if they arc to avoid wasting their 
time on false texts. Thus for example we have no 
criticz.J editions of the works of Ka]idasa, contrary 
to the claims of certain publishers c.nd editors. 

In literary criticism we shall be concerned wilh 
quotations from literature by critics. These quota
tions often differ considerably from the texts as available 
to us, so that we are at once in the realm of textual 
criticism, in effect with two manuscripts to be collated. 
An important contribution to textual criticism from 
the testimony of critics is the elimination of apocryphal 
additions to the works or a popular author. The 
critics quote profusely from cantos I-VIII of Kalidasa 's 
Kumiirasarrzbhava, for example. In striking contrast, 
they do not quote at all from the continuation of the 
poem which is sometimes added and which a few 
scholars persist in regarding as authentic Kalidasa. 
As Hari Chand argues in his thesis, this evidence is 
quite decisive in showing that Kalidasa wrote only 
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eight cantos. Such commentators as Mallinatha, 
moreover, wrote on only these eight cantos, which 
is further corroboration of the same point. Obviously 
this apocryphal supplement is of quite recent origin 
Cl6th century or later: a critical editor of the poem 
would be able to determine the time and probably 
the place of its composition, from the distribution of 
manuscripts). 

Textual criticism leads us to the more general 
question of bibliography. It may seem a trivial remark 
that one cannot study literary criticism without being 
in command of the writings of the critics and of the 
literature they wrote on. But unfortunately in our 
field there are tremendous obstacles to this. No 
library in the world has a collection adequate for the 
study of Indian literary criticism. There are several 
reasons for this. One is that several important works 
remain unprinted, for example the second half of Kun
taka's VakroktiJivita, Bahurii.pamisra's commentary on 
the Dasarupaka and the anonymous NatankuJa. Manu
scripts of these are available only in nvo or three 
public libraries in India and one has to obtain trans
scripts of them (which is not always easy) in order to 
have access to their contents. These are only con
spicuously important works in a mass of unprinted 
material. But then, as indicated above, even the 
printed editions of texts are in many cases unsatis
factory, so that again recourse should be had to manu
scripts. The attention of students should be drawn 
to this state of affairs, so that they may know the 
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conditions under which they are working ( and not 
make false assumptions about our knowledge of the 
subject) and also see that there is much interesting 
research for them to carry out. Another reason is that 
the acquisition programmes of almost all libraries arc 
inadequate, generally through lack of funds and low 
priority for our subject but all too frequently through 
lack of cooperation between librarians, jealous of their 
professional privileges, and the research scholars whose 
needs it is their duty to serve. As a result, most libraries 
have serious gaps in their collections of printed books 
in the field of Indian literature and criticism. It 
should be added that the printing of Sanskrit texts 
has been extraordinarily scattered, especially in India 
itself, making it very difficult even for experts in the 
field to find out everything that is available. In this 
situation some scholars adopt the attitude of the frog 
in the well, contenting themselves with a few well worn 
classics. The effect of this, however, is that they have 
little of interest to. say even about these few classics, 
since they cannot sec them in the context of related 
works. 



II 

AESTHETICS 

The enjoyment of literature has many aspects 
and has been explained in various ways by the Indian 
critics, using such terms as words meaning 'joy ' or 
' delight' (har$a in the Na_tyafastra, priti in Bhamaha 
and so on) and· ' diversion ' vinoda, ' solace ' viframa 
(both in the Nafyafastra) ·and other related ideas. 
But the essential thing in this enjoyment, its essence, 
according to the entire Indian tradition, is what is 
called rasa (Nafyafastra VI, prose after verse 31, is 
the starting point for us). Judging·from some of the 
discussions about rasa, one would conclude that it is a 
mysterious concept and that no one really knows 
what it means. Now there are different theories about 
rasa, philosophical theories, some of which are diffi
cult to understand. But there ought not to be any 
mystery about what rasa means. The original meaning 
of the word is ' taste ' and the Nafyasastra explains it as 
' taste ', on the analogy of tasting food. VV e can in 
fact keep the English word ' taste ' as a translation of 
T(l.,.sa without serious distortion or confusion. Two 
things should be borne in mind here. Firstly, in 
English aesthetics ' taste ', a ·word which is used for the 
sense of taste as well as for its object, has been used as 
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referring to judgment rather than enjoyment or variety 
of experience. Secondly, in aesthetics the word rasa 
is of course used in a metaphorical sense. We cannot 
' taste ' a klivya by eating it, or ' taste ' a play in the 
theatre as an object rasa of our sense of taste. Obviously 
this primary meaning is excluded. The reason for 
adopting this particular metaphor appears to be the 
following: in the theatre (where the term rasa was 
first adopted for aesthetic discussions) the audience 
see the actors and the play and also hear them. If 
one spoke of having a sight of the play, or hearing its 
sound, this would not express the appreciation of it a~ 
drama, as the invisible play of emotions behind the 
visible movements and the speeches expressing its 
effects. By speaking instead of ' taste', something 
further is indicated, and what seems to be meant from 
the beginning is precisely this dramatic appreciation. 
The word ' taste ' belongs to the rralm of sense percep
tion, in other words, to 'aesthetics' in its more general 
sense. It is used here to refer to the perception of 
drama, or by extension, of literature and art in general, 
and indicates how the audience or readers arc thought 
to perceive the content of these. A fairly precise 
equivalent for rasa is therefore ' aesthetic experience '. 

We may thus describe the rasa concept as a concept, 
or a theory, of perception, in the specie.I sense of aesthe
tic perception (in its particular sense of the apprecia
tion of art). From the Nii_tyafiistra's account of the 
method used by actors to produce rasa in an audience, 
we sec that the object of this perception is the b!zava-s, 
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the states of mind or emotions, of the characters in 
the play as they participate in its action. These 
emotions are for the most part invisible and are under
stood to be present only through the representation 
by the actors of their causes and effects (respectively 
vibhiiva-s and anublziiva-s in the terminology of the 
theatre), supplemented by subsidiary or transient 
emotions ( vyabhicariblza:va-s) as side effects of the main 
emotions (st!zayiblzava-s). In fact, of course, these emo
tions, though aesthetically ' perceived ', arc not present 
at all on the stage. The actors are not experiencing 
them but acting them. The characters represented 
are present only in the imagination of the audience 
and it is the imagined emotions of these characters 
which arc the object of aesthetic perception. 

It was this ·indirectness and the element of imagina
tion which led Saii.kuka and others to ·the opinion that 
the aesthetic experience is not a matter of perception 
but ofinforence: we infer the emotions of the characters 
from perceiving their effects represented (Sankuka's 
work is not now available, but his ideas arc discussed 
by Abhinavagupta in his Abhinavabhiirati, vol. I,pp. 272-3 
and 284). However, Abhinavagupta replies tn this 
that the aesthetic experience is immediate, not indirect. 
Thus it is not ordinary perception, but it is a kind of 
perception; produced by art. It is not perception as 
in everyday- life; it is detached, pure, not involved, 
does not ·_arouse our everyday concerns but takes us 
away from them. It is universal or completely objec
tive, not particular or subjective. Thus it docs not 
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arouse the emotions of the audience but is a detached 
perception of the emotions ·of others (Abhinavagupta, 
vol. I, pp. 36, 278 ff). The contrast between an 
emotional reaction and an aesthetic reaction to a play 
is illustrated very clearly in the scene of a play within 
a play in K~emisvara's Nai!ad!tananda, Act VI. Nala, 
incognito, is sitting with ~tupar:r;ia in· the audience 
seeing a play about the terrible experiences of Dama
yantI, his wife. ~tuparIJ.a has an aesthetic experience, 
but Nala instead reacts emotionally, though ~tupaq1a 
keeps reminding him that it is a play and is puzzled at 
his strange excitement. 

According to the Nii/yasastra (I), the drama 
represents everything in life, but all is presented 
through the emotions of human beings, through the 
emotional reactions of characters experiencing life. 
Even nature is presented through its effects on human 
emotions and as an active cause of emotions through 
the continual changes of the seasons. Alternatively, 
in lyric poetry natural phenomena may be personified, 
in other words imagined to experience human emotions 
themselves. In this connection we may observe that 
the possibilities for the appreciation of nature through 
poetry, which might appear somewhat limited in the 
Na,tyaiii.stra method of presentation, have been extended 
in the theories of some of the later critics. Thus Bhoja 
indicates that wh~n enjoying a landscape described 
in poetry we may have the preyas, the 'affectionate' 
aesthetic experience (the prr.yas as rasa seems to have 
been introduced into the theory by Rudtata in the 
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ninth century, XIII. 3 and XV. 17 ff. of his work). 
Bhoja (S!Tigiiraprakii.ia, vol. II, p. 560) gives an example 
of this from Bhavabhii. ti: 

These are the Southern Mountains, their 
highest blue peaks supported by clouds, 

with the gurgling roaring of the waters of the 
Godavari in their caverns; 

These are the sacred confluences of rivers with 
deep water:-, wild 

with the clamourings of turbulent waves 
confused by repulsing one another. 

Uttararamacanta, I1. 30 

Acc·ording to Bhoja the ' affection ', priti, here has 
particular reference to the sounds described (to Rama 
in the play, who would be imagined by the audience 
to hear them). 

It might be regarded as a different kind of extension 
of this aesthetic theory when critics say that we may 
admire the technical skill of an author in using words 
and have camatkiira, ' admiration'; this could perhaps 
be regarded as included in "i:he ' marvellous ' adblzuta 
aesthetic experience, which arises in relation to some
thing astonishing. 

Of the eight original rasa-s of the Na!Jaiiistra, 
.fr,igii.ra, which arises from the perception of love, rati, 
stands first. There seems to be no English equivalent 
for :}rngiira, a fact which is not surprising in the case of a 
technical term in a theory unique to India. The 
commonly used stop-gap 'erotic' ought to be avoided 

2 



18 THE SCIENCE OF CRITICISM IN INDIA 

as completely· misleading. It is a fact that in Indian 
literature as in most literatures the theme of love is 
extremely popular. The use of the term ' erotic ' to 
describe the effect of any story of love, however, seems 
to have given rise to the absurd view that almost all 
Sanskrit literature is pornographic, a view shared by 
puritans of various religious traditions who are afraid 
to read it or allow others to read it, and by the old school 
of imperialists who maintained that the inhabitants 
of India were a decadent lot interested only in sex and 
therefore fit only to be slaves. The whole point of 
art, however, and the point made by the rasa theory, 
is that it gives an aesthetic pleasure, a mental experience 
which detaches one from personal concerns. The 
fpigiira experience, therefore, of an audience seeing 
Bhavabhuti's Uttarariimacarita, or of a reader of Amaruka, 
is not the emotion of love felt towards the hero or the 
heroine. It may be a feeling of delight in relation 
to the happiness of the characters imagined, but it is 
an act of detached contemplation, joyful for the very 
reason that the spectator is completely free. Having 
in view only this aesthetic response to the loves of others, 
this unselfish, impersonal and free delight in the emo
tions of lovers presented in literature, we may pro
visionally use the term 'sensitive ' to represent fJizgii..ra, 
hoping that some better equivalent will eventually 
be found. 

The other seven rasa-s appear to show some 
variation in their relationships to the emotions which 
give rise to them. Thus the contemplation of grief 
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gives rise to the compassionate, karw.za, evidently related 
to compassion, karu7Ja, in real life or in Buddhist philo
sophy, yet still detached. Energy, utsiilla, or courage 
produces the heroic, vira, experience, as in Abhinanda's 
description (Riimacarita XV. 64) of Hanumant about 
to leap over the ocean: 

The Sun ha::: been circled by his tail, the 
Moon has been pierced by his crest, 

the clouds have been tossed by his mane, the 
stars have been attacked by his teeth, 

He has crossed the ocean jm:t with a glance, 
with its bright loud-laughing waves, 

he has traversed in all directions the cruel 
fire of the glory of the Lord of Lanka. 

Vidyakara ( 1552) quotes this to illustrate the heroic 
rasa. The effect is heightened by the fact that Hanu
mant has not yet begun his great leap or flight: the 
intention expressed by his glance is enough and for 
the reader Raval).a's glory is already as good as eclipsed. 
The exaggerations of the narrator are suited to this rasa, 
whilst they would be quite inappropriate in the hero 
himself, who is aware simply of his energy and his 
determination to serve Rama (XV. 67). 

The comic again is different in that it may seem 
to occur in everyday life, if not in its pure aesthetic 
state (it may be contaminated with malice and worldly 
interests in real life). It might be regarded, when 
sufficiently pure, as a kind of intrusion of aesthetic 
experience into everyday life, leading to a refreshing, 
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though momentary, detachment from our usual 
worries. Damodaragupta in his Ku!faninwta has pre
sented a group of harlots discussing their work, with a 
good deal of humour mixed with complaints and 
sarcasm and perhaps a touch of malice. We assume 
they enjoy the humour and the comic spectacles 
portrayed by the speakers, whilst for the reader the 
comic is purified of any worldly concerns: 

A stupid young brahman, not clever, cruel 
in his exertions, for whom a woman is 
a rare thing, 

Set about me in the night: sudden death 
pretending to be a lover! ~ 392) 

Listen, friend, co the curious thing done today 
by a rustic lover; 

When I closed my eyes in the enjoyment of 
lovemaking, he said: ' She's dead!' and, 
frightened, let me go! (398) 

These are quoted for the comic experience by Jalhal).a 
(p. 311) and Vallabhadeva (2339 and 2338) and the 
second also by San1gadhara ( 4058). 

The emotions may of course be mixed, as is 
indicated by the mention o[ subsidiary emotions in the 
Naryafastra' s statement of the method of producing rasa 
referred to above: 'The aesthetic experience arises from 
the conjunction of the causes of the emotion, the effects 
o[ the emotion and the subsidiary emotions'. Indeed the 
general impression from the critics is that the effect is 
best when various emotions arc mixed and that· a 
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kiiuya is better if many emotions and aesthetic experiences 
are touched on. But it is also generally agreed that 
one emotion and one rasa should predominate. 
Such mixture may be illustrated from Bhavabhuti's 
play Miilatimiidlzava and even from a single verse in it: 

Snatching my beloved out of range of the 
knife blow of this brigand, through fate, 

obtnining her face grazed, like the crescent 
Moon by Rahu; 

How docs my heart endure, weak with terror, 
melting with compassion, 

shaken with astonishment, blazing with anger, 
opening with joy? (V. 28) 

Herc we have a series of conflicting emotions, as Bhcja 
(Sarasvatika1z/hii.b!wraw'-, pp. 574-5) and others have 
pointed out, which even suggest a series of rnsa-s (_the 
furious in relation to the violence of the brigand or 
Rahu, the marvellous in relation rn obtaining ]Vlalati 
unexpectedly, the apprehensive and the compassionate). 
But the commentator Pii.n)asarasvati here maintains 
that only their transient emotions occur (anger, astonish
ment, fear and grief as subsidiary transients, not as 
main emotions), subordinate to love as the main emotion 
producing the sensitive aesthetic experience. The 
Na/yasastra already indicates that the main emotions 
may be subordinated to one another as subsidiaries 
'_prose artcr VI. 45). The causes of the emotion arc 
Malati and seeing the situation she is in. The effects 
of the emotion are Madhava'~ reactions in mind and 
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speech expressed here and the appropriate bodily 
movements which the actor will make. This acting 
should show trembling, tears, paralysis, change of colour, 
horripilation and so on as ' expressive ' sattvika emotions 
(a subdivision of the subsidiary emotions which are 
shown directly), as well as the other subsidiary emo
tions-bewilderment, despair, doubt, ferocity and con
tentment. To these remarks by Purl).asarasvati, Bhoja 
adds still other points about the dramatic technique, such 
as the ' violent ' arablwfi mode, vrtti, of stage business 
(Sarasvatika1J,fhabhara!za, p. 740). He quotes the verse 
again as a general illuslra tion for the production of 
aesthetic experience from the causes and effects of 
emotions and the subsidiary emotions (Srngiiraprakafa, 
vol. II, pp. 445-6). 

The Na_tyafastra ha~ little to say of aesthetics as a 
theory; it is practical and sets out a method which, 
presumably, produced satisfactory results in the theatre, 
i.e. the audience enjoyed plays so performed. The 
later philosophers of aesthetics tried in various ways to 
explain the facts of rasa. One old theory which was 
widely followed was that the rasa wa~ a kind of' increase' 
of the main emotion. Apparently this meant a qualita
tive change, when the st/zayibhava imagined in the 
character increased to such a level that it became 
tastable, a taste, rasa. It seems unlikely that this was 
the original conception, since the Nafyafastrn keeps 
the concepts of bhiiva and rasa quite distinct and with a 
causal relation between 1'hcm, b!tava producing rase. 
It is only in the sense that it is the bhiiva-s that arc 
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tasted, or acquire taste-ness, that the text may appear 
to suggest that a blzava in some sense becomes a rasa 
when developed through its causes and effects. This 
may be understood as a figurative, metaphorical 
expression or as equivalent to saying that the bhiive, 
the emotion, becomes beautiful. The theory of 
'increase' is known to have been held with variations 
by Dal).<;lin \II. 279) in the seventh century and then 
by Udbhata (p. 52) and Lollata (see Abhinevabharati, 
vol. I, p. 272). 

Sa1i.kuka in the ninth century saw a process of 
inference instead of perception, as already noted, when 
the actor imitates experiencing the main emotion and 
the audience infer its presence from its causes and 
effects. The actual emotion of course is not present, 
but according to Saii.kuka its imitation, which is present 
(through the inference), is called rasa, the t2.ste. 
Mahimabhatta in the eleventh century followed a similar 
theory of inference. Sankuka criticized Lollata's 
theory on the ground that it does not explain the essential 
difference betweer. the taste rasa and the emotion 
bhiiva, to say that it is simply a matter of degre1:s of 
intensity. Bhattanayaka (sec Ab!dnavablziirati, vol. I, pp. 
276-7) then objected that Saii.kuka's theory did not 
explain why rasa was enjoyable, nor that it was not like 
individual experience but was a generalized experience. 
The audience did not have unpleasent experiences 
when the emotions of the characters were unpleasant, 
they always experienced enjoyment. The contempla
tion of the audience wns a kind of meditation, becoming 
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free from individual existence and ignorance and 
attaining the highest joy. 

The theory of Abhinavagupta (beginning of the 
eleventh century), which has been most widely accepted, 
is based on that of Nayaka, but stresses the point of 
universalization or transcendence of particularity 
rather than that of the joy of the audience. Aesthetic 
experience is non-individual and transcends space, 
time and particular circumstances. The individual 
forgets himself and thereby attains the highest happiness. 
The essence of rasa is that it is tasted, does not go 
beyond tasting (Abhinavabharatr, vol. I, p. 284), it is 
not the experience of the corresponding emotion. 
The development of aesthetic theory successively by 
Lollata, Sankuka, Nayaka and Abhinavagupta may 
be noted as a good example of literary criticism being 
'progressive '. 

There arc other theories about rasa which need 
not be taken up here. An important problem which 
should at least be mentioned is whether rasa is ultimately 
one or many or whether one of the rasa-s is the most 
important or ultimately absorbs the others into itself. 
Some new rasa-s were proposed in addition to the 
original eight. Or it was thought that the rasa-s 
were unlimited in number, corresponding to every 
aspect of enjoyment in the theatre (Lollata, quoted 
in Abhinavabhiirati, vol. I, p. 298). Dhanarpjaya's 
theory (IV. 43 ff.) of a continuum of rasa harmonizing 
with four zones or phases in thought is interesting (and 
is partly anticipated by Nayaka with only three zones), 
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but does not seem to have been followed up with 
further investigations. 

After Abhinavagupta, the theory of Bhoja ( eleventh 
century) is the most important contribution to aesthetics, 
providing a kind of biological and psychological basis 
for the science (Sarasvatika?z/lzablzara?za V. 1, pp. 704-5; 
Srngaraprakafa, ch. XI, vol. II, pp. 429ff.). It appears 
to be diametrically opposed to Abhinavagupta's 
theory in that, instead of universalization, it maintains 
that the highest aesthetic experience is a supreme 
form of self-assertion, ablzimana or egoism, alzarrzkara. 
This might be descl'ibed as self-realization, the fullest 
development of the individual instead of his absorption 
into the universal. However, it i~ another theory 
jntended to explain the same facts of experience, of 
enjoyment, and is supported by numerous quotations 
from the literature. Ultimately, according to Bhoja, 
there is only one rasa, namely the sensitive, frngif.ra. At 
the highest point of development, the emotion 'love,' 
rati, ceases to be an emotion but absorbs all the other 
emotions into itself in the form of love of these and 
becomes the rasa, ' egoism '. This happens, Bhoja says, 
because each emotion is a kind of love, the love of 
a particular type of thought-activity, such as humour 
or mirth and even of such activities as being indignant 
in the case of the emotion, 'indignation', amar;a. In 
tbe Srngiiraprakafa, Bhoja describes rasa in the sense of 
the sensitive or 'self-assertion ' as a kind of quality 
of this r,goism. Logically this is difficult to follow, but 
if rasa is ultimately one, then the ultimate 'sensitive ' 
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is the same as the' egoism,' but represents it as enjoyment 
whereas egoism explains its occurrence. Bhoja's 
theory, like Nayaka's from which some of its concepts 
are derived,stresses the enjoyment aspect of the aesthetic 
experience, from which the long tradition of the Na!J•a
fastra had started out. The opposition between it 
and Abhinavagupta's theory, however, depends on a 
metaphysical question of the nature of the supposed 
' soul ' in relation to which the experience ( assertion 
or transcendence) would take place. If that question 
could be eliminated, the opposition could perhaps 
be resolved. If there is no soul, as the Buddhists and 
many modern philosophers have held, then a theory 
resembling Abhinavagupta's would best account for 
the facts, though Bhoja's contribution offers some use
ful explanations of what takes place at what he regards 
as the lower levels of experience. The effective discus
sion in Indian aesthetics termi,iates at the point where 
scientific investigation is replaced by metaphysical 
speculation. 



III 

THE THEORY OF COMPOSITION 

The term ' poetics ', often used, is not very appro
priate as an equivalent for what in Sanskrit has been 
known as kiil!)'akriyiikalpa or ala11zkiirasiistra and more 
recently as sahityavidya or siilzityasastra. Aristotle's 
Poetics, from which the English term is borrowed, is 
mainly on the subject of dramaturgy and aesthetics. 
In India, the study of composition, including such 
topics as figures of speech, is an extension of linguistics, 
of grammar and lexicography. The earliest discussion 
known which relates to it is in fact in Yaska's lexicon 
(Niglza?zfu III. 13 and Nirukta III. 13-8). Here some 
figures of speech are treated, not, however, from the 
point of view of literary criticism but simply as modes 
of expression, as linguistic phenomena. App~rently 
because of its independent origin, the study of the 
theory of composition continued to be to some extent 
separate from the tradition of the N ii!Jafiistra, though 
all the critics are aware of their close relationship. 
The combination of the two branches of study begins 
in the N afyasasl1a itself, where the language of the 
theatre is treated in many of its aspects, including 
figures of speech and qualities of style. Effective 
expression is obviously an important component of the 
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acting of the causes and effects of emotion which pro
duces rasa. Those on the other hand who wrote 
special treatises on alarrzkarasastra all recognize the 
importance of rasa, though they may simply refer for 
its detailed treatment to other treatises (i.e. the 
Niityaiastra, etc.). Though the difference may be 
one simply of emphasis, it has tended to produce 
different theories. A specialist in the questions of 
modes of expression may tend to lose sight of the 
aesthetic purpose of literature. The best critics, how
ever, kept both aspects in view and some of them wrote 
on both in detail. 

The earliest theory known to us which seeks to 
give a general definition of the beauty of literature, 
instead of just separate descriptions of figures, is that 
of vakrata, ' crookedness ' or ' curvedncss ', more freely 
' figurativeness ' or ' indirectness '. We find it in 
the work of Bhamaha, though it is not certain that he 
was the first to propound it. His work happens to be 
the oldest special treatise on alarrzkarasastra now available, 
though he had several predecessors in the field whose 
writings arc apparently lost. Even the Natyasastra 
places first, among its thirty-six ' characteristics ' 
lak.ya1za-s of dramatic composition, ' ornamentation', 
hhu.ya'f},a, stated to consist in the use of alm11k{1ra-s, in 
the sense of figures of speech, and of qualities of style 
(ch. XVI, Baroda ed. ; four figures only, but ten quali
ties, are described later in the same ch.). The term 
alarrzkara, ' ornament ' or (specific) ' beauty ', used for 
the figutes of speech but often also in a wider sense, 
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is practically a synonym for bhuta1_Za. Thus it is implied 
that all figures (and qualities) accepted in dramatic 
literature, or in literature generally, arc in some sense 
beautiful ( otnament and ornamental are not quite 
happy equivalents in English because they seem to imply 
only external and dispensable accessories, whereas 
the ala'l!zkii.ra-s for Bhamaha are essential, include 
beauties intrinsic to literature and not detachable from 
it). This beauty in literature, according to Bhamaha, 
consists in a kind of deviation from ordinary everyday 
expressions, an added expressiveness created by the 
genius of the author. Literature follows a 'curved' 
route, so to say, instead of the shortest line, uses indirect 
expressions, takes in additional meanings, as it were a 
wider prospect of the country traversed. Thus the 
characteristic of all beauties ofliterature, of all accepted 
ala'l!zkii.ra-s, is their crookedness or curvedness, uakrata 
(I. 36, II. 85). 

Crooked or curved expressions include in the 
first place the generally recognized figutes of speech, 
such as simile, upama, bringing in a comparison and 
metaphor, rupaka, making an apparent identification 
by using a word in a tl'ansferred sense. Other figures 
defined by Bhamaha ( chs. II and III) and prominent 
in kiiuya are fancy, utprek~a, bringing in imaginary 
activities and feelings of natural phenomena, circum
locution, jJaryayokta, which may be a euphemism con
cealing a blunt statement, contrast, uyatireka, and 
exaggetation, atifayokti. The definitions include 
particular limitations, such as that, in the case of 
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exaggeration, there must be a suitable pretext for it, 
it is not just a matter of any wild or absurd statement 
(II. 84-5). Bhamaha's ala7!lkii.ra-s are not all figures 
of speech or of expression in any strict sense. On the 
contrary, many of them have to do only with the 
meaning, the subject matter, not with the expression 
except in the sense that it gives effective expression to 
the meaning. Thus 'having rasa ' rasavant, in which 
the sensitive and the other rasa-s appear clearly, is an 
ala7!lkara (111. 6) depending on the meaning. ' Coin
cidence ' samahita is simply a fortunate coincidence 
brought in to the story, such as a chance meeting (III.10) • 
Bhamaha seems to leave open the question of' natura
listic description ' svabhiivokti, which some earlier 
writel's had proposed as an ala7!lkii.ra (II. 93-4). This 
again relates to the subject described, where the expres
sion may be as simple and direct as possible. It 
would seem that if the subject is beautiful then its de
scription will count as ala7!lkii.ra; merely its selection by 
the author satisfies the principle of 'curvatute ', for he 
has contrived his matter in such a way as to include 
it; but Bhainaha docs not explain. 

Thus Bhamaha's alarµkii.ra include:. all beauties of 
literature. In his preliminary discussion (I. 13 ff.) 
he concludes that there are two kinds of ' ornament ', 
namely the expression fabda and the meaning art/za. 
The ornament or beauty of expression includes the 
choice of grammatical expressions, good or beautiful 
expression, saufabdya, to which Bhamaha devotes a 
chapter (VI). The beauty of meaning includes most 
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of the 'figures ', starting with metaphor, but is further 
extended to cover the literary application of epistemo
logy and logic, discussed in chapter V. The logical 
middle terms, hetu-s, in literature (V. 47-55) are beautiful 
things. Bhamaha had rejected simple ' middle term ' 
hetu as a figure, on the g1·ound that there is no beauty, 
no curvedness, in it, but when beautiful objects are 
brought in as middle terms in literary arguments he 
welcomes them. Similarly there may be logical 
examples, dr;fanta-s, in literature (V. 55 ff.), giving the 
evidence for the concomitance of middle terms with 
predicates, which are beautiful. Udbhata later reduced 
these two to simple alaT{lkiira-s, namely kiivyahetu and 
kiivyadr~tiinta. 

Bhamaha's definition of literature, kiivya, is simply 
that it is 'expression and meaning combined' fabdiir
thau sahitau (I. 16), but this has to be qualified in the 
light of the discussion immediately preceding it to the 
effect that both the expression and the meaning are 
alar{lkara, are beautiful, and further that this beauty 
may be defined as vakratii, crookedness or curvedness. 
It is to be noted· that Bhamaha's approach to his 
subject is empiricist: he takes up the ala7Jzkiira-s proposed 
by his predecessors and either accepts or reject3 them 
according to whether he finds them beautiful or not. 
He is not elaborating a system from speculative principles 
but building on previous studie~ in the light of examples 
from literature. 

Bhamaha has no use for the distinction ofliterature 
into two styles: his alarµkara-s or beauties are general in 
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application. As for the qualities, gurw-s, taken by 
some cnt1cs to be the basis for distinguishing styles, 
he notes only three of the ten given in the Nafyasastra, 
ignoring the rest. Two of these three, 'sweetness' 
and ' clarity ', he regards as desirable in all literature. 
He explaim them as the very general qualities that the 
subject matter is not too detailed and is easily under
stood. Thirdly he remarks that some like 'strength', 
meaning much compounding of words, but does not 
express any opm10n on it. No doubt the two qualities 
he accepts would override the enjoyment of this kind 
of strength. Some of the qualities he ignores arc partly 
covered by other topics in his theory, in different terms. 
Thus the ala]!lka.ra-s ' condensed expression ', samasokti 
and' exalted', udatta may cover the qualities' concentra
tion ' and ' exaltation ', and the qualities be assimilated 
to the ornaments or figures instead of forming a separate 
category. He calls ' developed meaning ' essential in 
literature and this would partly cover at least two of 
the traditional qualities: it is simply part of art/za in gene
ral. In Bhamaha's theory, then, it appears everything in 
literature is brought under his general principles of 
' expression ', ' meaning ', ' beauty ' ( ala1[lkara) and 
' curvedness '. 

Anandavardhana's (ninth century) theory of in
directness or indirectly revealed meaning is a variation 
on Bhamaha's curvedness. He holds that in the best 
literature instead of direct statements (simple viirya) 
we find meanings 'to be manifested ' or ' to be revealed ', 
l!Jangya, · which he also calls ' being understood ' 
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pratiyamiina or ' being implied '. Whatever meanings 
may appear to be stated, viirya, the reader aware of the 
implications of the sentence or the situation may under
stand something quite different. Already in the Na_tya
siistra we found that the main emotions in literature 
arc not stated but indicated indirectly through their 
causes and effects. Thus Anandavardhana holds (p. 50) 
that the rasa produced always results from his meaning 
to be revealed, not that to be stated. Then the ala7JZkara-s, 
which he takes in the restricted sense of figures of speech, 
arc also meanings to be revealed. Thirdly the subject 
matter, vastu, itself may . consist of meanings to be 
revealed, in that what the characters say may consist 
of indirect insinuations, equivocations and the like. In 
effect, Anandavardhana has generalized the Nafyasastra 
method of presentation to apply to all the clements in 
literatme; he has unified the theory and assimilated 
Bhamaha's curvature to the Nii_tyasiistra' s indirect 
representation. 

Kuntaka in the eleventh century revived the theory 
of· curvedner,s. His analysis of literature appears to 
be more scientific than those of the other critics and his 
principles more comprehensive. He takes from 
linguistics the analysis of speech into a series of levels, 
of which he finds six: the phonetic, lexical, grammatical, 
sentential, contextual and compositional (pp. 14 and 
29 ff.). Each level has its own specific kinds of curvcd
ness. Thus at the phonetic level we have such effects 
as alliteration and rhyme ( described by other critics 
as ala111kara-s) and other uses of sound giving beauty or 

3 
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additional expressiveness. Lexical curvedness accounts 
for all effects produced by choice of vocabulary. 
Gramm a ti cal curvedness covers variations in grammatical 
construction and the resulting emphasis on some aspect 
of the subject matter; it includes a variety of personifica
tion, when an inanimate object is made the grammatical 
agent in a sentence. 

Under sentential curvedness we find most of the 
traditional ala1!1,kii.ra-s, to the extent that Kuntaka accepts 
them at all, because they arc figures of complete 
sentences. However, Kuntaka limits the alm.nkii.ra-s to 
those which are strictly figures of speech, modes of 
expression (abhidhiiprakiira, p. 174 of the edition, but not 
properly edited there; for a large part of Kuntaka's 
text we still have to go to manuscripts and quotations in 
other works). Therefore he rejects half the alaf!lkiira-s 
accepted by Bhamaha, mostly because they are beauties 
in the subject matter, not in the expression, retaining 
only eighteen. 

Contextual cutvedness is when the parts of a 
literary work, its ' contexts ' prakara'(la-s, are arranged 
in such a way as to produce as much rasa as possible 
(Kuntaka everywhere emphasizes the supreme im
portance of rasa). For this purpose details in the source 
story are changed or new ones invented (for example 
Kalidasa has invented the curse and Du~yanta's loss 
of memory in his Ahhi_jniina!iikuntala, which transforms 
the character of the hero and thereby enhances 
the sensitive experience). The long descriptive 
' contexts ' in good epics and other large kavya-s arc so 
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arranged as to develop rasa. The Na_tyafastra method 
of construction of plots, ·with the five conjunctions 
Sa1'fldlzi-s, again proposes contexts capable of being 
contrived to develop rasa. Likewise the acts of a play 
are contexts to be arranged to suit the rasa. 

Compositional curvedness considers an entire 
literary work in relation to its source. Thus the main 
rasa of a well-known source may be changed. A 
different objective may be substituted for the hero to 
attain. At this level, Kuntaka li~ts six dramas all on 
the same story, the main story of the Riimayava. They 
are all very beautiful, yet they are quite different from 
one another because, though the story appears to be 
the same, they are contrived in very different ways 
(presenting different scenes on the stage, changing 
the characterizations, changing the significance of the 
whole story and so on, by curvedness or deviation 
from the source in different directions). Thus we 
find the 'beautiful expression ' vicitrii ablzidhii. of litera
ture at six levels, which is everywhere 'curved expression' 
vakrokti (p. 22). 

On the other side, that of the subject matter, vastu, 
as opposed to the expression, Kuntaka also speaks of 
curvedness (p. 134, etc.), its beauties selected by the 
author or ' imposed ' ahii.rya imaginatively. This is 
discussed particularly in relation to the three higher 
levels of expression, sentence, context and composition, 
where alone complete meanings arc in question. Here 
also the capacity of the subject matter to produce rasa 
comes in, the 'having rasa' of the subject matter, but 
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not as an alarrzkara. Thus all the aspects of literature 
are covered. 

Later in the eleventh century, Mahiman tried to 
account for the same facts of literature by means of his 
theory of inference, noted above in connection with 
rasa. All the types of ' to be revealed ' or ' being 
understood' meaning discussed by Anandavardhana 
arc explained by Mahiman as matters of inference in 
strict logical form and he identifies the middle terms and 
other necessary parts of the inference in each case. 

Thus in the works of Anandavardhana, Kuntaka and 
Mahiman we find · three different general theories 
applied to describe the same facts, moreover often with 
identical examples from literature as the evidence 
,vhich has to be explained. Thus particularly in the 
case of the two eleverith · century critics the theories 
are elaborated to account for the facts; the examples 
are not being selected to suit a preconceived theory. 
For instance the following phrase is quoted by Ananda
vardhana from Bai:ia's Har~acarita: 

\Vhcn ·this great dissolution has occurred you 
arc now the survivor to maintain the Earth 
(p. 291). 

Herc 'survivor ' siJ!a is also the name of the Dragon 
~c~a who is supposed to support the Earth. For 
Anandavardhana (pp. 297 and 528) this example 
illustrates the powerof a word to give a revealed meaning, 
which supplants the directly stated meaning according 
to his theory. Kuntaka (p. 95) takes up the same 
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example and describes it as lexical curvedness, the 
author having chosen an apt synonym among possible 
expressions, hinting at something other than the sub
ject with brilliant effect. Mahiman (p. 506) instead 
finds in this example support for his doctrine that 
words have only one kind of power, fakti, to express 
meanings, namely simple' expression' abhidlza (Ananda
vardhana argues for three different powers, especially 
that of ' revealing ' the ' to be revealed ' meaning). 
Here fe~a just expresses its meaning or meanings, 
directly. Anything beyond this direct expression is 
a matter of inference. 

In the synthesis of the study of the language of 
literature with that of the aesthetic experience, Bhoja 
is the most comprehensive critic. In several ways he 
is the greatest Indian critic, especially for the great 
wealth of illustratiom amassed in his works, all of which 
are beautiful illustrations and precisely the kind we 
would wish to see covered by a satisfactory theory. In a 
' progressive ' manner, he tries to synthesize the theories 
of many of his predecessors, from the Nii.fyafii.stra, Bha
maha and Dai:i<;l.in down to Bhattanayaka, Abhinava
gupta and Dhanarpjaya, together with other critics 
whose names are not known to us. Probably he was a 
contemporary of Kuntaka and these two great critics 
did not know each other's work. In addition, Bhoja 
applies the linguistic science of the great grammarians, 
Pa.Dini, Bhartrhari and others, and the science of inter
pretation of the Mimarpsa tradition based on the Siitra 

text of Jaimini. 
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Bhoja has an analysis according to linguistic levels, 
namely the word, the sentence and the composition, 
prabandlza. On the other hand he starts out, in his 
greater work, from Bhamaha's definition of literature 
as expression and meaning combined (Srizgaraprakafa, 
vol. I, p. 2). This combination salzitya, he maintains, 
has twelve aspects (pp. 3 and 223): which form a kind 
of bridge from the study of grammar (his chs. I-VI) 
to that of rasa ( ch. XI). 

The first four of these ( ch. VII) relate to the 
powers of an expression taken by itself to carry meanings. 
(I) ' Expression ' ab/zidlza or the basic power to express 
meaning has for Bhoja three functions, vrtti-s, which 
we may translate simply as primary, secondary and 
tertiary (the secondary includes transfer and the like 
as the basis of metaphor and so on, the tertiary is the 
unexpected cases when the meaning is totally different 
from the primary meaning and may even contradict 
it) (pp. 223 ff.). (2) The wish of the speaker, vivak~ii., 
may be clear from the intonation or in other ways 
(pp. 238 ff.). (3) When the meaning of an expression 
is in fact that of another expression Bhoja calls its 
power 'intention', tii,tjJarya, under which he includes the 
meaning 'to be revealed' of Anandavardhana's theory 
(pp. 246 ff.). ( 4) Analysis praviblzaga by the method of 
agreement and difference has more to do with grammar 
and lexicon than with literature, but it touches on 
such relevant matters as synonyms (pp. 263 ff.). 

The next four aspects (ch. VIII) concern exptcssions 
when connected to other expressions. ( 5) The first 
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of these is the mutual expectancy, vyapekic., between 
expressions (pp. 268 ff.). ( 6) Capability, samarthya, 
is the meanings of expressions having power to combine 
in another meaning (pp. 284 ff.). (7) In a sentence a 
series, anvaya, of expressions has a meaning (pp. 286 ff.). 
(8) Unity of meaning, r.kiirthibhii.va, includes the further 
extension when a whole literary work, such as an epic, 
combines into a 'great sentence', malzavakya, having a 
single meaning (pp. 297 ff.). As an example of this 
Bhoja indicates that Kumaradasa's epic Janakihara!ta 
means ' act like Rama, not like Raval).a '. 

The last four aspects ( chs. IX and following) cover 
the main topics of literary criticism. (9) Faults, 
dofa-s, are avoided in good literature. ( 10) There 
are qualities, gu!l,a-s. ( 11) There arc figures of speech 
or ornaments, ala,_nkiira-s. ( 12) Aesthetic experience, 
rasa, is never absent. These four are applied by 
Bhoja at the sentence level and again (in ch. XI) at 
the level of entire compositions (the first eight aspects 
variously occur at the word and sentence levels). At 
the sentence level he sets out his versions of the faults, 
qualities and figures mostly familiar from earlier 
critics. 

At the composition level Bhoja (pp. 460 ff. in 
vol. II) develops his own doctrine of the avoiding of 
faults in the story (p. 460), qualities of a composition 
such as that it relates to the four ends oflife, is contrived 
with the conjunctions and other structural elements, 
has appropriate metres and so on (pp. 460-1 and 470-2) 
and ornaments of a composition such as descriptions 
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of places, times, characters, political activities and 
pleasures and other special features of long kavya-s 
(pp. 461 and 471-9). These qualities and ornaments 
of compositions are mostly developed from Da:r:].(;lin's 
description of the characteristics of epic kavya-s. 
Bhoja sets out his original theory of rasa, briefly sketched 
above, at the sentence level, evidently because every 
sentence in a good kavya contributes to the aesthetic 
experience. At the composition level, Bhoja defines 
forty-eight types or genres of literature (pp. 461-70) 
in relation to rasa never being absent (p. 480) and to 
the qualities and ornaments of compositions which 
they may have and which serve as causes for rasa 
never being absent (pp. 461, 472 and 479). Thus it is 
stressed that the most important element in literary 
composition is that rasa is never absent from a kavya 
and the theories of aesthetics and of composition are 
unrn.ed. 

In connection with kavya being defined as expression 
and meaning combined, and the various elaborations 
of the definition by qualifying ' expression ', ' meaning ' 
and 'combined' (or 'combination'), it is desirable 
to add a ·note here on the question, sometimes raised, 
whether there is anything further which might be com
bined. There are other definitions of kavya, some of 
which might appear to propose new elements. In 
the first place, Yamana in the eighth century is the 
champion of style, riti, which Bhamaha had dismissed 
as superfluous though Kuntaka redefined the styles in 
relation to his ' natural ' and 'imposed ' subject 
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matter and with an original set of qualities. Yamana 
declares (p. 4) that style is the essence, iitman, of kiivya 
and defines style as a special arrangement of words. 
Is this' essence' (or this' soul' as some would translate 
iitman here) another element, with which expression 
and meaning might combine? Surely not, for it is defined 
in terms of words, pada;.s, thus of expressions having 
meanings. Then the 'special arrangement' according 
to Yamana is constituted by the ten qualities, redefined 
from those of the Nii_tyafiistra. But Yamana is so far 
committed to the conception of expression and meaning 
in kavya that he adds the innovation of dividing each 
quality into two, one of expressions and one of meanings. 
Anandavardhana thought that his dlwani, the 'sound' 
within kiivya which carried the ' to be revealed ' mean
ings, was the essence or soul. Nevertheless he describes 
it in terms of the meanings revealed and it seems to 
inhete in the expressions used, as with the grammarians 
from whom the term is borrowed. Others, again, 
such as Rajasekhara, have poetically and figuratively 
called rasa the essence M soul ( of kiivya personified). But 
rasa is the effect of kiivya, not an clement constituting 
it except in a metaphorical sense transferring the 
effect to the cause. In another sense it is part of the 
meaning, being produced by the subject matter effec
tively communicated through the expression. Thus 
we should beware of false analogies drawn from poetic 
statements. It is of course universally agreed that 
rasa is of the greatest importance and this, and its 
relationship to kavya, have been indicated above. 
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When other aspects of kavya are called the ' essence ' 
or 'life', such as curved expression or harmony, 
aucitya, it is again the expression or the meaning or 
their combination which is in question. We find 
no third element combined with expression and 
meaning. 



IV 

THE ENJOYMENT OF AN AKHYAYIKA 

Interesting as the general theories may be, it is 
the practical analysis of literary works which is the 
most rewarding part of criticism. We can start out 
from the position just reached in Bhoja's theory, namely 
the forty-eight genres or divisions of literature as its 
highest units. From his works, supplemented by those 
of other critics, we could survey the whole field of 
kauya as a varied collection of compositions prabandha-s 
which have been found beautiful. 

Bhoja has first divided all prabandha-s into two 
cla~ses, those to be seen, preksya, and those -to be heard, 
frauya (p. 461). Those to be seen are further character
ized as ' to be acted ' ablzineya, whilst those to be heard 
are simply ' not to be acted ' anabhineya: thus we have 
here a proper dichotomy. Bhoja has twenty-four 
types in each division, introducing a slight distortion, 
it must be admitted, for the sake of balance. In fact 
rather mote than twenty-four types of dramatic per
formance have been described, ifwe take all the available 
critical works, and Bhoja has condensed the minor 
types a little (in Indian Kavya Literature, ch. V, thirty
nine types of drama wete found). On the other hand 
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Bhoja had some difficulty in making up a set of twenty
four types of composition not to be acted, or at least 
he extended the field of literature somewhat and 
introduced some new sub-divisions. Thus he sets 
up the genre parvabandha for the Great Epic Maha
bharata (p. 4 70), which is generally regarded as tradi
tion, itihasa, rather than as kavya, as a source of subjects 
for literature, though in so far as it is enjoyable and 
productive of rasa some of the later critics allow it to 
be kavya as well. Similarly Bhoja has, as a type of 
kavya, the upakhyana, which means episodes or rather 
subsidiary narratives from the MaM.hlzarata (p. 469). 
Bhoja does not offer any further dichotomies but 
instead takes up types of composition and their 
characteristics as described by his predecessors as a 
basis. His series of types not to be acted begins with 
the more ' historical ' ii.khyii.yika, upaklzyana, iikhyana, 
nidarfana and continues with the branches of fiction 
and then the divisions of poetry. He concludes by 
setting up a type for his own ,~rtigaraprakafa, as a work 
illuminating many branches of learning and the 
structure of the arts and literature in the form of a 
kiivya (it is also an anthology of good literature). 

Taking an example from the beginning of Bhoja's 
exposition, we find he mentions the Madhavika and 
Har~acarita to illustrate the aklzyayika or ' biography ' 
(p. 469). The first of these seems to have been lost, 
so we may take the second, written by Ba1:1.a in the 
seventh century. The biography, cklryayika, had 
been described by earlier critics such as Bhamaha 
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(I. 25-7) and Kohala and in the Amarakofa (I. 5. 5, with 
Sarvananda's commentary, which quotes Kohala), 
making clear that it narrates events which had actually 
happened. Bhoja notes from his predecessors that 
there is the theme of the abduction of a girl (in the 
Har{acarita this is Har~a's sister, Ra jyasri), then war, 
reunion and the success of the hero (Har~a rescues 
his sister and the kavya concludes by indicating his 
accession to Royal Fortune). The life of the hero 
is narrated either by himself or, as in this example, 
by a follower of his (in his case Bfu)a, who attended 
Har~a's court). The iiklzyiiyika is composed in Sanskrit 
and in prose and is divided into chapters. Traditionally 
it is said to contain occasional verses in the metres 
vaktra and aparavaktra. This is true of the Har{acarita, 
though it contains verses in other metres as well, as 
Rudrata had noted (XVI. 24 ff.). 

The style of the Har{acarita is according to Kuntaka 
the ' beautiful ', uicitra, his redefined gaucjiya. This 
agrees with Mammata ( end of ch. VIII) and Ruyyaka's 
comments, where iiklzyiiyika-s in general are found to 
be 'bold ' vikafa in composition and never ' delicate' 
masnza even when the rasa is the sensitive. As a matter 
of fact there is hardly any of the sensitive in the Har{a
carita: there is a certain amount of the heroic, but 
the main experience appears to be the marvellous, 
starting from the preliminary scene in Heaven and 
hinted at in several places by the author. The history 
of Har~a is in fact. extraordinary, since in his childhood 
there was nothing to suggest that he was destined to 
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become Emperor in another city, after the murder 
of the last of the Maukhari line and of his own elder 
brother. His ascetic life was dedicated to the punish
ment of these crimes and the establishment of a rule 
free from the misdeeds which history shows to be 
almost inseparable from kingship. A natural, spon
taneous style would therefore seem inappropriate. 
Instead, the disciplined, studied beauties admired 
here by Kuntaka are in harmony with the narrative. 

Bhoja has noted (Sr,igaraprakiifa, vol. II. pp. 472 
and 475) some of his ornaments of a composition in 
this iikhyayikii. Thus it opens with a ' salutation ' 
(to Siva). There is a fine description of Har~a's 
riding-elephant Darpasata. Then the youth of a 
prince is described. As a matter of fact Har~a is 
extremely young in the crucial part of his life presented 
in this biography and is not more than sixteen even 
at the end of the narrative, but in Chapter IV there 
are passages describing his childhood. What for Bhoja 
is an ornament of a composition is for Kuntaka ' con
textual curvedness '. The latter has noted a variety 
of this in the repeated but varied descriptions of sunrise, 
or the end of night (Adyar transcript of the Vakrokti
jivita, p. 218). The Jaina critic Vinayacandra has 
quoted (pp. 62 ff.) a series of brilliant descriptions from 
the Hariacarita to illustrate an author's skill in describing 
the world. These include the description of Har~a 
himself in chapter II, that of the last illness of his 
father in chapter V, the marvellous description of 
the march of the army in chapter VII and Rajyafri's 
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preparations for suicide and rescue by Har~a in 
chapter VIII. 

We can best illustrate Ba1~a's style in this work, 
and his powers of observation and presentation, by 
quoting from some of these passages selected by Vina
yacandra. In a single sentence the army is roused 
from its sleep and in a great confusion of noisy incidents 
begins its march: 

Then as the drums were crying out, the 
benedictory drums were sounding, the 
kettle drums were roaring, the cocks were 
crowing, the conches were being blown, the 
hubbub of the camp was gradually 
increasing, all the house-servants were 
busily engaged in their customary tasks, 
the directions. were held in the clamour 
of tent pegs meeting the blows of rapid 
mallets, the companies of soldiers were 
being awakened by their officers, the dark
ness of the night was being plundered by the 
light of thousands of torches which people 
had lit, loving couples were being made to 
get up by the prodding of the feet of the 
maids of the watch, elephant drivers were 
opening their eyt>s as their sleep was 
destroyed by sharp and pungent commands 
..... tents, screens, marquees, curtains and 
awnings were being rolled up into bags by 
the quartermasters, short-necked leather 
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bags were being filled with bundles of pegs, 
the storekeepers were loading supplies, near
by houses were being hemmed in by treasure 
jars and strings of caskets being loaded on 
numerous stationary animals by the elephant 
drivers, vicious elephants were being loaded 
with sets of equipment put on by skilful slaves 
keeping at a distance ... stocks of fodder and 
grain were being plundered by the common 
local people who had run up when the 
elephants and horses moved off, donkeys 
with oil presses mounted on them were 
moving on, the roads were being seized and 
pounded by swarms of wagons noisy with the 
squeaking of wheels, the oxen were charged 
with supplies being unexpectedly thrown 
on them, strong bullocks sent on first 
lingered from greed to get the nearby 
fodder, the kitchens of the great vassals were 
proceeding in front, the ways out through 
the spaces between the huts were hemmed 
in, being possessed by the cheers of hundreds 
of friends of the banner-brigades hurrying 
out in front, nearby witnesses were being 
retained by elephant keepers · who were 
being pelted with clods by people getting 
out of huts shaken by the feet of elcphant3, 
poor families were fleeing from huts which 
VIcious beasts were splitting as they 
crashed into them, merchants were roused as 
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oxen with their wealth were running away 
in distress at the uproar ... the world was 
eating dust, at the time of marching ... 
(pp. 311-6). 

King Prabhakaravardhana's illness: 

. . . the household staff busy preparing 
reserves of medicines, the terrible thirst 
of the sick man inferred from the repeated 
summoning of the water carriers, watered 
buttermilk being chilled in a cooler packed 
in ice, a spatula being cooled in camphor 
powder put in a white moistened cloth, 
a mouthful of sour cream in a new box 
smeared with a non-drying paste, soft lotus 
stalks covered with wet and tender lotus 
leaves, vessels of drinking water on the 
ground with their water pervaded by 
bunches of blue water-lilies on their stalks, 
boiled water being made cool by pouring it 
in a stream, a sharp fragrance of pink sugar 
being diffused, the eyes of the sick man 
resting on a cooler foll of sand placed in 
a trough . . . (p. 230). 

Several critics have quoted sentences from the 
Har~acarita to illustrate figures of speech. Thus Kuntaka 
quotes (p. 193) for ' fancy ': 

Mandakini (the river of heaven), Chief 
Queen of the King of the Seven Oceans, 
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was .. ·. as if the casting off of the slough 
of the celestial snake (p. 29). 

The critic quotes this again (Adyar transcript, p. 191) 
for compounding of figures, in this case fancy and 
metaphor. The fancy partakes of the nature of metaphor 
because there is no actual movement to be expressed 
by ' casting off'. 

Anandavardhana quotes (p. 245) a pun which 
'reveals' a contradiction (one figure revealing ancther): 

Where the women were walking like 
elephants and virtuous, pale and loving 
wealth, dark and wearing rubies, their 
mouths bright with white teeth and exhaling 
the fragrance of wine (p. 144). 

The second meaning is : 

Where the women were gomg to the 
cemetery keepers and virtuous, Gauris and 
not loving Siva, darkand the colour of red 
lotuses, their mouths pure like excellent 
brahmans and exhaling the fragrance of 
wine. 

With this series of contradictions revealed by puns, 
Anandavardhana contrasts (p. 246) a sentence which 
has either a direct contradiction or a direct pun, not 
one revealing the other: 

Sarasvati ... is as if a combination of con
tradictory categories, for she has nightfall 
near the form of the Sun (p. 42). 
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The pun is on the word biila, so that instead of 'nightfall' 
we can understand ' the darkness of her hair '. 

Mahiman also quotes some of Ba.1:i.a's puns, for 

example (p. 401): 

Mighty Time, called ' Summer', yawned 
with a loud laugh, white as blossoming 
Jasmmes, curbing the yoke of Spring 
(p. 69). 

Mahakala also means 'Siva' and in the epithets 
common to Time and Siva we also have condensed 
expression, samasokti. 

Ba]).a's puns are balanced by straightforward 
descriptions, as we have seen, and Mammata (p. 446, 
Dvivedi's ed.) and Mahiman (p. 454) have quoted 
two verses of naturalistic description, svabhavokti, depict
ing a horse awaking, scratching the earth with its 
hoof and rubbing its eye with it and so on (p. 136). 

According to Kuntaka, in this ' beautiful' style 
figures of speech arc used in a particular way (p. 61): 

So tell us which country, reduced to demerit 
through his coming here, has been pervaded 
by the anguish of absence and brought 
to emptiness? Or where is he going? Or 
who is this youth who, like another Kama, 
has carried off the egoism of Siva's defiance? 
Or of what father, whose asceticism has 
flourished, docs he delight the heart, raining 
ambrosia, as the kaustubha gem that ofVi~i:iu? 
Or who is his mother, hailed by the Three 
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Worlds, 'like the dawn (bringing forth) a 
great brilliance? Or which syllables share 
the merit of composing his fame? (pp. 38-9). 

The first sentence here, equivalent to ' ·where has he 
come from?', and the last, equivalent to ' What is 
his name?', have the lustre of the figure ' praise of what 
is not the subject ' aprastutapra.fa'f!lsii. It is really 
Dadhica who is being praised, although his country 
and the syllables are the subjects of the sentences. 

Bhoja has illustrated his aspect of the combination 
of expression and meaning called the ' wish of the 
speaker ' vivak[ii from the above context (Srfzgiira
prakiisa, vol. I, p. 239). Dadhica's companion Vikuk~i 
when replying mentions his own name too, but verv 
modcstlv: 

mam api tasyaiva sugrhitaniimno devasya bhrtyapara
miitzu'f!l Vikuk~iniimiinam avadhiirayatu bhavati. 

The apt selection of a word (.fe~a) by Ba.1).a in 
this kiivya, discussed by Anandavardhana, Kuntaka 
and Mahiman, has been noted above. 

Thus to facilitate our enjoyment of this biography 
the critics have drawn attention to the way in which 
Bai:i.a has composed it; from the selection of words and 
the manner of using figures, up through the descriptions 
of scenes in the narrative to its overall style, appropriate 
to the subject matter, and the characteristic features 
of the genre aklzyayikii. Some of their more general 
appreciation might be added, such as that of So<;l<;Ihala. 
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This eleventh century novelist declares that Bal).a is 
'emperor' of authors because of his Har~acarita (p. 154; 
as the hero became emperor of men, so the author 
narrating this became emperor of writers). Soc;lc;lhala 
maintains that Bal)a combines the separate excellences 
of Abhinanda, Vakpatiraja and Kalidasa, which are 
'expression', 'meaning' and rasa (p. 157). 



V 

THE ENJOYMENT OF A PLAY 

Bhoja has compiled his description of the twenty
four types of kii.vya ' to be acted ' from the Natyasii.stra 
and some other old source and docs not there give ex
amples. The nii/aka stand~ first and elsewhere Bhoja has 
referred to and quoted from many na/aka-s to illustrate 
all aspects of critical theory. Among the most promi
nent of his examples of naraka-s is Bhavabhuti's Uttara
ramacarita, which he refers to particularly for the aesthetic 
experience and the emotions related to it. We need 
not here go through all the characteristics of a niitaka 
taken by Bhoja from the Nii/yaiii.stra and look for them 
in this play; the most essential will suffice and we can 
take some help also from some of the other critics in 
relation to them. 

A nii_taka is a play in from five to ten acts (meaning 
from five to ten nights' performance), with all five 
conjunctions in its plot, based on a wcll-known,prakhyiita, 
story. That the story is well known docs not mean 
that the dramatist invents nothing, as we have seen 
already from Kuntaka's explanation of compositional 
curvcdncss (six different plays on Rama; in the present 
instance we have a different part of Rama's life staged). 
Bahurupamisra points out (on Dhanarpjaya I. 15) that 
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in the Uttarariimaca.rita the story, itivrtta, is only partly 
well lmown and partly invented, utpadya. K~emcndra 
(Aucitya.viciiracarcii, pp. 16-7) quotes from its fourth act 
to illustrate the appropriateness in a composition that 
a new fancy, not in the original Riimiiyaiza, has been 
introduced, which enhances the beauty of the aesthetic 
experience through Rama's son Lava following his 
father's valour: this is the scene where Lava takes 
possession of Rama's sacrificial horse, released for the 
aJ1vamedha, and defies the soldiers supposed to guard it, 
whom he then proceeds to fight and defeat. Balrn
rupamisra also notes (on Dhana:rpjaya IV, 46 f.) that 
in Bhavabhuti's works we have examples of rasa produced 
by complete compositionsJ not just in single sentences. 
There is in other words a unity of aesthetic experience. 
In fact all the rasa-s arc touched on in this play, but the 
others are subordinated to the main one. Kuntaka 
(pp. 238-9) states that this main rasa is the sensitive, 
frilgara, having been changed from the calmed, Jania, 
of the Riimiiya?za ( Uttara Kalz¢a) by compositional 
curvcdncss . 

. Bhoja has many comments on the sensitive and 
the corresponding emotion, love, rati, in this play, also 

on the closely related emotion, in his theory, affection, 
which relates especially to friendships. Thus when 
Rama and Sita look at the paintings, in Act I, they 
remember their happiness together even in the forest 
in exile. This develops the emotion of love and the 
consequent sensitive, in the state of union sa!Jzblwga 
(Srrigii.raprakasa, vol. n, p. 557, etc., Dhanika, p. 105). 
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After this SWi is drowsy and Rama makes her sleep, 
resting against him, thus further developing the same 
rasa. Ramacandra and Gul).acandra (p. 28) here make 
the interesting comment that the convention of not 
showing anything ' disgusting 'jugupsanfya in the theatre 
has been broken by Bhavabhuti. Going to bed or 
going to sleep, as well as embracing, are usually not 
shown because of this convention, but in this case the 
unconventional scene of Sita and Rama lying down 
together and Sita sleeping, resting on his chest, is not 
a f~ult because it serves the plot and is delightful. 
Conventions, then, are not absolute in the classical 
Indian theatre; it is a question of what is appropriate. 

Rama reflects on his happiness and their love, 
ripened over a long time, and Bhoja quotes this verse 
(I. 39) for love absorbing all other emotions into itself 
and ripening into rasa (Spigiiraprakafa, vol. II, pp. 436-7). 
All this development prepares the audience to respond 
fully to the agony of the separation of Sita and Rama 
which follows immediately. Then in Act VI when 
Rama sees Lava and Kusa, not knowing who the boys 
are, he is· strongly affected because their faces remind 
him of Sita. This prepares the way for bringing her 
back to him in Act. VII. Though Bhoja's comments 
on 'affection' mostly relate to Rama's affection for 
his friends and to the affection which spontaneously 
arises between Lava and Lak~ma:r:ia's son Candrakctu 
(who again do not know each other), as well as Lava's 
unexpected feelings on seeing Rama, it is also a part 
of Rama's feeling for Sita: 
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She is Fortune in my house, she is a brush 
of ambrosia for my eyes, 

this touch of hers is an abundant sandal
wood juice on my body, 

This arm round my neck is a cool, fine string 
of pearls: 

what of hers is not dear? Unless it is 
unbearable separation (I. 38). 

57 

This verse is quoted by Bhoja for both ' affection ' 
(vol. III, p. 750) and 'love' (vol. II, p. 558). 

Since this is essentially a play about dharma, 
virtue or duty in the Brahmanical sense, Rama a]ways 
doing his duty as king regardless of his personal feelings, 
Bhoja refers to it for his special theory of varieties of 
the sensitive depending on the four ends of life and 
among them the sensitive in virtue, dharmaf[7igiira. This is 
found by Bhoja already in the scene of the gallery of 
paintings, where Rama finds charming aspects even 
of the scenes of his exile (vol. III, p. 709), the exile 
which was an effect of his virtue. Then Bhoja quotes 
the verse: 

Harder than a thunderbolt and softer than a 
flower, 

vVho is worthy to know the hearts of those 
who transcend the world? (II. 7) 

And comments that this shows the firm and exalted 
hero in the sensitive in virtue, who is not overcome by 
emotions because of his deep disposition and his nobility 
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(vol. III, p. 708). Rama is capable of the deepest 
love, yet he is also capable of banishing Sita for the 
sake of his duty to satisfy public opinion. In spite 
of this, or as a contrast which heightens it, Bhoja also 
finds the sensitive in pleasure, kiimasrizgiira (vol. III, 
p. 759), in the scene in the gallery of paintings where 
Rama is reflecting on his happiness after Sita falls 
asleep (L 35). 

In subordination to the main emotion, Bhoja 
points out many others which occur in this play: the 
transient~, remembrance (vol. II, p. 583), bewilder
ment, moha (p. 589), depression (p. 591), reflection 
(p. 571),joy, harfa (p. 566), envy (p. 585),indifference 
(p. 595) ; also the ' expressive ' siittvika emotions, 
paralysis, stambha (p. 574) and horripilation (p. 567). 
But all the other ' main ' emotions, stlziiyibhava-s, occur 
also, though of c9urse subordinate here to love. Bhoja 
points out examples of grief (p. 444), disgust (p. 594) 
and astonishment (p. 5 72). The aesthetic experiences 
resulting from these emotions arc all developed at 
times. For example, when Lava expresses his feelings 
on seeing Rama (VI. 11), Bhoja (p. 451) finds a mixture 
of rasa-s, of the kind in which one extinguishes others, 
as in a painting where strong colours extinguish weak 
colours. Herc the rasa-s, heroic, vira, proud, uddhata 
(a new rasa peculiar to Bhoja's theory) and independent, 
sviitantrya (also new) arc extinguished by the excess 
of astonishment, vismaya (which produces the marvellous 
rasa). The development of disgust, Jugupsii, i~ remark
able in this play, because it always results from Rama 
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doing his duty. Rama himself expresses disgust when 
he has given the order for SWi's banishment (I. 49), 
as Bhoja notes (p. 594). Then similarly he expresses 
his disgust at having to kill the harmless Sambuka 
(II. 10). Then Vasanti reproaches Rama (lll. 26) 
for banishing Sita after all h,s previous declarations of 
love and here Bhoja (p. 594) finds disgust in the 
'increasing' stage (where it produces the horrific 
bibhatsa rasa; the Siihityamimii1?1sii, p. 72, quotes this 
verse for biblzatsa). 

Despite the originality of its construction, the Uttara
rtimacarita exemplifies the structure of a niitaka with the 
five conjunctions, sa'fldlzi-s, their limbs or parts and 
other dramatic elements. Dhanika (p. 23) points 
out two limbs, anga-s, of the obstacle, auamarfa, conjunc
tion in Acts V and VI, in the fight between Lava and 
Candraketu. This is the decisive situation in the plot 
which might have ended in disaster,lcaving no possibility 
of reunion between Rama and Sita (which of course 
is the objective of the play). Instead the antagonism 
is resolved in a fortunate way which leads to the restora
tion of Sita. Bhoja points out a number of the dramatic 
characteristics, lak.ra?za-s, including a moment of humour 
parihasa (pp. 543-4), by way of relief from the prevailing 
suffering of the hero and heroine, when Tamasa teases 
Sita for praising herself (though unintentionally). 
Dhanika, Saradatanaya (p. 280), Si1phabht1pala (pp. 74, 
211-2, etc.) and others have pointed out various other 
element~ of dramatic construction which are very 
r.ffcctivc in this play. 
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Turning from the dramatic structure to the more 
general theory of composition, we find that Bhoja has 
illustrated some of his ornaments of a composition from 
this play. A verse in the painting gallery scene describ
ing Hanumant is said (p. 467) to be a ' sub-plot ' 
patiikii used as such an ornament. This cannot of 
course refer to any sub-plot in the play itself, but belongs 
to the previous story of Rama's war with Raval).a. 
Probably precisely for this reason it is here simply an 
' ornament ', not part of the dramatic structure. The 
description of the princes in Acts IV, etc., is again an 
ornament of the composition (p. 4 7 5). The ' sentence 
of the actor ' bharataviikya and final benediction at the 
end of the play, is in addition an ornament of a composi
tion, according to Bhoja (p. 474), one which indicates 
the intention of the author through expressing the wish 
for an object connected with virtue, dlzarma. 

Kuntaka finds examples here of his contextual 
curvedness (pp. 2·26-7, 235). In the painting gallery 
scene, one painting shows Rama receiving the divine 
}rmbhaka missiles from Visvamitra after killing Tataka. 
Seeing this, Rama expresses to the pregnant Sita the 
wish that these divine missiles should attend on her 
0ffspring. Kuntaka points out that Lava uses these 
missiles in the fight in Act V. Since no one but Rama 
had these missiles, as Sumantra remarks to Candrakctu 
during the fight, they serve to identify his sons thus 
endowed through his wish. Thus the two context[), 
in Acts I and V, are linked. The play within a play, 
garbhanka, in Act VII is another of Kuntaka's varieties 
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of contextual curvedness. Bhoja also notes it (vol. I, 
p. 120), as exemplifying the possibility of a composition 
within another composition. In this connection it 
may be noted that Bhoja (Sarasvatikar;{hahlzaraiza, p. 742) 
finds in this play an example of a single sentence which 
is equivalent to a whole composition (I. 23). It 
summarises the story of Bhagiratha and according to 
Bhoja it contains all the five conjunctions of a complete 
plot. 

At the sentence level, Bhoja notes various figures 
of speech, including' being reminded' smarar;.a (p. 375), 
where Rama in Act II recognizes the scene of his exile. 
As usual,even in such small details Bhoja picks examples 
which are 5ignificant for the play as a whole. He 
finds this figure again in Act III where Rama recognizes 
the touch of the invisible Sita (p. 376). Vamana 
(IV. 3. 6) has quoted the verse translated above 'She 
is Fortune, etc.' (I. 38) for metaphor. 

Further to his study of sentences, Bhoja hac; derived 
from the Mimarp.sa and the Vakyapadiya a set of forty
eight principles or qualities in a sentence, viikyadharma-s. 
He introduces these (in Srizgiiraprakiisa ch. IX) as a 
sort of transition from his first eight aspects of the 
combination of expression and meaning to the last 
four, from the more linguistic to the purely literary. 
They might be regarded as features of sentences less 
general than their aspects considered earlier but more 
general than the qualities, gu?za-s, and ornaments 
considered afterwards. Bhoja has illustrated most of 
these from kavya-s, showing how literature uses the 
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same means of expression as the Veda, but in its own 
way. Thus for secondary meaning, gaura, he quotes 
(p. 309) the verse ' She is Fortune, etc.'. In a sentence 
this principle or quality of secondary meaning forms 
the basis for the ornament metaphor. 

For the principle or quality of a sentence, 
' implication ' uiikyasefa, where something further has 
to be understood to complete the sense, Bhoja quotes 
(p. 324) a verse we have referred to above for' disgust', 
where Vasanti reproaches Rama, which we may now 
translate: 

'You are my life, you arc my second heart, 
you arc the moonlight of my eyes, you arc 

the ambrosia to my body' 
-And so on; after humouring the innocent 

girl with hundreds of endearments 
that very one was ... Hush! Or rather what 

reply is there to this? (III. 26) 

We understand that Sita was banished, which Vasanti 
considers too horrible to say. Thus again a principle 
of interpretation used in establishing the details of the 
Vedic sacrifice has been exploited in literature for a 
dramatic effect. Another principle of a sentence 
illustrated by Bhoja (p. 316) from this play is' induction' 
uha in its Mimarnsa sense. The verse IV. 20, describing 
the appearance of Lava as a student, is used also in 
the Mahiiviracarita (I. 18) to describe Rama and 
Lak~mal)a when they were students, with only one 
word modified to make it refer to two persons instead 
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of one. In Jaimini, ulza is used for the modification 
of a ritual act to suit a different context. 

According to Kuntaka ( end of ch. I) the style of 
Bhavabhuti's verses is the ' beautiful' vicitra. Pre
sumably this would not apply to the prose, which is 
generally simpler (and does not resemble Bal).a's); 
thus this style might here be regarded as a feature of 
sentences (verses) rather than of the whole composition. 

At the word level Bhoja illustrates (SJilgaraprakala, 
vol. I, p. 231) a variety of the secondary function of 
expression, abhidlza, namely ' transfer ', uj1acara, from 
this play. Rama expresses his disgust at having to 
kill Sambiika. Referring to his hand about to strike, 
he says: 'You are a limb of Rama, who was able to 
banish Sita ' (II. 10). The word ' Rama ' here, 
according to Bhoja, thus takes on the special sense of 
' most pitiless '. For a variety of mutual expectancy, 
vyapek!ii, between words Bhoja quotes yet again (p. 280) 
the verse ' She is Fortune, etc.'. Here the normal 
expectancy between some of the words is not satisfied 
because their primary senses are not possible; therefore 
we understand them in secondary senses. 

So here again we discover from the critics how a 
kauya was enjoyed, in its details as well as as a whole. 
It is not difficult, surely, to enjoy Bhavabhuti's plays, 
but we can get still more enjoyment when our atten
tion is drawn to some of the finer details of the con
struction of a drama. The novelist Dhanapala (tenth 
century) has compared Bhavabhf1ti's speech with an 
actress, moving with beautiful arrangements of words 
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(steps) and making the emotions and aesthetic experi
ences clear ( Tilakamanjari; in trod. verse 30). Thus he 
points to the beauty of composition and the powerful 
depiction of emotion by Bhavabhuti and the harmony 
between these two. 



VI 

CONCLUSION 

Our sketch of criticism in India is very incomplete, 
selecting just a few interesting points and avoiding a 
mass of detail. It is an attempt at characterization 
from a few samples. The critics have analysed the 
corpus of kavya in several ways, according to genre or 
type of composition, to construction (dramatic con
struction, which we have hardly touched on, and which 
was extended in principle to all literature), to emotion 
and aesthetic experience and to composition in the 
more linguistic sense of building up sentences and so 
on. The dichotomy of genres into ' to be acted' and 
' not to be acted ' is generally a strict one, though it 
has sometimes been infringed (is anything absolute 
in art?), as in the performance of camp11,-s as dramatic 
monologues. That between fictitious subject matter 
and non-fictitious (well-known) is only one of degree 
though it is convenient to distinguish historical plays 
as niitaka-s from fictitious plays as prakararza-s, prose 
biographies, akhyayikii-s, from novels, kathii-s, and so on. 
Dal).c;lin's division into verse, prose and mixed (mixed 
includes especially drama, as well as campu) is obvious 
and apparently simple, but full of irregularities. 
There are rough divisions according to length, generally 

5 
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observed by· writers for practical reasons. Divisions 
by style could not be maintained by the critics, because 
styles kept changing, though sometimes they arise 
from a deeper principle akin to genre and harmonize 
with the Nii_tyafiistra's division of dramas into 'violent' 
iividdlza and ' delicate ' sukumara. The possibility of a 
division by rasa-s, which appears in the earliest account 
of drama and seems to have been an ancient tendency 
in the theatre, was not followed up. On the contrary 
the richness of mingling many rasa-s, though with one 
dominant, was preferred. Plays with specialized 
rasa-s thus continued only in a relatively minor position: 
heroic plays, vyayoga-s, compassionate (or tragic) plays, 
utsr.y/ikai,,ka-s, comic plays, prahasana-s, furious plays, 
(j,ima-s, and the nii;ika as a sensitive play. 

On the other hand the theory of composition 
increasingly takes rasa as its starting point, not a partic
ular rasa but rasa in general as the aim of any literary 
work. The composition, prabandlza, as a whole has 
rasa as its most essential characteristic and its qualities 
and ornaments arc such as help to produce rasa. 
Similarly, compositional curvedness is the pursuit of 
rasa and the best authors have sought also to produce 
rasa in every context. These structural contexts arc 
various. There are cantos, chapters and acts, but 
discussion is more often directed to somewhat smaller 
segments, namely the descriptive passages and the 
motifs used in dramatic construction, such as the super
natural missiles in the Uttarariimacarita or the ring in the 
Pu\rpadiiJitaka. More important than any of these is the 



CONCLUSION 67 

purely dramatic construction of plots articulated into 
conjunctions, sa1J2dhi-s. These are not segments of 
text, however, like acts, but situations in the plot, 
though of course they can be located in the text. 
Each of the five conjunctions is divisible into up to a 
dozen or more 'limbs' or parts, ailga-s, which again 
are not segments of text but incidents in the dramatic 
situation usually expressed in pieces of dialogue. 
Along with these, we have here also disregarded the 
numerous other elements of dramatic construction, 
including the characteristics, lak~atia-s, ' other conjunc
tions', vit!,ya,iga-s, lasyanga-s silpaka1iga-s and several 
other sets on which dramatists were found to have 
drawn in developing their plots with appropriate and 
mfficient action. Even the four modes, vrtti-s, of stage 
business, which are largely non-textual in that they 
relate to gesture, facial expression, costume and 
props as well as speech, arc identified by implication 
with reference to the texts of plays and four ' Jim bs ' 
are found for each. 

Coming back to the theory of composition, at the 
levels of sentence, word and phoneme (also the gramma
tical and lexical when separately distinguished) the 
critics have a great variety of instruments of analysis, 
including qualities of style and ornaments or figures of 
speech. These features also, when used by authors of 
genius, may all be significant in contributing to the 
total aesthetic effect of a kiivya. 

Bhoja in particular has explored thoroughly the 
relationship between language and literature, whereby 
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literature seems to arise out of language by extension, 
by variation of the possibilities of corn bination of ex
pression with meaning. He has elaborated this 
linguistic analysis further by working in the princi
ples of interpretation of the Vedic Mimarpsa. One 
can sec in all this a striving for the unification of theory. 
A concept which explains a wide range of phenomena 
would seem to be a powerful one and to go deep into 
the nature of language or expression, including art. 

Whatever the enrichment of theory, the aim of 
criticism remains simply the enjoyment of literature. 
Though one may take pleasure in the successful develop
ment of a theory, and Bhoja himself claimed that his 
own illumination of many branches of learning was 
a kavya, the point of a critic's work is that when applied 
to a parricular piece ofliteraturc it facilitates our getting 
enjoyment from it. All the critics arc agreed that 
the main function of literature is to give delight and 
that this delight comes essentially in the form of rasa. 

Finally we may return to the general characteri
zation of Indian literary criticism and the question 
whether it is a science. So far we seem to have found 
that it is a science, but we can now take the discussion 
a little further. 

Indian literary criticism is in the main empiricist. 
There may be a few exceptions, but the critics we have 
referred to arc all empiricists. As in the case oflinguis
tics in India, the main tradition of criticism is based 
on the study of texts and describes what is found in 
them. Criticism attempts to ascertain why certain 
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kavya-s are considered beautiful, how they affect an 
audience or a reader. The theories proposed arc 
based on the facts of literature. They are established 
on the basis of quotations and references and an accept
able theory must be capable of explaining or describ
ing whatever is generally accepted as beautiful. Thus 
we find the same works referred to and the same 
passages quoted by different critics, all of whom attempt 
to explain the beauty in terms of their own theories 
and thus to prove that their theories arc general and 
have explanatory power. As the grammarians studied 
language in general, so the critics studied the special 
language of literature and offered descriptions of it, 
which could, in a broad sense, be called 'grammars' 
and ½hich shared the characteristics of the Sanskrit 
grammars, namely of scientific cle5cription. 

Literary criticism in India is an autonomous, 
independent science. It does not depend on religion 
or on any other extraneous authority. Incidentally it 
is thus also secular. The critics in fact held a variety 
of religious and philosophical opinions, which did not 
prevent them from contributing to the common field 
of criticism and developing each other's views on the 
basis of the principles of critici~m itself. Bhamaha 
was a Buddhist; his commentator Udbhata appears 
from Jaina references to have been a Lokayatika; 
Kuntaka who developed Bhamaha's theory further 
was a Kasmira Saiva. All this seems to have no bearing 
on their work as critics. Da:r:ic;lin certainly favoured 
Brahmanism and m his novel Avantisundari, at least, 
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shows no sympathy at all with the ethical ideals of 
Buddhism. But the best commentator on his critical 
work Kauyalak~aiza is the Buddhist Ratnasrijfiana, and 
the work was translated by Buddhists into Tibetan 
and adapted by them in Pali in Ceylon. The fact 
that the greatest critics of Kasmira were Saiva-s of 
the Pratyabhijfia school peculiar to that country was 
no obstacle to their appreciation outside. There is of 
course an exception to all this in the Vaig1ava devotional 
school of Rt1pa Gosvamin, but that is a secondary 
movement in recent times which docs not affect the 
main tradition of criticism. The principles of literary 
criticism in the main tradition arc derived from literature 
itself, from what authors do and what readers enjoy. 

Indian criticism aims to set up general principles 
and definitions. These are always subject to improve
ment. This improvement repr~sents a kind of progress 
in the science, such as is characteristic of all sciences. 
We see a cumulative process as successive critics add 
to the analysis and the theories. The theory of com
position develops from Ya.ska through the Nii_tyafastra 
doctrine of the language of the theatre to Bhamaha 
and on to Kuntaka and Bhoja. Similarly the theory 
of aesthetics develops from the Niifyafiistra to Lollata 
and others and reaches a culminating point in Abhinava
gupta. These two departments of theory, having 
met in practice in the Nii_tyafiistra, were increasingly 
brought into organic relationship with each other, 
merging into a single theory with rasa as the basic 
principle underlying expression. Bhoja's entire work 
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is a grand synthesis of almost all previous criticism, 
combined with linguistics and the theory ofinterpreta
tion (Mimarpsa) in a mure general theory and propound
ed as an elaboration of Bhamaha's simple definition 
of literature as beautiful expression and meaning 
combined. The beauty, according to Bhoja, is that 
rasa is never absent. Even this was not the end of the 
development and further progress was always possible, 
though recent centuries do not seem to have been as 
creative in this field as the times of the critics ,vc have 
mentioned. The next step was to attempt a synthesis 
of Bhoja and Kuntaka, which was done by the author 
(unidentified as yet) of the Siihityamimii,rzsii, 'Investiga
tion of Composition '. He adopted Bhoja's twelve 
aspects of composition but preferred Kuntaka's method 
of eliminating apparently redundant clements from 
the mass of doctrines which had come down. Thus he 
reduced Kuntaka's set of figures of speech still further, 
from eighteen to ten, said to include all others except 
those which were not figures at all. 

The study is objective, which follows from its 
being empiricist but has a further positive aspect. The 
aim is to be able to say that a particular piece of litera
ture is objectively beautiful. 'Beautiful ' may be 
taken as equivalent to producing aesthetic effect, 
producing rasa. This objectivity directly contradicts 
one view which is quite strong in Europe, namely that 
the appreciation of art and literature is essentially 
subjective, that nothing is objectively beautiful and 
that criticism consists only of what people say in 
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reaction to art, their purely subjective reactions. In the 
Indian tradition, on the other hand, literature which 
is rasavant, 'having aesthetic experience', is objectively 
found to produce such experience in readers or audiences. 
Though tastes do vary, there is enough common ground 
to establish that certain kii.vya-s are beautiful, objectively. 
Criticism in India has been not just a matter of saying 
'I like this' but of finding out why people enjoy some
thing and what it is, objectively, that they enjoy. 
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