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Module 1

CHAPTER 1: LITERATURE AND AESTHETIC
PHILOSOPHY

1.1 Introduction

o Literature is one of the major expressions of human creativity, communicating
emotions, thoughts, experiences, beliefs, dreams, and values.

o [t entertains, educates, inspires, preserves cultural heritage, and deepens our
understanding of human life.

o Aesthetics is the philosophical study of beauty, art, and artistic experience.

o Indian aesthetic thought is one of the oldest and most sophisticated traditions,
connecting art with psychology, human life, and spiritual development.

1.2 Meaning of Aesthetics

e The term Aesthetics comes from the Greek word aisthesis, meaning sense
perception, sensation, or feeling.

o In the eighteenth century, German philosopher Alexander Baumgarten popularised
the term as the philosophy of the beautiful.

e Modern aesthetics is a branch of philosophy dealing with beauty, art, taste, creation,
and appreciation of art.

o Literary aesthetics examines how literature produces emotional and artistic effects
through language, form, style, and content.

o It also studies the subjective experience of the reader while encountering a work of
art.

Literary Aesthetics focuses on:

o The emotional and artistic impact of a literary work.

e The harmony between form and content and style and substance.

o The ability of literary language to create vivid imagery and deep emotional resonance.

o Literature as an artistic creation capable of producing an inward and imaginative
experience.

1.3 Nature of Literary Art

e Literature is an art form whose primary medium is language.
e Ordinary language is mainly functional and communicates factual information,
whereas literary language is deliberately shaped for artistic effect.



o The literary artist selects and arranges words for their texture, rhythm, sound,
imagery, and suggestive power.

o Literature can transform ordinary reality into an emotional and imaginative
experience.

e It creates fictional worlds, characters, and events while communicating profound
truths about human nature.

Empirical Truth and Literary Truth

Empirical Truth Literary Truth
Based on verifiable facts Expresses universal human truths
Found in science, history, etc. Found through fiction and imagination
Concerns the physical world Concerns emotions, relationships, morality and human nature
Requires factual verification Can be psychologically and emotionally true

e A fictional character such as Hamlet may not be historically real, but the
psychological and emotional realities represented through the character can be deeply
true.

1.4 Literary Aesthetics and Literary Criticism

Literary Aesthetics

o Literary aesthetics is philosophical and theoretical.
o [t formulates broad principles concerning beauty, artistic expression, emotional
response, and poetic creation.
o [t asks questions such as:
o What produces emotional response?
o What constitutes poetic genius?
o How does suggestion operate in language?

Literary Criticism

o Literary criticism is practical and analytical.

o It applies aesthetic principles to particular texts, authors, periods, and literary
works.

o [t interprets meaning, analyses structure, evaluates artistic success, and compares
literary works.

e Thus, aesthetics provides the theoretical framework, while criticism applies that
framework to individual texts.

o Aesthetics without criticism remains abstract, while criticism without aesthetic
principles may become merely subjective opinion.



1.5 Indian Perspectives on Art and Beauty

o Indian aesthetics adopts a holistic approach, connecting beauty with human life,
psychology, and spirituality.

o Beauty is not viewed merely as physical attractiveness but as a manifestation of
divine or universal harmony.

o Important Sanskrit concepts include:

Saundarya

e Means beauty or elegance.
o Itis associated with inner radiance or /avanya, rather than mere physical symmetry.

Charutva

e Means delightfulness, charm, or pleasing quality.
o It emphasises the uplifting effect of art upon the human mind.

Ananda

e Means spiritual bliss or pure aesthetic joy.
o Aesthetic pleasure is viewed as a refined form of joy resembling Brahmananda, the
supreme spiritual bliss.

Art as Sadhana

e Art was traditionally regarded as Sadhana, or disciplined spiritual practice.

o It could elevate consciousness, cultivate moral refinement, and provide temporary
liberation (moksha) from ordinary ego-driven anxieties.

e Through art, the mind becomes purified and aligned with a higher universal reality.

1.6 Evolution of Indian Aesthetic Thought

e Indian aesthetic philosophy developed over more than two millennia through
continuous debate, commentary, and intellectual development.
o [t broadly developed through two major traditions:
o Sanskrit Tradition — North and Central India
o Dravidian/Tamil Tradition — South India

Sanskrit Tradition

o Bharata Muni's Natyashastra provided the systematic foundation of Sanskrit
aesthetics.

e Natyashastra is generally dated between 200 BCE and 200 CE.

e Itintroduced the Rasa Theory, according to which the major purpose of artistic
performance is to evoke refined emotional experience.



o Later thinkers developed theories of Alamkara, Dhvani, Vakrokti, and Auchitya.
o Abhinavagupta gave Rasa theory a deeper philosophical and psychological
interpretation.

Dravidian/Tamil Tradition
o Developed through Sangam Literature and the Tolkappiyam.
e [t adopted an eco-centric and psychological approach.

e Human emotions were connected with Akam, Puram, Tinai, and Meyppadu.
e Nature and human psychology are treated as closely interconnected.

1.7 Major Schools of Indian Poetics

School  Major Thinker Central Concept
Rasa Bharata Muni Emotion / aesthetic experience
Alamkara Bhamaha, Udbhata Ornamentation
Riti Vamana Style
Dhvani  Anandavardhana Suggestion
Vakrokti Kuntaka Oblique/striking expression
Auchitya Kshemendra Propriety/balance
I. Rasa School

o Founded on Bharata's Natyashastra.

o Rasa is considered the ultimate goal or emotional essence of literature.

o It explains how permanent emotions (Sthayi Bhavas) become universalised aesthetic
experiences.

 Situational triggers, physical responses, and temporary emotional states contribute to
the experience of Rasa.

II. Alamkara School

e Associated with Bhamaha and Udbhata.
e Alamkara means ornamentation.
e Poetic beauty is produced through figures of speech that beautify language.
o Important examples include:
o Upama — simile
o Rupaka — metaphor
o Anuprasa — alliteration

III. Riti School

o Established by Vamana.
o Riti means style or mode of expression.
e Vamana's famous formulation is “Riti ratna kavyasya” — Style is the soul of poetry.



o It emphasises the harmonious arrangement of words and qualities such as clarity,
sweetness, and force.

IV. Dhvani School

e Introduced by Anandavardhana in Dhvanyaloka.

o Dhvani means indirect or suggested meaning.

e The highest literature does not communicate everything directly.

o Literal meaning functions as a vessel, while deeper aesthetic meaning emerges
through implication and resonance.

V. Vakrokti School

o Founded by Kuntaka in Vakrokti-jivita.

o Vakrokti means crooked, oblique, unusual, or striking expression.

o Literary language differs from ordinary speech through artistic deviation.

o A striking or clever turn in expression creates surprise and aesthetic delight.

VI. Auchitya School

e Propounded by Kshemendra in Auchitya-vichara-charcha.

e Auchitya means propriety, appropriateness, or balance.

o Figures of speech and stylistic devices are effective only when appropriately used.
o Propriety must suit the context, character, mood, and situation.

o [t therefore acts as a custodian of aesthetic harmony.



CHAPTER 2: KAVI, KAVYAM, SAHRIDAYAN AND
SAHITYA

2.1 Introduction

Classical Indian literary theory is organised around four interconnected concepts:

o Kavi — the poet or creative artist.

o Kavyam - the literary work.

o Sahridayan — the responsive reader or connoisseur.

e Sahitya — literature as the harmonious unity of word, meaning, and human
fellowship.

e These four form an interconnected literary ecosystem rather than isolated
components.

e A literary work begins with the creator but becomes aesthetically complete through
the appreciative reader.

2.2 The Concept of Kavi

e In Vedic literature, Kavi originally meant a seer, prophet, sage, or visionary, rather
than merely a writer.

o The Kavi possesses drishti — a special vision that allows the poet to see beyond
surface reality.

e An ordinary person sees physical objects, whereas the Kavi discovers their
emotional, symbolic, and cosmic significance.

e The poet transforms reality rather than simply copying it.

o Through selection and organisation of language, imagery, and themes, the Kavi
creates a new imaginative universe.

Kavi and Prajapati
e Classical theorists often compared the Kavi with Prajapati, the divine creator.
e Anandavardhana described the Kavi as the creator of the poetic universe.

o The poet reshapes ordinary reality into something more emotionally coherent and
aesthetically meaningful.

2.3 Definition and Qualities of a Poet

A true Kavi requires four essential qualities:

1. Pratibha — innate creative genius
2. Vyutpatti — erudition and cultural knowledge



3. Abhyasa — persistent practice
4. Bhavayitri Sakti — emotional sensitivity and empathy

1. Pratibha

e Pratibha is the inborn, intuitive creative imagination of the poet.

o Itis often described as a divine spark or sudden flash of insight.

o Bhatta Tauta defined it as the intellect capable of constantly creating new things.

o It enables the poet to discover appropriate words, metaphors, images, and emotional
expressions.

I1. Vyutpatti

e Vyutpatti means erudition, knowledge, and cultural learning.

e A poet must possess knowledge of grammar, linguistics, philosophy, history,
mythology, geography, logic, political science, and natural sciences.

o [t provides the intellectual foundation necessary to refine creative imagination.

II1. Abhyasa

e Abhyasa means continuous and disciplined practice.

o Itinvolves writing, revising, studying metres, learning from masters, polishing style,
and removing unnecessary expressions.

e Practice transforms technical skill into a natural part of the creative process.

IV. Emotional Sensitivity

e A poet must possess empathy and emotional sensitivity.

e The poet should be capable of understanding the joys, sorrows, anxieties, and
triumphs of human beings.

o Emotional coldness prevents literature from producing genuine Rasa.

2.4 The Concept of Kavyam

o Kavyam is the concrete manifestation of the creative energy of the Kavi.

e It includes not only lyric poetry but also epics, dramas, prose romances, and
historical narratives.

o It transforms ordinary language into an artistic and structured form.

e (lassical thinkers defined Kavyam from different perspectives.

Bhamaha — Union of Word and Meaning

e Bhamaha defines Kavyam as the harmonious combination of Shabda (word/sound)
and Artha (meaning/sense).

e Famous formulation: “Shabdarthau sahitau kavyam.”

o In excellent poetry, sound and meaning complement each other perfectly.



Anandavardhana — Dhvani as Soul

e Words and meanings form the body of Kavyam.
o Dhvani, or indirect suggestion, is its deeper soul.

Jagannatha — Delightful Expression

o Jagannatha defines Kavyam as linguistic expression communicating a beautiful or
delightful idea.
o The capacity to generate aesthetic pleasure is central to literature.

Autonomous Nature of Kavyam

o Kavyam creates its own imaginative reality.
o [t takes the reader beyond ordinary historical time and space into a world of emotion,
rhythm, and beauty.

2.5 Types and Classifications of Kavyam

A. Classification by Sensory Reception
Drishya Kavya

e Drishya means visual.

o It is literature intended to be seen and heard, especially on stage.

e It includes drama, plays, and theatrical performances.

e Actors, costumes, music, movement, and performance contribute to its effect.

Shravya Kavya

Shravya means auditory.

It is literature meant to be read, recited, chanted, or heard.

It includes poetry, novels, and written epics.

The reader constructs the imaginative world primarily through language.

B. Classification by Formal Composition

Padya Kavya
e Verse or metrical composition.
o Uses poetic metres, verses, and stanzas.

e Rhythm and musicality contribute directly to emotional effect.

Gadya Kavya



e Prose composition.

e Uses continuous, non-metrical language.

o Classical prose may still achieve artistic beauty through elaborate descriptions and
linguistic structures.

Champu Kavya

e A mixture of Padya and Gadya.
o Prose generally advances the narrative and provides descriptions.
e Verse is often used during moments of emotional intensity.

2.6 The Concept of Sahridayan

o Sahridayan is the ideal reader, connoisseur, or appreciative recipient of literature.

o Literally, it means “one of the same heart” or one who shares the poet's heart.

e The Sahridayan is not a passive consumer but an active co-creator of meaning.

e According to Abhinavagupta, continuous engagement with literature polishes the
reader's mind.

o Personal ego, anxieties, and biases temporarily recede, allowing the reader to
experience emotional harmony with the text.

Karaitri Pratibha and Bhavayitri Pratibha

Karaitri Pratibha
e The creative genius belonging to the Kavi.

o It transforms human experience into words, thythms, images, and metaphors.
e It is responsible for the creation of literature.

Bhavayitri Pratibha

e The appreciative genius belonging to the Sahridayan.

o It enables the reader to understand metaphors, reconstruct images, and experience the

emotional world of the text.

o Itis responsible for the appreciation and completion of literature.

o Without Karaitri Pratibha, literature cannot be created.

o Without Bhavayitri Pratibha, literature cannot be fully understood or aesthetically
experienced.

2.7 The Process of Aesthetic Appreciation



Sadharanikarana

e Sadharanikarana means universalisation or generalisation.

o In ordinary life, emotions are connected to particular persons, situations, times, and
places.

o In literature, these private emotions are transformed into universal human emotions.

o The reader experiences the emotion in a detached and refined state because the
situation is fictional.

e The universalised emotional experience produces Rasa, empathy, intellectual delight,
and ultimately Ananda.

2.8 The Concept of Sahitya

o Sahitya refers to literature as a unified whole.

e [t derives from the Sanskrit root sahit, meaning “together,
“accompanied by.”

o [t operates through three levels of harmony:

29 ¢¢

united,” or

1. Linguistic Level

e Harmony between Shabda (word/sound) and Artha (meaning).
e Word and meaning should exist in perfect balance.

2. Relational Level

o Fellowship between Kavi and Sahridayan.
o Literature allows one human consciousness to communicate with another across time,
culture, and geography.

3. Societal Level
e Literature contributes to human welfare and social refinement.

o It cultivates empathy, moral awareness, cultural preservation, and spiritual
development.



CHAPTER 3: NIPUNATA AND PRATIBHA —
KARAITRI AND BHAVAYITRI

3.1 Introduction

e C(lassical Indian poetics considers literary creation the result of refined intellectual
and imaginative faculties.
o Two important concepts are:
o Nipunata — acquired expertise and proficiency
o Pratibha — innate creative genius
o Pratibha further operates in two dimensions:
o Karaitri Pratibha — creative genius of the writer
o Bhavayitri Pratibha — appreciative genius of the reader.

3.2 The Concept of Nipunata

« Nipunata means proficiency, expertise, cleverness, and mastery.

o It is closely associated with Vyutpatti in classical discussions.

e Unlike Pratibha, Nipunata is acquired, not inborn.

o [t develops through study, observation, experience, and intellectual assimilation.

e According to Rajashekhara, a poet requires knowledge of Loka, Shastra, and
Kavya.

Three Components of Nipunata

1. Loka-Jnana

e Knowledge of human and natural life.

e Includes human behaviour, social customs, emotions, geography, seasons, animals,
and plants.

o It makes literary descriptions realistic and convincing.

2. Shastra-Jnana

o Knowledge of intellectual disciplines and sciences.
e Includes:

o Vyakarana — grammar

o Tarka — logic

o Arthashastra — statecraft

o Dharmashastra — ethics/duty

o Kala — fine arts
o [t provides logical depth and structural integrity.

3. Kavya-Jnana



o Deep study of works by great literary masters.
e Includes understanding plots, metaphors, rhythm, characterisation, and conflict.
o Helps an aspiring poet master the technical aspects of literary creation.

Importance of Nipunata

o Nipunata provides the poet with vocabulary, precision, cultural knowledge, and
structural control.

e It equips the mind to transform a sudden flash of creative inspiration into a finished
literary work.

3.3 The Concept of Pratibha

o Pratibha is innate creative genius, intuitive imagination, or vision.
o It is considered the primary cause (Hetu) of great literature.
o Unlike Nipunata, it cannot be completely acquired through study or practice.

Bhatta Tauta
e Defines Pratibha as the intellect capable of constantly inventing and producing new
things.
o It gives freshness and originality even to universal subjects such as love, betrayal, and
mortality.
Abhinavagupta
e Describes Pratibha as an intuitive internal power capable of creating unprecedented
things.
o It operates like a sudden flash of lightning, revealing word, image, and emotion
simultaneously.
Mammata

o Regards Pratibha as a latent inherited Samskara or seed.
e Mere technical knowledge without Pratibha may produce mechanical and lifeless
poetry.

Nipunata and Pratibha — Fuel and Fire

o Nipunata = wood, fuel, and structure; represents technical mastery.

o Pratibha = fire; represents the living creative spark.

e Nipunata provides the necessary tools, while Pratibha transforms those tools into
living art.



3.4 Classification of Pratibha

According to Rajashekhara, Pratibha operates in two major forms:

1. Karaitri Pratibha — Creative Genius
2. Bhavayitri Pratibha — Appreciative Genius

Karaitri Pratibha is further divided into:

e Sahaja
e Aharya
e Aupadeshiki

3.5 Karaitri Pratibha

o Karaitri Pratibha is the active and productive creative imagination of the Kavi.

o It enables the poet to visualise ideas, experience emotions, organise language, create
characters, and compose poetic structures.

o It is responsible for the actual creation of Kavyam.

Types of Karaitri Pratibha
1. Sahaja

e Means innate or natural genius.

o [tis an unearned creative gift, traditionally associated with inherited Samskara.

e Valmiki is presented as an example.

o His spontaneous poetic expression upon witnessing the death of a bird represents the
power of Sahaja Pratibha.

2. Aharya

e Means acquired or cultivated genius.

o It develops through study, effort, discipline, immersion in the arts, and continuous
writing.

o [t represents conscious craftsmanship.

3. Aupadeshiki

e Means instructed or inspirational genius.

o [t is awakened through external instruction, spiritual guidance, mantras, or the grace
of a Guru.

e A dormant creative ability may become active through such external intervention.



3.6 Bhavayitri Pratibha

Bhavayitri Pratibha is the appreciative genius of the Sahridayan.

It enables the reader to experience, interpret, and appreciate great literature.
According to Rajashekhara, without Bhavayitri Pratibha, the poet's creative work
cannot be fully appreciated.

Functions of Bhavayitri Pratibha

Moves beyond the literal meaning or Vachyartha.

Deciphers hidden symbols, allegories, and oblique expressions such as Vakrokti.
Reconstructs landscapes and situations through imagination.

Enables the reader to experience the emotional essence or Rasa.

Brings the reader into harmony with the poet's creative consciousness.

3.7 Relationship Between Creation and
Appreciation

Indian aesthetics does not place the writer above the reader; both are regarded as
equal partners in aesthetic experience.

Karaitri Pratibha creates the literary work.

Bhavayitri Pratibha activates and experiences its aesthetic meaning.

The Kavi and Sahridayan are therefore two complementary sides of the same artistic
process.

Literature becomes a shared experience of empathy, beauty, and consciousness.



CHAPTER 4: DRAVIDIAN AESTHETIC CONCEPTS

4.1 Introduction

e Dravidian aesthetics developed independently alongside the Sanskrit tradition.

e Itis rooted in Tamil Sangam literature, generally dated from 300 BCE to 300 CE.

o Its major theoretical foundation is the Tolkappiyam, associated with Tolkappiyar.

o [t adopts an eco-centric and situational approach to human life.

e Human emotions are understood in relation to landscape, seasons, time, flora, fauna,
and social circumstances.

4.2 Tinai and Ainthinai

Tinai

e Tinai literally means genre, class, behaviour, or land category.

o In literary aesthetics, it represents a unified ecological and psychological zone.

e A particular landscape corresponds to a particular emotional state and human
behaviour.

Akam

Means the interior or private world.
Mainly deals with:
o Love
o Courtship
o Separation
o Marriage
o Romantic intimacy
Individual names, dates, and specific locations are generally avoided.
Characters are represented as hero, heroine, confidante, etc.

Puram

e Means the exterior or public world.
e Deals with:
Warfare
Heroism
Statecraft
Empire
Philanthropy
Social duty
o Morality
e Unlike Akam, it can refer to particular kings, battles, and historical events.

o O O 0O O O



4.3 The Five Landscapes of Love —

Ainthinai
Tinai Landscape Associated Emotion
Kurinji  Mountains Secret union / first meeting

Mullai Forest/Pastoral Patient waiting / fidelity
Marutham Fertile plains  Quarrel / jealousy / infidelity
Neithal Seashore Longing / anxiety

Palai Arid desert Separation / dangerous journey

Three Structural Elements of Tinai
Mutalporul

o Refers to the basic space and time of the landscape.

Karupporul
e Refers to environmental elements such as:

o Gods
o Animals
o Birds
o Flowers
o Other natural features

Uripporul

o Refers to the human emotional behaviour associated with the particular landscape.

I. Kurinji — Mountain Landscape

Landscape: Mountains, waterfalls, jungles, wild animals, and Kurinji flowers.

Time: Midnight during the cold and dewy season.

Emotion: Secret union and first meetings of lovers.

The darkness and dangerous mountain paths symbolise the secrecy and excitement of
early love.

I1. Mullai — Pastoral/Forest Landscape

o Landscape: Forests, meadows, deer, jasmine flowers, shepherds.
e Time: Evening during the rainy season.



Emotion: Patient waiting, fidelity, and endurance during separation.
The heroine waits patiently for the hero's return, reflecting constancy and faithfulness.

III. Marutham — Fertile Agricultural Plains

Landscape: Rice fields, rivers, lotus ponds, water buffaloes, agricultural towns.
Time: Late night or before dawn.

Emotion: Domestic conflict, jealousy, quarrel, and infidelity.

Fertility and prosperity symbolise luxury and temptation, often leading to relationship
conflicts.

IV. Neithal — Coastal Landscape

Landscape: Ocean, sand dunes, seabirds, fishermen, water-lilies.

Time: Sunset.

Emotion: Longing, anxiety, despair, and grief caused by separation.

The restless sea and lonely seabirds mirror the emotional condition of the waiting
heroine.

V. Palai — Arid Desert Landscape

Landscape: Dry earth, withered trees, intense heat, vultures, bandits, and water
scarcity.

Time: Midday.

Emotion: Painful separation, dangerous journeys, and elopement.

Palai has no fixed geographical location; another landscape may become Palai when
affected by severe drought.

The harsh environment mirrors the suffering and danger associated with separation.

4.4 The Concept of Meyppadu

Meyppadu refers to the outward physical manifestation of an inner emotional state.
It is discussed extensively in the Porulathikaram of Tolkappiyam.

Mey means body, while Padu means manifestation.

Emotions such as fear, anger, and love produce visible bodily responses.

Examples include tears, trembling, changes in voice, facial expressions, and changes
in posture.

Importance of Meyppadu

It is an important tool for psychological realism.

It helps writers and actors represent emotions through visible physical signs.
Instead of directly stating an emotion, literature can show it through gestures, facial
expressions, tears, posture, or behaviour.

Thus, Meyppadu makes characterisation more vivid and realistic.



4.5 Eight Foundational Meyppadus

Meyppadu Meaning
Nakai Laughter / amusement
Alukai Sorrow / weeping
Ilivaral Disgust / contempt

Marutkai  Wonder / astonishment
Achcham Fear / dread
Perumitham Pride / heroism

Vekuli Anger / wrath
Uvakai Delight / satisfaction
1. Nakai

o Expresses laughter, amusement, irony, or mockery.
e May arise from ignorance, unexpected situations, or an opponent's foolishness.

2. Alukai

o Represents grief, weeping, and distress.
e (Can result from loss, misfortune, degradation, or separation.

3. Ilivaral

o Represents disgust, aversion, or contempt.
e May arise from immoral behaviour, filth, or cowardice.

4. Marutkai

e Represents wonder, surprise, and astonishment.
o Can be caused by something unexpected, vast, supernatural, or exceptionally
beautiful.

5. Achcham
e Represents fear or dread.
o Physical signs include trembling, retreating, and paleness.
e May be caused by dangerous animals, enemies, or storms.

6. Perumitham

o Represents pride, heroism, courage, and noble confidence.
e Associated with learning, great deeds, courage, and protection of the weak.



7. Vekuli

o Represents anger or wrath.
e May be expressed through raised voice, flushed features, and intense focus.
e Often caused by insult, injustice, or harm to loved ones.

8. Uvakai

o Represents delight, satisfaction, inner peace, and romantic fulfilment.
e Often manifested through relaxed body language and smiles.

Meyppadu and Rasa

e Meyppadu has similarities with the Sanskrit Rasa theory, but it remains distinct.

e [ts primary emphasis is on the visible and realistic bodily manifestations of
emotion.

o [t therefore provides a practical tool for vivid characterisation and dramatic
representation.

4.6 The Art of Suggestion — Ullurai

e Ullurai means inner, hidden, or implied meaning.

e It is particularly important in Akam love poetry.

o Tamil poetics values emotional restraint and indirect expression rather than directly
stating intimate feelings.

e In Ullurai, a natural event described in the background becomes a parallel
representation of the hidden psychological situation of the characters.

Example of Ullurai

A natural scene may describe:

A wild monkey moving through the mountains.

It ignores sweet jackfruit.

It jumps onto a branch and accidentally shakes a honeycomb.
The honey spills over the rocks.

The hidden meaning may be interpreted as:
e Monkey — reckless hero

o Ignoring jackfruit — neglecting immediate responsibilities
o Honey spilling from the hidden hive — secret love becoming publicly known

Importance of Ullurai

o [t creates a distinction between surface meaning and hidden meaning.



o It makes the reader an active interpreter.

o The aesthetic pleasure increases because the meaning must be discovered rather than
directly stated.

o Nature therefore becomes a symbolic language for human emotions.

4.7 The Art of Comparison — Uvaman

e Uvaman is the Dravidian/Tamil theory of simile, comparison, and analogy.

o Tolkappiyar discusses it in the Uvama-iyal.

o It helps explain unfamiliar or intense emotions by connecting them with familiar
objects and experiences from nature.

Two Parts of Uvaman
Uvameyam

e The subject being described.
o Example: a heroine's face or a hero's grief.

Uvaman

e The object used for comparison.
o Example: a lotus or a sun-scorched desert.

Four Criteria of Uvaman

Criterion Meaning Example

Vinai Action / Function Warrior compared to wildfire
Payan  Result/ Utility Patron's arrival compared to rain
Vadivua Form / Shape Bow compared to crescent moon
Uru Colour / Texture Eyes compared to red-hot coals

Vinai

o Comparison based on action or movement.

o Example: a warrior moving through enemy lines compared to wildfire moving
through a dry forest.

Payan

o Comparison based on effect, result, or usefulness.
o Example: a generous patron's arrival compared to rain after a drought.



Vadivu

o Comparison based on form or shape.
o Example: dancers arranged in a circle compared to a garland of flowers.

Uru

e Comparison based on colour or texture.
o Example: a warrior's eyes compared to red-hot coals.

Importance of Uvaman

e Uvaman is not merely decorative ornamentation.

o It conveys meaning and intensifies emotional experience.

e It connects human psychology with the natural world.

o It uses natural imagery to illuminate the inner emotional life of human beings.

IMPORTANT EXAMINATION
QUESTIONS

Chapter 1 — Short Answer

Define the etymological origin of the word Aesthetics.

What is the difference between empirical truth and literary truth?
Define Ananda in Indian aesthetics.

Name the six major schools of Sanskrit poetics.

What is meant by Auchitya in Kshemendra's philosophy?
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Essay Questions

1. Explain the structural differences and connections between Literary Aesthetics and
Literary Criticism.

2. Discuss the Six Major Schools of Sanskrit Poetics, their founders, and core
doctrines.

Chapter 2 — Short Answer

Explain the etymological meaning of Sahitya.

Define Sahridayan.

Differentiate between Drishya Kavya and Shravya Kavya.
What is Champu Kavya?

Define Sadharanikarana.

M



Essay Questions

1.

2.

Examine the concept of Kavi in Indian aesthetics and explain the essential qualities
required for creative genius.
Trace the literary lifecycle through Kavi, Kavyam, Sahridayan, and Sahitya.

Chapter 3 — Short Answer

M

Define Nipunata in Sanskrit poetics.

What are the three components of Nipunata according to Rajashekhara?
State Bhatta Tauta's definition of Pratibha.

What is Aharya Pratibha?

Define the function of Aupadeshiki Pratibha.

Essay Questions

1.

2.

Using the fuel and fire metaphor, analyse the relationship between Nipunata and
Pratibha.

Explain Rajashekhara's division of Pratibha into Karaitri and Bhavayitri, and
discuss why the reader requires genius to decode literature.

Chapter 4 — Short Answer

Sbh v =

Differentiate between Akam and Puram poetry.

What are the five geographical landscapes of Ainthinai?
Define the literal and aesthetic meaning of Meyppadu.
Give a brief definition of Ullurai.

What are the four criteria of comparison under Uvaman?

Essay Questions

1.

2.

Provide an eco-critical reading of the Ainthinai system, explaining how nature acts
as a map for human emotion.

Critically analyse Ullurai and Uvaman as linguistic tools of suggestion and
description in classical Tamil poetry.



MODULE 2

CHAPTER 1: THEORY OF RASA

1.1 Introduction to Rasa

o Rasa is one of the central concepts of Indian aesthetics and is primarily associated
with Bharata Muni's Natyasastra.

o Bharata discusses Rasa mainly in the chapters dealing with Rasa and Bhava.

o Rasa theory concentrates on the effect of a work of art upon the reader or
spectator.

e Rasa may be understood as the aesthetic experience produced in a sympathetic
audience through the representation of emotions.

o The Sanskrit word Rasa literally means juice, taste, or flavour; aesthetically, it refers

to the refined emotional experience enjoyed by a Sahridaya.

Rasa and Bhava

o Bhava refers to the emotion or psychological state represented in a literary or
dramatic work.

o Rasa is the aesthetic enjoyment or experience produced from that emotional
representation.

o Thus, Bhava is the emotional basis, while Rasa is the aesthetic experience derived
from it.

1.2 Bharata's Rasa Formula

Bharata's famous formula is:
“Vibhava-anubhava-vyabhicari-bhava-samyogad rasa-nispattih.”
e This means that Rasa arises from the combination of Vibhava, Anubhava and
Vyabhicari-bhava in relation to the Sthayibhava.
o The Sthayibhava is the underlying permanent emotional disposition.

e When it is activated and developed through the other emotional components, it
becomes an aesthetically relishable Rasa.

1.3 Sthayibhava

o Sthayibhava means a permanent or dominant emotional disposition.



o It exists as a latent psychological tendency within the individual.

e When properly stimulated and represented through dramatic or poetic means, it
develops into Rasa.

o Bharata originally recognised eight Sthayibhavas and eight Rasas.

« Later aesthetic thinkers added Sama and Santa Rasa, resulting in the concept of
Navarasa or nine Rasas.

The Nine Sthayibhavas and Rasas

Sthayibhava  Meaning Rasa

Rati Love Srigara — Erotic/Love

Krodha Anger Raudra — Furious

Hasa Mirth Hasya — Comic

Utsaha Courage/energy Vira — Heroic

Bhaya Fear Bhayanaka — Terrible

Jugupsa Aversion Bibhatsa — Odious/Disgust
Vismaya Wonder Adbhuta — Marvelous

Soka Sorrow Karuna — Pathetic/Compassionate
Sama Tranquillity Santa — Peaceful

1.4 Vibhava

e Vibhava refers to the causes, determinants, or circumstances that activate a
particular emotional state.

o It provides the situation through which the latent Sthayibhava becomes active.

o Bharata divides Vibhava into two types:

1. Alambana Vibhava

o Refers to the person or object that becomes the basis of the emotion.
o It is the person in whom or towards whom the Sthayibhava is activated.

2. Uddipana Vibhava

e Refers to the external conditions or circumstances that stimulate the emotion.
o Setting, atmosphere, season, surroundings, objects, and circumstances may function
as Uddipana Vibhavas.

1.5 Anubhava

o Anubhava means the physical or external reaction that follows an emotional state.
e The word comes from anu, meaning “to follow.”



o It represents the outward expression of an emotion through:

o Actions

o Words

o Facial expressions
o Gestures

o Physical behaviour
e Anubhava therefore makes an inner emotion visible to the audience.

1.6 Vyabhicari-bhava

e Vyabhicari-bhavas are temporary, secondary, or transitory emotional states.

e They support and strengthen the development of the principal Sthayibhava.

o They are also called Samcari-bhavas.

o Traditional Rasa theory recognises 33 Vyabhicari-bhavas.

o These fleeting emotions by themselves cannot constitute Rasa; they contribute to the
development of the dominant emotional state.

1.7 Rasa-nispatti

o Rasa-nigpatti refers to the process through which Rasa is produced or realised.

o The Sthayibhava is activated by Vibhavas.

o It is expressed through Anubhavas.

o It is supported by various Vyabhicari-bhavas.

o Through this combination, the spectator experiences the corresponding Rasa.

o Rasa is therefore not simply an emotion in ordinary life; it is a refined aesthetic
experience.

1.8 Abhinavagupta and Rasa

o Abhinavagupta was one of the most influential commentators on Bharata's Rasa
theory.

o His major commentary on the Natyasastra is known as Abhinavabharati.

o He famously emphasised that there is no poetry without Rasa.

o He focused particularly on the psychological dimension of aesthetic experience.

e According to him, emotions remain latent within the human mind and can be
awakened through artistic representation.

Poet and Reader

o Abhinavagupta considers the poet and cultured reader/spectator as partners in
poetic experience.



o Both participate in the aesthetic process, although each contributes in a different way.
o The poet creates the emotional situation, while the sensitive reader or spectator
experiences and relishes it.

1.9 Major Thinkers in the Development of
Rasa Theory

Bhatta Lollata

e Considered Rasa as a permanent mental state.
o He associated Rasa with both the dramatic character and the actor representing that
character.

Sankuka

o Developed the idea that the audience, at the height of aesthetic experience, does not
clearly distinguish between the actor and the character.

o The spectator accepts the dramatic representation and experiences the emotion
aesthetically.

Bhatta Nayaka

o Developed the important concepts of:
o Bhavakatva
o Bhojakatva
o Bhavakatva is connected with the generalisation or universalisation
(Sadharanikarana) of emotions.
o It frees spectators from their individual circumstances and allows them to experience
the character's emotions universally.
o Bhojakatva refers to the spectator's capacity to enjoy or relish pure aesthetic
pleasure.



CHAPTER 2: THEORY OF DHVANI

2.1 Meaning of Dhvani

o Dhvani literally means “echo” in Sanskrit.

e In Indian poetics, Dhvani refers to suggestion or implied meaning.

o The aesthetic enjoyment of poetry does not arise only from the direct meaning of
words.

o It also arises from the associations, suggestions, and ideas evoked by the words.

o The directly stated meaning is called Vacya, while the suggested meaning is called
Pratiyamana/Vyangyartha.

2.2 Anandavardhana and Dhvani Theory

o The theory of Dhvani was systematically formulated by Anandavardhana, a ninth-
century Kashmiri scholar.

e His famous work is Dhvanyaloka.

e He argued that words possess a meaning beyond their literal meaning.

o Dhvani is the poetry of suggestion.

e According to him, Rasa is attained primarily through suggestion.

e His famous formulation is:

“Kavyasyatma Dhvanih” — Dhvani is the soul of poetry.

2.3 Two Levels of Meaning

Poetry operates through two major levels:
1. Vacya

o The explicit or directly stated meaning.
e It is understood immediately from the words.
o [t forms the surface level of the literary expression.

2. Vyangya / Pratiyamana

e The suggested, implied, or evocative meaning.

o It goes beyond the literal meaning.

o [t is understood by a sensitive and knowledgeable reader.

o It gives poetry greater emotional depth and aesthetic beauty.



2.4 Three Functions of Words

According to the Dhvani framework, a word operates through three major functions:

1. Abhidha

o Denotation or primary meaning.
e Gives the direct dictionary meaning of a word.
e It produces Mukhya-artha or Vacyartha.

2. Laksana

e Indication or secondary meaning.
e Operates when the literal meaning cannot properly function in a particular context.
e It produces a context-dependent Laksyartha.

3. Vyaiijana

e Suggestion or tertiary function.

e Goes beyond the literal and secondary meanings.

e Reveals an unexpressed, evocative meaning known as Vyangyartha or Dhvani.
o [t is the most important function in the Dhvani theory of poetry.

2.5 Vyaijana-vrtti

e Vyaiijana-vrtti is the suggestive function of language.

e Through it, words acquire meanings beyond their obvious literal sense.

e A single expression may generate a plurality of meanings through suggestion.

o This deeper meaning often produces greater beauty, sensitivity, emotional
resonance, and aesthetic pleasure.

o For Anandavardhana, Vyafijana is the essential quality that distinguishes poetic
language.

2.6 Sabdartha-vyapara

« Sabdartha-vyapara refers to the semantic operations through which word and
meaning function together.

o It provides the theoretical foundation for understanding Dhvani.

e Abhinavagupta further systematised this framework in his commentary Locana on
Dhvanyaloka.

Three Semantic Operations



Operation Meaning Result

Abhidha Denotation Literal meaning

Laksana Indication Secondary/contextual meaning
Vyaiijana Suggestion Implied/aesthetic meaning

2.7 Classification of Dhvani

Abhinavagupta's discussion of Dhvani can be understood through two major bases of
classification:

1. The semantic mechanism through which suggestion operates.
2. The content that is suggested.

A. Classification According to the Primary Semantic
Mechanism

1. Laksapa-muala Dhvani

o The suggested meaning arises through Laksana, or secondary/indirect meaning.
e The literal meaning is either completely abandoned or modified.

Atyanta-tiraskrta-vacya

o The literal meaning is completely discarded.
o The suggested meaning replaces the literal meaning.

Arthantara-sankramita-vacya

o The literal meaning is shifted or modified.
o It moves towards another related or deeper meaning.

2. Abhidha-miila Dhvani

o The literal meaning remains meaningful and is deliberately intended.

o However, it acts as a vehicle or pathway towards a deeper suggested meaning.

o Itis classified according to the degree of perceptibility of the transition from literal to
suggested meaning.

Asamlaksya-krama-vyangya

e The transition from literal meaning to suggested meaning is not perceptible.
o It happens almost instantaneously.



o Rasa-Dhvani is particularly associated with this process.
Samlaksya-krama-vyangya
e The transition from literal to suggested meaning is perceptible and traceable.

e The reader can recognise how the suggested meaning emerges.
o [t is compared to the reverberation of a gong.

2.8 Classification of Dhvani According to
Content

According to Abhinavagupta, suggested meaning can be divided into three major types:
1. Vastu-Dhvani

o A fact, idea, situation, or narrative element is suggested indirectly.
o Something important is communicated without being explicitly stated.

2. Alankara-Dhvani

o A figure of speech is suggested rather than directly expressed.
o The reader recognises a metaphor, simile, or other poetic figure through suggestion.

3. Rasa-Dhvani

o Rasa itself is suggested through the representation of Vibhava, Anubhava, and
Vyabhicari-bhava.
o It represents the highest level of aesthetic suggestion.

2.9 Abhinavagupta's Contribution to
Dhvani

» Abhinavagupta further developed Anandavardhana's Dhvani theory through his
Locana.

o He connected Dhvani with the psychological experience of the spectator/reader.

e According to him, Rasa cannot be directly expressed.

e Merely stating an emotion, such as “he experienced grief,” does not produce Rasa.

o Rasa must be suggested through Vyaiijana.

o Through Sadharanikarana, the reader rises above personal ego and experiences
emotion in a universalised form.



o This aesthetic experience is compared to Brahmasvada-sahodara, or an experience
akin to spiritual bliss.



CHAPTER 3: THEORY OF RITI AND GUNA
3.1 Meaning of Riti

o Riti refers to the style, diction, or manner of expression used in poetry.

e It is concerned not primarily with what a poem says, but with how it says it.

o Itinvolves the selection, arrangement, and flow of words.

e Vamana defined Riti as “ViSista-pada-racana”, meaning a special or distinctive
arrangement of words.

e The particular arrangement of words is shaped by Gunas, or poetic excellences.

3.2 Synonyms and Related Concepts

Different Sanskrit theorists used different terms for ideas related to poetic style:

e Dandin used the term Marga, meaning “path”.

e Bharata used Vrtti, meaning mode of dramatic presentation.

e Mammata also used the term Vrtti.

e Although the terminology differs, the central concern is the same: how linguistic
structure shapes aesthetic experience.

3.3 Origins of Riti

e The roots of Riti can be traced to Bharata's Natyasastra.
o Bharata identified four types of Vrtti:

o Kaisikt
o Bharati
o Sattvati
o Arabhati

o Each Vrtti was associated with particular emotional and dramatic effects.
o For example:
o Kaisiki Vrtti — Srngara and Hasya
o Sattvati Vrtti — Vira and Adbhuta
e The idea that style should suit emotional content became an important foundation
for later Riti theory.

3.4 Bhamaha and Guna

o Bhamaha considered Gunas and Alankaras as features contributing to poetic beauty.
o He did not make a very strict distinction between them.



o He mentioned qualities such as:
o Madhurya — sweetness
o Prasada — clarity
o QOjas — vigour

o These three qualities were later given greater importance by Anandavardhana and

his followers.

3.5 Dandin and Marga

e Before Vamana developed the Riti school, Dandin made an important contribution

through his work Kavyadars$a.
e Dandin used the term Marga rather than Riti.
e He identified two major styles:
1. Vaidarbhi Marga
2. Gaudiya Marga

Vaidarbhi

o Characterised by elegance, smoothness, and poetic excellence.
o Possesses all ten Gunas.
e The language is refined and graceful.

Gaudiya

e Characterised by force, vigour, and complex compounds.

o [t gives greater importance to strength and grandeur.

o It lacks some of the softer qualities found in Vaidarbhi.

o Dandin's emphasis on Gunas prepared the ground for Vamana's systematic Riti
theory.

3.6 Vamana and the Riti School

e Vamana is the central theorist of the Riti school.
o He lived around the eighth century CE.

o His major work is Kavyalankara-saitra-vrtti.

o His famous declaration is:

“Ritir Atma Kavyasya” — Riti is the soul of poetry.

e According to Vamana, the special arrangement of words, supported by appropriate

Gunas, gives life to poetry.
o Even excellent subject matter cannot produce genuine poetic beauty without
appropriate style.



3.7 Vamana's Definition of Poetry

e Vamana considers poetry as a union of sound and sense.
e Poetry should be:
o Free from defects (Dosas)
o Endowed with Gunas
o Enriched by Alankaras
e Vamana uses Alankara in a broad sense of beauty or Saundarya.
o Riti is the vehicle through which poetic beauty is realised.

3.8 Three Types of Riti

Vamana classified Riti into three types:

1. Vaidarbhi

2. Gaudi
3. Pancal
I. Vaidarbhi Riti

e Associated with the Vidarbha region.
e Vamana considered it the highest and most complete form of poetic diction.
o It possesses all ten Gunas in their complete form.
e Characteristics include:
o Qrace
o Smoothness
o Clarity
o Sweetness
o Polish

e [t avoids long and cumbersome compounds.
o Kalidasa is traditionally regarded as a master of the Vaidarbhi style.

II. Gaudi Riti

e Associated with the Gauda region of Bengal.
e Characterised by:

o Qjas — vigour

o Kanti — brilliance
e It tends to use:



o Long compounds

o Forceful expressions

o Grand or elaborate language
o [t lacks Madhurya and Saukumarya.
e Vamana placed it below Vaidarbhi.

III. Pancalt Riti

e Associated with the Paiicala region.
e It possesses:

o Madhurya — sweetness

o Saukumarya — delicacy

o It lacks:
o Ojas
o Kanti

o It is gentle, soft, and free from harsh words and long compounds.
o [Its style is compared with the compositional quality found in the Puranas.
e Vamana considered it pleasant but less complete than Vaidarbhi.

Vamana's Preference

e Vamana considered Vaidarbhi the style every poet should aspire to master.

o He rejected the idea that practice in Gaudi or Paficali automatically leads to mastery
of Vaidarbh.

e He compared this to the idea that a person trained to weave jute cannot learn to
weave silk merely through that practice.

3.9 Gunas — Poetic Excellences

o Gunas are the qualities or excellences that distinguish poetic language from ordinary
language.
e Vamana defined the distinctive nature of Riti through “Viseso Gunatma”.
e He retained the ten Gunas identified earlier by Dandin but developed a more
systematic classification.
e He divided them into:
o Sabda Gunas — qualities related to word/sound
o Artha Gunas — qualities related to meaning
o Thus, the ten qualities were considered at both levels, giving a total of twenty
manifestations.

Ten Important Gunas

Guna Meaning
Ojas Vigour/force



Guna Meaning

Prasada Lucidity/clarity

Slesa Cohesion

Samata Evenness

Samadhi Concentration/transference
Madhurya Sweetness

Sukumarata Tenderness/delicacy
Udara/Udaratva Explicitness of meaning
Kanti Grace/brilliance

Arthavyakti Clarity of sense

3.10 Kuntaka and Gunas

o Kuntaka divides Gunas into two broad categories:
1. Sadharana Gunas
2. Asadharana Gunas

Sadharana Gunas

o Common to poetry in general.

e Include:
o Saubhagya
o Auchitya

Asadharana Gunas

o Distinguish different poetic styles or Marga.

e Include:
o Madhurya
o Prasada
o Lavanya
o Abhijatya

o Kuntaka also connects Gunas with Vakrata and considers Gunas and Alankaras

closely related to poetic beauty.

3.11 Namisadhu and Gunas

o Namisadhu made an important contribution to the discussion of Gunas.
o He argued that the three Ritis should not be considered Alankaras but rather Gunas of

Sabda.

o He distinguished artificial poetic ornaments from the natural qualities associated with

Rasa.



According to this view:
o Sabda- and Artha-Alankaras are artificial ornaments.
o Rasa represents natural poetic excellence.

3.12 Bhoja and Gunas

Bhoja, in Sarasvatikanthabharana, discusses the relationship between Rasa, Guna,
and Alankara.
He considers Rasa-yoga and Guna-yoga as permanent features of poetry.
Alankara-yoga, on the other hand, is not permanent.
Bhoja classifies Gunas into:

1. Bahya Sabda Gunas

2. Abhyantara Artha Gunas

3. Vaisesika Gunas or Dosas
A quality considered a defect in one context may sometimes function as a Guna in
another context.

3.13 Anandavardhana and Abhinavagupta

Anandavardhana provided a more systematic definition of Gunas and Alankaras.
He considers Vacya and Vacaka as the body of poetry and Rasa as its soul.
Gunas are therefore primarily related to Rasa.
Alankaras are associated with the body of poetry — Sabda and Artha.
Abhinavagupta further explains Gunas as states realised in the heart of the
Sahridaya.
He identifies three principal Gunas:

o Madhurya

o Ojas

o Prasada.

3.14 Mammata and Gunas

Mammata elaborated the position of Abhinavagupta.
He accepted three principal Gunas rather than Vamana's ten.
He rejected the remaining Gunas through three approaches:
1. Some can be included within the three principal Gunas.
2. Some are merely the absence of particular Dosas.
3. Some are not genuine Gunas and may actually function as defects.



3.15 Jagannatha Pandita and Gunas

o Jagannatha Pandita proposed a different understanding of Guna.

o He does not directly connect Gunas with Rasa, the soul of poetry.

e According to him, the Atman of poetry is Nirguna, just as the human Atman is
without qualities.

« Sabda, Artha, Racana, and Rasa can produce qualities such as Madhurya.

o These Gunas are ultimately understood as states or modifications of the mind
(Cittavrtti).



CHAPTER 4: THEORY OF ALANKARA

4.1 Meaning of Alankara

e Alankara means ornament, decoration, or embellishment.

e The word comes from the Sanskrit root alam, meaning “to adorn” or “to make
sufficient”.

o In literary theory, Alankara refers to figures of speech and stylistic devices that
beautify poetic expression.

o Just as ornaments enhance the beauty of a person, Alankaras enhance the beauty and
effectiveness of poetry.

o However, Alankara is not merely superficial decoration; it can intensify meaning and
emotion and distinguish poetic language from ordinary language.

4.2 Broad and Narrow Meanings of
Alankara

Broad Sense
e Alankara can refer to Kavyasaundarya, or poetic beauty itself.
Narrow Sense

o It refers specifically to figures of speech such as:

o Upama
o Ripaka
o Yamaka
o Slesa

o Anuprasa, etc.
o In this sense, Alankara is a means of beautifying poetry.

4.3 Alankara and Rasa/Dhvani

o In the early development of Indian poetics, Alankara occupied a very important
position.

o It helped theorists identify the visible and analysable features of poetic expression.

o Later, with the development of Dhvani and Rasa theories, its position became more
limited.

o Dhvani came to be viewed as the resonance or deeper meaning of poetry.

o Rasa became associated with the lived aesthetic experience.

e Alankara remained important as the expressive architecture through which deeper
meaning and emotion can be communicated.



4.4 Two Major Types of Alankara

Alankaras are broadly divided into:

1. Sabdalankara
2. Arthalankara

Sabdalankara

e Produces aesthetic beauty through sound and verbal arrangement.
e Repetition, rhythm, phonetic pattern, and musicality are important.

Arthalankara
e Produces beauty primarily through meaning, imagination, and conceptual

relationships.
o [t often requires greater intellectual interpretation.

4.5 Sabdalankara

The uploaded material discusses three important Sabdalarnkaras:

1. Anuprasa
2. Yamaka
3. Slesa

I. Anuprasa — Alliteration

e Anuprasa is the repetition of a consonant or consonantal sound within a poetic
expression.

e The repetition produces musicality, rhythm, and aesthetic pleasure.

o Example from Yamuna Varnana:

Tarani-tanuja-tata-tamala-taruvara-bahu-chaye

e The consonant sound “t” is repeatedly used across several words.
e The repeated sound creates a musical and pleasing effect.



I1. Yamaka — Homonym/Repetition

Yamaka occurs when similar or identical-looking/sounding words are repeated but
convey different meanings.

Thus, repetition operates simultaneously at the level of sound and meaning.

The uploaded material illustrates Yamaka through Kalidasa's description of Spring in
Raghuvamsa.

Examples include repeated forms such as:

o Palasa

o Paraga
o Latanta
o Surabhi

The repeated forms create different meanings depending on their context.

Function of Yamaka

Creates verbal beauty through repetition.

Produces semantic variety.

Gives poetry musicality and structural pattern.

Encourages the reader to notice the relationship between sound and meaning.

I11. Slesa — Pun

Slesa occurs when a single word is used once but conveys more than one meaning.
It is therefore based on semantic multiplicity.
The meanings are simultaneously relevant to the poetic context.
The example in the material uses words such as:
o Vidhau — Fate / Moon
o Kara — Hands/resources / Rays
o Dina-bhartr — Great person/patron / Sun
Thus, one expression operates through multiple meanings.

4.6 Arthalankara

The material discusses three major Arthalankaras:

1.

Upama

2. Rupaka
3. AtiSayokti



I. Upama — Simile
. Upamﬁ 1s a comparison between one person or thing and another familiar person or
. Ell“llilel%omparison is usually marked by a comparative word such as “iva” — like/as.
e Example:

Mukham kamalam iva sundaram

e Meaning: “The face is beautiful like a lotus.”

Elements of Upama

Element Meaning Example
Upameya Subject being described Face
Upamana Object of comparison Lotus
Vacaka Sabda Comparative word Iva / like
Sadharana-dharma Common quality Beauty

e Upama makes an unfamiliar or abstract quality easier to understand by connecting it
with a familiar image.

I1. Rupaka — Metaphor

o Riipaka is an implicit identification or comparison between two different things.
e Unlike Upama, the comparison is not explicitly marked by words such as “like”.
o Example:

Mukham kamalam asti

e Meaning: “The face is a lotus.”
o The face is directly identified with the lotus rather than merely compared to it.

Upama vs Rupaka

o Upama: Face is like a lotus.
o Riipaka: Face is a lotus.

II1. Atisayokti — Hyperbole

o Atisayokti means deliberate exaggeration.



o It intensifies an emotion, quality, or situation beyond literal reality.
o Example:

Mama hrdayam dagdham
e Meaning: “My heart is burned” / “My heart is reduced to ashes.”

e A person's physical heart does not literally burn because of grief or love.
o The exaggeration communicates the intensity of emotional pain.

4.7 Historical Development of Alankara
Theory

Bharata Muni

o The earliest references to Alankara can be traced to Bharata's Natyasastra.
e He mentions figures such as:

o Upama
o Ripaka
o Dipaka
o Yamaka

o At this stage, Alankara was not yet a fully developed independent theory.

Bhamaha

o Bhamaha was the first major systematic theorist of Alankara.

o His work Kavyalankara gave the school its name.

e He is often considered the father of the Alankara School.

o He emphasised figures of speech as essential to poetic beauty.

« He regarded poetry as a combination of Sabda and Artha.

o He also identified Vakrokti or striking expression as an underlying principle of poetic
ornaments.

Dandin

e Dandin discussed Alankara in Kavyadarsa.

o He defined Alankara broadly as the qualities that produce charm or beauty in
poetry.

e He expanded the number of poetic devices.

e He also incorporated stylistic ideas associated with Riti into his understanding of
poetic embellishment.



Udbhata

o Udbhata wrote Kavyalankara-sara-samgraha.

o He systematically classified poetic figures.

o He also connected Alankara with early theories of Rasa.

e Emotions could function as subordinate ornaments, known as Rasavad-Alankara.
Rudrata

o Rudrata classified figures according to logical and psychological principles.
e His categories included:

o Vastavya — reality

o Aupamya — comparison

o AtiSaya — hyperbole

o Slesa— pun.

4.8 Alankara after the Rise of Dhvani

o With the emergence of the Dhvani School through Anandavardhana, Alankara lost its
position as the absolute essence of poetry.

e Dhvani established suggestion as the soul of poetry.

o However, later theorists did not completely reject Alankara.

o Instead, Alankaras came to be understood as supporting elements of poetry that
serve the deeper emotional experience of Rasa/Dhvani.

4.9 Later Thinkers on Alankara

Ruyyaka

e Wrote Alankarasarvasva.
e Provided a systematic and logical classification of rhetorical figures.

Mammata and Visvanatha

o Treated Alankaras as decorative elements that enhance Rasa.
o They stressed that Alankaras should be used appropriately rather than mechanically.



4.10 Anandavardhana and the Place of
Alankara

o Anandavardhana considers Rasa superior to Alankara.
e Alankara should ideally:
o Suggest or support Rasa.
o Arise naturally along with the emotional representation.
o Be easily and naturally introduced.
o Not require excessive conscious effort from the poet.
e A good Alankara should therefore serve the central emotional purpose of the
poem.

4.11 Samiksa and Proper Use of Alankara

o Samiksa means analysis, review, close examination, introspection, or careful
observation.

Alankaras should be used with careful judgment.

They should remain Angabhiita, or subordinate/supporting elements.

They should not become Pradhana/Angin, the principal element of the poem.
The main theme must always remain central.

Figures should not be excessively elaborated or overworked.

Even an elaborate figure should ultimately function as an Anga, or subordinate
component.

4.12 Abhinavagupta on Alankara

o Abhinavagupta considers Alankaras to be comparable to external ornaments of the
body.

o However, he also recognises that some Alankaras can have a deeper internal
influence.

e He compares such organic ornamentation to Kumkuma, which is not merely an
external jewel but becomes integrated with the body.

e Thus, an organically integrated Alankara is preferable to a purely external ornament.

4.13 Bhoja and Alankara

o Bhoja offers a different classification of Alankaras.
e He divides them into:
1. Sabda



2. Artha

3. Sabdartha
He compares these forms with different types of bodily adornment.
His classification recognises external, internal, and combined forms of poetic
embellishment.

4.14 Alankara, Aucitya and Rasa

Alankara should never be allowed to dominate poetry at the expense of its deeper
aesthetic purpose.

Aucitya means appropriateness, harmony, and proportion.

An Alankara becomes effective only when it is appropriate to the:

o Context

o Theme

o Character
o Emotion

o Situation
Rasa is the soul of poetry, while Alankara functions as an embellishing and
supporting element.
Without Rasa, poetry may become like an ornamented body without life.

Kshemendra's View

Kshemendra, the systematiser of Aucitya, stresses that ornaments and excellences
have little value when there is no aesthetic life.

Aucitya determines the proper place and function of Alankara.

Thus, the relevance of Alankara depends on appropriateness and harmony.

4.15 Functions of Alankara

Alankara performs several important functions:

1. Enhancing Beauty

Makes poetic language more attractive and aesthetically pleasing.

2. Intensifying Emotion

Strengthens emotional expression and contributes to Rasa.

3. Creating Imagery

Helps readers visualise scenes, characters, objects, and ideas more vividly.



4. Distinguishing Poetry from Ordinary Language

o Transforms ordinary language into a more artistic and aesthetically charged form.

4.16 Criticism of the Alankara School

e The Alankara School made a foundational contribution to Indian poetics.
o However, critics argued that excessive concentration on figures of speech may lead

to:

O O O

o

Overemphasis on form

Neglect of emotional depth

Neglect of suggestion

Neglect of actual aesthetic experience

o Later schools, especially the Dhvani School, argued that Alankara is secondary.
o The deeper essence of poetry lies in Dhvani and Rasa.



MODULE 3 — POST-DHVANI
DEVELOPMENTS

Chapter 1: Gunibhutavyangya — Citrakavya and Critique
of Dhvani Theory

1.1 Introduction: Post-Dhvani
Developments

o The Dhvani theory formulated by Anandavardhana in the Dhvanyaloka became a
major turning point in Sanskrit poetics.

o Anandavardhana declared “Kavyasyatma Dhvanih” — Dhvani is the soul of poetry.

e According to the theory, the suggested meaning or Vyangyartha may be more
aesthetically important than the directly expressed meaning.

o The theory developed from the earlier Rasa theory of Bharata, extending the idea of
aesthetic experience from drama to poetry.

o However, Dhvani did not remain universally accepted. Later theorists both developed
and challenged Anandavardhana's ideas.

o These developments resulted in different approaches to the nature of poetry,
including:

o Dhvani-kavya

Gunibhiitavyangya-kavya

Citrakavya

Critiques of Dhvani by theorists such as Mahimabhatta and others.

o O O

Three broad categories of poetry

Type Characteristic
Dhvani-kavya Suggested meaning is predominant
Gunibhiitavyangya-kavya Suggested meaning is present but subordinate
Citrakavya Verbal or semantic ornamentation is predominant

Anandavardhana treats Dhvani-kavya as the highest type because the suggested meaning has
aesthetic predominance; Gunibhiitavyangya occupies an intermediate position, while
Citrakavya is primarily concerned with the beauty of words and meanings. (Wisdom Library)

1.2 Gunibhutavyangya



Meaning

e Gunibhiitavyangya literally means “suggested meaning made subordinate” or
“suggestion becoming a secondary element.”

o In this type of poetry, the Vyangya or suggested meaning is present, but it does not
dominate the Vacya, or expressed meaning.

e The expressed meaning remains more prominent and aesthetically attractive.

e Therefore, Gunibhiitavyangya is generally considered second-rate in comparison
with Dhvani-kavya, but it is still genuine poetry.

o The important distinction is not the presence or absence of suggestion, but its
degree of prominence. (Wisdom Library)

Simple distinction
Dhvani-kavya:

Suggested meaning — Principal
Expressed meaning — Secondary

Gunibhutavyangya:

Expressed meaning — Principal
Suggested meaning — Secondary

Citrakavya:

Suggestion — Absent or insignificant
Word/meaning ornamentation — Principal

1.3 Nature of Gunibhutavyangya

e Gunibhiitavyangya occupies an intermediate position between Dhvani-kavya and
Citrakavya.

o The suggested meaning contributes to the beauty of the poem but does not become its
central aesthetic purpose.

o The reader first appreciates the directly expressed meaning, while the suggested
meaning operates in the background.

o Thus, suggestion functions as a supporting quality (guna) rather than the dominant
principle.

o This is why it is called gunibhiita-vyangya — the Vyangya becomes a subordinate or
auxiliary element.

The uploaded Kunjunni Raja material also notes this distinction while discussing the
classification of Dhvani: when the suggested emotion is subordinate to the expressed sense, it
is called Gunibhiitavyangya.



1.4 Eight Varieties of Gunibhuatavyangya

Anandavardhana's discussion of Gunibhiitavyangya is traditionally understood through eight
varieties, based on the different ways in which the suggested meaning becomes subordinate.

The important idea behind these varieties is the relationship between the expressed and
suggested meanings.

1. Agiidha

o The suggested meaning is not concealed or difficult to understand.
o [t becomes easily noticeable but remains subordinate to the expressed meaning.

2. Aparanga
o The suggested meaning functions as a part or subsidiary element of another

dominant meaning.
o It contributes to the total poetic effect without becoming the principal element.

3. Vacya-siddhy-anga

o The suggested meaning helps to establish or strengthen the expressed meaning.
o Here, Vyangya is useful to the Vacya rather than dominating it.

4. Asphuta

e The suggested meaning is indistinct or insufficiently clear.
o The reader may perceive it only vaguely.

5. Samdigdha-pradhanya

e There is doubt about which meaning is more important.
o The expressed and suggested meanings appear to compete for prominence.

6. Tulya-pradhanya

e The expressed and suggested meanings possess almost equal prominence.
e Neither clearly dominates the other.

7. Kakva-ksipta

e Suggestion is produced through intonation or tone of voice.

e The same words can acquire different meanings depending upon how they are spoken.

e This connects Gunibhiitavyangya with the wider Dhvani principle of contextual and
tonal suggestion.



8. Asundara-vyangya

o The suggested meaning is present but is less aesthetically attractive than the
expressed meaning.
e Hence it remains subordinate.

Exam point: The eight varieties demonstrate that Gunibhiitavyangya is not the absence of
suggestion. It is a condition in which suggestion exists but does not attain the full aesthetic
dominance characteristic of Dhvani-kavya. (Wisdom Library)

1.5 Citrakavya

Meaning

o Citrakavya literally means “picture-poetry” or “poetry of verbal/semantic
patterns.”

o Here, the primary attraction lies in the beauty of words, sounds, figures and
meanings.

e Unlike Dhvani-kavya, it does not depend upon a powerful suggested meaning.

o The poet's skill is displayed through verbal ingenuity and intellectual construction.

e Thus, Citrakavya represents poetry in which Sabda and Artha, rather than Vyangya,
receive primary attention. (Wisdom Library)

Two major aspects
Sabdacitra

o Beauty created through the arrangement of sounds and words.
e Includes complicated patterns, repetition, rhyme, alliteration and other verbal devices.

Arthacitra

o Beauty created through unusual or ingenious arrangement of ideas and meanings.
o Depends on intellectual construction and semantic complexity.

1.6 Characteristics of Citrakavya

o Emphasis on form, verbal skill and intellectual ingenuity.

o Makes extensive use of Alankaras and elaborate linguistic structures.

o The meaning may be perfectly intelligible, but there is little or no dominant
suggestion.

o It demonstrates the poet's technical mastery over language.



e It can produce visual or intellectual effects through the arrangement of words and
meanings.

» Because of its emphasis on external poetic beauty, Anandavardhana considers it
inferior to Dhvani-kavya.

A useful formulation in the tradition is that poetry devoted mainly to Alankara-nibandhana,

or the construction of figures and embellishments, belongs to the Citrakavya sphere.
(Wisdom Library)

1.7 Dhvani, Gunibhiitavyangya and
Citrakavya

Feature Dhvani-kavya Gunibhuatavyangya Citrakavya
Sugggsted Dominant Subordinate Absent/insignificant
meaning
Exprgssed Secondary Dominant Dominant
meaning

Expressed meaning + secondary

Main attraction Suggestion/Rasa e sfion Words/figures/meaning
Position Highest Intermediate Lowest
Main emphasis Vyangya Vacya with Vyangya support Sabda/Artha
Relatigh to Strong Possible but subordinate Limited
Rasa
Main skill Suggestive Comblnatlon of Vacya and Yerbal{ semantic
power Vyangya ingenuity

Easy formula
Dhvani — Vyangya predominates
Gunibhiitavyangya — Vyangya is subordinate

Citrakavya — Citra/ornamentation predominates



CHAPTER 2: THE VAKROKTI SCHOOL -
CLASSIFICATION, VAKROKTI AND STYLE —
ANUMITI

2.1 The Vakrokti School

e Vakrokti is one of the important post-Dhvani developments in Indian literary theory.
e The chief exponent of the Vakrokti school is Kuntaka, the author of Vakroktijivita.
o Kuntaka developed Vakrokti into a comprehensive theory of poetic expression.
e The term Vakrokti is formed from:
o Vakra — crooked, oblique, indirect, unusual or distinctive.
o UKkti — speech, expression or utterance.
e Thus, Vakrokti literally means “crooked/oblique expression” or an expression that
departs from ordinary speech.
o For Kuntaka, poetry becomes poetry through the special and artistic manner in
which language is used.
e He therefore considers Vakrokti the life (Jivita) of poetry. (Scribd)

Kuntaka and Vakroktijivita

o Kuntaka belongs approximately to the 10th—11th century tradition of Sanskrit
poetics.

e His major work is ** Vakroktijivita **, literally meaning The Life of Vakrokti or The
Life of Poetic Expression.

o He developed an idea that had already appeared in earlier theorists such as Bhamaha,
but expanded it into a complete theory of poetic language.

o Earlier theorists often treated Vakrokti as a figure or special form of expression;
Kuntaka gave it a much wider significance.

o His theory focuses particularly on the creativity of the poet and the uniqueness of
poetic language. (Scribd)

2.2 Vakrokti and Ordinary Language

o Kuntaka distinguishes poetic language from ordinary/common language.

e Ordinary language generally communicates an idea directly and conventionally.
e Poetic language transforms the ordinary through:

unusual word choice,

sound patterns,

grammatical variation,

figures of speech,

sentence construction,

thematic arrangement,

O O O O O O



o overall composition.
e The poet does not merely communicate what is to be said; the poet gives importance
to how it is said.
o Therefore, the aesthetic quality of poetry lies in the creative deviation from
ordinary expression.

Simple example

Ordinary expression:

The moon is beautiful.

Vakrokti:

The night wears the moon as a silver ornament.
e The basic idea remains the same.

o But the second expression is imaginative, indirect and aesthetically striking.
o This special manner of expression constitutes Vakrata.

2.3 Vakrata — The Principle of Obliqueness

e Vakrata means obliqueness, deviation or artistic indirectness.

e [t does not mean incorrect or grammatically defective language.

e A poet may follow grammatical rules while still producing an unusual and
aesthetically striking expression.

o Vakrata may operate at different linguistic and structural levels.

o Kuntaka therefore provides a remarkably broad classification of poetic deviation—
from individual sounds to the entire composition. (Scribd)

Central idea
Ordinary language + artistic deviation = poetic expression
Thus:

Vakrata — uniqueness — aesthetic charm — poetic beauty

2.4 Vakrokti as the Soul/Life of Poetry

o Kuntaka considers Vakrokti the Jivita or life of poetry.

e Poetry does not become beautiful merely because it contains a subject, emotion or
idea.

o Its poetic identity depends greatly on the creative manner of expression.



e Two poets may write about the same subject, but their poems can be completely
different because of their individual styles.

o The distinctive treatment of a common subject reveals the creative genius (Pratibha)
of the poet.

e Therefore, Vakrokti is closely connected with poetic individuality. (Scribd)

2.5 Classification of Vakrokti

Kuntaka classifies Vakrokti into six major varieties.

They operate at different levels:

No. Type of Vakrokti Level

1 Varpa-vinyasa-vakrata Sound/phonetic

2 Pada-piurvartha-vakrata Word/lexical

3 Pada-parartha-vakrata Grammatical

4 Vakya-vakrata Sentence

5 Prakaranpa-vakrata Episode/context

6 Prabandha-vakrata Whole composition

This sixfold classification is one of the most important contributions of Kuntaka. (Dokumen)

2.6 Varna-vinyasa-vakrata

Meaning

e Varnpa means sound/letter and Vinyasa means arrangement.

e Varna-vinyasa-vakrata is the artistic arrangement of sounds or syllables.

o The poet deliberately arranges sounds to create musicality, rhythm, harmony or
emphasis.

o It operates at the phonetic level.

Features

e Repetition of consonants.

e Alliteration.

e Assonance.

e Rhyme and sound patterns.

e Musical arrangement of syllables.

e Repetition of particular sounds for aesthetic effect.

Example



“Love laughs at locksmiths.”

o Repetition of the 1 sound creates musicality.
e The sound arrangement itself contributes to poetic beauty.

Another example:

“Break, break, break,
On thy cold grey stones, O Sea.”

o Repetition of sounds contributes to rhythm and emotional intensity.

The linked material identifies this level with creative arrangement of sounds and connects it
with devices such as alliteration, assonance and rhyme. (Scribd)

2.7 Pada-purvartha-vakrata

Meaning

o Pada means word.

o Parvartha refers to the first/initial part of a word.

e This form of Vakrata operates through creative word choice and lexical usage.

o The poet selects an unusual or specially charged word instead of an ordinary
equivalent.

Important forms include

o Riidhi — conventional usage with special associations.
o Upacara — transferred or metaphorical usage.

e ViSesana — striking use of adjectives.

o Paryaya — creative use of synonyms.

e Samvrti — suggestive or concealed reference.

e Vrtti — special lexical/compound usage.

e Other distinctive uses of words.

Example
“Death lays his icy hands on kings.”

e Death is given human qualities.
e The unusual expression creates poetic effect.

Another example:

“Blind mouths” — Milton.



e The unexpected combination of adjective and noun produces a striking expression.

The Scribd material specifically explains Pada-piirvartha-vakrata as imaginative word choice
and includes Ruadhi, Upacara, Visesana, Paryaya, Samvrti and Vrtti among its forms.
(Scribd)

2.8 Pada-parartha-vakrata

Meaning

o This operates through the grammatical or terminal part of a word.
o Itinvolves creative manipulation of grammatical categories.

o Kuntaka includes variations involving:

Kala — tense

Karaka — case relation

Purusa — person

Samkhya — number

Linga — gender

Upagraha — voice/mood-related grammatical usage.

o O O 0O O O

Example
A poet may use the present tense to narrate a past event.

o This is often called the historical present.
o It makes the past event appear immediate and vivid.
o The grammatical choice itself creates poetic effect.

The linked source explains Pada-parartha-vakrata as the creative manipulation of tense, case,
person, number, gender and voice. (Scribd)

2.9 Vakya-vakrata

Meaning

o Vakya means sentence.

o Vakya-vakrata operates at the sentence level.

o The poet creates beauty through an unusual arrangement or construction of the
sentence.

o It is one of the broadest categories because many poetic figures can operate at this
level.

Includes



e Simile

e Metaphor
e Hyperbole
e Paradox

o Irony

e Other figures of speech and striking constructions.

Examples
Simile:
“My love is like a red, red rose.”
Metaphor:
“The world is an unweeded garden.”
Paradox:
“Deep down, he’s really shallow.”
e The unusual construction or relationship between words produces the aesthetic effect.

e Thus, Vakya-vakrata demonstrates how the whole sentence can become artistically
distinctive. (Scribd)

2.10 Prakarana-vakrata

Meaning

o Prakarana means an episode, section, context or particular part of a literary work.

o Here, Vakrata operates through the creative organisation of an episode or situation.

e The poet or dramatist introduces an unusual incident, arrangement or contextual
device.

o [t therefore moves beyond individual words and sentences to the structure of a
particular episode.

Example

e The play-within-the-play in Shakespeare's Hamlet can be understood as an
example of contextual/structural ingenuity.

o The inserted performance helps expose the truth concerning Hamlet's father's murder.

o The episode therefore contributes to the artistic structure and meaning of the larger
work.

The linked source uses the Hamlet example to illustrate Prakarana-vakrata. (Scribd)



2.11 Prabandha-vakrata

Meaning

o Prabandha means the entire literary composition.

o Prabandha-vakrata is Vakrata at the highest structural level.
e The whole work becomes distinctive through:

plot,

structure,

narrative organisation,

theme,

style,

arrangement of episodes.

O O O 0O O O

Importance

o It demonstrates the overall creative genius of the poet.

o The poet does not merely create beautiful sentences; the entire work is organised in an
unusual and artistically effective way.

o It is therefore the most comprehensive form of Vakrata.

Example

e A work may present its narrative through an unusual structure, multiple narrative
levels or an unconventional organisation.

e The uniqueness is experienced at the level of the whole composition, not merely
individual expressions.

2.13 Vakrokti and Style

o Vakrokti has a close relationship with the concept of style.

o The Riti school, particularly Vamana, explains poetry through style or special
arrangement of words.

o Kuntaka goes further by explaining how creative deviation at different linguistic
levels produces poetic beauty.

e Thus, both Riti and Vakrokti are concerned with how something is expressed, but
their approaches differ.

Riti vs Vakrokti

Riti Vakrokti
Focuses on style Focuses on oblique/creative expression



Riti Vakrokti

Vamana is chief theorist Kuntaka is chief theorist
“Vi$ista-pada-racana” “Vakrata”/creative deviation

Style as special arrangement of words Style as artistic deviation at multiple levels
Emphasises Gunas Emphasises poet's creative expression

o Riti asks essentially “What kind of style does the poem possess?”
e Vakrokti asks more dynamically “What makes the poet's expression distinctive?”

2.18 ANUMITI / ANUMANA SCHOOL

Meaning

e Anumiti means inferential cognition, while Anumana means inference.

o In the context of Indian poetics, the theory is associated primarily with
Mahimabhatta.

o His major work is ** Vyaktiviveka **.

o Mahimabhatta strongly opposed the independent status of Dhvani/Vyaiijana.

o He argued that what Anandavardhana called suggestion could be explained through
inference.

o This position is commonly called Anumitivada or the Anumana theory.

2.23 Anumiti versus Dhvani

Dhvani Theory Anumiti Theory
Anandavardhana Mahimabhatta
Dhvanyaloka Vyaktiviveka
Vyaijana is accepted Vyaijana as an independent power is rejected
Suggested meaning Inferred meaning
Vyangya Anumeya
Suggestion Inference
Dhvani is soul of poetry Dhvani can be explained through Kavyanumiti
Aesthetic meaning emerges through Aesthetic meaning emerges through inferential
suggestion cognition

2.24 Importance and Limitation of Anumiti

e Anumitivada is historically important because it represents one of the strongest
intellectual challenges to the Dhvani school.



Mahimabhatta's arguments demonstrate the close relationship between poetics,
semantics and Indian logic.

However, the Anumana theory did not gain the same lasting acceptance as Dhvani.
Some scholars therefore hesitate to treat Anumitivada as a fully independent school of
poetics.

Its major historical importance lies in its critical challenge to Dhvani and its attempt
to explain poetic suggestion through inference. (Ebooks Inflibnet)

2.27 Important Examination Questions

Short-answer / Paragraph Questions

NN RN =

9.

10.
11.
12.
13.
14.
15.
16.
17.
18.

What is Vakrokti?

Who is the chief exponent of the Vakrokti school?
What is Vakroktijivita?

Explain the meaning of Vakrata.

What is Varna-vinyasa-vakrata?

Explain Pada-piirvartha-vakrata.

What is Pada-parartha-vakrata?

Explain Vakya-vakrata.

What is Prakarana-vakrata?

Explain Prabandha-vakrata.

How does Vakrokti differ from Dhvani?
Explain the relation between Vakrokti and style.
Who was Mahimabhatta?

What is Anumiti?

What is Kavyanumiti?

What is Mahimabhatta's objection to Dhvani?
What is Vyaktiviveka?

Distinguish Dhvani and Anumiti.

Essay Questions

1.

Nownbkwd

Explain Kuntaka's theory of Vakrokti and discuss its significance in Indian
poetics.

Discuss the sixfold classification of Vakrokti proposed by Kuntaka.

Examine the relationship between Vakrokti and style.

Compare and contrast the Dhvani and Vakrokti theories of poetry.

Discuss Mahimabhatta's Anumiti theory as a criticism of Dhvani.

Explain the concept of Kavyanumiti and its relationship with Rasa.

Discuss the contributions of Kuntaka and Mahimabhatta to post-Dhvani Indian
poetics.



Chapter 3: Theory of Anumana

The Theory of Anumana is closely associated with Mahimabhatta and his work
Vyaktiviveka. It represents one of the major criticisms of Anandavardhana's Dhvani theory.
The uploaded Kunjunni Raja material is particularly relevant here because it explains
Mahimabhatta's position and the debate between Dhvani and Anumana.

3.1 Introduction to Anumana

e Anumana means inference or inferential knowledge.

e In Indian philosophy, Anumana is a means of arriving at knowledge through a
relationship between known and unknown facts.

o In literary theory, the concept is associated mainly with Mahimabhatta.

e Mahimabhatta questioned the need to accept Dhvani/Vyaiijana as an independent
power of language.

o According to him, what Anandavardhana calls suggested meaning (Vyangyartha)
can be explained through the process of inference.

o His theory is therefore generally known as Anumitivada or the theory of inference.

3.3 Anumana and Dhvani

The central disagreement can be represented as follows:

Dhvani School
Words — Vacya — Vyaiijana — Vyangyartha
e The expressed meaning gives rise to a suggested meaning through the special power

of Vyaiijana.
o The suggested meaning may be an idea, figure of speech or emotion.

Anumana School
Words/expressed meaning + context — Anumana — Anumeya

e There is no need for a separate Vyainjana.
o The reader arrives at the implied meaning through inferential cognition.

3.7 Anandavardhana's Criticism of
Anumana



Anandavardhana had anticipated objections of this kind.
His response is based on the difference between inference and suggestion.

o Inference requires Vyapti, an invariable relation between the middle term and the
major term.

e No such universal relationship exists between the expressed meaning and the
suggested meaning in poetry.

o The same expression can suggest different things depending upon:

context,

situation,

speaker,

tone,

emotional condition,

surrounding expressions.

O O O O O O

Therefore, poetic suggestion cannot be reduced to ordinary inference.
The uploaded material explains this argument directly: there is no invariable relationship

between primary and suggested meaning, and therefore the suggested meaning cannot be
established through valid inference.

3.8 The Analogy of Light and a Pot

Anandavardhana uses an important analogy to distinguish suggestion from inference.
o Light reveals a pot.
o The light makes the pot visible.
o However, there is no invariable relationship between light and the pot comparable to
the relationship required in inference.
Thus:
Light — reveals — Pot
Similarly:
Expressed meaning — reveals — Suggested meaning
o The expressed meaning makes the suggested meaning accessible.

o But the relationship between the two is not an inferential Vyapti.
o Therefore, suggestion is different from inference.

3.9 Anumana and the Sahrdaya

o The Sahrdaya is the sensitive or sympathetic reader.



o Literary experience requires more than knowledge of dictionary meanings.

e The reader must be capable of recognising relationships, contexts and emotional
implications.

e Mahimabhatta's inferential model gives an important role to the reader's intellectual
recognition of signs.

o However, Dhvani theorists argue that aesthetic suggestion is not merely logical
inference because the experience of poetry also involves imagination and emotional
response.

3.10 Anumana and Rasa

The theory of Anumana becomes especially significant when applied to Rasa.

e The poem presents Vibhavas, Anubhavas and Vyabhicaribhavas.
o These are observable or represented signs of an emotional condition.
e The reader recognises these signs.

e From them, the underlying Sthayibhava can be inferred.

o The aesthetic experience of Rasa follows from this process.

Simple structure

Vibhava + Anubhava + Vyabhicaribhava
!

Inference of Sthayibhava

l

Rasa experience

Thus, Anumana provides a logical explanation for how the reader can arrive at an emotional
state from its represented signs.

3.11 Example of Poetic Inference

Consider a dramatic situation in which:

e A lover sees the beloved leaving.
e He becomes silent.

e His face becomes pale.

o Tears appear in his eyes.

e He refuses to speak.

The poem may not directly state:

“He is experiencing intense sorrow.”



But the reader recognises the signs and concludes:
Silence + tears + changed appearance + separation — sorrow
The emotional state is therefore inferred from its manifestations.

This is the basic principle underlying the application of Anumana to poetic experience.

3.12 Anumana and Dhvani: Major
Difference

Anumana Dhvani
Associated with Mahimabhatta  Associated with Anandavardhana
Vyaktiviveka Dhvanyaloka
Inference Suggestion
Anumeya Vyangya
Requires inferential reasoning Works through Vyafijana
Depends upon signs/relations Depends upon suggestive power and context

More closely connected with logic More closely connected with aesthetic experience
Rejects independent Vyainjana Accepts Vyafjana

3.16 Importance of the Anumana Theory

o It represents one of the most important intellectual challenges to Dhvani theory.

o It connects literary criticism with Indian logic and epistemology.

o [t asks whether a separate linguistic function is really necessary to explain implied
meaning.

o [t emphasises the role of the reader's cognitive activity.

o It provides an alternative explanation for the understanding of emotions and meanings
in poetry.

o Even though Dhvani eventually remained highly influential, the Anumana theory
enriched Indian poetics by creating a serious debate about the nature of poetic
meaning.

3.17 Limitations of the Anumana Theory

o The biggest difficulty is that poetic suggestion does not always follow a fixed
Vyapti.

e A particular word or image may suggest different meanings in different contexts.

o Emotional and aesthetic responses cannot always be reduced to logical conclusions.



o Inference generally produces determinate knowledge, whereas poetry often produces
layered, suggestive and open-ended experience.

e Therefore, the Dhvani school argues that Anumana cannot completely explain the
richness of poetic suggestion.

3.21 Important Examination Questions

Short-answer / Paragraph

1. What is Anumana?

2. What is Anumiti?

3. Who is the chief exponent of the Anumana theory?

4. What is Vyaktiviveka?

5. What is Kavyanumiti?

6. What is Mahimabhatta's objection to Dhvani?

7. What is Vyapti?

8. How does Anumana differ from Dhvani?

9. Explain the analogy of light and pot in the Dhvani-Anumana debate.
10. What is the role of inference in understanding Rasa?

Essay Questions

1. Discuss Mahimabhatta's Theory of Anumana as a criticism of Dhvani.

. Explain the concept of Kavyanumiti and its significance in Indian poetics.
Critically examine the arguments for and against explaining Dhvani through
Anumana.

4. Compare the theories of Dhvani and Anumana.

Discuss the relationship between Anumana and Rasa.

6. Explain the importance of Vyapti in the debate between Dhvani and Anumana.
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Chapter 4: AUCITYA SCHOOL - AUCITYA AND ITS
SIGNIFICANCE

The Aucitya School is an important development in post-Dhvani Indian poetics. Its chief
exponent is Ksemendra, who developed the theory systematically in his work
Aucityavicaracarca. Aucitya is generally translated as propriety, appropriateness, fitness,
suitability or harmony.

4.1 Introduction to Aucitya

e Aucitya means appropriateness or propriety.

e The term is derived from Ucita, meaning proper, suitable or appropriate.

o In literature, Aucitya refers to the appropriateness of an element in relation to the
context in which it occurs.

e A word, expression, character, action, emotion, figure of speech or style should be
suitable to the situation.

e Aucitya therefore ensures harmony among the different elements of a literary
work.

o The theory is mainly associated with Ksemendra, who gave Aucitya an independent
and systematic position in Sanskrit poetics.

Simple definition

Aucitya is the principle by which every element of a literary work is made appropriate
to its context, subject, character, emotion and purpose.

4.2 Ksemendra

o Ksemendra was a major Sanskrit poet, critic and thinker of Kashmir.

o He flourished approximately in the 11th century CE.

o His important work on literary theory is Aucityavicaracarca.

e The title may be understood as “A Discussion/Examination of Aucitya.”

o Ksemendra developed the idea of propriety into a systematic aesthetic principle.

o His theory is especially important because it provides a principle for determining
whether the different elements of poetry are appropriate or inappropriate.

4.3 Aucitya and Earlier Theories

Aucitya is not completely new to Indian poetics.



o The idea of appropriateness can be found in earlier theorists.

o Bharata recognised the importance of suitability in dramatic representation.

o The Rasa theory requires that Vibhava, Anubhava and Vyabhicaribhava should be
appropriately represented.

o Anandavardhana also recognised Aucitya as important for the proper manifestation

of Rasa.

o Ksemendra, however, gave Aucitya a much more systematic and comprehensive
treatment.

o He made it a central principle for judging the artistic fitness of different elements of
poetry.

4.4 Ksemendra's Famous Principle

Ksemendra gives special importance to Aucitya in relation to Rasa.
A commonly cited formulation from his theory is:
“Aucityam rasasiddhasya sthiram kavyasya jivitam.”
Meaning
e Aucitya is the stable life of poetry whose success depends upon Rasa.
o In other words, Rasa can be properly realised only when the various components of

poetry are appropriately organised.
o Therefore, Aucitya acts as a regulating principle of Rasa.

Important idea

Rasa + Aucitya = Effective aesthetic experience

4.5 Aucitya and Rasa

This is one of the most important areas for examination.

o Rasa is the central aesthetic experience in Indian poetics.

o However, Rasa cannot be effectively produced if the elements of a literary work are
inappropriate.

o The character, language, setting, action, emotion and style must all suit the particular
Rasa.

e An inappropriate element can disturb or even destroy the intended Rasa.

e Therefore, Aucitya supports the proper manifestation of Rasa.

Example



Suppose a poet is creating a scene of Karuna Rasa:
o The situation should be appropriate to sorrow.
e The language should suit the emotional atmosphere.
e The characters should behave consistently with grief.
e Excessive comic language would be inappropriate.
e An inappropriate figure of speech may weaken the emotional effect.

Thus:

Appropriate elements — harmonious presentation — Rasa

4.6 Aucitya and Anaucitya

The opposite of Aucitya is Anaucitya.

Aucitya Anaucitya
Appropriateness  Inappropriateness
Fitness Unfitness
Harmony Disharmony

Suitable expression Unsuitable expression
Supports Rasa Disturbs Rasa

o Aucitya strengthens the aesthetic effect.
e Anaucitya creates a poetic defect or weakens the intended aesthetic experience.

o Therefore, a poet must carefully avoid inappropriate combinations of language,
character, action, emotion and style.

4.7 Types of Aucitya

Ksemendra discusses Aucitya in relation to many different components of poetry.

The major areas include:

Padaucitya — propriety of the word

Vakyaucitya — propriety of the sentence

Prabandharthaucitya — propriety of the overall meaning/composition
Gunaucitya — propriety of poetic qualities

Alankaraucitya — propriety of figures of speech

Rasaucitya — propriety of Rasa

Kriyaaucitya — propriety of action

Karakaucitya — propriety of case/grammatical relation
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9. Lingaucitya — propriety of gender

10. Vacanaucitya — propriety of number

11. Visesanaucitya — propriety of adjectives

12. Upamanaucitya — propriety of the object used for comparison
13. Kalocitya — propriety of time

14. DeSaucitya — propriety of place

15. Kulaucitya — propriety of family/social background

16. Vrataucitya — propriety relating to religious observance or vows
17. Tattvaucitya — propriety relating to truth/principle

18. Sattvaucitya — propriety of character/nature

19. Abhiprayaucitya — propriety of intention

20. Svabhavaucitya — propriety of natural disposition

Exam point: The exact enumeration can vary in presentations of Ksemendra's categories, but
the central idea remains the same: Aucitya operates at almost every level of poetic
composition.

4.8 Padaucitya

o Pada means word.
o Padaucitya refers to the appropriate selection of words.
e Words should suit:
o the subject,
o character,
o emotional situation,
o social context,
o tone of the poem.
e A word may be grammatically correct but aesthetically inappropriate.
o Therefore, the poet must select the right word for the right context.

Example

A solemn funeral scene would require dignified and emotionally appropriate vocabulary
rather than slang or comic expressions.

4.9 Vakyaucitya

o Vakya means sentence.

o Vakyaucitya refers to the suitability of sentence construction and expression.
e The sentence should correspond to the mood and situation.

o Short and forceful sentences may suit excitement or anger.

o Long, flowing sentences may suit description or contemplation.

o Thus, sentence structure contributes to the appropriate aesthetic atmosphere.



4.10 Rasaucitya

o Rasaucitya means appropriateness in the representation and development of
Rasa.

o Every emotion, situation and expression should be consistent with the dominant Rasa.

e The poet should avoid elements that contradict the emotional atmosphere.

e Proper use of Vibhava, Anubhava and Vyabhicaribhava is essential.

o Rasaucitya therefore provides a bridge between Aucitya theory and Rasa theory.

Example
For Sriigara Rasa:
e Dbeautiful surroundings,
e appropriate emotional interaction,
e suitable language,
e gestures and expressions,

can support the experience of love.

Introducing a completely inappropriate comic or grotesque element at the wrong moment
may disturb the Rasa.

4.11 Alankaraucitya

o Alankara means figure of speech or poetic ornament.

e A figure should be used only when it is appropriate to the subject and emotional
purpose.

e The poet should not use an ornament merely to display technical skill.

e A beautiful figure can become ineffective if it does not suit the context.

« Thus, Aucitya controls the use of Upama, Riipaka, Ati§ayokti, Slesa and other
figures.

Important principle
Alankara should serve the poem, not the poem merely serve Alankara.

This connects Aucitya with the post-Dhvani movement away from excessive formal
ornamentation.

4.12 Gunaucitya



Guna means poetic quality.

Different situations require different poetic qualities.

Madhurya may be suitable for tender or emotional situations.

Ojas may be appropriate for heroic or energetic situations.

Prasada may be desirable where clarity and ease are required.

Therefore, the selection of Guna must correspond to the Rasa and subject matter.

4.13 Kriyaaucitya

Kriya means action.
Actions performed by characters should be appropriate to their:
o personality,
o social position,
o age,
o situation,
o emotional condition.
A king, child, ascetic and warrior should not behave identically.
Character behaviour must therefore possess psychological and situational
appropriateness.

4.14 Karakaucitya

Karaka concerns grammatical relationships or case relations.

The grammatical relationship between words should suit the intended meaning.
Appropriate grammatical construction contributes to clarity and aesthetic
effectiveness.

Thus, Aucitya is not limited to literary themes; it also operates at the linguistic and
grammatical level.

4.15 Lingaucitya and Vacanaucitya

Lingaucitya

Linga means grammatical gender.
The gender forms used in a poem should be appropriate to the context and intended
meaning.

Vacanaucitya

Vacana means number—singular, dual or plural.
The choice of number should suit the context.



e A poet's deliberate grammatical choice can create or disturb poetic appropriateness.

4.16 Visesanaucitya

e ViSesana means adjective or qualifier.

e An adjective should suit the noun it qualifies.

e It should also suit the context and emotional purpose.

e An inappropriate adjective may produce an absurd or unintended effect.
e Appropriate adjectives contribute to precision and aesthetic beauty.

4.17 Upamanaucitya

o Upamana is the object used in a comparison.

e The object chosen for comparison should be appropriate to the subject and context.
e A comparison may be technically possible but aesthetically unsuitable.

e A good poet selects comparisons that strengthen the intended quality or emotion.

Example

Comparing a delicate heroine to a massive mountain may create an inappropriate image if the
intention is to emphasise tenderness.

4.18 Kalocitya

o Kala means time.

o Events, behaviour, descriptions and expressions must suit the time in which they
occur.

o Historical, seasonal and temporal contexts should be respected.

o For example, the description of nature should be appropriate to the particular season.

o Time also affects the behaviour and language of characters.

4.19 Desaucitya

o Des$a means place or geographical setting.

o The description of a place should suit its actual characteristics.

o Characters should behave and speak appropriately according to their geographical and
cultural environment.

o Thus, setting becomes an important component of poetic realism and credibility.



4.20 Svabhavaucitya

o Svabhava means natural disposition or inherent character.

e A character's behaviour should correspond to his or her nature.

e A brave warrior, a compassionate person, a miser and a saint should have distinct
behavioural patterns.

e Violation of natural character can create Anaucitya.

o This principle is especially important in drama and narrative literature.

4.21 Aucitya and Characterisation

e Aucitya contributes significantly to realistic characterisation.
e Characters must act according to their:
age,
gender,
social status,
profession,
personality,
emotional condition,
o cultural background.
e When a character behaves appropriately, the reader finds the character convincing.
o Therefore, Aucitya contributes both to aesthetic beauty and psychological
credibility.
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4.22 Aucitya and Style

Aucitya also has a close relationship with style.

o The style of a poem should be appropriate to its subject and Rasa.
e A heroic subject may require a forceful style.

e A romantic subject may require a graceful and sweet style.

e A philosophical subject may require clarity and seriousness.

e Therefore, style cannot be considered independently of context.

e This connects Aucitya with the earlier Riti and Guna theories.

Riti and Aucitya
Riti — What style is used?

Aucitya — Is that style appropriate to the context?



4.23 Aucitya and Dhvani

e Aucitya developed within the broader intellectual environment created by Dhvani
theory.

o Anandavardhana considered Rasa-dhvani particularly important.

o However, the effective realisation of Rasa depends upon the proper arrangement of all
poetic elements.

e Aucitya therefore acts as a regulating principle for Dhvani and Rasa.

e An inappropriate expression can block or weaken the suggested emotional experience.

e Thus, Aucitya and Dhvani are not necessarily contradictory theories.

Relationship
Dhvani — Suggests
Rasa — Is experienced

Aucitya — Ensures appropriateness

4.24 Aucitya and Alankara

o Earlier Alankara theorists emphasised figures of speech as major sources of poetic
beauty.

e Post-Dhvani theorists increasingly recognised that ornamentation alone cannot
guarantee aesthetic success.

e Aucitya provides a criterion for the proper use of Alankaras.

e An Alankara becomes effective when it is organically suited to the subject and Rasa.

o Therefore, Aucitya prevents ornamental excess.

4.25 Significance of the Aucitya School

1. Maintains Harmony

e Aucitya ensures harmony among the various elements of poetry.
o Words, sentences, characters, actions, figures and emotions work together rather than
against one another.

2. Supports Rasa

e Aucitya helps create the appropriate conditions for the realisation of Rasa.



o It prevents inappropriate elements from disturbing the aesthetic experience.

3. Provides a Critical Standard

e Aucitya gives critics a practical principle for evaluating poetry.
o The critic can ask whether a particular element is suitable to its context.

4. Controls the Use of Alankaras

o [t prevents excessive or mechanical ornamentation.
o Figures of speech become meaningful when they serve the central poetic purpose.

5. Improves Characterisation

o It ensures that characters behave consistently with their nature, status and situation.

6. Strengthens Style

o It ensures that the selected style is appropriate to the subject and emotional
atmosphere.

7. Creates Credibility

e Appropriate descriptions and actions make a literary work convincing and
aesthetically coherent.

4.32 Important Examination Questions

Short-answer / Paragraph Questions

What is Aucitya?
Who is the chief exponent of the Aucitya School?
What is Aucityavicaracarca?
Explain the meaning of Anaucitya.
What is Padaucitya?
What is Vakyaucitya?
Explain Rasaucitya.
What is Alankaraucitya?
Explain Kalocitya and De$aucitya.
. What is Svabhavaucitya?
. How does Aucitya contribute to characterisation?
. What is the relationship between Aucitya and Rasa?
. Explain the significance of Aucitya in Indian poetics.
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Essay Questions
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Discuss Ksemendra's theory of Aucitya and its significance in Indian poetics.
Explain the different types of Aucitya discussed by Ksemendra.

Discuss the relationship between Aucitya and Rasa.

How does Aucitya contribute to the unity and harmony of a literary work?
Examine the relationship between Aucitya, Dhvani and Rasa.

Discuss the significance of Aucitya in the proper use of Alankara and style.
Critically evaluate the Aucitya School as a post-Dhvani development.



Chapter 5: KAVI-SIKSA — CREATIVE EXPRESSION

Kavi-$iksa means the training, education or discipline of a poet. It deals with the qualities,
knowledge, skills and practices that a poet should cultivate in order to produce effective and
aesthetically valuable poetry. In the development of Indian poetics, Kavi-$iksa is particularly
important because it shifts attention from the nature of poetry to the making of poetry and
the development of the poet.

5.1 Meaning of Kavi-siksa

« Kavi means poet, while Siksa means instruction, training or education.
o Kavi-$iksa therefore means “training of the poet.”
o [t deals with the preparation required for a person to become a successful poet.
e Itincludes knowledge of:
language,
grammar,
literature,
metres,
figures of speech,
traditions,
human behaviour,
o nature and the world.
o [t also emphasises creative imagination, observation and practice.
e The aim is not merely to acquire literary information but to transform knowledge into
creative expression.
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Simple definition

Kavi-$iksa is the systematic cultivation of the knowledge, imagination, skills and
discipline necessary for poetic creation.

5.2 Kavi-siksa and the Poet

o Indian poetics does not regard poetry as the product of language alone.
o The poet's creative personality plays an essential role in literary creation.
e A poet needs both:
o natural creative ability, and
o acquired literary training.
o Knowledge provides the material, while imagination transforms that material into
poetry.
o Therefore, Kavi-$iksa attempts to develop the poet's Pratibha, learning and practical
skill.



5.3 Pratibha — Creative Genius

o Pratibha is one of the most important concepts associated with poetic creativity.
o [t may be translated as:
o creative genius,
o poetic imagination,
o intuitive insight,
o creative inspiration.
o Pratibha enables the poet to perceive relationships and possibilities that ordinary
people may not notice.
o [t allows familiar objects and experiences to be transformed into aesthetically
meaningful expressions.
e Thus, Pratibha is the creative foundation of poetry.

Example

Everyone may see a sunset.
But the poet may perceive:

the setting sun as a dying lamp,
the sky as a burning canvas,

or evening as nature's transition from life to silence.

The difference lies in creative perception.

5.4 Sources of Poetic Creativity

Indian theorists identify several factors responsible for poetic creation.

Three important sources
1. Pratibha — innate creative genius
2. Vyutpatti — learning/erudition
3. Abhyasa — practice

Formula

Pratibha + Vyutpatti + Abhyasa — Effective poetic creation



5.5 Pratibha

o Pratibha represents the poet's natural creative capacity.

o Itis the ability to produce new and aesthetically effective expressions.

e [t cannot be completely acquired through formal education.

o It enables originality and imaginative transformation.

e Without Pratibha, mere knowledge of grammar and literary conventions may produce
technically correct but lifeless poetry.

5.6 Vyutpatti

e Vyutpatti means learning, erudition or cultivated knowledge.
e A poet should possess wide knowledge of:
o grammar,
vocabulary,
mythology,
history,
philosophy,
earlier literature,
metres,
figures of speech,
o human nature.
o Literary knowledge helps the poet understand established conventions.
o It also allows the poet to use tradition creatively rather than mechanically.
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Important point

Pratibha gives creative power; Vyutpatti gives knowledge and direction.

5.7 Abhyasa

e Abhyasa means continuous practice.
o Even a naturally talented poet needs regular practice.
e Practice develops:
o command over language,
o fluency,
o poetic technique,
o stylistic control,
o revision skills.
o Repeated writing and correction help the poet transform inspiration into finished
poetry.

Therefore:



Talent without learning may be immature.
Learning without talent may be mechanical.

Talent + learning + practice produces effective poetry.

5.8 Kavi-siksa in Sanskrit Poetics

Several Sanskrit literary theorists discuss the preparation and education of poets.

Important theorists/texts

e Bhamaha — Kavyalankara

o Dandin — Kavyadarsa

e Vamana — Kavyalankarasiitravrtti

o Rudrata — Kavyalankara

e Mammata — Kavyaprakasa

o Rajasekhara — Kavyamimamsa

o Ksemendra — writings on poetic practice and propriety

Among these, Rajasekhara's Kavyamimamsa is especially significant for the systematic
discussion of the poet, poetic training and the process of literary creation.

5.9 Rajasekhara and Kavi-Siksa

o Rajasekhara was an important Sanskrit poet and theorist.
o His major critical work is Kavyamimamsa.
o The work is particularly concerned with:
the poet,
poetic composition,
sources of poetic material,
literary conventions,
o the education of the poet.
o Rajasekhara gives considerable importance to Kavi-Siksa.
o He presents poetry as a discipline requiring both creative ability and systematic
preparation.
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5.10 Poet as a Learned Person

According to the Kavi-$iksa tradition:



e A poet should be well educated.

o Knowledge should not be restricted to literature.

e The poet should observe and understand the world around them.
o Knowledge of different branches of learning enriches poetic imagination.
e The poet should be familiar with:

society,

nature,

human emotions,

customs,

geography,

history,

religion,

philosophy,

arts and sciences.
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Significance
The poet becomes capable of creating poetry that is:

informed + imaginative + convincing + aesthetically effective

5.11 Observation and Experience

e Creative expression depends heavily on observation.

e The poet should carefully observe:

nature,

people,

behaviour,

emotions,

social relationships,

changing circumstances.

o Personal experience provides raw material for poetry.

o However, poetry does not simply reproduce experience.
o The poet reorganises and transforms experience through imagination.
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Process

Experience — Observation — Imagination — Transformation — Poetry

5.12 Imagination and Creative Expression

o Imagination is central to poetic creativity.
o The poet transforms ordinary reality into an aesthetically meaningful form.
o Imagination can:



connect unrelated things,
create new images,
intensify emotions,
personify nature,
o reshape experience.
o Creative imagination distinguishes poetic expression from ordinary description.
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Example

Ordinary:

“The night was dark.”

Creative:

“The night swallowed the last footprints of light.”

The second expression does not merely describe darkness; it creates an imaginative
experience.

5.13 Kavi-siksa and Language

e Mastery over language is essential for creative expression.

e The poet should possess a rich vocabulary.

o Knowledge of grammar prevents unintended errors.

o Knowledge of synonyms enables precise selection of words.

e Awareness of sound patterns helps create rhythm and musicality.

e The poet should understand the difference between ordinary and poetic expression.

This connects Kavi-$iksa directly with the Vakrokti theory, because creative poetry depends
on distinctive expression.

5.14 Kavi-siksa and Alankara

e A poet should know the major Alankaras.

o Knowledge of figures of speech helps the poet enrich expression.

o However, Alankaras should not be used mechanically.

e The poet must know when and where an Alankara is appropriate.
o This brings Kavi-$iksa into contact with Aucitya.

Relationship

Knowledge of Alankara — Appropriate application — Aesthetic expression



5.15 Kavi-Siksa and Rasa

The poet must understand the nature of Rasa.
A poem should create an appropriate emotional atmosphere.
The poet needs to understand:

o Sthayibhava,

o Vibhava,

o Anubhava,

o Vyabhicaribhava.
This enables the poet to construct situations that can generate aesthetic experience.
Thus, Kavi-$iksa includes knowledge of how emotional experience is artistically
represented.

5.16 Kavi-siksa and Dhvani

A trained poet should understand the difference between what is directly expressed
and what is suggested.
Effective poetry often communicates more than its literal words.
The poet should therefore develop sensitivity to:
o 1implication,
o suggestion,
o symbolism,
o emotional undertones.
This connects Kavi-$iksa with Dhvani theory.

Relationship

Kavi's knowledge + creative imagination — effective suggestion — deeper poetic
experience

5.17 Kavi-siksa and Vakrokti

This is particularly important in the context of the present module.

Kuntaka's Vakrokti theory emphasises distinctive and oblique expression.
A poet must learn how to transform ordinary language into artistic language.
Kavi-$iksa develops the poet's ability to:

o select unusual words,

o create striking expressions,

o arrange sounds effectively,

o manipulate grammatical forms,
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structure sentences creatively,
organise episodes imaginatively.

e Thus, Kavi-§iksa provides the practical training through which Vakrata can be
achieved.

Simple relationship

Kavi-$iksa — training of poet

Pratibha — creative ability

Vakrokti — distinctive expression

Poetry — final creative product

5.18 Kavi-siksa and Aucitya
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Formula

Kavi-$iksa also teaches the poet the principle of Aucitya.
The poet must know what is appropriate to:

character,
situation,
Rasa,
place,
time,
style,
subject.

A technically beautiful expression can fail if it is inappropriate.
Therefore, creative freedom must be balanced by aesthetic judgment.

Creativity + Knowledge + Aucitya — Effective poetry

5.30 Important Examination Questions

Short-answer / Paragraph Questions

A

What is Kavi-$iksa?

What is the significance of Pratibha in poetic creation?

What is Vyutpatti?

Explain Abhyasa in the context of poetic creativity.

Who is associated with the systematic discussion of Kavi-$iksa?
What is the role of observation in poetic creation?
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How does imagination contribute to creative expression?
Explain the relationship between Kavi-$iksa and Vakrokti.
What is the importance of originality in poetry?

. Explain the relationship between Pratibha, Vyutpatti and Abhyasa.

Essay Questions
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Discuss the concept of Kavi-$iksa and its significance in Indian poetics.
Explain the role of Pratibha, Vyutpatti and Abhyasa in poetic creation.

Discuss Kavi-Siksa as a theory of creative expression.

Examine the relationship between Kavi-Siksa and Vakrokti.

Discuss the importance of learning, observation and imagination in poetic
creation.

How does Kavi-$iksa connect the major theories of Indian poetics with the
practical process of creative writing?

Evaluate the relevance of the classical concept of Kavi-Siksa to modern creative
writing.



MODULE 4: COLONIALISM AND
AFTER

1. THE IMPACT OF WESTERN LITERARY
CONCEPTS ON INDIAN AESTHETICS

Colonial Encounter and Western Influence

e During British colonial rule, Western education introduced Indian intellectuals to
European literary theories, genres and critical concepts.

o English education created a new intellectual environment in which Indian literature
was increasingly studied through Western categories.

o Indian aesthetic concepts such as Rasa, Dhvani, Alankara and Vakrokti came to be
compared with Western concepts of literature and criticism.

o This encounter resulted in both adaptation of Western ideas and renewed interest
in indigenous Indian traditions.

Effect on Indian Aesthetics

e Western literary criticism encouraged Indian scholars to re-examine traditional
aesthetic theories.

o Indian literature began to be discussed using concepts such as plot, character,
realism, imagination, personality and individual expression.

o Traditional Sanskrit aesthetics was sometimes presented as an ancient theoretical
system comparable to Western literary theory.

e Modern Indian critics attempted to establish that Indian aesthetics possessed its own
sophisticated theoretical foundations rather than being dependent on Western
criticism.

Colonial Influence and Literary Modernity
The colonial encounter therefore produced a complex situation. Indian writers and

intellectuals adopted Western literary forms while also using them to express Indian
experiences, identities and cultural concerns.



2. ARVIND GHOSH AND RABINDRANATH TAGORE

A. Sri Aurobindo / Arvind Ghosh

Sri Aurobindo (1872-1950) was a poet, philosopher, nationalist thinker and literary critic.
His aesthetic ideas attempted to connect Indian spiritual philosophy with modern literary
thought.

Sri Aurobindo's View of Poetry

For Aurobindo, poetry is not merely an imitation of external reality.

True poetry emerges from a higher level of consciousness and spiritual experience.
The poet receives inspiration through intuition, imagination and higher
consciousness.

Poetry can reveal deeper truths that ordinary intellectual reasoning cannot fully
express.

Poetry and Spiritual Experience

Aurobindo regarded art as connected with the spiritual development of human
beings.

Beauty is not merely external pleasure; it can lead the human mind towards a deeper
perception of reality.

The poet becomes a medium through which a higher or universal truth is expressed.
His theory therefore gives an important place to spirituality, intuition and
consciousness.

Aurobindo and Indian Aesthetics

Aurobindo drew upon Indian philosophical traditions while engaging with Western
literary ideas.

His thought represents an attempt to reinterpret Indian aesthetic principles in a
modern context.

His approach gives importance to Rasa, beauty, imagination, inspiration and
spiritual experience.

He rejected a purely mechanical understanding of literature and emphasised its
transformative power.

Aurobindo and Western Literary Thought

Aurobindo was familiar with Western literature and criticism but did not simply
imitate Western theories.

He attempted to develop a synthesis of Eastern spiritual thought and Western
literary consciousness.

His approach can therefore be understood as an important response to colonial
intellectual influence.



B. Rabindranath Tagore

Rabindranath Tagore (1861-1941) was a poet, philosopher, dramatist, novelist, educator
and thinker. His aesthetic philosophy combines Indian spiritual traditions with universal
humanism.

Tagore's Concept of Beauty

o For Tagore, beauty is closely connected with truth, harmony, nature and human
relationships.

e Art allows human beings to experience a sense of unity with the world.

o Beauty is not simply an external quality of an artistic object; it is related to the inner
experience of the perceiver.

e Artistic experience can overcome narrow individual and social boundaries.

Art and Human Freedom

o Tagore regarded artistic creativity as an important expression of human freedom.

o Creativity allows individuals to move beyond mechanical and utilitarian existence.

e Art has the capacity to create sympathy and emotional communication among human
beings.

Tagore and Rasa

o Tagore's aesthetic thinking has important connections with the Indian concept of
Rasa.

e Artistic experience transforms personal emotions into a more universal experience.

e The individual emotion expressed in art can become meaningful to a wider
community through aesthetic appreciation.

Tagore and Nature

o Nature occupies an important position in Tagore's poetry and aesthetic thought.

e Nature is not merely a background for human activity but a living presence
connected with human consciousness.

o His educational and artistic philosophy emphasised harmony between human beings
and nature.

Tagore's Universalism

e Tagore moved beyond narrow nationalism and emphasised universal human unity.

o He believed that Indian culture could engage with the West without losing its
distinctive identity.

o His thought therefore represents a form of creative cultural dialogue rather than
simple rejection or imitation of the West.



Aurobindo and Tagore: Comparison

Aspect Sri Aurobindo Rabindranath Tagore
Central concern Spiritual consciousness Humanistic and universal experience
. . . E ion of h. h
Art Expression of higher consciousness xpression of harmony and human
unity
Beauty Connected with spiritual truth s biih, nature and
harmony
.| e . ; Freedom, imagination and
Creativity Intuition and higher consciousness

experience
Indian tradition Strongly philosophical and spiritual Spiritual, humanistic and cultural

Western Synthesis of Eastern and Western

. Dial t 1t
influence thought ialogue between cultures

Importance Spiritual transformation Universal human communication



3. REINTERPRETATION OF INDIAN AESTHETICS IN
THE COLONIAL CONTEXT

Meaning

The colonial context forced Indian thinkers to reconsider their own literary and aesthetic
traditions in relation to Western education, criticism and cultural power.

Reinterpretation did not necessarily mean abandoning traditional aesthetics. Rather, it
involved recovering, reformulating and applying traditional concepts to modern
circumstances.

Rediscovery of Indian Aesthetic Tradition

e Scholars began to study Sanskrit texts and classical Indian theories systematically.

e Concepts such as Rasa, Dhvani, Alankara, Vakrokti and Aucitya received renewed
academic attention.

o Indian intellectuals sought to demonstrate that India possessed a sophisticated
indigenous tradition of literary criticism.

o (lassical theories were increasingly placed in dialogue with Western literary theory.

Translation and Interpretation

o Translation played an important role in making Sanskrit and Indian literary works
available to English-speaking readers.

o However, translation also created problems because Indian aesthetic concepts did not
always have exact equivalents in Western terminology.

e Concepts such as Rasa were sometimes interpreted through Western ideas such as
emotion, aesthetic pleasure or sentiment, which could reduce their original
complexity.

Nationalist Reinterpretation

e During the nationalist period, Indian aesthetic traditions became associated with
cultural identity and national pride.

o C(lassical literature and philosophy were used to demonstrate the intellectual and
cultural achievements of India.

o Writers and thinkers attempted to resist the colonial representation of India as
culturally backward.

Modernisation of Traditional Aesthetics

o Traditional theories were not simply preserved in their historical form.

o Thinkers attempted to ask how concepts such as Rasa, beauty, imagination and
spiritual experience could operate within modern literature.

o Indian writers experimented with Western genres while retaining Indian cultural
themes and aesthetic values.



Synthesis of Indian and Western Thought
The colonial period produced several possible responses:

Imitation — adopting Western literary models.

Rejection — defending indigenous traditions against Western influence.

Synthesis — combining Indian and Western ideas.

Reinterpretation — understanding traditional concepts through new historical and
social circumstances.

P

Importance of Reinterpretation

o [t transformed Indian aesthetics from something viewed merely as an ancient tradition
into a living intellectual resource.

e [t encouraged comparative literary studies.

o It helped Indian thinkers negotiate between tradition and modernity.

o [t laid the foundation for later postcolonial and contemporary approaches.



4. CONTEMPORARY APPROACHES: DALIT AND
FEMINIST CRITIQUES OF TRADITIONAL
AESTHETICS

Contemporary Indian aesthetics increasingly questions whether traditional aesthetic theories
adequately represent all sections of society.

Two particularly important approaches are the Dalit critique and the feminist critique.

A. Dalit Critique of Traditional Aesthetics

Meaning

Dalit aesthetics emerges from the experiences of communities historically subjected to caste-
based discrimination, exclusion and oppression.

It questions aesthetic theories that focus primarily on universal beauty, harmony and detached
aesthetic pleasure while ignoring social inequality and lived suffering.

Major Features

e Gives importance to the lived experiences of Dalit communities.

o Literature becomes a means of expressing oppression, humiliation, resistance and
identity.

o Challenges the idea that literature must always conform to established notions of
beauty and refinement.

o Emphasises social experience and political consciousness alongside aesthetic value.

Critique of Traditional Aesthetics

o Traditional aesthetic theory can be criticised for treating aesthetic experience as
universal while overlooking differences of caste, class and social power.

e The idea of the detached sahrdaya can be questioned: can a reader completely detach
aesthetic experience from the realities of social oppression?

o Dalit literature often refuses to hide suffering behind conventional notions of beauty.

o Experiences that were historically excluded from elite literary traditions become
legitimate subjects of literature.

Dalit Aesthetics and Experience
A central principle is the importance of experience (anubhava).
o The writer's social experience becomes a significant source of literary authenticity.

o Personal suffering can acquire collective significance.
o Literature becomes a space for testimony, protest, identity and resistance.



o The distinction between aesthetics and social reality is therefore questioned.
Significance
Dalit aesthetics expands the scope of Indian literary criticism by asking:

Whose experiences are represented in literature, and whose experiences have been
excluded?

B. Feminist Critique of Traditional
Aesthetics

Meaning

Feminist literary aesthetics examines literature and aesthetic theory from the perspective of
gender, women's experiences and structures of patriarchy.

It questions literary traditions in which women have often been represented as objects of

beauty, desire or idealised femininity rather than as creative subjects and autonomous
voices.

Critique of Representation

o Traditional literature has frequently constructed women through male-centred

perspectives.

o Women may be represented as muses, heroines, mothers, wives or objects of
desire.

o Feminist criticism asks whether such representations reflect women's actual
experiences.

o It seeks to recover women's voices that have been marginalised from literary history.

Feminist Critique of Beauty

o Traditional aesthetic ideas of beauty may establish idealised standards of female
appearance and behaviour.

o Feminist approaches question who defines beauty and whose interests such definitions
serve.

o The female body can become an object of aesthetic appreciation while the woman's
own subjectivity is ignored.

Woman as Creator
Feminist aesthetics shifts attention from:

Woman as object of art — Woman as subject and creator of art



Women writers are studied as independent literary voices.

Women's experiences become legitimate sources of literary knowledge.

Domestic life, motherhood, sexuality, labour and gender discrimination can become
important literary subjects.

Feminist aesthetics therefore challenges the boundaries of what is considered worthy
of artistic representation.

Gender and Rasa

Feminist approaches can also question whether aesthetic categories such as Rasa are entirely
neutral.

Traditional theories may describe emotions in universal terms.

Feminist criticism asks whether social and gender differences influence emotional
experience.

The representation of Srngara, Karuna and other Rasas can be reconsidered from
women's perspectives.

Thus, feminist criticism does not necessarily reject Rasa theory but can reinterpret it
through questions of gender and power.

Dalit and Feminist Approaches:

@
Comparison
Aspect Dalit Aesthetics Feminist Aesthetics
Major concern  Caste oppression Gender inequality
Focus Dalit lived experience Women's experiences and voices
S . . Patriarch le-cent
Main critique Caste hierarchy and exclusion atriarciy gnd werli-ceming
representation
Literature Testlmony, protest, resistance, quen s writing, gender, identity,
identity resistance
Traditional Questions claims of universal Questions gender-neutral claims and
aesthetics aesthetic experience representation
Central concern  Social justice and dignity Equality, agency and representation
Major Brings caste experience into Brings gender experience into
contribution aesthetics aesthetics

EXAM QUESTIONS

Short/Paragraph Questions

1.
2.

What is meant by the colonial encounter in Indian aesthetics?
Explain the impact of Western literary concepts on Indian aesthetics.
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10.
11.
12.

13

What is Sri Aurobindo's concept of poetry?

Explain Tagore's concept of beauty.

Write a note on Aurobindo's spiritual aesthetics.

How does Tagore connect art with human unity?

What is meant by the reinterpretation of Indian aesthetics?

Explain the role of nationalism in the reinterpretation of Indian aesthetics.
What is Dalit aesthetics?

Explain the Dalit critique of traditional aesthetics.

What is feminist aesthetics?

Explain the feminist critique of traditional representations of women.

. How do Dalit and feminist aesthetics challenge the idea of universal aesthetic

experience?

Essay Questions

1.

(98]

Discuss the impact of Western literary concepts on the development of modern
Indian aesthetics.

Examine the aesthetic theories of Sri Aurobindo and Rabindranath Tagore.
Discuss how Indian aesthetics was reinterpreted in the colonial context.
Explain the major features of Dalit aesthetics and its critique of traditional
Indian aesthetics.

Discuss the feminist critique of traditional aesthetics with special reference to
representation, beauty and women's agency.

“Contemporary Indian aesthetics moves from universal aesthetic claims towards
plural and socially situated perspectives.” Discuss.

Compare the Dalit and feminist critiques of traditional Indian aesthetics.



