CHAPTER-III

Contribution of Dhanafnjaya and Visvanatha to Sanskrit Poetics

The various works in the history of Sanskrit poetics, those are available
in India from Bharata to Jagannatha and others are not found in any other
language in the world. Starting from Bharata, Bhamaha, Dandin, Vamana,
Udbhara, Ridrata,  Anandavardhana,  Abhinavagupta, — Dhanafijaya,
Rajasekhara, Mammata, Visvanatha, Jagannatha and others have created
Alamkarasastra i.e., Sanskrit poetics of different volumes and kinds in thir
respective ages. They all have belonged about the 2" century B.C. upto 18"

century A.D.

Out of them Dhanafijjaya and Visvanatha are the well known
personalities. In this chapter contribution of Dhanafijaya and Visvanatha to

Sanskrit poetics are briefly discussed.
3.1. Contribution of Dhanafjaya to Sanskrit Poetics:

Dhanafjaya was proficient in all brances of learning. Very little is
known about the personal history of Dhanafijaya. He has written only one
dramaturgy that is the Dasariapaka. Dasarapaka is mainly an Nagya opus. After
Bharata’s NS, the acceptability and greatness of Dasaripaka remained
unrivalled. NS are the encyclopedia of Narya. Its conduct of other subjects is

more elaborate than the description of the matters connected with Narya.
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Dhanafijaya has, therefore, compiled Dasaripa embodying all matters

connected to the Ripaka.

The Dasaripaka is more systematic than the NS. It is written in verses,
mostly in Slokas, but the style is so concise that without the commentary it is

hardly intelligible.

The Dasaripaka of Dhanafjaya, in its conduct of dramaturgy, is
apparently base on the time-honoured authority of Bharata; but as Bharata’s
huge compendium, both from the practical as well as theoretical view, is
discursive and cumbersome with its load of histrionic and other matters,
Dhanafijaya attempts to sift the mass of details, and, limiting himself only to
dramaturgy, restates the general principals in the form of a practical, condensed
and systematic manual." These features of the new contribution actually
obtained for it such reputation and currency that in course of time it seems to
have superseded not only all other treatises on the subject but also the basic
work of Bharata himself. Visvanatha, for instance, refers now and then to
Bharata and gives one or two quotations from NS; but in the main he bases his

treatment of dramaturgic topics on Dhanafijaya.”

Although there are many works on Sanskrit poetics, such as
Kavyaprakasa, Kavyadarsa, Dhvanyaloka, Rasagangadhara etc. But the
Dasaripaka 1s a valuable work (accepts Natyasastra and Sahityadarpana)
which deals with almost the topic on poetics including dramaturgy. So the help

of Dasariipaka a reader can find everything about Sanskrit Kavya.
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Dasariipaka is complied in Karika form. Karikas are 300 in all. It is
divided into four chapters (called Prakasa). In the first Prakasa, after bowing
to Ganesa, Visnu, Bharata and Sarasvati, Dhanafijaya speaks of the ten kinds
of Riapaka, Nrtya and Nrtta, Lasya, Tandaba, the five Sandhis and their Angas,
definition of Viskambhaka, Chilika, Ankasya, Arnkavatara, Pravesaka etc. In
the second Prakasa, he speaks of several kinds of Nayakas (heroes) and
Nayikas (heroines), their characteristics, their friends, the four Vs and their
Angas. The third Prakasa gives practical directions as to how to begin an
Nataka, about the prologue, about the various requisites that constitute the ten
kinds of Ripakas. The fourth deals with the Rasa (sentiment) theory in all its

detalils.

We have touched upon all the important aspects of the definition of
Nataka, ten types of Ripakas, Nrtya and Nrtta, five Sandhis and definition of

Viskambhaka, Chiilika, Arkasya, Ankavatara and Pravesaka etc.
Nataka (The drama):

Dhanafijaya defines Nataka as-
“3raZelo[PIcIoliceIe-’

‘Drama is the imitating of situation.’

Again, he called- A show because of the fact that it is seen. i.e., “%U

zoIRII=I* Example as- white, red, blue etc. as Rizpa.

He says- “%ud dcAARIUNT’’

That means, it representation (Ripaka) because is parts of actors.
According to Bharata, Narya is- “cllcdbIoldriIo{bUI ollc=Ie]’| ©
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Ripaka:
Dhanafjaya discusses about Riipaka and its varities in his own valuable
work of the Dasariipaka. He says-

“GOIEla JATRIA’|
Or, Riapakas are ten types, and is based on the Rasa.

The ten chief varities of Ripakas (dramas) are: The Naraka, Prakarana,

Bhana, Prahasana, Dima, Vyayoga, Samavakara, Vithi, Arika and Ihamrga. 8
Nrtya and Nrtta (Pantomime and Dancing):

Nrtya and Nrtta are probably mentioned here chiefly on account of the
similarity of name. The words Natya, Nrtya, Nrtta are all derived from the root
‘nrt’ or its Prakrit form ‘nat’ and the author seems to have felt the need of

differentiating them.
According to Dhanafijaya, Nrtya as-
“310RIG AR olrel’l’
Nrtya, which is based on the (emotional) states, is quite another thing.
And he also defines Nrtta as-
el AlcTeRIZRI’| "

That means, Dancing (Nrtta), being based on rhythm and time (is also

different).
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The aesthetician also say about the Nrtya is based on Bhava, and Ripaka
is Rasa based. Nrtta depends on Tala and Laya on vocal recitation is Margz and

others Desi.

Natya develops Rasa the full, by depicting the characters in the most
perfect style, which is the ultimate developed stage of Bhava, whereas in Nrtya,
Bhavas are just indicated. In Nagya the story has to be enacted. In Nrtya by
mere movements of the body organs, Bhavas are indicated. In music, Tala is
the quantum of Swara (notes) and in Nrtta it is Matra, limited to foot
movements. Nrtya and Nrtta are sub-divided into Lasya and Tandava. These

are employed in Naraka.
Rizpaka bheda (Basis of classification of dramas):
Dhanafjaya says about Riipaka bheda-
“qFe] oIl R gDl !
‘Dramas are classified according to subject-matter, hero and sentiment’.

Vastu has two aspects, Mukhya (principle) i.e., Adhikara and Prasarngika
(incidental). In Riapaka, like Nataka, the main story is known as Adhikarika. In
Kavyas like Ramayana, the story of Rama and Sita is Adhikarika. The
subsidiary stories which remain as part of the Adhikarika story are called
Prasangika. The storeis of Sugrva and Vibhisana are Prasasgika. Assuming
authority over the result is Adhikara. The overlord of the result is the Adhikar?

Vastu.
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The story while remaining auxiliary to the Adhikara Vasthu, incidentally
achieve its own result is Prasangika. Prasangika may be complementary in
character. When the story is confined to a certain distance. It is Pataka and
limited to a place it is Prakari. Thus the story composition would be

Adhikarika, Pataka and Prakari combined.

Another classification is, Prakhyata, Utpadya, and Misra. Prakhyata is
famous having been taken from Puranas, Utpadya made by the poet, and
Misra, combination of the first two. Next are Divya, Martya and Divyadivya. In
Nataka, Bija, Bindu, Pataka, Prakart and Karya are the ‘Arthaprakrsi’
(Karyalakshana=Artha Prakrtaya). The difference between ‘Arthaprakrti’ and
‘Avastha’ are not clear. Bija etc. (Arthaprakrti) may be generative cause. This
can be called the material of the Vastu. Where these exist, the shape of the

Vastu can be constructed.

Then Dhanafijaya describes about the Arambha, Yatna, Praptyasa,
Niyatapti and Phalagama are of the five ‘Avastha’ (This may perhaps be
related to the mindset of the hero, ‘Arthaprakrti’ may be physical division and
Avastha the psychological division.) and Mukha, Pratimukha, Garbha,
Avamarsa (Vimarsa) and Upasamhrti are the five ‘Sandhis’. At last in the first
chapter of Dasariapaka, Dhanaijaya defines about five ‘Arthopaksepaka’ as
following:-

“grelfugruch: e usfdt: UferurcAd]
[ HR TP IS PRRISPIAARUAID: ||
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What is to be intimated one should make clear by means of the Intermediate
scenes (Arthopaksepaka), namely: Viskambhaka (explanatory scene), Cilika
(intimation scene), Askasya (anticipatory scene), Askavatara (continuation

scene) and Pravesaka (introductory scene).

So, it may be concluded here by that the first chapter is helpful for
knowing the brief characteristics of Naraka, Riapaka, Nrtya, Nrtta, Sandhi,
Arthopaksepaka etc. in Sanskrit drama and sailent feature of different Kavyas

from different angles.
Nayaka (hero) and its varities:

After various kinds of dramatic subject matter (Narya -Vastu), now
Dhanafjaya describes Nayaka and it varities in his dramatic work Dasaripaka.
He defines Nayaka as-

“ole1l fdoficll szl gat: fiRiaa:|
Ipello: Ylfcralestt dador: BeR! ail
qqeg Arsferfeenacsrerafodd:|
9! 26 ol orrrasly anfdim: |l

‘The Hero should be well-bred, charming, liberal, clever, affable, popular,
upright, eloguent, of exalted lineage, resolute and young; endowed with
intelligence, energy, memory, wisdom, arts and pride; heroic, mighty, vigorous,

familiar with the codes and a just observer of lows.

The divided the Nayakas are four types. He defines as-

“fioyqel ciferaenealorlgaRer’l”
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Nayaka is four kinds, these are: Lalita (light-herted), Santa (calm), Udatta

(exalt) and Uddhata (vehement).

In the definations of these four kinds of hero, each of them terms Lalita,
Santa etc. has prefixed to it the word ‘Dhira’, (self-controlled); in order to
indicate that the hero, unlike he heroine, must always have himself under

control.
Dhanafjaya defines Srrigara (Love) Nayaka as-
“J GI3IT: 916 €Ioc: df UrIoRl &I

“When the Nayaka has been captivated by another women, clever (Daksina),

deceitful (stha), or shameless (dhysta) toward his previous (love).”"’

The basis of Syigara Nayaka, four types of Nayaka and each type are
divided into four. So, there are sixteen types of Nayaka. Since each of the
sixteen varieties of Nayaka may be superior (uttam), intermedeate (madhyama)
and inferior (adhama). So there are forty eight (48) varieties of Nayaka

mention by the author of Dasariupaka.

The rhetorician mentions the Prati- Nayaka (opponent hero) in his

Dasariipaka. He says-

“cToell efR1g: Ieotl: Ul cIioft 37: 71"

Or, the opponent (hero) is avaricious, self-controlled, and vehement

(dhiroddhata), stubborn, criminal and vicious.

Example- Duryadhana the opponent of Yudhisthira.
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Dhanafjaya contribution of Nayika (heroine) and its varieties as

follows-

“Fqol AreRUIHIeT dgun oifrar Hrerr)

Means, The Nayika is of three kinds: The hero’s own wife (sva), another’s
(anya) and commom women (sadharanastri).Each of the Nayikas also has been

classified in sixteen types.
Classification of the sixteen types of Nayika:

The following table shows Dhanafjaya’s classification of the types of heroine,

the numbers indicating the sixteen varieties. (DR. by C.O. Haas. 2.24-35.)

Heroine
| | |
Own wife or beloved another’s Courtesan
(13) (f) (16)
Mafden Marrie%l women
(14) (15)
| | |
Inexperience Partly experienced Experienced
| ! |
Self-controlled Partly self-controlled Lacking sglf-controlled
Oider Your|1ger Older Younger OJder Younger
(2) 3) (4) (5) (6) (7)

A 4
§elf-contro|led Partly self-éontrolled Lacking in self-contrJoI
Older Younger Older  Younger Older Younger
(8) (9) (10) (11) (12) (13)

Dhanafijaya mentions about the twenty natural graces of the heroine.

Three of them are physical: Feeling (Bhava), Emotion (Hava), and Passion
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(Hela). These seven qualities come of their own accord: Beauty (Sobda),
Loveliness (Kanti), Radiance (Dipti), Cuteness (Madhurya), Bravery
(Pragalbhata), Dignity (Audarya), and Self-control (Dhairya). And the ten
qualities that arise from one’s disposition are considered to be: Sportiveness
(Lila), Delight (Viasa), Tastefulness (Vicchitti), Confusion (Vivhrra),
Hysterical Mood (Kilalincita), Manifestation of affection (Mottayita),
Pretendentded anger (Kiftamita), Affected indifference (Bibboka), Lolling

(Lalita) and Bashfulness (Vihrta).

Dhanafjaya gives four types of Vrwti. These are: Kaisiki, Sattviki,

Arabhati and last one is Bharati Vrtti.
Rules of Vrtti in Rasa:

Dhanafijaya says as-

“9IgeII oIl di Arracamerc ot

334 3¢ g dieR1 afer: Adest AR
The Kaisiki expressing in the erotic sentiment; the Sattivaki expressing in the
heroic; the Arabhati style, on the other hand expressing in the furious and

odious sentiments: the Bharati Vrtti is everywhwre in the all of Rasas.
Natya Svaripa:

Natya is the imitation of a particular state, mood, etc. That which is in
Natya forms Ripaka, because there is a sort of imaginative representation.
Narya which depend upon Rasa are ten in number. Natya is the representation

through gesticulatory, verbal, dressy and temperamental (4drgika, Vachika,
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Aharya and Sattvika) Abhinaya, the profoundly large high, simple and clear
nature of the hero, heroine and other characters as described in Kavya.
‘Avasthanukarana’ (imitation of situation) is the attainment of identity with the
character, of the actors through the representation of their deportment, dress,
talk and other life-activities. Narya is Drsya, that which could be seen. It is
Rupa. As it is subjected to the process of seeing, it is Ripa. In Ripakalarkara,
Miikhachandra we superimpose the moon on the face. In the same manner in
Natya, the state of the charecters like Sri Rama is superimposed on the Nara,
and it is therefore called Ripaka. The words, Natya, Ripa and Ripaka are used

in the same sense.

In the following table the basis of the classification of Dasarapaka is

enumerated.
GENRES OF DASARUPAKA
(AT oIl AW AGD:)
Sl. Name | Act Plot Hero Juncture Stages Senti- Style
No. S (Sandhi) of ment (Vrtti)
action (Rasa)
(Avastha)
1 Nataka | 5- Renowned | Celebrated Five Five Eight Four
10 (Udatta)
2 Praka- | 5- Devised Noble- Man | Five Five Eight Four
rana 10 who
is not a king
(Dhira-
prasanta)
3 Bhana |1 Devised Men about | Two Begin- Erotic Verbal
town (opening ning, (love) (pre-
conclusion) | Attain- domi-
ment nent)
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4 Vyayog | 1 Well Known Three Begin- All Three
a Known And vehement | Opening ning, except no
(Uddhata) Prog- Effort, erotic Kaisiki
ression, Attain- and (grac-
conclu- ment comic ful
sion) style
5 Sama- | 3 Well- Exhalted Four Bein- Hero- Three-
vakara Known (12) (opening, ning, ic, No kai-
progression, | effort Furious | Siki
devel- (grace
opment, ful
conclusion style
6 Dima 4 Well- Known Four Begin- All Three-
Known And vehe- Opening ning, except No kai-
Ment Prog- effort, erotic siki
(Uddhata) ression, possi- and (grace-
conclu- bility comic ful
sion) of style
attain-
ment
7 lhamrg | 4 0or | Well Divine Three Begin- Heroic | Three-
a 1 Known Vehe- Opening ning, Furious, | No Kai-
Or Ment Prog- effort, Erotic $iki
Devised ression, attain- (grace
conclu- ment ful
sion) style
8 Anka 1 Well Human Two Begin- Pathe- Verbal
Known Heroes (opening ning, Tic, (pre-
Or some Who conclusion) | attain- Heroic | domi-
times Are ment nent)
devised Known
And
Vehement
9 Vithi 1 Devised All Two Begin- Eight Verbal
characters- (opening ning,
types, conclusion) | attain-
superior, ment
middle, Low.
10 | Praha- |1 Devised Human Two Begin- Erotic Verbal
Sana or heroes (opening ning, Comic (pre-
2 Of conclusion) | attain- domi-
either ment nent)
different
reli-
gious
sects or
gall-
ants
and
others

Rasa (Sentiment):

In the fourth Prakasa, Dhanafijaya describes the Rasa briefly.
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Through Vibhava, Anubhava, Sattvikabhava, and Vyabhicaribhava, the
Sthayibhavas like Rati (love) are made enjoyable and it is Rasa. The
Sthayibhava through the process of Vibhava, Anubhava, Vyabhicaribhava, and
Sattvikabhava by usage in Kavya and exposition in Nataka by Abhinaya,
become enjoyable or sensually perceptible in the heart of the listener or
spectator are conceived as Rasa. This enjoyability in Kavya and Nataka is the
unique pleasure-oriented living spirit, in its aspects. Rasika is the one who
imbibes the enjoybility of this Rasa. He is otherwise known as the Smjika.
Sravya Drsya Kavyas are Rasabat, because these expose this unworldly sprit of
pleasure. Dhanafijaya accepts nine Rasas. Difference of opinion prevails
among scholars about eight Rasas. He has not specifically made any mention

about its Vibhavas.

Yet another conception by a few scholars is the proper of reckoning
“Nirveda” as a Rasa. They argue that Rasa is called so because it is vulnerable
to taste. Nirveda also possesses the qualitative aspects suitable for being tasted.
It can also, therefore, be classified as Rasa. They also put forward other Rasas

in the same way.

All the Rasas have been discussed in the next chapter with its great

detail.

Its importance in the eyes of Indian students of the drama is further
attested by the various citations of its rules and allusions to them in latter
poetical and dramaturgic treatises and in the native commentaries on Hindu

plays. In the ‘Prataparidriya’, for example, we find ten quotations from the
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Dasariipaka, the source being indicated in all but one of the cases; three other
passages, also ascribed to the Dasariipaka, are not to be found in our text. The
Sahityadarpana, furthermore, not only refers to Dasaripaka and criticizes
some of its statements, but bases its treatment of dramaturgy to great extent on
Dhanafijaya’s work and repeats verbatim or with minor variations a large
number of its sections. A similar dependence on the Dasariapaka and

recognition of its value is found also in other dramaturgic treatises.
3.2. Contribution of Visvanatha Kaviraja to Sanskrit Poetics:

Visvanatha is the most significant amongst in the rhetorician of Sanskrit
poetics. He occupies a position of authority of his own time in the Indian
literary criticism. He is the great exponent of the Rasa theory after
Abhinavabharati.Visvanatha is known as the modern aesthetician on the Rasa
theory. He reference to the large number of poets and authors shows the
reputation of the work quoted. In the present sub-chapter, we shall brief discuss
about the contribution of Visvanatha to Sanskrit poetics. We know very little
about the personal history of Visvanatha from his own works. Visvanatha is
popularly known for his master works Sahityadarpana, a work on Sanskrit

poetics and dramaturgy.
Works of Visvanatha:

In the history of Sanskrit poetics, Visvanatha has written a number of
plays, epics, and works on poetics. But we know some of the mentions in

Sahityadarpana and Kavyaprakasa-darpapna. Some of them are lost. They are:
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(i)  Eafyer: (Mahakavya)
(i)  daae (Kavya)

(iii) oacrmaatsa  (Prakrta kavya)
(iv) usmafrufdorr:  (Naraka)

(v) dogoetn: (Natika)
(vi) ueda-Iromafer: (A karabhaka of sixteen languages)
(vii) fdcaguur: (Alaikara Sastra)And last one is

PIRIUDI9N GUul: (A commentary on Mammatza'’s work
Kavyaprakasa)

All above the works, Sahityadarpana is the most important work of
Visvanatha as he is more a poeticians than a poet or a dramatist. Of course,
players and Kavyas of Visvanatha are in no way inferior to the contemporary
Sanskrit works of literature. So also there is touch of human sentiment and
artistic release in his works. But he is mostly known amongst the learned

scholars as poeticians due to his works on poetics i.e. Sahityadarpana.

Sahityadarpana is principally a work on almost all the branches of
poetics including dramaturgy. It consists of ten chapters (called Parichhedas).

Each of them has three different parts like Karika, Vrtti, and Udaharana.

The Karika (verses) and Vritis (the explanations) are written by him.
Some of the examples are original but very often they are taken from different

leading poets.

In the first chapter Visvanatha gives the details of Kavya prayojana (the
purpose of poetry), the definition of the poetry (Kavyalaksana). He establishes

his own on Kavya by refuting the views of his predecessors like
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Abhinavagupta, Kuntaka, Vamana, Bhoja and Mammara. In the first
Pariccheda his definition of Kavya, Dosa, Guna, Alamkara and Riti are also
given in brief. In the second Paricceda he determines the definition of Vakya,
Mahavakya and Pada. The details of Arthabheda, the Sasiketagraha, three
Vrttis like Abhidha, Laksana, Vyanjana, and their divisions along with
Tatrparyavrtti are given. In the third Pariccheda he made a discussion on nine
types of Rasas (sentiments), its relish, divisions of Nayaka (hero) and Nayika
(heroine), detailed discussion on Vibhava, Anubhava, Vyabhicaribhava or
Saficaribhava and Sthayibhava. The definition of Syigara (the erotic) and other
Rasas, their inter-relations and contradictions are also discussed. Fourth
Pariccheda deals with Dhvani and its divisions and also Gunibhiitas vyangya.
In the fifth Pariccheda, he established the theory of “Vyasjana vrtti’ and
refutes all other anti-theories. This Pariccheda shows his originality and his
contribution scientific reasoning for ‘Vyarijanavrtti’are reflected in this
chapter. the division of the Kavya (Kavyabheda) theory of dramaturgy like
‘Drsya Kavya’, the definition of Ripakas and their classifications, Abhinaya,
Nataka and Prakarapa etc. are defined in the six pariccheda. There is definition
of Mahakavya, Kosa, Gadya, Katha, and Akhyayika, Campi, Viruda and
Karmabhaka with their examples. Seventh Pariccheda Visvanatha speaks of
Dosa (poetic blemishes). He defines Dosa and gives its divisions and he also
says how Dosa becomes Gupa. Visvanatha leads a discussion of
‘Kavisamayaprasiddhi’, beautifully. The eighth, Gura and their divisions, the

difference between the Sabdagunas and Arthagunas are discussed. He justifies
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how all other Arthaguras are inclusive of his three Guras. The ninth
Pariccheda he attempts to define Rizi and their divisions. He points out the
differentiation of his Rizi from other concepts of Riti of the aestheticians. In the
tenth Pariccheda Visvandatha deals, with Sabdalamkara and Arthalamkaras.

Visvanatha tries to bring out all the aspects of aesthetics as best as he could.

Some important issues of Visvanatha to Sanskrit poetics are given

below:

Definition of Poetry (Kavyalaksana):

Visvanatha defines Kavya as:-“arari 3iead wreael ~ “li.e.,“Kavya is a

sentence having Rasa as it soul”. That is the ecstasy which is nothing but the
relish of Rasa of the Rasatmaka Vakya. This definition sounds like a mantra of
the Upanisads. This conveys the mysterious concept of Kavya, the mysteries of
art of the poets, the taste of appreciation or Shrdayata of the admirer, and
Visvanatha’s ideas associated with the aesthetic experience. All these are
suggested from this definition. It will not be unjust to say, the Kavyalaksana
laid by Visvanatha is the Laksana of Dhvani Kavya. In defining the Kavya, he
speaks about the DAvani Kavya. Kavya are divided in to three categories. They
are: Dhvani Kavya, Gunibhiitavyangya Kavya and Citra Kavya. The definition
of Kavya is determined here by the decided principle of the soul of the Kavya.
Visvanatha accepts that Rasa is the soul of the Kavya. Gupa or Alamkaras etc.
are the beautifying objects Dosas are defects like blindness and Riti is the
arrangement of words like that of limbs in the human body. The third category
has no Rasa; Rasa does not always correspond to Dhvani. Because out of two
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categories e.g. ‘Abhidhamula’ and ‘Laksanamiila’, one of it, is not connected
with Rasa always. If it is Dhvani it may be Rasadhvani or Alamkara Dhvani or

Vastu dhvani.

Mahimbhatra refutes the opinion of Dhavani similarly Visvanatha
refutes the opinion of Mahimbhasfa and Mammara. But the holds the view of
Mahimbhayza regarding Rasa and says nothing new.?’Only to differentiate, he
changes the words and puts it in another way. If we think so, we can easily
mark how Visvanatha without declaring the name of Mahimbhayra refutes the
Dhvani School indirectly. But whenever there is touch of Dhavani in Rasa

Rasadhvani seems a little bit different from it.?®

A comparison of definitions of Kavya in the works of three authorizes
i.e. Mammara, Dhanafjaya ,Visvanatha and Jagannatha leads one to the
conclusion that all of them are more or less indebted to Bhamaha, who while
defining Kavya lays stress on Sabda as the two primary components of Kava.
Jagannatha might have framed his definition of Kavya by taking into
consideration the definitions of Bhamaha. Jagannatha's definition in this
respect seems to reverberation the sense underlying the definition of

Visvanatha.

Three powers of the word (4bhidha, Laksand and Vyafijana):

“3relf I c1gA SASRIAeT Brer A=l

“arcitzelt {3reRI dIeR1l c18il CISTURIT 3T |
RISl RIGSIGRIT Al: I FFAH: 916G bl
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Visvanatha deals with the Vritis of three Sabdasakatis at first attempt to
determine Abhidha, Laksana, Vyarijana and Tatparya leads to the discussion of

Dhvani and Rasa.

He defines Abhidha is the first and foremost power of word that gives the

idea of the conventional meaning of the ward-
T Jcoferare~T dieroiaismemnfdremr|”

The beginning Visvanatha tries to define a sentence properly. Collection
of Padas having Yogyata, Akamksa and Asatti. Yogyata is the absence of any
obstacle in establishing the common relationship of words. He is smattering
with fire would not be a sentence, for the quality of smattering is not present in
fire. Second quality is Akamiksa, which satisfies the end of the will of one’s
knowledge. In other words Akarksa is absence of the achievement of the
sense. This consists in the listener’s curiousity to hear some more words that
would follow. The third quality is Asatfi or closeness of the words uttered.
Suppose one says Devadatta today and is going tomorrow and to village day
after tomorrow, this does not connote any meaning and cannot constitute a
sentence. There must not be unreasonably any gap in between the words to
form a sentence. The words must be uttered without time break of long pause
for full knowledge. He says this from the view of Abhihitanvaya vadins.
Because Abhitanvayavadins admit that the interrelation between the word and
meaning is called Tataparyartha. He says how the Vakya is divided into two.
They are Vakya and Mahavakya. The characteristics of Padas are also properly

dealt with. He speaks of the three Saktis or the forces of the words. They are:
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Vacya, Laksya and Vyangya. Vacyartha is known by the power of Abhidha,
Laksyartha is known by the power of Laksana and Vyangyartha is known by
the power of Vyanjana. Abhidha conveys that meaning which belongs to the
word by convention. The direct meaning of the word meant by its convention is
the main or the chief meaning, it is called as 4Abhidha. Thirdly by authentic
words one knows the particular meaning of the words. This one is know as
horse. But the question arises about the position of Sariketa graha. Which of
the conventions leads to the proper meaning of the sentence. There are mainly
two views. One is view of Mimamsakas and the other is the view of
Vaiyakarana. Samketa is accepted with regard to Jati, Gupa, Dravya, and
Krya. Visvanatha, like Mammara accepts the views of grammar in the schools

of Acarya Patafijali.?®
Laksana (Indication):
Visvanatha say about Laksana as-

“FRRATEIAIY AE[ePl ARAIel2el: Ucierdl
>3 URISIollG aril crgivn orfepfdaril”’
When the principal meaning Abhidha is obstructed the meaning on the basis of

Abhidha is known as Laksana or indication.
The Sakti (the power) by which the meaning by contradicting the primary

meaning is known, is called Laksana sakti. For example, ‘Gangayam

ghosah. " Here the Abhidhartha or the primary meaning is frustrated because

the existence of the village is not possible in the midst of a river bed. So by
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virtue of Laksana it is meant, not in the river, but near the river. Again it does
not mean near the river Yamuna but near the rier Ganga. So even if it holds

another meaning, it must have a link with Abhidhartha.

This is the result of the human will. Laksana is of eighty types.
Visvanatha simplifies the complicated discussion of Laksana and clearly states
the view of Mammaya on the discussion of Gaur- vahikah.*Mammaza says the
qualities of slothness etc. are indicated. With this Visvanatha forms his own
opinion by refuting others. The meaning of the Vahika, the carrier is followed

by Prayojanavatr laksna taking the common qualities of go by Abhidha.*
Vyaiijana (Suggestion):
The third Vrtti is Vyanijana, defines as-
“fararzafdtenzi] J=amell e u3:|
A I=ioSToll olle loGRATeIiGDI |l
When the other Saktis or Vrttis are exhausted, the third Vr#i by suggestion or

Vyanjana comes in Vayarijana suggests the meaning of the word.

The nearness to Garnga is meant by Laksana in the sentence ‘Gangayam
ghosak. ** But the purpose to say one’s house is on the bank of the Gasiga
clearly suggests the coolness and the holiness of that house.*® That meaning of
cooliness and holiness comes from suggestion Vyarijana Abhidhamila is of
many types by Samyoga, Viprayoga, Sahavarya, Virodhita, Artha, Prakarana,
Linga, S'abdasya, Anya- sannidhi, Samarthyam, Auciti, Desa, Kala, Vyakti and
Svara. All these are illustrated properly by Visvanatha. The second type is
Laksanamila. These are of Sabdi-vyaiijand. The next category is of Arthi-
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vyanjana. It the change of word does not influence the suggestion, it is called
Arthz. If it influences the suggestion then it is Sabdi; Arthi is of ten types. In
speciality of Vakya, Prakarana, Desa, Kala, suggestion occurs. Then comes
Boddhavyavaisistya, Anyasannidhi, and Svaravaisistya, Cestavaisistya or the
speciality of attempt. All these ten types of Arthi-vayaiijana become again

three types on the basis of Vavya, Laksa and Vyangya.*

Visvanatha does not accept Tatparya Vrtti which according to
Abhihitanvaya School consists in making one apprehend the connection among
the meanings of the words which results in knowing meaning of the complete

sentence.
Rasa (Sentiment):

Visvanatha defines Rasa as -

“fA81IdoTIoIdo! RITD: AV o1

RAAALCT Ie=mfe: Ferrlt $ira: A |1
What is made manifest (Vyakta) by Vibhava i.e., the generating and exciting
cause, by Anubhava, i.e., the external manifestation, by Saficari, i.e., attendant
feelings is called Rasa; thus the permanent impression of the love (Rati), etc.
(Ratyadi) attain the state of Rasa to the sympathetically disposed ones
(Sacestasam). Thus Sentiment, made Vyakta’ by Vibhava, Anubhava and
Vyabhicaribhava or Saficaribhava is transformed into a permanent state as

Dadhi (Card) is transformed from Dugdha (Milk) as is called Rasa.

Visvanatha explains the Rasa on the basis of Vedanta Philosophy. His
Vedantic tendency has been clearly expressed in his definition of Rasa:-
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“ Al DICATVS KTUDIIOIoG [CIoHRT: |
dGToRUIYoAI SEIRAIGABIG: |

ClIPITRAHACDR-UIUE: DI YA

ZAIDIRAGoolcdolRIAIFATEL 23:”| 1

The treatise of Visvanatha is influenced by Bharata, the father of Rasa
School. But the job of Visvanatha is only to simplify the abstract nature of the
definition of poetry and make it more clearly in a statement. His statement
Vyakta shows how Rasa is manifested. Visvanatha avoids the ambiguity and
makes it very clear like Abhinavagupta’s explanation on the NS. Visvanatha
excludes the role of Sattvikabhava from the relish of Rasa. But Bharata thinks
of the validity of Rasa and makes it an essential factor of drama. Visvanatha
includes the (Sattvikabhava) in Anubhava. But Bharata says every thing has its
own importance. Mahimbhatra also accepts Sattvika bhava. But Visvanatha is
influenced by the view of Dhanafijaya included Stambha, Sveda etc. both in
Anubhava and Sattvika bhava. But Visvanatha going one step forward says that
they are one. Even if they are one explained and classified by the logic of go
Valivardanyaya. Visvanatha says Rasa is the transformation of the
Bhavanubhava etc. as milk becomes curd by transformation. It is not like a pot
(ghara) which has a prior existence and is manifested by the lamp. It is
manifested by the logic Dahyadi (as milk becomes curd). Visvanatha's
statement of ‘Rasatam eti Ratyadih’ and Sthayr bhavah sacetasam shows how

he is clearly influenced by the doctrine of Rasa in ‘Vyaktiviveka. ™

After dealing with the reasoning of Rasa Visvanatha changes above to

discuss the matters of Vibhava, Anubhava and Sasicaribhava. The division of
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Nayakas into forty eight types is given with illustration. The division of
Nayikas into three hundred eighty four types are dealt with in detail.*® In this
regard he analyses the matter a little bit more than Dhanafijaya of Dasaripaka.
The attendants, ornaments retinues and characteristic in individual are
determined which took a considerable position of the work. After this
discussion the eight Sthayi bhavas and Rasas with their colour and deities are
depicted.*® The Rasabhdsa etc. are also highlighted in the last part of this
chapter. They are Rasabhasa, Bhava, Bhavaprasama, Bhavodaya, Bhavasandhi
and Bhavasavalata. The application of Rasa in different Prakararnas their inter
relation and their contradictions are discussed. Visvanatha gives some of his
original thoughts and discusses all other aspects of Rasa leaving nothing
untouched. He accepts the ninth Rasa as ‘Santa Rasa’ which is not accepted by

his predecessors. So his vision of Rasa is clear from the above discussions.*°

Even though he follows Bharata for the concept of Rasa, he differs in
some respects. He follows Bharata’s eight Rasa. His ninth Rasa ‘Santa’ is not
accepted in Drsya Kavya. But Visvandtha accepts them all.** Visvanatha’s
experience of Rasa is not the (Saundaryanubhiiti) aesthetic experience; rather
we can say his experience of Rasa is the blissful experience or the

Anandanubhiiti.

So for the above statement we can easily mark to what extent Visvanatha
offers the status to the theory of Rasa. It is not mere the aesthetic experience

but the experience of unending pleasure.
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Number of Rasa:

Visvanatha quotes also the tenth Rasa of Bharata, called “Vatsalya’.*?
Through his contemporaries and his predecessors did not accept, yet
Visvanatha’s discussion shows his acceptance. But he says as ‘munindra
sammata Rasa.”® it seems he does not accept it fully and includes it in the
Karika, unlike Santarasa. He includes it in the Bhavadhvani. So to sum up his
number of Rasas, he clearly admits nine Rasas. As regards the Vatsalya Rasa
he excludes this from his Karika and other discussions. His acceptance of
Santa Rasa is also not a new one. Because Bharata has accepted it in Sravya
Kavya Visvanatha accepts it in the Drsya Kavya also. But the difference is,
Bharata accepts Santa as the Rasa Nirveda as Sthayibhava which amounts to
inactivity and so inauspicious for the drama to be staged. This enhances
Vairagya.** But Visvanatha’s Santa Rasa has ‘Sama’ as Sthayibhdva which is
auspicious and not bad to be shown in the Drsya Kavya. Santa according to
Bharata is the meditation on Brahmara and attainment of supreme knowledge.
This has no Sasicari bhava. This cannot be the Rasa. But Visvanatha says, a
man who is in the Samadhi has both Yukta and Viyukta stage by which neither
he leaves the Vasana or desire nor he fully mingles with Brahmana. A man
having achieved this stage of Savikalpaka Samdadhi or dynamic trance has
Sama as Sthayibhava. This Rasa has Saficaribhava. This can be a Rasa also.
Visvanatha thus justifies the existence of Santa Rasa and differenciates it from

the concept of Bharata.*
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The difference among the Rasas:
This topic is most interesting and basically thought over by Visvanatha.

The first Srrgara is opposed to the Karupa, Vibhatsa, Raidra, Vira and
Bhayanaka. The Hasya, to the Bhayanka and Srigara, the Raiidra with Hasya,
the Srrgara, and Bhayanaka, the Vira with Bhayanaka and the Bhaydnaka,
with S’rﬁgdra, Vira, Raudra, Hasya and Santa. The Santa with the Vira,
Sragara, Raudra, Hasya and Bhayanka, and the Jugupsa is incongruous with

the Srrigana.*®

Division of Dhvani (Poetry):

Visvanatha divides the Kavya as-

“opIce] eaforepuitarcicerssi Afel feoer stcter I’

There are two types of Kavya. One is Dhvani Kavya and the other is
Gunibhiitavyarigya Kavya. Dhvani Kavya is the best one is which the meaning
of Vyanijana is more significant than Abhidha. The second category is
Gunibhitavyanga in which the meaning of Vyarijana is equal to or significant
than the Vacya. Dhvani is at first devided into two like, Laksanamila and
Abhidhamula. They are: Avivakasitavacya and VivaKsitanyaparavacya.
Laksanamula 1s again devided into as Arthantra- samkaramita and
Atyantatiraskrzavacya.”® In this way he goes on dividing Dhvani into many
types. In total of are of 5355 types. A complicated style of division has been
marked for the theory of Dhvani of Abhinavagupta. Again Visvanatha says

about ten types of Guribhiitavyangya. The division of Vyarijana is under the
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influence of Mammara. But Visvanatha lessens the number. The third type of

Kavya e.g. Citra Kavya is not regarded as Kavya by Visvanatha.*®
Vyarijana Vrtti (The establishement of the function of suggestion):

Visvanatha defines it as-
“qrefloli fa2moaRidendrruRicisumeIroi]
srsefioral qat qadiel RASTome Il

When the Vrttis like Abidha, Laksana and Tatparya have exhausted by
contribution their meaning the last Vrtti is Vyanjana or suggestion. Visvanatha
says Abhidha cannot suggest the Rasas. So also Rasa is not a matter of
Saksatsanketita. If at all one says there is Srrigara Rasa, then there is fallacy of
Svapadavacya. Tatparya Vtti of Abhihitanavayavadins is also not capable of
suggesting the Rasa. Visvanatha says, Sabda (word), Buddhi (intellect) and
Karma (work) it once exhausted cannot function any more.”* After refuting
Abhidha, Laksand and Tatparya, he refutes the opinion of Mahimbhaysa on the
basis of Anumana. He says the Anumana is defective and due to the fallacy of
Hetvabhasa, Rasa cannot be relished by means of inference. The casual
connection between the Vibhava etc. and Rasa cannot be established. In the
supposed inference there is mythical middle. The myth of Vipaksa hetu being
not in the support of Paksas occurs. Seondly the realization and the happiness
in the heart of the audience cannot be inferred. Where ever there is
Vibhavanubhava etc. Even Visvanatha does not admit the Rasadhvani and
Vastii dhvani to be the matter of inference. Providing it from different angle of

vision Visvanatha refutes Anumana and admits the necessity of the Vyarijana
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Vrtti for the relish of Rasa. He shows his brilliance by refuting Abhidha vadin,
Tatparya vadin, Laksana vadin and the Anumana vadin. But his refutation of
Mahimbhatta’s theory is par excellence the best to establish his own view

point.>
Nagyattvya (Dramaturgy):

Dramrturgy is a very important in the discussion on poetics. Bharata was
the first person to lay down the doctrine of the dramatic art and thus discovered
theory of Rasa and the way of its realisation. Dhanafijaya and Dhanika have
shown only the principles of Naraka in Dasariapaka. Bhoja in his voluminous
work ‘Srngaraprakasa’ elaborately discusses dramas and their sixty four
features. Bhoja's work, in fact, became the guide book for latter authors like

Vidyanatha and Visvanatha to deal with dramaturgy in their works on poetics.

Visvanatha’s Sahityadarpana includes dramaturgy in the original
discussion on poetics. The object of dramaturgy Visvanatha is how to write
drama (Nataka Racand) but not the application of the drama (Naraka prayoga).
His discussion on the Purvarziga is nothing but his regards for his predecessors
which moved him to follow their foot print. Visvanatha follows Dhanafijaya on
the word Ripa and he uses Drsya for it. He means Drsya and Ripaka to be the
same.Visvanatha devotees a long discussed chapter on the topic of dramaturgy.
An exhaustive discussion on every minute detail of dramatic elements follows

in this chapter. According to him-

“ERI-YRICANGOl Jol: DI {GeI A1
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He at the outset divides the Kavya into two categories. One is Drsya and

the other is Sravya. Drsya Kavya is known as Rijpaka, ‘cig ZURIUR] »udser™ |

as there is Aropa (imposition) of an Riipa on a particular sense.
He says about Abhinaya (acting) as-
“s1dcIoRIzaIeTo[DIR: A Afder:|
3ifSs1ep! arferAadiart: Afermzaer |l
They are all the imitations of particular conditions and again that is of
four types. Angika, Vacika, Aharya and Sattvika (the arrangements and the

mimesis of the limbs of the human body are called Abhinaya).

Visvanatha divides the  Ripakas and Upa- Riapakas into ten and
eighteen types respectively. Ripakas are of ten types, these are, Naraka,
Prakarana, Bhana, Vyayoga, Samavakara, Dima, Ihamrga, Anka, Vithi and
Prhasana and Upa- Ripakas are of eighteen types viz. Natika, Trotka,Gosthi,
Sattaka, Natyarasaka, Prasthana, Ullapay, Kavya, Prehkhana, Sanlapaka,

S’rz’gadita, S‘ilpaka, Vilasika, Dirmallika, Prakarana, Hallisa and Bhdnikd.56

All these are individually illustrated with discussions briefly. From the
subject discussed above, we can mark how he is fully influenced by the
tradition and keeps pace with the tradition of the dramaturgy intact. While
discussing limbs of the Naraka type, he discusses Piryaranga, Nandi, and
quotes the authenticity of five Pataka sthanaka, five Arthopaksepaksa
(Viskambhaka, Pravesaka, Culika, Ankavatara, and Ankamukha). Five Artha

prakrtis- (Vija, Vindu, Pataka, Prakari, and Karya). Five Karyas (Arambha,
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Yatna, Praptyasa, Niyatapti, and Phalagama) and five Sandhis (Mukha,
Pratimukha, Garbha, Vimarsa, Upasamhyti, and Nirvahana). Then he deals
with Vrttis like Bharati, Sattivaki, Kaisiki and Arabhatt, the application of
Vritis are also not left out. The Anigas of the Vrttis like Narma, Narmasphiirja,
Narmasphota, Narmagarbha etc. are discussed. With this he says about the
principles to be observed in the stage in Naraka. The natures of dialogues like,
Svagatokti, Prakasa, Apavarita, Janantika, and Akasabhasita are defined on
the line of Bharata. Names and natures of the actors and actresses should be
according to rules. The rules for the title of the Narkas etc. are laid down.The
nature of addressing different categories by different categories of Nayakas
(actors) and Nayikas (actresses). Thirty six Laksanas of Natya are given along
with thirteen Vithyangas, thirty three Natyalamkaras and ten Lasyangas.
Visvandatha says one must write an Naraka with Pafica Sandhi like, Caturvrtti,

Catuhsusthyasiga, Sattisa laksana, and Trmsat Alazikara.”

The rhetorician says-

“Fqoldotll #ABIDII THID] olRID: I:"II™

‘The great poem is a poetical composition in a number of cantos.’

This definition has similarly with Dandin’s definition of Kavya in
Kavyadarsa. Visvanatha keeps the traditional views unchanged.>® Mahdkavya
when written by a seer is called Akhyana. Kavya written in Prakrt language in
known as Asvasa.®If written in apabhrassa then the sargas are called as

Kudavakas.®* Kavya, which is not Mahakavya. One aspect of Kavya us Khanda
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Kavya. Like this he speaks of Padya Prabandha. He speaks about Gadya
Kavya. They are of four types as follows: Muktaka, Vrttagandhi, Utkalika and
Cirnaka. Visvanatha define Katha and Akhyayika. A Katha must be written in
Gadya and at times there should be praise of noble souls and condemning of
evil souls. Similarly the description of life history of the Kavi relates to
Akhyayika. The last part of the Katha is Asvasa. Visvanatha gives a discussion
on this issue and supports the view of Dandin. He deals with Campi, Viruda
and Karmabhaka also. Visvanatha tries to synthesize and integrate the

definition of Gadya and Padya Kavyas.
Contribution of Dosa (Fault):

The rhetorician describes about Dosa as-

“IAYDYDI GII:"||*
Or, ‘Dosas are depressers of Rasa.’
In the beginning, Visvanatha says, Dosas are the demerits of Rasa. Refuting

the views of Mammaza ’s-

“AGaIul grecIell AvIuNdoleidpiel Yol: aarf |l

He says flawless is a rare quality in the Kavya. One cannot expect a total
absence of flaws in the Kavya. But the number of flaws certainly affects the
beauty of the Kavya. Increase the number of flaws adds to the disqualification
of Rasa. But the presence of defects does not stand in the way of Kavyatva. It is

just like a defect of blindness in man.®
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Classification of Dosa:

According to Visvanatha Dosa divided into five folds-
“?1 Yol: UsCIell IIcIL:|
US A9l diarilzSY JFsrafed 32t el

(1) Pada (a word), (2) Padamsa (a part of a word), (3) Vakya (a
sentence), (4) Artha (the sense), and (5) Rasa (the flavour).Then they are
subdivided. Padadosa is again sub-divided into sixteen types. These are:
Duhsravatva,  Aslilatva, Anucitar thatva, Aprayuktatva, Gramyatva,
Apratitatva, Samdigdhatva, Neyarthatva, Nihatarthatva, Avacakatva, Klistatva,
Viruddhamatikarita, Avimrstavidheyamsatva, Nirarthakatva, Asamarthyativa,

and Cyiitasamskarata. 06
Padariisagata Dosa:

These Dosas are eight types. These are: Duharavatva, Nihartarthatva,
Avacakata, Aslila, Neyarthata, Nirarthakata, Asamarthya, and

Cyitosamskarata.®’
Vakyagata Dosa:

Vakyagata Dosas are of twenty three types. These are: Pratikula varnata,
Luptavisargata, Ahatavisargata, Adhikapadata, Nyunapadata, Kathitapadata,
Hatavretatda, Patatprakasata, Sandhivislesata, Sandhyaslilata, Sandhikastata,
Ardhantarekapadata, Samaptapunarattata, ABhavanmatasambandhita,
Akramata, Amatapararthata, Prasidhityaga, Asthanapadata, Asthanasamasata,

Sankirpata, Garbhitata, Vacyasyanabhidhana and Bhagnaprakramata. o8
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Arthagata Dosa:

Arthagata Dosas are of twenty two: Apustatd, Duskramata, Gramyata,
Vyahatata, Aslilata, Kastatd, Anavikrtata, Nirhetuka, Prakdsitaviruddhata,
Sandhighata, Punaruktata, Khyataviruddhata, Vidyaviruddhata, Sakamkhyata,
Sahacarabhinnata, Asthanayuktata, Avisese-visesa-Aniyameniyama, Visesa-
Avisesa-Niyameaniyama, Vidhyayuktata, Anuvadayuktat and Nirmukta

punarmuktata.®®
Rasagata Dosa:

Rasagata Dosas of are forteen types: Rasasyoktisya sabdena,
Sthayibhavasaya  svasabdavacyata, Vyabhicarinah  svasabdavacyata,
Prakrtarasavirodhi  vibhavadi  grahanat, Anubhdvasya kasta kalpand,
Vibhavasya kilstakalpana, Akande prathana, Akande rasa viccheda, Punah
punr dipti, Angunak ananusadhanam, Anangasyakirtanam, Angasyativistrtih,

Prakrtiviparyaya, Anaucitya.”

Others are also like the defamation or unsoundness of Rasa, but though
Pada, Vakya etc. With an exhaustive discussion of the above mentioned five
types of defects or Dosas, he then raises the question of Alamkara Dosa like
Hinopama etc., which is discussed by the poeticians like Bhoja etc. Visvanatha
does not admit the validity of sixth Dosa e.g. Alamkara Dosa. He says that they
are all inclusive to Anucitartha Dosa. Similarly there are Dosas like,

Aprauktatvam, Avacakativam, Nyunapadata, Bhagnaprakramata,
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Apustarthata, Punaruktata, and Khyativiruddhata. So a separate classification

is not compulsory.™

This sort of thought is his original approach and by this he differs from
others. The division of Dosa of Sahityadarpana differs from that of
Kavyaprakasa. In Kavyaprakasa, at first Dosas are of three types. Nitya- dosa,
but again they are of three types, Subda dosa, Artha dosa and Rasa dosa.
Sabda dosa is divided into three types; they are Pada, Padamsa and Vakya.
But Visvanatha divides at first Dosa into six categories i.e., Pada, Padamsa,
Vakya, Artha and Rasa. Again Visvanatha says Dosa is the discredit of the
Kavya. But Dosa cannot hamper the characteristics of a Kavya. A man may be
with defective eyes or ear, but those defects are discredits in his personality.
But it cannot reject the state of manhood altogether. The author follows the

path of Mammaya’s Kavyaprakdasa in the consideration of Dosas.”
Guna (Merit or Excellence):

Visvanatha, in the beginning of the definition of Guga as-
“IAFAMSIICTATHII LIAT: fielicel 2rel|
S[uIL: ||

Gura is an element of distinction for the relish of Rasa. Rasa is more and
more manifested and overestimated by the Gupas. But they are not the outer
qualities. They are inner qualities like bravery, honesty of a person and
Madhurya, Ojah, Prasada, of the Rasa. He says Gupas are the qualities of the
soul. As honesty, truthfulness is the qualities of the soul. Similarly, the qualities

like Oja/k etc. are the qualities of the soul of poetry i.e. Rasa. So, the direct
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attribute of Rasa is Guna whereas Alamkara beautifies body first which
ultimately beautifies the soul. Gupa is the permanent quality which is
everlasting eternal. But Alamkara is a quality, shortlived and temporary. In this
way Guras are the important qualities of Rasa.

Visvandtha says-

“FredaSiz el Udrs sicr o Brem
da g™

Gupas are three types, Madhurya, Ojah and Prasada. These types he
makes following authors like Bhamaha, Mammata and Hemacasndra etc. while
his predecessors like Bharata, Dandin, and Vamana etc. spoke of ten Gunas.
According to Vamana, the Gupas are: Ojah, Prasada, Slesa, Samata,
Madhurya, Saukumarya, Udarata, Arthavyakti and kanti. These again apply to
both words and sense. But Visvanatha differs from them and says there are

only three Gupas and they have a scientific reason behind that.”

Madhurya Guna:
Visvanatha discusses about three Gupas. At first he defines Madhurya as-
“Rreagdieasrl gIc! AreRAART"
Means, Joy consisting in the melting of the heart is called (Madhurya)
sweetness.
Ojah Gupa:
Visvandatha says -

“IISTYTRA f[ARARFU Slacagral”
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The state of being fired or, in other words, an expantion of the mind is what is
termed energy; of this three is a successively higher development in the Vira,

Bibhatsa and Raudra Rasa.

Prasada Gunas (Merit of Perspicuity):

The rhetorician defines the Prasada Guna -
“ferd carcotfer 21: fé1 gredbotrolférarotct:|
A URIIG: A 2AY Aol 'l
That means, Perspicuity is that, which existing in all the Rasas and the
four styles of composition, pervades the heart, as fire spreads itself through dry

fuel.®

Out of the nine Rasas, only three conditions emerge in the heart of the
audience. The three conditions are: Druti, Vistara and Vikasa (The quickness,
expansion, and expression respectively). Srigara, Karuna, Santa has Druti
emotion. Vira, Raiidra, Bibhatsa has Vistara. Hasya, Adbhiita, Bhayanaka has

Vikasa. These three emotional conditions of the heart constitute three Gunas.

In this way Visvanatha concludes that the Guras mentioned by authors
like Vamana are all included in the three Gupas like Madhurya like Vamana

are all included in the Gugpas like Madhurya, Ojah and Prasada.
Riti (Style of diction):
Visvanatha defines of Riti as-

“UgEIcoll feRrgorRIzenidodn]
Sum>if ArcToter 11
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Means, Riti is an arrangement of words, auxiliary to Rasa and the confermation

of the body is it to the soul.

According to his definition of Kavya Riti must be discussed after the
Alarkara. But as the number of Riti is less and Alarikara is more, the author
wants to finish the lesser thing. The preparation of words in the right place is
Riti. This enhances the quality of poetry and it is exactly the relish of Rasa. In
the beginning of the work he refutes the view of Vamana e.g. Riti is the soul of
poetry because Riti is the quality of body and not the soul of the Kavya.

Visvanatha aeccepts four types of Riti.

According to him-

«“do9ff arer st a usarctl emfemr aem|®

These are: Vaidarbhi, Gaudi, Paricali and Latika or Lati. Visvandatha illustrates

them properly and gives their characteristics briefly.
Vaidarbhr Riti:
Visvanatha says about Vaidarbhz as-

“HIERARBSIDAUL: oIl eTfeTAlicdADIl

siqferzcugftral dsff dferearn™
The style expressing the letters of Madhurya guna and having long
Samasa and have soft composition is known as Vaidarbhz. Visvanatha differs
in the definition from the definition of Rudrara. He says the conditions laid

down by Rudrara are complicated and that is why it is difficult to see them all
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at one place. So this definition is inappropriate. Visvanatha flatly refutes the
views of Rudrara on this point.
Guadr Riti:
Visvanatha defines Gaudr Riti as-
“31IGT:-UpIOIbduldot! 3IS#IR: Yol:|
AHARIAsAI siis” ||

Gaudr style is that which constitutes long Samasa and Ojak gunra with
bombastic style.’® Similarly Visvanatha quotes the view of the poetician
Pursottama regarding this and refutes in a clear cut manner. Because
Purusottama says style containing long Samasas plentry in number, letters of
aspirate sounds, Mahaprana full of alliteration and small sentence is known as
Gaudr. This definition in view of Visvanatha is impracticable and impossible.

So he says that this type of definition is not acceptable.®*

In this wayVisvanatha exhibits his original thinking in this regard. He
shows some examples and justifies them. With this he says the Aucitya or the
appropriatence of the illustrations and show how they fit in with the concerned
style.

Paicalika or Paficalt Riti:
The rhetorician defines Paricali Riti as-

“aﬂ\‘f: Q\Iﬁ\: g(_)‘l@c?ﬁ:l
IAATATAYUG] doel: UndIfcia! Aar’|®
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That means, a composition, comprising other letters than those of the two

styles, and containing compounds of five or six words, is held the Paricalr.

Here the rhetorician refers to the definition of Bhoja. He (Bhoja) says, a
sweet and soft styles characterized by ‘Ojas’ (force) and ‘Kanti’ (eligance),
containing Samasa (compounds) of five or six words, the learned designate the
Parnicali and after that Visvanatha refuses the idea of Bhoja by showing

Avyapti dosa in the Laksana of Paricalr Riti.
Latika or Lati Riti:
Forth Riti is Lati. It is defined by rhetorician as-

“eiict g Jfedesiiuparciizeds Reari®

The Lati is a style intermediate between Vaidarbhr and Paricalr. We see that,
before Visvanatha, Rudraza is the first aesthetician, who mentions Lati as the

fourth varaiety of the Riti. For example, Visvanatha gives the following verses-

“3list sFaRAgI il Aol cifetecpa

ursaret! f3rmndet e q g ud: 1
He also says about the modification of Riti, that, sometimes the etc.
should be modified for the sake of appropriateness is to the speaker and the

rest. Even if Riti acquires very small portion in work, his refutantion of the

traditional idea and scientific presentation makes it significant.
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Alamkara (Ornament):

Finally, in the last chapter of this work, Visvanatha brings forth an
exhaustive discussion on the various Alarikaras or poetic figures. Alamkara is
defined by him as-

“gIogTeRIRIZeRI: I eraati: oNaMfcrontor:|

RAGo[upododlzcidRR2SvIGHGa II*

Means, Alarikara are those non- permanent attributes of a word and its sense,
that add to their beauty and aid the Rasa (flavour) and those are like styled

ornaments, bracelets etc, that adorn the human body.

He makes a two-fold division of Alamikaras. These are: Sabdalamkara

(ornaments of word) and Arthalamkara (ornaments of sense).

At first, he discusses Sabdalamkara but Punaruktavadabhdasa is a
Sabdalamkara in the opinion of Visvanatha. He says, Sabda (the word) is the
first thing to hit the intellect and then comes the Artha. That means, our mind
first catches the Sabdas then, he holds, the meaning is conveyed. That is why
Sabdalamkara is first dealt with. Among the Sabdalarmkaras he says about
Punaruktavadabhasa, Anuprdsa, Yamaka, Vakrokti, Bhdasamana, and Slesa,

Citralamkaras, Cyutaksara, Dattaksara, Kriyagupti and Karakagupti.

Even if Visvanatha does not agree to accept Citras, Cutaksara,
Dattaksara, etc. to be the Alamkaras, he gives illustrations for it. It seems that
even if he establishes his own view point still he does not hesitate to follow the

tradition.
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As regards Slesalankara, Visvanatha gives its minuted details. At first he
speaks about the divisions which are of eight types. These are:
“f2e3ec: UG oimreliideol %3N SWIc]
qui-UcRIfergalIoll Upel: UsIRiull
c3UIG fA9Tfe PacrolauIvIeTSCen < 311
In this way they are Varra, Pratyaya, Linga, Prakrti, Pada, Vibhakti,
Vacana and Bhasa. Again he divides the $lesas in to three types, these are:
Sabhanga, Bhasnga and Abharnga. With this he begins a discussion on the
Slesalarkara. Visvanatha quotes the opinion of Vamana, Ruyyak etc. and says
that they are of opinion that Sabhasiga Slesa is the subject of Sabdaslesa, where
there is different of svara like Udatta, Anudatta etc. But Abhariga slesa is a

subject of Arthaslesa. They are like two fruits in a single peduncle. The

Alarikara is determined by the Asrayas (the supports). If it is supported by
Sabdas and Arthas then it is Sabdalamkara and Arthalarkaras respectively.”

Visvanatha makes long discussion with all sorts of illustrations. But he
refutes the above opinions and says if the change of words does not effect
change of meaning then it is Arthalamkara. As regards the Arthalamkara he

opines that the change of word does not affect the Arthalamkara. They are:

Samarana, Ripaka, Parinama, Sandeha, Bhrantimana, Ullekha, Apahnuti,
Niscaya, Utpreksa, Atisayokti, Tulyayogita, Dipaka, Prativastipama, Drstanta,
Nidarsana, Vyatirreka, Sahokti, Vinkti, Samasokti, Parikara, Arthslesa,
Anumana, Hetu, Anukila, Aksepa, Vibhavana, Visesokti, Virodha, Asangati,

Sama, Vicitra, Adhikalankara, Anyonyalankara, Visesalankara, Vydghata,
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Karanamala, Maladipaka, Ekavali, Sara, Yathasankhya, Paryaya, Partii,
Parisankhya, Uttarapatti, Vikalpalnkara, Summycaya, Samdadhi, Pratyanika,

Partipa, Samanya, Tadguna, Suksma, Vyajokti, Svabhavokti, Bhavika, Udatta,

Rasavat, Preyas, Urjasvi samahita alamkara, Bhavodaya, Bhavasandhi,

Bhavasavalata, Sansrsti and Sarkar.

He gives an exhaustive note on Alamkars. With this in every Alarkara
he shows the differenctiation. Visvanatha takes Alamkaras as the transitory
quality (Asthira dharma of the Kavya). Even though he is highly influenced by

Bharata, 4nandavardhana, Dhanafijaya, Mammara and Ruyyaka, Visvanatha

shows his originality of reasoning in the field of poetics. He is the only popular
poetician next to Vidyadhara who highly influences the area by making his
significant contribution. Though Visvanatha discusses Alamkara in detail and
gives it a considerable portion in his work, yet they are given the last
preference amongst the aspects of the Alarmkarasastra. But we cannot say that
he neglects the topic. He discusses Alamkara in every detail and shows his
originality in this regard. Visvanatha gives equal status to Alamkara Riti and

Guna.

As well the Sahityadarpara, the Kavyaprakasa darpara of Visvanatha is
a commentary on Mammaya’s famous work Kavyaprakasa. It is also regarded

as a valuable work in the history of Sanskrit poetics.
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