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Dear learner,

| extend my heartfelt greetings and profound enthusiasm as | warmly wel-
come you to Sreenarayanaguru Open University. Established in September
2020 as a state-led endeavour to promote higher education through open
and distance learning modes, our institution was shaped by the guiding
principle that access and quality are the cornerstones of equity. We have
firmly resolved to uphold the highest standards of education, setting the
benchmark and charting the course.

The programmes offered by the Sreenarayanaguru Open University aim
to strike a quality balance, ensuring students are equipped for both per-
sonal growth and professional excellence. The University embraces the
widely acclaimed “blended format,” a practical framework that harmoni-
ously integrates Self-Learning Materials, Classroom Counseling, and Virtu-
al modes, fostering a dynamic and enriching experience for both learners
and instructors.

The University aims to offer you an engaging and thought-provoking edu-
cational journey. The undergraduate programme in Philosophy has struc-
tured its curriculum based on modern teaching approaches. The course
integrates current debates into the chronological development of phil-
osophical ideas and methods. The programme has carefully maintained
ongoing discussions about the Guru’s teachings within the fundamental
framework of philosophy as an academic field. The Self-Learning Material
has been meticulously crafted, incorporating relevant examples to facili-
tate better comprehension.

Rest assured, the university’s student support services will be at your dis-
posal throughout your academic journey, readily available to address any
concerns or grievances you may encounter. We encourage you to reach
out to us freely regarding any matter about your academic programme. It
is our sincere wish that you achieve the utmost success.

g

Warm regards.
Dr. Jagathy Raj V.P. 01-10-2025



Block 01
Unit 1
Unit 2
Unit 3
Unit 4

Block 02
Unit 1
Unit 2

Unit 3

Unit 4
Block 03
Unit 1

Unit 2
Unit 3

Unit 4

Block 04

Unit 1

Unit 2

Unit 3

Unit 4

Contents

Poetics and Poetic Vision of Narayanaguru

Guru’s World of Poetry

General Introduction to the Concept of Eastern literature and poetics
Definitions of Terminology

Definitions of Terminology-Poem (kavyam) General introduction-
Define karikas on kavyam and literature by Achraya Dandin

The Real Aesthetic of Guru’s Poem - Kavyaprayojanam

Definitions of Terminology: Aesthete — Sahrudaya

Definition of Terminology - Poetic Genius; Definitions of Bhattatauta,
Abhinavagupta, and Rajashekhara

Introduction to Vyuthpathi and Abhyasa, Guru’s vyuthpathi and Abhyasa
analysed on the basis of Indian philosophy, Indian poetics and Dravidian
poetic tradition

The Purpose of Poetry (Kavya Prayojanam)

Rasa Theories as a Tool for Analysing Guru’s Poems
Introduction to the Rasa Concept in Indian Poetics

24
47

74

88
89

100

114

128

144
145

The Theory of Rasa and its Definition according to Bharata’s Natyashastra 156

Introduction to Bhattadutha’s Anuvyavasayavadam and Abhinavagupta’s
Abhivyakthivadham on Rasa Theory, General Awareness of Bhakti Rasa
byMadhusudana Saraswati

Rasa in the Poetry of Narayana Guru is Analysed in the Light of Indian
Rasa Theory

Concepts of Dhwani and Analysis of Guru’s Poems

Introduction to the Theory of Dhwani — i.e., Obliqueness in

Poetic Language

The Concept of Dhwani according to ancient Scholars - Bharata Muni,
Bhamaha, Udbhata, Vamana

Guru’s Devotional Hymns Analysed in the Light of Udbhata’s Karikas in
Kavyalankara-sangraha

General Introduction to Sphota - Definition of Dhwani from
Dhwanyalokam by Anandavardhana

168

181

190

191

199

209

225



Block 05
Unit 1

Unit 2

Unit 3

Block 06

Unit 1

Unit 2

Unit 3

Unit 4

Concepts of Alankara and Various Alankaras in Guru’s Poems 238
General introduction to the Importance of alankaras in Eastern literature.

Concepts of Acharya Dandi, Udhbhata and Rudrata 239
Position of alankaras in poetic diction- Guru’s poems analysed in the light

of Alankara 256
Concepts of alankara in Guru’s poems is discussed in the light of
Arthalankara by Anandavardhana 269
Concepts of Chandas and Meter 281
Concept of Metre in Oriental Literature and Vividness of Metre in Guru’s
Poems 282
Concept of ‘Chandas’ and ‘Syllabi’ in Oriental Poetry Analysed and
Compared with Guru’s Poems 295
Metre and rhythm - Rhythm and emotion- Vedic metres - Use of Sanskrit

and Dravidian metres 308
Inflence of Dravidian Poetics and Diction in Guru's Poems 322



e

Poetics and
| Poetic Vision of
‘ Narayanaguru
BLOCK



Guru’s World of Poetry

UNIT

Learning OQutcomes

Upon completion of this unit, the learner will be able to:
¢ explain the connection between Guru’s literary works and the Upanishads

¢ familiarise how Sree Narayana Guru’s poetry reflects the Advaitic
experience

¢ identify how Guru’s mastery of Sanskrit and Tamil shaped his Malayalam
compositions

¢ know how Guru’s poetry bridges classical philosophy with vernacular
expression.

Prerequisites

Sree Narayana Guru stands as a unique and pivotal figure in the annals of Indian
thought and social history, defying easy categorization. His life and work repre-
sent a profound synthesis of what are often perceived as contradictory paths: the
solitary pursuit of spiritual enlightenment and the impassioned engagement with
radical social reform. His existence was akin to that of a protagonist in a great
epic, a complex personality that was ‘an intricate blend of an Advaitin and a social
reformer’. This dual nature, his commitment to both inner realization and external
regeneration, is the core paradox that defines his legacy and serves as the central
theme of this analysis.

Guru’s philosophical poetry is not a mere intellectual exposition of Advaita but
a direct, lyrical expression of his profound experience of non-duality. In this, he is
closely linked with the Upanishadic tradition, which, at its core, sings the anubhava,
the direct, lived experience, of oneness. Unlike dry philosophical treatises, Guru’s
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poetic work is a living, accessible, and socially transformative force. It provides a
roadmap for an Advaita that transcends monastic withdrawal and becomes a practical
tool for building an inclusive society. The fundamental distinction that separates
Guru’s approach from classical Vedanta is his refusal to see social suffering as ‘mere
illusion’. Traditional ascetics, as observed by Sukumar Azheecode, often retreated
from the world under the shelter of a detached view of maya, thereby ignoring social
injustices and failing to enact non-duality in daily life. This report will explore how
Guru’s poetry and philosophy provide a powerful counter-narrative, reframing
Adbvaita as a potent weapon for severing the ‘social tumor’ of caste and division.

Keywords

Advaita, Upanishads, Malayalam poetry, Sanskrit, Tamil, Social Reform, Non-duality

Discussion

1.1.1 Upanishads and the
Influence

The Upanishads are the primary source
of Indian philosophical thought. It was
Sankaracharya who established this
philosophy as Advaita, or non-dualism, by
writing commentaries on ten key Upanishads.
The Prasthana Traya((aicrunom@®o),which
includes the Upanishads, the Brahma
Sutra, and the Bhagavad Gita, forms the
core scriptures of Vedanta. While other
commentators like Ramanujacharya and
Madhvacharya interpreted these foundational
texts as supporting qualified non-dualism
and dualism, respectively, Sree Narayana
Guru, in the early twentieth century, offered
a fresh interpretation of the Upanishadic
Advaita.

Guru’s re-evaluation of Advaita,
while a modern take on Sankaracharya’s
philosophy, is presented in a way that
doesn’t contradict the views of Ramanuja
and Madhva. His deep connection to the
Upanishads is evident in his own writings.
For instance, in ‘Atmopades$a $atakam’

(@R CoMmaIE3UUME:0), he states, ‘One should
remember the secret of the Upanishadic
utterances,’ and in the hymn “Visakha Sasti’
(alwooalauasis)), he refers to ‘the supreme
being within the Upanishads.” These verses,
along with the essence of all his works, reveal
that Guru was re-presenting the core truths of
the Upanishads in a new, contemporary style.
This close affinity is also shown through his
Malayalam translation of the [Savasyopanisad
(20 w0aI0eaV 0aImlau3), one of the most
ancient Upanishadic texts.

1.1.2The Evolution of Vedic
Literature

The Vedas are the oldest spiritual texts
in the world, forming the very roots of
Indian culture. Historically, Vedic hymns
were unorganised until Vyasa systematically
arranged them into the four Vedas: Rigveda,
Yajurveda, Samaveda, and Atharvaveda.
Each Veda has three sections: the Mantras
(aomesud) or Samhitas (MVoadl®m&:u3),
the Brahmanas ((en10amemesssd),and the
Upanisads (2almadom)sud).

SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics °



The Mantras are hymns of praise to
celestial deities, while the Brahmanas
provide detailed instructions for rituals. The
Aranyakas, a sub-section of the Brahmanas,
are texts for ascetics living in forests and
mark a transition from a ritualistic way of
life to a spiritual one. They are considered
part of the Karma Kanda (#-32a#,0emw), or
the ritualistic section, while the Upanishads,
which are found at the end of the Vedas, form
the Jnana Kanda (22emome»0emw), the section
on pure knowledge. The I$avasyopanisad is
an exception, as it is embedded within the
mantra section of the Yajurveda, suggesting
its historical importance in the shift from
ritual to knowledge. The word ‘Upanisad’
(9a1mila3) itself, derived from the Sanskrit
root ‘shad,” means ‘to sit down near,’ referring
to the practice of disciples sitting close
to a guru to receive secret, experiential
knowledge. This process is about the guru’s
realisation becoming the disciple’s own.

1.1.3 The Poetic and
Philosophical Essence of
Guru’s Work

Sree Narayana Guru’s poetic journey was
deeply intertwined with this philosophical
tradition. While his early youth was
captivated by the tales of Krishna, his later
works were profoundly shaped by his spiritual
experiences, especially his time in Tamil
Nadu. This period led him to embrace the
Advaitic ideal rooted in the Saiva tradition.
The influence of this period is clear in his
early compositions, such as ‘Sivasatakam’
(wWlalomao) and ‘Subrahmanya Kirtanam’
(arvyeniamem ya13ommo), which reflect
the sincere, heartfelt devotion of the Saiva
Siddhars. His poetic mastery allowed him
to seamlessly blend Tamil, Sanskrit, and
Malayalam, forging a unique literary style.
In his poetry, Guru often used metaphors
to give tangible form to abstract spiritual
concepts. For instance, he used the sea as

° SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics

a metaphor for the vastness of the Ultimate

Reality, as seen in his hymn ‘Daivadasakam’
(06BAIBUIH0):

(@y9eEa0jo MIMB RaOqRO
20910103 MEBBBOHGAI
@RY6Mo QI0YemMo MM Yo

QI0¥Y6eMo QId¥YemMo (TUQG)_IO)

This translates to, ‘May we all be
submerged in the sea of Your deep glory,
and live in bliss eternally.’

1.1.4The ISavasyopanisad: A
Key to Guru’s Philosophy

The I$avasyopanisad, consisting of just
eighteen short mantras, is considered a
key to understanding the inner workings
of Vedanta. It directly presents the nature of
Brahmavidya ((enta2ailgy), the knowledge
of the Absolute. A close reading of the text
reveals five distinct sections. The first
section, comprising mantras 1-3, depicts
three life paths: two leading to bliss and one,
the ‘asuric’ path, leading to suffering. The
second section (mantras 4-5) highlights the
contradictions one faces when attempting to
understand the Ultimate Reality rationally.
The third section (mantras 6-8) describes
the experiential knowledge attained after
overcoming these contradictions.

The heart of the Upanisad lies in the fourth
section (mantras 9-14), which reveals the
secret of Yogabuddhi (ewowennaul)—the
enlightened intellect that helps one overcome
duality, contradiction, and suffering. The
final section (mantras 15-18), while often
interpreted as a prayer for the dying,
is fundamentally a continuation of the
philosophical thought from the previous
section, placing a greater emphasis on
experiential realisation. In essence, Narayana
Guru’s poetic and philosophical works are a
modern continuation of the timeless truths
hidden within the Upanisads. He took the
profound wisdom of these ancient texts and
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presented it in a style that was accessible
and relevant for his time, making the path
to spiritual knowledge clear for a new
generation.

1.1.5 The Philosophical
Foundation: Re-envisioning
Non-Duality for a Modern
Age

Sree Narayana Guru’s genius lay not in
reinventing the Advaitic tradition but in
re-contextualizing it for a society grappling
with modern scientific thought and ancient
social ills. His philosophical pursuit was not
the formulation of a new school of thought
but the re-actualization of an existing one.
In the Indian tradition, philosophy is not
merely a theoretical discipline but a dar$ana,
a ‘vision of the Real, of what really exists’.
This vision seeks to answer fundamental
questions like “Who am 1?” and ‘From where
and how did this world come into being?’ The
search for these answers is not an abstract
exercise but a quest to ensure individual and
collective happiness by comprehending the
reality that underlies all life.

Guru approached this quest with a
‘scientific mindset,’ giving full recognition
to the rational spirit of his time. He
masterfully integrated the ancient wisdom
of the Upanisads, the Bhagavad Gita, and
the Brahmasitras with the lived social
realities of a society plagued by caste and
religious strife. In doing so, he upheld the core
ontological truth of Advaita, the indivisibility
of Brahman, while refusing to isolate that
truth from social concerns. This approach
established a new model for how ancient
wisdom could be reconciled with modern
rationality without compromising its spiritual
core. The result was a philosophy that was
not just a body of knowledge but an applied
wisdom, enhancing human dignity in both
the individual and social dimensions.

1.1.5.1 The Three Registers of
Oneness: An Integrated System

Guru’s Advaitic vision is most powerfully
articulated through what the provided texts
describe as three interlocking registers of
oneness: philosophical, ethical, and religious.
This tri-fold system is not merely a collection
of related ideas; it represents a unified, self-
sustaining process of spiritual and social
progress.

¢ Philosophical Oneness (Advaita):
The foundational register is the inner
realization that the individual self
(Atman) and the universal reality
(Brahman) are one and the same.
This recognition, which dissolves
the distinction between the knower,
the known, and the act of knowing
(Triputi vrtti), is the ultimate goal of
Vedanta. It is the direct experience
of the non-dual substratum of all
existence.

¢ Ethical Oneness (Human Family):
This register emerges as a direct,
non-negotiable consequence of
philosophical realization. If the
Self in me is identical to the Self
in my neighbour, then any form of
exclusion or hierarchy becomes
illogical and immoral. This principle
is crystallized in Guru’s famous
slogan, ‘oru jati, oru matham, oru
daivam manushyanu’ (‘one caste,
one religion, one God for humanity”).
The term ‘jati’ here transcends its
narrow meaning of hereditary caste
to encompass all subtle divisions in
heart and mind that separate people.

¢ Religious Oneness (Ekamata
or Ekatam): The third register
extends this non-dual logic to all
spiritual traditions. Guru asserted
that all religions, when sincerely and
impartially studied, converge upon
the same transcendental reality. His

SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics
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vision was not a rejection of religion
but a rejection of the divisiveness that
often accompanies it. By articulating
ekamatha-vrata and convening
interfaith assemblies, he prototyped a
civilizational ethic that points toward
a ‘single world’.

The causal link between these three reg-
isters is the very essence of Guru’s modern
Advaita. The inner realization of philosophi-
cal oneness is not a static end but a dynamic
beginning that compels the seeker to act with
universal compassion. This compassionate
action naturally dissolves social and religious
divisions, thereby creating a society that
reflects the non-dual truth experienced within.
This integrated system demonstrates how
Guru’s Advaita is not a purely theoretical
or sentimental belief but a lived conviction
that grounds personal liberation and ignites
social regeneration.

1.1.6 Beyond Maya-Based
Indifference

A central pillar of Sree Narayana Guru’s
philosophical reinterpretation was his direct
challenge to the notion that Advaita demands
indifference to worldly suffering. As observed
by Sukumar Azheecode, many ascetics in
India traditionally retreated into a monastic
existence, seeing social injustice as a mani-
festation of maya and thus something to be
ignored. This view, which the Malayalam
text describes as a ‘falsehood that had long
existed in the practice of Advaitic princi-
ples in this land,” made Vedanta itself seem
ridiculous and corrupting

Guru adamantly rejected this life-denying
interpretation. He argued that if the Self
is the same in all beings, how could one
ignore the suffering of a neighbour? This
perspective fundamentally redefined Advaita
not as a philosophy of withdrawal, but of
active engagement and compassion.

A profound account of this shift,
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highlighting that Guru’s spiritual jour-
ney was not a retreat from the world but
a strategic response to it. As pointed out
by Azheekode ‘did not study Vedanta and
then look at caste... he saw the suffering of
caste and then went in search of a philos-
ophy’ . This fundamental reversal of the
traditional narrative is a powerful statement.
The ‘caste wound was his first teacher’ ,
which drove him to seek a philosophical tool
potent enough to sever that ‘social tumor’.
He found this tool in Advaita. He recognized
that the principles of non-duality, which
declare the oneness of all existence and the
unreality of difference, were perfectly suited
to dismantle the arbitrary and cruel divisions
of caste. Thus, Guru’s Advaita became a
force for social justice, transforming the
pursuit of spiritual liberation into an act
of compassionate service. This insistence
on enacting Advaita in the practical sphere
of life, a demand for intellectual honesty
in spiritual practice, is what makes him a
unique and distinguished Advaitic master.

1.1.7 The Poetic Vehicle:
Analogies of Union and
Expressions of Ecstasy

Sree Narayana Guru’s philosophical vision
found its most eloquent expression in his
poetic works. His literary output was not an
academic exercise but a direct ‘effusion of
ecstasy’, a lyrical translation of his profound
spiritual experience. This poetry served a
dual purpose: it encapsulated the essence
of his Advaita Vedanta vision and made it
accessible to the common person without
compromising its philosophical depth.

1.1.8 The Function of Poetic
Philosophy

Atmopadesasatakam (One Hundred Verses
of Self-Instruction) is widely regarded as
Guru’s magnum opus in Malayalam.
Composed in a unique metre called
Mrgendramukham, the work exemplifies

m
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his mastery of blending sound and sense,
where the form of the poetry complements
its profound content. The act of writing this
text in the vernacular Malayalam, a language
spoken by the masses, was a revolutionary
act in itself. Historically, the deep wisdom
of Vedanta was confined to Sanskrit texts
accessible only to an elite few. By composing
his most significant work in Malayalam and
using simple, relatable language and everyday
analogies, Guru democratized philosophy.
He made it possible for those outside elite
circles to engage with profound metaphys-
ical questions, thereby fulfilling his aim of
awakening minds and making the unity of
Brahman and Atman a truth that a ‘common
man could understand and meditate upon’

1.1.9 The Aesthetics of Non-
Duality

A particularly profound aspect of Guru’s
philosophy is his unique understanding of
aesthetics, which he viewed as an insepara-
ble part of the study of reality. He proposed
that beauty is not an external quality of an
object but a non-dual experience. The world,
he taught, is an art-work of the divine, and

its beauty is to be felt everywhere. This
view transcends the conventional, horizontal
understanding of beauty (I1avanya-anubhava)
as that which is merely pleasing or enjoyable.
Instead, Guru introduces a vertical dimension
of beauty (saundarya-anubhiiti), which is
the touch of the Absolute, the realization of
the underlying reality in both the beautiful
and the seemingly ugly.

This radical re-imagining of aesthetics
moves the source of beauty from the object
to the underlying reality. According to Guru,
what appears as the enjoyer and the enjoyed
is the one atman alone, manifesting its ananda
(bliss) content. The experience of beauty is
a moment when the enjoyer and the enjoyed
realize their intrinsic oneness, even if uncon-
sciously. The enlightened person, however,
consciously perceives this truth, seeing in
every experience, whether pleasant or pain-
ful, the unfoldment of the one ananda. This
perspective directly parallels the Advaitic
realization of brahmatmaikya, demonstrating
how Guru’s philosophy turns every moment
of experience into a potential opportunity
for the perception of the Absolute.

Guru’s teachings and reflections were later versified into Sanskrited (entitled)

Srinarayanasmrti by Atmanandasvami in 1925 with an elabouration of his life added
to the volume. The Homa mantram composed by Guru in Sanskrit inspired by
Swami Shradhananda of Arya Samaj is noted for its spontaneity of creation. It is
their discourse on Vedic fire rituals which culminated in this work (1925-26). Guru’s
compositions can only be remembered with immense wonder and reverence. He is
a suitrakara (aphoristic writer), having written the Vedantasttram. He is a rsi (seer),
having composed the Homa Mantram. He is a smrtikara (writer of moral codes), having
compiled the Srinarayanasmrti. These three compositions make Sree Narayana Guru
an immortal figure in Indian Vedic literature. The Brahmavidyapancakam, composed
by Guru, was preserved by the sage Ramana Maharshi. It was Narayana Guru who
translated the Tirukkural and Ulivil Otukkam from Tamil into Malayalam. After
seeing the deity at the Nainar temple in Arumanir, he composed 50 Tamil verses
known as Nainarpatikall (Tévarapatikal). These were devotional hymns. Guru’s
Svanubhavagiti was composed at Tirunaveli and was later retrieved and documented
by Karuva Krsnanasan in 1894. When Gurudevan translated the I$avasyopanisad
into Malayalam, it was recorded by Svami Sugunanandagiri and Maravur Bhaskaran
Nayar (1922). (This was mentioned in the 1912 edition of Sivagiri Masika, ‘Avitunnu
Karunamirttiyanu). Gurudevan’s work Vedantastitram was preserved in the notebook
of Sivalingasvami.

)
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1.1.10 Svanubhava Giti and
Kali-Natakam: The Lyrical
Effusions of a Realized Self

Beyond his more didactic works, Guru’s
spiritual experience found its most ecstatic
expression in his mystical effusions.
Svanubhava Giti (The Lyric of Revelation
of the Realised Self) is a testament to this,
filled with verses that describe the experience
of being filled with ‘pure Happiness’ and
an ‘all-filling beauty unfolded!” It is the
song of a Self that has merged with the
Absolute, where all of existence becomes
a manifestation of pure joy.

Similarly, Kali-Natakam (The Dance-
Drama of Kali) presents the universe as a
divine dance. The Mother-Goddess Kali, as
the embodiment of abstract Reality, performs
a non-stop dance that assumes the forms
of all the worlds and all of life. The choice
of a dance-drama as a metaphor for the
cosmos is particularly insightful. A dance
is the ultimate synthesis of stillness and
motion, the unmoving core of the dancer
expressing itself through dynamic, ever-
changing movements. This mirrors the
Advaitic view of the unmoving

Brahman expressing itself as the ever-
changing jagat. The dance-drama includes
all nine classical aesthetic sentiments (rasas),
from the erotic and heroic to the tragic and
disgusting. This suggests that all experiences,
whether joyful or sorrowful, are part of the
divine play and thus are expressions of the one
underlying reality. The aesthetic experience
of life, in its totality, becomes a direct vision
of the Absolute’s self-expression.

1.1.11 The Causal Link:
Advaita as a Weapon for
Social Change

The most compelling aspect of Sree
Narayana Guru’s life, and a core tenet
of his philosophy, is the explicit causal

° SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics

relationship between his spiritual quest
and his social activism. The conventional
narrative often presents his life as a transition
from a traditional ascetic to a modern social
reformer. Guru’s pursuit of Advaita was
not an end in itself but was ignited by the
burning injustice of the caste system.

This establishes a powerful cause-and-
effect relationship: the social problem
of caste oppression led to a search for a
philosophical solution, which was found in
a re-interpreted, socially-engaged Advaita.
This Advaita was then applied as a tool
for social regeneration. Guru’s adherence
to truth in his life, his refusal to dismiss
worldly suffering as maya or avidya, made
him a unique Advaitin. He insisted that
anyone who truly experiences Advaita
must strive to dismantle the dualistic evils
in the phenomenal world. This commitment
transformed the introspective, solitary life
of the Advaitic renunciate into a dynamic,
outward-facing life of social service.

1.1.12 Mystical Vision in
Guru’s Poetry

Guru’s devotional poetic world
constitutes an extensive collection of hymns,
encompassing various manifestations such
as Siva, Devi, Vishnu (Krishna), Bahuleya
(Ganapati), and Bhadrakali. A continuous
rhythm of the damaru (o) @l ©S)H6))
resonates through these forms. From concise
poetic forms like ‘Sivaprasada Paficakam’,
‘Sadasivadarsanam avsowlaizdwomo),
‘Cidambarastakam’ This verse conveys the
awe of one, and ‘Ardhanari$vara Stavam’
(@rdrLmMOB KITmalb) to the elaborate work
‘Sivasatakam’, Guru’s poetic investment is
evident at various levels of his mystical
vision. Engaging with the infinite is indeed
a defining feature of both devotional and
yogic poetry. Prof. Sukumar Azhikode, in his
preface to The First volume of the Complete
Works of Narayana Guru, explicated by Prof.
G. Radhakrishnan Nair, remarked that when
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Narayana Guru began his quest for truth in
his youth, he had no focused programmes
at hand and was immersed in total devotion
(Bhakti). It was at this phase of his life that
he composed these hymns to glorify these
deities. Bhakti is the quintessence of these
verses, glorified with rhythm, music, and
mystical meaning.

Rabindranath Tagore once observed Sree
Narayana Guru’s profound vision, noting
how his ‘mystic eyes fixing their gaze on
a far remote point in the distant horizon’
reflected a spiritual depth beyond ordinary
perception. The transcendental visions and
rigorous spiritual practices Guru undertook
on his path to self-realisation are echoed
throughout his mystic poetry, which embodies
this unique, enlightened perspective.

1.1.13 The Ever-Present Song
of Non-Duality

Sree Narayana Guru’s legacy is one
of radical reinterpretation and practical
application. He demonstrated that the
highest truth of non-duality is not a truth
to be contemplated in isolation but one to be
lived and embodied in the world. His poetic
inspiration, as a result, is not separate from his
philosophical vision or his social activism. It
is the very language in which his experience
of Advaita, or anubhava, was articulated.
Through his lyrical works, Guru transformed
the introspective, esoteric journey of non-
duality into a dynamic, outward-facing force
for social regeneration.

He made the highest spiritual truth,
advaita, directly relevant to the most mundane
and painful aspects of human existence,
caste oppression, religious strife, and social
fragmentation. He showed that authentic
spiritual liberation is inextricably linked
to the liberation of all beings. The ultimate
source of all his programs for social service
and human love, as the research material
concludes, is a ‘unified experience that

springs from the profound purity of his inner
life’ In a world still rife with division, Guru’s
message of a single, unified humanity remains
profoundly relevant. The ‘single world’ is
not a political slogan but, as the translated
text beautifully frames it, the ‘great truth’s
smile’, a smile Guru captured and sang in
his poetic masterpieces. He gave us new
courage by proclaiming that the ultimate
inspiration for love, compassion, and social
service is found in the non-dual realization
that all beings are one.

1.1.14 The Literary
Contributions of Sree
Narayana Guru

During Guru’s time, general education
in southern Kerala consisted of studying
three languages: Malayalam, Tamil, and
Sanskrit, which were all integral parts of
the basic curriculum. A higher education,
however, depended on an excellent command
of Sanskrit. Even to achieve proficiency in
Malayalam, studying Sanskrit was essential.
Alongside this, the familial connection with
Tamil persisted in Travancore throughout
the 19th century.

It’s no surprise that a seeker of knowledge
like Guru was proficient in all three languages.
Furthermore, he spent his period as an
avadhuta (an ascetic) in and around Tamil
Nadu, which helped him gain mastery of the
songs of the Saiva Siddhars. In addition to
learning Sanskrit at home, Guru also had the
opportunity to study with famous teachers.

It was during his gurukula (studentship) that
Narayanan, as a student, tested his aptitude.
The single verse poem, Srikrishnadarsanam’
((0old a¥iemBa@uomo),was a reflection of
the profound experience he had with Lord
Krishna during his time at Varanapalli.
He wrote many similar stotras (hymns)
in the traditional style while living at the
gurukula. At the time, it was common for
fellow students to engage in composing and
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reciting poetry while studying the languages.
Guru was also adept at such compositions and
could recite poems in a captivating manner.
Neoclassical training placed importance on
both practice and innate talent. As part of
this practice, all students would have likely
composed and presented their poems to their
teachers. These compositions were part of
the training.

Two of Guru’s famous contemporaries
from that period later became well-known
poets themselves: Perunelli Krishnan Vaidyar
and Velutheri Kesavan Vaidyar. Their
contact and the prevalent compositional
styles of the time influenced Narayanan’s
literary pursuits. There was a period when
Guru composed poetry in response to the
demands of his surroundings. Other than
‘Srikrishnadarsanam,’ none of these early
works are available. The stotras that are
available were all written during his time as
an ascetic or during temple consecrations.
Sree Narayana Guru was able to write
poetry equally well in Tamil, Sanskrit, and
Malayalam. He had the same mastery in
the other two languages as he did in his
mother tongue.

1.1.14.1 Guru’s act of translating
the experience into his mother-
tongue with the aid of languages
like Sanskrit and Tamil.

Sree Narayana Guru’s trilingual proficiency
was a revolutionary act that transcended mere
literary skill, serving as a powerful instrument
for social reform, spiritual enlightenment,
and the democratization of knowledge.
His mastery of Malayalam, Sanskrit, and
Tamil enabled him to translate profound
philosophical and spiritual experiences
into a form that was accessible to a diverse
audience, from learned scholars to the
marginalized common folk. This unique
linguistic synthesis was central to his mission
of challenging caste-based hierarchies and
building a more inclusive society.

1.1.14.2 Malayalam: The
Language of the People

As anative speaker, Sree Narayana Guru’s
earliest exposure to literature and spiritual
teachings was through Malayalam. He used
it as his primary medium for engaging with
the masses, especially in Kerala, where social
reform and community empowerment were
his central concerns. By choosing to express
his ideas in the language of the people, he
‘decisively rejected the exclusive use of
Sanskrit, which had long been associated
with ritualism, orthodoxy, and caste-based
privilege’. For Guru, Malayalam was a
‘democratic tool, a vehicle to carry the light
of knowledge into the homes and hearts
of those marginalized by prevailing social
structures’.

1.1.14.3 Malayalam: The
Language of the People and
Social Reform

Sree Narayana Guru’s conscious use
of Malayalam as his primary literary and
philosophical medium remains one of the
most significant aspects of his poetic and
reformist legacy. As his native language,
Malayalam offered Guru not only the natural
ease of expression but also the most effective
means to engage directly with the people
of Kerala. It was through this language that
he sought to articulate his vision of social
equality, spiritual unity, and ethical living,
speaking to both the learned and the common
folk in a tongue they could understand,
internalize, and act upon.

In a society deeply entrenched in caste
hierarchies and rigid social divisions, Guru
recognized the transformative potential of
Malayalam. By choosing to express his ideas
in the language of the people, he decisively
rejected the exclusive use of Sanskrit, which
had long been associated with ritualism,
orthodoxy, and caste-based privilege. For
Guru, Malayalam was not merely a regional
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language but a democratic tool, a vehicle to
carry the light of knowledge into the homes
and hearts of those marginalized by prevailing
social structures.

Throughout his literary journey, Guru
demonstrated an exceptional ability to use
Malayalam with clarity and precision. His
diction was marked by simplicity, but this
simplicity was not the result of linguistic
limitations. Instead, it was a conscious
stylistic choice, aimed at ensuring that his
philosophical insights, ethical principles,
and calls for social reform reached the
broadest possible audience. Guru was aware
that profound truths need not be cloaked in
ornate language; rather, their power lay in
their accessibility and their ability to resonate
with everyday human experience.

One of the most enduring expressions
of Guru’s philosophy, ‘One Caste, One
Religion, One God for Mankind,” was
delivered in Malayalam. This phrase, simple
in construction but vast in implication,
became a revolutionary call that reverberated
through Kerala’s social fabric. It succinctly
encapsulated his dream of a society where
birth no longer determined one’s worth and
where the essential unity of all human beings
was recognized and respected. That such
a profound declaration could be made so
effectively in a few words of common speech
is a testament to Guru’s mastery over the
philosophical power of plain diction.

Malayalam was not merely the language
through which Guru communicated his
thoughts, it was the medium through which he
shaped a collective social consciousness. His
poems and philosophical verses in Malayalam
tackled issues that were immediate and real
for his audience: the oppressive caste system,
the ills of untouchability, the meaning of true
religion, and the ethical principles that should
guide human life. He spoke directly to the
people, offering them not abstract theories
but concrete ideas and moral guidelines that

could be applied in daily living.

Among his many works in Malayalam,
texts like Jati Nirnayam stand out for their
bold critique of caste-based discrimination.
In this work, Guru challenges the very
foundations of the caste system, asserting
that human worth is not determined by
birth but by behavior and character. The
text resonates with his broader philosophical
commitment to equality, fraternity, and
justice. By writing it in Malayalam, Guru
ensured that his arguments were not confined
to academic circles but became part of the
public discourse in Kerala.

Another noteworthy Malayalam
composition, Anukampa Dasakam, reveals
Guru’s deep concern for compassion as a
fundamental human virtue. In these verses, he
extols kindness and empathy as the highest
forms of worship and spiritual practice.
The poem is reflective of Guru’s broader
ethical framework, which saw compassion
not as an abstract ideal but as a lived reality,
essential for creating a just and harmonious
society. Through Malayalam, Guru could
communicate these values in a tone that
was intimate, persuasive, and emotionally
resonant.

What is particularly striking about Guru’s
use of Malayalam is the way he infused
the language with philosophical resonance
without sacrificing its natural flow. His verses
are free of unnecessary ornamentation, yet
they are imbued with rhythmic beauty and
intellectual depth. Guru understood the
musicality inherent in the language and
used it effectively to enhance the meditative
quality of his poems. The cadence of his
verses often mirrors the contemplative mood
he seeks to inspire, drawing the reader or
listener into a deeper engagement with the
ideas being presented.

Guru’s choice to write extensively in
Malayalam was also a strategic response to
the socio-political realities of his time. The
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late 19th and early 20th centuries were periods
of significant social ferment in Kerala, with
increasing demands for education, rights,
and social mobility among the oppressed
classes. By speaking directly in the people’s
language, Guru aligned himself with these
emerging aspirations, offering a philosophical
and ethical framework that supported and
legitimised their struggles.

Moreover, Malayalam as a literary
medium allowed Guru to experiment with
forms and expressions that were uniquely
suited to his reformist and philosophical
agenda. He seamlessly blended poetry with
ethical instruction, devotional fervor with
rational critique, and personal reflection
with universal truths. This fluidity of form
and content made his Malayalam works not
only popular but also enduringly relevant.

The impact of Guru’s Malayalam writings
extended beyond literature into the realms
of education, politics, religion and social
reform. His ideas, expressed in the vernacular,
influenced generations of thinkers, writers,
and social activists in Kerala. The simplicity
and directness of his language enabled
his works to be memorized, recited, and
passed down orally, further embedding his
philosophy into the cultural consciousness
of the region, if not the nation.

1.1.15 Sanskrit Scholarship:
The Language of Philosophy
and Universality

One of the most remarkable aspects of
Sree Narayana Guru’s intellectual and literary
legacy is his profound scholarship in Sanskrit,
a language that for centuries remained the
preserve of the Brahminical elite in India.
Guru’s deep engagement with Sanskrit was
not only an assertion of his philosophical
stature but also a bold act of reclaiming
access to classical wisdom for all sections
of society, particularly those traditionally
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denied entry into the sacred domain of
Vedic learning. His mastery over Sanskrit
enabled him to engage directly with the
vast corpus of Indian philosophical thought,
Vedanta, Upanisads, Samkhya, Yoga, and
classical poetics, placing him among the
rare philosopher-poets who could interpret,
internalize, and recreate these traditions in
their purest form.

For Sree Narayana Guru, Sanskrit was not
merely a literary medium but a philosophical
tool through which he universalized his
spiritual teachings. By composing profound
works in Sanskrit, he made a conscious
statement that enlightenment and knowledge
were not the monopoly of any one caste, class,
or community. Guru’s Sanskrit compositions
broke the conventional barriers and redefined
the language as a vehicle of universal human
wisdom rather than the preserve of the learned
few. He did not approach Sanskrit simply as
a scholar but as a seer who sought to recover
its spiritual essence, free from ritualistic
obscurity. Through Sanskrit, Guru directly
addressed the eternal concerns of human
existence, the nature of reality, the illusion
of multiplicity, and the path to liberation.

Sree Narayana Guru’s profound scholarship
in Sanskrit was a ‘bold act of reclaiming
access to classical wisdom for all sections
of society’. By mastering this language,
which for centuries was the preserve of the
Brahminical elite, he ‘shattered the notion
that Sanskrit was the exclusive domain of
Brahmins’. His Sanskrit works are noted for
their ‘philosophical precision, poetic beauty,
and technical mastery of metre and style’.

He used Sanskrit as a ‘philosophical tool
through which he universalized his spiritual
teachings’. By composing profound works
in Sanskrit, he made a conscious statement
that knowledge was not the ‘monopoly of
any one caste, class, or community’. His
compositions broke conventional barriers and
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redefined Sanskrit as a ‘vehicle of universal
human wisdom rather than the preserve of
the learned few’.

Among his significant Sanskrit
contributions, Darsanamala stands out
as a philosophical masterpiece. It is a
structured collection of one hundred verses,
systematically unfolding ten stages of
spiritual vision, from the illusory nature of
the world to the ultimate realisation of the self
as Brahman. In this work, Guru demonstrates
not only philosophical precision but also
lyrical beauty and structural mastery, aligning
perfectly with the classical Sanskrit tradition.
The verses are brief yet dense with meaning,
each encapsulating an entire philosophical
vision in a few lines. Guru skillfully
employs metres such as Anushtup and
Shardulavikridita, ensuring that the rhythm
of his poetry complements its metaphysical
depth. The elegance of Darsanamala lies in
its ability to traverse complex philosophical
systems while retaining simplicity and grace,
making it accessible to both scholars and
earnest seekers.

Equally significant are his devotional
Sanskrit compositions such as
Bhadrakaliyashtakam, Sivapanchakam, and
Jnanapanchakam. These hymns reveal Guru’s
deep understanding of Sanskrit prosody and
his ability to weave philosophical insights into
devotional frames. In Bhadrakaliyashtakam,
for instance, the fierce form of the goddess is
invoked with a sense of awe and reverence,
while also subtly embedding the non-dualistic
vision of the divine as both immanent and
transcendent. The verses flow with rhythmic
beauty, combining sonic richness with
spiritual intensity. Similarly, Sivapanchakam
and Jnanapanchakam reflect Guru’s
remarkable capacity to express intricate
Vedantic concepts in a manner that is both
poetic and philosophically exact.
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What distinguishes Guru’s Sanskrit
poetry is his meticulous attention to
linguistic precision and his commitment
to philosophical clarity. Every word in his
verses is carefully chosen, ensuring that
the complex ideas of non-dualism, self-
realisation, and liberation are communicated
without ambiguity. His diction avoids the
ornate excesses of classical kavya while
retaining its aesthetic elegance, thus making
his compositions uniquely contemplative and
meditative. Guru achieves a delicate balance
between brevity and depth, where even
the simplest lines resonate with profound
metaphysical significance.

Through his Sanskrit writings, Guru
accomplished what few could in his time,
he democratized the language of spiritual
knowledge. By claiming his rightful place
in the lineage of India’s philosopher-poets,
he shattered the notion that Sanskrit was the
exclusive domain of Brahmins. His works
stand as a testament to his conviction that
the highest knowledge is not defined by
birth or social status but by the sincerity
of one’s quest and the clarity of vision. In
engaging Sanskrit, Guru aligned himself
with the ancient rishis while simultaneously
challenging the rigidities of the contemporary
social order.

The universality of Guru’s Sanskrit works
ensured their influence extended far beyond
Kerala, gaining recognition among scholars
and seekers across India. His compositions
are studied today not only as literary
achievements but also as contributions to
India’s philosophical and spiritual thought.
Through Sanskrit, Guru offered the world a
vision of reality rooted in non-duality, where
distinctions of caste, creed, and community
dissolve in the realisation of the self’s unity
with the Absolute.



1.1.16 Guru and Tamil
Compositions

To comprehend Sree Narayana Guru’s
deep expertise in the Tamil language, one need
only look beyond his independent Tamil work
‘Tevarappatikangal’ (e@a100q|®)e:8:03),
the Tamil translation of a key verse from
‘Gangashtaka’ attributed to Kalidasa, and
his incomplete Malayalam translation of
‘Tirukkural’. Guru meticulously extracted
over a hundred significant Tamil words from
Shiva Siddhanta literature, encompassing
works from Srikantacharya, known as the
founder of Sivadvaita in the 11th century, to
figures like Appayya Dikshitar, Meykanda
Devar, Arul Nandi Sivacharya, Umapati
Sivacharya, and even Pattinathupillaiyar
and Bhadragirikal from the 13th century.
He freely used these words, with their full
gravitas, in his own works, from ‘Shanmukha
Stotram,’ (atendo)eimiemo(™o),  Subrahm
anya Kirtanam,’ (av)(eniamemy s 13@mmo),
‘Paramashiva chintadashakam,’
(ato2wlalalamoBws0), ‘Mananatitam,’
(ammomI®mo), and ‘Chijjadachintakam,’
(aN@xwalladsso) to ‘Daivadashakam’
(9eBa1 BUdMo) and ‘Atmopadesasatakam’
(@R EOWInIGRUDUD D E:0).

(a10c0o apocw AEImICWI almald
Gald)o ®IGOI MOOCWI ®ENMRLIGOI MBal
OGM VOGO MTRCIGMSIMNICLMOIUT AUIGW

M1eo06MIcaIEm, MIMA0U QW MIR2RLICM)

(@036na2IER0, Al3ImERd, MVMY(BERO,
GRAIMONIOS @YUV MLAIMERI, B)AHIGWI,
CoUTl)88 aljatinlG20, @0eEOM - M1O06).
MO8 @ROIWIIMIE). EMIMIMO @PEREW
@IRYUOVI B AN). BHOVEEOBB) b, NONIWO,

MIBEDLIEM, af)Gal0P)o BOTMYOBHINBOLI0)

In this song, composed with a natural
simplicity, poetic sweetness, rhythm, and
cadence, the craftsmanship of a great poet
came of age.

1.1.16.1 A Shift to Saiva Devotion

In his early youth, Guru’s devotional
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mind was captivated by the tales of
Krishna on the banks of the Yamuna and the
teachings of the Gita from Krishna as Partha
Sarathi on the battlefield of Kurukshetra.
Consequently, the hero of his compositions
from that period, ‘Vishnuvashtakam’
(alatferniayero), and ‘Sreevasudevashtakam’
(LvlaloavyesaIoayeo), was Vasudeva.
However, as Paramashiva later became the
focus of his meditation, the wellspring of
his thoughts, and the gateway to Advaita,
his poetic practice became infused with this
vibrant concept. This symbol embodies the
essence of Indian culture. Nandalal Bose,
the celebrated artist from Santiniketan, is
famous for his depiction of Shiva. From a
distance, the canvas appears as a snowy,
brilliant white Himalaya. Yet, upon closer
inspection, the form of Shiva emerges—his
body covered in ashes, a garland of skulls
around his neck, the Ganga and the crescent
moon on his head, a snake as an ornament,
and a tiger skin as his attire. Paramashiva
is the visual embodiment of the divine
Himalayas in the ‘uttarasyam disi’ that
brightens India’s destiny. The Dravidian
form of this concept, which inspired the
imaginations of Valmiki, Vyasa, Kalidasa,
and Tagore, was what fuelled Guru’s literary
journey.

When Nanu, the devotee, wandered as an
ascetic through the temples, halls, and caves
of South India, the images of Nataraja and his
act of incinerating Kama, his Tandava dance,
his spirit of renunciation, his meditative
disposition, and his Advaitic vision, all
steeped in Chola-Pandya memories, must
have imprinted themselves upon his mind.
Alongside this, the prevalent devotion to
Shanmukha and Ganesha and the love for
Saiva Siddhanta in the Tamil country took
root and flourished within him.

1.1.16.2 Language and Poetic Style

Sree Narayana Guru’s linguistic style
is markedly different from the ‘Venmani’
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(9pauermem) movement and others popular
at the time, whether in Malayalam or
‘Pachamalayalam’ (vernacular Malayalam).
It’s a language woven together with words
shared by both Tamil and Malayalam.
Consider these salutations:

(@po)es, olojcamlwsmeomIs)n’
01088, 6©AUSICW,VWISECW, 6ald®m)CAl,
&H0CB, H031B:AINC160)20)0 HaI0)ES, al)dl

2R 2jUEM!)

In some places, Sanskrit also blends into
this language:

(@200 AN OMALED®, ISER, AUWEAL,
2W)0sMIcw, o0qven, alwl 20wWwalndd]

O@IEOTIISIHAM A ITNCW, alBalEHRER, NOICW
(aNeEmanalammo)

In many of his poems, Guru reveals a
supreme reality that is immanent in all names
and forms yet transcends them, through such
salutations and nominal forms.

(@po)es! Mde8lo)so el1o)81s)MIoW
MOEHO0DIRA0CY MOIES! HAUSIGW! MS)AU0
2068 H0SIT HS1HNOR00) HalOD)ES)

And also,

(a)®c®@! ©a10slc@!  aljocn!
VWHGA! HAUSICW! M0 ol)@RYECW
& SToIs@I®:e 1081210)an)  &)S)o
®aloslofleno)ms) ailoens) Galod9sla]oad)
(Wl o)

In lines like these, Sree Narayana Guru
forges a distinct poetic language from
common, everyday speech.

1.1.16.3 Symbolism and Social
Philosophy

Sree Narayana Guru seems to have
prioritised a holistic poetic experience over
ornate metaphors. However, certain images
that help give tangible form to his ideas recur
in his poetry. To make abstract concepts
like ‘Mahas,” ‘God,” ‘light,” ‘knowledge,’
and ‘bliss’ and their vastness palpable, he
sometimes uses the sea as a metaphor:

R

(@R9ca0)o MM 2a0qRO20FlWIG3
AMEBBBOBHEAI @RYPEMo QIOYEMo MM Yo
QI09EMo QI0PEMo VYe o)

(06B0IBUdH0)

In stark contrast to these declarations
from the Tamil Saiva-Vaishnava traditions,
Guru’s ‘Jati Nirnayam’ (20@3lml@sgp@o)was
born in a completely secular context. This
work is thought to have been composed in
1914. Guru’s famous proclamation, ‘We have
no caste’ (mmyo) Roololel), was made
in 1916. It explicitly states, ‘It has been
several years since we abandoned caste and
religious distinctions.” A clear understanding
of the rational thought underpinning this
idea emerges when we consider the first
section of ‘Jati Nirnayam’:

(2MYaH06MmMo0 AM)aHUL @0 RODIAB, GO0

("QIdo WLNY, M (6NI0a2eMOIB10HHTVIAI0 00!
OOMIo QIO Ghoall M)

He clearly asserts that ‘human-ness’ is
the caste of humans, just as ‘cow-ness’ is
the caste of cows, and that the Brahmanical
status of birth has no rational basis. Here,
he dismisses the concept of caste in the
caste system by using the concept of ‘jati’
as defined in the ‘shastra’ of logic. According
to logic, ‘jati’ or ‘samanya’ is a substance
that exists in things, attributes, and actions.

1.1.17 Tamil — The Language
of Bhakti and Siddha
Traditions

Guru’s proficiency in Tamil opened a
vital literary and spiritual connection to
South Indian cultural traditions, especially
the Tamil Siddha and Bhakti movements
known for their anti-caste, anti-ritualistic,
and egalitarian themes.

Tamil Bhakti poets like Appar, Sundarar,
Manikkavacakar, and the Siddhars influenced
Guru’s thought, style, and use of symbols.

¢ Through Tamil, Guru was able to:
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¢ Engage with devotional poetry
traditions

¢ Absorb the radical social critique
embedded in Tamil Bhakti songs

¢ Extend his influence beyond
Kerala into the Tamil-speaking
regions of South India

Guru’s engagement with Tamil is evident
in Thevarapathigangal, in his translation of
Thirukkural and ‘Oru Tamil Slokam’. Many
of his plain speech, symbolic imagery, and
spiritual egalitarianism, also mirror in the
Siddha poetic tradition.

1.1.18‘Tevarappatikangal’
(cm190q |®19:8:03)

‘Tevarappatikangal’ is a work composed
by Guru in the Tamil language, consisting
of hymns in praise of Lord Shiva. Five
patikams (hymns) of this work are currently
available. Guru’s patikams are on par with
the compositions of Sundarar, Appar, and
Tirugnanasambandar.

The term ‘Tevaram’ generally refers to
divine service, kirtan (devotional chanting),
and japa (recitation). However, in Tamil
literature, it is specifically used to denote
the songs written by the Nayanars (Shaivaite
saints). Guru composed his “Tevarappatikam’
in the same language as the ancient Tamil
devotional literature. The first patikam was
written in praise of the deity at the Sree
Nainar Temple in Arumanur. This work
serves as evidence of Sree Narayana Guru’s
immense respect for the Tamil tradition,
particularly Shaiva Siddhanta.

1.1.19 Tamil: Connecting
with Siddha and Bhakti
Traditions

Sree Narayana Guru’s engagement with
Tamil marks yet another dimension of his
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trilingual scholarship and broad spiritual
vision. His knowledge of Tamil was not
confined to linguistic competence; it was
deeply rooted in his familiarity with the
rich philosophical, devotional, and literary
traditions of Tamil Nadu, especially the Siddha
and Bhakti movements. Through Tamil, Guru
found a natural connection to South India’s
diverse spiritual heritage, further expanding
the geographical and cultural reach of his
reformist and philosophical ideas.

The Tamil language, with its ancient and
vast literary tradition, had long served as the
medium for expressing mystical, devotional,
and socially transformative ideas. Guru’s
exposure to Tamil poetry allowed him to
internalize the distinct features of both Siddha
mysticism and Bhakti devotionalism, two
streams that had historically challenged
orthodox structures and advocated for
egalitarian spiritual experiences. The
Alwars and Nayanmars, central figures
of the Tamil Bhakti tradition, composed
hymns that emphasized personal devotion,
inner purity, and direct communion with the
divine, often rejecting ritualistic practices and
caste hierarchies. Similarly, the Tamil Siddha
poets explored the realms of body-mind
transcendence, yogic disciplines, and non-
dualistic metaphysics, conveying profound
truths in simple, clear expressions.

For Sree Narayana Guru, Tamil became
an important bridge that connected him not
only to these powerful literary traditions but
also to a wider South Indian audience. It
expanded his cultural horizon and reinforced
his commitment to breaking down social
barriers and religious orthodoxies. Through
Tamil, Guru absorbed the Bhakti tradition’s
emphasis on universal love, ethical living,
and devotion beyond caste constraints, which
resonated perfectly with his own ideals. The
Siddha influence, meanwhile, strengthened
his philosophical inclination towards inner
realisation, self-discipline, and experiential

7

Dty
AGURY




knowledge, which became central to his
later works.

Guru’s engagement with Tamil is evident
in both his thought and expression. While not
as extensive as his Malayalam or Sanskrit
contributions, his Tamil hymns and verses
reflect a distinct devotional fervor, echoing
the emotional intensity of the Bhakti school.
These compositions are notable for their
simplicity, lyrical beauty, and moral clarity,
making them accessible to ordinary people
while carrying profound philosophical
undertones. In these Tamil works, Guru
continues his characteristic blending of
spiritual insight with social critique, using
the language not just for worship but as a
tool to question social evils and promote
human dignity.

Significantly, the Tamil Bhakti and Siddha
traditions had always carried an anti-caste
and anti-ritualistic stance, often challenging
the Brahminical monopoly over religious
and spiritual practices. Guru’s affinity with
these traditions was natural, as he too sought
to dismantle the rigid caste structures that

oppressed vast sections of society. His
Tamil compositions reflect this shared
commitment to social justice, urging people
to move beyond external rituals and focus
on cultivating inner purity and compassion.

By engaging with Tamil, Guru also
reinforced the pan-South Indian nature
of his reform movement. He recognized
that the issues of caste discrimination,
untouchability, and social exclusion were
not confined to Kerala but were prevalent
across the southern states. Tamil, therefore,
became a strategic linguistic and cultural
choice, allowing him to communicate his
vision of spiritual equality and universal
brotherhood to a broader audience. It also
enabled him to connect with Tamil scholars,
mystics, and reformers, fostering a dialogue
that enriched both his philosophy and his
reformist strategies.

What is particularly noteworthy is how
Guru managed to preserve the emotional
intensity of Bhakti while embedding his
Tamil compositions with philosophical depth
and ethical reflection. His verses do not

Sree Narayana Guru’s profound scholarship in Malayalam and Sanskrit is
evident in his compositions written in those languages. Similarly, he was able
to write poetry in Tamil with a graceful, effortless simplicity.

At that time, Tamil was not a foreign language in Travancore, as it was

included in the curriculum. Guru, in particular, travelled extensively throughout
Tamil Nadu during his period as an avadhuta (ascetic), where he absorbed the
region’s rich traditions of devotion and poetry. It was during this time that he
became drawn to the Advaita concept rooted in the Saiva tradition. This is why
the Shiva family features prominently in his early works. It is likely that between
his stay at Marutvamala and the consecration at Aruvipuram, Guru delved more
deeply into the Tamil tradition.

Guru was significantly influenced by the padal (devotional songs) of Saiva
Siddhars such as Appar, Sundarar, Tirugnanasambandar, and Manikkavacakar.
A characteristic feature of Tamil literature is its sincere, heartfelt devotion. This
profound emotional quality is discernible in Guru’s early compositions like
‘Shivasatakam’ and ‘Subrahmanya Kirtanam’
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merely invoke the divine but also challenge
the devotee to engage in self-examination,
ethical conduct, and a compassionate out-
look towards fellow beings. In this way, his
Tamil works functioned both as spiritual
hymns and social manifestos, continuing
the tradition of poets who saw no divide
between the sacred and the secular.

1.1.20 Guru’s Multilingual
Proficiency: An Overview

In the article: ‘Jivakarunya Paficakam’:
Oru Pathanam, Dr. Asalata mentions that
Sree Narayana Guru paid close attention
to the linguistic features expressed through
his works. His conviction was that ‘when
writing in Malayalam, it must remain truly
Malayalam.” At the time, most writers
employed a Sanskrit-heavy style, using
numerous vibhakti-antya Sanskrit words with
ease. However, Guru did not take an extremist
stance of rejecting all Sanskrit terms outright.
Instead, he followed a balanced linguistic
policy, using Sanskrit words where necessary
to express meaning without compromising
clarity or fluency (T. Bhaskaran, 2003).
This approach shaped a poetic diction that
was both authentic and functional, where
vocabulary was never decorative but always
expressive and purposeful.

Inthe article, ‘Vanmaya Ganga Pravaham”
Sajaay K.V. views that Sree Narayana Guru is
arare personality who appears as a Vedantin
in poetic discussions and as a poet in Vedantic
debates. One cannot arrive at the true essence
of his poetry without journeying through
the formidable paths of Vedanta. Many who
attempted this have either set aside the poetic
aspect, seeing only the philosophy, or failed
to grasp the depth of his unique blend of
poetry and Vedanta.

One effective remedy is to approach Guru
the poet through the lens of his language.
Yet, even this path has its challenges. Guru
employed three languages in his poetic

compositions, Malayalam, Tamil, and
Sanskrit. He wrote in pure Sanskrit and in
Tamil, while in many works, a fusion of
the three languages is found. One might
argue that Guru’s poetic language is refined
Malayalam deeply influenced by Tamil. But
works like Bhadrakalyastakam, written
entirely in Sanskrit, challenge such claims.
Nevertheless, we may still say that no other
poet in the late 19th or early 20th century has
mixed Tamil into Malayalam poetic diction
as extensively as Guru. Thus, his linguistic
personality is multifaceted and vivid,
embodying a rare poetic cosmopolitanism.

1.1.20.1 The Foundations of
Multilingualism

Sree Narayana Guru’s linguistic personality
was ‘multifaceted and vivid, embodying a
rare poetic cosmopolitanism’. He employed
three languages in his poetic compositions,
Malayalam, Tamil, and Sanskrit. While he
wrote in pure Sanskrit and Tamil, a fusion
of all three languages is found in many of
his works. This trilingual mastery was not
merely academic or artistic but ‘deeply
philosophical and political’. It reflected his
conviction that ‘when writing in Malayalam,
it must remain truly Malayalam’ while also
using Sanskrit and Tamil where necessary
to express meaning without compromising
clarity or fluency. This balanced approach
shaped a poetic diction that was ‘both
authentic and functional, where vocabulary
was never decorative but always expressive
and purposeful’.

His mastery of Sanskrit was exceptional
and self-acquired, breaking the caste-based
restrictions that traditionally denied Sanskrit
education to non-Brahmins. Through
Sanskrit, he connected directly with India’s
philosophical and spiritual heritage, including
the Vedas, Upanishads, and Vedanta.
Similarly, his proficiency in Tamil opened
a vital literary and spiritual connection to
South Indian cultural traditions, especially
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the Tamil Siddha and Bhakti movements
known for their anti-caste and egalitarian
themes.

1.1.20.2 The Interplay of Languages

The most fascinating aspect of Guru’s
literary genius was his ‘seamless interplay of
languages within his works’. His trilingual
scholarship was a dynamic integration of
Malayalam, Sanskrit, and Tamil, reflecting
his inclusive, universalist outlook. Each lan-
guage brought with it a distinct cultural and
philosophical heritage, and Guru harnessed
the strength of each to create a body of work
that was not only spiritually profound but also
‘linguistically rich and culturally expansive’.

A striking example of this interplay is
evident in his Malayalam compositions
that are ‘densely populated with Sanskrit
philosophical terms and ideas’. He care-
fully embedded terms like Atman, Maya,
Brahman, and Moksha within his Malayalam
verses, effectively introducing Vedantic and
Upanishadic thought into the everyday speech
of the common people. This act bridged
the gap between classical philosophy and
vernacular expression.

Equally compelling was his use of Tamil
imagery and idioms within his Malayalam
devotional hymns. His familiarity with Tamil

Recap

Bhakti and Siddha traditions allowed him
to enrich his Malayalam poetry with sym-
bolic references and emotive expressions.
For instance, his references to metaphors
common in Tamil devotional poetry, such
as the ‘journey of the soul’ or the ‘human
body as a temple’, infused his verses with
emotional intensity drawn from multiple
traditions. Guru also employed classical
Sanskrit metres like Anushtup and Shardula
vikridita when writing in Malayalam, thereby
‘imparting a musical and rhythmic quality
typically associated with Sanskrit poetry’.
This stylistic choice added structural ele-
gance and lyrical cadence to his vernacular
compositions, elevating them beyond simple
verse.

This trilingual interplay served a strate-
gic purpose. By blending languages, Guru
made his works accessible to a wider audi-
ence while simultaneously anchoring them
in the classical philosophical traditions of
India. He could reach the local farmer, the
temple priest, and the philosophical scholar,
all within the same literary canvas. In many
ways, his linguistic synthesis mirrored the
syncretic cultural landscape of Kerala and
South India, where a rich mosaic of lan-
guages and philosophies had been created
over centuries.

¢ Guru’s legacy is defined by the synthesis of spiritual enlightenment and

radical social reform.

¢ His philosophical poetry is a direct outcome of his personal experience

of non-dualism (Advaita).

¢ Guru’s work bridges the gap between classical Upanishadic thought and

vernacular expression.
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¢ He translated profound spiritual experiences into his mother tongue,
Malayalam, for accessibility.

¢ Guru’s mastery of Sanskrit and Tamil enriched his Malayalam poetry
with classical and devotional elements.

¢ The use of classical Sanskrit metres like Anushtup gave his works
a musical and rhythmic quality.

¢ His familiarity with Tamil traditions infused his poetry with rich
symbolic references and emotional intensity.

¢ The trilingual blend in his work was a strategic choice to reach a
wide and diverse audience.

¢ Guru’s linguistic synthesis mirrored the syncretic cultural landscape
of Kerala and South India.

¢ He is described as a unique and pivotal figure who defies easy
categorisation.

¢ The core paradox of his legacy is the blending of an Advaitin and
a social reformer.

¢ His poetry is not merely an intellectual exercise but a direct expres-
sion of his spiritual realisations.

Objective Questions

1. What philosophical concept is at the core of Sri Narayana Guru’s legacy?

2. Which two languages, besides Malayalam, did Guru use to enrich his
mother tongue?

3. Who is described as an intricate blend of an Advaitin and a social reformer?
4. In which tradition does Guru’s inspiration mainly is rooted?

5. What did Guru’s act of translating philosophical experience into his
mother tongue help to bridge?

6. Which classical Sanskrit metres did Guru employ in his Malayalam
writing?
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7. What kind of qualities did the use of Sanskrit metres impart to his poetry?

8. Which traditions did Guru’s familiarity with Tamil enrich his Malayalam
poetry with?

9. What is the main theme of the analysis of Guru’s work?
10. Whom does Guru defy easy categorisation as?
11. What is the central paradox that defines Guru’s legacy?

12. What did Guru’s linguistic synthesis mirror in the cultural landscape of

South India?
Answers
1. Advaita

2. Sanskrit, Tamil

3. Sree Narayana Guru

4. Upanishadic

5. The gap between classical philosophy and vernacular expression
6. Anushtup and Shardula vikridita

7. Musical and rhythmic

8. Bhakti and Siddha

9. His dual nature

10. A unique and pivotal figure

11. The dual nature of his work

12. A rich mosaic of languages and philosophies
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Assignments

1. Explain how Sreenarayana Guru’s life represents a synthesis of spiritual
enlightenment and social reform.

2. Discuss how Guru’s linguistic skills helped him make his works accessible
to a wider audience.

3. Analyze the role of Sanskrit in Sreenarayana Guru’s poetry.
4. How did Guru’s familiarity with Tamil culture influence his poetic imagery?

5. Describe the central paradox that defines Guru’s legacy as a poet and a
reformer.

6. How did Guru’s poetry act as a bridge between classical philosophy and
common expression?

7. What is the significance of Guru’s use of classical metres in his Malayalam
works?

8. Discuss the strategic purpose behind Guru’s trilingual interplay.

9. How did Guru’s poetry and philosophy mirror the syncretic cultural
landscape of Kerala?

10. In what ways did Guru’s mastery of Sanskrit, Tamil, and Malayalam shape
his unique poetic style?
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\ General Introduction to
P the Concept of Eastern
literature and poetics

Learning OQutcomes

Upon completion of this unit, the learner will be able to:
¢ know the evolution of Eastern poetics and its terminology.
¢ explain key aesthetic theories such as Rasa, Dhvani, and Alankara.
¢ distinguish contributions of major Sanskrit literary theorists.

¢ get an idea how Indian poetics shaped literature and art traditions.

Prerequisites

A fundamental understanding of the core concepts of literary theory, such as the
poet, poetry, the purpose of poetry, its classification, its causes, and the connoisseur
(sahrdaya), is indispensable for the study of Indian aesthetics. A deeper comprehension
of the nature of poetry before the term ‘literature’ became widely established, along
with its various definitions, is also essential. Moreover, an analysis of the various
literary movements that were the hallmarks of Sanskrit literature’s success is cru-
cial. Knowledge of the Dasariipaka (ten types of plays) and their characteristics, as
outlined in the Natyasastra and Dhananjaya’s Dasartipaka, is also highly beneficial.

Bharata, in his Natyasastra, long ago asserted that rasa (aesthetic emotion) is
paramount in dramatic arts, and without it, a performance is lifeless. Based on this,
Indian literary theorists began to look beyond the $abdartha (words and meaning) that
constitute the body of poetry to explore its soul. It is believed that Vamana was the
first to propose a ‘soul of poetry’ with his statement, ‘Ritiratma kavyasya’ (style is
the soul of poetry). This expression, however, may not have been intended as a direct
parallel to Bharata’s concept of rasa as the soul of drama. For Vamana, ‘soul’ likely
referred to the most important element of poetry, not an equivalent to rasa, but rather
as ‘rity’ (style) defined as a specific arrangement of words with particular qualities.
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Many literary theorists have defined kavya (poetry) as the union of sound
(s$abda) and meaning (artha). The pioneer of Kavya Mimamsa, Bhamaha, begins
his Kavyalankara with the definition: ‘Sabdarthau sahitau kavyam’ (poetry is a
union of words and meaning). Rudrata similarly starts his work with the rhetorical
question, ‘nanu $abdarthau kavyam?’ (Isn’t poetry a union of words and meaning?).
This definition, however, is not without flaws. Language itself is a union of sound
and meaning; there is no sound without meaning and no meaning without sound.
This inseparability is a fundamental principle of language. Defining poetry simply
as a union of words and meaning would mean that any linguistic expression could be
considered poetry. This may be why some theorists defined poetry as an aesthetically
pleasing combination of faultless, meritorious, and ornate compositions. Bhamaha
and his followers were aware of the distinctness of poetic language from everyday
and scientific language, and of its unique aesthetic qualities. However, their focus
on ornamentation led them to overlook the fundamental essence of poetry. They
uncritically believed that ‘poetry is accepted because of ornamentation’ (kavyam
grahyamalarkarat) and that ornamentation itself is beauty (saundaryamalamkarah).
Vamana’s principle, ‘Kavyam grahyam alarmkarat, saundaryam alarmkarah,’ supports
this conclusion.

Keywords

Bhamaka - Dandin - Anandhavardhana, Rajashekhara, Kavya, Rasa, Dhvani, Alankara,
Kriyakalpa, Sahitya, Vakrokti, Guna

Discussion

The study of Indian literature and art
is incomplete without an understanding
of its unique aesthetic traditions. Unlike
Western aesthetics, which have often
been preoccupied with beauty and formal
perfection, Indian aesthetics are deeply
entwined with philosophy, spirituality, and
the profound human experience of emotion.
This article offers a general introduction
to the core principles of Indian aesthetics,
focusing on its most significant concepts:
Rasa and Dhvani, which have defined its
literary and performative arts for millennia.

The central concept in Indian aesthetics
is Rasa, in an artistic context, it refers to
the essential emotional flavour or state of
mind that a work of art is designed to evoke

in the spectator or reader. It is the final,
blissful experience of a piece of art, a state
of pure aesthetic pleasure. The theory of Rasa
was first articulated by the sage Bharata
Muni in his foundational text on theatre,
the Natyashastra, written around the 2nd

century BCE.

The eastern aesthetic principles are not
confined to ancient texts; they continue to
shape Indian arts to this day. They are the
theoretical foundation of classical Indian
dance forms like Bharatanatyam and
Kathak, classical music (both Carnatic
and Hindustani), and even contemporary
Indian cinema. The emphasis on emotional
resonance over mere narrative has been a
defining feature of Indian artistic expression.
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Indian aesthetics, particularly the
interconnected concepts of Rasa and Dhvani,
provide a unique and compelling framework
for understanding art. They highlight a
tradition that views art not as an intellectual
exercise but as a powerful, transformative
experience aimed at producing a specific
emotional and spiritual state in the beholder.

1.2.1 Literature and Literary
Theory: Defining the Poet,
Poetry, and Literature

The Sanskrit terms ‘kavi’ (poet) and
‘kavya’ (poetry) carry broader connotations
than their modern English equivalents. In
contemporary usage, a ‘poet’ is a writer of
a specific literary form, whether metrical
or free verse, and their work is termed
‘poetry’ or ‘verse’. Novels, short stories,
and plays are not typically classified as
‘poetry’, nor are their authors referred to
as ‘poets’. However, in ancient India, the
term ‘kavya’ encompassed a much wider
scope, aligning with the modern concept of
‘literature’. This included not only poetry but
also drama and prose narratives. Works like
Kumarasambhava and Meghadiita (poetry),
Svapnavasavadatta and Sakuntala (dramas),
and Pafcatantra and KadambarT (prose
works) were all referred to as kavya.

The word ‘kavya’ is etymologically
derived from the root ‘kav’, meaning ‘to
describe’, or ‘ku’, meaning ‘sound’. Thus,
a ‘kavi’ is fundamentally a ‘singer’ or one
who communicates through the medium of
sound. Rajasekhara in his Kavya Mimamsa
and Hemacandra in his Kavyanusasana
suggest that ‘kavi’ also signifies a master
of description. The term ‘kavya’ is then
derived by adding the suffix ‘ya’ to ‘kavi’,
denoting the poet’s action or creation. Various
scholars, including Vidyadhara, Bhattatauta,
Abhinavagupta, and Mammata, have defined
kavya as the creation of a poet who possesses
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the skill to describe in a manner that evokes
extraordinary delight and wonder.

Indian thinkers have often regarded
the poet as an omniscient being, a rishi
(sage), and a creator. The authors of Vedic
hymns are referred to as rishis or seers. The
I$avasyopanisad even describes the soul as
a poet. The Satapatha Brahmana identifies
the poet with the rishi, stating:

‘Na rsih kavih’ (He who is not a rishi
is not a poet; a rishi is so called because
of darsana (vision)... The term ‘poet’ in
the world is established from darsana and
varnana (description).

As Bhattatauta proclaimed, both vision
and the skillful, wonder-inducing description
of that vision are essential for becoming a
poet. He cited the first poet, Valmiki, as an
example, noting that the sage only became
a poet when he described the story of the
Krauncha bird, which he had witnessed.

This concept resonates with the view of
the Western aesthetician Benedetto Croce,
who stated: ‘Intuition is only intuition in
so far as it is, in that very act, expression.
An image that does not express is an image
that does not exist.” The darsana (vision) is
the initial spark of inspiration in the poet’s
heart, followed by its verbal expression.
Kuntaka, in his Vakrokti Jivita, explains that
an idea emerging from the poet’s genius, if
not yet articulated, is like an unpolished gem,
lacking appeal. However, when expressed
through the poet’s masterful, indirect speech
(vakrokti), it transforms into a beautiful and
delightful object for the connoisseur, much
like a gem polished on a whetstone. Kuntaka
argued that only the genius expressed through
vakrokti possesses true existence, and vision
is only made complete and radiant through
description.

SREEN

7

—
NAGURY




0
®)

1.2.2 The Evolution of
‘Kavya’ and ‘Sahitya’

In ancient times, the broad concept of
kavya encompassed not only Upanishads,
Sruti, Smrti, and sciences like statecraft,
medicine, and astrology but also any text
with a significant expressive and descriptive
quality. It was only later that the term began
to be exclusively applied to works primarily
focused on emotion and narrative.

Bhattatauta, in his Kavya Kautukam,
distinguished between $astra (science/
scripture) and kavya:

‘There are two paths for the divine speech:
sastra and kavya. The former arises from
intellect, the latter from genius.’

He defined the $astra writer as an
omniscient scholar of all philosophies, while
the kavya writer is one who illuminates what
they perceive in the universe through their
genius and descriptive prowess. Sastra
includes traditional branches such as Purana
and Mtmamsa, whereas kavya is understood
as evocative and affective discourse.

According to Rajasekhara, kavya is the
unifying essence and the fifteenth category
of knowledge, alongside the four Vedas,
six Vedangas, and four $astras—a total of
fourteen established branches of learning.
Alankara (literary criticism) 1s considered
the seventh Vedanga.

The term ‘sahitya’ (literature) gained
prominence after the 8th century CE. While
the seeds of this concept can be found in
Bhamaha’s definition of kavya as the union
of words and meaning ($abdarthau sahitau
kavyam) in the 7th century, Rajasekhara’s
Kavya Mimamsa (circa 860-930 CE) is the
first text to explicitly use the term ‘sahitya’
in the sense of literature or literary studies
(‘paficami sahityavidya’, p. 10). Kuntaka (late
10th century CE) and Bhoja (11th century

CE) also used the term ‘sahitya’ in their
works like Vakrokti Jivita, Smgﬁra Prakasa,
and Sarasvatikanthabharana.

1.2.3 Alternative Names for
Literary Theory

Literary theory has been known by various
names throughout its history, including
Kriyakalpa, Alankara, Alankarasastra,
Kayalaksana, Kavya Mimamsa, Sahitya,
Sahitya Vidya, and Sahitya Mimamsa.

Kiriyakalpa is the oldest term, appearing in
Vatsyayana’s Kama Sutra as one of the arts
that aids in kavya creation. The commentary
on the Kama Sutra, Jayamangala, explains
Kriyakalpa as the ‘method of composing
poetry’ or kavya-alankara. Dandin also uses
kriyavidhi in this sense. The term kriyakalpa
specifically refers to the principles and
methods of poetic composition.

Name such as Kavyalaksana is referenced
in the works of Bhamaha, Dandin, and
Anandavardhana.

Kriyakalpam
Kriyakalpa

In Alankara Shastra (poetics), ‘Kriyakalpa’
specifically refers to the study of literary
devices, their application, and the rules
governing their usage in eastern literature.
It’s a branch of Alankara Shastra that
focuses on the practical application of
poetic ornamentation and figures of speech.
Kiriyakalpa encompasses the study of various
alankaras (ornaments), such as metaphor,
simile, imagery, and other figures of speech,
and how they contribute to the overall
aesthetic effect of a literary work.

Kriya:

In this context, ‘Kriya’ refers to the
practical application of literary devices
(alankaras).
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Kalpa:

‘Kalpa’ signifies the rules, guidelines, or
specific formulations for using these devices
effectively in literary composition.

There is a prevailing opinion that the
earliest term for the science of literature was
Kriyakalpa. This term is used in Vatsyayana’s
Kamasitra, where it is included as one of
the sixty-four arts. In his Jayamangala
commentary on the Kamasttra, Yasodhara
explains: ‘kriyakalpa iti kavyakarana
vidhih kavyalankarah’ (Kriyakalpa means
the method of composing poetry, i.e.,
Kavyalankara). Here, ‘kriya’ signifies the
act of composing poetry, and ‘kalpa’ means
rule or method. The term kriyakalpa is also
found in the Valmiki Ramayana, where it
refers to those knowledgeable in the science
of poetry. The word ‘kriya’ can also mean
creation or composition. Bhamaha himself
uses the term ‘kavya-kriya’ to mean the act
of composing poetry:

‘vilokyanyani nibandhamsca karya
kavyakriyadarah’ (Kavyalankara, 1.10)

In a technical sense, ‘kalpa’ refers to a
science that prescribes ritualistic actions,
such as Vedic sacrifices. If we interpret
‘kriya’ as composition and ‘kalpa’as method,
then ‘kriyakalpa’ can be understood as the
‘method of composing poetry.” P. Krishnan
Nair equates Kriyakalpa with the Western
concept of Rhetoric (Kavyajivitavrtti, Vol.
1:77).

Indian scholars used multiple terms
equivalent to the Western concept of Poetics.
The most prominent among these is Sahitya.
P. V. Kane points out that the term ‘sahitya’
has three meanings: poetry, literature in
general, and the science of literature (P.V.
Kane, History of Sanskrit Poetics, 1971:341).
Alankaras are considered the means to
beautify sahitya. As Bhamaha states in the
Kavyalankara: ‘Even a beautiful face does
not shine without adornment’ (1.14). For
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Bhamaha, alankara signifies beauty. This
perspective is even more pronounced in
Dandin’s Kavyadarsa, where he defines
alankaras as qualities that lend beauty to
literature: ‘kavyasobhakaran dharman
alankaran pracaksate’ (Kavyadarsa, 2.1).

Alankara

One of the central debates in Indian literary
theory, or Kavya Mimamsa, concerns the
nature of alankara (ornamentation or figure
of speech). A perennial question is whether
alankara is an external embellishment or an
intrinsic element that enhances the inner
beauty of a literary work. This has led
some modern critics to mistakenly believe
that ancient literary theories were merely
concerned with a collection of figures of
speech. However, numerous definitions,
such as ‘saundaryamalankarah’ (beauty
is ornamentation) and ‘kavyasobhakaran
dharman alankaran pracaksate’ (those
qualities that enhance the beauty of a literary
work are called alankaras), highlight its
broader significance.

The earliest reference to alankara is
thought to be in Yaska’s Nirukta. Indian
literary theorists are often referred to as
Alankarikas and their works as Alankara, a
term that possesses both a broad and a narrow
meaning. In its broad sense, it represents
the entirety of poetic beauty. In seminal
texts such as Bhamaha’s Kavyalankara and
Vamana’s Kavyalankarasutravrtti, the word
alankara is used in this comprehensive sense.
Vamana’s aphorism, ‘saundaryamalankarah,’
exemplifies this broad usage.

The Concept of Alankara

The term alankara has both a broad
and a narrow meaning. In its broad
sense, as exemplified by Vamana’s
aphorism  ‘saundaryamalankarah’
(beauty is ornamentation) from the
Kavyalankarasttravrtti, it refers to that
which adorns or makes something complete.



Here, ‘alam’ means sufficient, capable, or
accomplished, implying that alankara is that
which makes poetry capable of providing
power, beauty, and delight.

In its narrower sense, ‘alankara’ is derived
from ‘alam kriyate anena iti alankarah,’
meaning that which adorns. This refers to
elements that lend charm to poetry. These
are comparable to worldly ornaments like
necklaces and earrings that enhance the
beauty of the body.

The earliest mention of alankaras in poetry
appears in Chapter 17 of the Natyasastra:

‘Upama dipakam caiva ripakam
yamakam tatha

kavyasyait€ hyalankaras-catvarah
parikirtitah’ (Natyasastra, 17:37)

This states that upama (simile), dipaka
(illuminator), ripaka (metaphor), and yamaka
(rhyme) are the four well-known alankaras
in poetry.

The discussion of alankaras in Indian
poetics spans from these four mentioned
in the Natyasastra to the 115 described in
the Kuvalayananda.

Bhamaha’s pursuit of excellence in
expression led him in a different direction.
Regardless of the precise position alankara
holds in poetry, its capacity to delight is
undeniable. Even Dandin expounded
extensively on alanikaras. Bhamaha embraced
alankara as the principal element of poetry,
interpreting rasa (aesthetic emotion), bhava
(sentiment), and guna (quality) as subordinate
to and subsumed within alankara. His
assertion, ‘na kantam api nirbhiisarh vibhati
vanitananam’ (even a beautiful woman’s
face does not shine without adornment),
clearly illustrates the supreme importance
he assigned to alankara.

He categorised alankaras into two types:
the common ones like upama and other
figures of meaning, and the uncommon ones
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that involve sabdartha-vakrata (indirectness
of sound and meaning). Bhamaha argued that
this vakrata, which delineates meaning, is
the ultimate principle in poetry. Utterances
lacking this vakrata, he contended, would
remain mere statements of fact, like ‘The
sun has set, the moon has risen, the birds
have gone to roost,” devoid of poetic quality.

In another verse, he equates vakrata
with atisayokti (hyperbole), defining it as
an utterance that transcends the ordinary
and thus becomes exceptionally beautiful.
This inherent beauty in the indirectness of
sound and meaning is also what constitutes
atisayokti. Though Bhamaha did not explicitly
state that vakrokti, in the form of sound and
meaning variations, is the life or soul of
poetry, his writings implicitly acknowledge
its central role.

Even Vamana, a proponent of the Riti
school, who stated ‘kavyam grahyam
alankarat, saundaryam alankarah’ (poetry
is apprehended through alankara, and beauty
1s alankara), acknowledged the delightful
nature of alankara. Rudrata also proclaimed
the primacy of alankara. Commenting on
the second verse of the Kavyalankara,
Namisadhu writes: ‘The main subjects of
this work are vakrokti, vastava, and other
alankaras; faults and emotions are incidental,
not primary.’

Whether considered a primary element or
a subordinate one, alankara is undoubtedly
a poetic principle that has profoundly
influenced literary theorists.

Alankara is what adorns. It is the quality
that imparts an acquired beauty (aharya
sobha) to the words and meaning that form
the body of poetry. As the acaryas (masters)
Dandin and Vamana defined it, alankaras are
the attributes that lend beauty to a literary
work. Just as necklaces and other ornaments
adorn the human body, alankaras are the
embellishing features of the poetic body.
Their purpose is to generate camatkara (a



sense of wonder), enjoyment, and delight.
Figures of speech like upama (simile) and
utpreksa (poetic fancy) create a sense of
wonder in meaning, while yamaka (rhyme)
and anuprasa (alliteration) do so in sound.

The history of alankara in kavya begins
with Yaska’s reference to upama in his
Nirukta. Upama is considered the ‘mother
of all alankaras,’ as most others are believed
to have evolved from it. The renowned
literary critic Appayya Diksita depicted this
in his Citramimamsa with the famous line:
‘Upamai’ka $ailtist...” (The single actress,
Upama, plays various roles on the poetic
stage).

Following Yaska, Bharata identified
four alankaras in kavya: upama, riipaka
(metaphor), dipaka (illuminator), and
yamaka. Theorists like Bhamaha, Dandin,
Vamana, Udbhata, and Rudrata subsequently
developed a multitude of new alankaras, each
with unique artistic variations. It is a well-
established fact that no other literary tradition
in the world possesses the sheer variety and
inventiveness of figurative language found
in Indian literature.

1.2.4 Bhamaha: The Pioneer
of Alankara

Bhamabha is considered the pioneering
figure of the alankara school of thought
(Alankara Prasthana) and the author of the
most ancient extant treatise on poetics, the
Kavyalankara. While his exact dates are
uncertain, scholars place him between 600
and 700 CE. It is evident that there is a
significant temporal gap between Bharata
and Bhamaha.

Bhamaha’s Kavyalankara is a
comprehensive text divided into six
chapters, discussing the purpose, causes,
definition, divisions, merits, demerits, and
alankaras of kavya. As a leading proponent
of the alankara theory, Bhamaha believed
that even something inherently beautiful

requires ornamentation to enhance its charm,
famously stating that a beautiful woman’s
face would not shine without adornment.
The title of his work, Kavyalankara, uses the
term alankara in its broad sense, signifying
that the work deals with all aspects of poetic
theory, not just figures of speech. Bhamaha
was a significant authority on alankara, and
his views were highly respected and cited
by later masters such as Anandavardhana
and Abhinavagupta.

Bhamaha’s Theory of Alankara

The alankara-centric approach of
Bhamaha and his school is a key aspect of
their poetic philosophy. It is believed that
no clear records of literary discussions on
the function, nature, and types of alankaras
exist from the period between the Natyasastra
and the Kavyalankara in the 7th century.
Bhamaha’s work is considered the first
literary treatise of its kind.

While rasa was central to the aesthetic
theory of the Natyasastra, Bhamaha’s work
reveals that earlier theorists of poetic beauty
primarily emphasised the concept of alankara.
This was based on the belief that poetic
beauty lies in the ingenuity of expression.
While the importance of rasa in both dramatic
and non-dramatic poetry was universally
accepted, early acaryas argued that the
distinctive feature of kavya was not merely
rasa but the inventiveness (vaicitrya) in the
arrangement of both sound and meaning.
Bhamaha, Udbhata, and Rudrata elevated
this alankara emphasis into a major literary
doctrine.

Some pre-Bhamaha theorists prioritised
arthalankaras (figures of meaning) like
rupaka, believing that even an inherently
beautiful woman’s face loses its charm
without adornment. Others, however,
considered ripaka and similar figures to
be external. They gave precedence to the
beauty of sound ($abda-saundarya) created by
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the arrangement of nouns and verbs, rather
than the arrangement of meaning. Bhamaha,
by contrast, considered both arthalankaras
and $abdalankaras (figures of sound) to be
of equal importance.

Kavya is, after all, a linguistic creation.
Everyday language, used for simple
communication, is not considered significant.
It serves a functional purpose but lacks a
special appeal. Bhamaha makes this point
clear in his Kavyalankara by stating that
expressions like ‘The sun has set, the moon
shines, the birds go to their nests’ are not
poetry but merely information (varta).
However, when the same idea is expressed
with an elaborate style, infused with sound
ornamentation like anuprasa or figures of
meaning like upama, it becomes kavya.

Therefore, Bhamaha points that a
beautiful, indirect manner of speaking,
or Vakrokti, is the fundamental aesthetic
principle that distinguishes poetic language
from ordinary language. As he states, ‘Vacarm
vakrarthasabdoktir alankaraya kalpate’
(An ingenious expression of words and
meaning serves as alankara). He further
clarifies: ‘Na nitantadimatrena jayate caruta
giram, Vakrabhidheyasabdoktir ista vacam
alarhkrtih’ (Beauty in words does not arise
merely from pleasing sounds without any
rhetorical twist; an ingenious expression
of words and meaning is the desired
ornamentation for language). Bhamaha
maintains that Vakrokti is essential in all
forms of kavya, from epics and dramas to
single stanzas. He even suggests that an
ill-formed expression can become beautiful
through the ingenuity of its arrangement
(Sannivesavisesat tu duruktam api §obhate).

Dandin and the Kavya Tradition

The renowned literary theorist Dandin is
widely believed by Tamil scholars to have
originated from the Southern Deccan, a view
that may have contributed to the popularity of
his works in the Tamil literary tradition. His

life is generally placed in the early 8th century
CE. There are notable similarities between
the ideas in Bhamaha’s Kavyalankara and
Dandin’s Kavyadars$a, yet Dandin also
critiques Bhamaha’s views. This suggests that
Dandin was chronologically subsequent to
Bhamaha, although their exact dates remain
a subject of debate.

Dandin is credited with three major works,
including the prose work Dasakumaracarita.
The Kavyadarsa is a scholarly work on
poetics, consisting of 660 verses (karikas)
across three chapters. Unlike Bhamaha,
Dandin did not cite verses from other
poets. While his karikas are simple in
form, they effectively convey the depth of
his scholarship. Dandin’s work places him
among the foremost Sanskrit Alankarikas.
His approach is considered a blend of the
Alankara (ornamentation) school and the Riti
(style) school, with many scholars associating
him more closely with Vamana in the Riti
tradition due to the profound nature of his
discussion on poetic styles. Professor P. V.
Kane, for instance, considered Dandin to be
from the south and even placed him before
Bhamabha, although this latter view is not
widely accepted.

The Kavyadarsa delves into a
comprehensive range of topics, including
the definition of kavya, its divisions, the
distinct margas (poetic paths) such as the
Vaidarbhi and Gaudiya, ten gunas (merits),
ten dosas (demerits), and alankaras.

Dandin’s Contribution to Kavya
Theory

Dandin is often seen as a proponent of the
guna-prasthana (school of poetic merits), a
position that places him between the Alankara
and Riti schools. He considered both gunas
and alankaras to be equally important for
the beauty of a literary work. Unlike later
theorists, Dandin did not draw a rigid
distinction between gunas and alankaras.
He even classified dramatic conventions
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(sandhy-angas), and other literary devices
(laksanas) as alankaras.

While Dandin’s work covers similar
ground to Bhamaha’s Kavyalankara, he gives
greater emphasis to certain subjects. For
example, his detailed discussion on margas
(poetic paths) contrasts with Bhamaha’s more
indifferent approach. Dandin’s statement that
margas are different for each poet highlights
his in-depth analysis. Just as Bhamaha cannot
be considered solely an alankara theorist,
Dandin cannot be seen as just a guna theorist.
Both are Alankarikas in the broad sense
of the term. Dandin shared a similar focus
on margas as he did on gunas, and their
categorisation into separate schools is merely
amatter of convenience. Dandin also defined
and characterised various literary forms.
In terms of the purpose of kavya, Dandin
aligns with Bhamaha, adding that poetry
also serves the function of immortalising
the fame of its hero, typically a king.

Dandin’s Conception of Alankara

While Dandin is seen as a pioneer of
the Riti school and prioritised gunas over
alankaras, he had a special interest in
the latter. This is evident from his more
detailed critique of alankaras compared
to Bhamaha. In the Kavyadarsa, he states,
‘kamarh sarve’pyalamkara rasam arthe
nisificati’ (all alankaras make the meaning

delightful and charming). Dandin was the first
to provide a general definition for alankara:
‘kavyasobhakaran dharman alamkaran pra-
caksate’ (those qualities that bring beauty
to a kavya are called alankaras).

He broadly classifies poetic language
(vanmaya) into two types: svabhavokti
(natural expression) and vakrokti (indi-
rect expression), stating, ‘bhinnarh dvidha
svabhavoktirvakrokti§ ceti vanmayam’.
Dandin asserts that svabhavokti is the fore-
most of all alankaras, and he regards the
alankaras of hetu (reason), siiksma (subtlety),
and lesa (trifle) as the best.

He argues that svabhavokti is an alankara
that vividly presents the natural form of
things and is a fundamental ornament. Like
Bhamaha, Dandin also states that atisayokti
(hyperbole) is the essential seed of charm
(camatkara) underlying all forms of vakrokti.
He even includes the 64 dramatic conven-
tions, 16 elements of dramatic style, and
36 poetic characteristics mentioned in the
Natyasastra as alankaras. For these rea-
sons, some scholars like P. V. Kane have
viewed Dandin as a major proponent of
the alankara-pradhanya-vada (doctrine of
the primacy of ornamentation). However,
in reality, Dandin’s emphasis on gunas and
the concept of marga (style) shows he was
not solely a proponent of alankara theory.

Sabdalankaras and Arthalankaras

Rudrata was the first to systematically classify alankaras into two distinct
groups: $abdalankaras (figures of sound) and arthalankaras (figures of mean-
ing). He further sub-divided arthalankaras based on the presence of atisaya
(hyperbole), sadrSya (similarity), §lesa (pun), and vastava (reality) as the source
of their charm. Following this tradition, A. R. Rajarajavarma, in his work
Bhasabhiisanam, provided definitions and examples of alankaras based on
Rudrata’s model, as found in the Kuvalayananda.
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Anandavardhana and the
Dhvani School

Kashmir has made an unparalleled
contribution to Indian poetics, serving as
the birthplace of many of the most prominent
and authoritative Alankarikas (literary
theorists). This includes Anandavardhana
and his successor, Abhinavagupta, who are
considered the ‘Mount Everest’ of Kavya
Mimamsa (Indian literary theory). A poet,
critic, and philosopher, Anandavardhana’s
magnum opus, the Dhvanyaloka, is a
foundational text in the field.

The Dhvanyaloka is structured in three
parts: karikas (mnemonic verses), vrtti (prose
commentary), and illustrative verses. There
is an ongoing scholarly debate as to whether
the karikas and the vrtti were written by the
same author or different ones, though the
consensus is that they are the work of a single
author. Anandavardhana’s contribution to
poetics is as significant as that of Patafijali
to grammar, Sankara to Advaita Vedanta,
and Jaimini to MImamsa.

His period is firmly established as the
9th century CE. He was a contemporary
of Rudrata and served in the court of
Avantivarman, the first Utpala king of
Kashmir, who ruled from 855 to 884 CE.
Some scholars believe he also lived during
the reign of Sankaravarman, Avantivarman’s
son (883-902 CE). The poet Anandavardhana
mentioned in the Rajatarangini is the same
author of the Dhvanyaloka. His father’s name
was Nona, also known as Nonopadhyaya.

Anandavardhana was a prolific writer, with
notable poetic works including Devisataka,
Visamabanalila, and Arjunacarita.
Interestingly, his Devisataka contains a
significant number of $abdalankaras (figures
of sound), which he himself advises poets to
avoid in the Dhvanyaloka. In addition to his
poetry, he also wrote several philosophical
treatises.

The Dhvanyaloka is a landmark in Sanskrit
literary criticism, introducing the theory of
dhvani (suggestion), a concept that has also
found favour with modern Western literary
critics. Anandavardhana also accorded great
importance to the principles of rasa (aesthetic
emotion) and aucitya (propriety). By
synthesising the core tenets of dhvani, rasa,
and aucitya, the Dhvanyaloka established
itself as one of the most important works
in Indian poetics.

Anandavardhana’s Views on
Alankara

Anandavardhana was a leading authority
on the theory of alankara. As the main
proponent of the Dhvani theory, he laid down
guidelines in the Dhvanyaloka on how to
use alankaras with aucitya (propriety). He
insisted that a student of poetics must be
familiar with these principles.

He argued that poets should only use those
alankaras that arise spontaneously from their
internal inspiration and effortlessly enhance
the expression of bhava (feeling). Forced
or deliberate use of alankaras can lead to
a sense of artificiality (vairasya), whereas
those that emerge naturally with the flow
of'a poem bring delight. He articulated this
in his karika:

rasaksiptataya yasya bandhah sakya-kriyo
bhavet

aprthagyatna-nirvartyo so’lankaro
dhvanau matah

This verse suggests that an alankara is
considered appropriate for dhvani when it is
drawn in by the rasa itself, and its composition
can be accomplished without a separate,
conscious effort. Anandavardhana believed
that a talented poet could naturally weave
alankaras into a kavya saturated with rasa.
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Rajasekhara and Kavya Mimamsa

Rajasekhara, the author of the Kavya
Mimamsa, lived in the late 9th or early 10th
century CE. His work can be described as
a practical guide for poets. It is a concise
encyclopaedia covering a wide array of
topics, including the origin of literary
criticism, the difference between scripture
and poetry, the genesis of the kavya-purusa
(the personified spirit of poetry), the causes
of poetry, the classification of poets (e.g.,
sastra-kavi, kavya-kavi, and ubhaya-
kavi), the distinction between words and
sentences, appropriate language and style,
poetic subjects, the importance of rasa, the
necessary environment for poetic creation,
the appropriate use of works by previous
masters, and knowledge of flora, fauna,
seasons, and different regions of India.

A widely quoted definition of poetry
attributed to his work is ‘gunavadalankrtam
ca vakyameva kavyam’ (Poetry is a
sentence that possesses both merits and
ornaments). Some scholars believe this is
merely a rephrasing of Vamana’s aphorism,
‘kavyasabdo’yar gunalankara samskrtayoh
sabdarthayor vartate’ and that Rajasekhara
primarily favoured the Riti school. While he
acknowledges the Rasa theory and quotes
Anandavardhana, he is not a follower of
the Dhvani school.

Rajasekhara refers to himself as a
Yayavarlya, indicating that he was born into
the Yayavara family of scholars, possibly
of the brahmana caste. He was known for
his vast and versatile knowledge and is
believed to have been a follower of Saiva
philosophy. His style is graceful and elegant,
reflecting his keen observation of nature.
His other works include Karpiiramafijarf,
Haravilasa, Balaramayana, Balabharata, and
Viddhasalabhaijika, which testify to his
skill in creative writing as well as literary
theory. He was the preceptor of the king of
Kannauj, Mahendrapala, and a protégé of
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his son, Mahipala. His period is generally
estimated to be from 880 to 920 CE. The
Kavya Mimamsa is primarily in prose, with
eighteen chapters interspersed with verses
and illustrative $lokas. Rajasekhara is also
credited with being the first to use the term
‘sahitya’ (literature) in a formal, scholarly
context.

Major Works of Prominent
Alankarikas
¢ Agnipurana - (One of the 18 puranas)
¢ Abhinavabharati - Abhinavagupta
¢ Alankarasangraha - Amrtananda Yogi
¢ Alankarasarvasva - Ruyyaka
¢ Aucityavicaracarca - Ksemendra
¢ Kavyalankara - Bhamaha
Kavyadarsa - Dandin
Kavyaprakasa - Mammata
Kavyamimamsa - Rajasekhara
Kavyanusasana - Vagbhata,
Hemacandra
Kavyalankarasitra - Mankhuka
Kavyalankarasutravrtti - Vamana
Kavyalankarasangraha - Udbhata
Candraloka - Jayadeva
Citramimamsa - Appayya Diksita
Dasgariipaka - Dhanafijaya
Dhvanyaloka - Anandavardhana
Rasagangadhara - Jagannatha Pandita
Rajatarangini - Kalhana
Lilatilakam - The author of Lilatilakam
Locana - Abhinavagupta
Vakroktijivitam - Kuntaka
Vyaktiviveka - Mahimabhatta
Sahityadarpana - Visvanatha Kaviraja
¢ Hrdayadarpana - Bhattanayaka
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Oriental Criticism: A Historical
Overview

The table provides a chronological
overview of key figures and their seminal
works in Oriental (specifically Indian)
literary criticism, with a focus on alankara
(ornamentation) and related aesthetic
theories.
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Critic Work Period (CE)
Bharata Natyasastra Ist-2nd BC
Bhamaha Kavyalankara 6th Century
Acarya Dandin Kavyadars$a 7th Century
Vamanacarya Kavyalankarasiitravrtti 8th Century
Udbhata Kavyalankara 8th Century
Anandavardhana Dhvanyaloka 9th Century
Rudrata Kavyalankara 9th Century
Kuntaka Vakroktijivitam 10th Century
Abhinavagupta Bharat1 (Natyasastra commentary), 11th Century

Locana (Dhvanyaloka commentary)
Ksemendra Aucityavicaracarca 11th Century
Mammata Bhatta Kavyaprakasa 11th Century
Bhoja Srngaraprakasa 12th Century
Visvanathakaviraja  Sahityadarpana 14th Century
Jagannatha Pandita ~ Rasagangadhara 17th Century
Appayya Diksita Kuvalayananda 18th Century
1.2.5 Kﬁvya Mimﬁmsﬁ 6. Padavakya Viveka (Distinction

This work is estimated to have been

of Word and Sentence)

COl’IlpOSCd in the 10th century CE and is 7. Vﬁkya Vidhi (Rules of Sentences)
incomplete, with only the first section of
eighteen chapters discovered. It is written 8. Kaku Prakara (Types of
in prose, interspersed with occasional verses Intonation)
and Sanskrit §lokas. The chapters of the
first section are: 9. Patha Pratistha (Establishment
of Recitation)
1. Sastrasangraha (Compendium
of Sciences) 10. Kavyartha Yonayah (Sources of
Poetic Meaning)
2. Sastranirdesa (Specification of
Sciences) 11. Arthanusasana (Grammar of
Meaning)
3. Kavyapurusotpatti (Origin of the
Personification of Poetry) 12. Kavicarya (Poet’s Conduct)
4. Sisyapratibha (Student’s Genius) 13. Rajacarya (King’s Conduct)
5. Vyutpattivipaka (Maturation of 14. Sabdartha  Haranopayah

Cultivation)

(Methods of Acquiring Words
and Meanings)
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15. Kavi Visesa (Types of Poets)
16. Kavisamaya (Poetic Conventions)

17. Desakala Vibhaga (Division of
Place and Time)

18. Bhuvanakos$a (Cosmology)

The first chapter details how Srikantha
imparted the science of poetry to sixty-four
disciples, including Paramesthi (Brahma)
and Vaikuntha (Vishnu). It describes
the propagation of poetic knowledge by
Kavyapurusa, the son of Sarasvati, and how
eighteen branches of poetic knowledge were
formulated by divine scholars like Sahasraksa
and others, which Rajasekhara synthesises
for easier comprehension.

Chapter two divides literature into
$astra (science/treatise) and kavya (poetry),
advising that one should first engage with
sastra as kavya is based on it. Sastra is further
divided into pauruseya (human-authored) and
apauruseya (non-human-authored). Alankara
is considered the seventh Vedanga (limb of
the Vedas), and poetry the fifteenth Vidya
(knowledge). Poetry is categorised as prose
or verse. Chapter three narrates the birth
of Kavyapurusa with a body of words and
meanings, adorned with Sanskrit and Prakrit
languages, clever expression, rasa, and meter.
It also describes Kavyapurusa’s journeys.

Chapter four discusses the genius of the
student, positing pratibha (genius) as the
cause of poetry. Pratibha is divided into
karayitr1 (creative genius) and bhavayitri
(appreciative genius). Karayitri is further
divided into sahaja (innate), aharya
(acquired), and aupadesiki (taught). Poets
possessing these three types of genius are
called sarasvata, abhyasika, and aupadesika,
respectively. Poets and connoisseurs are
classified into four types: arocaki (those who
find fault with everything), satrnabhyavahari
(those who find pleasure in anything), masari
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(envious), and tattvabhinist (those devoted
to truth).

Chapter five discusses vyutpatti
(cultivation/learning), the mother of poetry,
the poet, and paka (ripeness/style). Vyutpatti
is defined as the knowledge of discerning
the appropriate from the inappropriate.
Rajasekhara accords vyutpatti equal
importance to pratibha, stating that one
must possess both to be a poet. In addition
to the classification in chapter four, this
chapter categorises poets as $astrakavi
(poet of science), kavyakavi (poet of
poetry), and ubhayakavi (poet of both). A
Sastrakavi is further divided into one who
composes science, one who composes poetry
within science, and one who incorporates
scientific meaning into poetry. Kavyakavis
are categorised as racanakavi (poet of
composition), $abdakavi (poet of sound),
arthakavi (poet of meaning), alankarakavi
(poet of ornamentation), uktakavi (poet of
expression), rasakavi (poet of emotion),
margakavi (poet of style), and $astrarthakavi
(poet of scientific meaning). Sabdakavi
is further divided into namakavi (poet of
nouns), akhyatakavi (poet of verbs), and
ubhayakavi. Alankarakavi is divided into
arthalankarakavi and $abdalankarakavi. A
mahakavi (great poet) possesses all types
of poetic skill. This chapter also describes
the daily routines of poets.

Rajasekhara uses the term ‘paka’ to
denote the style of writing, which poets
develop through continuous effort. The style
that is entirely sweet, like a ripe grape, is
called draksapaka. A style that is tender and
flavourful after removing the husk and shell,
like a coconut, is termed nalikerapaka. Other
styles are also described, relating them to
fruits like picumanda (neem), badara (jujube),
varttaka (brinjal/tomato), tintidika (tamarind),
sahakara (mango), kramuka (areca nut), and
trapusa (cucumber).
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Chapter six discusses words and
sentences, with Rajasekhara defining poetry
as a sentence possessing both quality and
ornamentation. Chapter seven describes
types of sentences, mentioning the styles
of Vaidarbhi, Gaudi, and Pancali. It also
touches upon variations of kaku-vakrokti
(intonation) and poetic elocution. Chapter
eight details the causes of poetry, stating that
poetry should be delightful. Chapter nine
outlines the scope of a poet’s knowledge
and discusses different forms of literature.
Chapter ten focuses on the daily routines
of poets and kings, asserting that women,
like men, can be poets as the refinement
of the soul is not gender-specific. Chapter
eleven addresses how poets should draw
from others, advising them to create novel
expressions even when borrowing words
and ideas from previous poets.

Chapter twelve discusses how poets
utilise the ideas of others, and chapter
thirteen describes methods of borrowing
ideas, such as alekhya-prakhya (describing
something like a painting). Chapter fourteen
deals with kavisamaya (poetic conventions),
categorising them into heavenly, earthly,
and subterranean. Rajasekhara primarily
considers the earthly conventions. Chapter
fifteen discusses poetic conventions related to
merits, and chapter sixteen covers heavenly
and subterranean conventions. Chapters
seventeen and eighteen describe geographical
features like oceans, mountains, rivers,
regions, climates, and seasonal flora.

The most prominent and ancient name for
the discipline is Alankara or Alankarasastra
(the science of ornamentation). Literary
theorists were commonly referred to as
Alankarikas. Many foundational texts
discussing poetic theories bear the title
Alankara, such as the works of Bhamaha,
Udbhata, Vamana, and Rudrata. Kuntaka’s
renowned work, Vakrokti Jivita, was
originally titled Alankara. Numerous
other works, including Alankaratilaka,

Alankarasarvasva, and Sahityadarpana,
further solidify the prevalence of the name
Alankarasastra.

The word ‘alankara’ is derived from the
root ‘kr’ (to do/make) combined with the
indeclinable ‘alam’ (sufficiently, perfectly).
Thus, alankara signifies something that
makes perfect or sufficient—an aesthetic
embellishment that renders language attractive
and delights the hearts of connoisseurs.

While alankara commonly refers to
figures of speech like anuprasa and upama,
Alankarasastra encompasses a broader range
of topics, including kavyalaksana (definition
of poetry), guna (merits), riti (style), vrtti
(diction), dhvani (suggestion), and rasa
(aesthetic emotion).

1.2.6 The Significance of
‘Alankara’

The question arises as to why texts
like Dhvanyaloka, Kavya Mimamsa, and
Vyaktiviveka, which deal with more than
just figures of sound and meaning, are
also termed Alankarasastra. Two primary
explanations exist:

1. Historical Emphasis on
Ornamentation: Early theorists
like Bhamaha and Udbhata placed
significant emphasis on figures of
speech. Even those like Dandin
and Vamana, who focused on other
principles, did not neglect the analysis
of $abdalankaras and arthalankaras.
This historical primacy of alankaras
in early Indian poetic thought led
to the widespread adoption of the
name Alankarasastra, following
the principle of ‘pradhanyena
vyapadesah bhavanti’ (designations
are made based on prominence).
Later scholars like Mammata also
dedicated substantial sections to the
discussion of alankaras.
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2. ‘Alankara’ as Beauty: Vamana
defines alankara as ‘saundarya’
(beauty) itself. He explains that
alankara refers to the overall aesthetic
perfection of a kavya, achieved by
eliminating defects and incorporating
merits and figures of speech. In this
sense, alankara signifies beauty.
This etymological understanding of
‘alankara’ as that which beautifies
is considered fundamental. From
this perspective, figures of speech
like anuprasa and upama are seen
as specific means of achieving this
beauty.

The term ‘alankara’ initially referred to
the figures of speech themselves, but through
common usage, it came to denote the entire
field of literary theory. The Kavyalankarasitra
states, ‘A kavya is grasped through alankara,’
and the subsequent aphorism, ‘Saundaryam
alankarah,’ clarifies that alankara is beauty.

Gopendra Tripurarahara Bhiipala, the
commentator on Vamana’s work, explains
that the science that investigates alankara—
the cause of kavya’s acceptability—is also
known as Alankarasastra. He argues that
simply stating ‘A kavya is grasped through
beauty’ would be insufficient; the term
‘alankara’ is used to indicate that the very
study of alankara (ornamentation) is what
leads to the establishment of the discipline
itself. This interpretation, that Alankarasastra
essentially means the science of beauty, is
widely accepted.

It is noteworthy that by the 8th century
CE, the original meaning of ‘alankara’ as
beauty had somewhat faded, overshadowed
by its focus on figures of speech. This led
Vamana to re-emphasize its original meaning.

The term ‘sahitya’ also came to be used
for literary theory. Mukulabhatta (early
10th century CE) in his Abhidhavrttimatrka
mentions sahitya alongside grammar,
Mimamsa, and logic as one of the four
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sastras. Rajasekhara uses ‘sahitya vidya’
in his Kavya Mimamsa. The title ‘Kavya
Mimamsa’ itself suggests the currency of this
term. Mankhaka’s work, Sahitya Mimamsa,
predates the 12th century. However, these
terms never achieved the widespread
recognition of ‘Alankarasastra’. While
terms like Kavyasastra and Sahityasastra are
used today, they were not prevalent among
classical Sanskrit scholars.

It is inaccurate to equate Alankarasastra
with ‘criticism’ or ‘review’ in the Western
sense. As Kuttikrsna Maraar points out,
Sanskrit ‘literary criticism’ is essentially a
body of alankara texts, functioning more as
a science of poetics than a critical literary
analysis. Unlike sciences like medicine or
mathematics, literary theory is not a purely
objective or intellectual pursuit. It involves
the subjective response of a discerning
connoisseur, analysing, illustrating, and
appreciating the formal beauty of literature
and the subjective dimensions of emotional
expression. Thus, it is both analytical and
synthetic, objective and subjective.

1.2.7 The Evolution and
Development of Literary
Criticism

Indian literary theorists have long attributed
a divine and ancient origin to the beginnings
of literary criticism (Sahityamimamsa). As
the tenth-century scholar Rajasekhara notes
in the introduction to his Kavyamimamsa,
the principles of literary criticism were first
taught by Lord Srikantha (Siva) to his sixty-
four disciples, including Brahma and Visnu.
Brahma, in turn, passed this knowledge to
his own disciples. One of these disciples
was Kavyapurusa, the son of Sarasvati.
Brahma commissioned the omniscient and
prescient Kavyapurusa to instruct the peoples
of the three worlds in the art of poetics.
Kavyapurusa divided this knowledge into
eighteen sections (adhikaranas) and taught
them to his eighteen disciples. Each section
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focused on a specific component of poetry,
leading the disciples to author eighteen
foundational texts.

These early treatises covered a range of
subjects: Sahasraksa authored a work on the
secret of poetry (kavirahasya), Uktigarbha on
rhetorical statements (auktika), Suvarnanabha
on stylistic analysis (rTtinirnaya), Pracetas
on alliteration (anuprasa), Citrangada on
rhyme and imagery (yamaka and citra),
Sesa on wordplay ($abdaslesa), Pulastya
on reality (vastava), Aupakayana on
simile (aupamya), Parasara on hyperbole
(atisaya), Utathya on semantic ambiguity
(arthaslesa), Kubera on combined figures
of speech (ubhayalankara), Kamadeva on
pleasantries (vinoda), Bharata on dramatic
representation (rlipaka), Nandike$vara on
aesthetic flavour (rasa), Dhisana on poetic
faults (dosa), Upamanyu on poetic qualities
(guna), and Kucamara on mystic poetics
(aupanisadika).

Vatsyayana’s Kamasiitra also references
some of these figures, specifically
Nandikes$vara, Suvarnanabha, and Kucamara,
as his own intellectual forebears. This
suggests a shared lineage of knowledge
across different shastric disciplines.

1.2.8 The Pre-Classicz}l Era:
From Vedic Roots to Sutra
Period

A definitive text on Alankarasastra is not
found in Vedic literature. The subject is not
even included as one of the six Vedangas
(auxiliary disciplines of the Vedas). It was
Rajasekhara who, much later, proposed that
Alankara be considered a seventh Vedanga, as
it serves an auxiliary function (upakarakatvat).
Nevertheless, one can reasonably infer that
a form of poetic thought existed during the
Vedic period. The aesthetic beauty inherent
in the Vedic hymns themselves points to an
advanced literary culture. The very act of
creating and appreciating such high-quality

art must have fostered a deep interest in its
compositional techniques. Vedic mantras
contain numerous sound-based ornaments
like anuprasa (alliteration) and yamaka
(rhyme), as well as semantic figures of
speech such as upama (simile), rupaka
(metaphor), utpreksa (poetic fancy), and
atiSayokti (hyperbole), along with poetic
qualities (gunas) like $lesa (pun).

A fascinating verse from the Rgveda
(10.71.4) hints at a profound truth of aesthetic
reception:

uta tvah pasyann adadarsa vacam / uta tvah
$rnvan na $rnoty enam / uto tvarm tanvarh
visrasre / jayeva patya usati suvasah

This verse, presented in a poetic manner,
suggests that some look upon the word yet
do not see it, and some listen to it yet do
not hear it. But to a select few, the word
reveals itself completely, ‘like a well-dressed,
desirous wife to her husband.’ This metaphor
beautifully captures the secret of aesthetic
experience, highlighting that true appreciation
of a literary work is not accessible to everyone
but only to the discerning few (sahrdayas).

Another Rgveda verse (10.71.2) reveals
the poets’ meticulous craft and the ultimate
purpose of their art:

saktarh iva titau na punanto yatra dhira
manasa vacam akrata / atra sakhayah sakhyani
janate bhadraisam laksmir nihitadhi vaci

This verse compares a poet’s thoughtful
selection of words to the winnowing of grain,
where the wise purify language with their
minds. It suggests that in this refined speech,
friends recognise their friendship, and a
benevolent destiny (laksm1) resides in their
words. The Vedic poets who authored these
hymns were clearly conscious of the aesthetic
sensitivity (sahrdayatva), imaginative power
(bhavanasakti), and distinctive nature of
poetic language.
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Literary thought likely began to emerge as
a distinct discipline around the Satra period
(5th-6th century BCE). Yaska’s Nirukta
(3.13) mentions five types of similes and
quotes the definition of simile by the scholar
Gargya. Panini’s Astadhyayi references
the key components of a simile: the object
of comparison (upamana), the subject
being compared (upameya), the common
quality (samanyadharma), and the word of
comparison (upamavacaka). This confirms
that discussions on alankara were already
in progress before Panini.

However, the study of drama (Natyasastra)
appears to predate that of literary criticism.
Panini’s reference to the Natasttras (dramatic
treatises) by Silali and Kréasva indicates that
dramatic knowledge had already matured
into codified texts by that time.

1.2.9 Bharata Muni and the
Foundation of Rasa

Natyasastra by Bharata Muni is the
most ancient extant text on the theory of
art. Composed primarily in the Anustubh
metre, with some Arya verses and prose
sections, it comprises thirty-six chapters.
It is speculated that the original work was
in siitra form, with the current text being
a much later expansion resulting from the
contributions of many drama theorists over a
long period. The final recension is thought to
have occurred in the late 1st or 2nd century
CE, a conclusion supported by references to
foreign invasions. The original stitra work
may date as far back as the 5th century BCE,
a subject discussed in detail by Manomohan
Ghosh in his preface to the 1967 Kolkata
edition of Natyasastra.

A fanciful tale in the Natyasastra (1.10-
19) states that Brahma himself created a
fifth Veda—natya—by borrowing words
from the Rgveda, music from the Samaveda,
gestures from the Yajurveda, and rasa from
the Atharvaveda. Brahma taught this to

Bharata, who in turn instructed his 105
sons. This metaphorical account highlights
the antiquity, divine origin, and scholarly
lineage of dramatic art. The term ‘Bharata’
itself means actor, and it is plausible that
a primordial siitra text was authored by an
original ‘Bharata,” with a lineage of later
‘Bharatas’ adding their own knowledge
and refinements to create the current, more
extensive work. It is also believed that the
text was originally twice its current size.
Saradatanaya’s Bhavaprakasana states that
the ancient Natyasastra of 12,000 verses was
condensed into the present 6,000-verse text.

Bhavaprakasana refers to the original
author as Adhibharata or Vrddhabharata
and the condensed version’s authors as ‘the
Bharatas.” Some of the notable disciples
of Bharata included Sandilya, Kohala, and
Dattila, all of whom are mentioned by later
scholars. The Natyasastra is not limited to
dramatic poetics; it also explores music,
rasa, bhava, alankara, poetic qualities, and
faults. However, Bharata’s discussion of
rasa and bhava (in chapters 6 and 7) is in
the context of drama, not poetry. The oldest
known scientific critique of literary elements
like poetic qualities, faults, and figures of
speech is found in chapter 17 (Vagabhinaya)
of the Natyasastra.

1.2.9.1 The Rise of Poetic
Schools and Major Theorists:

There is a significant gap in the
documented history of Sahityamimamsa
until the 7th century CE. While it is
likely that literary theory was developing
independently from dramatic theory, firm
evidence is sparse. We know of pre-Bhamaha
scholars like Medhavin and Ramasarman
from their mentions in later works. P.V. Kane
suggests that the Visnudharmottara Purana
(3rd section), which discusses seventeen
alankaras, predates Bhamaha (c. 575-650
CE).
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Bhamaha’s Kavyalankara, composed in
the 7th century, is the oldest extant treatise
on poetics. It marks the beginning of a
vibrant tradition of literary inquiry and is
significant for being the first text to articulate
Alankaravada (the theory of figures of speech)
as a formal school of thought. His ideas
significantly influenced subsequent theorists.
The 8th-century Kashmiri scholar Udbhata,
a contemporary of King Avanti Varma, is
another revered proponent of the Alankara
school. While his detailed commentary on
Bhamaha’s work (Bhamaha Vivarana) is
lost, his Kavyalankarasangraha—a summary
of Bhamaha’s principles—is available.
Rudrata’s Kavyalankara (9th century), also
from Kashmir, follows this lineage.

Dandin, from the Chola kingdom, is
another major figure who followed Bhamaha.
His Kavyadars$a is generally considered to
be a slightly later work than Bhamaha’s,
despite some scholarly debate. Dandin’s
key contribution was to shift the focus from
alankara to poetic qualities (gunas), paving
the way for the Riti school. He introduced the
concept of marga (or riti) as a serious subject
for literary discussion, differentiating between
poetic qualities like $lesa (compactness) and
madhurya (sweetness).

This Riti theory was further developed by
the 8th-century Kashmiri scholar Vamana
in his Kavyalankarasiitravrtti. Vamana was
the first to propose that poetry possesses an
‘atman’ or ‘soul’ within its physical body
of words and meanings, and he identified
this soul as Riti (style).

Anandavardhana’s Dhvanyaloka, from
9th-century Kashmir, is a monumental
work and a major milestone in the history
of Alankarasastra. He introduced the Dhvani
theory, which masterfully explains the
process of suggested meaning (vyafijana)
in poetic language and integrates all previous
theories under its framework. The Dhvani
theory presents a literary philosophy that

resonates with many modern and postmodern
Western critical theories.

1.2.9.2.The Rise of Rasa, and the
Late Classical Period:

The period from Bhamaha to
Anandavardhana shows a continuous and
vibrant evolution of literary theory, paralleled
by a proliferation of commentaries on the
Natyasastra. Noteworthy commentators
include Lollata (8th century), Sankuka (9th
century), Bhattanayaka (late 9th century),
and Abhinavagupta (11th century). A crucial
outcome of these commentaries was the
development of Rasa theory. While Bharata
had treated rasa as an element of drama, the
commentaries on his Rasasiitra (a verse on
the nature of rasa) refined and expanded
the concept.

Scholars like Lollata, Sankuka,
Bhattanayaka, and Abhinavagupta, each
from a different philosophical school, offered
distinct interpretations of the aesthetic
experience (rasanubhiti). Dhvanyaloka
extended the significance of rasa from drama
to literature, establishing the central tenet
that the essence of poetry is rasadhvani—
suggested rasa.

Abhinavagupta, a master of the Kashmirian
Pratyabhijiia (Saiva) school, wrote influential
commentaries on both the Natyasastra
(Abhinavabharati) and the Dhvanyaloka
(Locana). He single-handedly defended and
firmly established the Dhvani theory against
its many detractors.

The advent of Dhvanyaloka sparked intense
debate. Several scholars, contemporary
with or subsequent to Anandavardhana,
authored works to refute Dhvani theory.
Mukulabhatta’s Abhidhavrttimatrka (late
8th century) rejected the very concept
of vyafijjana (suggested meaning). The
10th-century scholars Dhanafijaya and his
commentator Dhanika, though favouring
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rasa, opposed Dhvani. Bhattanayaka’s work,
Hrdayadarpana, which explicitly aimed to
refute Dhvani, is now lost. Kuntaka (11th
century) proposed his Vakroktijivita, elevating
the concept of vakrokti (oblique expression)
as the soul of poetry. Mahimabhatta (11th
century) argued in his Vyaktiviveka that
vyafijana was not a new faculty but a form
of inference (anumana). Ksemendra (11th
century) proposed a theory of aucitya
(propriety) as the central poetic principle
in his Aucityavicaracarca. However, none of
these refutations succeeded in overthrowing
the Dhvani theory, which was robustly
defended by Abhinavagupta and later by
Mammata.

Mammata, a Kashmiri scholar of the
late 11th century, is a major proponent
of the Dhvani school. His Kavyaprakasa
is a foundational text in Alankarasastra.
Though not groundbreakingly original, it
synthesised all preceding theories under
the Dhvani framework, becoming a highly
influential and widely commented-upon
work. Its concise style led to numerous
commentaries, including Sanketa by Ruyyaka
and Manikyacandra, Dipika by Candidasa,
and Sahityadarpana by Visvanatha Kaviraja.

1.2.9.3 The Post-Classical
Period: Synthesis and Decline

Following Mammata, the subsequent
centuries saw a shift from original thought
to synthesis and compilation. Works like
Kavyanusasana by the Jain monk Hemacandra
(12th century), Vagbhatalankara by Vagbhata
I, and Alankarasarvasva by Ruyyaka (12th
century) consolidated existing theories.
Ruyyaka, like Mammata, became a model
for later scholars.

Visvanatha Kaviraja’s Sahityadarpana
(14th century) is one of the most celebrated
works from this period. A staunch proponent
of Rasa, Vi$vanatha offered a new definition
of literature and provided a comprehensive

discussion of drama. Other notable
works from this era include Vidyanatha’s
Prataparudriya (14th century) and Appayya
Diksita’s Citramimamsa and Kuvalayananda
(17th century), which focused on alankaras.

The last major figure in this tradition is
Jagannatha, who lived in the 17th century. A
renowned poet and scholar, he was granted
the title of Panditaraja by the Mughal
emperor Shah Jahan. His magnum opus,
Rasagangadhara, though incomplete, is
notable for its use of Navya-Nyaya logic
to critique earlier scholars and its spirited
defense of his own views.

Key Conclusions from the
Evolution of Indian Poetics:

1. Vedic Roots: The seeds of literary
thought can be found in the Vedic
hymns, though no formal theory
existed during that period.

2. Early Development: From the 5th
century BCE to the 2nd century
CE, literary theory was primarily an
auxiliary branch of dramatic theory.

3. Emergence as a Distinct Discipline:
Literary theory began to separate
from dramatic theory around the
7th century CE.

4. Flourishing Period: From the 7th
century onwards, with Bhamaha’s
Kavyalankara, literary criticism saw
rapid development.

5. Major Schools of Thought: The period
from the 7th to the 11th centuries
witnessed the birth of key theories:
Alankara, Riti, Dhvani, Rasa,
Anumana, Vakrokti, and Aucitya.

6. Periods of Development: The history
of Indian poetics can be divided into
four phases:
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The Dawn Phase: From the Vedic
period to the 7th century CE.

The Growth Phase: From Bhamaha
(7th century) to Anandavardhana (9th
century).

The Flourishing Phase: From
Anandavardhana to Abhinavagupta
and Ksemendra (9th-11th centuries).
This was a period of intense, critical
debate.

The Synthesis Phase: From Mammata’s
Kavyaprakasa (late 11th century) to

Recap

the 19th century. This period was
characterised by a decline in original
thought and a greater focus on inte-
grating existing theories. Works from
this era, with a few exceptions like
Sahityadarpana and Rasagangadhara,
were more descriptive and derivative
than critically innovative. This phase
could also be called a period of decline
(apacaya), as the creative genius of
the previous centuries faded.

¢ Indian aesthetics links literature to philosophy and spirituality.

¢ Rasa is the essence of aesthetic experience.

¢ Bharata’s Natyasastra introduced Rasa theory.

¢ Vamana identified style (R1ti) as poetry’s soul.

¢ Bhamaha emphasized ornamentation (Alankara).

¢ Dandin combined Guna (merits) with ornamentation.

¢ Anandavardhana proposed the Dhvani (suggestion) theory.

¢ Abhinavagupta expanded on rasa in commentaries.

¢ Rajasekhara systematized poetics in Kavya Mimamsa.

¢ Kavya covered poetry, drama, and prose.

¢ Kiriyakalpa meant rules of poetic composition.

¢ Alankarasastra became synonymous with literary theory.
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Objective Questions

. How many Dagariipaka types exist?

Who authored Natyasastra?

Who wrote Kavyalankara?

Century of Anandavardhana?

How many gunas did Dandi list?

Who wrote Dhvanyaloka?

Who coined ‘Ritiratma kavyasya’?
Which text introduced Sahitya formally?

Who authored Vakrokti Jivita?

10. How many alankaras are in Kuvalayananda?

Answers
1. 10
2. Bharata
3. Bhamaha
4, o
5. 10
6. Anandavardhana
7. Vamana
8. Kavya Mimamsa
9. Kuntaka
10. 115
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Assignments

1. Explain why Rasa is central to Indian poetics.

2. How does Dhvani differ from Alankara?

3. Compare Bhamaha’s and Dandin’s views on ornamentation.

4. Why is Vakrokti considered the essence of poetry?

5. Discuss the significance of Kriyakalpa in literary history.

6. How did Sahitya evolve as a concept in poetics?

7. What is the difference between $abdalankaras and arthalankaras?
8. How did Anandavardhana link Rasa with Dhvani?

9. What role did Rajasekhara play in classifying poets?

10. How is Indian aesthetics reflected in classical dance and drama?
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1. Dr. T. Bhaskaran, Bharatheeya Kavyasastram (Indian Poetics), Kerala
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Definitions of Terminology

Learning Qutcomes

Upon completion of this unit, the learner will be able to:

¢ get an idea regarding the terms kavi, kavita, kavitvam, kavyam, and
sahityam.

¢ summarise the historical evolution of the word kavi from the Vedic period
to the Upanisads.

¢ explain how sahityam is a more comprehensive term for literature than
kavita, kavitvam, or kavyam.

¢ interpret Guru’s poetry based on eastern aesthetic

Prerequisites

In the study of literary criticism, it is essential to understand the fundamental
concepts of poetic vision: the poet (kavi), the poem (kavya), the purpose of poetry
(kavyaprayojana), the classification of poetry (kavyavibhjana), the causes of poetry
(kavyahetavah), and the discerning reader (sahrdaya). It is also important to study
deeper into the nature of poetry and its various definitions before the term ‘literature’
(sahityam) gained prominence. Furthermore, this unit details the various literary
movements that were the triumphant standards of Sanskrit literature. A knowledge of
the ten types of dramatic forms (dasa rupakas) and their characteristics, as mentioned
in the Natyashastra and Dhananjaya’s Dasarupaka, is also useful.

Many rhetoricians have posited that a poem (kavya) is the meeting of sound
(shabda) and meaning (artha). Bhamaha, a pioneer among literary critics, provided
a definition of poetry in the introduction to his Kavyalankara: 'vosnisodmamavaclo®
#oalyo. Rudrata begins his work with the question, ‘mm)wenodmn® @oaiy0. The
definition that poetry is the coexistence of sound and meaning cannot be considered
flawless. Language itself is a combination of sound and meaning; there is no sound
without meaning and no meaning without sound. This inseparability of sound and
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meaning is a primary principle of language. If a poem is simply a combination of
sound and meaning, then any linguistic expression would be considered a poem.
This is probably why some have defined poetry as a delightful combination of texts
that are flawless, virtuous, and well-embellished.

Critics like Bhamaha were well aware of poetic language and its beautiful qualities,
which distinguished it from everyday and scientific language. However, captivated
by embellishments, they failed to grasp the fundamental essence of poetry. They
blindly believed that ‘a poem becomes comprehensible because of embellishment’
and that ‘embellishment means the beauty of sound and meaning.” Vamana’s prin-
ciple, ‘@010 (N2a0}2LIE000®, TVDBE2LIH00s" can be considered as supporting

this conclusion.

Keywords

Indian Poetics, kavi, kavita, kavitvam, kavyam, sahityam, rsi, pratibha

Discussion

1.3.1 The Significance of
the Terms Kavita, Kavitvam,
Kavyam, and Sahityam

Kavita, kavitvam, and kavyam are three
derivative forms originating from the noun
kavi. When the suffixes ‘tha’ and ‘tvam’
are added to kavi in the sense of emotion
(bhava), they become kavita and kavitvam.
Both can mean either ‘the emotion of the
poet’ or ‘poetry.’ The term emotion (bhava)
here refers to the emotional state of the mind
when it confronts events. Kavyam can be
defined as ‘the action of the poet.” When the
suffix ‘shyng’ is added to the word kavi, in
either the sense of emotion or action, the
word kavyam is formed. It can mean either
‘the action of the poet’ or ‘the emotion of
the poet.” If it denotes the emotion or feeling
of the poet, then kavyam comes to mean
the action or feeling of the poet. Literature
(sahityam) is an expression of emotion.
For it to be literature, a poet’s emotion is
not enough; it must also be expressed. The

@ SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics

words kavita and kavitvam, which mean
‘the emotion of the poet,” do not have the
power to even hint at the fact that literature
is the expression of emotion.

The word kavyam means ‘the action of
the poet.” A poet engages in an action—the
act of creation. The term kavyam at best
may have the power to hint at the poet’s
craftsmanship. Beyond this, none of these
three terms are strong enough to encompass
all the aspects of the art form of literature.

1.3.1.1 Literature (Sahityam)

The word sahityam means ‘the state of
being together.” All Indian poetic treatises
have defined the art of poetry as the state
where sound and meaning are together.
Definitions of literature in Indian poetics
that exclude sound and meaning are rare. The
definition of literature as the combination
of sound and meaning is illogical. Sound
cannot exist without meaning, and meaning
cannot exist without sound. When sound
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and meaning are so clearly inseparable, is
there a need to state that they are together?
If literature were merely the combination
of sound and meaning, then everything a
human says would become literature. On a
superficial examination, one might wonder
how such an illogical definition of the art
of poetry came to be.

Behind the definitions of literature centred
on sound and meaning, there lies a poetic
principle of propriety, particularly in this art
form. Among all branches of knowledge in
India, grammar was the first to gain authority.
Within Indian linguistics, two schools of
thought existed. One gave primacy to sound,
arguing that meaning changes because sound
changes. In language, sound is the element
that helps to awaken the consciousness of an
object in others. Therefore, sound is more
important than meaning. A natural counter-
argument arose, with another group of
thinkers who believed that meaning was more
important, and sound changed in accordance
with it. Indian linguists found themselves
at the crossroads of these two theories:
the primacy of sound and the primacy of
meaning. In the intellectual climate of the
time, this was a philosophical question that
literary theorists had to answer.

They responded that literature is the
combination of sound and meaning. Literature
is an art form that maximally exploits the
potential of sound and meaning to convey
emotions to the heart of the connoisseur.
This art form uses the silent music of sound
arrangement to convey feeling. At the same
time, it adopts the power of meaning to ignite
the vivid colours of emotion in the reader’s
heart. Thus, literature is an art form that
performs the transmission of emotion through
a uniform blending of sound and meaning.
The words kavita, kavitvam, and kavyam
are inadequate to express this. This is one
of the facts that makes the word sahityam
richer than these three names.

Literature, like everything else in the
universe, has a non-personal existence. It
relates to individuals in two ways: some
create it, and others enjoy it. Without creation,
there is no connoisseur. It is equally true that
without a connoisseur, there is no creation.
The true form of this art is the action and
reaction between creation and enjoyment,
between talent and taste, and between beauty
and the appreciation of beauty. Abhinavagupta
noted this in his Locana: cmvemuimomiooio
Hail MaoiBwoa o allrwem.’ If there is no
discerning heart to converse with a creation,
the creation is unnecessary. And if there is
no creation, the heart remains barren.

The connoisseur is immersed in the
complexities of the relationship between
the creation and themselves. When their
heart connects with a creation, all personal
bias falls away. The work they are enjoying
may have been created centuries ago, but
the wall of time also crumbles during the act
of enjoyment. The creator may be far away
from where the enjoyment is taking place,
and the difference in space also ceases to
be a problem. In this way, by shedding all
personal, temporal, and spatial differences,
the heart of the creator and the connoisseur
beat with the same intensity and rhythm of
emotion—this is the true form of this art.
In short, this art form is the mutual meeting
of two hearts. The words kavita, kavitvam,
and kavyam are insufficient to express this
emotional literature and thereby present
the essential nature of this art form. The
word sahityam, meaning ‘the state of being
together,’ is the manifesto of this art form.
This is the second significance of the word
sahityam.

Sahityam is the state of being together.
In his Vakroktijivitam, Kuntaka provides a
semantic definition of the word sahityam,
pointing out the impropriety of simply calling
it the combination of sound and meaning.
A unique emotion fills the heart of the poet,
and it must be expressed in a way that can
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be conveyed to the heart of another with the
same intensity. Only then does it become the
art of poetry. Every art is a combination of
form and emotion. Which is more important
in the art of literature, emotion or form?
This is a question that wanders through the
world of art.

According to Kuntaka, the words sound
(shabda) and meaning (artha) are used in this
broad sense. Sound represents the expression,
and meaning represents the emotion. In
other words, sound and meaning are words
that stand in place of form and emotion.
In this art form, sound (form) is beautiful.
The emotion is also beautiful. The form
should not be deficient in conveying the
emotion, nor should it exceed the emotion.
In Kuntaka’s own words, the form should be
‘neither deficient nor excessive, but beautiful’
(anytnatirikta manohara). The same applies
to emotion. It should also be ‘neither deficient
nor excessive, but beautiful.” In this art
form, there is a state where emotion and
form are ‘neither deficient nor excessive,
but beautiful.” The beauty of this art form
must be a combination of a form that is
appropriate to the emotion and an emotion
that is appropriate to the form, in the same
proportion. The words kavita, kavitvam,
and kavyam are incapable of expressing
this. This is the third significance of the
name sahityam.

Sahityam is the state of being together.
In the Saraswati Kanthabharana and
Shrngaraprakasha, the appropriateness of the
word sahityam is established by presenting
a detailed picture of the many elements that
come together in this art form. Bhojaraja
states that the medium of the art of literature
is language. The ultimate element found in
the analysis of language is sound (dhvani).
The breath, consciously raised, reaches the
mouth and, when expressed, becomes sound.
This flow of breath has four stages. The stage
when the flow of breath rises to become
sound is called para. When it rises one more
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stage and enters another phase, para becomes
pashyanti. It becomes madhyama when it
reaches the lungs. When it is emitted as
sound from the lips, it is called vaikhari. The
sound that a human utters and that others
hear is vaikhari.

The sound we utter is vaikhari. It is clear
that there are many types of sahityam in
vaikhari (sound), which is the basic element
of language. A second kind of sahityam
occurs in language as sound transforms
into a letter (varna), a letter into a syllable
(akshara), a syllable into a word (shabda), and
a word into a term (pada). That sahityam is
determined by grammar (shabdanushasanam).
A single word does not become the medium
of literature; it must combine to form a
sentence (vakyam). Mimamsa is a branch
of science that prescribes the rules for how
words connect with each other. A third kind
of sahityam is seen where words join to
form a sentence, subject to the principles of
Mimamsa. Within this sahityam of words
forming sentences, there must be another
kind of sahityam: conceptual unity. For
example, in the sentence ‘she waters with
fire,” the grammar and Mimamsa are correct.
However, the conceptual meaning of this
sentence is wrong. The meaning in a sentence
must be subject to the principles of Nyaya
logic. A fourth kind of sahityam occurs in
the conceptual structure of a sentence.

Here, we see many kinds of sahityam:
the sahityam until sound becomes a letter;
the sahityam until letters combine to form
a word; and the sahityam until a sentence
becomes conceptually complete. The medium
of the art of literature, language, itself has
these various kinds of sahityam. Until sound
becomes a sentence, the principles of words
and sentences support this sahityam.

Although there are many kinds of sahityam
until sound becomes a sentence, this is only
one of the raw materials of art. Even an
illiterate person uses linguistic expressions in



accordance with the principles of words and
sentences. Conversational language is like
this. This everyday transactional language
does not become the medium of the art
of literature. This simple language must
be transformed into poetic language. This
requires the combination of various kinds
of sound-related powers. The thirteen types
of sound-meaning relations, categorized as
‘simple’ and ‘relative,” and the sahityam of
these relations transform simple language
into poetic language. Here, we see a fifth
kind of sahityam: the sahityam of simple
and relative relational powers that transforms
transactional language into poetic language.

With these five kinds of sahityam, non-
poetic language is formed. To transform
poetic language into literature, another kind
of sahityam must occur. When it is free from
defects, has the sahityam of virtues, and is
combined with rasa and embellishments,
poetic language becomes the art of literature.
In short, a poetic edifice is raised when the
foundation of poetic language is built with
the white stones of flawlessness, virtue,
embellishment, and rasa. Here, a sixth kind
of sahityam occurs. This is the combination
of aesthetic elements in poetic language. The
name sahityam is adequate to point out each
layer of harmony that permeates the art of
literature. The words kavita, kavitvam, and
kavyam are incapable of this.

’$00Q15000G6NJOf o (N}eMORIBOO
VOV By MEWO3
06ENJOBMNEWOAB QAIBTIME®’

(Kavyalankara Sutravrtti, Vamana)

‘®BEEIAUD (0NJOBDND TVYEMIAIM
Blo &y@] al)M:dI0all’

(Kavyaprakasa, Mammata Bhatta) (What
else is poetry but sound and meaning that is
flawless, virtuous, and sometimes without
embellishment?)

"@REBIAHD TVNIEMMOLIE00D
U0ENJOBGNDHOIY0’
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(Prataparudriyam, Vidyanatha)

Among these definitions, Mammata’s
definition of poetry is particularly noteworthy.
His suggestion that poetry can exist in some
places without embellishment greatly angered
the proponents of embellishment. “Why does
Mammata, who accepts poetry without
embellishment, not accept fire without heat?’
Jayadeva, the author of Chandraloka, has
asked. Some authoritative rhetoricians have
defined poetry by giving supreme importance
to sound in a poetic work.

Acharya Dandin’s definition,
‘180t SOB@NAILQI201MOaIB0AILI1E:001Y 0,

and Panditaraja Jagannatha’s definition,
'026M TN I ldBHH8 vo6NJ8 #00lyo,’

both give importance to sound. Jagannatha
has interpreted ishtaartham (desirable
meaning) as the meaning that attracts and
delights the connoisseur, and ramaneeyata
(beauty) as generating superhuman joy. They
posit that regardless of the embellishments
or virtues added or not added, only sound
with meaning that delights the connoisseur’s
heart can be poetry.

1.3.1.2 Poet (Kavi)

Who is a poet? What is poetry? What
are its characteristics? These have been
subjects of discussion among Indian literary
critics. The word kavi is derived from the
root kavr varne, meaning ‘to describe.’ The
root meaning of the word kavi is ‘one who
describes.’ The author of Kavyamimamsa,
Rajashekhara, has stated this. There is another
root, kung shabde, which means ‘to make a
sound.’ The word kavi can also be derived
from this root, meaning ‘one who makes a
sound.’ No literary critic has failed to praise
the poet’s skill in description. For this reason,
the idea that ‘a poet is one who describes’
can be considered a generally accepted one.

Description is creation; a creation of

one’s own. To create, one needs creative

power (sarga shakti), which is innate. It



is an extraordinary talent. The mental
states that are the basis of inner impulse
are the subjects of creation. A poet is one
who describes inner impulses with innate
creative power. The word ‘describe’ is open
to interpretation. Describing what is seen in
the universe exactly as it is, is not description.
It is not bound by rules created by fate.
Description is beautified. There are many
means to beautify. In the realm of speech,
qualities (gunas), embellishments (alankaras),
style (rit1), and diction (shayyapaka) are all
characteristics of beauty. The description
must be enjoyable. To be enjoyable, it must
be full of rasa (rasatmakam). The poet’s
creation of this kind is poetry.

Most poetic treatises, while explaining
the greatness of poetry, also praise the poet.
Rajashekhara is of the opinion that a poet is
one who possesses both talent (pratibha) and
scholarship (vyutpatti). A poet can observe
things more keenly and feel emotions more
intensely than an ordinary person. The poet
grasps the inner essence of any matter.
Because a poet has the ability to see through
things, they are called a krantadarshi (one
who sees beyond).

Description is an independent creation.
To create, innate creative power is essential.
This creative power gives the poet vision,
knowledge, and descriptive skill. The poet
takes mental states based on inner impulse
as subjects for creation. Thus, a poet is one
who describes inner impulses with innate
talent. The description must be beautified. It
must be enjoyable. To be enjoyable, it must
be tasteful. A poet is one who makes such a
poetic creation. Although some see the poet
as a creator (prajapati), the word kavi does
not have a precise meaning. Anandavardhana
saw the poet’s position as unequalled. He
said that in the world of poetry, the poet is
the only creator.

‘@0al0BO &H0AIJTMVOMVOCD &Hall Goal
(1ROl WLOOMIHHACDI2IC® Qiludlo

®ELOGBo aldldomE®’
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When he said this, Anandavardhana meant
that the poet can change the world as they
wish. Therefore, the poet is the creator of
the poetic universe.

1.3.2 Bhattathauta and the
Kavyakautuka

Bhattathauta, a prominent figure of the
latter half of the 10th century CE, was
the teacher of the renowned aesthetician
Abhinavagupta and a significant commentator
on Bharata Muni’s Natyasastra. He is a key
exponent of the Rasa Stutras, which are
foundational principles of Indian aesthetics.
Bhatta Tota is also known by the names
Bhattatauta and Tautabhatta. In his work
Abhinavabharati, Abhinavagupta refers to his
master as ‘Sadvipratota’, which suggests that
the original form ‘Tota’ was later modified
to ‘Tauta’. Bhatta Tota’s contributions
include a commentary on the Natyasastra
and an independent work on poetics titled
Kavyakautuka.

1.3.2.1. Kavyakautuka

The Kavyakautuka (Curiosity of Poetry)
is a work that has not been found in its
entirety in manuscript form. It’s content,
however, is preserved through quotations
found in the works of later scholars such as
Abhinavagupta, Ksemendra, Hemachandra,
and Somesvara. Although Abhinavagupta’s
commentary on the Kavyakautuka is
mentioned in his Dhvanyalokalocana, this
text has also not been recovered. From
Abhinavagupta’s references, it can be
deduced that the Kavyakautuka provided a
general theory of poetry, with a specific focus
on the concept of Rasa (aesthetic emotion).

1.3.2.2. Bhattathauta’s View on
the Poet

One of the most notable observations
from the Kavyakautuka concerns the nature

of the poet. The following verse, preserved
through quotation, outlines his perspective:



0,
o

‘MoaHls BNlGlM B -
ayaHlunl &ler B3UMmoo)
ailutlagyg@oIWwAB@000d
O®I(Al6L}0 2l BAUMo.

v O@®IBGUMOECREAL,

MOV B(@aH) alolm8 Bails
BGUOMOBRIBEMMOURIOLN
GRIOGH )90 &l (VYIS
WOQIZROIMO M AIBEMMO’

‘nasih kavirityukta-

mrsisca kila darsanat

visistabhavadarmamsa

tatvaprakhya ca darsanam.

sa tatvadarsanadeva,

sastresu pathitah kavih

dar§anadvarnanascatha

loke riidha kavih $rutih

yavajjata na varnana’

This verse explains that a poet (kavi) is
not a poet unless he is also a seer (rsi). An
individual becomes a seer through dar§ana,
which means ‘vision’ or ‘realisation’. This
darsana is the profound clarity regarding
the essence of exceptional emotional states
(bhavas) and the fundamental principles
(dharmamsas). In scholarly texts, the term
kavi is used to denote one who has this
vision. Among common people, however,
the term kavi is popularly understood to
mean someone who possesses both vision
(darsana) and the ability to describe or
articulate it (varnana).

Another significant insight from the
Kavyakautuka is the definition of pratibha
(poetic genius) as a special and ever-renewing
creative intuition (navanavonmes$alini
prajna). This concept highlights that a true
poet’s genius is not a static quality but a
dynamic and continuously evolving faculty.

1.3.3 The Concept of Kavi in
Indian Tradition

Before going into the modern
understanding of the Kavi, it is essential
to examine the historical evolution of this
term in India. Who, then, is a kavi? The

word can be derived from the roots in
Panini’s dhatupatha (list of verbal roots):
‘kava-varne’ (to describe) and ‘kai-$abde’
(to make sound). Thus, a kavi is one who
describes, makes sound, or sings. By this
logic, one who sings along or recites ancient
hymns from memory could be considered
a kavi, but the prominence of the one who
composes and sings their own songs must
be acknowledged.

In the ancient Tamil Sangam period,
the community of poets, the kavi-kulam,
were the panars. A poet named Nachellayar,
who sang beautifully about crows, was
affectionately called ‘kakkeppadiniyar’ (one
who sings of crows). Given that writing
was not widespread in that prehistoric era,
knowledge was passed on from one voice
to another, making it a lineage of singers
and followers. Therefore, the definition
of a kavi as a composer of songs is not
inconsistent. The Kavyamtmamsakara (a
scholar of poetics) also takes the root ‘kavr-’
in the sense of ‘to describe’ to define a kavi
as the doer of a poetic act (kavya karma).

1.3.3.1 Kavi in Vedic Literature

In Vedic literature, the term kavi has
a wide range of meanings. These varied
interpretations and their interconnections are
invaluable for students tracing the history
of ancient poets.

In a verse from the Rgveda Sambhita, the
word kavi holds a significant meaning:

©)QI0 MDAV alBlA® BRYWOD® M O
GUOVM CAIM] ROWMIMS,

™o WOV HQIWE HANWAM] TVIDWO &)
OMaVO BRAIYAMS’

‘yuva suvasah parivita agat s u
$reyan bhavati jayamanah,

tam dhirasah kavayah unnayanti
svadha i manasa devayantah’

Sayanacarya, in his commentary,
interprets ‘kavayah’ here as ‘kranta
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dar$ino’dhvaryv-adayah’ (far-sighted priests
such as the adhvaryu). The adhvaryus were
chief priests who orchestrated the Vedic
sacrifices. A question arises: were these
ritualists the true poets? The Aitareya
Brahmana interprets the same verse
differently: ‘...ye va aniicanaste evainam
tadunnayanti,” meaning it is those who have
mastered the Vedas who truly elevate him.
An aniicana is a Vedic scholar, a singer of
hymns, and an authority on teaching the
Vedas. The Aitareya Brahmana also states that
aniicana kavis were capable of visualising the
deity Sthanu on the sacrificial altar, granting
them a superior status to the adhvaryus. The
terms stota (praiser) and stuti gayakan (hymn
singer) also fit the context here.

Another verse from the Rgveda states:

‘@RUIMICA00®O BAlB(H™)8
MO J0RIN® (AUTT®?S
GRG0 GBEARIONADY

‘agnir hota kavirkratuh
satyas citra $ravastamah
devo devebhiragamat’

Here, the fire god Agni is described as
‘kavirkratuh,” meaning ‘one whose will or
intellect is that of a poet’. This suggests that
Agni possesses the wisdom or intellect of
a kavi. The verse also mentions that it is
the brave kavis who manifest and protect
Agni in the form of the sun for the welfare
of humanity and bring him to the sacrificial
altar.

In some hymns, kavi directly refers to
Aditya (the Sun god). For example, the verse
‘udiraya kavitamam kavinam’ instructs the
priest to sing the praises of the most poetic
among poets (kavitama)—the creator god
Savita—who bestows cattle and gold, and to
offer Soma and ghee. In another instance, the
verse ‘brahma devanam padavih kavinam. rsir
vipranam mahisi mrganam’ assigns the status
of ‘kavinam padavih’ (the path of poets) to
the god Soma. The etymologist Niruktakara
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interprets this as ‘the rays of the sun, which
are poetic,” while Sayanacarya explains it
as ‘those who possess far-reaching wisdom
(kranta prajiianas)’. Both interpretations,
however, highlight the importance of Soma.

In many other hymns, the term kavi
directly means Soma. For instance, in ‘pra
kavir deva vitaye’vyo varebhirarsati...’,
Soma is the kavi. Similarly, in ‘aruso
janayan girah somah pavata ayusak, indram
gacchan kavikratuh’, Soma is described as
kavikratu, just like Agni. The terms médhavi
(intelligent) and krantadars$i (far-sighted)
are also used interchangeably as attributes
of both the kavi and Agni.

1.3.3.2 Post-Vedic Evolution and
the Kavi as a Spiritual Guide

The evolution of the term kavi continued
beyond the Vedic era. The Aitareya Brahmana
states, ‘ye vaitena rsayah purve pretaste vai
kavayah’ (those seers who passed on are the
kavis), which elevates the kavis to the status
ofancestors. The Satapatha Brahmana asserts,
‘ye vai vidvamsaste kavayah’ (scholars are
kavis). Further into the Upanisadic period,
the kavis are considered aptapuriisas
(authoritative spiritual masters), whose
profound wisdom serves as a guide for all.

Awell-known verse from the Kathopanisad
highlights this role:

‘DOMaHO® ROD® (aldaly
QIEOATIGENIOW O,

SH)OAVY WO00 MIUWBIMI BYOM Y WOI-
3)3Wo DM BHAUCWO AUBINY’

‘uttisthata jagrata prapya varan nibodhata,
ksurasya dhara nisita duratyaya
durgam pathastatkavayo vadanti’

The verse urges one to ‘Arise, awake,
and seek out the great teachers to gain
knowledge,” for the wise ones (kavayah)
say that the path to realisation is as difficult
to traverse as the sharp edge of a razor.



The Taittirtya Upanisad also refers to the
kavis as aptapuriisas in the phrase ‘susuvamso
vai kavaya’. It is important to note that in
most Upanisads, the kavi is elevated to
the level of the eternal Brahman. In the
I$avasyopanisad, kavi becomes a synonym
for Brahman itself:

‘@afldamlad] a1018)8 quIo B)A@-
@O WILNIMLOYG@I?@LOI]
GMO QIJAIBWII0IMBY 0 TVRORYS’

‘kavir manist paribhith svayambhiir-
yathatathyato’rthan
vyadadhacchasvatibhyah samabhyah’

This means that the true kavi is
Brahman, who, from time immemorial,
has systematically ordered the affairs of
all beings. Because the kavi is an eternal,
epic figure, his creation—the kavya—is also
immortal. This is validated by a statement
in the Atharvaveda: ‘pasya devasya kavyam
na mamara na jiryati’ (‘Behold the poetic
act of the god, which does not die and does
not decay’).

The samhitas are the most ancient Indian
literary works, and they are themselves
poetic creations. The term kavi appears
frequently, though it is used in the singular
form only in rare instances when referring
to Brahman. Interestingly, the term is also
used as a synonym for other concepts
completely unrelated to the act of poetic
creation. These facts collectively provide
a powerful incentive to explore the history
of ancient Indian poets.

1.3.3.3 The Poet and the Seer (Rsi)

In Vedic literature, the rsi holds a position
equal to or even higher than the kavi. But
who is a rsi? The sage Yaska provides the
answer: ‘rsir dar$anat, stoman dadar$a
ittyaupamanyavah’ (A rsi is one who sees).
They are individuals who see a subtle or
hidden meaning. Although many hymns in
the sambhitas are said to have been authored
by rsis, they are described as mantra-drastas

(seers of mantras) rather than mantra-kartas
(creators of mantras). This implies that the
mantras were not created by humans but
were revealed directly by Brahman to the
rsis, who then passed them on.

The root of rsi is ‘rsih-préksane,” and
though the root ‘drs$-’ (to see) means ‘to
see’ in the literal sense, it is also used by
scholars to mean ‘to know’ or ‘to realise’.
For instance, the great grammarian Panini
uses the word darsana in his siitra ‘adarSanam
lopah’ in the sense of ‘knowledge’. The term
darsana in the context of the six schools of
Indian philosophy also means ‘knowledge’.
Therefore, rsis are fundamentally those who
know the mantras, not those who originally
composed them. The idea that they receive
direct revelation from Brahman only serves
to reinforce this distinction.

1.3.4 Poetry (Kavitha)

There are many definitions of poetry. The
reason for this variety could be differences
in taste or viewpoint. No definition of a thing
can be alien to it. A definition without flaws
of either under-inclusion or over-inclusion
has not yet been created. It is very difficult to
define the complex expression of an abstract
emotion. Nevertheless, both Eastern and
Western thinkers have defined poetry based
on its characteristics. Many of these are
partial definitions. Attempts to achieve a
comprehensive view have not been lacking.

Poetic definitions can generally be divided
into three types. One type views sound and
meaning as equally important. Another gives
primacy to sound in a poetic work, which is
a form of sound. A third type sees the totality
of poetry in elements beyond sound and
meaning, such as embellishment (alankara),
virtue (guna), style (riti), rasa, suggestion
(dhvani), poetic obliquity (vakrokti), and
propriety (auchitya).

Many rhetoricians have posited that a
poem is the meeting of sound and meaning.
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Bhamaha provided a definition of poetry
in the introduction to his Kavyalankara:
'wenJod@ND Masl®m® &oalyo. Rudrata

begins his work with the question ‘mmy!
UoENJOB@ND &HOAIYo.’

The definition that poetry is the coexistence
of sound and meaning cannot be considered
flawless. Language itself is a combination
of sound and meaning. There is no sound
without meaning, nor meaning without
sound. The inseparability of sound and
meaning is a primary principle of language.
If a poem is simply a combination of sound
and meaning, then any linguistic expression
would be considered literature. That is why
some have defined poetry as a delightful
combination of sound and meaning that is
virtuous and well-embellished.

1. “@oaiywoeen)o [ @o
(NJEMOLIBHIOMVOMV &y MEWO3
U06ENJOBMNEWOS

adomeo’(Kavyalankara
Sutravritti, Vamana)

2. '©BEEOUD KdNJOBMOD
MVWYEMOAUMELIod ']

al)mssloail’(Kavyaprakasa,
Mammata)

3. '@RGBRIAHD TVWMIEMDIVILIEI0D
UENJOB@ND &HOAIY0’

(Prataparudriyam, Vidyanatha)

Among these definitions, Mammata’s
definition of poetry is noteworthy. His
suggestion that poetry can exist in some
places without embellishment angered the
proponents of embellishment. Jayadeva, the
author of Chandraloka, asks why Mammata,
who accepts poetry without embellishment,
does not accept fire without heat. Some
authoritative rhetoricians have defined poetry
by giving importance to sound.

Acharya Dandin’s definition,
flYelcl@TaleTIYeT EYc] ey ple LN [cls ol /=) IE-NoloT] FoUN
and Panditaraja Jagannatha’s definition,
'026M1IBMN (@ ]aldBHH3 UoeNJ8 H0AlY 0,
both give importance to sound. Critics

like Bhamaha were well aware of poetic
language and its beautiful qualities that
distinguish it from everyday and scientific
language. They believed that a poem becomes
comprehensible because of embellishment
and that embellishment is the beauty of sound
and meaning.

Vamana’s principle ‘avomoiaeisoos’
supports this.

Bharata Muni stated long ago that rasa is
the most important element in a play and that
without it, the play is lifeless. Based on this,
Indian literary thinkers began to contemplate
the soul of poetry beyond its body of sound
and meaning. Vamana was the first to think
about the soul of poetry, stating, '01@looomo
soauymuy’ (Style is the soul of poetry). It was
Anandavardhana who posited that the soul of
poetry, like that of a play, is rasa. He proved
this to be dhvani (suggestion). Vishwanatha
Kaviraja, who defined poetry as 'aiosyo
@MV &oalyo’(A sentence with rasa is
poetry), fully accepted Anandavardhana’s
theory. After Anandavardhana, the soul
of poetry was established in rasa, though
others have thought differently. Kuntaka
posited poetic obliquity (vakrokti) as the
life of poetry. Mahimabhatta established
inference (anumana) through his Vyakti-
viveka. These thinkers rejected the theory
of dhvani. However, not only Indians, but
poetic thinkers worldwide have welcomed

Anandavardhana’s theory that ‘emotion is
life.’

1. GRIDGHIOMOo HAil &322 &0alyo
(Hemachandra)

2. GRIEHIOMO AIGNMOMIal)em
Baila3m &oaljo (Mammata)

3. KENJIAB®N U0OIEOMOIUDHIAIY0
(Anandavardhana)

4. ernéo@«nofo MVa0I®™® QDB
Q1400 0EV0RIM] enicTw alyairudlom
®0Qljo 31180208038 0016em]
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(Kuntaka)

These are some of the definitions of poetry.
With the popularity of the word sahityam
(literature), the word kavyam became
confined to poetic form.

1.3.4.1 The Connoisseur (Sahrdaya)

In Indian poetics, the connoisseur
(sahrdaya) holds a position equal to that of
the poet. The words connoisseur (asvadakan),
aesthete (bhavakan), and taster (rasikan) are
used in the East, while new terms like critic
and reviewer are common in the world of
appreciation. The most important quality a
good connoisseur must have is sahrdayatvam
(the state of being a connoisseur). The
root meaning of sahrdayatvam is ‘avaom
a0yBW3a@aRIVa0y3®o’(One who has a heart
similar to the poet is a connoisseur).

In his Dhvanyalokalocana, Abhinavagupta
gives equal importance to the connoisseur
and the poet, stating ‘rvemuimyomSmomIo
Hallmaoi3oaiie allRweo.”.’A poem
does not end with the poet’s creation. It
achieves fulfilment only when it reaches
the hearts of others through the reader. The
connoisseur finds many interpretations
different from those expressed by the writer.
Western thinkers who declared the death
of the author and M. P. Paul, who in his
article based on natural and artistic beauty
mentioned that art is for propagation, all
acknowledged the genius of the connoisseur.

Rajashekhara divides creative talent
(pratibha) into two: karayitri and bhavayitri.
Karayitri belongs to the poet, and bhavayitri
belongs to the connoisseur.

‘B0A B GV Y0ald:)BI06MO BOAIW(@]
V20l &HGAI3 (VVAE](AIIWo 21ROV D)I.
@O alel aNeilms $H:EAI3 AIY0aI00m
0)OMILO0EIVOfQIGH0DT V0D’

Rajashekhara further explains
sahrdayatvam with this. Bhavayitri is the

talent that helps the aesthete. It helps the
connoisseur in their poetic investigation.
The fruit of the poet’s labour is revealed
through the talent of the connoisseur. The
literal meaning of this karika is that without
this talent of the aesthete (connoisseur),
the tree of the poet’s poetry will become
fruitless. This is based on the principle that
there is a purpose for both the poet and the
connoisseur in poetry.

From the Natyashastra onwards, there
are references to sahrdayatvam. Bharata
explains the nature of the connoisseur in a
play, their age, and the emotional state they
undergo during the process of appreciation.
According to Anandavardhana,

‘(06NJOB®N LOATVMEEDOM
QOG(MOHEMA MBAUBJED® GAUBYED
VM) $HOAILOBDN- OYODIHH 6N GO
GHalelo’

Sahrdayatvam is the knowledge of the
essence of poetry, which is gained beyond
the knowledge of grammar and dictionaries.

‘GaHI0 B0QI50MYV0TRIMOBLITVAINDOD)
ailuale)e® aemMIn)@)co aldamnmIlw-
®MBROIRAUM CYIWNIMO GO
MVAOYBOTVOAIIBRIRS MVa0yBWS’
(Abhinavagupta)

This is the best definition of a connoisseur
from Eastern rhetoricians. According to
Abhinavagupta’s view, a connoisseur
must be able to identify with the aesthetic
experience reflected in the mirror of the
mind, which is cleansed by the practice and
study of literature. Abhinavagupta also refers
to sahrdayatvam in his Abhinavabharati as
a ‘connoisseur with pure talent’ (vimala
pratibhanashali sahrdaya). This is the same
as the aesthetic knowledge (rasajnata)
mentioned by Anandavardhana. The duty
of a connoisseur is to analyse the virtues
and defects in the rich voice that flows from
the pen of a talented poet. There is also an
Eastern view that literary criticism was born
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and flourished for the sake of the connoisseur.

‘B0il $:600m] ®:00150m]
LI08Q® §)OMEAIRMS M) (alTVIED
al)ja¥inl06m] 20)BIa0®] TVDOEL’

This verse reveals that sahrdayatvam is
completely different from kavitvam. The best
people enjoy the excellent poems composed
by poets. The wind carries the fragrance
of the flowers on the trees to others. The
connoisseur assumes the role of the wind,
which absorbs and delivers the fragrance
to others.

1.3.4.2 Causes of Poetry
(Kavyahetavah)

There is a famous saying: ‘Poets are two
or three, and poems are two or three.” What
is the inner meaning of this? That poetic
talent (kavitvam) is rare. After all, good
poems only come from good poets, don’t
they? These matters have been a subject
of discussion for all poetic thinkers. It was
once believed that the poet is divine and
has a divine gift. For them, the question
was how poetic talent could be achieved.
There is an argument that poetic talent is
inherited. However, there are instances where
descendants have become poets even when
none of their ancestors were. So, the cause
of poetic talent doesn’t stop there.

No one would disagree with the statement
that a poet is blessed with an extraordinary
intellectual ability that is not common to
others. This intellectual distinction is innate.
It can be called talent (pratibha). Many poetic
thinkers have analysed pratibha. Bhattadhauta
defined it this way:

‘eI @O® &0eild1 Galddmo, (al
LEMO N Hoeild1 M, (al2emoo
MAIMEAIOELl6 woeilmlo (a1@1@0 ail3)s’

The most excellent feature that
distinguishes humans from other creatures
is their special intellect. Prajna generates
intellectual knowledge of the three times
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(past, present, and future). Pratibha is the
prajna that is skilled in novel invention.
Pratibha has been praised as an extraordinary
and rare talent. A poet is one who has pratibha.
There is no difference of opinion on this.
Abhinavagupta has stated that pratibha is the
‘intellect capable of creating new things.’

‘Lad@Ie& AN IRAG(@ RaOTMHO
Mo d00 AflGUdaHAeM®’

Vamana, in his Kavyalankara Sutra,
describes pratibha as the ‘seed of poetry, a
special impression from a previous birth.’
Mammata Bhatta called pratibha ‘Shakti’
(power). ‘Shakti is the special impression
in the form of a seed of poetic talent.’
Panditaraja Jagannatha had no doubt that
‘the cause of poetic talent is the poet’s own
pratibha.” These references all reflect the
same fact: pratibha is an unearthly and rare
special talent. It is the talent of pratibha that
makes a poet. Indian literary critics have
meticulously considered the talents that
cause poetic creation. A person with a dull
intellect can learn science through a guru’s
guidance. They can become a scientist, but
they cannot become a poet.

‘@00lj0 MROVWED LROM) HAVY
2l aimeoaims’ (Kavyalankara)

Only one who has pratibha can become a
poet. A poem is born only sometimes from
a talented person.

‘@oMIVAB] 2l (alO¥80
(W0)®0o al eNInOYWId2EI0
@PRAMURIIEIGWIBNI?AVYIE M
®006Mo B0Q1aIVMIBS’

Dandin, the author of Kavyadarsha, has
considered the talents of poets in this way.
Poetic talent is achieved only when innate
pratibha, extensive and precise knowledge,
and tireless practice all come together.

The talent that makes a poet is pratibha.
Without pratibha, there will be no poetry.
If it is created, it will be laughable. This
was Vamana’s unequivocal view. Mammata



Bhatta fully accepted Vamana’s view.
However, Mammata Bhatta insisted that
pratibha (Shakti) must be accompanied
by scholarship (vyutpatti) and practice
(abhyasa).

‘WBMIAB,Mal)eMN@IGLIIB,

NI (@ B>0QIL0B L GAUSHEMIO
026100 UBlBHWOBJOMVS
DHDGOM® 3)386AY
(Kavyaprakasha)

It is not enough to have creative talent
alone. Mammata posited that poetic talent
is perfected only when it is combined with
talent (pratibha), skill (vyutpatti), and the
practice gained from observing the world,
sciences, and poetry, as well as with the
guidance of poetry scholars. Rudrabhatta
and Rajashekhara argue in a single voice
that the connoisseur, who identifies with the
poem, must also be a person of talent, just
like the poet. Creation and appreciation are
both products of talent.

Talent is of two kinds: karayitri and
bhavayitri. Karayitri talent is helpful to
the poet, and bhavayitri is helpful to the
connoisseur. Most literary critics see the
combination of pratibha, vyutpatti, and
abhyasa as the cause of poetry. There are
also many who give more importance to
pratibha than to vyutpatti and abhyasa.

‘al@¥le6EAl (U0)®0RLOMV
Ma0l®oo &AM (aI®] GaO™)A
23Bo6NNIVoENIRLENITR AIYAMIAQ
eimonilar’ (Chandraloka)

Pratibha is only the seed; for it to sprout
and become a vine, it needs soil and water.
In the same way, a poet has the strength
to create an excellent work only when
vyutpatti and abhyasa combine. Pratibha
and vyutpattyabhyasa are mutually
complementary. In short, the birth of a poet
is the combination of innate talent (pratibha),
multi-faceted scholarship (vyutpatti), and
continuous practice (abhyasa).
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The Purpose of Poetry
(Kavyaprayojana)

Every human action has a goal. No human
does anything without aiming for a personal
or collective benefit. The maxim '(alc@o=M
amM3luoymacmyo?all (aluidome®’ (Even a
fool does not act without a purpose) is an
accepted principle of human life. Therefore,
there is no argument that literature, a natural
creation, has a purpose. Poetry is an art. It
is undisputed that literature is an art with a
function similar to music, painting, sculpture,
and drama. Both Western and Eastern thinkers
have agreed that the ultimate goal of the art
of poetry, like that of other arts, is pleasure
(ananda). The main question is, for whom is
this purpose? For the writer or the reader?
This is the issue that needs to be examined.

Bharata Muni composed the Natyashastra
nearly 2,000 years ago. In the Natyashastra,
which is praised as the fifth Veda, the ethical
and instructive nature of the Vedas was seen
as a primary goal. He also said that

‘3)QI0B@MOMI0 (LOROBBHOIMIo!
GUDOHHIBOMIMI0 @alLilmoo
Qil(WOIMRME:0 GRIOGH | MISBERMD
cailary @’
(This play will bring rest to those who
are suffering from bad news, weariness,
sorrow, and penance in this world.)

This means that a play is a place where
relief, joy, and useful advice are all found
together. Bhamaha, a pioneer among
literary critics, stated in the beginning of
his Kavyalankara:

‘WAMMOBNBHIDCRAICHHUHO!
60U IHEM o HLIOTV) al
(LT odCID IO ]oal
IaNVLOWY B MTENITWMo’

(Good poetic works bring skill in the
four aims of human life—dharma, artha,
kama, and moksha— and in the arts, and
they bring pleasure and fame.)



Acharya Dandin’s statement, ‘If the one
word (light) had not been shining since the
beginning of the world, this universe would
have become dark, no matter what other lights
existed,” was also aimed at the purpose of
poetry. Vamana saw the purpose as:

‘@0alyo MUE ByaYId®N0; (al1®)]
EN OO [felONOILIEY

(Poetry is seen to have a purpose because
it is a cause of pleasure and fame). There
is nothing more suitable than poetry for a
person with a dull intellect to easily grasp
moral instruction. Just as bitter medicine
is not unpleasant when mixed with honey
powder, poetry is a form of instruction.
Vishwanatha Kaviraja says the purpose
of poetry is to provide instruction in the
manner of a beloved spouse. Panditaraja
Jagannatha is of the opinion that poetry has
many purposes, such as fame, supreme joy,
and the grace of a guru, raja, or a deity.

Mammata Bhatta is the critic who thought
most deeply about the purpose of poetry. He
said that the goal of poetry is supreme joy,
which is the ‘head of all purposes’ and that
which causes the loss of all other knowledge.

‘@0Qljo0 WUEIVfBDD &yG®
QlyQla0000iles wleaimo
SHHMCL TVBYS; aloMIBAUMCW
BOMMIMIAI D@D CWOIGBUOWYGR’

(Poetry is for fame, wealth, knowledge
of worldly behaviour, destruction of the
inauspicious, immediate supreme joy, and
for giving advice in the manner of a beloved
spouse.)

A general examination of the statements
of Eastern thinkers shows that all of them
believed that the ultimate goal of the art of
poetry is ‘joy.” At the same time, they did
not fail to see the awakening of life and the
path to life’s well-being.
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1.3.4.4 The Division of Poetry

Classical Indian literature lacks a single,
comprehensive history text. Information
regarding literature can be gleaned from
Bharata’s Natyashastra and from the
works of numerous literary theorists
(Kavyamimamsakas) ranging from Bhamaha
to Jagannatha Pandita. The information they
provide on the evolution of poetry is quite
helpful in constructing a general history of
literature.

Bharata’s Natyashastra reveals the
high standard of dramatic arts in India
two millennia ago. The sage compiled
enduring principles of art in his text. Bharata
established ‘rasa’ (aesthetic emotion) as the
soul of performance, thereby articulating
a fundamental artistic principle. He was
thoroughly aware of poetic devices
(alankaras), qualities (gunas), and diction
(padaracanaritis). His mention of four poetic
devices—rupakam (metaphor), upama
(simile), dipakam (analogy), and yamakam
(alliteration)—is a historical testament to the
aesthetic awareness of his time. Subsequently,
numerous new devices and theories were
developed, leading to significant shifts in
the perception of poetry, as later historical
research has proven.

In his Kavyalankara, Bhamaha classified
poetry—a union of word and meaning
(shabdaartha)—in several ways. Based on
rhythm, he divided it into two types: padya
(verse) and gadya (prose). Based on language,
he divided it into three: Sanskrit, Prakrit, and
Apabhramsa. Based on form, he divided it
into several types, such as khandakavyam
(short epic), mahakavyam (epic), akhyayika
(historical narrative), and katha (fictional
narrative). There is no mention of Champu, a
mixed form of prose and verse, in Bhamaha’s
Kavyalankara. However, his work does
provide a rich history of the development
of literature after Bharata’s time. Bhamaha
analysed nearly thirty poetic devices,



asserting their importance in poetry.

‘M S0 allN@B)aHo il
QUMI®omMo’

This statement is a clear demonstration of
Bhamaha’s view on poetic ornamentation.

Acharya Dandi, a southerner, lived not
long after Bhamaha. In his Kavyadarsha, he
compiled numerous facts about poetry. He
classified poetry into three types: gadya, padya,
and mishram (mixed). Mixed poetry includes
dramatic works. He also mentioned the poetic
form Champu, a mix of prose and verse.
Although no Champu works from that era
have been found, Dandi’s reference suggests
that this mixed literary form existed at the
time. Anandavardhana, in his Dhvanyaloka,
introduced a comprehensive view of poetry:
‘Words and meanings are suggestive; what
is suggested is rasa. Poetry should be full
ofrasa.” This was a significant contribution
to literary criticism, and Anandavardhana’s
Dhvani doctrine is a universally accepted
theory in world literature. He divided poetry
into three types: dhvani-kavyam (suggestive
poetry), gunibhutavyangyam (secondary
suggestive poetry), and chitra-kavyam (ornate
poetry). According to his classification,
Dhvani-kavyam is the best type of poetry,
Gunibhutavyangyam is where the suggested
meaning is secondary, and Chitra-kavyam
is mere verbal artistry.

Mammata divided poetry into three
categories: uttama (superior), madhyama
(medium), and adhama (inferior). Mammata’s
division is essentially a variation of
Anandavardhana’s. Medium poetry is
Gunibhutavyangyam, while inferior
poetry is merely ornamental. Mammata’s
Kavyaprakasha made Anandavardhana’s
poetic principles more accessible and scientific
for easy study. In his Rasagangadhara,
Jagannatha Pandita divided poetry into four
categories: uttamottama (most superior),
uttama (superior), madhyama (medium),
and adhama (inferior). The most superior

is poetry where the suggested meaning
is paramount. Superior is where the
suggested meaning, while not primary, is
still charming. Medium is where the charm
of the suggested and the explicit meaning
are equal. Inferior is where there is only
verbal charm. Jagannatha defined poetry
as a word that generates a meaning suitable
for an extraordinary experience of delight.
This definition serves as a testament to his
poetic vision, classification, and evaluation.

Poetry has also been distinguished into
two main types: rupakas and uparupakas.
Bharata, in his Natyashastra, states that there
are ten rupakas based on the plot, rasa, and
hero: natakam (drama), prahasanam (farce),
dima (a type of tragedy), vyayoga (an one-
act play of a heroic deed), samavakaram,
vithi (an one-act play), thamrigam, bhanam
(monologue), and ankam. Eighteen
uparupakas are also mentioned, including
natika, todakam, goshthi, and sattakam.
Poetic texts like Rudrabhatta’s Kavyalankara
and Vishwanatha’s Sahityadarpana contain
extensive discussions on both visual (drisya)
and auditory (shravya) forms of poetry.
These discussions not only illuminate the
history of art and literature but also help
to comprehensively understand the art of
poetry from various perspectives.

1.3.5 Prose, Verse, and Mixed
Forms

Literary works are classified as auditory
poetry, whereas dramas and dances are visual
poetry. In ancient times, the only way to enjoy
literature was to listen to it being recited.
There were even professional Kavyagayakas
who would recite poetry to the public. The
classification of literature into gadya (prose),
padya (verse), and mishram (mixed) is based
on the mode of expression. The word ‘gadya’
means ‘that which is clearly spoken.’ Prose
is a straightforward expression of ideas,
free from the constraints of metrical rules.
It can also be described as literature that
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abandons metrical binding. The word ‘padya’
means ‘that which has feet’ or ‘that which
is composed of feet.” Vishwanatha, in his
Sahityadarpana, defined verse as ‘words
bound according to metre.” Metre (chandas)
is the system that dictates the number of
syllables in a line. Verse can be of two types:
those following the syllable system (vritta)
and those following the mora system (jaathi).

1.3.5.1 Prose

According to the Agni Purana, the main
poetic forms within prose literature are five:
akhyayika, katha, khandakatha, parikatha,
and kathanakam. Bhamaha and Dandi,
however, only recognise akhyayika and
katha. The Agni Purana outlines the main
characteristics of akhyayika as follows: (1) It
is a prose work where the author extensively
describes their own lineage. (2) It should
describe events like the abduction of a
maiden, war, and the sorrows of separation.
(3) Each section should be named ucchvasa.
(4) It should occasionally contain verses in
the vaktra and aparavaktra metres. Bhamaha
also suggests that akhyayika should have
a pleasing word structure and noble ideas.
The subject matter of katha is also the poet’s
fame, which should be summarised in verses
at the beginning of the work. The poet should
be the hero, and the work may contain other
stories alongside the main one, but it should
not have chapters.

In katha, the poet’s history should be
narrated by another character. Bhamaha
believed that the content of a katha should
be interesting and include the lives of the
wicked. The main difference between these
two prose forms is who the narrator is: in
akhyayika, the poet is the narrator; in katha,
another character is.

1.3.5.2 Verse

The primary forms of verse poetry are
mahakavyam (epic), khandakavyam (short
epic), and muktakam (stand-alone verse).

Mahakavyam:

Renowned works like the Agni
Purana, Kavyalankara, Kavyadarsha, and
Sahityadarpana define the characteristics of
this grand poetic form. A common definition
is ‘Sargabandho Mahakavyam’ (An epic is
a composition in cantos). The story must
be based on a historical epic or the lives
of noble people. It must consist of several
cantos, each composed in a different metre.
It should avoid subjects that may be deemed
disrespectful to connoisseurs.

‘mom(ooé%maamm@mgﬂtmo

BeH9OBVAIGNOOMS DB

aeleil(@ 1w} aldMOEMICIUOe S’

This verse describes that a Mahakavyam
should include descriptions of cities,
oceans, mountains, seasons, the moon, and
the sunrise, as well as scenes of gardens,
water sports, drinking, and love festivities.
It should contain all emotions (bhavas), styles
(ritis), and aesthetic emotions (rasas), and
its composition should be enriched with
poetic qualities and devices. Dandi, in his
Kavyadarsha, suggests that a poem should
begin with a blessing, a salutation, or a
statement of its theme. Bhamaha described
Mahakavyam as ‘a great poem about great
people.” Vishwanatha, in Sahityadarpana,
provides a detailed description of the
characteristics of an epic.

A Mahakavyam should have a hero who
is either a Brahmin or of noble birth, and
who is both courageous and dignified. The
main rasa should be either Sringara (love),
Vira (heroism), or Shanta (peace), with other
rasas serving as secondary emotions. The
plot should be taken from an epic or should
centre on one of the four goals of human
life (Dharma, Artha, Kama, and Moksha).
An epic should have at least eight cantos.
Each canto should be in a different metre,
and the cantos should not be too long or too
short. It should contain occasional criticism
of the wicked and praise for the noble. Each
canto should hint at the story to follow. It
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should appropriately describe the evening,
the sun, the moon, the night, the day, the
seasons, and the ocean.

A close examination of these
characteristics reveals that Mahakavyam
was a great literary form that depicted an
elevated life with all its diverse emotions in
an aesthetic manner. Only highly talented
poets (Mahakavis) could compose such a
work with a continuous flow of aesthetic
emotions. However, in the hands of less-
talented poets, this poetic form degenerated
into a mere display of craftsmanship. Dry and
lifeless imitations of Sanskrit epics became
common in regional languages for a time.
Famous Sanskrit epics include Kalidasa’s
Kumarasambhava and Raghuvamsa, Bharavi’s
Kiratarjuniya, Magha’s Shishupalavadha,
and Shriharsha’s Naishadhiyacharitam.
In Tamil, the Five Great Epics are
Silappathikaram, Manimekalai, Jivaka
Chintamani, Kundalakesi, and Valayapathy.
In Malayalam, there are numerous epics
such as Ramachandravilasam, Umakeralam,
Chitrayogam, and Rukmangadacharitam.

Khandakavyam:

Khandakavyam, or short epic, is an
important literary form in Sanskrit literature.
It is likely that Sanskrit theorists defined
Khandakavyam with Kalidasa’s Meghaduta
in mind.

‘@REIAI0SHHOATVATIY) Fo MVoaVI0

MBAUC®OD)R 0 MEDIREHMHHUIBH00

QIO L0 ELIEMWEI0IL0 (alaldHECD®’

This verse suggests that a Khandakavyam
should succinctly and unequivocally express
comprehensive thoughts about life. Its
structure should be such that it portrays the
complex human condition. A Khandakavyam
aims to express much in few words. There
is no place for exaggeration or ostentation.
The key to a perfect Khandakavyam is the
profound expression of emotion.

A Khandakavyam is a poetic form

that retains only certain elements of a
Mahakavyam. Prataparudriyam describes
five types of Khandakavyam: chakravakam,
bhogavali, birudavali, taravali, etc. A
Khandakavyam is essentially a smaller
version of a Mahakavyam. The poetic
characteristics and the nature of the hero
are the same as in an epic, but lengthy
descriptions and subplots are not as relevant.
The focus must be on the singularity of the
rasa. The Indian concept of Khandakavyam
differs from the Western one.

In Malayalam, there are many
Khandakavyams, from A. R. Rajaraja
Varma’s Malayavilasam to O. N. V. Kurup’s
Ujjayini. The fame of the modern poetic
trio was built upon their Khandakavyam
compositions.

Muktakam:

A muktakam is a single, stand-alone
verse that delights the connoisseur. '2)emd»o
BURIB: BOOBURIDOIBHOOBHUATY@I0’(Agni
Purana). It is not connected to any other
verse and is self-contained. Muktakams
are self-sufficient verses that shine like
polished pearls. A two-verse composition
on a single idea is a yugmakam, a three-
verse one is a sandanitakam, a four-verse
one is a kalapakam, and a five-verse one
is a kulakam. All these verse forms can be
found interspersed in an epic. In Malayalam,
the poets of the Kodungallur School and the
Pachamalayalam movement have composed
many muktakams.

Mixed:

Mishram is a poetic form that blends prose
and verse. Sanskrit dramas and champus are
examples of mixed poetry. In dramas, many
verses are interspersed in stage directions
and in the dialogue of noble characters.
Some theorists only include champu in the
mixed category. The definition of champu
1S '0BJAIB AW BG0alyo alnyElmElWe®’
(Prataparudriyam). In addition to these
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divisions, theorists have also classified
poetry based on language differences into
Sanskrit literature, Apabhramsa literature,
and mixed literature.

Visual and Auditory:

Visual (drisya) literature is a type of poetry
that reaches the heart of the audience with the
help of performance art. Performance conveys
rasa through the medium of acting. The four
types of acting (chaturvidhabhinayam) allow
a performance to imitate or aesthetically
recreate life. The expression of rasa in a
performance is achieved by imitating a
character’s life situation. For this, a literary
work that portrays life is required. This
type of literature created for performance
is called visual literature. The libretto of
a Kathakali performance (aattakatha) and
a play script are examples of this genre.
Visual literature can be described as ‘the
foundation for performance.’

1.3.6 Anandavardhana’s
Dhvanyaloka

Analytical Tools for Explaining a Guru’s
Poetry

The Dhvani theory of Anandavardhana is
one of the timeless principles of Indian poetics.
In his work, Dhvanyaloka, he extensively
discusses this great literary principle. He
explains that the soul of literature is rasa, and
it is expressed through Dhvani (suggestion).
Although Dhvani was a known concept
before, Anandavardhana developed it into
apoetic doctrine. To do this, he discusses the
three functions of a word (shabdavyapara)
that explain the relationship between word
and meaning. He divided words into three
types: vachakam (denotative), lakshakam
(indicative), and vyanjakam (suggestive).
Correspondingly, he posited three types of
meaning: vachyam (denotative), lakshyam
(indicative), and vyangyam (suggestive). He
describes the characteristics and divisions

of these three word functions: Abhidha
(denotation), Lakshana (indication), and
Vyanjana (suggestion). He also details
the various types of Dhvani. A very
important discovery in linguistics is the
Sphota doctrine. The Dhvani theory was
developed by leveraging the Sphota doctrine.
Similarly, the Pratyabhijna philosophy
was also a cause for the Dhvani theory.
Dhvani arises from the three components:
vyanjakam, vyanjana, and vyangyam, and
each of these has sub-divisions. Based on
the vyanjakam, Dhvani is divided into
two types: vivakshitanyaparavachya and
avivakshitavachya. Anandavardhana’s
Dhvanyaloka and his Dhvani theory continue
to inspire literary discussions and theorisation
even in the Western world today. Literature
with pleasant Dhvani is superior literature.
Literature where the suggested meaning is
secondary is called gunibhutavyangyam.

1.3.6.1 Dhvani

Dhvani is a theory that has gained authority
in Indian literary thought. Anandavardhana
presented this poetic principle in
his Dhvanyaloka. Abhinavagupta’s
Dhvanyalokalochana gave it further lustre.
The roots of the Dhvani theory, so clear
in the words of Anandavardhana and
Abhinavagupta, are buried in two other fields.
The Sphota doctrine is a highly important
discovery in linguistics. A single letter or
a combination of letters does not create
meaning in a word on its own. Rather, when
a word is pronounced, all the letters in it
combine to create a meaning. This is the
ultimate essence of the Sphota doctrine. The
Dhvani theory must have been influenced by
this doctrine. The Pratyabhijna philosophy
is a school of thought that developed in
Kashmir, also known as Shaivadvaitham.
The philosophy’s perspective is that God
reveals (pratyabhijna) himself through every
object in the universe. Anandavardhana and
Abhinavagupta were prominent philosophical
masters of this school. The Dhvani theory was
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formed when the Pratyabhijna philosophy
was turned towards literature, based on the
foundation of the Sphota doctrine in grammar.
It can be said that the Dhvani theory is the
soul of the Sphota doctrine transposed into
literature.

In grammar, dhvani is the pronunciation of
a single, audible letter that can be separated.
As a literary theory, the connotation of the
word Dhvani is different. The word was
used in three senses in Dhvanyaloka. One
meaning is vyanjakam. In this sense, it can
be derived as '‘wimem ol wimls’, which
would mean ‘suggestive word’. If the
derivation is 'wmye® @] wiml’, it would
mean ‘what is suggested’ (vyangyam). In
this case, rasa is what is suggested. When
derived as 'wimie® @RASAM 0avo O,
the meaning of Dhvani becomes ‘poetry’.
In short, Anandavardhana used the word
Dhvani in three senses: suggestive word,
suggested meaning, and literature that is
primarily suggested.

Anandavardhana posits that Dhvani is
the soul of literature. It is clear from his
words that this was not a new discovery.
Connoisseurs had long accepted Dhvani
as the soul of poetry. However, one group
believed that Dhvani did not exist. They can
be called the Abhavavadis. Another group
argued that Dhvani was a kind of implied
meaning. They are called Bhaktavadis.
Bhaktam is another meaning that arises when
the explicit meaning is obstructed. Another
group argued that even though Dhvani exists,
it cannot be explained in words. This is called
the Anirvachaniyatavada. Anandavardhana
attempted to present the full form of Dhvani,
going beyond these three arguments.

Literature is a combination of word and
meaning. No definition of literature exists
without shabda and artha. One group finds the
beauty of literature only in words. Another
group prioritises meaning in literature.
Anandavardhana accepts the authority of
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both word and meaning. However, in his
view, meaning holds the primary authority
over these two components. The semantic
level of literature has two layers. The
first is the explicit meaning (vachyartha)
formed by the function of Abhidha in the
denotative word. The second is the suggested
meaning (vyangyartha) that arises through
the function of Vyanjana in the suggestive
words. This suggested meaning is the soul
of literature. Anandavardhana refers to this
suggested meaning by other names, such as
pratiyamanartha and Dhvani.

Pratiyamanartha is the life of literature.
This does not mean that the denotative word
and the explicit meaning are irrelevant
in literature. It is impossible to create
suggestiveness without rejecting them.
The denotative word and the explicit
meaning are the foundation and the walls
upon which the beautiful edifice of Dhvani
is built. Anandavardhana explains the
relationship between the two layers of
meaning with an apt example. The beauty
of a woman does not reside in any single
organ. It permeates her whole body. At the
same time, beauty cannot exist without her
organs. The interconnectedness between the
woman’s organs and her beauty is similar
to that between words and meanings, and
the explicit and suggested meanings.

‘(aI®1@@OMo al)MOMGAAI QUMY
@IN®] QeMlad) 2a00BQITMo0
QOO (AITV]RLIAUVWAIDIBlEMo Qiled
@lenalemyalanowmoa)”

The verse explains that there is a different
meaning in the words of great poets, which
shines like a woman’s beauty, distinct from
her famous body parts.

Dhvani-kavyam is the superior literary
form. Dhvani-kavyam is created when
denotative words and meanings are used
as suggestive words and meanings. Only
talented poets can compose Dhvani-kavyam.
Only they have the ability to transform the



words and meanings used by others into a
medium of beauty. Such talents are rare in
the infinite expanse of time. Just as only
talented poets can write Dhvani-kavyam, only
a few connoisseurs can appreciate it. The
colours of Dhvani-kavyam can only unfold
through the prism of a connoisseur’s talent.
Dhvani-kavyam cannot be acquired with
the capital of grammar (shabdanushasanas)
and thesauruses. In short, Dhvani-kavyam is
the private property of a few connoisseurs
with creative talent (bhavayitri pratibha).

Dhvani is the suggested meaning that
stands above the explicit words and meanings.
Dhvani-kavyam is mainly of two types. One
type suggests an idea. The other suggests
an emotion. The idea that arises through
suggestion can be an object (vastu) or a poetic
device (alankara). Similarly, the emotion
that arises through suggestion can be an
emotion (bhava) or an aesthetic emotion
(rasa). Thus, Dhvani-kavyam is of four types:
vastu-dhvani, alankara-dhvani, bhava-dhvani,
and rasa-dhvani. Among these four, rasa-
dhvani is the best. Rasa-dhvani is the superior
form of Dhvani that Anandavardhana has
established as the soul of literature. Literature
filled with rasa-dhvani is the most elevated.

Anandavardhana himself said that it
is difficult to distinguish all the different
types of Dhvani. Vyangyam is created by the
function of Vyanjana in suggestive words.
Dhvani arises from these three components.
In other words, Dhvani arises from the
three components: vyanjakam, vyanjana,
and vyangyam. Each of these also has sub-
divisions. Based on the vyanjakam, Dhvani
is of two types: vivakshitanyaparavachya and
avivakshitavachya. The idea that poetry that
is rich in Dhvani is the greatest was part of
Indian aesthetics. In the stream of Eastern
aesthetics, Dhvani held a special place in
the works of talented poets who understood
the depth of poetry. The poems of Narayana
Guru are particularly noteworthy.
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The suggested meaning that Narayana
Guru’s poems put forth needs to be
meticulously analysed. Darshanamala is a
text on the philosophy of Advaita Vedanta
written by him. An examination of the
possible interpretations of its poetic parts
shows that Dhvani has a special place in it.

Darshanamala presents a theory about the
origin and existence of the universe. It points
beyond the concept of ‘I’ in an individual
to the collective. The philosophical inquiry
into how this universe came to be, how it
exists, and what the mystery of creation is,
forms the core of Darshanamala.

Adhyaropa is the superimposition of one
thing into another. This world that we see
does not exist; its existence is only an illusion.
The only true thing is the one reality that
exists in all objects. This is called Brahman,
Atman, knowledge, Sat, Chit, and Ananda.
The poem begins by talking about the world.
In the beginning, the world was non-existent
(asat). The supreme being created it with
his will.

‘@RaVIBE TVEBEAIBo BJAIMo dVlaim
QO )M MVIVAER VA0 qVE:Eial
DOG@EM alOGAUDIOS’

Through the Adhyaropa darshanam, the
Guru summarises the nature of the universe in
this way. God created this universe only with
his will. Before creation, this universe was
non-existent. This means that the universe
was an accumulation of latent impressions
(vasanamaya). The will that God used for
the creation of the universe is Maya itself. It
is the nature of the universe to be transient,
which is why it is called vasanamaya and asat.

A special power brought forth this universe
from God, just as a sprout emerges from a
seed. This divine power can be divided into
two: taijasi and tamasi. Even though both
are divine powers, they have contradictory
natures, like light and darkness. The will,
latent impressions, and power mentioned
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as the causes of the universe are merely
the mind. This is also called Prakriti. These
causes of the universe, which create and
sustain it and cause us sorrow, are nothing
but the sport of ignorance (avidyavilasa).
This ignorance can only be destroyed by
self-knowledge (atmavidya). The question
arises as to how God, who is unattached
(asanga) and not a doer (akarta), can be the
creator of the universe. The answer is that
this universe and its creation are wondrous.
The following chapters are dedicated to
explaining this. There is a theory that the
universe was created sequentially from the
sun. But in Darshanamala, the Guru suggests
that the universe arises as a single entity
from God’s will, just as the world appears
as a single entity before a person who wakes
up from sleep.

The universe is an effect. All effects have
a cause. Since the universe is an effect, it
must have a cause. That creator is God. The
universe is magnificent. Its creator must
be all-knowing (sarvajna) and all-powerful
(sarvashakta). Therefore, an all-knowing
and all-powerful God must exist. What this
universe came from, just as a great tree comes
from a seed, is what is called Brahman,
Vishnu, Shiva, Paramatma, and Parabrahman.

The exceptional poetic culture,
philosophical firmness, and aesthetic sense
of this born poet, who wrote over sixty
works in Sanskrit, Malayalam, and Tamil,
permeate every expression. Just as the Guru
used Darshanamala to illustrate how the
inspiration and the urge for an inner knowing
to externalise itself lie behind any creation,
he replicated the same natural process in his
poetic creation. In Darshanamala,

‘Mo (@30 il
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A person who lacks the compassion that is
born from knowledge is just a foul-smelling
body of bones and skin. His humanity
withers like water spilt in the desert. He is
disregarded like a flower without fragrance.
Only compassion for living beings has eternal
existence. There are some epoch-making
figures who stand as living examples of
this. They include Lord Krishna, who taught
Arjuna the ultimate truth and inspired him
to action; Lord Buddha, the great ocean of
compassion for all beings; Adi Shankara, the
Guru who wrote the Advaita commentary;
Jesus Christ, the Son of God and the
divine form of man and righteousness; the
compassionate Prophet Muhammad; and the
great sages Thirugnanasambandar, Appar,
and Manikkavacakar. The Guru sees the
mythical Kamadhenu (the wish-fulfilling
cow) and the wondrous Kalpavriksha (the
wish-fulfilling tree) as personifications of
compassion for all beings.

In his hymns to Subrahmanya, such as
Shanmukhadashakam, Shanmaturastavam,
and Navamanjari, Narayana Guru, the mature
wordsmith, creates unimaginable wonders
in poetic form, the charming artistry of his
imagery, and the unique sweetness of his
emotion. These works proclaim that no other
poet in Kerala has so expertly made subtle,
meaningful words dance and perform like
this.

In Shanmukhadashakam, the Guru paints a
picture of the poet and the deity, Shanmukha,
merging into the self, drinking the nectar of
the cool flow that streams through the silent
crescent moon amidst the small creepers of
his eyebrows, which are shining with the
fiery glow of the flame of knowledge.

‘®o0ilom)Qljo H:SOHHOMI0IDWIRUW)YO0
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With boundless love, the poet invites
Muruga to come to him on his peacock-
mount for a kiss. This meditative image of
the worshipped deity in this poem is a rare
thrill in Malayalam poetry. In the Sanskrit-
rich Shanmaturastavam, the Guru’s poetic
style and texture take on another brilliant
dimension.

‘(all@enooyRo®], Vlo@ (allwo
01310 (allaaldilw, HOIMEMEHR0W]
(efl@ailat@o (ad®laIanIS)o (820, @3
(a2 alo(allooammoleomlesemo’

There are many misconceptions or
delusions about interests and preferences. One
is that there is only one kind of preference,
which is one’s own. Another is that a person’s
preference is what is dear to them. However,
those who seek knowledge should realise
and understand that one’s own preference
is also the preference of others, or that the
preference of others is one’s own.

The door to the infinite possibilities of
thought in these lines can be opened. When
one says that the preference of another
1s one’s own, it illuminates and makes
more relevant the noble concepts of care
and consideration for others. At the same
time, it mercilessly rejects narrow, selfish
interests like ‘I’, ‘mine’, and “self’. In such
a situation, a person who thinks and works
for the welfare of others by forgetting their
selfish interests is scaling the highest peaks
of culture. In this elevated state of mind, the
sorrow, tragedies, and difficulties of others
become one’s own.

The word arivu (knowledge) is what Sree
Narayana Guru always uses to refer to the
ultimate reality. Guru means by the word
knowledge the level of consciousness that
is reached by dissecting this visible universe
beyond even the level of molecules. Guru
has expressed this idea in many ways in
Atmopadeshashathakam and Advaithadipika.

He has often used examples like ‘water and
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waves’ and ‘thread and cloth’ and ‘rope and
snake’. Modern scientists also say that at the
end of their investigation into the components
of matter, the ultimate particle of matter can
never be matter itself. They are arriving at the
conclusion that it might be consciousness.
Guru makes it clear that the single truth that
is the foundation of the visible universe,
which is the ultimate consciousness, is what
he means by arivu or God. The Guru wrote
most of his philosophical works during the
decade after the Arruvippuram installation.

<
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Explanation of meaning:

(@polwealsloy= This, which is known
by the five senses - seen with the eyes, smelled
with the nose, tasted with the tongue, heard
with the ears, and touched with the skin).
When one inquires, it can be understood
that this universe (anything that is known as
‘this”) is not separate from the knowledge
on which it is based. As there is only one
thing called knowledge in this universe,
nothing else can be found anywhere but
knowledge. This which is known (visible
objects, effects) has no existence separate
from knowledge. We see objects. They reside
in our knowledge of seeing them. Are the
object we see, the person who knows the
object, and the knowledge we have received
of the object all one? Everything that is
known is a form of knowledge, because
the entire world is knowledge. We know an
object as ‘this is this’ because that object
resided as knowledge within us. We cannot
give a name to something we have not seen
because we have not yet known it. What we
had in our knowledge, we projected onto the
object we saw. In that sense, the chair we
saw, the horse we saw, and everything we
named is not separate from our knowledge.

This ‘this’ we saw and knew is the gunin,



the object composed of qualities. When legs,
armrests, a seat, and a backrest were joined
together, ‘this’ became a chair, a gunin. So
what did we know? The qualities. From the
qualities, we identified the gunin. So the
gunin was imprinted in our knowledge. The
gunin resides in knowledge. The essence
of the line ‘@) caloel @eolae’(This is
not separate, it is knowledge) should be
understood this way. The gunin resides in
knowledge, and the qualities reside in the
gunin. In reality, both the gunin and the
qualities reside in knowledge. If we think
this way, everything, including the knower,
the known, and the power that helped us to
know, is knowledge.

It would seem that Sree Narayana Guru
prioritised a holistic poetic experience over
ornate poetic imagery. Nevertheless, cer-
tain images that make his ideas tangible
are repeated in his poems. To make abstract
concepts like Mahas (greatness), God, Jyotiss
(light), Jnanam (knowledge), and Anandam
(bliss) and their vastness perceptible, he
sometimes uses the metaphor of the ocean:

‘@r$ea0)o MM Ba0qRO- 20F1WG3
ENEEBBIBHEAI @RYP6Mo QIOPeMo MM Yo
QI0PEMo QIO®EMo V)0’

Recap

(Daivadasakam)

Another instance where the ocean is a
poetic image is when it rises and spreads
as a wave:

‘@RYMMHNSTI Haldedr] @IEM
ald@)AVIMO alO6IMI0) Gald®@3,
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(Svanubhavagithi)

Sometimes, the experience is described
as the light of a billion suns rising together:

‘30163051 31010606 00CM)VWO)0
alS] al09©00s) Mlome1Els:.8)o0
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(Chijjada Chintanam)

He saw poetry as a means of invoking the
mysterious yet dynamically vibrant energy
of the power that fills the entire universe.

¢ Indian literary criticism explores fundamental concepts like the poet,

poem, and purpose of poetry.

¢ Kavita and kavitvam are derived from the noun kavi in the sense of

emotion (bhava).

¢ Kavyam is a derivative of kavi in the sense of emotion or action (karma).
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¢ The terms kavita, kavitvam, and kavyam are not comprehensive enough
to describe the art form of literature.

¢ Sahityam means “the state of being together,” referring to the union of
sound and meaning.

¢ Some Indian rhetoricians define poetry as the combination of sound and
meaning, a concept which can be illogical.

¢ Literature is an art form that uses the blending of sound and meaning
to convey emotions.

¢ Sahityam also signifies the mutual meeting of two hearts—that of the
poet and the connoisseur.

¢ According to Kuntaka, sahityam is the appropriate balance of beautiful
form and beautiful emotion.

¢ The medium of literature, language, has multiple layers of harmony or
sahityam.

¢ The word kavi means “one who describes” or “one who makes a sound”.

¢ According to Bhatta Tota, a poet (kavi) must also be a seer (rsi).

Objective Questions

1. How many stages does the flow of breath have?
2. How many different kinds of sahityam are mentioned in the text?

3. According to Kuntaka, how many principles are required for a beautiful
art form?

4. What is the number of dramatic forms mentioned?

5. What is the number of sound-meaning relations mentioned that transform
language?

6. How many centuries ago did Bharata assert the importance of rasa?
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7. In how many phases is the history of Indian poetics divided?
8. How many schools of thought existed in Indian linguistics?
9. How many types of poetic definitions are there?

10. How many names are mentioned that are derived from kavi?

Answers

1. How many stages does the flow of breath have?
2. How many different kinds of sahityam are mentioned in the text?

3. According to Kuntaka, how many principles are required for a beautiful
art form?

4. What is the number of dramatic forms mentioned?

5. What is the number of sound-meaning relations mentioned that transform
language?

6. How many centuries ago did Bharata assert the importance of rasa?
7. In how many phases is the history of Indian poetics divided?

8. How many schools of thought existed in Indian linguistics?

9. How many types of poetic definitions are there?

10. How many names are mentioned that are derived from kavi?
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Assignments

1. How do the definitions of kavita and kavitvam differ from that of kavyam?

2. In what ways is the term sahityam considered a more comprehensive
definition of literature than kavyam?

3. How did different schools of thought in Indian linguistics influence the
definition of literature?

4. Explain the concept of sahityam as the mutual meeting of two hearts.

5. What s the significance of the phrase “neither deficient nor excessive, but
beautiful” (anyiinatirikta manohara) in Kuntaka’s definition of sahityam?

6. Summarise the historical evolution of the word kavi from the Vedic period
to the Upanisads.

7. According to Bhatta Tota, what is the key difference between a kavi and
a common person?

8. Explain why the simple combination of sound and meaning is considered
an insufficient definition of poetry.

9. How does the text describe the role of a kavi in the poetic universe, ref-
erencing Anandavardhana’s viewpoint?
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I Definitions of Terminology-

Poem (kavyam) General
introduction-Define karikas
on kavyam and literature by
Achraya Dandin

Learning OQutcomes

Upon completion of this unit, the learner will be able to:

¢ compare the different definitions of kavya (poetry) put forth by various
Indian rhetoricians

¢ evaluate the contributions of Acarya Dandin to the field of Indian poetics

¢ cxamine Jagannatha Pandita’s innovative definition of kavya and his
critique of earlier theories

¢ trace the historical evolution of the terms kavya and sahitya in Indian
literature

Prerequisites

At the heart of this unit is the concept of kavya, derived from the word kavi, which
means ‘a literary person’. The root of this word, ‘ku,’ signifies ‘to make a sound,’
suggesting a person who communicates ideas through the medium of sound. This
highlights the fundamental link between sound and meaning, a central theme in Indian
poetics. While some scholars, like Bhamaha, defined kavya as simply ‘the union of
sound and meaning’ , others added layers of complexity, arguing that a poem must
possess special qualities or evoke a supernatural aesthetic experience. We will explore
the unique perspectives of two key figures: Acarya Dandin and Jagannatha Pandita.
Dandin, a revered Sanskrit poet and literary critic, defined kavya as ‘a collection of
words conveying the intended meaning’. He emphasized the importance of style
(riti) and proposed two distinct poetic paths: the Vaidarbha and Gaudiya styles. For
Dandin, qualities (gunas) were the very ‘life-force’ of a poem. We will examine his
profound influence on the guna school of thought and his classification of poetic forms.
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Centuries later, Jagannatha Pandita, honored with the title Panditaraja, challenged
conventional wisdom. He argued that a poem is not a combination of sound and
meaning, but sound alone. His famous definition— ‘kavya is a word that conveys a
pleasing meaning’ —prioritizes the aesthetic pleasure (ramaniya) a poem provides.
He classified poetry into four categories, from superior-most to inferior, based on the
presence and quality of suggested meaning (dhvani). We will analyze his compel-
ling critiques of earlier theories, including his argument that a simple sentence can
become a poem depending on its context and the power of its suggested meaning.
This material will guide you through the intricate debates surrounding poetic defini-
tions, from the role of poetic figures (alankara) and qualities (guna) to the profound
concept of aesthetic emotions (rasa). We will see how these scholars grappled with
the elusive nature of poetic beauty, a phenomenon they described as supernatural,
wonder-producing, and perceivable only by a connoisseur. This introduction is just
the beginning of our exploration into a tradition that continues to offer timeless
insights into the art of language and the mystery of human emotion.

Keywords

Kavya, Poetics, Acarya Dandin, Jagannatha Pandita, Sound and Meaning, Riti, Rasa,
Sahitya

Discussion

which means ‘to describe,’ thus referring to
a person who is skilled in description. The

1.4.1The Definition of Kavya

Akavi is an author who writes a specific
type of literary work, either with or without
metre. The composition created by the kavi
is called kavya. In ancient India, the term
kavya was used in a broader sense to mean
literature in general. This included not just
poetry, but also plays and stories.

The word kavya is derived from the
word kavi. The original meaning of kavi
is a literary person. The word comes from
the Sanskrit root ‘ku,’ which means ‘to make
a sound,’ with the suffix ‘1.’ Therefore, the
word means ‘one who makes a sound’ or
‘one who communicates ideas using the
medium of sound.’

In the Hemacandra, Kavyamimamsa,
Rajashekhara and in his Kavyanus$asana, state
that the word kavi comes from the root ‘kav,’
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word kavya is derived from kavi by adding
the suffix ‘ya’ (in the sense of the poet’s
action). Vidyadhara, the author of Ekavali,
stated that a kavi is one who composes,
and their action is kavya. Bhattatauta, the
author of Kavyakautuka, defined a kavi as a
skilled describer and his creation as kavya.
Abhinavagupta, the author of the Locana,
defined it as ‘kavantyam kavyam’ (what is to
be composed is kavya). Mammata, the author
of Kavyaprakasa, defined it as ‘the action of
a kavi skilled in extraordinary description.’
To compose means to describe in a way that
produces a supernatural aesthetic experience.

Kavya is the creation of a far-sighted poet.
The word kavya can be interpreted in several
ways: ‘the action of a kavi,” ‘belonging to
a kavi,” or ‘created by a kavi.” Bhamaha



defines kavya as the creation of a genius.
According to Bhamaha, ‘$abdarthau sahitau
kavyam’ (the union of sound and meaning
is a kavya). The use of the word sahitya
might have been influenced by great poets’
expressions such as ‘vagarthaviva samprktau’
(joined like word and meaning).

Although kavita, kavya, and sahitya are
synonyms, the term sahitya is comparatively
modern. Its use in the general sense of
‘literature’ probably began after the 7th
century CE, i.e., after the time of Kalidasa
and Bhamaha. The word kavya, however,
has been used in Indian languages since
the time of the Rgveda. This highlights the
antiquity and importance of the word kavya.
Recently, the word kavya has undergone a
semantic contraction. Today, it does not have
the same scope as the word sahitya and is
used to denote only a specific literary form,
namely poetry.

1.4.2 Different Definitions of
Kavya

Many Indian rhetoricians have tried to
define kavya, proposing various definitions.
Some literary theorists define it by giving
equal importance to both sound and meaning,
while others prioritise sound over meaning.
Yet others go beyond sound and meaning,
which form the body of the poem, and define
it by referring to its soul. These definitions
are presented below.

¢ Bhamaha’s definition is: 'woenjod@mom
maolmoeoaiyo’ (The union of
sound and meaning is a kavya)
(Kavyalankara, 1.7).

¢ Rudrata directly follows this approach
by stating: ‘mm) voenjodmn™ quadioro
®oa1yo’ (The union of sound and
meaning is a kavya).

¢ Mammatabhatta, in his Kavyaprakasa,
also agrees that kavya consists of
sound and meaning. His definition
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i1S: '®BGBOAUD  ‘dNJOBMN ™D
LW MO EIod {1 al)ms
®10all’ (O3 @REBOAUD qVLUYEMD
al)Mg  &10all  @OMEIod O]
MENJOBMND - EGBIHOOIMEBBSB)0
MLMIEMEBBB0 af)MO@3 afleIlsorw
@REIHHI00a0TMEOMOS)o @RV
woenjodmneasgosm  &oa1yo)(The
union of sound and meaning that is
free from flaws, has qualities, and
sometimes lacks poetic figures, is
a kavya).

¢ The definition by Kuntaka in his
Vakroktijivita is: ‘'voenjod@n™
MVaSIOD QI - &l A1l
NIGMWO  aljamuOI®™™®  &0oAllo
®B11390Q03H0@16mM7 " (Uil
QI}0a100000LI1WIW  NIMW @13
alyaMbl®mesBslo MVasl®6EEBS8)20W
woenJod@NEEBE0EM @-00130)(A kavya
is a well-arranged composition of
sound and meaning, characterised
by the poet’s oblique expression, that
brings pleasure to a knowledgeable
reader) (Vakroktijivita, 1.7).

¢ Kauntaka states that the mere union of
sound and meaning is not enough; the
poem must have the special quality of
vakrata (obliquity) to be considered
a kavya. All these definitions give
equal importance to both sound and
meaning, but with specific nuances.
However, some literary theorists
define a poem by giving importance
to sound over meaning.

1.4.2.1Acarya Dandin

Acarya Dandin was a Sanskrit poet and
literary critic. Besides his prose works,
Dasakumaracarita and Avantisundarikatha,
Dandin also composed a scientific treatise
on poetics titled Kavyadars§a. His life is
estimated to be in the first quarter of the
eighth century CE. Professor P. V. Kane
considers Dandin to be a southerner and an
elder contemporary of Bhamaha. Dandin’s
Dasakumaracarita is considered the first
prose poem in Sanskrit. He is also credited
with another work called Kalapariccheda.



1.4.2.2 Sahitya

The word sahitya means the state of being
together. Throughout Indian poetics, the art
of poetry is defined as the union of sound and
meaning. A definition that excludes either
sound or meaning is rare. Sound cannot
exist without meaning, nor can meaning
exist without sound. At the core of literary
definitions centred on sound and meaning
lies a poetic principle that is essential to art:
propriety (aucitya). Sahitya is the union of
sound and meaning. It is an art form that
maximally utilises the potential of both sound
and meaning to convey emotions to the
connoisseur’s heart. This art form leverages
the silent music of sound arrangements for
emotional expression. At the same time, it
embraces the power of meaning to ignite
the colourful brilliance of emotions in the
reader’s heart. Thus, sahitya is an art form
that facilitates the transference of emotions
through the harmonious union of sound and
meaning in a single form.

1.4.2.3 Dandin

Despite Bhamaha’s dismissal, the
Vaidarbha and Gaudiya styles gained
prominence and became well-known as
distinct styles of poetic composition. Acarya
Dandin bears witness to this. Through his
Kavyadars$a, he gave style (riti) a significant
place in the study of literature. He refers to riti
as marga (path) and also uses its synonyms
like paddhati, panthava, and vartmava (way/
method). Dandin states that although there are
many poetic styles with subtle differences, the
Vaidarbha and Gaudiya are clearly distinct:

@RMI®IEMEH W0do BOBUYE VMU
DGRBS aldMValdo M® HOAUBGRNDWIV™
ABMYC® (alNa0)}SANHOD

(Kavyadarsa, 1.40)

(Meaning: There are many poetic styles
with subtle differences, but the Vaidarbha
and Gaudiya are clearly described as having

distinct characteristics).

Dandin conceptualised qualities (gunas)
as the fundamental principles for the nature
and classification of style. He adopted the
ten qualities proposed by Bharata. The ten
qualities—slesa (cohesion), prasada (clarity),
samata (evenness), madhurya (sweetness),
sukumarata (grace), arthavyakti (explicitness
of meaning), udaratva (sublimity), ojas
(vigour), kanti (brilliance), and samadhi
(concentration)—are the governing principles
of the Vaidarbha style. He described these
as the ‘life-force’ (prana) of the Vaidarbha
style.

GaH3  (aldLOBS LA AOW)OY0
V) B>)DOOMI @RALOAIYHD0)B00CICRORS
&OADIIVAOWWS DM HOAUBBEAIBNAVY
(21060 BUOMNYEMIS A8
(Kavyadarsa, 1.41-2)

(Meaning: The ten qualities of $lesa,
prasada, samata, madhurya, sukumarata,
arthavyakti, udaratva, ojas, kanti, and
samadhi are considered the life-force of
the Vaidarbha style).

Bharata considered these ten qualities as
general poetic qualities (Natyasastra, 17.95).
According to the sage, a good poem must
have all ten qualities. Dandin’s preference
for the Vaidarbha style is evident here, as he
establishes that all these qualities are fully
present in it. He must have had Bhamaha’s
rejection of styles in mind when he elaborated
on the Vaidarbha style. Dandin says that in the
Gaudiya style, the opposites of these qualities
are ‘mostly’ seen. 'a@atoo Qflal0y®: (a106WO
syuyeam nowadonal’ (Kavyadarsa, 1.42).
The word ‘mostly’ indicates that five of the
qualities—madhurya, arthavyakti, udaratva,
ojas, and samadhi—are common to both the
Vaidarbha and Gaudiya styles. The opposites
of the remaining five qualities are found
in the Gaudiya style: the opposite of $lesa
is looseness ($aithilyam), the opposite of
prasada is obscurity (vyutpannam), the
opposite of samata is unevenness (visamata),
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the opposite of sukumarata is harshness
(dipti), and the opposite of kanti is hyperbole
(atyukti) (Kavyadarsa, 1.44, 46, 49-50, 72,
91-2).

One should not worry that the opposites
of these qualities might be considered poetic
flaws. Dandin considers these qualities to be
parts of the poem’s nature and believes they
contribute to its poetic quality. This is why,
instead of classifying as flaws the opposites
of prasada (clarity), kanti (brilliance), and
sukumarata (grace) as obscurity, artificiality,
and harshness, he used terms like vyutpannam
(obscure), etc. He accepted the Gaudiya style
as a respectable, if inferior, poetic style.

Dandin also mentioned that there are
many poetic styles with subtle differences.
He notes that each poet has a unique style,
which cannot be explained.

‘®36RAIMS M YO GAD

QHMo (ad®IdHail amuolmos

D HHH) U 10N WOBTMI0

2OW)IMVIODO0 NaO®, MLOail M

®BIAILOD0 MVOMVIMYail V08 CO
(Kavyadarsa, 1.1.0 - 02)

(Meaning: The differences in styles
inherent in each poet cannot be described. Just
as there is a great difference in the sweetness
of sugarcane, milk, and jaggery, even the
goddess Sarasvati cannot explain it).

1.4.2.4. Kavya

There are many definitions for kavya. The
reason for this diversity could be a matter
of taste or a difference in perspective. The
definition of any object is never absolute;
to this day, no definition has been free from
the flaws of either being too narrow or too
broad. Defining the complex expression
of abstract emotion is an arduous task.
Nevertheless, Eastern and Western poetic
theorists have defined kavya based on its
functions. Many definitions are partial, but
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attempts to reach a comprehensive view have
also been made. The definitions of kavya can
be broadly classified into three categories:
one that views sound and meaning as equally
important; another that gives precedence to
sound as the true form of the poem; and a
third that goes beyond sound and meaning to
consider the poem’s totality, including poetic
figures (alankara), qualities (guna), style
(riti), aesthetic emotions (rasa), suggestion
(dhvani), obliquity (vakrokti), and propriety
(aucitya).

Many rhetoricians have established that
a poem is the union of sound and meaning.
However, Acarya Dandin’s definition,
'Dayod@N alyala@laMo alzoalerl &0l (A
poem is a collection of words conveying the
intended meaning), and Jagannatha Pandita’s
definition, '026m1@IBMO (aI@3laloBd: voeng8
@00130° (A poem is a word that conveys a
pleasing meaning), both prioritise sound.

1.4.2.5 Kavyadarsa

This work is also known as a treatise
on poetic definitions. Composed in verse
(karika), this work is a testament to Dandin’s
scholarship. The work is not conceived as
a treatise on poetic figures but as a text on
the definition of poetry. The famous verse
from Kavyadarsa states that if the light of
the word did not illuminate the world, these
three worlds would be plunged into darkness:

HBATWO D3 &HIONIMo RIGW®
B)AIM@®o, WAl (06NJOa0IWO
BRYOONOIMVoMVI00 M BlalyG®

In the first chapter of Kavyadarsa, Dandin
discusses the glory of poetry, its definition,
its classification, the Vaidarbha and Gaudiya
styles, and the qualifications of a poet. The
second chapter deals with poetic figures.
Descriptions of sound-based poetic figures
like alliteration, wordplay, riddles, and poetic
flaws are also included in the first chapter.



Acarya Dandin classifies kavya into three
types: poetry (padya), prose (gadya), and
mixed (misra). He further subdivides padya
into muktaka (stanzas), kulaka (a series of
stanzas), kosa (anthology), and sargabandha
(epic poem). Dandin refers to style as marga
and asserts that there are as many styles as
there are poets.

Acarya Dandin points out that genius
(pratibha), scholarship (panditya), and
continuous effort (nirantara prayatna) are
the causes of poetry. He views the term
alankara (poetic figure) in a broad sense.
According to Dandin, poetic figures are the
qualities that produce the beauty of a poem.
He refers to each poetic figure as a ‘circle
of poetic figures’ and classifies them into
sub-categories. Critical history evaluates
Dandin as a proponent of the guna (qualities)
school of thought, which stands between
the alankara and riti schools. His position
is that both of these contribute to the beauty
of a poem.

1.4.2.6 Jagannatha Pandita

Jagannatha Pandita was a Sanskrit
poet and literary theorist. His lifetime is
estimated to be from 1590 to 1664 CE. He
was a contemporary of Appayya Diksita.
Jagannatha, a Tailanga Brahmana ostracised
by his community due to the animosity of
orthodox Brahmanas, sought refuge with
the Mughal emperor Shah Jahan in Delhi.
Emperor Shah Jahan bestowed upon him the
title Panditaraja (king of scholars), appointing
him as a court scholar.

A notion that an internal and all-pervading
divine essence shines through the body of the
poem was gaining traction among some of
his contemporary literary critics. Moreover,
while sound and meaning are inseparably
united, the practice of separating them for
the ease of analysis led to the question of
which one holds greater importance. This
is evident in Dandin’s Kavyadarsa. When

he defines the body of the poem as the
collection of words that conveys the intended
meaning (‘000100 @0QIGlayod@O QlyQlaflano
aioale - Kavyadarsa, 1.10), he focuses on
meaning but leans towards the sound aspect.
He considers poetic figures (alankaras) to be
qualities that enhance the beauty of a poem.
However, he gives greater importance to
qualities (gunas) like $lesa (cohesion) and
others. He regards these qualities as the life-
force or ‘prana’ of the poetic body in the two
famous styles of composition, the Vaidarbha
and Gaudiya (‘(a106m0 B0d!)}EMO8 MRy @08’
- Kavyadarsa, 1.42). Thus, in Dandin’s view,
literature is an organic work of art with a
body made of meaningful words and a life-
force of qualities.

Vamana accepts the importance Dandin
gave to the differences in styles (marga or
riti) and qualities that were ignored by
Bhamaha. Furthermore, he re-evaluated the
concepts of riti and guna and established
that style is the most important internal
essence of poetry: ‘01®0oom0 &oaryavy’
(Kavyalankara Sutravrtti, 1.26). However,
regarding the definition of the body of the
poem, he follows Bhamaha’s view, not
Dandin’s. Vamana established that qualities
are essential aesthetic features that the
sound and meaning of a poem’s body must
possess, while poetic figures (alankaras)
like alliteration and simile are beautifying
features that are not mandatory. Therefore,
for Vamana, literature is the combination
of sound and meaning with both qualities
(which are permanent) and poetic figures
(which are not).

He also states that, formally, it is
not incorrect to define a poem simply
as a union of sound and meaning
(vwenizodmn™ auaol®mm). He argues,
* £:00100GENO?W0 YETNORIBOOMVoI ) @51E008
ENJOBLNEVIBAUROMED®.  BAMYO )
0oenPALOZO@AI2 1M @ W0y (The word
kavya is used to denote sound and meaning
refined by qualities and poetic figures.
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However, it can also be used figuratively
to refer to just the sound and meaning)
(Kavyalankara Sutravrtti, 1.1.1 vrtti).

Both Bhamaha and Vamana advocated for
a union of sound and meaning, while Dandin
favoured a poetic composition of meaningful
words. These two slightly different views on
the body of the poem had their followers.

1.4.2.7 The Evolution of Poetic
Concepts

The theorist of dhvani (suggestion)
pointed out that literature does not just
suggest aesthetic emotions (rasa and
bhava), but also simple ideas (vastu) and
figurative ideas (alankara). Although rasa
is the most important, the others cannot
be ignored. Moreover, even when a work
has a suggested meaning, it can still be a
poem if the charm lies more in the direct
expression rather than the suggestion (a style
called gunibhiita vyangya). Many have also
created works—called citra kavyas by the
dhvani theorist—that have no suggested
meaning, or if they do, it adds no special
charm. These works only contain literal
(vacaka) and indicative (laksanika) words
and their respective meanings. Although they
are not considered superior works, from a
broad and liberal perspective, they are still
literature. The best kind of poem is one that
possesses rasa dhvani. However, many other
works exist that can be placed on a lower
level. It is Jagannatha Pandita’s opinion that
a definition of literature should be able to
include all these types of works. Therefore,
he disagrees with Visvanatha’s rasa-centric
definition (and that of Sauddhodani). He also
disagrees with the definitions of Bhamabha,
Kuntaka, and Mammata, who considered
sound and meaning to be the body of the
poem. Like Vi§vanatha, Jagannatha criticises
Mammata’s poetic definition, arguing that
including qualities and poetic figures as
components of the poetic body is incorrect.

Jagannatha’s argument in Rasagangadhara

is particularly noteworthy: 'eieucem
1NEMOLIE0003IMGAICUDIAI M WHMS DEIMo
@smabelo aflewos M@ A0Sy B)MYEITVO
@l00ileadlemos] avayslcdlema, /Elavosmail
WIN@auWwRIUMOROAIR1AIGD NE®OIM

®2366 HMIOBD 21001 0aIOmoalcoms (It
is not right to include qualities and poetic
figures in the definition because it would
exclude statements like ‘@31mo memwelo
aflewos’ [the orb of the moon has risen] when
spoken by a messenger, a woman meeting
her lover, or a woman separated from her
lover; it would also exclude a statement
like ‘wemomi® adses’ [the sun has set],
which can still have a poetic function)
(Rasagangadhara, p. 21).

Jagannatha points out that, depending on
the context, a sentence like '93lmo memuelo
ailewos,” which Mammata claims is not a
poem because it lacks qualities and poetic
figures, can be a poem. If a messenger says
this to a heroine, it means: ‘The moon is
up, so it’s time to meet your lover.” If a
woman going to meet her lover says it, it
suggests her despair and anxiety about how
she can go out to find her lover when the
moonlight is spreading. If a woman separated
from her lover says it, the intense grief of
separation is the main suggested meaning,
as the moonlight feels like a burning fire
and life itself seems impossible.

Similarly, a statement like ‘wemomi®
2dcee0 @om1m)s’(The sun has set, the moon
shines...), which Bhamaha used as an example
of an ordinary statement without obliquity,
can convey various suggested meanings
depending on the context. This power of
suggestion is the true function of a poem, not
the presence of qualities or poetic figures.
Jagannatha also argues that the view that
sound and meaning constitute the body of
a poem is not acceptable. He asserts that a
poem is primarily sound, citing common
expressions like “The poem is read aloud,” and
‘I heard the poem, but did not understand the
meaning,” which prove that a poem is sound.
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Therefore, he argues that the definition of a
poem, just like that of the Vedas, scriptures,
and Puranas, should be based on sound.

Jagannatha’s view is: ‘woenjodmn@)nso
M &0QI§006NJAI0aljo  MOMORIAIID,

BOQUMO 28 al0ye® HoalyadcLnofainaycom,
@0Qljo (WYMo @RAGLND M L6MOMS3
s }031ailuoir MIMAILQIN00®8; (al®})®
006eNIBAIGUAHOIVIA 001} IBOBLOMIITHal
HOUR CAIBUDITI(@ajOTMEIGHEMETVYQ

H0QURIGHMTVY00 10061 MaH0EXDEAD N0’
(The pair of sound and meaning cannot be
called a poem as there is no proof. The
universal expressions such as ‘the poem
is read aloud,’ ‘the meaning of the poem is
understood,” ‘I heard the poem, but did not
understand the meaning’ prove that only
a specific sound is a poem. Therefore, a
definition of poetry, just like that of the
Vedas, scriptures, and Puranas, should be
based on sound) (Rasagangadhara, Vol. 1,
pp- 15-21).

Kuntaka, in his Vakroktijivita, mentions

that some believe, ‘@aNswels el
N@H2MTO@O®IWS deN] Bl GHAIRI0

#0oalyo’(A poem is simply a word made
exceedingly beautiful by the skill of the
poet). Dandin’s definition of a poem as a
collection of meaningful words was later
re-evaluated. Chandidasa (c. 1300 CE), in
his commentary on Kavyaprakasa, defines
a poem as '@yavIIBRIAIIM) al3aVM3A3ES
@0a1y0’(A poem is a collection of words
that is the life-force of aesthetic pleasure)
(p- 13). Combining these definitions,
Jagannatha defines a poem as '‘o2emI1@odin
(nI@3ln 1038 WoeNys 300130’ (A poem is a word
that conveys a beautiful, pleasing meaning)
(Rasagangadhara, p. 10). His argument is that
a poem, like the Vedas, is primarily sound-
based. The beauty is not just in the suggested
meaning. All three types of meanings—literal,
indicative, and suggested—can be beautiful.
The term ‘conveys’ (pratipadakam) refers to
all three types of words—Tliteral, indicative,
and suggestive. If only the suggested meaning
were beautiful, he would have used only the

word ‘suggestive’ (vyaijakam). Jagannatha
does not disagree that a poem with beautiful
suggested meaning is the best. He calls it
the best of the best (uttama-uttama) (p.
11). However, he holds a liberal view that
works with less or no suggestive beauty that
still create an aesthetic experience through
their literal cleverness and extraordinary
arrangement of words can also be included
in the category of a poem.

Nagesabhatta (18th century CE),
in his commentary Marmaprakasa on
Rasagangadhara, opposes Panditaraja’s
sound-based definition. He argues that
just as we say, ‘I read the poem’ and ‘I
heard the poem,” which are focused on
the sound, we also say, ‘I understood the
poem,’ which is focused on the meaning.
Therefore, he accepts Mammata’s view that
‘poet-ness’ (kavyatva) is a quality of both
sound and meaning, and that the union of
the two is a poem. Nagesabhatta also refutes
Jagannatha’s view that the Vedas are sound-
centric. He points out in his commentary on
Kavyaprakasa that Patafjali, in his Bhasya
on Panini’s Astadhyayi (4.2.52), stated that
in the Vedas, both sound and meaning are
important.

A final decision on this matter has not
been reached, and it is difficult to do so.
It is natural for each theorist to try and
establish that their own view is correct.
As mentioned at the beginning, literature
has subtle and subjective layers within its
objective structure, which cannot be precisely
separated. We create literature with a mind
(or brain) that has mysterious inner spaces.
We use the same mind to enjoy it and to
formulate theories about the underlying
layers of that dream-like process of aesthetic
experience. Language itself is a complex
phenomenon, with its objective formal
structure interwoven with a subjective layer
of abstract ideas, values, and emotional,
social, historical, and personal nuances. In
linguistics, while the analysis of phonemes,
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words, and sentences might yield objective
explanations, the inner core of semantic
analysis is often vague and intricate due
to the shadows and colours of subjectivity,
making it difficult for scientific scrutiny.
Literary language, which strays from ordinary
usage and embarks on a bold journey through
mysterious and unfamiliar paths, is far more
complex. In ordinary, literary, and scientific
language, the literal meaning (vacyartha) of
words and sentences is primary. Since the
literal meaning can become uninteresting
through constant use, words and sentences are
sometimes intentionally used in a different
sense to powerfully convey a special meaning
(laksyartha). Scientific language mostly
avoids this indicative meaning. Ordinary
language sometimes uses it to express certain
emotional nuances by pushing back against
the literal meaning and paving the way for
the indicative meaning. Literary language,
however, often deviates from the literal
meaning and redirects communication to
the levels of indication (laksana vyapara)
and suggestion (vyafijana vyapara).

The writer adopts these indirect paths to
powerfully express ideas and emotions that
cannot be conveyed directly. By weaving
secret techniques into every component,
from the sound arrangement to the plot,
the writer makes their creation a complex
structure, arousing the reader’s curiosity and
imagination to create a beautiful aesthetic
experience. It is not concrete facts but abstract
ideas that determine the beauty of poetic
language. Therefore, poetic language has a
special dimension that is beyond scientific
analysis. This is what Sanskrit rhetoricians
call supernatural (alaukika), heart-pleasing
to the connoisseur (sahrdaya hrdayahladaka),
wonder-producing (camatkara janaka),
perceivable only by the connoisseur
(sahrdaya matra samvedya), and beautiful
(ramaniya). This secret of poetic language
will be further explained when discussing
the relationship between sound and meaning
and the concept of rasa.

The purpose of this discussion was to
indicate how difficult it is to propose a simple
and objective definition of literature.

1.4.2.8 Rasagangadhara

Rasagangadhara is a treatise on poetics
composed by Jagannatha Panditaraja.
Literary critics regard it as a foundational
text in the field of poetics. Nagesabhatta wrote
a commentary on it titled Marmaprakasa.
The work is believed to have been divided
into five sections or ananas, but only two
are extant. The first anana discusses the
purpose of poetry, its nature, its causes, its
classification, aesthetic emotions (rasa and
bhava), and poetic qualities (guna). The
second anana explains the functions of words,
such as suggestion (dhvani), denotation
(abhidha), and indication (laksana), as well
as their differences. The text then proceeds to
elaborate on seventy poetic figures, providing
both their definitions and examples.

Jagannatha challenged traditional

definitions of poetry. He defined it as
'026mMI1WIBMN (Al ]2l0BHONOW Uomée)m(m“’

(a word that conveys a pleasing meaning).
It is evident that this definition focuses on
the aesthetic pleasure that poetry provides.
Through this definition, Jagannatha Pandita
argues that a poem is a word that evokes a
supernatural delight and that the meaning
derived from the word must be capable of
generating this otherworldly pleasure. The
underlying principle of this definition is that
any poetic definition that fails to address
the aesthetic experience poetry provides is
incomplete.

Jagannatha Pandita classifies poetry into
four categories: superior-most (uttama-
uttama), superior (uttama), average
(madhyama), and inferior (adhama). Dhvani
kavya is considered the superior-most. He
categorises gunibhiita vyangya as superior,
a poem based on meaningful figures (artha
citra) as average, and a poem based on sound
figures (Sabda citra) as inferior. Jagannatha
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Pandita also presented a theoretical position
on the rasa theory under the name of ‘Navya-
mata’ (the new school). The foundation
of this theory is the Vedantic concept of
anirvacaniya-khyati (the inexpressible
nature of experience). Jagannatha Pandita
also exhibits originality in his definitions
and classifications of poetic figures. His
attempt to explain the difference between
metaphor (riipaka) and simile (upama)
through a functional distinction is a novel
approach.

1.4.3 The PoeticDefinitions
of Dandin and Jagannatha
Pandita

Acarya Dandin, who defined poetry
as '000loo ®oAIBlaYIBMO AljAlailamo al
soalel’(Kavyadarsa 1.10), and Jagannatha
Pandita, who defined it as 'oaeml@odmn (al
@laloBs vosngs Boalyo’ (Rasagangadhara),
both assert that a poem’s nature is that of
sound. Dandin and Panditaraja must have
considered sound to be more important than
meaning in literature, which is an auditory art
form. They also mandate that the sound and
meaning in a poem must have certain unique
qualities that distinguish them from ordinary
language. This means that words, which
are powerful in conveying both meaning
and emotion, must be arranged beautifully.

Among these definitions, Jagannatha
Pandita’s is considered to be the most flawless
and appropriate. His definition states that ‘a
poem is a word that conveys an idea, either
literally or suggestively, which becomes the
subject of a wonder-producing investigation.’
Although statements like ‘I have a son’ or
‘I’11 give you some money’ are meaningful
uses of words, they cannot be considered
poems because their meaning lacks charm;
it does not produce a supernatural joy.

Jagannatha Pandita raises objections to
the definitions of his predecessors, such
as Mammata and Vi§vanatha Kaviraja. He
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does not accept the definition that a poem
is a union of sound and meaning that is free
from flaws and endowed with qualities and
poetic figures. He argues that the true nature
of a poem is not the combination of both
sound and meaning, but sound alone. This
is clear when we say ‘I read the poem,” ‘1
understood the meaning of the poem,’ or ‘I
heard the poem but did not understand its
meaning.’ In these instances, what is being
referred to as the poem is clearly the sound,
not the meaning.

The author of Rasagangadhara argues that
the concept that a poem is a union of both
sound and meaning is illogical. He states
that although a word must be meaningful
and have a charming meaning, the concept of
a poem being a combination of both sound
and meaning is not. He also disagrees with
the rule that a poem must have qualities and
poetic figures. He points out that poems
without qualities or poetic figures do exist,
and no one can claim that they are not poems.
A review of the aforementioned poetic
definitions makes it clear that they all aim
to capture the essential nature of a poem.

1.4.4 Different Concepts of
Kavya Proposed by Ancient
Rhetoricians

Here is a summary of the most important
concepts of kavya proposed by ancient Indian
rhetoricians:

Those who give equal importance to sound
and meaning:

1. A poem is the union of sound and
meaning, which are different from
ordinary language due to their obliquity
(vakrata). - Bhamaha, Udbhata, and
others who emphasise poetic figures
(alankaras).

2. Apoem s abody of sound and meaning
with a soul of style (riti) and endowed



with qualities (gunas). - Vamana.

. Sound and meaning are the poetic
body; the soul is the suggested
meaning (dhvani), which can be
aesthetic emotions or rational ideas
that are more charming than the literal
meaning. Since the components of the
poetic body that convey this are also
dhvani, the entire poem is dhvani. -
Anandavardhana.

. Sound and meaning are the poetic
body; the soul is the extraordinary
poetic expression (ukticamatkara),
which is present throughout the poetic
parts, from the syllable to the entire
work. - Kuntaka.

. Sound and meaning are the poetic
body; the soul is propriety (aucitya).
- Ksemendra.

. Sound and meaning are the poetic
body; if it has a soul of dhvani, it is
the best, but it is still a poem even if it
doesn’t. - Mammata, Hemacandra, etc.

Recap

7. A poem is the union of sound and

meaning. It must have qualities,
poetic styles, and aesthetic emotions
(he considers qualities, styles, and
aesthetic emotions to be poetic
figures). - Bhoja.

. A poem is a sentence with aesthetic

emotion (EMVOCRGHA0W QIO §o
s0alyo) - Sauddhodani, Visvanatha.

Those who give importance to sound:

9. Thebody is a collection of meaningful

words; qualities are its life-force. -
Dandin.

10. Apoem is a collection of meaningful

and quality-filled words. - Agnipurana.

11. A poem is a word with a pleasing

meaning. - Jagannatha Pandita.

¢ The term kavya initially had a broad meaning, encompassing all literature.

¢ The word kavya is derived from the word kavi.

¢ Ancient Indian rhetoricians proposed various definitions of kavya.

¢ Some definitions give equal importance to sound and meaning.

¢ Bhamaha defines kavya as the union of sound and meaning.

¢ Dandin defined kavya as a collection of words that conveys the intended

meaning.

¢ Jagannatha Pandita defined kavya as a word that conveys a pleasing

meaning.

¢ Dandin classified kavya into poetry, prose, and mixed forms.

¢ Dandin also gave significance to poetic styles, or riti, in his work Kavyadarsa.
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¢ The word sahitya is a more modern term for literature compared to kavya.

¢ Jagannatha Pandita argues that a poem is primarily sound-based.

¢ A final, absolute definition of literature is difficult to establish.

Objective Questions

1. What is the Sanskrit root of the word ‘kavi’ as described by Rajashekhara?
2. Who defined kavya as ‘the union of sound and meaning’?

3. Which rhetorician defined kavya as a collection of words conveying the
intended meaning?

4. What is the title given to Jagannatha Pandita by Emperor Shah Jahan?
5. What is the name of the commentary on Rasagangadhara?

6. According to Dandin, what are the two main poetic styles?

7. Who defined kavya as a sentence with aesthetic emotion?

8. Which rhetorician defined kavya as a word that conveys a beautiful,
pleasing meaning?

9. Who is the author of Kavyaprakasa?

10. Which ancient text used the word kavya?

Answers
1. kav
2. Bhamaha
3. Dandin

4. Panditaraja
5. Marmaprakasa

6. Vaidarbha and Gaudiya
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7. Visvanatha
8. Jagannatha Pandita
9. Mammata

10. Rgveda

Assignments

1. Compare and contrast the definitions of kavya by Bhamaha and Dandin,
highlighting their differing emphasis on sound versus meaning.

2. Explain Jagannatha Pandita’s primary argument against the definition of
kavya as a union of both sound and meaning.

3. Discuss the significance of the rasa-dhvani concept in Indian poetics.
4. How did Acarya Dandin’s work give importance to poetic styles (riti)?
5. What are the three causes of poetry according to Acarya Dandin?

6. Explain why Jagannatha Pandita’s definition of kavya is considered the
‘most flawless and appropriate’ by some critics.

7. Summarize the different categories of kavya as classified by Jagannatha
Pandita.

8. [Explain the concept of vakrata (obliquity) as defined by Kuntaka.

9. What is the central idea behind the guna school of thought, and how does
it relate to Dandin?
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Definitions of Terminology:

Aesthete — Sahrudaya
UNIT '

Learning Outcomes

Upon completion of this unit, the learner will be able to:

¢ critically examine the classical Indian concept of the sahrudaya and its
role as the ideal aesthete.

¢ differentiate between the views of Abhinavagupta and Rajashekhara on
the nature of the aesthete and the aesthetic experience.

¢ analyse the essential qualities—pratibha, vyutpatti, and abhyasa—that
define a true bhavaka.

¢ cvaluate how the philosophical and spiritual nature of Sreenarayana Guru’s
poetry necessitates a new kind of aesthete, the philosopher-aesthete.

Prerequisites

The journey into Indian poetics is a voyage into a sophisticated and intricate world
of artistic theory, where the act of literary creation is understood not as a solitary
pursuit but as a profound and collaborative process between the poet and their
audience. At the heart of this ancient framework lies the concept of the sahrudaya, a
term that transcends a simple definition of ‘reader’ or ‘critic’. The word itself, derived
from the Sanskrit hrudayam (heart) and sa (in unison), paints an evocative picture
of an individual whose very being resonates with the creative pulse of the poet. The
sahrudaya is a co-creator, a spiritual and intellectual partner without whom a poem
remains an unfulfilled entity. This is the central argument of classical Indian literary
theory: a work of art is not an absolute creation but is brought to life only in the heart
and mind of a discerning and receptive aesthete.

Two of the most influential thinkers on this topic are the 11th-century Kashmiri
theorist Abhinavagupta and the 10th-century polymath Rajashekhara. Abhinavagupta
defined the sahrudaya as an individual whose consciousness has been purified through
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the repeated study and practice of poetry (kavyanusilana). This refined mind possesses
the unique capacity to become completely absorbed in or empathise with the subject
matter of the poetic work. Abhinavagupta argues that the very existence of literature is
contingent upon the convergence of two distinct but complementary forms of genius.
The poet possesses karayitripratibha, while the aesthete possesses bhavayitripratibha,
the empathetic genius that allows them to receive and recreate the poet’s vision. The
aesthetic experience, for Abhinavagupta, is collaboration (pratibha sahakaritvam)
between these two creative forces.

Rajashekhara, in his Kavyamimarsa, refers to the sahrudaya as a bhavaka, a term
that literally means ‘one who contemplates’ or ‘one who recreates’. He establishes
a powerful parallel between the poet and the aesthete, asserting that while the poet
creates, the bhavaka recreates. This perspective places the aesthete on an equal footing
with the poet, upholding the belief that there is no fundamental difference between
the two roles. The ideal bhavaka must possess the same foundational qualities as a
poet: pratibha (genius), vyutpatti (erudition), and abhyasa (practice). He identifies
the tattvadininivesis—those rare individuals who can penetrate to the very core of
a literary work—as the true sahrudayas. Ultimately, the philosophical and spiritual
nature of Sreenarayana Guru’s poetry demands an even more specialised kind of
aesthete. He was not a poet who was a philosopher, but rather a philosopher who
was a poet. His poetry, which uses a classical form to convey a transcendental
purpose, finds its true aesthete in a rare individual who is also a philosopher and a
spiritual seeker.

Keywords

Sahrudaya, Bhavaka, Pratibha, Karayitr1, Bhavayitri, Vyutpatti, Abhyasa, Tattvadininivesis

Discussion

2.1.1 The Sahrudaya: The
Ideal Aesthete in Indian

whose heart beats in a rhythm identical to
that of the poet’s. This profound empathy is

Poetics

The term sahrudaya is a cornerstone of
classical Indian literary and aesthetic theory,
representing the ideal aesthete, a concept far
more profound than that of a mere reader or
critic. The word itself is derived from the
Sanskrit hrudayam (heart) and the prefix sa,
which, in this context, signifies ‘similar’ or
‘in unison.’ Thus, a sahrudaya is an individual
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the essence of the aesthetic experience. For a
literary work to achieve its intended purpose,
it must be received by a mind capable of
mirroring the emotional and intellectual state
of'its creator at the moment of composition.
Without the discerning appreciation of a
sahrudaya, a poet and their work cannot
secure a lasting reputation in the world of
letters. The ancient Indian critics held that
the aesthetic merit of a work was not an



absolute quality but was realised through
the communion between the poet and this
ideal audience.

This communion is a collaborative
process. While the poet’s genius, or pratibha,
transforms mundane reality into a work of art,
it is the sahrudaya who, through their own
refined sensibilities, unlocks the aesthetic
treasures contained within the work. The
ordinary reader’s perception is akin to a
simple mirror, which merely reflects an object.
In contrast, the sahrudaya’s consciousness is
like a prism; it can take a single ray of poetic
expression and unfold it into a magnificent
spectrum of emotion and meaning. This is
a crucial distinction: the sahrudaya does
not need a guide to navigate the work but
can independently and fully appreciate its
comprehensive beauty. Their ability to do
this is not innate but is cultivated through
rigorous literary training and consistent
engagement with great works of art.

2.1.2 Abhinavagupta’s Vision
of the Sahrudaya

The Kashmiri literary theorist
Abhinavagupta (11th century) provided one
of the most comprehensive and influential
definitions of the sahrudaya. For him, the term
denotes an individual who, through repeated
study and practice of poetry (kavyanusilana),
possesses a consciousness as clear as a
polished mirror. This purified mind has
the unique capacity to become absorbed
in or empathise with the subject matter
described in the poetic work. In essence,
a sahrudaya is someone who possesses a
creative consciousness that is parallel to
that of the poet’s.

Abhinavagupta’s monumental commentary
on Anandavardhana’s Dhvanyaloka was
famously referred to as Sahrudayaloka, or
‘the light for the hearts of the aesthetes,’
which underscores the central role of the
sahrudaya in his aesthetic philosophy. He
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argued that the existence of literature itself
is contingent upon the convergence of two
distinct but complementary forms of genius:
the poet’s and the aesthete’s. The poet’s
genius is the karayitripratibha, the creative
power that brings a work into existence. The
sahrudaya possesses the bhavayitripratibha,
or the empathetic genius that allows them to
receive and recreate the poet’s vision within
their own heart. The aesthetic experience
is collaboration (pratibhasahakaritvam)
between these two forces. A poem reaches its
fruition when the karayitrT and the bhavayitr
meet, allowing the emotions latent in the
work to resonate within the heart of the
audience.

Abhinavagupta’s definition is particularly
significant because it moves beyond the
technical aspects of literary appreciation.
He describes the sahrudaya as a person
with a “pure genius-giving heart,” a heart
that is not just intellectually sharp but
also emotionally and spiritually receptive.
This is not simply about an intellectual
understanding of grammar or vocabulary;
it is about an ability to connect with the
very essence of the poet’s rasa (aesthetic
emotion). The various emotions (bhavas)
present in a work touch the heart of the
sahrudaya and make them subject to those
very same feelings, leading to a state of
empathy and communion.

For Rajashekhara, the relationship between
the poet and the aesthete is a profound and
symbiotic partnership, rather than a one-
way transfer of meaning. He establishes a
powerful parallel between the two roles,
asserting that while the poet creates, the
sahrudaya, or bhavaka, recreates. This
distinction is the linchpin of his entire theory.
The act of creation is the poet’s domain, a
product of their karayitripratibha, or creative
genius. This is the imaginative power that
brings a work of art into existence, giving
form to a vision. The aesthete, however, is



endowed with a parallel and equally crucial
genius: bhavayitripratibha, the empathetic or
contemplative genius. This is not a secondary
or lesser faculty; it is the vital force that
empowers the aesthete to delve into the very
essence of the poet’s work, to contemplate
its intricate strategies and structural design,
and, ultimately, to bring its latent emotional
and intellectual content to full fruition.

Rajashekhara argues that a poem, in its
raw form, is an unfulfilled entity until it is
received and understood by a worthy bhavaka.
He illustrates this point with a powerful
metaphor: the tree of the poet’s creative
endeavour only bears fruit because of the
bhavayitripratibha of the aesthete. Without
this empathetic and contemplative genius,
the poet’s work, no matter how brilliant,
would remain an empty, unfulfilled effort.
This perspective places the aesthete on an
equal footing with the poet, challenging any
notion of a hierarchical relationship between
the creator and the receiver. The bhavaka’s
role is not merely to appreciate but to validate
and activate the work. Indeed, Rajashekhara
points out that a belief held by some ancient
scholars was that the poet and the aesthete
were essentially indistinguishable. He
upholds this view, asserting that one cannot
be placed above the other. In the very act
of creation, the poet must also possess a
contemplative nature to shape their work, and
likewise, the aesthete, in re-enacting the poem
through contemplation, requires a measure
of creative genius to fully comprehend it.

This collaborative dynamic implies that
the ideal aesthete, like the poet, must possess
a specific set of qualities. Rajashekhara insists
that whether an individual is a poet or not,
they must be equipped with three essential
faculties: pratibha (genius), vyutpatti
(erudition or knowledge), and abhyasa
(practice). The pratibha of the aesthete is, as
discussed, the bhavayitripratibha, the power
of empathy that allows them to grasp the
inner workings and emotional depth of a
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poem. Vyutpatti refers to a broad and deep
knowledge of literature, grammar, rhetoric,
and other related $astras (systematic bodies
of knowledge). This intellectual foundation
is what enables the aesthete to understand the
poet’s craft, their choice of words, metaphors,
and narrative structure. Without this erudition,
the emotional response to a poem would
be superficial and fleeting, lacking the
intellectual depth that transforms a simple
experience into a profound one. Finally,
abhyasa, or practice, is the continuous and
repeated engagement with literary works. It
is through this diligent study that the aesthete
refines their sensibilities and polishes their
critical faculty, making their mind as clear as
a mirror to reflect the beauty of a poem. This
unique combination of genius, knowledge,
and practice is what distinguishes the true
sahrudaya from a casual reader.

Rajashekhara’s intricate discussion
of the aesthete’s genius leads him to
categorise different types of bhavakas,
thereby distinguishing the truly exceptional
from the mediocre. He identifies several
categories that highlight a spectrum of
literary appreciation. Firstly, he notes the
arochikas, individuals who are perpetually
dissatisfied with poetry, regardless of its
quality. Rajashekhara suggests that this may
be an innate trait or, conversely, a result of
having an inordinate amount of knowledge,
which makes them difficult to please. A
second category is the satyadinivahaari, a
term that can be understood as ‘those who
consume everything indiscriminately’.
These individuals lack the discernment to
differentiate between good and bad qualities
in a work. Rajashekhara uses a vivid analogy
to describe them: they are like those who “eat
the leaf along with the food served on it.”
Their lack of critical judgment prevents them
from truly appreciating a poem’s subtleties.
A third group, the matsarT, or ‘competitors’,
feign ignorance of the merits of others’ works
and are hesitant to acknowledge the qualities
of other poets.



In contrast to these types, Rajashekhara
introduces the tattvadininivess, the true
sahrudayas. These rare individuals, perhaps
“one in a thousand,” possess the exceptional
ability to penetrate to the very core of a
literary work and appreciate its intricate form,
emotional depth, and aesthetic construction.
They are the ones who can delve deep into the
essence of literature, a power that is central
to Rajashekhara’s entire theory. This ability
to get to the tattva (truth or essence) of the
work is the hallmark of the ideal aesthete.

The influence and importance of this true
bhavaka are so profound that Rajashekhara
assigns them a powerful, multi-faceted role in
the literary world. He famously describes the
aesthete as the poet’s master, friend, minister,
disciple, and teacher. This description
perfectly encapsulates the symbiotic and
reciprocal nature of their relationship. The
bhavaka is the poet’s master because their
approval or rejection dictates the poet’s
reputation and legacy. They are a friend
who shares in the creative vision, a minister
who advises and guides the poet’s creative
path, a disciple who learns from the poet’s
art, and a teacher who, through their refined
taste and feedback, helps the poet grow.
This elevated status grants the bhavaka
the power to not only appreciate but also
to shape and influence the very trajectory
of literature. Their discerning judgment
can bring innovative literary forms to the
forefront, thereby guiding the course of
artistic expression for generations to come.

In conclusion, Rajashekhara’s concept of
the sahrudaya as a bhavaka is a testament
to the sophistication of Indian poetics. He
moves beyond a simple definition of the
reader to establish a philosophical and
creative partnership between the poet and
their audience. The aesthete is not a passive
recipient but an active participant, a co-creator
whose bhavayitripratibha is just as essential
as the poet’s karayitripratibha. This dual-
genius model, supported by the essential
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qualities of erudition and practice, redefines
the aesthetic experience as a dynamic process
of contemplation and recreation. The true
sahrudaya is a rare and powerful force, a
discerning eye and a receptive heart that
holds the key to a poem’s fulfilment and,
ultimately, to the continued evolution of
literature itself.

2.1.3 The Role of the
Sahrudaya in the Poetic
Process

The concept of the sahrudaya
fundamentally changes the understanding of
apoem’s purpose and its existence. A poem
is not complete with its creation; it is brought
to life only in the heart of its ideal reader.
This principle is deeply embedded in Indian
poetics, from the ancient Natyasastra to the
works of later theorists. The sahrudaya is an
essential component of the poetic journey,
not an afterthought.

Anandavardhana, an earlier theorist whose
work Abhinavagupta so heavily commented
upon, also posited that the essence of a poem,
or its dhvani (suggested meaning), can
only be grasped by those who have a deep
understanding of the work. This knowledge
goes beyond grammar and dictionaries; it is
a insight into the very soul of the poem. It
is this depth of understanding that defines
the sahrudaya. A good appreciator is not
just a critic or a reviewer; they are someone
who can bridge the gap between the poet’s
internal world and the external manifestation
of that world in the form of a poem. They
find interpretations that the author may not
have even intended, thereby enriching the
work and ensuring its continued relevance
across generations. This collaborative and
transformative power of the sahrudaya is why
the aesthetic experience is often described
as a journey of shared discovery, a fusion
of two creative hearts.



2.1.4 The Philosophical
Aesthete of Sreenarayana
Guru’s Poems

In the rich tradition of Indian poetics,
the concept of the sahrudaya is central
to understanding the true purpose and
appreciation of art. The term, meaning
‘one whose heart beats in unison,’ goes far
beyond the idea of a mere reader or critic.
The 10th-century theorist Rajashekhara, in
particular, redefined this figure as a bhavaka,
a co-creator who ‘recreates’ the poetic
experience within their own consciousness.
For a bhavaka, appreciation is an active
process that requires a parallel genius to
the poet’s own. This empathetic genius, or
bhavayitripratibha, is complemented by
erudition (vyutpatti) and sustained practice
(abhyasa). This collaborative model—where
a work of art is validated and brought to life
by a discerning and spiritually awakened
audience—provides the perfect framework
for analysing the true aesthete of Sreenarayana
Guru’s poetry.

Guru was not simply a poet but a sage (1s1)
and a seer (krantadars$i). The translated text
highlights that his poetry did not originate
from a purely aesthetic impulse but from a
deeper, transcendental state of consciousness.
It states that the source of his poetry is “that
moment of possession when the mind is
filled with the luminous consciousness of
the divine.” He was a philosopher who
also happened to be a poet, and his poetic
genius was a gift he used to convey profound
philosophical discourse, divine praise, and
spiritual teachings. This unique purpose
fundamentally redefines the nature of his
art and, by extension, the qualifications of
the ideal sahrudaya capable of appreciating it.

The actual aesthete of Sreenarayana Guru’s
poems is not a casual reader seeking simple
literary pleasure. It is a rare individual who
can move beyond the surface beauty of his
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language and penetrate the spiritual tattva,
or essence, of his work. This person is not
just a literary critic but a spiritual scholar, a
philosopher-aesthete. This ideal reader must
possess the unique confluence of faculties
that allows them to engage with poetry as
a vehicle for a transcendental experience.

Firstly, this aesthete must possess a
special kind of pratibha. An ordinary
poetic genius might be able to empathise
with human emotions like love, sorrow, or
heroism. However, Guru’s poetry demands
an empathy that extends to a spiritual
state of consciousness, a yoganubhiiti or
brahmanubhavar that “shines with the glory
of a million suns.” The translated text notes
Guru’s ability to capture abstract concepts
likes the “flow of the honey of silence” or
the mind swirling “likes a wheel of stars.”
To truly ‘recreate’ these experiences in one’s
own heart, the aesthete must have a pratibha
capable of entering into a similar spiritual
state, one that is “beyond the biological
essence of man.” The aesthetic pleasure
derived from Guru’s work is thus intertwined
with a spiritual revelation; it is a profound
and transcendental experience of wonder
(camatkara).

Secondly, the ideal aesthete of Guru’s
poetry must be endowed with a high degree
of vyutpatti. While this typically refers to
knowledge of grammar and rhetoric, in
this context it must be understood as an
intimate familiarity with philosophical
and scriptural traditions. The translated
text refers to Guru’s use of “descriptive
conventions of the classical period” and
his deep philosophical insights. A superficial
reader might appreciate the rhyme and the
vivid imagery of a kesadipadastuti (head-
to-toe description) in the Subrahmanya
hymns, but the true aesthete understands the
theological and spiritual significance of each
descriptive choice. They recognise that Guru
is not merely describing a beautiful form but
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is using the conventions of classical poetry
to make the divine form of God palpable and
accessible. The aesthete understands that the
“lips that compete with the ivy gourd” and
the “teeth like washed pearls” are not just
beautiful phrases, but are a part of a larger
dars$ana, a spiritual vision.

Finally, the true aesthete requires rigorous
abhyasa, or practice. This is not simply
a matter of reading many Poe ms; it is a
disciplined and sustained engagement with
spiritual and philosophical thought. The ideal
aesthete of Guru’s works is likely a seeker
or a scholar who has dedicated their life to
understanding the profound truths that Guru
communicates. They can see how Guru’s
poetry can evoke different emotions from the
same subject, such as the bibhatsa (disgust)
and $rngara (love) in his descriptions of
women. A true sahrudaya would recognise
this duality not as a literary trick but as a

Recap

L 2

profound philosophical statement about the
nature of reality and illusion, a theme central
too many philosophical traditions.

In conclusion, Sreenarayana Guru’s
poetry demands a re-evaluation of who the
sahrudaya is. As the translated text states,
he was a “poet who was a philosopher,”
and this fusion of roles means his audience
cannot be just a lover of literature. His
poetry, which uses a classical form to
convey a transcendental purpose, finds its
true aesthete in a rare individual who is also
a philosopher and a spiritual seeker. They
are the tattvadininives$i, the one who can
delve deep into the essence of the work.
They are a master who understands the
spiritual destination of the words, a friend
who shares in the divine vision, and a teacher
who, through their comprehension, ensures
that the golden radiance of Guru’s poetry
continues to shine for generations to come.

A sahrudaya is an individual whose heart beats in unison with the poet’s.

¢ The aesthetic experience is a communion between the poet and the sahrudaya.

¢ Abhinavagupta describes a sahrudaya as a person with a “pure genius-

giving heart”.

¢ The existence of literature is contingent on the genius of both the poet

and the aesthete.

¢ The poet has karayitripratibha while the aesthete has bhavayitripratibha.

¢ Rajashekhara refers to the sahrudaya as a bhavaka, meaning ‘one who

recreates’.

¢ A poem is unfulfilled until it is received and understood by a worthy

bhavaka.

¢ The ideal aesthete must possess pratibha, vyutpatti, and abhyasa.
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¢ Abhyasa is the continuous and repeated engagement with literary works.

¢ Tattvadininivesis are the true sahrudayas who can penetrate to the core
of a work.

¢ Rajashekhara describes the bhavaka as the poet’s master, friend, minister,
disciple, and teacher.

¢ Sreenarayana Guru’s poetry demands a “philosopher-aesthete” as its
true audience.

Objective Questions

1. What is the Sanskrit root word for heart?

2. Which prefix signifies ‘in unison’ in sahrudaya?

3. What is the name of Abhinavagupta’s commentary on Dhvanyaloka?
4. What kind of genius does the poet possess?

5. What kind of genius does the aesthete possess?

6. Who wrote Kavyamimarnsa?

7. What does Rajashekhara call the sahrudaya?

8. Which of the three essential faculties for a poet means ‘erudition’?
9. Which type of bhavaka is perpetually dissatisfied with poetry?

10. Which type of bhavaka is the true sahrudaya?
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Answers

1. Hrudayam

2. sa

3. Sahrudayaloka

4. Karayitripratibha
5. Bhavayitripratibha
6. Rajashekhara

7. Bhavaka

8. Vyutpatti

9. Arochikas

10. TattvadininivesSis

Assignments

1. How does Abhinavagupta’s concept of kavyanusilana contribute to the
formation of a sahrudaya?

2. What is the significance of Abhinavagupta’s analogy of a polished mirror
in describing the sahrudaya’s consciousness?

3. How does Rajashekhara’s view of the sahrudaya as a bhavaka challenge
the traditional hierarchy between a poet and their audience?

4. Explain the difference between karayitripratibha and bhavayitripratibha
based on the provided text.

5. According to Rajashekhara, what is the role of vyutpatti and abhyasa in
complementing the aesthete’s pratibha?

6. Describe Rajashekhara’s tattvadininivesi and explain why this type of
aesthete is considered rare.
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7. Based on the discussion, how does the aesthetic experience go beyond a
simple emotional or intellectual response?

8. What is the philosophical and spiritual significance of Sreenarayana Guru
being a “poet who was a philosopher”?

9. How does the concept of a “philosopher-aesthete” change the qualifications
for appreciating Guru’s work?

10. Using the provided information, explain why a true sahrudaya is considered
an active participant and co-creator rather than a passive recipient.
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Definition of Terminology - Poetic
Genius; Definitions of Bhattatauta,
Abhinavagupta, and Rajashekhara

UNIT

Learning OQutcomes

Upon completion of this unit, the learner will be able to:

¢ acquire a comprehensive knowledge of the concept of pratibha (poetic
genius) and its foundational role in Indian literary theory.

¢ understand the nuanced and distinct perspectives of Bhattatauta,
Abhinavagupta, and Rajashekhara on the nature and function of poetic
genius.

¢ critically examine the various purposes of poetry, known as kavyaprayojanam,
as defined by ancient Indian literary critics.

¢ differentiate between the creative and appreciative functions of poetic
genius, specifically the roles of karayitr1 and bhavayitri.

Prerequisites

Before going into the specific definitions of poetic genius and the purpose of
poetry, it is essential to have a foundational understanding of key concepts in Indian
aesthetics. The first and most crucial concept is the sahrudaya, which translates to ‘one
with a heart in unison’. The sahrudaya is not a mere reader but a perceptive aesthete
whose consciousness is purified by the repeated study of literature. This individual’s
mind is a “pristine mirror”, capable of mirroring the emotional and intellectual state
of the poet at the moment of creation, thereby transforming the work of art into a
living experience.

An understanding of the relationship between a poem’s literal meaning and its
suggested meaning, or dhvani is very important. The dhvani school of thought, pioneered
by Anandavardhana, emphasised that a poem’s true beauty lies not in what it explicitly
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says but in the subtle meanings it suggests. The dhvani “bursts forth in a flash” only in
the mind of a sensitive sahrudaya. This is made possible by the sahrudaya’s intuitive
capacity, which is a form of genius known as bhavayitripratibha. This ability is the
reciprocal counterpart to the poet’s creative genius, karayitripratibha. Without these
two working together, the poem’s intended purpose cannot be fulfilled. It is thus
necessary to be familiar with the major Indian literary theorists, as their definitions
form the basis of this discussion. This includes Abhinavagupta , the philosopher
who offered a dynamic view of poetic genius, and Rajashekhara, who systematically
classified different types of poets and sahrudayas. Familiarity with their key works,
such as Abhinavagupta’s Abhinavabharati and Rajashekhara’s Kavyamimamsa, is
essential for a deeper understanding of the concepts discussed in this unit.

Keywords

Pratibha, kavyaprayojanam, karayitri, bhavayitii, sahrudaya, aptirvavastu, dhvani, purusarthas

Discussion

2.2.1 Definition of Poetic
Genius

Pratibha (genius) is the origin of
literature. All literary activity, be it creation
or appreciation, begins from pratibha. In
addition to these two, pratibha has many
other functions. In short, pratibha functions
in multiple ways. However, it has two
main streams. One is creative; the second
is appreciative. The genius that functions
creatively is called karayitr1. The genius that
functions appreciatively is called bhavayitrT.
The genius of the sensitive reader (sahrdaya)
is bhavayitri. The difference in the function
of these two types of genius is that karayitr
genius operates on life. It sieves the subtle
particles of beauty hidden in the infinite
expanse of life and gives them form with
the sweet rhythm of music. In this way, the
creative act of karayitr1 genius shapes life
into art. Its function can be called synthetic.
The function of bhavayitri genius is the exact
opposite. It looks towards the work of art. It
slowly climbs down each step of the literary

creation and finally stands at the pilgrimage
site of life hidden within the creation. In this
way, bhavayitr1 genius is analytical. One
creates; the other analyses. One turn’s life
into art; the other finds life in art. Creative
genius starts from life and ends in art. The
genius of the sensitive reader starts in art
and ends in life. Where one ends, the other
begins. Where one begins, the other ends.
This is how karayitr1 and bhavayitr1 genius
operate. The writer is the owner of creative
genius. The capital of the sensitive reader,
on the other hand, is bhavayitri genius.
This difference in genius distinguishes the
writer from the sensitive reader. Therefore,
the sensitive reader is not a creative writer.
The reason is that the nature and subject of
the genius of both are different. Here, one
thing should be remembered: there is only
a difference in the genius of the two. Both
are equally endowed with genius.

A writer should have good command over
language, grammar, and prosody, without
which he would not be able to use the right
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word in the correct form in the right place.
However, this was technical knowledge that
could be gained through proper education.
Other elements of poetic creation like plot
structure, characterization, use of figurative
language, and the evocation of rasa require a
judicious exercise of aucitya. This ability is
called genius and cannot be acquired through
learning; one has to be born a genius. The
harmful effect of a dosa, if inadvertently
committed, could be overcome by the natural
talent of a poetic genius. It is clear that the
theorists of those days believed that creative
work was the product of inspired genius and
not a combination of ninety nine percent
perspiration and one percent inspiration!

2.2.1.1 The Essence of Creation:
‘Pratibha’ as the Core of Poetic
Genius

Only a person with an inborn poetic
genius can become a good poet. However,
genius alone is not enough. One must read
extensively, practise writing continuously,
and strive to refine and perfect what has
been written. Knowledge, effort, and self-
criticism are essential for the development of
genius. In ancient India, there was a system
that provided the necessary training in such
compositional techniques for those who
wished to become poets. This is the branch
of literary studies known as Kavishiksha
(Poet’s Training). Just as in other arts like
music, drama, painting, and sculpting, those
with innate talent in poetic composition can
attain proficiency through proper training.

In the profound and intricate framework
of Indian literary theory, the concept of
‘pratibha’ stands as the ultimate fount of
poetic creation. More than a mere skill or
talent, ‘pratibha’ is the unique quality of
mind, often translated as genius, intuition,
or intellectual brilliance, that enables a poet
to transcend the mundane and transform
language into something new and deeply
resonant. This innate, creative faculty is not a
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learned ability but a spontaneous wellspring
of creativity that is crucial for both the poet’s
creation and the reader’s appreciation of a
work of art.

The foundation of this idea is articulated by
Sanskrit theorists who declare that ‘pratibha’
is the very seed of poetry, captured in the
phrase, “kavitvabijampratibhanam.” This
genius allows the poet to perceive the world
in a way that others cannot, transforming
the ordinary into the extraordinary and
elevating the specific to the universal. It is
the spontaneous spark that distinguishes a
master from a mere imitator, providing the
poet with the power to create and the reader
with the capacity to receive.

2.2.2 The Varied Dimensions
of the Poet’s Creative Spark

Different schools of thought within
Indian aesthetics offered their own nuanced
interpretations of ‘pratibha,’ each contributing
to a more complete understanding of its
nature.

2.2.2.1 Vamana’s View:

The Essential Germ: The literary theorist
Vamana, a key figure in the Riti school,
saw ‘pratibha’ as the “essential germ of
poetry.” He believed it was the primary
cause of all poetic creation, a force without
which no poem could exist. Vamana’s
perspective underscores the generative
power of ‘pratibha,’ highlighting its role
as the initial, fundamental source from
which all poetic expression flows. This view
emphasizes the innate, latent potential within
the poet’s mind—the intrinsic wellspring
from which their unique voice and vision
emerge, allowing them to shape language
in an original and deeply moving way. It
suggests that while a poet can refine their
craft, the core of their genius must first be
present as a natural quality.
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2.2.2.2 Jagannatha’s
Prerequisite

Adding to this, the later theorist Jagannatha
considered ‘pratibha’ an indispensable
prerequisite for poetic creation. He
maintained that true poetry could only spring
forth from a genius, reinforcing the idea that
this faculty is not just an advantage but an
absolute necessity.

2.2.2.3 Abhinavagupta’s
‘Apurvavastu’:

The Creation of the New: The philosopher
and aesthetician Abhinavagupta offered a more
dynamic and sophisticated understanding. For
him, ‘pratibha’ was not a passive germ but an
active, transformative faculty. He argued that
the true hallmark of ‘pratibha’ is its ability
to create something completely new—an
“apiirvavastu” or an unprecedented poetic
experience. This is a creative act that brings
into being what never existed before, not just
in form but in substance and emotional depth.
Abhinavagupta’s concept elevates “pratibha’
to an active force that allows the poet to
see the ordinary with a fresh perspective
and infuse it with previously un-perceived
meaning. This is why great poetry remains
consistently fresh and original, capable of
evoking powerful feelings and insights in
every new generation of readers. The ability
of'a poet to transform the world with a single
vision is a testament to this creative power.

2.2.3 The Reciprocal
Relationship: ‘Pratibha’ in
the Reader’s Role

The aesthetic experience is a shared one,
and the concept of ‘pratibha’ is not limited
to the poet alone. For poetry to be truly
appreciated, the reader must also possess
this quality. It is the reader’s receptivity,
or their own ‘pratibha,’ that allows them to
grasp the unstated meaning, the underlying
emotion, or the subtle suggestion (‘dhvani’)

that the poet has embedded within the text.

The ‘dhvani’ theorists, who championed
the power of suggestion, emphasized this
reciprocal relationship. Anandavardhana,
a key proponent of this school, explained
that the suggested meaning “bursts forth
in a flash” in the mind of a sensitive reader
who is receptive to the underlying essence
of the poetry. This shared ‘pratibha’ creates
a transcendental space where the poet
and the reader meet, allowing the reader
to enter the poetic world and relish its
beauty. As one scholar, Deshpande, noted,
“The poet raises the poetic meaning to the
transcendental level on account of pratibha
and the reader enters this transcendental
world with a view to relishing it by virtue
of the power of pratibha.” This reciprocal
dynamic ensures that poetry remains a living
art form, constantly reborn in the mind of
each person who engages with it.

2.2.4 The Soul of Suggestion:
Connecting ‘Pratibha’ with
‘Dhvani’

The Dhvani school of thought profoundly
developed the idea of ‘pratibha’ by directly
linking it to the power of suggestion. For
them, ‘pratibha’ is the very soul of this
suggestive power. Abhinavagupta described
it as such, while Anandavardhana equated it
with a poetic imagination that goes beyond
the ordinary intellect. This genius allows
words to become pregnant with meaning,
communicating far more than their literal
definitions.

This intuitive flash of understanding is
what gives rise to the “spontaneous overflow
of powerful feelings” that Wordsworth spoke
of. It is this innate, spontaneous brilliance
that separates great poets from the rest. The
ability of a poet like Valmiki to transform
the simple lament of a bird into the vast
epic Ramayana is the ultimate example of
‘pratibha’ at work. Connecting ‘pratibha’
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with ‘dhvani,” Anandavardhana said that
it is the element of suggestion that makes
‘pratibha’ eternal and brings variety and
charm to poetry. It is this quality that
causes the poet’s expression to reveal their
extraordinary genius, which is described
as being as “unearthly as it is ever bright.”
This is how words become pregnant with
imaginative suggestiveness, distinguishing
literature from other human activities.

2.2.5 A Timeless Legacy

The concept of ‘pratibha’ remains
profoundly relevant today, echoing modern
notions of creative genius and intuition. It is
the faculty that allows a poet to transform
the particular into the universal, seeing
what others cannot and feeling what has
never been experienced. From Bhartrihari’s
semantic and psychological study to
Anandavardhana’s theory encompassing
all of human consciousness, ‘pratibha’ is
a flash of understanding, a creative faculty
that operates intuitively.

From Vamana’s foundational view
of ‘pratibha’ as the essential germ to
Abhinavagupta’s more expansive notion
of it as the creator of an ‘apurvavastu,’
this concept underscores the spontaneous,
intuitive, and ultimately ineffable quality that
distinguishes a great artist. It is a creative
faculty that operates beyond the confines of
ordinary intellect, making poetry not just
a form of expression but a profound act of
creation. The legacy of ‘pratibha’ serves
as a timeless reminder that the essence of
art lies not in technique, but in the unique,
un-teachable power of an inspired mind.

2.2.6 Purpose of Poetry
(Kavyaprayojanam)

All human actions have a purpose. A
person does nothing without aiming for a

personal or collective benefit. The maxim,
"(alORMaMAE100IN2EMIal] (alIBOME®”’

(even a fool will not act without a purpose),
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is an accepted principle of human life. Thus,
there is no argument that literature, a natural
talent (srsti), has a purpose. Poetry is an
art. It is indisputable that literature is an art
with a function similar to music, painting,
sculpture, and theatre. It is a fact accepted
by both Eastern and Western thinkers that
the ultimate goal of the art of poetry, like
other arts, is delight. The main question is,
for who is this benefit? Is it for the writer
or the sensitive reader? This is the ultimate
question. This is what needs to be examined.
Bharatamuni composed the Natyasastra about
two thousand years ago. In the Natyasastra,
which is lauded as the fifth Veda, the moral
instructive nature of the Vedas was seen as
the main goal. Furthermore, it is said that
theatre is where relief, delight, and moral
instruction are gathered together for the
distressed, the weary, the sorrowful, and
the ascetics:

“3)36108@MOMo0 AlEMIBTMOMI0
BUOOBHIB@MOMI0 @aldvilmoo
Qil(wooMIRMMo HOGAl

MIS GRMOBAINaH Y@’

Bhamaha, a pioneer among literary
critics, states at the very beginning of his
Kavyalamkara:

“ WAREROBMNEHODEROCEHaH)
OOAU2IGHEM Y0 HLIOTV) al
(1o HCOIM] HIBOMIo Al

LW B0 MM Mo’

He saw knowledge of the four aims of
human life (purusarthas), skill in the arts,
delight, and fame as the purpose of literature.
Acharya Odil also spoke about the purpose
of poetry when he said, "If the word (light)
had not been shining since the beginning of
the world, this universe would have become
dark, no matter what other lights existed."
Vamana saw the purpose as “@o0y0 au3d
3304OB@®N0; (all®)], ENQOIENIONOIIERN
(poetry has an excellent purpose; it is
the cause of delight and fame). There is
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nothing better suited than poetry to easily
grasp moral instruction for those of dull
intellect. Just as a bitter medicine with
honey is not unpalatable. Vamana defines
it as the seed of poetry—‘‘ @ailomieni1=o
lal@leomo’’(kavitvabeejampratibhaanam)
(Kaavyaalankaara sutra vrtti, 1. 3. 16). In

the vrtti, it is described as: ““&2momm oo™
MM 3000GU0aHS BHuail®, MOMI3IMmo
@0Qljo M MlaHal3 ™, MlatinldMo QIdal

@1a00MOVmMo VO™’ (janmaantaraagata
samskaaravisesha: kashchit, yasmaadvinaa
kaavyam na nishpadyate, nishpannam
vaavahaasayatanam syaat)—It is a special
inherited disposition from previous births.
Without it, a poem cannot be created; even
if it is, it becomes an object of ridicule.

Vishvanatha Kaviraja also talks about the
purpose of poetry. Pandita Raja's opinion is
that poetry has many purposes, including
fame, supreme delight, and the grace of
the Guru and God. The critic who thought
most deeply about the purpose of poetry is
Mahimabhatta. He said that supreme bliss,
which is the "crown of all purposes and
which removes all other distractions," is
the goal of poetry.

He also said:

&0QlY0 @ermf@«m&écs@
QI§Q1n0000IE3 UIIGAIMO HHOCW
aUBYS MBI CW

If we generally examine the statements of
Eastern thinkers, we can see that everyone
believes that the ultimate goal of the art of
poetry is 'delight'. Along with that, they have
also not failed to see the awareness of life
and the ways to life's welfare.

The purpose of poetry is the answer
to the question "Why literature?" Eastern
literary critics have thought deeply about
the purpose of the art of poetry. Everyone
has accepted delight as the main purpose
of all arts, including literature. In addition,

literary critics have also mentioned other
purposes for literature. Some of them are
the benefits that a poet gets from composing
poetry. The benefits that readers get from the
practice of poetry have also been a subject
of thought.

In the Natyashastra, Bharatamuni states
that theatre is the fifth Veda, created by
collecting the teaching, music, and sentiments
from the Vedas.

“RWa0 aldoyBE®NIRA
aMLoREBEL0 MIMEaA! al
©R)36URIBEINMOM
OMLIMLOGAUMOBAl”

Thus, theatre, being composed of parts
of the Vedas, would more or less have the
moral instructive nature of the Vedas. In
addition, the sage himself says more about
the specific purpose of theatre:

3)36108OMOMo0 alEMIBTMOIMI0
BUDIBIBEMOIMI0 Malduilmao
Qil(wooamIRMMo HOGAl
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For people afflicted by jealousy, anger,
and suffering, and for ascetics, theatre is a
kridaniyakam (a plaything) created to be
attractive to the eyes and ears, for rest and
entertainment. Through the appreciation
of theatre, people can become righteous
without any external coercion or command.

2.2.7 Bhattatauta and the
Poetic Genius

Bhattatauta was a significant figure in
ancient Indian aesthetics, renowned as the
guru of Abhinavagupta. He is best known
for his interpretation of the rasasutras in
the Natyasastra, a work on dramaturgy by
Bharatamuni. He also wrote an independent
work called Kavyakautukam. It is believed
his original name was "Tota', which evolved
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into 'Tauta', as referenced by Abhinavagupta
in the Abhinavabharati.

2.2.7.1 The Unknowable Nature
of Poetic Creation

Ancient Indian aesthetic experts grappled
with a profound question: how do a select
few acquire the rare specialization of poetic
genius, which combines a unique inner
vision with the linguistic skill to express
it wondrously? During the ancient Vedic
period, a poet was revered as a "Rishi,"
based on their unique visionary power.

Hemachandra cites Bhattatauta in the
Kavyakautukam with the famous verse:
“moauyaydls %ol )6@o Garlunl el
338wmom > (Naasrusshi: kavirityuktam
rishishcha kila darshanaat), which translates
to "One who isn't a Rishi is not a poet, for
a Rishi is one who has vision."

2.2.7.2 The Rishi as a Seer

The Niruktam (2.11) supports this idea,
stating: “ g9a¥ld3duomod» (rishirdarshanaat),
meaning «a Rishi is a seer.» A Rishi possesses
an inner eye, allowing them to perceive truths
of life that remain hidden from ordinary
people.

This concept is further illustrated by the
nature of Vedic poems, known as Mantras.
Derived from the root «<man> (to think), a
mantra is seen as an «impersonal» creation—a
thought-laden sound-sculpture not made by
an individual. The Vedic view is that the
Rishi merely sees the eternal mantra, which
exists in a dissolved state, with their inner
eye. This is a figurative notion, intended to
convey that a poetys creative power is an
astonishing and inexplicable phenomenon,
an expression of a mysterious, universal
consciousness.

@ SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics

2.2.8 Bhattatauta)>s Definition
of Pratibha

Bhattatauta>s independent work,
Kavyakautukam, defines pratibha as a
creative intellect that is perpetually fresh and
new. This is encapsulated in the verse: (a1
2600 MAMNCAUICDaHUWILIM (el A0’
(prajnaa navanavonmesha saalini pratibhaa
mataa), which translates to "Pratibha is
considered to be a wisdom (prajnaa) that
is marked by a new, ever-fresh unfolding."

Bhattatauta links poetic genius to 'prajnaa,’'
a mental process that transcends time,
extending equally into the past, present, and
future. This concept is further elaborated in a
kaarika cited by Srividyachakravarti, which
distinguishes different types of knowledge:

¢ Smriti: Knowledge of the past.

¢ Mati: Foresight or knowledge of the
future.

¢ Buddhi: Knowledge related to the
present.

¢ Prajnaa: Knowledge that encompasses
all three times.

Bhattatauta's ideas solidify the belief that
poetic genius is not a mere learned skill but
a profound, inexplicable manifestation of a
deep, intuitive vision that sees beyond the
confines of conventional time and reality.

2.2.8.1 Abhinavagupta

Abhinavagupta was a Kashmiri
national who was famous as a literary
critic, aesthetician, philosopher, tantric,
and devotional hymn writer. He is
estimated to have lived between 950 and
1030 CE. Abhinavagupta has 44 works
on various subjects such as philosophy,
devotion, tantra, hymns, and literature.
Abhinavagupta's commentary on the
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Natyasastra, Abhinavabharati, is also known
as Natyavedavivrti. The name of the work
means "the speech of Abhinavagupta"
(Abhinavaguptasya BharatiVak). The
manuscript of the Abhinavabharati was
found in Kerala.

Abhinavagupta recalled this Saraswati
principle in the inaugural verse of the
Lochana:

@Rald0lo BITI®) (aILDV®]
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HQilvany3WIaIo QlRwe®

(That principle of Saraswati, which
flourishes in the hearts of poets and aesthetes,
which creates rare objects without the
slightest use of material causes, which makes
this stone-like (insipid and tasteless) world
significant through its essence, and which
makes the world beautiful by the sequential
spread of the light of prati (genius) and
upaakhya (description in the form of word
arrangement), may that be victorious).

According to the Pratyabhijnana
philosophy, which refers to the primordial
creative power of Paramashiva as the cause
of the creation of the universe as Pratibha,
literary critics referred to the creative genius
of the poet as Pratibha and Shakti?

Since universal consciousness exists in
humans in the form of language, Gaudapaada,
Bhartrhari, Saayana, Naagesha, and others
have distinguished these four states as the
four levels of speech, namely, Vaikhari,
Madhyama, Pashyanti, and Para, respectively.
Vaikhari is the audible sound of the Jaagarita
state. In this, the distinction between the
signifier (word) and the signified (meaning)
is clear. In the Swapna state, Madhyama, the
word is internal. The distinction between the
signifier and the signified exists but is unclear.
In the Pashyanti state, the Sushuptisthaanam,
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the word has no distinction between signifier
and signified. The fundamental Paraa speech,
on the other hand, is the Chitshakti which
1s self-aware and self-arisen—"°“ ailo¥lg (al
®YQIDRUOGRO alDOQIIHMVIEEMVIR1mO’(C
hiti: PratyavamarsaatmaaParaavaaksvaraso
ditaa) (Abhinavagupta, Tantralokam). Just
like Shiva and Shakti, meaning and word are
inseparable—“‘@pdmn woe)s vvlalo aemT
(Artha shambhu: Shiva vaani). This speech in
the Paraa state is the source of language and
the universal consciousness that it symbolises.
The Paraavaak, which is known as Shakti and
Pratibha, is the source of literature. At the
end of his commentary on the first chapter
of Dhvanyaaloka, Abhinavagupta salutes
the Paraavaak in the form of Pratibha:

wa)M@a’leinvoal ailvoinymalelo]
SHUEMOONVIIBAIWDMAI(UOOaMI0 M0
QICM (almIE00 Uolaldo

(I salute that divine genius, whose power
of blossoming makes the entire universe
blossom anew every moment, and which
resides within itself in the form of vaasana).

The view that the ultimate source of the
strangely beautiful world of Vaikhari-form of
language is Pratibha, a creative consciousness
that is mysterious and indefinable in the
depths of the unconscious mind, is not a
purely objective scientific explanation.
Modern psychology has also not been able
to scientifically explain the creative power
of an artist.

Just as the supreme principle of Pratibha
engages in the creative play of the phenomenal
world, the genius of a poet indulges in the
creative play of the immense poetic world,
“@PaloBo &HOAILMVOMOED HAfleoal (al
=moal®18’(apaarekaavyasamsaarekavir
eva prajaapati:) (Dhvanyaaloka), a verse
mentioned earlier, explains the creative
technique of the completely independent
genius. The poet alone is the legislator and
enforcer of the laws of the poetic world.



One can recall the structuralist concept
that literature is a collection of structures
subject to its own laws. Similar observations
explaining the unconstrained creative genius
of a poetrs work can be found in Western
literary criticism as well.

Abhinavagupta also says that Pratibhanam
is the primordial, ancient disposition that exists
within a poet: "@&eais aidspmomlanemavy
W3 @RANBGNC®I MIB] (IS MAVOMIB:00 (Al
oleomaws...”” (Kaveh varnananaipunasy
yah antargato naadipraaktanasamskaarapr
atibhaanamayah...) (Abhinavabharati, Vol
1, p. 346). Pratibhanam is Pratibha itself.

In his Lochana commentary on
Dhvanyaaloka, Abhinavagupta states
that Pratibha is the intellect capable
of originating entirely new concepts
regarding the subject to be described: (a1
@10 @RANGAUAUM ®)MIGZR06M GHAD (ol
26N, MAVLO ANlGUDAHI PTVLICAUNOEAUUDBY
qVOMBY G001ymIdemoemeuamIo’(pratibha
aapoorvavastunirmaana kshama aprajnaa,
tasyaa visheshaa rasaavesa vaisadya
saundarya kaavyanirmaanakshamatvam)

(p. 34);

"YOHMIS (al®]@OMo m@emm’l@mm?@;
alle@my@emocelaivoeil®io’” (shakti:
pratibhaanam varnaniyavastuvishayanut
anolekhasaalitvam) (p. 164). This is how
Vagbhata I defines Pratibha.

Abhinavagupta states in Abhinavabharati
that pratibha, which is the seed of poetry, is
the impression of previous births. A great
poet is a good seer and a visionary. He can
envision and express his imaginations with
aesthetic arrangements. A genius connects
the past and future in the present and the
present in the past and future. Only a genius
can find something invisible—something
that is not a concrete object—in front of
his eyes and foster an experience. A poet
or artist who is not endowed with genius
cannot awaken the latent impressions of
experience in the reader or viewer.
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2.2.8.2 Rajashekhara

The time of Rajashekhara, the author of
Kavyamimamsa, is the late ninth or early
tenth century CE. The Kavyamimamsa can be
described as a guidebook useful for poets. It
is an encyclopedia that contains the origin of
the science of poetics, the difference between
science and poetry, the origin of the poetic
person, the causes of poetry, the criteria for
distinguishing poets as shastrakavi (poet of
science), kavyakavi (poet of poetry), and
ubhayakavi (poet of both), the distinction
between word and sentence, appropriate
language and style, topics of poetry, the
view that rasa is essential regardless of
the topic, the situations required for poetic
composition, how much can be borrowed
from predecessors, the animals, plants, and
nature related to poetry, knowledge about
the various regions and peoples of India,
and the seasons.

In the fourth chapter of the Kavyamimamsa,
Rajashekhara states that pratibha is the cause
of poetry. He classifies pratibha into two
types, karayitrT and bhavayitri, and states that
karayitrT is useful to the poet and bhavayitr1
is useful to the sensitive reader. KarayitrT has
three sub-divisions: sahaja (natural), aharya
(acquired), and aupadesiki (instructed). Poets
with these three types of genius are called
Sarasvata, Abhyasika, and Aupadesika
respectively. Poets and sensitive readers are
divided into four: arocika (those who don't
like anything), trnabhyavaharika (those who
like anything, even straw), matsari (envious),
and tattvadinivesi (those who are immersed
in the truth). (Eastern Literary Theories - Dr.
Jayakumar S. S., p. 35).

Regarding the definitions of pratibha
according to Bhattatauta, Abhinavagupta, and
Rajashekhara, many have given definitions
in different ways:

"(IZ26100 MNAIMNGAIICMaHUDILIM
(aI®]E0 A9
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Similarly, in Kavyakautukam, Bhattatauta
explains that pratibha is the power of intellect
that appears with ever-new vitality.

In Kavyamimamsa, Rajashekhara
considers pratibha as prajiia (intellect).
Intellect has three subdivisions: smrti
(memory), mati (understanding), and prajia
(wisdom). Smrti is the power to remember
past events. Mati is the ability to grasp current
facts and events. Prajiia, on the other hand,
is the power of future knowledge.

"V @AUM®) alD@QIAI0Y al
©ONBUOEBDUDLI0 Q1Y@ al@T2*

(samastavastupaurvaaparyaparaamars
hakausalamvyutpatti) is Abhinavagupta's
definition (Lochana, Nirnaya Sagar edition, p.
137). Raajasekhara states that while ancient
masters defined Vyutpatti as knowledge
acquired in various subjects, in his opinion,
it is the discernment of what is appropriate
and inappropriate: "sniaO)2em®O AUN@a OB
D®Y02100408 . . . Daill®moM)ail®maileaies0
I} @ alomlol®]l  wowoaielws’(Bahu
jnataavyutpatti: ityaachaaryaa:
uchitaanuchitaviveko vyutpattiriti
yaayaavariya:) (Kaavyamimamsa, Chapter
4). Raajasekhara follows Rudrata.

As previously mentioned when discussing
the concept of the aesthete (sahridaya),
Raajasekhara divided Pratibha into two

Recap

categories: Kaarayitri and Bhaavayitri.
We have already discussed Bhaavayitri.
According to Raajasekhara, Kaarayitri
Pratibha is of three types: Sahaja, Aahaarya,
and Aupadeshiki. Sahaja is the innate creative
disposition, not acquired through one's own
effort, but from dispositions of previous births.
Aahaarya is acquired through one's own
effort in the form of vyutpatti and practice.
Aupadeshiki is obtained through instruction
in mantras, tantras, etc. A poet with Sahaja
Pratibha is called a Saarasvata, one with
Aahaarya Pratibha is called an Aabhyaasika,
and one with Aupadeshiki Pratibha is called
an Aupadeshika (Kaavyamimamsa, pp.
12-13).

In arts like music, dance, and painting,
people with an inborn talent will not achieve
artistic excellence with that talent alone. They
must understand the nuances of the art under
a good teacher and attain effortless mastery
of expression through continuous and often
arduous practice. Literary creation is also
like this. Even a person with Sahaja Pratibha
must acquire vyutpatti and practice according
to the guidance of a teacher skilled in poetic
arts. For this purpose, ancient masters
had designed certain study programmes.
This branch of literary criticism is called
"Kavishiksha" which means training for
poets. This will be discussed in detail later
in the section on Kavishiksha.

¢ Pratibha is the spontaneous and innate source of all literary activity.

¢ Creative genius (karayitr1) shapes life into art.

¢ Appreciative genius (bhavayitri) finds life in art.
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¢ The two types of genius operate in a reciprocal relationship.

¢ A sensitive reader is equally endowed with genius as a writer.
¢ Pratibha is the seed of poetry (kavitvabijampratibhanam).

¢ Vamana considered pratibha to be the essential germ of poetry.

¢ Abhinavagupta believed pratibha creates an unprecedented experience
(apurvavastu).

¢ Thereader’s pratibha allows them to grasp the suggested meaning (dhvani).
¢ The purpose of all art is delight.
¢ Bharatamuni stated that theatre provides relief and moral instruction.

¢ The ultimate goal of poetry is supreme bliss (paramanirvrti).

Objective Questions

1. What is the origin of all literary activity?

2. What are the two main streams of poetic genius?

3. Who is the owner of creative genius?

4. Who is the owner of appreciative genius?

5. Who wrote the Kavyamimarsa?

6. What does kavyapraydjanam refer to?

7. What is the ultimate purpose of art according to Eastern thinkers?

8. What is the term for a poet’s ability to create something completely new?
9. Who believed pratibha was the “essential germ of poetry”?

10. What is the name of Abhinavagupta’s commentary on the Natyashastra?
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Answers

1. pratibha

2. Creative, appreciative
3. writer

4. sensitive reader

5. Rajashekhara

6. Purpose of poetry

7. delight

8. apurvavastu

9. Vamana

10. Abhinavabharati

Assignments

1. How does the reciprocal relationship between karayitrT and bhavayitr
genius explain the collaborative nature of literary creation?

2. Based on the text, what is the key difference between the functions of
karayitr1 and bhavayitrT genius?

3. Explain Vamana’s view of pratibha as the “essential germ of poetry”
and how it differs from Abhinavagupta’s more dynamic understanding.

4. Why did ancient Indian theorists believe that poetic genius (pratibha)
could not be acquired through learning alone?

5. According to the provided text, how does the concept of pratibha connect
with the Dhvani school of thought?

6. Describe what Abhinavagupta meant by an “apiirvavastu” and why it is
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considered the hallmark of true pratibha.

7. Explain the purpose of poetry (kavyapraydjanam) as described by Bharatamuni
and Bhamaha.

8. How does the discussion of kavyapraydjanam move beyond simple pleasure
to include life lessons and welfare?

9. According to Rajashekhara, what is the relationship between the poet’s
and the sensitive reader’s genius?

10. Using the provided information, explain why a true sahrudaya is considered
an active participant and co-creator rather than a passive recipient.
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Introduction to Vyuthpathi and
Abhyasa, Guru’s vyuthpathi and
Abhyasa analysed on the basis of
Indian philosophy, Indian poetics and
U N I T Dravidian poetic tradition.

Learning OQutcomes

Upon completion of this unit, the learner will be able to:
¢ know the roles of the poet and the nature of poetry.
¢ explain the key characteristics of the Dravidian poetic tradition.
¢ differentiate between vyutpatti (erudition) and abhyasa (practice).

¢ familiarise the concept of pratibha (creative intuition) in poetic creation.

Prerequisites

In all Indian poetic traditions, the art of poetry has been defined as a combination
of sound and meaning. The definition that literature is a combination of sound and
meaning is illogical. Behind the definitions of literature that are centred on sound
and meaning, there lies a principle of propriety regarding this art form. Literature,
like everything else in the universe, has an impersonal existence.

Literature relates to individuals in two ways: one group writes, and another
appreciates it. It is true that without a writer, there is no connoisseur, and it is equally
true that without a connoisseur, there is no writing. The real form of literary art is
the actions and reactions that take place between writing and appreciation, between
creative intuition and taste, and between beauty and aesthetic sense.

The word ‘kavi’ (poet) is derived from the root ‘kav’. Rajasekhara opines that a
poet is one who possesses pratibha (creative intuition), vyuthpathi (erudition), and
abhyasa (practice). The ability to keenly observe things and be intensely emotional
distinguishes a poet from others. He is able to delve into the core of anything and
grasp its essence. This ability is what makes him a seer.
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Anandavardhana assesses the poet as follows: Apare kavyasamsarekaviréva
prajapatih YathasmairocateviSvamTathedamparivartate. In the boundless world of
poetry, the poet alone is the creator, and he has the ability to transform the world
according to his will. Mammata holds the view that poetic creation is greater than
the creation of Brahma. Poetic theorists have classified poets as sarasvata, abhyasika,
and aupadésika, based on the nature of their creative process.

A social reformer is born when a critical view of society grows into a commitment.
In this light, it is not inappropriate to say that Sree Narayana Guru was a critic of
Keralan life. Guru realised that those who lead and are led by anti-humanitarian ideas
are heading for a social tragedy. He also understood that his goal was to improve
humanity in an anti-humanistic world. The goal of restoring human values, which
were slipping away from people, vibrated in the Guru’s words, thoughts, and writings.
He was vigilant in giving spiritual strength and awakening to those around him. He
focused on slowly guiding people to a level of self-realisation without suddenly
crushing their desires. Having a good understanding of the people’s psyche, he tried
to erase the scars that time had given them without hurting their feelings.

Guru’s philosophy was often forward-looking. The only reason it has been able
to survive the test of time is its vigilance regarding the future. Believing that the
coolness of love and compassion would lead people to goodness, his works were not
filled with religious prescriptions, but rather with the philosophy of empathy. It can
be seen that Guru, a social reformer, spiritual thinker, and poet, had a personality that
could inspire people for all time. The Guru’s works include about sixty-two pieces
in the categories of hymns (stotra), prescriptive works (anusasanam), philosophical
works, translations, and prose. They were written in Sanskrit, as well as in Tamil and
Malayalam, which were vibrant with Dravidian originality. While the philosophical
works became declarations of the principles of the Self, the prescriptive works
reflected social views without prioritising poetic beauty. The prose writings, however,
reveal the face of the rationalist, theist, and philosopher in Guru. It is said that Guru
began writing poetry even before the avadhiita stage and continued to be creatively
active until four years before his samadhi.

Guru was not very eager to turn his worldview and philosophical problems into
poetry. However, he did wish to express his own philosophy through his lifestyle,
conversations, and even silence. Guru composed many works at the persistent request
of his disciples. He paid attention to recording some linguistic peculiarities in his
works, insisting that Malayalam should be Malayalam when written. All the writers
of Guru’s time used a style that was rich in Sanskrit words, and Sanskrit words
with case endings were also abundant. Narayana Guru is a person who deserves the
description of a wandering ascetic in the Malayalam poetic tradition. It was through
the Guru that a person committed to austerity became known as a poet in Kerala.

SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics



Keywords

Dravidian Poetics, Poetry, Sound, Meaning, Vyutpatti, Abhyasa, Pratibha, Mammata.

Discussion

2.3.1 The Purpose of Poetry:
A Moral Compass for the
Masses

Mahimabhatta, a prominent aesthetician,
posited that the primary purpose of poetry
is to serve as a moral guide for people who
find the formal study of shastras (classical
Indian philosophical and legal texts) to be
arduous and inaccessible. He compares this
method to the ‘gudhajihvikanaya’ (the maxim
of giving jaggery to make a bitter medicine
palatable), where the poet uses the sweetness
of aesthetic experience (rasa) to subtly impart
wisdom and teach ethical principles. For
Mahimabhatta, poetry’s true value lies
in its ability to offer practical knowledge
(vyutpatti) to everyone, not just scholars.

Vyutpatti (Erudition): This refers to a
poet’s vast knowledge of various subjects,
including grammar, metre, and worldly
affairs. Mahimabhatta views this as the key
to a poet’s ability to create works that can
guide the masses.

Abhyasa (Practice): Although not
explicitly mentioned by name, the act of a poet
engaging with their craft to create beautiful
formal structures is a form of abhyasa. This
disciplined practice is essential for weaving
together word, meaning, imagery, and rhythm
to evoke rasa.

This view diverges from the more
elitist stance that shastras are only for the
intellectually gifted. Mahimabhatta argues
that while shastras are a source of knowledge
for a select few, poetry serves as a more
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democratic vehicle for imparting wisdom
to all, regardless of their background or
intellectual capacity.

2.3.1.1 Poetry as a Shastra of
both Word and Meaning

Mahimabhatta further elevates poetry by
categorizing it as a unique type of shastra
in his work, Vyaktiviveka. He classifies
knowledge-based texts into three categories
based on the importance of their components:

Word-dominant: Texts like the Vedas,
where the precise pronunciation and sound
of the words themselves are paramount. A
single error can have serious consequences,
and the act of recitation is itself a source
of merit.

Meaning-dominant: Texts like the Epics
and Puranas, where the primary focus is on
conveying a message or a moral narrative.
The words are simply a vehicle for the
meaning.

Both word and meaning-dominant:
Poetry. This is because poetry’s core essence
is rasa, which is nourished and enhanced by
the harmonious and appropriate use of both
sound and meaning. The aesthetic power
of poetry comes from the perfect blend of
these two elements.

2.3.2 Guru’s Vyutpatti and
Abhyasa

The guru, or teacher, plays a vital role in
Indian traditions. The content highlights the
guru’s expertise (vyutpatti) in the shastras
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and their ability to impart this knowledge.
However, it also shows Mahimabhatta’s
disagreement with Bhamaha, who believed
that even a dull student could be taught the
shastras by a guru.

The passage implies that a true guru, in
the context of poetic knowledge, must not
only have academic vyutpatti but also a deep
understanding of rasa, which is an experience
gained through long-term practice (abhyasa).
The guru’s wisdom is not just a collection of
facts but a refined sensibility (sahrdayatva)
that allows them to appreciate and convey
the deeper truths found in poetry.

2.3.3 Sangam poetry

Reflects an ancient Dravidian society
without caste inequalities. It is secular and
worldly. As a result, Dravidian literary theory
does not soar into the spiritual skies like
Sanskrit literary criticism. It plants its feet
and fixes its gaze on the earth, on nature, and
on the journeying time. Dravidian philosophy
is not concerned with the ultimate human
goal of vitu (salvation), except for aram
(dharma), porul (artha), and inpam (kama).
Vitu is only the result of karma. Earthly
life is on this side of vitu. The view that
poetry is the expression of life is inherent in
Dravidian aesthetics. Therefore, Dravidian
literary theory and Dravidian poetry gave
precedence not to spiritual anxieties and
quests, but to the joy of love and worldly
excellence.

2.3.3.1 Poetry

Let us now consider poetry. There are
many definitions of poetry, and the reason
for the variety may be differences in taste
or viewpoint. It is very difficult to define the
complex form of expression of an abstract
feeling. However, Eastern and Western poetic
theorists have defined poetry based on its
functions. Many of the definitions are partial,
but efforts have also been made to arrive at
a comprehensive view.

When the definitions of poetry are
examined in general, they can be classified
into three types. One type considers sound
and meaning to be equally important. Another
type gives precedence to sound in a poem,
which is an embodiment of sound. The third
type is one that sees the completeness of
poetry in each of the following, beyond
sound and meaning: poetic embellishment
(alankaram), poetic quality (guna), style
(rit1), sentiment (rasa), suggestion (dhvani),
oblique expression (vakrokti), and propriety
(aucityam).

Many poetic theorists have argued that
poetry is the confluence of sound and meaning.
Bhamaha has given a definition of poetry
in the very preface of his Kavyalankara:
“Sabdarthasahitaukavyam” (Poetry is a
combination of sound and meaning). Rudrata
begins his work with the question: “Nanu.
Sabdarthau kavyam?” (But, are sound and
meaning poetry?). The definition that poetry
is the coexistence of sound and meaning
cannot be considered flawless. Language
itself'is a combination of sound and meaning.
There is no sound without meaning, and no
meaning without sound. It is a fundamental
principle of language that sound and meaning
are inseparable. So, if it is said that poetry
is a combination of sound and meaning,
any linguistic expression would become
literature. This is why some have defined
poetry as a pleasing combination of sound and
meaning that is endowed with poetic qualities
(guna) and embellishments (alankaram).

“Kavyasabdoyam gunalankarasamskrtayoh
sabdarthayohvartate” (The word ‘poetry’ is
used for sound and meaning which are refined
by poetic qualities and embellishments) -
Kavyalankarasiitravrtti, Vamana.

“Tadaddsau $abdarthau sagunavanalankrti
punahkvapi” (Poetry is a faultless combination
of sound and meaning, endowed with
poetic qualities, and occasionally devoid of
embellishments) - Kavyaprakasa, Mammata.
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2.3.3.2 Mammata’s Definition

Among these definitions, Mammata’s
definition of poetry is noteworthy. Mammata’s
suggestion that a poem can exist in some
places even without embellishments angered
the embellishment-theorists. Jayadeva, the
author of Candraloka, asks why Mammata
accepts a poem without embellishments,
but does not accept fire without heat.
Some authoritative poetic theorists have
defined poetry by giving importance to
sound. Jagannatha Pandita’s definition,
“ramanityarthapratipadaka sabdam kavyam”
(Poetry is the word that conveys a charming
meaning), also prioritises sound.

2.3.3.3 Bhamaha and Others

Were aware of the poetic language,
which is different from conversational and
scientific language, and its special beauty.
They were proponents of the embellishment
theory. Bhamaha and others believed that
poetry is grasped because of embellishments
and that an embellishment is the beauty
of sound and meaning. Vamana’s principle
“Saundaryamalankarah™ (Beauty is an
embellishment) supports this. Bharata
Muni had long ago said that rasa is the most
important element in drama and that without
rasa it is lifeless. On this basis, Indian poetic
thinkers began to think about the soul of
poetry, beyond the body of poetry, which
is sound and meaning. Vamana was the first
to think about the soul of poetry, saying,
“Ritiratma kavyasya” (Style is the soul of
poetry). Anandavardhana was the one who
argued that the soul of poetry, like that of
drama, is rasa.

2.3.3.4 Dandin’s view is:

Naisargiki ca pratibha Srutam ca
bahunirmalam Amanda$cabhiyogosyah

Karanamkavyasampadah

According to this, pratibha is of a natural
disposition, meaning it is an innate quality.
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Srutam means knowledge, and it must be pure.
Abhyasa (practice) is an intense application,
and it must be acquired through continuous
training. While Bhamaha considers pratibha
to be the primary cause, Rudrata accepts
Sakti (power or creative energy), vyutpatti,
and abhyasa equally. In his Kavyaprakasa,
Mammata says the following about the cause
of poetry: Saktirnipunatalokasastrakavyad
yaveksanatKavyajiiasiksayabhyasaltih&tus
tadudbhave

Sakti (pratibha), the skill acquired from
observing the world, sciences, and great
poems, and abhyasa (practice) acquired
from the instruction of poetic experts, all
three together become the single cause for
the origin of poetry. Sakti is the special
impression in the form of the seed of a
poet. Without it, poetry does not arise. The
world is the events of both stationary and
moving things. The sciences include prosody,
grammar, dictionaries, books on art, and
books on the characteristics of elephants,
horses, and swords. The word ‘poetry’ refers
to the poems written by great poets. The
knowledge that comes from understanding
these is vyutpatti.

Pratibha, vyutpatti, and abhyasa are not
three causes of poetry; they all combine to
form a single cause. That is why the singular
‘kavyahetu’ (cause of poetry) is used. Skill
is not as important as Sakti, and abhyasa has
less importance than both of them. Mammata
maintains the order of §akti, nipunata, and
abhyasa in the karika to observe this order of
importance. This is the case when they are
considered separately. Mammata’s intention
is that the three should exist in the poet as
a single cause.

Rudrata also emphasises the importance of
sakti. In his Kavyalankara, he distinguishes
the causes of poetry as $akti, vyutpatti, and
abhyasa, and explains each of them. Vyutpatti
is the knowledge required for a poet. It is
the knowledge that comes from correctly
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understanding the world, sciences, and
poetry. According to Dandin, vyutpatti is
pure Srutam (knowledge), which is not inert
knowledge but knowledge that is active in
the poet’s mind. It is the knowledge that
refines pratibha.

Abhyasa is the intense and continuous
experience of composing poetry. It is essential
for the composition to be free of defects.
Even if an innate creative intuition is weak,
continuous practice driven by willpower can
sharpen the produced pratibha. Therefore,
abhyasa is also considered a cause of poetry.
The poet has a very wide scope of activity,
so their knowledge must be extensive and
detailed. They must have studied poems and
sciences thoroughly, and must also have
the ability to distinguish between right and
wrong. It is this kind of knowledge that is
observed by the term vyutpatti.

In his Kavyalankara, Rudrata says,
“Chando-vyakarana-kala-loka-sthiti-
vyutpattiriyamsamasena’ (In short, vyutpatti
is the knowledge of prosody, grammar, arts,
worldly conduct, words, and their meanings,
and the ability to distinguish between what
is right and wrong to use). Vamana describes
pratibha as a special impression from a
previous birth. He states unequivocally that
poetry is not born without pratibha; if it is,
it becomes ridiculous. Vamana speaks about
pratibha in the discussion of the means of
poetry. The means of poetry are the world
(10ka), learning (vidya), and miscellaneous
factors (prakirna). The world is the events of
both stationary and moving things. Learning
is the in-depth knowledge of grammar,
dictionaries, prosody, the arts, erotics, and
polity. The miscellaneous factors consist
of six things: a model (laksyatva), effort
(abhiyoga), serving the elders (vrddhaséva),
observation (avéksana), creative intuition
(pratibhanam), and attention (avadhanam).
A model is the practice of other poems.
Effort is the attempt to compose poetry.

Serving the elders is the service of a poetic
master. Observation is the name given to
the experiments and observations to decide
which word to include and which to discard.

2.3.4 Rajasekhara Talks

In the preface to his discussion on poetic
criticism (kavyamimamsa), Rajasekhara talks
about intelligence. He is of the opinion that
there are three types of intelligence: memory
(smrti), reasoning (mati), and intuitive
wisdom (prajiia). The intelligence that relates
to the past is memory, the intelligence that
relates to the present is reasoning, and the
intelligence that foresees the future is intuitive
wisdom. A good poet requires all three types
of intelligence. Rajasekhara writes that the
cause of poetry is pure Sakti. We use the
words $akti and pratibha as synonyms, but
Rajasekhara points out the subtle difference
between them. Sakti is the form of the doer,
and pratibha is the form of the action. Pratibha
arises in the one who possesses $akti. It
is pratibha that makes words, meanings,
embellishments, and expressions manifest
in the heart. To the one who is endowed
with pratibha, even indirect objects appear
as if they were direct.

Rajasekhara describes vyutpatti
as the ability to distinguish between
what is appropriate and inappropriate
(ucitanucitavivekovyutpatti). Pratibha and
vyutpatti work together to help the poet. The
ignorance born of a lack of vyutpatti can
be covered by $akti, but the flaw born of a
lack of $akti cannot be concealed.

Rajasekhara classifies pratibha into two
types: karayitrTand bhavayitri. The pratibha
that helps the poet is karayitri. Karayitri
is of three types: innate (sahaja), acquired
(aharya), and instructional (aupadesiki). The
pratibha that is attained from the impressions
of a previous birth is sahaja. The pratibha
that is attained through the impressions
of this birth is aharya. The pratibha that
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is acquired from mantras, rituals, and the
advice of a guru is called aupadesiki. A poet
with sahajapratibha is a sarasvata, a poet with
aharyapratibha is an abhyasika, and a poet
with aupadésikipratibha is an aupadésika.
The sarasvata poet composes poetry freely
and fluently, the abhyasika poet’s work will
be limited, and the aupad@sika poet’s work
will be beautiful but devoid of substance.
Rudrata also classifies poetic pratibha into
two: sahaja and produced (utpadya).

The pratibha that helps the connoisseur
is bhavayitr1. The connoisseur is also a poet.
Rajasekhara opines that in the absence of
the connoisseur’s pratibha, poetry becomes
useless. There are four types of connoisseurs:
those who are apathetic (arochakas, those
who do not like any good poem); those
who are affirmative (satyanabhrvavahari,
those who think everything is good); those
who are envious (matsari, those who see
flaws); and those who are devoted to truth
(tattvabhinivesi, those who are impartial
and see the truth).

Jagannatha’s Rasagangadhara sees only
the poet’s pratibha as the cause of poetry.
He says that pratibha is the timely arrival
of the appropriate words and meanings
for the creation of poetry. The author of
Kavyakautuka, Bhatta Tauta, connects
pratibha with intuitive wisdom (prajiia).
In short, vyutpatti is the ability to acquire
knowledge of prosody, grammar, and
arts, and to distinguish between what is
appropriate and inappropriate to use from the
knowledge of worldly conduct, words, and
their meanings. According to Hemacandra,
vyutpatti is skill in the world, the sciences,
and poetry. In short, vyutpatti can be said to
be the impression gained from studying and
thinking about the secrets of the universe,
complex life experiences, and sciences like
logic and grammar.

Abhyasa is the polish that comes from
training. Even those who have more pratibha
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need abhyasa. Like a gem that is polished on a
whetstone, the artistry in poetry shines through
the power of abhyasa. Pratibha, vyutpatti,
and abhyasa are mutually complementary.
If there is no pratibha, practice is of no use,
and if there is no practice, pratibha will not
last. Pratibha is the first of the causes of
poetry, but vyutpatti and abhyasa should
also be given their due place.

Apoem is the poet’s self-expression taking
the form of language, but the poet is not
satisfied with that alone. He is eager to know
what kind of reaction his poem has created
in another. The word sahrdaya is defined as
one with a similar heart. A sahrdaya is one
who has a heart prepared for the aesthetic
enjoyment of poetry. The poet creates; the
sahrdaya recreates. The pratibha, vyutpatti,
and abhyasa that a poet should have must
also be present in a sahrdaya. There is no
use for those who do not acquire $akti and
skill to enter the path of poetry. They can
only create literary works that corrupt the art
of poetry and cause distress to themselves
and others.

2.3.5 Sree Narayana Guru

Sree Narayana Guru is a poet who
made it possible for Malayalam poetry to
achieve the purpose of poetry, which is to
thoughtfully guide the connoisseur to the
blissful state of samprajnatasamadhi (a state
where knowledge of the subject is maintained
while connection with the external world is
severed, allowing the mind to focus on an
internal subject). A blend of the philosophical
system that spread particularly in South India
(Dravidian) and the Vedanta system inherent
in the Vedas in India can be seen in Guru’s
works. Guru had a profound connection
with Buddhist philosophy and Dravidian
philosophy. He made this clear through his
life and works. Advaita was not a system
of thought for Guru; it was a way of life.
This way of life can be seen throughout
Guru’s works.
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A study of Guru’s poems can, on the
surface, be divided into linguistic and
thematic categories. Among Guru’s works,
which are spread across Sanskrit, Malayalam,
and Tamil, the Sanskrit hymns were written
early. In the literary atmosphere of that time,
where elite literary tastes prevailed, Guru
was able to attract the attention of scholars
with his hymns, which were dominated by
the sentiment of devotion. Perhaps this was
a deliberate effort. Through his Sanskrit
compositions, Guru was easily able to
demonstrate that the Avarnas were not inferior
at all and to break the elite’s perception of
language. Guru had subtle actions that shook
the system. Guru’s revolution was initially
through language. The transformational
consciousness of Guru lies hidden in the
Sanskrit hymns written by an Avarpa. In any
case, Shankaracharya’s works were the model
for Guru’s Sanskrit hymn compositions.

Brahma-murari-surarcita-lingamNirmala-
bhasita-§obhita-lingamJanma-ja-
dubkha-vinasana-lingamTat-pranamami
sadasiva-lingam (Shankaracharya
- Lingastakam)

Brahma-mukha-amara-vandita-lingam
Janma-jara-maranantaka-lingamKarma-
nivarana-kausala-lingamTan-mrdu-patu-
cidambara-lingam (Chidambarastakam - Sree
Narayana Guru)

The direct influence and similar creations
of Shankaracharya’s hymns can be found in
Guru’s early Sanskrit hymns. These verses
from Lingastakam and Chidambarastakam
are just one example. In most of his early
Sanskrit hymns, Guru imitates Shankara.
However, Guru later limits his enthusiasm
for composing Sanskrit hymns. As he came
down from the solitary wilderness of his
ascetic life among the downtrodden and
oppressed people, Guru changed his medium
of composition to Tamil and Malayalam. A
portion of his Tamil spiritual compositions
are evidence of Guru’s special inclination

towards Dravidian culture and its spiritual
tradition.

A section of his Tamil works is evidence
of his philosophical assimilation of the Tamil
Shaiva tradition. K.P. Appan observes that
“Guru’s unknown avadhiita period was
a journey through Tamil regions and in
search of Dravidian identity” (History Made
Profound, p. 41). Devarappathikangal is a
work written in 1914. The hymns of the
Tamil devotional poets Appar and Sambandar
were commonly referred to as Tévaram.
The word ‘Tévaram’ also means special
worship. This work contains fifty songs.
In the first pathikam, the devotee asks the
question, “Is it me or you, what is beyond?”’
The second pathikam is a prayer to the all-
pervading divine light. The third pathikam
is a hymn to the Omkara. The very subtle
levels of philosophy are mentioned. The
Devarappathikangal concludes by describing
how the Shiva principle is like the sun and
how one can unite with the Shiva state.

Nét_l(')tayame! NﬁtuguveNémﬁﬁy
ilaNarkatiyé!YanoniyoYatiparamyY
atayvitumo! péchayé,Teénartillai-c-
chiratiyarT€tumnatam-aru-manirKoné!
manérvilipakamKontay-inar-nayakamé!

Reading verses like these, we can see
that the Devarappathikangal follows the
popular tradition of Tamil literature. Guru
also translated some parts of Tirukkural
and Olivilotukkam (a work composed by
Kannutaiyavallalar) into Malayalam.

The fundamental emotion of a hymn is
devotion (bhakti). Devotion is the sincere and
pure quest for God. Narada defines bhakti as
the form of ultimate love. For those who are
caught in the ocean of worldly existence and
are suffering, devotion is the easiest way to
salvation. The word bhakti is derived from
the root ‘bhaj’. The word means to serve,
respect, and love. Worldly life is filled with
numerous sorrows, miseries, and hardships.
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All human souls desire liberation from this
SOTTOW.

2.3.6 In the Darsanamala,
Sree Narayana Guru defines
devotion as:

Bhaktiratmanusandhanam
Atmanandaghanoyatah
Atmanamanusandhattesadaivatma-
vidatmana

(Devotion is the contemplation of the
Self, for it is the condensed form of the
bliss of the Self. He who knows the Self
contemplates it with his own Self.)

A very extensive branch of literature is
the hymn. In any language, they are the
expressions of a person’s pure and sincere
sense of equality. Nevertheless, hymns
are not usually considered pure literature.
The qualities that make a poem a poem
are the same as those in a hymn. Poetry
is the emotional overflow of a poet’s heart
into language in a rhythmic manner. A
poet composes poetry for his own inner
happiness. The poem should give the
connoisseur an experience of joy as well
as a fresh perspective for thought. It should
be experienced by the reader as a thought
wrapped in the sweetness of an emotion. In
Kavyaprakasa, Mammata says the following
about the purpose of poetry: Kavyamyasa
searthakrte VyavaharavidesivetaraksatayeS
adyahparanirvrtayeKantasammitatayopad
esayuje (Poetry should give fame, wealth,
knowledge of worldly conduct, destruction
of inauspiciousness, immediate supreme
bliss, and advice like that of a beloved wife.)

The aforementioned benefits can be
derived from composing hymns without any
reduction. The vicissitudes of worldly life are
often sung in hymns. Supreme bliss is often
obtained from reciting hymns. A hymn, which
is contemplation of God, provides a rope for
a person to tie their boat of life, so that it does
not drift and get lost in the worldly ocean
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that tosses and turns everyone. The most
important purpose of a hymn is $ivetaraksati
(destruction of inauspiciousness). Nothing
has more power than a hymn to destroy
what is inauspicious. It is the Indian belief
that hardships in life, such as disease and
poverty, can be avoided by composing and
reciting hymns. The phalasrutis (recitations
of results) of hymns repeatedly confirm this
belief. Even from the perspective of the
cause of poetry, a hymn cannot be said to be
not a poem. The composition of a hymn is
not possible without pratibha and vyutpatti.
Meter, embellishment, and propriety are
also required for hymns.

For Guru, who was equally proficient in
Sanskrit, Malayalam, and Tamil, composing
in any language was not an issue. Sanskrit
was the symbolic language of Brahminical
supremacy. At that time, erudition was
understood as knowledge of the Sanskrit
language. It can be said that the Sanskrit
language was also a tool to strengthen
Brahminical supremacy. Ezhuthachan
and Poonthanam upheld the dignity of
the language through their compositions.
However, its Dravidian antiquity was restored
with Guru’s linguistic hymns. The early
compositions, including philosophical
works like Darsanamala, were in Sanskrit.
Guru realised that he, an Avarna, could also
handle Sanskrit with ease. Works like Kali
Natakam and Kundalinipattu are evidence
of this realisation, even from a literary
perspective. This change was also reflected
in the concept of God. The Dravidian
deities and their praises, which have been
historically proven to have existed before the
Ramayana and Mahabharata, were pushed
out of society and literature. “In fact, the
Bhakti literature of South India has two
faces. One Aryan face and one Dravidian
face. Kali and Kappalamma revealed the
Dravidian face, and the Aryan deities revealed
the other. The Dravidian root was gradually
pushed back. The Aryan face moved forward
repeatedly. Devotion to Rama and Krsna
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spread. The mother goddess was neglected.
Aryan gods got golden temples. The mother
goddesses in the sacred groves endured mist,
rain, and sun under the trees. It was decided
that they had a significant place only in the
hymn section of Bhakti literature” (Dr. M.
Leelavathi, KavitaSahitya Charitram, Kerala
Sahitya Akademi, p. 88). In contrast to this,
Guru established only Dravidian deities.
With the exception of three, the hymns
were also dedicated to deities. Guru was
able to find his own heritage not only in
the objects of worship and ideas but even
in the style. Guru’s installations of deities
and the hymns he composed became the life
and backbone of the subjugated sections
of society that had lost their soul. Guru’s
compositions were also able to initiate a
change in Malayalam literature. It was Guru
who elevated a language bogged down in
superficial devotion, eroticism, and humour
to the sublime realm of philosophical truth.

Recap

In short, Guru’s temple installations
and hymn compositions were a rewriting
of history. He used the same tool, temples,
to liberate the Keralan Avarna society
from the Brahminical dominance that had
subjugated them in every way. He enabled
people to break down the walls of the
caste system and stand with self-respect.
He proved that the Avarna society could
also compose hymns and poems. He was
able to restore the lost Dravidian tradition
in the language, successfully integrate it
with the Aryan tradition, and elevate it to
a universal tradition, as in Daivadasakam.
Sree Narayana Guru was the one who truly
fulfilled the mission of the Bhakti movement
in Kerala. He paved the way for cultural
transformation as well as literary renaissance.
It can be said without a doubt that Guru’s
hymns have immense historical importance
in the social, cultural, and literary spheres
of Kerala.

¢ The community of poets is called the sangam.

¢ Tolkappiyam is both a grammar book and a book on poetic theory.

¢ The original symbol of Dravidian poetic theory lies in the voluminous

chapter called porulatikaram.

¢ The three Sangams are known as Mutarcankam, Itaicankam, and Kataicankam.

¢ The famous akam poems are Akananiiru, Narrinai, Kuruntokai, Ainkurundru,

Kalittokai, and Pattuppattu.

¢ Parruppattu and Purananiiru are the famous collections of puram poems.

¢ Paripatal is a collection that mixes akam and puram.

¢ Sangam poems are generally lyrical.

¢ Cilappatikaram is a work by Ilankovatikal, and Maniméekalai is a work

by Cattanar.
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¢ The view that poetry is the expression of life is inherent in Dravidian
aesthetics.

¢ One type of definition considers sound and meaning to be equally important.

¢ Another type gives precedence to sound in a poem, which is an embodiment
of sound.

¢ Bhamaha gave the definition “Sabdarthasahitaukavyam”.
¢ Rudrata starts with the question, “Nanu. Sabdarthau kavyam?”.

¢ Jagannatha Pandita’s definition is “ramaniyarthapratipadakasabdamka
vyam”.

¢ Vamana’s principle is “Saundaryamalankarah”.

¢ Vamana was the first to think about the soul of poetry, saying, “Ritiratma
kavyasya”.

¢ Pratibha is of a natural disposition.

¢ Anandavardhana was the one who argued that the soul of poetry, like
that of drama, is rasa.

¢ Vyutpatti is the knowledge required for a poet.

¢ Rudrata emphasises the importance of $akti.

¢ Abhyasa is the intense and continuous experience of composing poetry.
¢ Rajasekhara classifies pratibha into two types: karayitri and bhavayitri.
¢ Abhyasa is the polish that comes from training.

¢ According to Hemacandra, vyutpatti is skill in the world, the sciences,
and poetry.

¢ The word stotra is derived from the root ‘stu’.

Objective Questions

1. Who is called the sangam?
2. In which part is the original symbol of Dravidian poetic theory located?

3. How are the three Sangams known?
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4. What are the famous akam poems?

5. What are the famous puram poetry collections?
6. Who is the author of Cilappatikaram?

7. Who is the author of Manimekalai?

8. Who said, “Sabdérthasahitaukﬁvyam”?

9. What is Vamana’s principle?

10. Whose definition is “ramaniyarthapratipadakasabdamkavyam”?

Answers

1. The community of poets.

2. In the voluminous chapter called porulatikaram.

3. Mutarcankam, Itaicankam, and Kataicankam.

4. Akanantru, Narrinai, Kuruntokai, Ainkuruniiru, Kalittokai, and Pattuppattu.
5. Parruppattu and Purananiiru.

6. Ilankovatikal.

7. Cattanar.

8. Bhamabha.

9. “Saundaryamalankarah”.

10. Jagannatha Pandita.
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Assignments

1. Explain the poet and poetry.

2. Describe the fundamental concepts of Eastern literary theory.
3. Explain the Dravidian poetic tradition.

4. Describe vyutpatti and abhyasa.

5. Describe the importance of vyutpatti and abhyasa in Guru’s works.
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The Purpose of Poetry
(Kavya Prayojanam)

Learning OQutcomes

Upon completion of this unit, the learner will be able to:

¢ understand the concepts of poet (kavi), poetry (kavyam), and the purpose
of poetry (kavya prayojanam)

¢ learn about didactic works (anusasanakrtikal)
¢ understand the works of Sree Narayana Guru

¢ learn about Guru’s vision of truth (satyadar§anam)
Prerequisites

The ancient Indian tradition of poetics, or Kavyasastra, is not merely an analysis of
literary style but a profound philosophical inquiry into the very nature of creation and
its purpose. It considers the poet a seer (rs1) and a creator (prajapati). This perspective
places poetry on a pedestal, seeing its purpose (kavya prayojanam) as far more than
just entertainment. This material delves into these foundational concepts, exploring
the deep-rooted connections between poetry and philosophy in the Indian context.

The journey begins by tracing the philosophical origins of Indian thought in the
Vedas and Upanishads, texts that laid the groundwork for the country’s spiritual and
intellectual heritage. It introduces key figures like Mammata, the author of Kavya
Prakasha, who meticulously outlined the multiple purposes of poetry, from achieving
fame and wealth to imparting moral wisdom and granting immediate supreme bliss.
These traditional views are then juxtaposed with the work of Bharata Muni, who
saw drama as a source of “comfort, happiness, and good advice”.

The discussion culminates in an analysis of the works of Sree Narayana Guru, a
modern sage whose poetry exemplifies these ancient principles in a contemporary
context. The material examines how Guru, a “rare gift of nature”, seamlessly integrated
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philosophical insights with poetic beauty, using his creative genius (pratibha)
for didactic purposes. His work, particularly his didactic poems and hymns like
Jivakarunyapaficakam and Daivadasakam, demonstrates how poetry can be a powerful
tool for social and cultural renaissance, guiding humanity toward compassion, unity,
and self-realization. This material provides a comprehensive look at how classical
Indian poetic theories find their ultimate practical application in the life and works

of Sree Narayana Guru.

Keywords

Kavya Prakasha, Mammata, Panchamaveda, Natyashastra.

Discussion

2.4.1The Philosophical Roots
of Indian Poetics

The cornerstones of Indian culture and
philosophical thought are the Vedas and
Vedic literature. The Vedas are revered
as texts that embody the essence of early
Indian culture. The word Veda is derived
from the root vid, meaning to know, hence
the word itself signifies knowledge. Among
the Vedas, the Rigveda stands out for its
poetic beauty and philosophical insight. The
Rigveda is a collection of 1017 hymns, which
primarily praise the forces of nature. The
Vedas were followed by the Brahmanas and
Aranyakas, and finally, the Upanishads. The
Upanishads are the concrete representations
of Indian philosophical thought, and the
most developed state of Vedic thought can
be understood from them. The Upanishads
do not follow the sacrificial culture
(yajiasamskara) advocated by the Vedas.
Instead, by presenting a culture of action
(karma samskara), the Upanishads represent
a strong challenge to the priestly dominance
of the Brahmanas and a retreat into an
indigenous path of knowledge (jiana marga).

The Upanishads proclaim the supremely
sacred knowledge of the self (atmajnana)
that a disciple must receive directly from
their Guru. The word Upanishad is also in
vogue with the meaning of profound and
beautiful secret. Based on the Upanishads, six
major philosophical schools (darsanas) were
formed: Samkhya, Yoga, Nyaya, Vaisheshika,
Purva Mimamsa, and Uttara Mimamsa. The
Lokayata, Jain, and Buddhist philosophies
emerged from non-Vedic traditions. Those
who accept the authority of the Vedas are
called astikadarsanas, while those who do not
are called nastikadar§anas. The division of
philosophies into spiritual and materialistic
corresponds more closely to their content.
Among these, the Advaita Vedanta, a branch
of Uttara Mimamsa, occupies a prominent
position due to the depth of its thought and
logical coherence. The principal founder of
Advaita Vedanta, Sree Shankara, established
the Advaita Vedanta theory by demolishing all
non-Vedic thought. The Advaita philosophy,
which rejects the idea of difference and
cherishes unity, influenced subsequent Indian
philosophers significantly.
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2.4.2 Sree Narayana Guru:
A Modern Philosopher and
Poet

Modern thinkers such as Sri Ramakrishna
Paramahamsa, Swami Vivekananda,
Raja Ram Mohan Roy, Sree Narayana
Guru, ChattampiSwamikal, Ayyankali,
Vagbhatananda, and Brahmananda Sivayogi
were also inspired by the Advaita theory. By
holding firmly to the Advaita philosophy, Sree
Narayana Guru, who was at the forefront of
the social renaissance in Kerala, is considered
the foremost among modern philosophers.

Sree Narayana Guru, the prophet of global
humanity, was a karma yogi who was worthy
in every way, by word and deed, to be the
direct heir of the ancient sages (rsindras)
of India. By sacrificing his life, body, and
spiritual asceticism for the benefit of others,
Guru was creating a new path of action
(karmakanda) for the Indian sage tradition
through his life. By opening up the world
of knowledge to a population that had been
kept away from it, the Guru provided a new
world free from chains, hierarchies, and
exploitation. This good deed was the practical
form of the Upanishadic verse "@aeavo 20
ezyomdnaw’(From darkness, lead me to
light). Guru understood that knowledge is the
highway to liberation, not bondage. In the
manner conceived by the Upanishadic verse
"audqo euietilzo (sniaa’ (All this is Brahman),
Guru saw all human beings with an equal
mind, and there is no wonder that he became
the advocate and practitioner of global
humanity. Guru saw that caste differences
and religious hatred were obstacles to the
progress of India. The renaissance movement
that began in Kerala under Gurws leadership,
by integrating materialism and spirituality,
gave a new awakening not only to Kerala
but to all of India.
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2.4.3 The Poetic Genius
(Pratibha) and the Poet as
Creator

A poet is a light. A sage (rsi) who acts
with a boundless mind through a divine light
(citraprakasa) that transcends the universe is
the only one who can be a true poet. This is
why a poet becomes a seer (krantadarsi) who
sees beyond the obvious. The Indian view is
that one who is not a sage is not a poet, and
this sagacity (rsitvam) is attained through
vision (dar$ana). In English, the word «poet»
means creator. In Kavya Prakasha, Mammata
describes the creation of poetry as superior
to the creation of Brahma. Ananda Vardhana
said, "@0aloco 3201 MoMOCD BHAllGDd:S (al
=0.1018”, meaning that the poet is the sole
creator (prajapati) in the boundless world
of poetry. All these descriptions indicate
that the poet is equal to God. The genius
(pratibha) that makes a poet a poet is an
innate talent. When genius is combined with
skill (nipunata) and erudition (vyulpatti), it
becomes the cause of poetry (kavyahetu).
In Kavya Prakasha, Mammata sees the
combination of all three as the cause of

poetry.

Western poetic thinkers also agree with
this Eastern view. The opinion of Emerson
("Emersons Essays - The poet") that one has
never been a great poet without being at the
same time a perfect philosopher also points
to this sagacity. The source of inspired poetry
is this very sagacity. The transcendental level
of experience beyond the biological essence
of man is the source of true poetry. One who
reaches this source will be both a sage and a
poet at the same time. Sree Narayana Guru
was such a rare gift of nature.
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2.4.4 Perspective on the
Purpose of Poetry

Mammata is the author of Kavya Prakasha.
His life spanned from the middle of the
eleventh century CE to the first part of
the twelfth century. In addition to Kavya
Prakasha, he also wrote a work called
Sabdavyaparapari¢ayam, which deals with
the function of meaning (abhidhavrtti).
Mammata only wrote up to the tenth chapter
of Kavya Prakasha; the rest was completed
by someone called Allata or Alalan. Primarily
a grammarian (vaiyakarana), Mammata was
an unparalleled scholar. The presentation
in the Kavya Prakasha is in the form of
Karika, Vritti, and Udaharana (verse,
commentary, and example). All topics of
poetics (kavyasastra) except dramatic poetry
are discussed in it. Some verses and parts of
verses from other preceptors are accepted
without any change, and some with slight
changes. In Kavya Prakasha, Mammata
has summarised the purposes of poetry
(kavyaprayojanas):
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Poetry gives fame and wealth, and it
imparts knowledge of worldly behaviour and
destroys inauspiciousness. It gives immediate
supreme bliss (ksipraparamananda). Like
a beloved, poetry gives pleasure and
advises on what is good and bad. Mammata
observes that even after the poet is veiled
by the curtain of time, the poet's charming
and poetic body (kavyamayamvapus) will
endure without anxiety, and such fame will
be obtained from poetry. When one becomes
a connoisseur (sahrdaya) while experiencing
bliss, one might wonder if the poet also gets
sadyahparanirvrti (immediate supreme bliss).
However, Mammata explains that the sweet
discomfort that the poet feels while engaged

in poetic creation becomes bliss once the
work is completed. In that sense, this benefit
is also easily available to the poet.

Every action of a human being has a
purpose. No one does anything without
aiming for a personal or collective benefit.
(16@ORMAM)F1U0yMAGMBIAl (A IQIGOHE®
(Not even an ordinary person acts without a
purpose) is an accepted principle in human
life. In that case, poetry, which is a natural
talent, is an art. It is undeniable that literature
is an art with a similar function to music,
painting, sculpture, and drama. It is a fact
accepted by both Western and Eastern
thinkers that the ultimate goal of poetry, like
other arts, is delight. The main question is to
whom this benefit belongs - to the writer or
to the reader? This is the ultimate question
that needs to be examined.

2.4.5 The Role of Didacticism
in Poetry

Bharata Muni composed the Natyashastra
about two thousand years ago. In the
Natyashastra, which is praised as the
Panchamaveda (fifth Veda), the didactic
nature of the Vedas was seen as the main
goal. Furthermore:
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It is said that drama is something that
brings together comfort, happiness, and good
advice. Bhamaha's view is that excellent
poetry, because it brings about pleasure and
fame, has both indirect and direct benefits.

The tool that a poet uses to express poetic
beauty is the figure of speech (alankaram).
Just as a person wears ornaments to enhance
their natural beauty, only a wise poet can use
appropriate figures of speech to enhance the
beauty of poetry. In Indian poetic thought, the
preceptors have given a very important place
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to the figure of speech. Even if a woman's
face is attractive, it will not shine without an
ornament. Figures of speech can be broadly
divided into $abdalankaras (figures of sound)
and arthalankaras (figures of sense). The
special meaning of the word alankaram is one
of the many causes that give beauty to poetry.
Just as different types of ornaments increase
the beauty of the body, figures of speech
like similes increase the beauty of poetry.
Dandin includes all the elements that give
beauty to poetry within the scope of figures
of'speech. A. R. Rajaraja Varma defines the
figure of speech in his Bhasabhiisanam as
follows:
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The general definition of a figure of
speech is that it is an element that depends
on one of the two, sound or meaning, and
is a source of delight (camatkara), distinct
from suggestion. The following statement
also aligns with these ideas:
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Most of the Guru's works, especially
his devotional hymns (stotrakrtikal), are
full of phonetic beauty. The Guru's early
hymns are imitative octets (astakam). The
style of composition of most of these octets
is to link descriptive words with the same
grammatical connection. They are dominated
by figures of sound. The lustre of poetry is
found in the second phase of his hymns.
Many of these hymns, which glitter with
phonetic beauty and richness of meaning,
are so good that any poet, however rich
in vocabulary and skilled in description,
would be tempted to claim them as his
own, so says Dr. Sukumar Azhicode (Dr.

Sukumar Azhicode, Sree Narayana Guru
SamaharaGrantham, Ed. P. K. Balakrishnan,
N.B.S, Kottayam, p. 243) in his assessment
of their poetic merit. Kumarasan wrote, It
is our good fortune that the Swami is one
of those rare great men who possessed
not only an extraordinary genius but also
a unique gift of Saraswati (Kumaranasan,
Atmopadesasatakam Commentary, Narayana
Guru SamaharaGrantham, Ed. P. K.
Balakrishnan, N.B.S, Kottayam, p. 256),
having seen Guru's poetic genius. Guru did
not write his works only for pure poetry. He
used his poetic genius for hymns of praise
to God, for philosophical insights, and for
didactic precepts. The mandate of the time
was such. If it had been otherwise, Guru
would have been a top-tier Malayalam
poet whom no literary historian could have
ignored. Along with the elevation of his
philosophy, Guru's poetic quality must also be
praised. The poetic quality in Guru's works is
most evident in his hymn compositions. The
hymns of the middle period, in particular,
are more notable for their poetic quality.

Sree Narayana Guru is a powerful modern
advocate and practitioner of the Advaita
Vedanta formulated by Sree Shankara. He
believed that philosophy should not be for
the sake of philosophy, but that it should be
a driving force to lead human life forward.
Guru understood that in India's cultural
heritage, spirituality has deep roots, as
does materialism. While following Sree
Shankara in philosophy, Guru followed a
non-Shankaran path in practice. Shankara
established the principle of unity (ekatvam)
at a theoretical level. But in practice, he did
not reject differentiation (bhedam). Guru, on
the other hand, used the Advaita principle
at the theoretical level to eliminate the caste
differences (bhedacinta) he saw before his
eyes. Since the caste of all human beings is
one, caste difference is meaningless. Since the
religion of all human beings is one, religious
difference is a complete denial of Advaita.

SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics mﬁ ]\

—
AGURY




The same is true of the difference between
gods. By combining these, Guru propounded
830) R0} 80) 2®o 80) ee3al (One caste,
one religion, one God for mankind).

Guru translated the I$avasyam Upanishad
into Malayalam with a special interest. The
translation of the I§avasyam was presented to
the Malayali people in a way that encouraged
them to approach life with detachment
(nirmamatvam) and to dedicate themselves
for the good of the world. Guru approached
the Isavasyam with his own independent
perspective. Guru's Upanishad translation
reveals the flow of the Malayalam language
and its ability to incorporate lofty ideas.
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God is omnipresent in the universe.
Therefore, you should move without craving
for anything. As a result, you should not
be greedy for anyone's wealth. Or else,
you should do your actions until the end
without having a craving for the fruits of
your actions. By translating the I§avasyam,
which is the first and most important of
the Upanishads, Guru is advising his
people on the path to truth, righteousness,
and liberation. There are some important
messages that Sree Narayana Guru gave by
bringing the Upanishadic verses, composed
with simple words and complex Sanskrit
vocabulary, to the land of the Malayalis,
which should be read together with this. The
Vedas, Upanishads, etc., are not alien to the
common people. The Vedic literature is not
only confined to the sacred path of the divine
language but is also accessible in Malayalam,
the vernacular. Guru also declares through
the language of the Upanishads that the

Vedas and other texts are accessible to all
people of all castes and religions. For these
reasons, Guru's Upanishad translation also
acquires an extraordinary social significance.
(SﬁNérﬁyana Sahityadarsanam, Dr. Vallikkav
Mohanadas, SahityaPravarttakaSahakarana
Sangham, p. 239)

2.4.6 Sree Narayana Guru's
Didactic Works

Didactic works (anusasanakrtikal) can
be defined as admonitory compositions that
express the principles that human beings
should follow in their worldly lives, either
in a descriptive or advisory form. All of Sree
Narayana Guru's didactic works contain some
principle. Guru determined that human beings
should adopt these desirable principles in
their lives. Guru's didactic works include
seven compositions in Malayalam and two
other works. In the famous sayings of the
Guru contained in these didactic works, the
culture of the Tamil text Tirukkural can be
seen to be reflected. All the admonitory works
available to us are special compositions that
are useful for conveying the greatness of
Sree Narayana Guru's philosophy and the
elevation of his thought to society. In the
course of time, human beings interact with
various circumstances and get caught in a
lot of internal turmoil. Through his didactic
works, the Guru imparts to the world the
self-confidence to face such situations
with courage and the sense of values that
humanity must follow as social beings. In
the Jivakarunyapaficakam (Five verses on
compassion for living beings), which is a
notable didactic work, he asks:
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Shouldn't we say that all are our own
siblings? If this is true for living beings,
then every living being is our relative. It is
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not right to kill and eat living beings without
compassion. The vow not to kill insects is
excellent. The vow not to eat the flesh of
living beings is even more excellent. Those
who are devoted to righteousness, know
that this is the main part of all religions. If
killing is a matter of oneself, no one will
like it. Who would desire to be killed, oh
scholars? Shouldn't this principle, which
is in accordance with righteousness, come
together? If there are no people to eat, there
will be no people to kill. If there are no
people to eat, the killer himself will have to
eat. To have someone else kill for you to eat
is a greater sin than killing oneself. Even if
a person has all other virtues, a killer is not
worthy of refuge. One should not seek refuge
in a killer. He also does not deserve refuge
from others. The Jivakarunyapancakam
contains very fundamental words of the Guru
related to non-violence. Guru questions the
primitive custom of killing and eating using
the principles of ethics. The meaninglessness
of the local custom that 'sin is committed
when you kill, but it goes away when you
eat' is also revealed here. Just as it is a sin
for a human to kill another human, itis a
sin to kill an animal. Guru unequivocally
states that there is no justification for it,
even for food purposes. The Guru's saying
is that killing is a sin, and having others kill
for you to eat is a greater sin. Guru suggests
that if a fundamental change is made in a
person's mindset, violence of any kind can
be avoided. Guru presents the principle of
non-violence, which is also depicted in the
Mahabharata, Dhammapada, and Tirukkural,
in a very simple yet philosophical way for
humankind. The Guru shares a scientific
observation with the world that looks at
daily routines in a way that interprets life
itself. This Jivakarunyapancakam, full of
compassion, becomes very relevant in the
present time.

Following the exhortation on compassion,
Guru composed Anukampadasakam (Ten
Verses on Compassion), a didactic work
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to remind people about compassion. The
necessity for a person to be compassionate
is explained throughout this work, which
consists of ten verses and a final verse on
the benefits of the work. Guru insists that
showing compassion to human beings and
other living beings is a very noble quality, and
that all human beings should behave in that
way. The first verse of Anukampadasakam,
anotable work among Sree Narayana Guru's
didactic compositions, begins with a prayer to
attain both devotion to God and compassion:
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May the thought never to harm even an
ant, which is considered an insignificant
creature from a general perspective, always
be in me. Oh, Lord, the abode of compassion!
Along with this compassion, please bless
me so that the thought of your divine form
will always remain in me without leaving.
The Anukampadasakam reveals right from
the start that being a good person with
compassion and thoughts of God is the
primary goal to make worldly life meaningful.
Atmopadesasatakam (One Hundred Verses
of Self-Instruction) is a very important work
among Sree Narayana Guru's compositions.
Atmopadesasatakam was composed during
the time Guru was resting in Aruvippuram.
Those who were with him took it down as
Guru recited it. After being published in
parts in Vivekodayam, Atmopadesasatakam
was published in its complete form in 1917
by Sree Narayana Chaitanya Swamikal
with Guru's corrections. Various parts of
Atmopadesasatakam have been published
with many variations under different names
such as Sivasodhana, Paropakaram, and
Matamimamsa. It contains self-instruction
by the self for the realisation of the self
(atmasaksatkara). Without using Vedantic
conventions, he has revealed the principle
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of the self (atmatattvam) in a way that is
appropriate for the time. He did not even
use the word Brahman anywhere in the
Atmopadesasatakam. Sree Narayana Guru
uses the word ‘@ndlai’ (knowledge) in the
sense of the inner knowledge that destroys
the illusion of multiplicity and gives unity
to everything, instead of Brahman.
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The hundred verses of the
Atmopadesasatakam, which begin in this
way, explore the thread of truth (satyastitram)
of this essence (karu). If everything is the
same knowledge, then everyone's desire is the
same. The difference between my desire and
your desire is just an illusion. Therefore, mead
(nlaalonloesamdlsooilessmo (One should
know one's own desire as the desire of others).
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This is the advice that Guru has to
offer. The essence of the verses in the
Atmopades$asatakam lies in shedding light
on human duty.

The first works to raise a voice against
casteism are Jatinirnayam (Determination of
Caste) and Jatilaksanam (Characteristics of
Caste). These are works on the same subject,
caste. Jatinirnayam is presumed to have been
written in 1914 at the Advaita Ashram in
Aluva. There are five verses in Jatinirpayam.
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The first verse is in Sanskrit. It was in
Sanskrit that the fallacies of caste hierarchies
were articulated as divine laws. (SriNarayana
Guruvinre Stotrannal, Dr. Githa Suraj, p. 84).
Guru rejects it in the same language. Just as
gotvam (cow-ness) is for cows, manusyatvam
(human-ness) is for human beings. The most
celebrated saying of Sree Narayana Guru
is also from Jatinirnayam:

B0) ROO) B0) Ao
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Humanity is all one caste. There is no
difference between a Parayan and a Brahman
born from that one caste of human beings.
Didn’t the sage Parasara come from a Paracci
(a woman of the Paraya caste) and Vyasa,
who divided the Vedas, from a Mukkuvatti
(a fisherwoman)? Guru asks. In the work
Jatilaksanam, caste is defined scientifically
and logically:

BG00 MOMIM)o HAWY)
GROGEINIMIB1HWI2 V)0
@6MAlo 2)QIW)o 2l)S)o
@6M)Aljo BMIBNERIBHHEMo

2.4.7 Daivadasakam:
A Hymn of Universal
Philosophy

Guru’s very rare hymn is the Daivadasakam
(Ten Verses to God). It was written in 1914.
It can be said to be the last of his hymns.
This hymn contains the entire essence of
Guru’s philosophy. Daivadasakam is the
Guru’s own philosophy written in a very
simple way for the poor, says Nataraja Guru
(Nataraja Guru, Word of the Guru, Pai & Co,
Ernakulam, p. 58), describing Daivadasakam.
The Daivadasakampraises God, the universal
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cosmic power.Daivadasakamis apparently
simple. This work, which contains everything
from mundane things like food and clothing
to spirituality, is in fact, like theTirukkural,
a sesame seed containing seven oceans.
Beyond time and space, Daivadasakamcan
be accepted as the prayer of all living beings.
The worddaivam(God) can be used by
anyone of any religion. The rootdivmeansto
shine. This hymn, which begins with God
(daivam), ends with happiness (sukham). If
the ego (aham) moves away from this divine
light (div"), it leads to more sorrows and
ignorance. Happiness can only be reached
if God protects us without abandoning us. In
this materialistic world full of temptations,
a person who comes with a short lifespan
can easily stray from God. That is why
the Guru asks God to protect him without
abandoning him.

OBAUICH; BO0TN)EB>OUBB:6813)
06 BQiSOM16313)61068368
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This little poem has no grandiloquence
or complex poetic embellishments. God is
the steamship of life and the navigator who
steers it safely in the deep, restless ocean of
the universe, which is full of anxieties and
diseases. There is no other lord on earth who
protects us by giving us food and clothing.
Nature is always with him as air, food, water,
and clothing. Even a materialist cannot deny
that. Materialism and spirituality were not
mutually exclusive for the Guru. The sea
and its waves, the wind that creates the
waves, and its immeasurable depth are us
and illusion (maya), and the greatness of God
and God. God is the creation, the creator,
the created beings, and the instrument for
creation. God is also the illusion (maya),
the magician (mayavi), the one who plays
in that illusion, and the one who removes it
and shows the truth. God is present equally
inside and outside. God is the seer (drk) who
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sees from within and the visible from without.
The prayer ends with the wish that God, who
is compassionate to the weak, the essence
of bliss-consciousness (cidanandam), and
the ocean of compassion, may be victorious.

Humanity has not yet created a concept
more perfect than God. Daivadasakam is
a hymn that contains all that perfection.
Daivadasakam is a prayer that suits all of
humanity. As a hymn that contains the essence
of Indian philosophy, Daivadasakam holds
an unparalleled position. Daivadasakam is
extraordinary and unique. It is a work that
always resides in the hearts of the people
more than any other work of the Guru. In
short, it was Sree Narayana Guru who started
a new chapter in the history of Malayalam
hymns.

2.4.8 Gurw’s Vision of Truth
(Satyadarsanam)

Guru’s vision of truth (satyadarSanam)
has the ultimate goal of a person experi-
encing the supreme and non-dual reality
(paramamadyayam) as bliss in his life. The
goal is to experience that supreme bliss as
the essence and consciousness that fills life.
In accordance with this, his approach is to
remain impartial without falling into misery
and to accept an undeniable principle as the
basis and controller of all. It is not difficult
to find a meticulous formal linguistic style
in Guru’s works from beginning to end. An
ordered system and a structural elegance are
the special features of his linguistic style. The
Guru only modernised this ancient linguistic
style. The Guru achieved this modernisation
of the linguistic style in such a way that
it is possible to create a science with the
exactitude and precision of mathematics,
based on his vision of truth.

MsSMo BRUMAIWI
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There are countless animate and inanimate
objects that live with name and brilliance in
this universe. It is impossible for anyone to
distinguish the form of each one of them.
But one can know and experience the non-
dual glory of the essence that is in all of
them. If he does, he will realise that he is
no different from the essence that is in all
cosmic objects. The Guru calls this self-
awareness nadunila (the middle ground).
Through this verse in Svanubhavagiti, the
Guru reveals that anyone who adopts this
nadunila can experience endless bliss. In
fact, the philosophical lesson provided by
the Aruvippuram consecration is to awaken
the human mind and intellect to this nadunila
and to enable him to remain in that state of
alertness. This insight is what is overflowing
in the Aruvippuram Message.

RIMIGRGo AMGBlaHo
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Every Sivaratri at Aruvippuram reminds
and inspires us to experience this philosophical
vision of global humanity envisioned by the
Guru. It is then that we transform ourselves
to a state where we rise to freedom of belief
with the awareness of freedom of worship.
That is the true renaissance. However, the
Guru saw that the boundaries of religions
were preventing people from entering the
vastness and perfection of this renaissance.
It was not easy to break these boundaries
built by different religious teachings. The
reason for this was the religious zeal of
the priests and followers who wanted to
argue and win. They all believed that this
was their religious duty. It was from the
sage-like knowledge that religious hatred
could only be overcome by proper religious
instruction and proper communication of
knowledge, that the Sarvamata Sammelanam
(All-Religion Conference) was organised at
the Advaita Ashram in Aluva in 1924 with the
announcement, Q16189omM)o RWeHoM)2L],
@pclwom)o @rAlulesomaos (Not to argue

and win, but to know and to inform).

Pure love is what God has kept as the
content of our soul. Therefore, we should
become great in any field through the content
of love. There are no rules or regulations
for it. Without any conditions, love is the
only thing we can give without measure
to another in this world and in this life.
Sacrifice, goodness, well-being, prosperity,
and progress all blossom from love. If you
give something without giving love, it is
not a giving. Similarly, if you take anything
without love, it is not a taking. Without love,
the human body will become just a skeleton.
To remind us of this truth, Thiruvalluvar
said through the Tirukkural:

9861018088 HAYVIE HAY®LIOCMO)
afefldead c®om3 ¢aldom ©)alo and the
Guru, through the Anukampadasakam,
revealed: @no)gleloemesleimuole®omd
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Today, it is seen that everyone is trying to
make the world better with a body without
love, with conditions, and with rules. That
1s why whatever is given and taken becomes
futile, like a line drawn on water, without
reaching its full fruition. Therefore, the
principle that we should become great not
by profit (nettam) but by love (neyam) should
be imprinted in our hearts.

@R O )8 a3 alM )& Ml @ymm1m o
9alo}e80MsMI®m) Rlaimooso (The three -
arul (grace), anpu (affection), and anukampa
(compassion) - have the same meaning; this
is the star of life), says the Guru.

Sree Narayana Guru's poetic genius
worked in an internal sphere purified by
religious consciousness and moral thoughts.
Therefore, he focused his mind on the
aesthetic beauty of religious philosophies
and moral ideas and used his poetic power
for their expression and dissemination. He
believed that the only way to lead human

m SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics

AGURD

SREENA




beings to perfection was through religion,
and that if its excellence was infused into
the hearts of the people, they would be
able to achieve ultimate goodness and
prosperity. That is why he used his genius
for this purpose. The duty of prophets and
poets is to see and show the truth. Sages
see the truth by seeing the self in the self
through meditation. Only poets who reach
a similar state of mind can know and reveal
the secrets of the world. As far as the Guru
is concerned, the main thing is that he was
a poet who had achieved self-realisation.
He used the realisation he had achieved
through deep study of the Vedas and agamas,
intense meditation (yoganididhyasanam),
and severe penance as a flute to practice
for the good of the world and to awaken
it. This means that he did not strive for his
own salvation (moksa), but for the material
salvation of the downtrodden. In his work
Subrahmanyakirtanam, he says:

Malado Mlenalees) mlesl, Flm
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Recap

The moonlight has clearly moved away;
the sun has risen, and the moon has set. The
moon of the mind (manas) has settled, and
the sun of intellect (buddhi) has brightened.
The prarabdhavasanas (karmic tendencies)
have all diminished, and I am immersed in
the experience of the self (atmanubhavam).
But let the ego (aham) be completely merged
into the sky of consciousness (cidakasam) a
little later. The people lying suffering from
the disease of worldly existence (samsara) or
drinking the wine of illusion (mohamadyam)
must get up... get up quickly, as it is late
and the time has come to take a dip in the
river. This means that he has to maintain his
body for a little longer to give this message.

When we evaluate the works of Sree
Narayana Guru as a whole, it is their formal
beauty, the spiritual fragrance that emanates
from their content, and the cultural-inspiring
moral exhortation in their concept of values
that attract our attention. The goal of the poet
is to achieve cultural awakening through
mental development, not merely to give
pleasure. The works of the Guru are a mine
of sublime values.

¢ Mammata is the author of Kavya Prakasha.

¢ The presentation in the work Kavya Prakasha is in the form of Karika,
Vritti, and Udaharana (verse, commentary, and example).

¢ Poetry brings fame and wealth.

¢ Itimparts knowledge of worldly behaviour and destroys inauspiciousness.

It gives immediate supreme bliss.

¢ Like abeloved, poetry gives pleasure and advises on what is good and bad.
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¢ The saying “Not even a fool acts without a purpose” is an accepted
principle in human life.

¢ [Itisafactaccepted by both Western and Eastern thinkers that the ultimate
goal of the art of poetry, like other arts, is delight.

¢ Drama is said to be something that brings comfort, happiness, and good
advice together in one place.

¢ The tool that a poet uses to express poetic beauty is the figure of speech
(alankaram).

¢ Figures of speech can be generally divided into sabdalankaras (figures
of sound) and arthalankaras (figures of sense).

¢ Guru’s early hymns are imitative octets (astakam).

¢ Guru used his poetic genius for hymns of praise to God, for philosophical
insights, and for didactic precepts.

¢ An admonitory composition that expresses the principles that human
beings should follow in their worldly lives, either in a descriptive or
advisory form, can be defined as a didactic work (anusasanakrti).

¢ In the famous sayings of the Guru contained in the didactic works, the
culture of the Tamil text Tirukkural can be seen to be reflected.

¢ [If there are no people to eat, the killer himself will have to eat.
¢ To have someone else kill for you to eat is a greater sin than killing oneself.

¢ The ultimate goal of Guru’s vision of truth (satyadar§anam) is for a
person to experience the supreme and non-dual reality as bliss in his life.

¢ Even if a person has all other virtues, a killer is not worthy of refuge.

¢ One should not seek refuge in a killer. He also does not deserve refuge
from others.

¢ Justas it is a sin for a human to kill another human, it is a sin to kill an
animal.

¢ The Guru’s saying is that killing is a sin, and having others kill for you
to eat is a greater sin.

¢ The Anukampadasakam reveals right from the start that being a good

person with compassion and thoughts of God is the primary goal to make
worldly life meaningful.
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¢ This is the instruction that the self gives to the self for self-realisation.

¢ The essence of the verses in the Atmopades$asatakam lies in shedding
light on human duty.

¢ The first works to raise a voice against casteism are Jatinirnayam and
Jatilaksanam.

¢ Daivadasakam can be accepted as the prayer of all living beings, beyond
time and space.

¢ The position of Daivadasakam is unique as a hymn that contains the
essence of Indian philosophy.

Objective Questions

1. Who is the author of Kavya Prakasha?

2. What is the style of presentation in the work Kavya Prakasha?

3. What is the tool that a poet uses to express poetic beauty?

4. What is an admonitory composition that expresses the principles that
human beings should follow in their worldly lives, either in a descriptive
or advisory form, known as?

5. What are the first works that raised a voice against casteism?

6. Who is the author of Kavya Prakasha?

7. What is the collection of hymns from the Vedas that primarily praise
nature?

8. What term describes the innate talent that makes a poet a poet?

9. According to Mammata, what is the term for the supreme bliss that poetry
can provide immediately?

10. Which figure from the Natyashastra is considered the “fifth Veda”?

11. What is the Malayalam term used by Sree Narayana Guru for the state
of “middle ground” or self-awareness?
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Answers

1. Mammata

2. In the form of Karika, Vritti, and Udaharana
3. Figure of speech (alankaram)

4. Didactic works (anusasanakrti)

5. Jatinirnayam and Jatilaksanam

6. Mammata

7. Rigveda

8. Pratibha

9. Sadyah Paranirvrti

10. Bharata Muni

11. Nadunila

Assignments

1. Explain how Sree Narayana Guru’s philosophical vision of Advaita is
reflected in his poetic works.

2. Discuss the different purposes of poetry as outlined by Mammata in
Kavya Prakasha, and provide examples from the provided content to

illustrate each purpose.

3. How did Sree Narayana Guru use his poetic genius for didactic purposes,
and what are the key themes of his didactic works?

4. Analyze the significance of the Daivadasakam as a universal prayer.

5. Compare and contrast the views on the purpose of poetry held by Mammata
and Bharata Muni, as presented in the material.
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Introduction to the Rasa
Concept in Indian Poetics

Learning OQutcomes

Upon completion of this unit, the learner will be able to:
¢ to understand Rasa theory
¢ to understand Sthayi Bhava
¢ to understand Shanta Rasa

¢ to understand the Utpattt Vada

Prerequisites

The study of Sreenarayana Guru’s poetry through the lens of Indian Poetics requires
a foundational understanding of the traditional framework of Indian aesthetics and
literary theory, which has profoundly influenced art, drama, and literature across
the subcontinent for millennia. Students should be familiar with the concept of
Poetics (Kavyasastra) as a systematized body of knowledge concerned with the
nature, function, and appreciation of poetry. They should appreciate that Indian
literary criticism is not merely descriptive but is rooted in a philosophical search
for the ultimate purpose of artistic creation and consumption. Key to this is the
distinction between form (Sabda and artha, or sound and meaning) and the essence
or soul of poetry, a concept that different schools of thought—Ilike the Alankara, Riti,
Dhvani, and Rasa schools—have sought to define. An initial grasp of the historical
context of these different schools, recognizing that the Rasa theory, as originated
by Bharata Muni in the Natyashastra, eventually attained the highest status, being
likened to the very soul of poetry, is essential. This historical perspective allows
students to understand why Rasa is considered the paramount principle , with
other elements being subordinate or merely elements of adornment. This sets the
stage for a deeper exploration of how Sreenarayana Guru, a modern spiritual and
literary figure, employs these ancient aesthetic principles in his devotional and
philosophical works.
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Keywords

Rasa Siddhanta, Bharata Muni, Natyashastra, Vibhava, Anubhava, Sthayibhava, Samyoga,
Rasanishpathi, Uthpathivada, Anumithivada, Bhukthivada, Abhivyakthivada

Discussion

3.1.1Rasa Theory: The Soul
of Indian Poetics

Rasa theory is a major part of Indian
art theory. It has been a subject of careful
study over a long period. Other theories
can be seen to pale in the brilliance of
the Rasa system. In the context of poetry,
Rasa has been elevated to the status of the
soul. Other systems are only considered
elements of adornment for Rasa. Bharata
Muni is the author of the Natyashastra. In
the Natyashastra, emphasis is placed on
acting, dance, music, and Rasas. Without
Rasa, nothing else is of any use.

M a0l EIVIBLE® HURIBA®NS (al
QAUBODCO.

This is substantiated by the statement
that nothing works in natya without Rasa.
Even before Bharata, Indians were conscious
of Rasa.

R(UN0a0 aldOIAYENIBIO
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The sage stated that the art of natya
was formed by taking pathya (text) from
the Rigveda, music from the Samaveda,
acting from the Yajurveda, and Rasa from
the Atharvaveda.

@RAIOGO HOAIYTVOMVICO
SHQilGOAI (aIR0aI®I3
OLNIMIOHD COI2Ie® Ailvdlo
®GLOB0o alBlQIQOD GO

In the endless world of poetry, the poet
alone is the creator (Prajapati). The world
changes according to his will. Art critics
have found that the creative spirit of the
artist, who recreates the visible universe,
instills Rasa in every phenomenon of this
new universe.

As far as poetry is concerned, Rasa is of
paramount importance. Sabdartha (sound
and meaning) act as subordinate elements
to Rasa. Just as ornaments like necklaces
adorn the neck and other parts of a person, the
literary embellishments (alankaras) of sound
and meaning adorn sound and meaning, and
thereby serve Rasa. Mammata also points
out that embellishments function to create
beauty even in some places where they are
not directly related to Rasa, as evidence that
they do not directly nourish Rasa. According
to Mammata's view, guna (poetic quality) is a
characteristic of Rasa. It co-exists with Rasa.
Its relationship with Rasa is eternal. Mammata
here moves beyond the concepts of Vamana,
who declared:  ®:0015600020W08 HBOMOEO

Wwad2mo0 1)EMO8 MUV GO UMV D000’

3.1.1 Rasa in Ancient Texts

In Vedic and post-Vedic literature, the
word Rasa is used in many different contexts.
In the sixth chapter of the Natyashastra,
Bharata Muni states:

OV BIAIA0YEIMWS
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Many subjects such as Rasa, Bhava, acting
(abhinaya), dharmi, vritti, pravritti, siddhi,
swara, athodya, gana, and ranga come under
the purview of the Natyashastra. The most
important principle is Rasa itself. Just as
discerning people enjoy and find joy in food
prepared with various flavours, so too do
discerning spectators find joy in the Sthayi
Bhavas that are expressed through various
Bhavas and acts. This is why they are called
Natya Rasas.

According to Indian art theory, the goal
of art is the experience of Rasa. Many
rhetoricians have stated that Rasa is the soul
of poetry. The Natyashastra by Bharata is the
most ancient text on art theory that presents
this principle.

3.1.2 The Rasa Sutra and its
Components

The part that discusses the origin of Rasa
is known as the Rasa Sutra. Bharata records
it as: afleoalom)coaIalyEl2 0@IMVOEWOWIBAV
mlatialomls’ Rasa is produced through the
combination of Vibhava, Anubhava, and
Vyabhichari (Sanchari) Bhava. Vibhava is the
cause, Anubhava is the effect, and Sanchari
Bhava is the auxiliary.

3.1.2.1 Sthayi Bhava: The
Permanent Impression (Vasana)

Even though our daily life experiences
are transient, the impressions they leave
are permanent. This unique impression,
which continues from one generation to
the next in the human race, is called vasana.
Through means such as education, we
receive the impressions of the experiences
of previous generations. This impression is
the vasana. The name given to this vasana
by the Natyashastra is Sthayi Bhava. Sthayi
Bhava is manifested in an artistic creation
based on Alambana Vibhava and Uddipana
Vibhava. It is nourished by Sanchari Bhavas
and Anubhavas. This nourished Bhava

transforms into Rasa in the mind of the
connoisseur. Art critics have demonstrated
that this Rasa is no different from supreme
bliss (Paramananda). This means that even
when sorrow is depicted in art, the Rasa
experienced by the connoisseur is one of
joy. The sorrow of the protagonist is not
transferred to the audience as an unpleasant
mental state. The Bhava of the artwork
becomes impersonal and is subjected to a
process of universalisation (sadharanikarana).
This universalisation is the reason for the
creation of joyful Rasa.

3.1.2.2 Interpretations of the
Rasa Sutra (Rasa Nishpatti)

Rhetoricians have recorded different
opinions on the process of generating Rasa
in the mind of the connoisseur.

Vibhava: Cause of Manifestation

Vibhava: The word means 'cause' or
'reason’. The meaning 'that which is specially
manifested' is relevant here. Vibhavas are of
two types: Uddipana and Alambana. Once
a Bhava arises in a person's heart, it can
only become permanent if the surroundings
stimulate it. Uddipana Vibhavas are those that
stimulate the Bhavas. Alambana Vibhavas are
those that provide a support for the Bhavas.
Consider the sentence, "Dushyanta fell in
love with Shakuntala." Here, Shakuntala is
the Alambana Vibhava. Using Shakuntala
as the support, the Rati Bhava (love) arises
in Dushyanta's heart. The beauty, actions,
and other qualities of Shakuntala, who is
the Alambana, along with the beauty and
movements of nature, stimulate the Rati
Bhava that has already arisen in Dushyanta.
Therefore, all these are Uddipana Vibhavas.
Other Bhavas also have such Alambana and
Uddipana elements.

Alambana Vibhava The person (or object)
upon which a Sthayi Bhava is awakened
is the Alambana Vibhava. In short, the
element that awakens the Sthayi Bhava is
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the Alambana Bhava. In a folk song, the
landlord as an individual or the exploiter class
as a society itself is the Alambana Vibhava,
as they are the ones who cause the slave to
cry. In Changampuzha's poem Vazhakkula,
the Alambana Vibhava is not so much an
individual but society. It doesn't always have
to be a person; the entire universe can become
an Alambana Vibhava. The worldview of
Mahakavi G. is an example. The poet is the
support, and the expanding universe is the
Alambana. The Sthayi Bhava of wonder
(vismaya) is awakened. All those nature poets
make the entire universe their Alambana.

Uddipana Vibhava The element that
stimulates (intensifies) the Sthayi Bhava
is the Uddipana Vibhava. Its function is to
add intensity to the Bhava. The Uddipana
Vibhava can be of two types: the actions of
the Alambana, and things and events external
to the Alambana. In Sringara Rasa, the beauty,
flirty words, and behaviour of the protagonist
who is the Alambana are Alambana-related
Uddipana Vibhavas, while a moonlit night,
the scent of flowers, and a cool breeze are
external Uddipanas.

3.1.3 Anubhava: The
Outward Expression

Anubhava The literal meaning of
Anubhava is "that which follows." Anubhava
is the physical manifestation of an internal
Bhava. The author of Sahityadarpana states,
@PM)EIEAI Qfld:00 EOQITVOMV)aIMOGD:0. In
the world, whatever is expressed outwardly
by Rama and others, indicating their internal
Rati and other Sthayi Bhavas, through
Alambanas like Sita and Uddipanas like
the moon, is called Anubhava in poetry and
drama. It is natural for a person's inner Bhavas
to have outward expressions. Therefore, we
come to know the unseen internal Bhavas
through these outward expressions. In short,

this outward expression is the Anubhava.

Angika Anubhava Angika Anubhava
refers to the physical gestures of the subject
that are under their control. Clenching one's
teeth or glaring with one's eyes when angry
are examples of this.

Satvika Anubhava Some physical
emotions and actions are not under the
control of the subject. For instance, even
if we do not want to tremble, we do so when
we are scared. Such Anubhavas are called
Satvika Anubhavas.

3.1.3.1 Vyabhichari (Sanchari)
Bhava: The Auxiliary

The prefix 'vi' in the word vyabhichara
stands for 'specially’, and the prefix 'abhi'
stands for 'directly' or 'facing'. The definition
1S 01160002 J0E12YCRINM 21Bla ) AIYEla DGIE3.
Just as there are no waves without an ocean,
there are no Vyabhichari Bhavas without
the fundamental Sthayi Bhava. They are
also called Sanchari Bhavas because they
cause the Sthayi Bhava to 'travel' throughout
the poem. Rhetoricians describe the Sthayi
Bhava as an ocean and the Sanchari Bhavas
as the waves that come and go, rise and
fall, and move in the same ocean. When the
waves rise and fall, they also merge with
the form of the ocean. They both move by
themselves and cause the Bhava to move.

Sthayi Bhava: The Foundational Emotion

Sthayi Bhava Sthayi Bhava is the
foundational emotion (moola kanda)
of Rasa. Just as the ocean absorbs the
floodwaters of various rivers that flow
into it and remains stable in its ocean-
form, so too does the Sthayi Bhava. This
Sthayi Bhava is expressed through Vibhava,
Anubhava, and Vyabhichari Bhavas. The
Sthayi Bhava of each Rasa is given below:
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Rasa Sthayi Bhava
Sringara Rati

Vira Utsaha
Karuna Shoka
Adbhuta Vismaya
Hasya Hasa
Bhayanaka Bhaya
Bibhatsa Jugupsa
Raudra Krodha
Shanta Shama

3.1.3.2 Samyoga and Nishpatti:
Diverse Interpretations

Samyoga The word samyoga in the Rasa
Sutra has been interpreted in different ways.
Samyoga can mean connection, combination,
or union. However, there is disagreement on
the nature of this connection. When Vibhava,
Anubhava, and Vyabhichari are combined in
some way, the Sthayi Bhava becomes Rasa.
Bharata clarifies the relationship between
Sthayi and the Vibhavas with some examples.
He paints a picture of a king surrounded and
served by many attendants. Although the
king and his attendants have some common
duties, their relationship in art is like that
of a king and his attendants, where one is
the king and the others are his attendants.
The king’s kingship is revealed through the
service of his attendants. Similarly, without
an appropriate relationship with the Vibhavas,
the Sthayi becomes mere Bhava.

There are many different interpretations
of the word nishpatti in the Rasa Sutra.
Similarly, there are different interpretations
regarding in whom the Rasa is produced.
Since the elements of natya are the poet,
the character, the actor, and the spectator,
and the elements of poetry are the poet, the
character, and the connoisseur, the question
of in whom Rasa is produced is relevant.

3.1.4 The Utpatti Vada
(Theory of Production)

The Utpatti Vada of Bhatta Lollata Bhatta
Lollata puts forward the view that Rasa is
produced (utpanna). His theory is known as
Utpatti Vada. When Vibhava and Anubhava,
etc., are combined with a Sthayi Bhava, it
is nourished. This nourished Sthayi Bhava
itself is Rasa. Although this exists in the
original character, it is also attributed to
the actor. The word nishpatti here refers
to the production (utpatti) of Vibhavas,
the inference (anumiti) of Anubhavas, and
the nourishment (pushti) of Vyabhicharis.
Samyoga refers to production. Bhatta Lollata
presents this opinion based on the play
Abhijiianasakuntalam. Rasa is produced
in characters like Dushyanta. By imitating
that character, the actor also gets a sense
of Rasa. The Rati Bhava of Dushyanta is
awakened by the Alambana Vibhava of
Shakuntala and the Uddipana Vibhava of
the garden. The Sthayi Bhava, manifested
by Anubhavas like glances and nourished
by Sanchari Bhavas like modesty, becomes
Sringara Rasa. In a skilled actor, the same
Rasa that was in Dushyanta is manifested.
The spectator who watches this also gets
a share of that Rasa. Although the Sthayi
Bhava of Dushyanta does not actually happen
in the actor, the audience is deluded into
thinking so and experiences joy.

3.1.4.1The Anumiti Vada
(Theory of Inference)

The Anumiti Vada of Sankuka interprets
samyoga as a relationship of that which is
inferred and that which infers, and nishpatti
as inference (anumiti). Inference itself is
anumiti. What is inferred is anumapya. The
element that enables inference is anumapaka.
On stage, the spectator gets the impression of
Dushyanta in the actor who is performing as
Dushyanta. The impression of Dushyanta in
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the actor is different from the four common
types of impressions: true, false, doubtful,
or similar. It is an impression born from the
principle of the “horse in the painting.” The
horse in a painting is neither real nor false.
In the context of the stage, the impression
of Dushyanta in the actor cannot be called
a reality. The impression of Dushyanta in
the actor is artificial. The Anubhavas and
Sanchari Bhavas are also artificial. However,
through practice, the actor can create an
impression of being natural. Thus, through
the combination of artificial but seemingly
natural Vibhavas, Anubhavas, and Sanchari
Bhavas—that is, through a relationship of
the inferred and that which infers—the
inference of Rati and other Bhavas in the
actor becomes possible.

3.1.5 The Bhukti Vada
(Theory of Enjoyment)

The Bhukti Vada of Bhatta Nayaka
Vibhavas like Shakuntala, which produce
Rasa, are directed towards Dushyanta. Due
to universalisation (sadharanikarana), the
individuality of Shakuntala is considered in
a general sense as a wife, but this argument
is not relevant to the spectator. This is
because the experience of Sringara Rasa
does not arise from remembering one’s
wife. Someone without a wife should also
experience Rasa. When the Rati of divine
characters 1s manifested, universalisation
does not take place. Rasa has no production
or inference, neither on its own nor in
others. This is because manifestation is only
possible for a real object, and Dushyanta,
etc., are not real. Rasa is an experience. It
does not exist before or after the time of
experience. In that case, the manifestation
of Rasa is also unacceptable. In this way,
Bhatta Nayaka rejects the previous theories
of Rasa production, Rasa inference, and
Rasa manifestation. According to Bhatta
Nayaka, the words in a poem have three
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functions: abhidhayakattva, bhavakattva,
and bhojakattva. Abhidhayakattva (abhidha
vyapara) is concerned with meaning.
Bhavakattva vyapara is concerned with
Rasa, etc. Bhojakattva is concerned with
the connoisseur. The knowledge of meaning
that arises from abhidha is universalised by
bhavakattva. Bhojakattva operates on the
Rasa, etc., that arises from universalisation.
Through bhojakattva, the connoisseur is able
to enjoy (bhujikkan) the Rasa.

3.1.5.1The Abhivyakti Vada
(Theory of Manifestation)

The Abhivyakti Vada of Abhinavagupta
When the cause, effect, and auxiliary of
worldly Rasa experience are combined with
the processes of vibhavana, anubhavana, and
sancharana in poetry and drama, they are
called the unworldly Vibhava, Anubhava,
and Sanchari Bhava. In the world, joy only
arises from a cause of joy, and sorrow from
a cause of sorrow. Abhinavabharati is the
commentary on Bharata Muni’s Natyashastra
written by Abhinavagupta.

Shanta Rasa: The Path to Salvation

In the sixth chapter of Abhinavabharati,
after describing the eight Rasas, he says

the following about Shanta Rasa:@wlo
UDOGATO MOB VOAMLOOWVIRONDGRE:E GROGU(n ]
QUBTME. TV ) OODILEMOMONAUOINY

000@0)aL §031E13INEOH ATV 2 IBIED.
The Shanta Rasa, which has shama as its
Sthayi Bhava and gives salvation, is produced
from Vibhavas like philosophical knowledge
(tattvajfiana), detachment (vairagya), and
purity of mind (chitta shuddhi).

Q@ M B)seio M AVYRI0 M GBIGAHD
Moalil AEMOO TVMS MVBGAIAH) B)E®aH)
@V YoM (A ILOIBMO V3

The one that has neither sorrow nor
happiness, nor hatred nor envy, and is
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equanimous towards all beings, is famously
known as Shanta Rasa. Abhinavagupta
describes this Shanta as being in the form
of nature. All other Rasas are in the form of
emotions. All emotional forms arise from
the form of nature and merge back into it.
The characteristics of a devotee described
in the Bhagavad Gita are also the same as
the characteristics of Shanta Rasa according
to Abhinavagupta.

@RGBRIYI MVABQYER)MIMI0 OO0
06N ol ol

MAWE20 MOa08HO03
aLABYEIANVYELIHA

These are the characteristics of a devotee
as described in the twelfth chapter of the
Bhagavad Gita.

There are two views on the Sthayi Bhava
of Shanta Rasa: one is shama, and the
other is nirveda. Since nirveda arises from
tattvajiiana, shama and nirveda are one and
the same in a way. Abhinavagupta also says
that rati can be the Sthayi Bhava of Shanta
Rasa. The one who establishes rati in the Self
experiences bliss in the Self. Similarly, he
proves that the Sthayi Bhavas of other Rasas
like hasya can also be the Sthayi Bhava of
Shanta Rasa. Later, he rejects this opinion
from a theoretical perspective and, quoting
his guru Bhatta Tauta, establishes that only
consciousness in the Self, or self-realisation,
or philosophical knowledge can be the Sthayi
Bhava of Shanta Rasa. He also says that
the Self will not be the Sthayi Bhava of
any other Rasa. In the experience of Rati
and others, the pure form of the Self is not

manifested. Since the experience of Shanta
Rasa is different from the experience of Rati
and others, Shanta had to be counted as a
separate Rasa. He justifies this by saying
that since the Self'is not perceived as being
separate in the world, and in Shanta Rasa
it is enjoyed separately, Shanta Rasa is
counted. Moreover, Abhinavagupta also
holds the opinion that Shanta is the king of
Rasas (Rasaraja). He also describes bhakti
(devotion) and shraddha (faith) as subordinate
Rasas to Shanta Rasa.

It is the sweetness (madhurya) of a
poem that softens the heart of the reader.
According to Anandavardhana, the author
of Dhvanyaloka, this sweetness intensifies
in the Rasas of Sringara, Vipralambha, and
Karuna.

W0J0NOGO Qil(aILIOBIGEIY HO)GEM ol
(adBHBaHQI®)

DOWYOLMIB(B®I0

IOV (@IW]Ho AMS

However, Mammata believes that the
greatest sweetness is found in Shanta Rasa.
The Rasa in hymns (stotras) is mostly Shanta.
The Rasa of poetry and the Rasa of natya
are both unworldly. In a poem, whatever the
Vibhava, the experience is one of joy. Thus,
the Vibhavas and Rasa become unworldly.
Legal theory dictates that even if the cause is
destroyed, the poem is not destroyed. Rasa
1s not an effect, because without Vibhavas,
Rasa has no function. Rasa only has a lifespan
for as long as the Vibhavas exist. The Rasa
of poetry can only be obtained from the
poem itself.

m SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics @
X ~



Recap

¢ Rasa theory is a major part of Indian art theories.
¢ Bharata Muni is the originator of the Natyashastra.
¢ According to Indian art theory, the goal of art is the experience of Rasa.

¢ Bharata recorded the formula: afeoaiomyeoalalyElalodl mocwowod
QIUMaHia @)’ .

¢ The meaning of Vibhava is 'cause' or 'reason’.

¢ The meaning 'that which is specially manifested' is relevant here.

¢ Vibhavas are of two types: Uddipana and Alambana.

¢ Uddipana Vibhavas are those that stimulate the Bhavas.

¢ Alambana Vibhavas are those that provide a support for the Bhavas.
¢ Alambana Vibhava is the conceptual basis of the Bhava.

¢ The prefix 'vi' in the word vyabhichara means 'specially’, and the prefix
'abhi' means 'directly' or 'facing'.

¢ The definition is "afleuond] 2 joE12)E6 1 M 21010 JAILE] 21061 E>0D .

¢ Just as there are no waves without an ocean, there are no Vyabhichari
Bhavas without the fundamental Sthayi Bhava.

¢ They are also called Sanchari Bhavas because they cause the Sthayi
Bhava to 'travel' throughout the poem.

¢ Rhetoricians describe the Sthayi Bhava as an ocean and the Sancharis as
the waves that come and go, rise and fall, and move in the same ocean.

¢ When the waves rise and fall, they also merge with the form of the
ocean. They both move by themselves and cause the Bhava to move.

¢ Sthayi Bhava is the foundational emotion (moola kanda) of Rasa.

¢ Just as the ocean absorbs the floodwaters of various rivers that flow into
it and remains stable in its ocean-form, so too does the Sthayi Bhava.

¢ This Sthayi Bhava is expressed through Vibhava, Anubhava, and
Vyabhichari Bhavas.
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¢ Itis the sweetness of a poem that softens the heart of the reader.

¢ According to Anandavardhana, the author of Dhvanyaloka, the sweetness
intensifies in the Rasas of Sringara, Vipralambha, and Karuna.

¢ There are two views on the Sthayi Bhava of Shanta Rasa: one is shama,
and the other is nirveda.

¢ Mammata believes that the greatest sweetness is found in Shanta Rasa.

¢ Abhinavabharati is the commentary on Bharata Muni's Natyashastra
written by Abhinavagupta.

Objective Questions

1. Who is the originator of the Natyashastra?
2. What is the meaning of Vibhava?

3. What are the two types of Vibhava?

4. What stimulates the Bhavas?

5. What provides the support for the Bhavas?
6. What is the foundational emotion of Rasa?

7. What is the name of the commentary on Bharata Muni’s Natyashastra
written by Abhinavagupta?

Answers

1. Bharata Muni.

2. Cause, reason.

3. Uddipana and Alambana.
4. Uddipana Vibhavas.

5. Alambana Vibhava.
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6. Sthayi Bhava.

7. Abhinavabharati.

Assignments

1. Explain the Rasa Sutra.
2. Explain Sthayi Bhava.
3. Describe Vibhava, Anubhava, and Vyabhichari Bhava.

4. Collate the interpretations of the Rasa Sutra.
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The Theory of Rasa and
Pl its Definition according to
Bharata’s Natyashastra

UNIT

Learning Qutcomes

Upon completion of this unit, the learner will be able to:
¢ explain the definition of Rasa.
¢ analyse the famous Rasa Sutra.
¢ distinguish between Sthayibhava and Rasa.

¢ understand the historical context of the Rasa theory.

Prerequisites

The theory of Rasa is considered paramount among Indian aesthetic theories. By
superseding other literary theories, ‘Rasa’ has been elevated to a central position in
poetry and other arts. Bharatamuni, the author of the Natyashastra, is considered the
originator of the Rasa theory. However, in the Kavyamimamsa, Rajashekhara states
that Nandikeshvara is the originator of the Rasa theory. The Natyashastra mainly
deals with acting, dance, music, and Rasa. Bharatamuni views acting, dance, and
music as the means of expressing Rasa. He states that without Rasa, nothing else
is of any use. Bharatamuni substantiates this in the Natyashastra with the phrase:
"Maol EILIBYE® HuRBAMN: (alaidome®’” (No meaning proceeds without Rasa).

There are many examples to suggest that the awareness of Rasa existed in India even
before Bharata. It is stated in the text that Bharatamuni composed the Natyashastra
at the request of Brahma. The Natyaveda was created by taking elements from the
four Vedas. It is said that Rasa was taken from the Atharvaveda. Therefore, it can be
assumed that the knowledge of Rasa existed in India even before Bharatamunijs time.
The Natyashastra is also known as the fifth Veda. The fact that Patanjali exemplified
“omleso ms:* (the actor is a connoisseur) in his Mahabhashya on the Panini Sutras
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proves that discussions on Rasa were active in India even before the composition of
the Natyashastra. It is possible that Bharatamuni formalised a principle that emerged
from various scholars into a theory in the Natyashastra.

Keywords

Rasa, Natyashastra, Bharatamuni, Rasa Sutra, Sthayibhava, Vibhava, Anubhava,

Vyabhicharibhava

Discussion

3.2.1 Bharatamuni

Bharatamuni is the author of the
Natyashastra. Many scholars point to various
periods between the second century BCE
and the second century CE as Bharatamuni’s
lifetime. There are conflicting opinions
regarding his name and lifetime. Some
believe that Bharata is a general name used
for a community. It is the Bharatas who
make a living by performing arts such as
acting, dance, and drama. Some believe that
the Natyashastra is a compilation of the
rules and traditions that the Bharatas have
followed for generations. There is also an
opinion that the Natyashastra that exists
today is a condensed version, prepared
by someone under Bharata’s name, of the
Natyaveda Sambhita that the original Bharata
composed for his disciples in six thousand
verses. Whether the name Bharatamuni is
real or assumed, the time of the present
Natyashastra is estimated to be between 300
BCE and 150 CE. (Vedabandhu, Rasabharati,
Abhinavagupta’s Rasa Theory, p. 17)

It would not be wrong to say that the
Natyashastra is an encyclopaedic text that
deals with the art of drama and other related
arts such as literature, music, painting, and
architecture. Some chapters of this are of

R

importance in the science of poetics. The
discussion of Rasa in the sixth chapter
is the most important. The Natyashastra
originated as a solution to a world where
virtue was declining and evil was increasing.
In this regard, the work has the importance
of providing instruction. However, for any
instruction to be effective, it must be subtly
conveyed while delighting the audience, in
a way that it does not feel like instruction.
The author of the Natyashastra has adopted
this method. In short, the goal of the art
of drama is to provide both instruction
and delight simultaneously. Bharata states
that drama is in accordance with Dharma,
generates wealth, provides fame, and
gives instruction. It showcases all kinds of
actions that can happen in the world. Drama
becomes instructive by depicting the actions
of superior, middle, and inferior types of
people. Drama is capable of providing all
kinds of instruction to everyone.

3.2.1.1 Bharatamuni’s

Natyashastra

The history of Indian literary theories
begins with the Natyashastra. The
Natyashastra was written by Bharatamuni.
The Natyashastra is in the form of a dialogue,
where the sage answers the doubts related to
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drama of the sages of the Atri lineage, such
as Atreyas, on a holiday. This text, which
contains 6000 verses in thirty-six chapters,
is also called ‘sadsahasr1’. In addition to
the Mahabharata, the Natyashastra is also
called the fifth Veda. The reason for this
is that the Natyashastra is the Natyaveda.
Bharatamuni’s opinion is that he received
the Natyaveda from Brahma. Moreover,
this belief helps to confirm the supernatural
nature of drama. This great text deals with
various aspects related to drama, from its
origin to the construction of the theatre, Rasa,
physical acting (angika), music, instruments,
ten types of drama (dasariipa), and their
characteristics. The subjects mentioned in
the thirty-six chapters of the Natyashastra
are as follows:

In the first chapter of the Natyashastra,
Bharatamuni describes the origin of the
dramatic performance in a story format.
Since the Vedas were not to be studied by
the Shudras, Brahma told Bharata to create
a fifth Veda that could be seen and heard
by people of all castes. Accordingly, he
created the Natyaveda by taking the text
(pathya) from the Rgveda, the music (gita)
from the Samaveda, the acting (abhinaya)
from the Yajurveda, and the Rasa from the
Atharvaveda. He then trained his hundred
sons in it. The debut of the first play, the
subsequent revolt of the asuras, and Brahma’s
consolation are all described here. The second
chapter deals with the method of constructing
the theatre. There are three types of theatres.
Bharata goes into the details of the theatre,
the green room, the auditorium, and the
placement of the pillars. Instructions for
paintings and other decorative work on the
walls are also found. The knowledge of the
author of the Natyashastra about the art of
house construction is evident in this chapter.
The next chapter is about the worship of the
stage deities. The fourth chapter describes
the different types of dance. The fifth chapter
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contains a description of the preliminary
rituals. The Nandi, the five types of dhruvagiti
required for the preliminary rituals, and the
prologue (prastavana) are all discussed here.

The sixth and seventh chapters discuss
Rasa and bhava. The subsequent chapters are
about the four types of acting: Sattvika (acting
through emotions), Angika (acting through
the body), Vacika (acting through speech),
and Aharya (acting through costumes and
makeup). Acting with the upper parts of the
body, hand gestures, and body movements
are the subjects of chapters eight to ten.
The eleventh chapter is about carT (a type of
exercise with one leg). The twelfth chapter
contains a description of mandalas (like the
kalasam in Kathakali). The next chapter
advises on the special movements that should
be brought in according to the nature of the
characters and the variations in rasa. This is
the chapter that shows how much decorum
actors should observe in their performance.
In the next chapter, kaksya (the division
of stage space according to the characters’
positions), the pravrttis that reveal the stories
based on regional costumes, languages, and
customs, and the lokadharmt and natyadharmi
(natural and stylised conventions of acting)
are discussed. Chapters fifteen to twenty-
two deal with Vacikabhinaya.

Aharyabhinaya is described in the
twenty-third chapter. Here, valuable advice
is given on how to achieve authenticity
in acting using costumes and ornaments
such as masks, jewellery, and makeup. The
twenty-fourth chapter, which deals with
Samanyabhinaya, also discusses the erotic
gestures of women, their natural adornments,
the natural adornments of men, the different
types of physical acting, the different types
of acting based on the meaning of the poetry,
the acting of sound and touch, as well as
the different natures of women, the ways
of courtship, and the ten states of love. The
next chapter is a critique of the external
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rituals of courtesans, which include artistic
specialities. The twenty-sixth chapter, which
deals with citrabhinaya (figurative acting),
discusses some special things to be followed
in angikabhinaya. The following chapter,
called Siddhivyanjaka, describes how
to understand if a performance has been
successful and what external factors make
a performance unbeautiful. The twenty-
eighth chapter is on the rules of musical
instruments. The next three chapters contain
detailed descriptions of instruments such as
the vina, flute, and percussion instruments.
A detailed discussion of dhruvagitis is given
in the thirty-second chapter. The thirty-third
chapter describes percussion instruments
such as the mrdanga. The next chapter, called
Prakrtivicara, is about the different natures
of characters such as the heroine and hero.
The thirty-fifth chapter contains invaluable
advice on what kind of people to choose as
characters. The end of that chapter contains
a discussion of who should be in a theatre
troupe. The Natyashastra concludes with
the thirty-sixth chapter, called Natyavatara,
which tells how drama, which was born
in heaven, came down to earth. Drama is
the body and literature is the soul. That is
why the Rasa in drama becomes the Rasa in
literature. This is why students of literature
study the Natyashastra, which is a treatise
on the art of acting.

3.2.1.2 Discussion of Rasa in

the Natyashastra

The Natyashastra is a great text that laid the
foundation for the growth and development of
Eastern literary philosophy to this day. In this
text, believed to have been composed before
Christ, Bharatamuni extensively discusses
various arts. The famous Rasa Sutra and its
analysis are found in the sixth chapter of the
Natyashastra, known as Rasavikalpa. The
Rasa Sutra is: “o(@ aflgoaiomyeoaiaiyElal

201aVoCWIMIBIVMIa¥aloms.”” The word
<tatra) refers to drama. By the logic that what
is applicable to drama is also applicable to
literature, the Rasa Sutra is about the soul
of literature. The various later commentaries
on this Rasa Sutra are also famous. The
word Rasa has many meanings. It has many
meanings such as taste, desire, fruit juice,
sound, appreciation, water, and love. The fluid
extracted from food by the digestive organs is
also called Rasa. In the Upanishad, it means
the universe. Bharatamuni says that what
is relishable is Rasa. He has also explained
the technical terms vibhava, anubhava, and
vyabhicaribhava. There are three types of
bhava: sthayibhava, vyabhicharibhava, and
anubhava. Sthayibhava means that which
is permanent. There are nine sthayibhavas:
rati (love), hasa (laughter), shoka (sorrow),
utsaha (enthusiasm), bhaya (fear), jugupsa
(disgust), vismaya (wonder), and shanta
(calm). The sthayibhavas are what mature
into Rasa. All bhavas have Rasa. There is
no Rasa without bhava. There is no bhava
without Rasa. It is the vyabhicharibhavas that
help the sthayibhavas reach the state of Rasa.
There are thirty-three vyabhicharibhavas.
Sattvikabhavas are the emotions that are
manifested in the body from the movements
of the mind. Eight Sattvikabhavas are
mentioned. Vibhava is the medium used to
express bhava in the art of drama. Vibhava
is divided into two: alambana (the basis) and
uddipana (the stimulant). The word samyoga
in the sutra means «combination>. The first of
the Rasa Sutra commentators is Bhattalollata.
His argument is known as the theory of
origination (utpattivada). The theory of
inference (anumitivada) of Sri Sankuka, the
theory of experience (bhuktivada) of Bhatta
Nayaka, and the theory of manifestation
(abhivyaktivada) of Abhinavagupta are
also important Rasa Sutra commentaries.
There are many opinions regarding Shanta
Rasa. There are different opinions regarding
Shanta Rasa in the Natyashastra. In addition
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to that, various principles of literary science
such as the number of rasas, Shanta Rasa,
and rasavighnas have been discussed in the
Natyashastra and its commentaries. It is
Abhinavagupta, who wrote the commentary
on the Natyashastra, who extensively
discusses the rasavighnas. Many scholars
have also raised the opinion that since Rasa
theory is related to the human mind, it is in
line with modern psychological thoughts.

3.2.2 Rasa Theory

Bharatamuni»s Natyashastra is the most
ancient text on the science of art found in
India to this day. As the name suggests, it
is the science of drama—the science of the
art of drama and its acting. Nevertheless,
Bharatamuni himself has said that there is
nothing that is not in it.
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Arts such as dance (nrtta), expression
(nrtya), music, and literature, which are
related to the art of drama, have all been
discussed in it. Among these, literature is of
paramount importance to the art of drama.
As Bharatamuni himself has said, it is the
body of drama (Natyatanu). Rasa theory is
an artistic principle that the sage presents
during the discussion of the arts. All aesthetic
theories that have emerged to date fully
accept the Rasa theory.

On a non-studious day, great sages like
Atreya came to Bharatamuni’s hermitage.
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The composition of the Natyashastra is in
the form of Bharatamuni’s answers to their
questions. The sages asked what the summary
of drama was. This question is about what
the main components of drama are. The
sage explained that the summary of drama
is thirteen: Rasa, Bhava, Abhinaya, Dharmi,
Vrtti, Pravrtti, Siddhi, Svara, Atodya, Gana,
Prakrti, Upacara, and Mandapas. Hearing that
answer, the next question was what is Rasa
and how does it become Rasa? They also
asked what a bhava is and what it causes. The
sage’s answers to these questions are in the
sixth and seventh chapters of the Natyashastra,
Rasavikalpa and Bhavavyatfijaka. Starting
to answer these questions, the sage said,
“Let’s first explain Rasa itself, for without
Rasa, nothing can happen.” Through this
introduction, he explains how Rasa comes
into being.
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This is the famous Rasa Sutra. There (in
drama and literature), Rasa is produced by
the combination of vibhavas, anubhavas,
and vyabhicharibhavas. Before entering into
the discussion of how Rasa is produced, an
explanation of the technical terms used in
this sutra is necessary.

First, the word ‘Rasa’ has many meanings:
taste, desire, fruit juice, sound, appreciation,
and water. It is also used in the sense of the
fluid that the digestive organs extract from
food. It also means love. In the Upanishad,
Rasa means the universe.

In the Taittiriya Upanishad:
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Rasa is he (the supreme being, Brahma).
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This living soul, having tasted that Rasa,
attains bliss. In this way, the word Rasa,
which is common in literature, science, and
everyday life with various meanings, is used
by Bharatamuni in a specific sense.

"@R(MIa0 - OV DM &8 al3odons?’ What
is meant by the word Rasa?”

Dalye®m, @ravIosymIo®” “The answer is:
because it is relishable.”

In this way, the sage himself, by raising
the question, also gives the meaning as ‘that
which is relishable’. Bharatamuni has also
explained the speciality of relishability with
an example. When a person eats rice with
various curries and is happy, he enjoys and
delights, doesn’t he? Rasa is that kind of
relishability. In other words, Rasa is the
relishability that culminates in bliss.

The technical terms vibhava, anubhava,
and vyabhicharibhava must also be examined
in the same way. Anubhava and vyabhichari
are both types of bhavas. If one knows what
a bhava is, what is meant by those two words
will become clear. Vishvanatha Kaviraja
has defined bhava as the first movement
that occurs in a tranquil mind.

“MBail®»00000EH: aflcom @l
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In a single word, bhava is emotion. In the
seventh chapter of the Rasa Sutra, the sage
himself has raised a doubt about the sense
in which the word bhava is used. <What is
the reason for calling it a bhava? Does it
mean <that which happens» or <that which
causes to happen»?»
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The root <bhiiy, which means «<to be»,
has many meanings such as «caused to be»,
<pervaded>, and <to be doney.
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If all these are put together, bhava can
have various meanings. According to the
sage, it can mean that which happens, that
which causes to happen, that which reaches
the state of Rasa, that which spreads, and
that which causes relish.» Any work of art
presents life. Art does not simply copy the
external form of life as it is. When the artist
analyses life to express it, life takes the form
of emotion before him. In the artist>s view,
life is the sum total of emotions. In this way,
life that seeks to be expressed can be seen
as emotion. Another name for this emotion
in the world of art is bhava. To understand
the speciality of bhava in the art of acting,
the specialities of that art must be examined.
In the art of acting—in a play—there are
four categories (components): the writer,
the character, the actor, and the spectator.
During a performance, the writer is not in
front of the spectator. The character and
the actor are one on the stage. Only the
actor, who has taken on the form of the
character, and the spectator are in the play.
Here, when the actor acts, emotions arise in
the spectators. Therefore, the meaning <that
which happens is relevant for bhava! The
emotions that arise in the spectator while
watching the performance are not his own.
They are caused by the actor. Therefore,
the word bhava, which means <that which
causes to happen, is very significant. All
the emotions that arise while watching the
performance reach the state of Rasa. For this
reason, the word bhava, which means <that
which reaches the state of Rasay—bhavita—is
also meaningful. All the emotions that the
actor presents spread in the hearts of all the
people watching it. Therefore, the meaning
<that which spreads is also appropriate for
the word bhava. Whatever the emotion, it will
cause bliss in the spectator. Therefore, bhava
also has the meaning <that which causes to
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be relished>. In this way, bhava has various
layers of meaning.

There are fifty bhavas including Shantha
Rasa. The Natyashastra has classified this
universe of bhavas into three, based on
the ability of each bhava to become Rasa.
A few bhavas will transform into Rasa.
Others can only assist in the attainment
of Rasa. Some bhavas will only indicate
the downward flow of the transformation
of Rasa. In this way, the classification of
bhavas is based on their ability to attain
Rasa and their role in transforming bhava
into Rasa. On this basis, bhava is of three
types: Sthayibhava, Vyabhicharibhava, and
Anubhava (Sattvikabhava).

Sthayibhavas

Sthayi means ‘that which is permanent’.
All bhavas are those that arise quickly and
disappear. However, there is a group of
permanent bhavas that, although transient,
are present in life from beginning to end.
Bharatamuni recognises eight sthayibhavas:
rati, hasa, shoka, krodha, utsaha, bhaya, jug-
upsa, and vismaya. The ninth Rasa, shanta
(shama), was added by later scholars. All
human beings have an attachment to the
objects of the world. It is something that
is present in life from beginning to end.
Similarly, during the effort to acquire what is
desired, one sometimes laughs at one’s own
experiences. Others sometimes mock that
delusion. Hasa is a bhava that is permanent
in human life. When the beloved objects,
embraced with that laughter, are lost, the
experience of the mind being completely
in pain is also an inseparable part of life.
Shoka is a permanent bhava in life. Anger
flares up against anything that obstructs the
passion to acquire what is pleasing to the
heart. Krodha is also a bhava that does not
leave a human being. When it seems that a
beloved object can be reached, the energy

and enthusiasm that fill a person do not leave
him. Utsaha is a permanent bhava of human
life. When all the beloved things have been

acquired, one becomes afraid of what will
happen next. It is clear here that bhaya is
a permanent bhava that does not leave the
human mind. While there is an attachment
to what is desired, there is also a natural
hatred towards all unpleasant experiences
that come along. Therefore, jugupsa is also
with human life. When unexpected things
happen in the rush to get what is desired, the
feeling of wonder is also a state that does
not leave life. In short, vismaya is an innate
bhava of the human mind. In the end, the
mind, which fights with all favourable and
unfavourable experiences that come along
in the eagerness to maintain everything that
is desired, naturally suppresses these pas-
sions. ‘Shama’ is a permanent state in life. In
short, life is the process of hands, extended
to acquire everything that is pleasing to the
mind, getting hurt, laughing, getting angry,
getting scared, hating, and feeling wonder,
and then returning on their own. Therefore,
life can be said to be synonymous with per-
manent bhavas.

Only sthayibhavas have the ability to
transform into Rasa. Therefore, in the uni-
verse of Rasa, sthayi has supreme authority.
The sage says that the relationship of sthay-
ibhavas with other bhavas is like that of a
guru with his disciple or a king with his
subjects. Just as a king is to his subjects,
and a guru is to his disciples, the sthayi is
the bhava of all other bhavas. This is the
speciality of sthayibhava.
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All bhavas have Rasa (are of the nature
of Rasa). There is no Rasa without bhava.
There is no bhava without Rasa. It is clear
that there is a mutual relationship between
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bhava and Rasa. Although all bhavas are
of the nature of Rasa, only the sthayibhava
has the ability to reach the state of Rasa
and make all other bhavas its instruments.
Although all are human beings, only some
are able to rise to a leadership position and
make others their followers. This is the
situation with sthayibhavas as well. The
ability of sthayibhavas to flare up in the
soul like fire in dry firewood is another of its
specialities. A sthayibhava has to confront
many favourable and unfavourable bhavas.
At all such times, only the sthayibhava has
the ability to assimilate these bhavas. No
matter what kind of water flows into the
ocean, the ocean does not lose its identity.
Furthermore, it turns all the water that comes
into it salty.
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Similarly, the ability to withstand any
favourable or unfavourable bhavas that
may arise and assimilate them all is another
speciality of the sthayibhava. The specialities
of sthayi can be summarised in this way: it
has the ability to reach the state of Rasa; it
can flare up in the entire human soul; and
it has the power to make all other bhavas
into helpers in reaching the state of Rasa.
In all these ways, the sthayibhava stands as
the bhava of all bhavas.

It is the sthayi itself that transforms into
Rasa. So, is it necessary to have two names,
sthayibhava and Rasa? This question is
justified. These two names are to denote
the difference in state. Rice itself becomes
cooked rice. Rice and cooked rice are two
forms of the same thing. Similarly, Rasa is
the state during appreciation and sthayibhava
is the state when it is not being appreciated.

Although two names have been given for
this difference in state, both are the same.
The mutual relationship between sthayi and
bhava is clear here.

Sthayi Rasa

Rati Shringara
Hasa Hasya
Shoka Karuna
Krodha Raudra
Utsaha Vira
Bhaya Bhayanaka
Jugupsa Bibhatsa
Vismaya Adbhuta
Shama Shanta

Rati, hasa, shoka, krodha, utsaha, bhaya,
jugupsa, and vismaya are, in order, the sthayi
bhavas of the eight rasas.**Shringara, hasya,
karuna, raudra, vira, bhayanaka, bibhatsa,
and adbhuta are the eight rasas that are in
drama.

Rati is abundant in all castes, extremely
familiar, and delightful to all people. That is
why Shringara is mentioned first. Hasya is
the Rasa that follows Shringara. Therefore,
Hasya is mentioned second. Shringara and
Hasya are related to the purusartha (aim of
human life) of ‘kama’. Karuna, which is
the opposite of Hasya, is mentioned next.
Following that, Raudra, which is the cause
of Karuna, is mentioned. Karuna and Raudra
are related to the purusartha of ‘artha’. Artha
and kama are born from ‘dharma’. Therefore,
Vira, which is related to the purusartha of
‘dharma’, is mentioned next. Vira is the
one who provides refuge to the frightened,
so Bhayanaka is mentioned next. Since the
vibhava of Bhayanaka and Bibhatsa can be
similar, Bibhatsa is mentioned next. The
result of Vira Rasa is the sthayibhava of
vismaya. Therefore, Adbhuta is mentioned
next.
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Recap

¢ The Theory of Rasa is the most important among Indian aesthetic theories.

¢ Bharatamuni is credited with originating and formalizing the Rasa theory
in the Natyashastra.

¢ Rasa was derived from the Atharvaveda to create the Natyaveda.

¢ The Natyashastra is an encyclopaedic text dealing with drama and related
arts like music and literature.

¢ Bharatamuni asserts that nothing proceeds without Rasa (ma0l emvosye®
HUBA®N: (a1AIBCE®).

¢ The Rasa Sutra is found in the sixth chapter, Rasavikalpa.

¢ Rasa is defined as that which is relishable (asvadyatvat) and culminates
in bliss.

¢ The Rasa Sutra states Rasa is produced by the combination of vibhava,
anubhava, and vyabhicaribhava.

¢ Bhava (emotion) is the first movement in a tranquil mind (nirvikaratmake
citte).

¢ There are three types of bhavas: sthayibhava, vyabhicharibhava, and
anubhava.

¢ Sthayibhavas are permanent emotions that transform into Rasa.
¢ The relationship of sthayibhava to other bhavas is like a king to his subjects.

¢ Rasais the state during appreciation, while sthayibhava is the state when
it is not being appreciated.

¢ The eight primary Sthayibhavas lead to the eight Rasas found in drama.

¢ Abhinavaguptars theory of manifestation (abhivyaktivada) is a key
commentary on the Rasa Sutra.
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Objective Questions

1. Who is considered the originator of the Rasa theory according to the
Natyashastra?

2. What is the famous phrase Bharatamuni uses to emphasize the importance
of Rasa?

3. The Natyashastra is also known by the name 'sadsahasr’ because it
contains how many verses?

4. From which Veda is Rasa said to have been taken to form the Natyaveda?

5. What is the name of the theory of origination (utpattivada) commentator
on the Rasa Sutra?

6. Which type of bhava is permanent and has the ability to transform into
Rasa?

7. What is the Sthayibhava for the Rasa known as Raudra?
8. Which chapter of the Natyashastra contains the famous Rasa Sutra?
9. Vibhava is divided into which two components?

10. The purusartha (aim of human life) associated with Shringara and Hasya is?

Answers

1. Bharatamuni

2. Madl 0VIBLE® GuRilddmo: («laidome® (No meaning proceeds without
Rasa)

3. 6000
4. Atharvaveda
5. Bhattalollata

6. Sthayibhava
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7. Krodha (Anger)
8. Sixth Chapter (Rasavikalpa)
9. Alambana (basis) and Uddipana (stimulant)

10. Kama

Assignments

1. Write an essay discussing how Sree Narayana Guru's poetry can be
analyzed using the principles of the Rasa theory, particularly focusing
on the application of Shanta Rasa (calm).

2. Analyze a modern piece of theatre or literature and identify the Rasa, the
corresponding Sthayibhava, and list examples of the Vibhavas, Anubhavas,
and Vyabhicharibhavas that contribute to its production.

3. Critically evaluate the claim that the Natyashastra is an "encyclopaedic
text," citing examples of its varied contents beyond Rasa and drama from
the text provided.

4. Compare and contrast the definition of Rasa as “that which is relishable”
in Bharatamuni’s theory with the Upanishadic meaning of Rasa as the
“supreme being” (Brahma), discussing the link between aesthetic bliss
and spiritual bliss.

Reference

1. Dr. Jayakumar S.S, Paurastyasahitya Siddhantangal (Eastern Literary
Theories), Gaya Pustakachala, Thrissur, 2024.

2. Dr. Nellickal Muralidharan, Vishwasahitya Darshanangal (World Literary
Philosophies), D.C. Books, Kottayam.

3. Vadakkumkur Rajaraja Varma Raja, Sahiti Sarvaswam, Publication
Division, University of Kerala, Thiruvananthapuram, 2019.
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Suggested Reading
1. Dr. Jayakumar S.S, Paurastyasahitya Siddhantangal (Eastern Literary
Theories)

2. Dr. Nellickal Muralidharan, Vishwasahitya Darshanangal (World Literary
Philosophies)

3. Vadakkumkur Rajaraja Varma Raja, Sahiti Sarvaswam

4. Vedabandhu, Rasabharati, Abhinavagupta's Rasa Theory
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Introduction to Bhattadutha’s

Anuvyavasayavadam

and Abhinavagupta’s

- Abhivyakthivadham on Rasa
Theory, General Awareness of

UNIT Bhakti Rasa by Madhusudana

Saraswati

Learning OQutcomes

Upon completion of this unit, the learner will be able to:

¢ differentiate the core interpretations of Nishpatti by Lollata (Utpatti) and
Abhinavagupta (Abhivyakti)

¢ explain the concept of Anuvyavasaya and its role in aesthetic experience
according to Bhattatuta

¢ analyze how Madhusudana Saraswati integrated Bhakti Rasa into the
Advaita Vedanta philosophical framework

¢ critically compare the role of Sadharanikarana in the theories of Bhatta
Nayaka and Abhinavagupta

Prerequisites

The Natyashastra, a profound treatise on dramaturgy by the sage Bharata, is
a monumental contribution of Indian literature to the world. Also known as the
Ashtasahasra, it is revered as the Panchamaveda, or the ‘fifth Veda’. The sage states
that he wrote it at the instruction of Brahma to compile a new Veda, drawing facts
from the four existing Vedas, to be appreciated by all, including those forbidden from
Vedic study. This assertion was likely included to establish the text’s authoritative
status. In the history of literary thought, only Aristotle’s Poetics, composed around
the same period in Greece, holds a comparable position to the Natyashastra. The
fundamental principle of Bharata’s work is that since drama and literature are mutu-
ally complementary, the concept of Rasa in drama is equally applicable to literature.
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The literal meaning of the Rasa Sutra is that Rasa is produced by the combination
(samyoga) of Vibhava, Anubhava, and Vyabhichari Bhava. Bharata elaborately
discusses all the elements necessary for the attainment of Rasa: Vibhava (determi-
nants), Anubhava (consequents), Vyabhichari Bhava (transitory states), and Sthayi
Bhava (permanent emotion). In subsequent periods, various interpretations of this
theory emerged. While many are now lost, four notable interpretations are well-
known: Utpattivada by Bhatta Lollata, Anumitivada by Sri Shankuka, Bhuktivada
by Bhatta Nayaka, and Abhivyakthivada by Abhinavagupta. Bharata’s sutra did
not explicitly state how the combination of the bhavas transforms into Rasa; the
essence of these interpretations lies in completing this formula and elucidating the
nature of the combination.

Rasa theory is the very bedrock of Indian aesthetics. The French Indologist Louis
Renou, as noted by Dr Nellickal Muraleedharan, observed that few branches of
knowledge deserve the description ‘Indian’ as much as Rasa theory.

“We have no word in the English language that unambiguously includes what is
signified by the two words ‘artistic’ and ‘aesthetic ‘. Since ‘artistic’ refers primarily
to the act of production and ‘aesthetic © to that of Perception and enjoyment, the
absence of a term designating the two processes taken together is unfortunate”.

Rasa is the life force of a poem. The Sthayi Bhava transforms into Rasa, for which
the Vibhavas are the cause. It is revealed through the Anubhavas and nourished
by the Sanchari Bhavas (a synonym for Vyabhichari Bhavas). This is a summary
of the Rasa principle. But how does the aesthete (sahrudayan) appreciate Rasa?
What is meant by samyoga (combination) and nishpatti (production) in the Rasa
Sutra? A variety of answers have been offered to these questions, and the many
theories that arose regarding the process of aesthetic appreciation have enriched
poetics. The most significant of these are Bhatta Lollata’s Utpattivada, Shankuka’s
Anumitivada, Bhatta Nayaka’s Bhuktivada, Abhinavagupta’s Abhivyakthivada, and
Bhattatuta’s Anuvyavasayavada.

Keywords

Rasa, Rasa Sutra, Vibhava, Anubhava, Vyabhichari Bhava, Sthayi Bhava, Samyoga,
Nishpatti, Utpattivada, Anumitivada, Bhuktivada, Abhivyakthivada, Anuvyavasayavada,
Bhakti Rasa, Sadharanikarana, Charvana, Shanta Rasa, Shama.

Discussion

There have been approximately fourteen interpreters were Lollata, Shankuka, Bhatta
interpretations of the Rasa Sutra, a sum- Nayaka, and Abhinavagupta. The complete
mary of which can be found in Vishwanatha interpretations of the first three are no longer
Kaviraja’s Sahityadarpana. The earliest extant. Abhinavagupta, however, provides
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approximations of their views in his works
Abhinavabharati and Dhvanyalokalochana.
It is through these accounts that we have the
essence of Lollata’s, Shankuka’s, and Bhatta
Nayaka’s interpretations, which are named
Utpattivada, Anumitivada, and Bhuktivada,
respectively, with Abhinavagupta’s being
Abhivyakthivada.

3.3.1 Bhattatuta’s
Anuvyavasayavada

Anuvyavasayavada is the theory Bhattatuta
presented concerning the process of aes-
thetic experience. Abhinavagupta states that
this theory is found in Bhattatuta’s work,
Kavyakautukam. According to Bhattatuta,
an actor’s performance on stage is not a
form of imitation but a subject of pratyak-
sha kalpa anuvyavasaya (perception-based
post-cognition). Anuvyavasaya is a mental
operation that occurs upon the sensory per-
ception of objects. The prefix ‘anu’ signifies
‘following sensory perception’. According to
the Nyaya school of philosophy, knowledge
gained through the senses is vedavyavasaya,
while the subsequent realisation achieved
through contemplation is anuvyavasaya. In a
literary context, the purpose of this concept
is to free the mind from the ambiguity of
truth or falsehood and attain a direct per-
ception of the object. This realisation is not
confined to the individual level but elevates
to the level of universalisation (sadharani-
karana). The actor becomes the character
through their performance, costumes, and
other elements, and the discerning spectator
(samajika) experiences empathy (tanmay-
ibhavanam). Anuvyavasaya is the process
that actualises the aesthetic experience. The
core of Bhattatuta’s theory is that the state
of Rasa resides not in the object but in the
spectator.

3.3.2 Abhinavagupta’s
Abhivyakthivada

Abhinavagupta was a brilliant literary
preceptor in India, but he was fundamentally
a philosophical master of the Pratyabhijna
philosophy (Kashmiri Shaiva Advaita).
He interpreted the Rasa Sutra through the
lens of this philosophy, critically analysing
and refuting the interpretations of Lollata,
Shankuka, and Bhatta Nayaka.

Abhinavagupta gives a new meaning to
the term samyoga in the Rasa Sutra, defin-
ing it as the vyangya-vyanjaka-bandha (the
relationship between the suggested and
the suggester). When a spectator engages
with literature and the acting based on it,
their mental processes move beyond the
primary verbal function (abhidhavritti).
The subsequent process is that of sugges-
tion (vyanjanavyapara). The Vibhavas,
Anubhavas, and Vyabhichari Bhavas are
all suggesters (vyanjakas). According to
Abhinavagupta, the term samyoga signifies
the process of suggestion that occurs within
these suggesters.

Bhatta Nayaka had proposed that after
the primary verbal function, a mental pro-
cess called bhojakatvam (enjoyment) takes
place. Abhinavagupta refutes this view in
strong terms, using a technical argument.
The accepted opinion of linguists is that after
abhidha, the mental processes are lakshana
(secondary meaning) and vyanjana (sugges-
tive meaning). Abhinavagupta argues that it
is incorrect for Bhatta Nayaka to introduce
anew mental process, bhojakatvam, at this
point. While Bhatta Nayaka also theorised
that universalisation (sadharanikarana) occurs
through the mental process of bhavakatvam,
Abhinavagupta accepts this process. Not
only that, he provides the necessary clarity
to Bhatta Nayaka’s theory of universalisa-
tion and presents its details scientifically.
However, Abhinavagupta’s position is that
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universalisation occurs through the process
of suggestion. He interprets nishpatti as
abhivyakti (manifestation).

When universalisation occurs through the
function of suggestion, Rasa is manifested
in the spectator. Abhinavagupta assigns the
meaning of abhivyakti to nishpatti in the Rasa
Sutra. Abhivyakti means ‘to reveal’. Just as
an object in a pot is revealed when its lid
is removed, this revelation is abhivyakti—
the manifestation of the inherent bliss of
the appreciator. The Sthayi Bhava in the
mind of the appreciator, who has under-
gone universalisation through abhivyakti
and the process of suggestion, becomes
the subject of charvana (tasting). Charvana
means ‘appreciation’. The Sthayi Bhava
thus appreciated is revealed as Rasa. The
Sthayi Bhava, subject to charvana, achieves
universalisation through the process of sug-
gestion and is manifested as Rasa. A distinct
experience of Rasa is received from the
Vibhavas, etc. This Rasa experience spreads
throughout the body, providing an experi-
ence comparable to Brahmananda (supreme
bliss), overshadowing all external objects
and becoming a supra-mundane wonder.
This is Abhinavagupta’s interpretation of
the Rasa Sutra.

3.3.2.1 Madhusudana

Saraswati’s Bhakti Rasa

Madhusudana Saraswati was a prom-
inent philosopher in the Dvaita-Advaita
debate within Indian philosophy. He is con-
sidered a major proponent of the Advaita
Vedanta school, having been a disciple
of Vishveshvara Saraswati and Madhava
Saraswati. He authored numerous works that
captured the essence of Advaita Vedanta,
the most famous of which is Advaitasiddhi.
His ideas on Bhakti (devotion) were as pro-
found as his ideas on Advaita. He considered
Bhakti Rasa to be a high spiritual stage.

Bhakti Samanya Nirupana and Bhagavata
Bhakti Rasayana are his authoritative texts
on Bhakti Rasa.

His thoughts clarified the significance of
Bhakti Rasa within Advaita. Prior to him, the
concept of Bhakti was considered the domain
of Dvaita and Vishishtadvaita teachers, and
it was not given prominence in Advaita phi-
losophy. Madhusudana Saraswati challenged
this viewpoint. He argued that Bhakti is a
pure path leading to liberation (mukti). He
explained the concept of Bhakti Rasa as
follows: Rasa signifies bliss. Bhakti Rasa is
the bliss that arises from devotion to God.
When a devotee experiences this Bhakti
Rasa, they merge into spiritual and supreme
bliss. He also theorised that Bhakti creates
the universe of knowledge. In his Bhagavata
Bhakti Rasayana, he states: "esoflcoal w31
=emomo”’. . This means that knowledge is
contained within Bhakti. Thus, Bhakti is
not the opposite of knowledge but rather
becomes the cause of the path of knowledge
and liberation.

He gave great importance to devotion
to Krishna. He regarded Bhakti as a loving
experience and an attraction towards God. He
believed that devotion could exist even when
worshipping the Nirguna-Nirakara Brahman
(the attribute-less, formless Supreme Reality).
Furthermore, Madhusudana Saraswati
considered Bhakti to be the supreme human
goal (purushartha). He explained that through
Bhakti, the mind is purified, ego is eliminated,
and self-knowledge is attained. He also
described the various forms of devotion.
In short, he interpreted Bhakti not merely
as worship but as a Rasa.

Bhatta Lollata)s Utpattivada

In Abhinavabharati, Abhinavagupta
selected Bhatta Lollata as the foremost
interpreter of the Rasa Sutra. His theory
is referred to as Utpattivada. According to

m SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics @
o



Lollata, Rasa is produced (utpanna) when
Vibhava, Anubhava, and Vyabhichari Bhava
combine with the Sthayi Bhava. These
elements are the causes for the creation of
Rasa. According to Lollatays interpretation,
the combination of the various bhavas with
the Sthayi Bhava can be explained as follows:

The Sthayi Bhava is produced with the
help of the Alambana Vibhava (supportive
determinant). As this Sthayi Bhava transforms
into Rasa, there is an utpadyotpadaka
(producer-produced) relationship between
the Alambana Vibhava and Rasa.

The Uddipana Vibhavas (excitatory
determinants) stimulate Rasa. Thus, there
is an uddipanodipaka (stimulator-stimulated)
relationship.

The Anubhavas (consequents) reveal the
Sthayi Bhava, so there is a gamyagamaka
(manifested-manifestor) relationship.

The Vyabhichari Bhavas (transitory states)
nourish Rasa, establishing a poshyaposhaka
(nourished-nourisher) relationship.

In Lollatays view, the term samyoga in
the Rasa Sutra refers to these four types of
relationships. He interprets the word nishpatti
as utpatti (production). This represents the
approximate form of Lollatays interpretation.

Bharata)s Rasa Sutra is incomplete
and unclear regarding the Sthayi Bhava
transforming into Rasa. The precursor to
Rasa is the Sthayi Bhava that lies dormant
as a latent impression (vasana) in the human
soul. Bharata never used the word sthayi in
the sutra, and Lollata added it to provide
completeness. He also sought to clarify
with what, how, and why the combination
occurs, as this was unclear in the sutra.
These two points represent Lollatays original
contributions to the interpretation of the
Rasa Sutra.

However, this interpretation also has
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a significant flaw: Bhatta Lollata)s major
failing was his inability to identify the true
reason for the transformation of the Sthayi
Bhava into Rasa and his failure to consider
the audience. A visual art form like drama has
four components: the writer, the character,
the actor, and the spectator. Lollatays opinion
is that Rasa occurs in the character. When
the actor imitates the character)s state
(@raIMNomMB ®18Mosso), the spectator
is deluded into believing the actor is the real
character. This illusion creates a fleeting Rasa
(bliss) in the spectator. Lollata explains this
process with an example: it is like feeling
happy mistaking a mother-of-pearl shell
for silver or being frightened by mistaking
arope for a snake. According to this view,
the artistic experience in the spectator is
not spectator-centric.

Lollata was unable to see the truth that the
Rasa experience is produced in the spectator.
The view that Rasa occurs in the character
and that a fleeting joy occurs in the spectator
due to illusion is not logical. If someone
is deluded into thinking another person is
eating, that person»s stomach will not be
full. Likewise, if someone sees a person
wearing sandalwood paste, they will not
feel the coolness or smell the fragrance. If
Rasa occurs in the character, there would be
no relationship between the spectator and
Rasa. However, for the spectator, the Rasa
experience is a reality. Lollatays Utpattivada
is inconsistent with this truth.

Bhatta Nayaka>s Bhuktivada

While Abhinavagupta provided a widely
accepted explanation of the Rasa Sutra, it
was Bhatta Nayaka who laid the groundwork
for Abhinavagupta to explain the process of
aesthetic appreciation. In short, without Bhatta
Nayakays interpretation, Abhinavagupta
would not have had a clear foundation. Bhatta
Nayaka was the first person in India, and in
a sense globally, to present the true face of



the appreciation process in an acceptable
manner. Bhatta Nayakas theory of art is
known as Bhuktivada.

The foundation of acting is literature.
The actor interprets this through acting
methods like angika (gestures). The actons
performance awakens the spectators primary
verbal function (abhidhavyaparam). Through
this, the spectator first understands who the
actor on stage is and what their experience
is. Subsequently, a mental process called
bhavakatvam begins in the spectator.
Bhavakatvam is the operation of the aesthetic
sense of the discerning spectator, which is
aroused and eager for artistic appreciation. A
bhavaka means a sahrudayan (connoisseur or
aesthete). In explaining this mental process
of bhavakatvam, Bhatta Nayaka introduces
the artistic principle of universalisation
(sadharanikarana).

Upon entering the theatre, the spectator
has a particular mindset, a mental readiness
to appreciate an art form. Once the play
begins, the spectator connects with the actors
performance through the primary verbal
function. After this, when the bhavakatvam
mindset is aroused, the character on stage
transcends their individuality and reaches a
higher plane. An example can clarify this.
Take a scene depicting the love between
Dushyanta and Shakuntala. Their love is not
related to the spectator. However, through the
spectators bhavakatvam process, Dushyanta
and Shakuntala cease to be two specific
individuals. They become the archetypal
lovers who have existed and will exist
throughout the world. At the same time, their
love is transformed into the universal love
of all humanity. This process can be called
universalisation. The same universalisation
happens to the spectator, who is transformed
from a mere observer into a part of the whole
of humanity. In short, their individuality
is shed. In this state of non-individuality,
the spectatorys awareness of time and place
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breaks down. Thus, universalisation works
to free the spectator from personal, temporal,
and spatial limitations. The personalities of
the actor, characters, and spectator are free
from the constraints of their surrounding time
and place. All that remains is a universal and
common experience of humanity. This is the
general nature of the universalisation that
occurs through the bhavakatvam process.

Bhatta Nayaka interprets the word
samyoga in the Rasa Sutra as the spectators
bhavakatvam process that occurs in the
Vibhavas, Anubhavas, and Vyabhichari
Bhavas. Rasa is to be consumed or enjoyed.
After the bhavakatvam process is aroused,
another process called bhojakatvam occurs.
As aresult of universalisation, the character,
actor, and spectator all become one. The
spectator then consumes (bhujati) the
Sthayi Bhava within them, which has been
universalised. Bhukti means <enjoyment».
When Bhatta Nayaka explains that Rasa is
consumed—that it is appreciated—it becomes
clear that Rasa is a subjective experience.
While Lollata and Shankuka viewed Rasa
as objective, Bhatta Nayaka was the first
in India to discover that it is a subjective
experience that arises in the spectator. Bhatta
Nayaka interprets nishpatti in the Rasa Sutra
as <bhukti>. His interpretation of the Rasa
Sutra is thus: Rasa is consumed when the
bhavakatvam process occurs in the Vibhavas,
Anubhavas, and Vyabhichari Bhavas.

Shanta Rasa

The Natyashastra was, according to the
text itself, instructed to Bharata by Brahma.
Bharata records that Brahma stated there are
only eight rasas. However, it is also evident
that Bharata did not agree with Brahma’s
opinion, as he proceeds to define nine rasas.
According to the sage, the ninth Rasa is
Shanta. This created a point of contention
among later literary scholars. One group
refused to accept Shanta Rasa, arguing
that the reference to it in the Natyashastra



was an interpolation. Another group, with
Abhinavagupta as a key proponent, accepted
all nine rasas. Abhinavagupta argued that
those who did not accept Shanta had
intentionally removed that part from the
Natyashastra and were the ones who had
raised the interpolation argument. The
debate over whether Shanta Rasa exists
or not continues to stir the field of literary
thought, so both opinions must be examined.

The Sthayi Bhava of Shanta Rasa is shama
(tranquility). There is another opinion that
it is nirveda (detachment), but this is incor-
rect, as nirveda is a Vyabhichari Bhava and
lacks the power to transform into a Rasa
without being distorted by the surges of
favourable and unfavourable emotions.
Therefore, nirveda is not the Sthayi Bhava
of Shanta. Abhinavagupta’s view is that
‘trushnakshaya’ (the cessation of desire)
is the Sthayi Bhava of Shanta. Upon close
examination, trushnakshaya is another term
for shama. Thus, it is clear that shama is the
Sthayi Bhava of Shanta. Shama is a mental
state in which all mental activities, such
as sorrow, happiness, thought, attachment,
and desire, have ceased. It is an emotional
state experienced only by yogis who have
gained control over their senses through
intense practice. An actor would not have
this emotion and would not have experienced
it. An actor cannot portray an emotion that
is alien to them. Therefore, one school of
thought argues that Shanta is not a Rasa.

Shama is a state devoid of emotion, where
all mental movements cease. In other words,
one could say that shama is the cessation
of all mental activity (sarvavrittivirama). A
lack of emotion is the hallmark of shama.
If shama is the absence of emotion, then
shama is not an emotion. An emotion that
does not exist cannot transform into a Rasa.
Since there is no such emotion as shama,
there is no Shanta Rasa. This is another
argument from those who deny the existence
of Shanta Rasa.

Shama is an experience that yogis attain
during the stage of self-realisation. In this
state, the Vibhavas, etc., are not relevant. It
is impossible to present a Sthayi Bhava in
a play without them. Therefore, it is clear
that there is no Shanta Rasa. Furthermore,
drama is associated with arts like music,
instruments, and dance. It is impossible to
present an emotion like shama amidst drum-
ming, singing, dancing, and other clamour.
Thus, Shanta Rasa is alien to the art of drama.

None of these arguments are sufficient
to establish the non-existence of Shanta
Rasa. The argument that it cannot be acted
out because the actor has not experienced
it would imply that an actor cannot por-
tray any Rasa. The actor does not possess
shama as a Sthayi Bhava, nor do they have
any other Sthayi Bhava. Consequently, the
actor does not experience any Rasa such as
Sringara (love) or Hasya (humour), which
are experiences of Sthayi Bhavas. The actor
is not the one who experiences Rasa; their
job is to create the aesthetic experience
in the spectator. Although the actor lacks
the Sthayi Bhava and Rasa, the spectator
does experience Sringara and Karuna (pity)
while watching the performance. The actor
demonstrates all this on stage, and through
their acting, creates a unified impression
that the performance is real. In this way, the
actor’s job is simply to awaken the aesthetic
consciousness of the spectator. The actor
possesses the talent and practice for this. In
short, through training and practice, the actor
can awaken any Rasa in the spectator, even
if they have not experienced it themselves.
Therefore, the actor is merely a tool for
the manifestation of Rasa in the spectator.
It is thus unscientific to argue that Shanta
Rasa does not exist because the actor lacks
the Sthayi Bhava. The emotion of shama is
latent in the spectator’s experiences and,
when expressed through the Vibhavas and
Anubhavas, etc., the spectator’s latent shama
bhava transforms into Shanta Rasa. Thus,
Shanta Rasa is an experience that can be felt
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by the spectator. Therefore, the argument
against the existence of Shanta Rasa is not
acceptable. If this theory were accepted,
we would also have to accept that no other
Rasa exists.

The argument that shama is the cessation
of all mental activities, and thus not an emo-
tion, is also not logical. It is argued that an
emotion that does not exist cannot attain the
status of a Rasa. This argument, however,
is not sound. In the experience of any Rasa,
the mental activities of the appreciator are
all still. During the appreciation of all the
rasas, such as Sringara and Hasya, there
is a cessation of all mental activities. The
absence of emotions is natural at the highest
point of appreciation. If a state of cessation
of all mental activities did not exist, such
a state would not be experienced during
appreciation. The existence of shama—the
cessation of all mental activities—is there-
fore clear. The tranquillity of shama during
the appreciation stage is also experienced
by the appreciator. Consequently, both the
shama bhava and its Rasa, Shanta, are real.
Thus, the argument that Shanta Rasa does
not exist is untenable.

The claim that the Vibhavas, etc., have
no place in presenting shama, and that it
is impossible to present a Rasa without
them, is also incorrect. There are sufficient
Alambana Vibhavas for Shanta Rasa, such
as ascetics, yogis, and devotees. There are
also Uddipana Vibhavas that act as exter-
nal stimuli for this Rasa experience, such
as solitude, places of pilgrimage, ashrams,
and forests. The Vyabhichari Bhavas and
Anubhavas that appear at each stage of
self-realisation can express Shanta Rasa.
The argument that Shanta Rasa does not
exist because the Vibhavas, etc., are not
relevant is therefore not valid.

The argument that components of dramatic
art like music, instruments, and dance are

not conducive to Shanta Rasa, and thus it
cannot be presented in a play, is also not
sufficient to establish its non-existence.
Every Rasa has corresponding music and
instruments that enhance it. The argument
that these components, which nourish all
other rasas, are a hindrance only to Shanta
Rasa is not logical. The sounds of music and
instruments are conducive to Shanta Rasa.
Even during the stage of self-realisation,
yogis can be heard chanting hymns and
discussing Vedanta. These sound streams
do not diminish their shama bhava; on the
contrary, they stimulate it. The argument
that Shanta Rasa does not exist because
music and instruments are a hindrance to
it is incorrect.

Furthermore, Shanta Rasa also exists in
auditory literature. Abhinavagupta estab-
lishes that the Rasa of the Mahabharata
is Shanta, and no literary thinker has ever
refuted this. This means that Shanta Rasa
exists in literature. What exists in litera-
ture cannot be absent from drama. Drama
and literature are the same art form, with
the distinction that one is auditory and the
other is visual. In visual literature, emotions
are interpreted and shown through acting,
but it is ultimately still literature. Once it is
accepted that Shanta Rasa exists in auditory
literature, it can be understood that it also
exists in visual literature. Thinking more
deeply, it could be said that there is only
one Rasa in art: Shanta. The various other
rasas are only for the purpose of discourse.
The experience at the time of appreciation is
a blissful Shanta. Names like Sringara and
Hasya are all conceptual. Although they are
shown to be different in name and form, all
rasas are one and the same—Shanta.

After Bharata, Anandavardhana and
Abhinavagupta raised Shanta to the status
of a Rasa, assigning it the Sthayi Bhava
of trushnakshaya sukha. In later times, the
number of rasas began to increase beyond
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nine. Rudratacharya discussed a tenth Rasa
called ‘preyas’. Emotions like love, affec-
tion, attachment, and devotion were once
considered the fundamental emotions of
preyas. There were also those who regarded
bhakti as a principal Rasa. The lineages of the
Chaitanya tradition in Bengal are prominent
among those who considered bhakti a Rasa.
Rupa Goswami also accepted bhakti as a
primary Rasa. In Malayalam literature, the
bhakti in Ezhuthachan’s works is a subject
of discussion. Some others consider vatsalya
(parental affection) as a Rasa. However, some
argue that vatsalya is a variant of sringara.
Another viewpoint is that sringara transforms
into sringara when directed towards a lover,
into vatsalya when directed towards children
(apatya), into bhakti when directed towards
God, and into ‘sakhya’ (friendship) in works
like the Kuchela Krishna Akhyanam. An
acharya named Bhanudatta mentions a Rasa
called ‘maya’ in his work Rasatarangini.
Haripaladeva, who wrote Sangeetamaduri,
states there are thirteen rasas, including vatsa-
lya, brahma, sambhoga, and vipralambha,
in addition to those mentioned by Bharata.

Beyond the varying numbers of rasas,
the debate over which is the primary Rasa
is also a part of Indian literary criticism.

Recap

Anandavardhana considered Shanta Rasa
as the primary one. Bhavabhuti, the author
of Uttararamacharita, considered Karuna
Rasa to be the most important. Some con-
sider Sringara the ‘king of rasas’. Bhojaraja
considered ahankara sringara (egoistic love)
to be the main Rasa. Narayana Pandita con-
sidered adbhuta (wonder) the main Rasa;
the primary Rasa in Shaktibhadra’s play
Ashcharyachudamani is adbhuta. In the Agni
Purana, rati sringara is the main Rasa. In
summary, it is evident that from the earliest
times, there have been differing opinions
on both the number of rasas and which is
the primary one.

However, one must not forget that Bharata,
who first mentioned eight rasas, also said
that there are actually only four.
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In this karika (verse), the sage himself
states that Hasya comes from Sringara,
Karuna from Raudra (fury), Adbhuta from
Vira (heroism), and Bhayanaka (fear) from
Bibhatsa (disgust).

¢ The Natyashastra is revered as the Panchamaveda (Fifth Veda) and is

also known as the Ashtasahasra.

¢ Bharata’s Rasa Sutra is located in the sixth chapter, Rasavikalpa.

¢ Bhatta Lollata’s Utpattivada interpreted nishpatti as utpatti (production).

¢ Lollata added Sthayi Bhava to the Rasa Sutra to provide completeness.

¢ Lollata failed because he believed Rasa was produced in the character,

not the spectator.
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¢ Bhatta Nayaka first introduced the principle of Universalisation
(Sadharanikarana) in his Bhuktivada.

¢ Bhuktivada was the first theory to correctly locate the Rasa experience
in the spectator.

¢ Abhinavagupta interpreted samyoga as the vyangya-vyanjaka-bandha
(suggested-suggester relationship).

¢ Abhinavagupta interpreted nishpatti as abhivyakti (manifestation or
revelation).

¢ Abhivyakti is the manifestation of the inherent bliss of the appreciator.

¢ The final stage of aesthetic experience is Charvana (tasting), which
reveals the Sthayi Bhava as Rasa.

¢ Bhattatuta’s Anuvyavasayavada views Rasa as perception-based post-
cognition (pratyaksha kalpa anuvyavasaya).

¢ Madhusudana Saraswati established Bhakti Rasa as a high spiritual
stage in Advaita Vedanta.

¢ Saraswati considered Bhakti to be the supreme human goal, or purushartha.

¢ Saraswati argued that Bhakti is a pure path leading to liberation (mukti).

Objective Questions

1. Which theory defines nishpatti as utpatti (production)?

2. The concept of Sadharanikarana (Universalisation) was first introduced
into Rasa theory by which commentator?

3. The theory that Rasa is a form of post-cognition (anuvyavasaya) was
proposed by whom?

4. According to Abhinavagupta, what is the nature of the samyoga (combination)
in the Rasa Sutra?

5. The final stage of aesthetic experience in Abhivyakthivada is the tasting,
known by which Sanskrit term?

6. Which of the four major commentators believed that Rasa occurs in the
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original character?
7. The mental process of bhojakatvam (enjoyment) was proposed by whom?

8. Madhusudana Saraswati considered Bhakti to be the supreme human
goal, known in Sanskrit as what?

9. Which philosophical school's concept of anuvyavasaya was adopted
by Bhattatuta?

10. Abhinavagupta was a philosophical master of which branch of Advaita
philosophy?

Answers

1. Utpattivada (Bhatta Lollata)
2. Bhatta Nayaka
3. Bhattatuta

4. The relationship between the suggested and the suggester (vyangya-
vyanjaka-bandha)

5. Charvana

6. Bhatta Lollata

7. Bhatta Nayaka
8. Purushartha

9. Nyaya School

10. Pratyabhijna Philosophy (Kashmiri Shaiva Advaita)
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Assignments

1. "Without Bhatta Nayaka's interpretation, Abhinavagupta would not have
had a clear foundation". Discuss this statement by comparing the role
of Universalisation (Sadharanikarana) and the nature of the spectator's
experience in Bhuktivada versus Abhivyakthivada.

2. Examine the philosophical underpinnings of Anuvyavasayavada and
Abhivyakthivada, noting how the Nyaya school's concept of anuvyavasaya
and the Kashmiri Shaiva Advaita philosophy, respectively, inform their
interpretation of the Rasa Sutra.

3. Write an essay on Madhusudana Saraswati's contribution to Indian
philosophy by defending his claim that Bhakti is the supreme human
goal (purushartha) and the cause of the path of knowledge, drawing upon
his work Bhagavata Bhakti Rasayana.

4. Critically analyze the shortcomings of Bhatta Lollata’s Utpattivada. Use
the example of the spectator’s illusion and the concepts of the locus of
Rasa to explain why his theory was deemed illogical and inconsistent
with the reality of the aesthetic experience.

Reference

1. Abhinavagupta, Abhinavabharati and Dhvanyalokalochana (Primary
sources for the four major interpretations).

2. Madhusudana Saraswati, Bhagavata Bhakti Rasayana and Advaitasiddhi
(Authoritative texts on Bhakti Rasa and Advaita Vedanta).
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Suggested Reading
1. Vishwanatha Kaviraja, Sahityadarpana (Contains a summary of the
interpretations of the Rasa Sutra).
2. Bhatta Tauta, Kavyakautukam (The source for the Anuvyavasayavada).

3. Abhinavagupta, Abhinavabharati and Dhvanyalokalochana (Primary
sources for the four major interpretations).

4. Madhusudana Saraswati, Bhagavata Bhakti Rasayana and Advaitasiddhi
(Authoritative texts on Bhakti Rasa and Advaita Vedanta).
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Rasa in the Poetry of Narayana
P  Guru is Analysed in the Light of
- Indian Rasa Theory

UNIT

Learning Qutcomes

Upon completion of this unit, the learner will be able to:

¢ distinguish the Rasa in Guru’s poetry as philosophical bliss, not merely
physical.

¢ cvaluate Shanta Rasa as the dominant emotion in Sree Narayana Guru’s
major philosophical works.

¢ analyse how ancillary Rasas like Shringara and Bibhatsa serve to nourish
Bhakti and Shanta Rasa.

¢ explain the concept of Brahmananda as the final aesthetic experience
(Rasa) of the connoisseur of Guru’s poetry.

Prerequisites

Sree Narayana Guru can be referred to as a sage-like poet, as his works contain a
poetic style that supports this title. Here, we examine the aesthetic embellishments
and aesthetic experience in his works against the backdrop of Indian poetics. The
scholars who interpreted Bharata Muni’s ‘Rasa Sutra’, which is considered the
foundation of Indian literary thought, extended it to include philosophical thought
and the ‘Advaita’ doctrine. Madhusudana Saraswati presented the philosophical
context of ‘Vishishtadvaita’ in conjunction with literary imagination. His work
Bhakti Rasayanam, which establishes devotion as the tenth rasa, is very famous.
The idea that literature is capable of satisfying a connoisseur by providing self-
bliss is a powerful one. The poetry of a realised soul (‘atmajnani’) awakens the
connoisseur’s world of self-reflection and stirs a non-objective blissful rasa in them,
making ‘Brahmananda’ itself, which is not merely akin to ‘Brahmananda’, an expe-
rience through words. The Guru’s poetry invites the connoisseur onto the path of
self-bliss. Since the connoisseur arrives at their own blissful state, it becomes clear
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that what is obtained from the Guru’s works is ‘Brahmananda’ itself, and not just
‘Brahmananda-sahodaryam’. In this way, Sree Narayana Guru is a prime example

of yogic poetry (‘yogatmaka kavitvam’).

Keywords

Brahmananda, Shanta Rasa, Bhakti Rasa, Atmopadesha Shatakam, Yogatmaka Kavitvam,
Madhusudana Saraswati, Daivadasakam, Abhinavagupta

Discussion

The works of Sree Narayana Guru Devan
can be divided into philosophical works,
didactic works, prose works, translations,
and devotional hymns (‘stotra krithis’). His
works were metrically bound and poetic.
“In the early phase, the underlying current
of the Guru’s poetry was intense devotion,
in the second phase it was humanity, and
later it was the immensity of ‘Brahman’
where humanity and nature, the seer and
the seen, and the inert and the sentient
all converge.” (Narayana Guru Nayakan,
Thottam Rajashekharan, p. 330). The bliss
that emanated through his poems was beyond
the senses. Every creation of Guru Devan
is a natural flow. Many of the qualities of
the Indian poetic concept can be found in
Guru’s works. Many of his poems are sug-
gestive (‘dhvanyatmaka’), and they also
contain a lot of imagery. The Guru’s works
can be studied based on the ‘Rasa’ theory
of Indian poetics. It can be seen that the
rasa in Sree Narayana Guru Devan’s works
is not a physical one but a philosophical
experience arising from a spiritual experi-
ence. Through poetic language and imagery,
Guru Devan has communicated Vedanta,
devotion, yoga, meditation, and pure phi-
losophy. Madhusudana Saraswati’s idea that
rasa originates from a blissful experience
appears to be put into practice here.
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In the first verse of Atmopadesha
Shatakam:

“@nolaileneaclwoleomlsianaiad @-
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It is the <karuvuy (source) which is the
essence of the self that must be known.
When the <karuvuy, which is the cause of
all, is known, it becomes an experience of
knowing everything. That is a complete
experience. To experientially know such
a <karuvw, the senses must be controlled.
The feeling of knowing the self-knowledge
1s what aligns with rasa.

In Indian poetics, philosophy and
aesthetic experience stand together. In
the interpretations of Bharata Munis
Natyashastra over time, we can see that
philosophical or spiritual perspectives
form the basis of those interpretations.
Anandavardhana and Abhinavagupta, the
<Acharyasy of the Kashmiri «<Shaiva Agama
tradition, evaluated literary imagination in
accordance with the symbols of «Shaiva
Agamay, which resulted in <(Rasadhvani> and
<Abhivyakthivadamy. Later, Madhusudana
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Saraswati presented the philosophical context
of «Vishishtadvaita> in conjunction with
literary imagination.

The yogic nature of the Guruws poems
signifies their affinity with the state of
<samadhi> (meditative absorption). It is a
dialogue with bliss. Such a rasa experience
is related to the disintegration of all earthly
and physical things. The Gurws poetry,
which immerses the reader in the greatness
of the self, is the pinnacle of Malayalam
poetic imagination. (Kavitha Raman,
«Kavyanubhavathile Anandarashamy,
Introduction, Sreenarayana Guruvinte
Kavyalokam). As stated in the Atmopadesha
Shatakam:
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Here, the inner consciousness (‘antahka-
ranam’) is first presented as the charioteer
of the chariot, to which the horses of the
five senses are yoked, and the soul is pre-
sented as immersed in worldly pleasure,
travelling along the path steered by the inner
consciousness. It is one ‘rati’ (pleasure),
or the same bliss, that manifests as ego,
senses, inner consciousness, and the body.
There is a bliss that arises when one realises
that nothing is separate from anything else,
and one must contemplate this until one
becomes that knowledge. When that blissful
state is expressed, the poetic bliss becomes
‘Brahmananda’ itself.

3.4.1 Bhakti Rasa
(Devotional Emotion)

Abhinavagupta includes devotion
(‘bhakti’) in ‘Shanta Rasa’ (the emotion

m SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics

v

of peace). ‘Shanta’ is conducive to ‘moksha’
(liberation), which is the supreme goal of
human life. The paths to liberation are
‘karma’, ‘bhakti’, and ‘jnana’. ‘Bhakti’,
being a component of ‘jnana’, is included
in ‘Shanta’. However, for followers of the
path of devotion, the liberation sought by
followers of the path of knowledge is not the
desired goal. They do not accept devotion
as a component of knowledge. For them,
‘Bhakti Rasa’ is independent and the dom-
inant emotion.

Although there are these different opin-
ions, devotion holds great importance in the
hearts of the devout. In most of the Guru’s
works, we can see the seriousness of devotion
and the aesthetic quality of the experiences
arising from it. The works belonging to
the ‘stotra’ category are imbued with the
essence of devotion. In Shivasatakam,
Daivasatakam, hymns to Subrahmanya,
and hymns to Vishnu, one can experience
unwavering devotion and the ‘rasa’ born
from it. These hymns are seen as paths to
self-realisation through the worship of a
deity. In Vinayakashtakam, the Guru suggests
meditating on a particular form to achieve
concentration. The Guru opines that the form
of Ganesha is a wonder among such symbols
of ‘Brahman’. Here, the form of Ganesha is
viewed with awe. Through Daivadasakam,
Sree Narayana Guru provides an opportunity
for people of all ages, castes, and religions
to worship and praise God and to merge
with that self-consciousness. Daivadasakam
contains ten verses praising God.

3.4.2 From Daivadasakam:

“m1 V@0 LEMOMBOMM30
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Here, it is said that God is truth, knowl-
edge, and bliss. The worldly bliss experienced
in gentle mental states is also intertwined



with names and forms. The bliss that is expe-
rienced when mental states are calmed and
without names and forms is pure bliss. This
bliss is equivalent to rasa. The feeling of
surrender in devotion gives rise to a blissful
rasa. God is considered to be knowledge.
We can also see the magic in the Guru’s
poems that creates rasa in the connoisseur
through poetic language.

In works such as Darshanamala and
Shivatatvarahasyam, we can find philosoph-
ical rasa. Through self-experience, the mind
reaches a state of peace. With surrender and
self-presence, ‘Bhakti Rasa’ and self-aware-
ness are experienced, and with ‘Brahman’
knowledge, ‘Jnana Rasa’ is experienced.

The types of rasas mentioned by Bharata
Muni in Natyashastra can be found in the
Guru’s works.

Shringara Rasa (Erotic Emotion)

The first rasa, ‘Shringara’, becomes one
of the reasons that enhances devotion. The
Guru’s relationship with God was one of holy
love. The Guru’s works are filled with spiri-
tual love. In Kali Natakam, ‘Shringara Rasa’
is prominent in the description of the goddess.
The aesthetic pleasure of ‘Shringara’ can
also be experienced in Bhadrakalyashtakam.
Here, ‘Shringara Rasa’ is presented in the
description of the goddess as an ancillary
emotion to devotion.

“ERER1Y M®ME0BHE:)08)NOR:
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In these lines from Bhadrakalyashtakam,
the kumkum paste on the goddess’s breast-
like pitcher has decorated Shiva’s chest with
areddish colour. The sacred ash (‘bhasmam”)
on Shiva’s chest has attached itself to the
jewelled garland on the goddess’s hair. Here,
‘Shringara’ serves as a companion to the
emotion of devotion.
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In Shivasatakam:
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Such verses are evidence of a renunciate’s
desire to transcend sexual desires and attain
the spiritual path.

Shanta Rasa (Emotion of Peace)

When one grasps the ultimate truth
(‘tattva’), one naturally gets detachment
from worldly pleasures and peace of mind.
When this state is described, the connois-
seur’s heart is immersed in ‘Shanta Rasa’.
Anandavardhana established that ‘Shanta
Rasa’ is the pinnacle of all rasas because
it is conducive to ‘moksha’, the supreme
goal of human life. The realisation of the
impermanence of worldly things, which
leads to a sense of insignificance, or the
knowledge of the supreme soul, is the basis
for ‘Shanta Rasa’.
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As stated in Abhinavagupta’s
Abhinavabharati, ‘Shanta Rasa’ exists in
a state without sorrow or pleasure, hatred
or rivalry, and in a state that sees all beings
equally. This world and all its conscious
and non-conscious beings are reflections of
God. There is nothing alien here. Narayana
Guru is a sage who realised this knowledge.
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This self-knowledge leads to the rasa of
peace. We can confidently say that ‘Shanta
Rasa’ is the most evident emotion in Sree
Narayana Guru’s writings. ‘Bhakti Rasa’,
which some critics have considered alongside
the nine rasas, nourishes ‘Shanta Rasa’.
The dominant emotion of ‘Shanta Rasa’ is
‘Nirveda’ (detachment). “The main rasa of
the Guru’s devotional hymns is ‘Shanta’,
and the main emotion that leads to it is
‘Bhakti’. Other rasas like ‘Shringara’ serve as
ancillary emotions.” (Sree Narayana Guru’s
Kavyalokam, p. 46). This rasa permeates
works such as Atmopadesha Shatakam,
Darshanamala, and Shivatatvarahasyam.
The state of experiencing inner peace of
mind as supreme bliss by embodying the
principle of the self can be called ‘Shanta
Rasa’.

Karuna Rasa (Emotion of Compassion)

‘Karuna Rasa’ is about kindness and
empathy. Pindinandi is a work dominated
by ‘Karuna Rasa’. There, too, ‘Karuna Rasa’
becomes an ancillary emotion to devotion.
“The soothing of sorrow or the experience
of bliss is achieved through the appreciation
ofrasa. The goal of spiritual thought is also
the elimination of sorrow or the realisation
of bliss. The ancients described poetic bliss
not as equal to ‘Brahmananda’ but as being
near it. It can be seen that the Guru wrote
his works considering poetic bliss to be
‘Brahmananda’ itself.
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The Guru here talks about the bliss of
realising that the same bliss manifests and
playfully expands as the ego, senses, and
body, and that nothing is separate from
anything else. Ultimately, what fills the
Guru is compassion for his fellow beings.
Anukampadashakam is an example of this.
His poems contain a call to see everyone
with equality.

2
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Grace (‘arulu’), love (‘anpu’), and
compassion (‘anukampa’) are combined
in the poem. Compassion is the basis of
love. There is only room for love in a
compassionate heart. Sorrow fills a place
where there is no love. If there is compassion
in the heart, love and well-being will follow.

The Guru’s Jivakarunyapanjakam demon-
strates the noble emotion of compassion for
all living beings.
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He opposes the attitude of violence and
inspires us to treat everyone with compassion.

In the ‘Kaminigarhanam’ part of
Shivasatakam, ‘Bibhatsa Rasa’ (the emotion
of disgust) is given importance. ‘Bibhatsa
Rasa’ also nourishes the emotion of devotion.

Sree Narayana Guru is a poet who
made it possible in Malayalam poetry for
a poetic work to have the purpose of inten-
tionally leading the connoisseur to the state
of ‘samprajnata samadhi’ (a state of con-
scious meditation). The mind that is active
in the Guru’s poems is not a frivolous one
for worldly entertainment. Therefore, the
Guru’s literature has the capacity to destroy
the flippancy of the connoisseur and establish
the intellect (‘vivekavruthi’) that appears
like ten thousand suns at once. (Kavitha
Raman, ‘Kavyanubhavathile Anandarasam’,
Introduction, Sreenarayana Guruvinte
Kavyalokam). In this way, each poetic
rasa in the Guru’s poems becomes a path
to self-knowledge.
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Recap

¢ Sree Narayana Guru is regarded as a sage-like poet whose works combine
poetic style with philosophical depth.

¢ The Rasa in Guru’s poetry is a philosophical experience born from
spiritual realization, not a physical one.

¢ The aesthetic experience derived from the Guru’s works is Brahmananda
itself, not merely similar to it (Brahmananda-sahodaryam).

¢ Sree Narayana Guru’s poetry is a prime example of yogic poetry
(yogatmaka kavitvam).

¢ The bliss emanating through his poems is a non-objective experience
that is beyond the senses.

¢ Madhusudana Saraswati established devotion as the tenth Rasa in his
work Bhakti Rasayanam.

¢ Abhinavagupta included devotion (bhakti) within the broader category
of Shanta Rasa.

¢ Shanta Rasa (Peace) is the most evident emotion in Sree Narayana
Guru’s philosophical writings.

¢ The dominant emotion that leads to Shanta Rasa in the devotional
hymns is Bhakti.

¢ The ultimate goal of literary thought is the elimination of sorrow or
the realisation of bliss.

¢ Shringara Rasa is used in works like Bhadrakalyashtakam as an ancillary
emotion to enhance devotion.

¢ Kali Natakam is a work where Shringara Rasa is prominent in the
description of the goddess.

¢ The ‘Kaminigarhanam’ part of Shivasatakam gives importance to
Bibhatsa Rasa (Disgust) to nourish devotion.

¢ Pindinandi is a work dominated by Karuna Rasa (Compassion).

¢ Guru’s literature aims to destroy the connoisseur’s flippancy and estab-
lish the intellect (vivekavruthi).
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Objective Questions

1. Which work by Madhusudana Saraswati establishes devotion as the
tenth rasa?

2. What is the Sanskrit term used for a realized soul whose poetry leads
to self-bliss?

3. Which Rasa is described by Abhinavagupta as existing in a state without
sorrow or pleasure, hatred or rivalry?

4. Which work of Sree Narayana Guru is cited as demonstrating the noble
emotion of compassion for all living beings?

5. What is the final aesthetic state achieved by the connoisseur of Guru’s
poetry, described as not merely akin to Brahmananda?

6. Which Rasa is said to be the pinnacle of all rasas because it is conducive
to moksha (liberation)?

7. In Daivadasakam, God is addressed as being "avmyo @emomaomaso
meaning what?

8. What term is used to refer to the Gurws poetry due to its affinity with
the state of samadhi?

9. What is the dominant emotion (Sthayibhava) of Shanta Rasa?

10. Which Rasa is prominent in the description of the goddess in the work
Kali Natakam?

Answers

1. Bhakti Rasayanam
2. Atmajnani
3. Shanta Rasa

4. Jivakarunyapanjakam
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5. Brahmananda

6. Shanta Rasa

7. Truth, Knowledge, and Bliss

8. Yogic Poetry (Yogatmaka Kavitvam)
9. Nirveda (detachment)

10. Shringara Rasa

Assignments

1. Critically evaluate the assertion that Sree Narayana Guru’s poetry intention-
ally leads the connoisseur to the state of ‘samprajnata samadhi’ (conscious
meditation), referencing specific works like Atmopadesha Shatakam and
the philosophical Rasas found therein.

2. Discuss the interplay between Shanta Rasa and Bhakti Rasa in the stotra
krithis (devotional hymns) of Sree Narayana Guru, such as Daivadasakam
or Shivasatakam, illustrating how Bhakti serves to nourish the ultimate
Shanta (peace).

3. Analyze the poetic use of ancillary Rasas (like Shringara and Bibhatsa) in
the Guru’s works to subvert and transcend worldly desires, contrasting the
use of Shringara in Bhadrakalyashtakam with the Bibhatsa in Shivasatakam.

4. Examine the influence of Madhusudana Saraswati’s elevation of Bhakti Rasa

on the critical appreciation of Sree Narayana Guru’s poems, particularly
focusing on the idea that the bliss experienced is ‘Brahmananda’ itself.

SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics mﬁ ]\

—
AGURY




Reference

1. Raman, K. (2022). Sreenarayana Guruvinte Kavyalokam: A Collection
of Studies. Varkala: Sivagirimatom Publications.

2. Pillai, K. S. (1977). Kavyamimamsa. Thiruvananthapuram: Kerala Bhasha
Institute.

3. Narayanaprasad, M. (2019). Sreenarayanaguru Krithikal Sampoornam:
Gadyakrithikalum Mannanthala Deevistavavum. Kottayam: D.C. Books.

Suggested Reading

1. Anandavardhana, Dhvanyaloka (A foundational text on Dhvani and Rasa).

2. Abhinavagupta, Abhinavabharati (The authoritative commentary on
the Natyashastra and Rasa Sutra).

3. Madhusudana Saraswati, Bhagavata Bhakti Rasayana (Detailed expo-
sition of Bhakti Rasa)
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Concepts of
4 Dhwani and
Analys1s of
BLock Guru’s Poems



Introduction to the Theory of
Dhwani —i.e., Obliqueness in
Poetic Language

Learning OQutcomes

Upon completion of the unit, the learner will be able to :
¢ acquire knowledge about verbal functions
¢ understand what abhidha, lakshana, and vyanjana entail
¢ comprehend Anandavardhana’s perspective on dhwani
¢ recognise the refutative nature of dhwani

¢ understand the various subtypes of dhwani

¢ learn what dhwanikavya is

Prerequisites

o

SREENARAYANAGURU

One of the timeless theories in Indian poetics is Anandavardhana’s
theory of dhwani. In his work Dhanyaloka, he elaborates on this profound
literary theory in detail. Anandavardhana explains that the soul of literature
is rasa, and it is manifested through dhwani. Although Dhanyaloka states
that dhwani was known earlier, it was Anandavardhana who developed
it as a poetic movement. To this end, he discusses verbal functions,
which explain the relationship between word and meaning. He classifies
words into three types: vachaka, lakshaka, and vyanjaka. Similarly, he
posits three types of meaning: vachya, lakshya, and vyangya. The three
verbal functions are abhidha, lakshana, and vyanjana. He elaborates on
the characteristics and subdivisions of these three. He also details var-
ious types of dhwani. The sphota theory is a very important discovery
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in linguistics, and it was utilized in formulating the theory of dhwani.
Similarly, the pratyabhijna philosophy also served as a basis for the
theory of dhwani. Dhwani arises relying on three elements: vyanjaka,
vyanjana, and vyangya. Each of these has further subdivisions. Based
on vyanjaka, it is divided into vivakshitanyaparavachya dhwani and avi-
vakshitavachya dhwani. Even in the Western world, Anandavardhana’s
Dhanyaloka and the theory of dhwani continue to inspire many literary
discussions and theorisations. Literature where dhwani is prominent
is considered the highest form of literature. Literature where vyangya
is subordinate is called gunibhutavyangya. Compositions that display
magical artistry in sound arrangement are citrakavya.

Keywords

Dhwani, Anandavardhana, Abhidha, Lakshana, Vyanjana, Vyangya, Vachaka,

Dhvanyaloka

Discussion

4.1.1 Shabda Vyapara

Anandavardhana, who established the
theory of dhwani, classified words into
three categories: vachaka, lakshaka, and
vyanjaka. He also posited three types of
meaning: vachya, lakshya, and vyangya.
The relationship between word and meaning
is termed shabda vyapara. The three verbal
functions are abhidha, lakshana, and
vyanjana. He argued that vachaka words
produce vachyartha through abhidha vyapara,
lakshaka words produce lakshyartha through
lakshana vyapara, and vyanjaka words
produce vyangya through vyanjana. The
soul of poetry is dhwani, which resides in the
form of vyangya. Since what dhwanis is rasa,
rasa and dhwani are essentially one and the
same. Anandavardhana’s poetic theory gained
widespread acceptance. Eminent poetic
thinkers such as Abhinavagupta, Mammata

Bhatta, Vishvanatha, and Jagannatha Pandita
became proponents of the theory of dhwani.

4.1.2 Abhidha Vyapara

The most prominent function in the
capacity of words to convey meaning is
abhidha vyapara. Abhidha denotes the direct
presentation of the meaning of a word. The
term implies presenting the meaning face-
to-face, without any concealment. In other
words, it conveys the meaning without
obstruction or obliqueness. When the fixed
relationship between word and meaning
results in the comprehension of meaning
without hindrance or deviation, it is said to
be abhidha vrtti. Abhidha operates in four
ways: rudi, yoga, yogarudi, and yaugika rudi.
Rudi involves conveying the conventional,
tradition-based meaning of a word. Words
like ‘tree’ and ‘mountain’ convey their
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meanings through the force of rudi. Yoga
involves analytical meaning, derived by
breaking down components; examples
include ‘servant’ (one who serves) and
‘worker’ (one who works). Yogarudi occurs
when yoga and rudi operate together. For
example, ‘horse’ has the yoga meaning ‘that
which gallops’ and a rudi meaning unique to
it, not applicable to other galloping things.
Other examples include ‘finger’ and ‘fish’.
Yaugika rudi combines rudi and yogarudi.
The word ‘udbhij’ has a yogarudi meaning of
a plant (mushroom) that emerges by piercing
the earth, but it also has a rudi meaning
related to sacrifice. Vachaka words express
vachyartha through the operation of abhidha.
In any language, the relationship between
most word usages and their meanings is
governed by abhidha.

4.1.3 Abhidha Niyamaka

It is common in all languages for a single
word to have multiple meanings. Accordingly,
to determine the appropriate meaning in
context, certain regulators are imposed on
abhidha. Poetic theorists enumerate 13 such
abhidha niyamaka: samyoga, viprayoga,
sahacharya, virodhita, artha, prakarana, linga,
chercha, auchitya, samarthya, kala, desa, and
angya. Let us examine some examples. The
phrase ‘grey hair’ has various meanings in
the language. Through samyoga (association)
with the adjective ‘grey’, ‘hair’ means head
hair, restricting other meanings like crown,
peak, or top. In the sentence ‘I need this
much length of cloth’, without the regulator
of angya (gesture), determining the length
of the cloth would be impossible. In the
expression ‘Rama and Ravana’, Rama refers
to Dasharatha’s Rama, not Parasurama or
Balarama. Here, virodhita (opposition or
enmity) regulates abhidha.

4.1.3. 1 Lakshana (Secondary
Meaning)

Although considered secondary compared
to abhidha vrtti, lakshana is a verbal function

that enhances the expressive power of words.
It is a potent verbal force that strengthens
the language. The meaning obtained through
lakshana vrtti is called lakshyartha, and the
word used for it is lakshaka. (When the
vachyartha is obstructed, another meaning
connected to it is posited based on fame
or intended purpose; this is lakshana.)
Lakshana vyapara occurs in contexts where
the vachyartha produced by abhidha becomes
incongruent. Then, another meaning related
to that vachyartha must be posited based on
fame or intended purpose. This function is
called lakshana.

“enIoWwomOE3 ailg QI0aI eOm-
O@MIFYMIM al)@)M0 &ald0)ud
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Poetic theorists have defined lakshana
in this sense. When saying ‘The cowherds’
hamlet is on the Ganga’ (Ganga-ghosha),
since it is incongruent for the cowherds’
dwelling to be in the Ganga’s flow, lakshana
posits the meaning ‘Ganga’s bank’ for Ganga.
The purpose of lakshana here is to convey
the greatness of coolness, purity, etc., due
to proximity to the Ganga. The word ‘enna’
(oil) has the vachyartha of sesame oil. In
usages like coconut oil, neem oil, castor oil,
lakshana posits the general meaning ‘oil’
(liquid) based on fame. (The etymology
is ela + ney - enna.) Although considered
secondary to abhidha vrtti, lakshana is a
verbal function that augments the revelatory
power of words’ meanings. Abhidha and
lakshana operate differently. While abhidha
vrtti unobstructedly reveals vachyartha,
lakshana vrtti indicates a congruent meaning
where vachyartha becomes incongruent. The
meaning obtained through lakshana vrtti
is lakshyartha, and the word is lakshaka.
Lakshana vrtti applies only where abhidhartha
is irrelevant. For example, in ‘The flower
smiled’ and ‘Fry mustard with eyes’, common
sense recognises the meanings ‘The flower
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bloomed’ and ‘Glanced’ through lakshana.

4.1.4 Subdivisions of
Lakshana

Based on the difference between
vachyartha and lakshyartha, lakshana is
divided into three types: jahallakshana,
ajahallakshana, and jahadajahallakshana.
Jahallakshana means completely abandoning
the vachyartha (jahat = abandoned). For
instance, saying ‘He is a great intellectual’
about a fool completely discards the
vachyartha. Here, the relation is opposition,
so it conveys the opposite, indicating sarcasm
through verbal artistry. Ajahallakshana does
not abandon the vachyartha entirely (ajahat
= not abandoning). For example, ‘Here
comes the tea’. Though vachyartha exists,
tea cannot come by itself, so lakshana is
invoked: ‘A person is coming with tea’.
Jahadajahallakshana partially abandons and
partially retains vachyartha. In ‘The forest
bloomed’, not every part of the forest blooms,
so the vachyartha ‘The entire forest bloomed’
is obstructed. Lakshana is also subdivided
into sadrishya lakshana, shuddha lakshana,
saropa lakshana, and sadyavasaya lakshana.

4.1.5 Sadrishya Lakshana

Where the relation is similar, it is sadrishya
lakshana. ‘He is a donkey’. Here, vachyartha
is obstructed, so lakshana posits another
meaning (lakshyartha). A donkey is an animal
without special intelligence. Due to similarity,
a dull person is posited as a donkey.

4.1.5.1 Shuddha Lakshana

Positing meaning by connecting cause
and effect is shuddha lakshana. In ‘Exercise
1s health’ and ‘Ghee is life’, the cause is
posited as the effect.

4.1.5.2 Saropa Lakshana

Imposing the property of one thing into
another is saropa lakshana. In forms like

‘ocean of samsara’ and ‘battle of life’,
through imposition of another’s property,
lakshana conveys the special meaning of
the troublesomeness of samsara and life.

4.1.5.3 Sadhyavasaya Lakshana

Completely imagining one object as
another through exclusion of similarity
is sadhyavasaya lakshana. In rupaka
and atisayokti, positing eyes as a pair of
lotuses or glances as hands are examples
of sadhyavasaya lakshana. Lakshana,
which generates special meaning beyond
vachyartha, has made excellent contributions
to literary verbal artistry.

4.1.5.4 Vyanjana Vyapara

Abhidha and lakshana functions conclude
by conveying vachya and lakshya meanings
respectively. Sometimes, beyond vachyartha
and lakshyartha, another meaning may also
be evoked. The function that produces the
apprehension of such a meaning is vyanjana.
Vyanjana is a distinctive evocation. Anjana
means brilliance. The meaning (vyangyartha)
achieved through vyanjana vyapara is
illuminated by the vyanjaka word that
serves as its basis. Vyanjana is of two types:
abhidhamula vyanjana and lakshanamula
vyanjana.

4.1.5.5 Abhidhamula Vyanjana

Evoking another meaning subsequent to
the vachyartha achieved through abhidha is
due to abhidhamula vyanjana. The meaning
thus apprehended is abhidhamula vyangya.
Alover who had fixed a secret meeting place
with his beloved in the forest arrived early
and saw a traveller wandering there. The
lover asked the traveller, “Why are you
looking around fearfully?” The traveller
(silent at first): “There used to be a biting dog
here before. I was checking if'it’s still here.
Don’t worry, a lion that recently settled here
killed and ate that dog.” From the vachyartha
of this conversation, a vyangya emerges:
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Previously, there was only a dog here; now
a lion is in its place. Don’t stay anywhere
here; if you value your life, run away quickly.
This vyangya arises from the vyanjana of
the lion’s reign. Here, the basis of vyanjana
is abhidha; this is abhidhamula vyanjana.

4.1.5.6 Lakshanamula Vyanjana

The function that produces an additional
meaning beyond lakshyartha, resulting from
lakshana, is lakshanamula vyanjana. In ‘Kashi
city is on the Ganga’, lakshana concludes
with the lakshyartha ‘on the adjacent bank of
the Ganga’. Thereafter, the meaning ‘Kashi
city possessing qualities like coolness and
purity’ emerges through the vyanjana of
‘adjacent bank’. Vyanjana based on lakshana
is called lakshanamula vyanjana. Factors
such as speaker, listener, subject matter,
sentence, context, time, place, situation,
tonal variations in questions, and gestures
can enable any vachyartha or lakshyartha
to evoke vyangya. Moreover, one vyangya
can evoke another vyangya. Thus, just as

Recap

words can be vyanjaka, meanings can also
be vyanjaka.
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In this verse describing Parvati’s
tapas from Kumarasambhavam, the
vachyartha is the path of a water drop-
let. The vyangya is the meditative
posture appropriate for contempla-
tion. A third meaning that the tapas
continued uninterrupted even at the
onset of the rains arises as another
vyangya from the first vyangya. A
fourth meaning, evoking Parvati’s
beauty, also emerges in vyangya form
in the mind of the sensitive reader.

¢ The most prominent function in the capacity to convey meaning is abhidha

vrtti.

¢ The relationship between word usages and their meanings is governed

by abhidha.

¢ [t is common in languages for a single word to have multiple meanings.

¢ Lakshana is a verbal function that enhances the expressive power of words.

¢ Another meaning is posited based on fame or intended purpose.

¢ Lakshana vrtti applies only where abhidhartha is irrelevant.

¢ The three subdivisions of lakshana are jahallakshana, ajahallakshana, and

jahadajahallakshana.

SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics @



¢ Where the relation is similar, it is sadhrishya lakshana.

¢ Positing meaning by connecting cause and effect is suddha lakshana.
¢ The basis of vyanjana is abhidha.

¢ Vyanjana can be word-based or meaning-based, thus of two types.

¢ Just as words can be, meanings can also be vyanjaka.

¢ Vyanjana is a distinctive evocation.

¢ Shabda vyapara is Anandavardhana’s discovery.

¢ The soul of poetry is dhwani.

¢ Rudi, yoga, yogarudi, yaugika rudi the four subtypes of abhidha vyapara.

¢ Imposing the property of one thing onto another is saropa lakshana.

¢ Imagining one object as another through exclusion of similarity
is sadhyavasaya lakshana.

Objective Questions

1. What does Anandavardhana state is the ‘soul of literature’?

2. Which philosophical school, besides Sphota theory, served as a basis
for the Dhwani theory?

3. What is the technical term for the direct, unconcealed meaning of a word?

4. Which type of Abhidha involves conveying meaning through both
analytical components and established convention, like the word ‘horse’?

5. What is the term for the regulators used to determine the correct meaning
of a polysemous word?

6. In Lakshana, what is the meaning obtained through the verbal function
called?

7. Which subtype of Lakshana completely abandons the direct meaning
(vachyartha)?
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8. Which subtype of Lakshana involves positing meaning through the
relation of similarity?

9. The function that produces an additional meaning beyond vachyartha
and lakshyartha is known as what?

10. Vyanjana based on Abhidha is called what?

Answers

1. Dhwani

2. Pratyabhijna philosophy
3. Vachyartha

4. Yogarudi

5. Abhidha Niyamaka

6. Lakshyartha

7. Jahallakshana

8. Sadrishya Lakshana

9. Vyanjana Vyapara

10.Abhidhamula Vyanjana

Assignments

1. Evaluate the claim: “Since what dhwanis is Rasa, Rasa and Dhwani are
essentially one and the same”, by critically examining the roles of Dhwani
in manifesting Rasa in a chosen literary work.
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2. Analyze a poem by Sree Narayana Guru to identify examples of all
three verbal functions (Abhidha, Lakshana, Vyanjana), paying special
attention to how Vyanjana reveals the philosophical meaning.

3. Discuss how the concept of Sadhyavasaya Lakshana is employed in poetic
language to enhance Atishayokti (hyperbole) and Rupaka (metaphor),
citing relevant examples.

4. Compare and contrast the functions of Lakshana (secondary
meaning) and Vyanjana (suggested meaning), explaining why
Dhwani theorists consider Vyanjana superior for conveying
poetic emotion.

Reference

1. Anandavardhana. Dhvanyaloka (The foundational text for the
theory of Dhwani)

Suggested Reading
1. Abhinavagupta. Dhvanyalokalochana (Commentary on Dhvanyaloka,
essential for deeper understanding).

2. Mammata Bhatta. Kavyaprakasha (A later text that summarizes and
validates Dhwani theory).

3. Pillai, K. S. Kavyamimamsa (Important work on Indian Poet-
ics, often used as a standard reference).
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| ! 2 \ The Concept of Dhwani

P! according to ancient Scholars
- Bharata Muni, Bhamaha,

U N I T Udbhata, Vamana

Learning OQutcomes

Upon completion of this unit, the learner will be able to:

¢ explain why Anandavardhana prioritized Dhwani over Rasa in naming
his treatise.

¢ distinguish Dhwani from the concepts of Alankara and Riti proposed by
earlier scholars.

¢ cvaluate the significance of Vyangyartha (suggested meaning) as the
essence of poetic beauty.

¢ summarize Udbhata’s contribution to poetics, including his works and
the introduction of Shanta Rasa.

Prerequisites

This learning material introduces the pivotal concept of Dhwani (suggestion
or resonance) within ancient Indian poetics, tracing its foundational and evolving
understanding through the works of key Sanskrit scholars, Bharata Muni, Bhamaha,
Udbhata, and Vamana. Dhwani, though formally established later by Anandavardhana
as the “soul of poetry” (Kavyasyatma Dhvanih), has latent origins and preparatory
discussions rooted in earlier critical traditions. This study illuminates how the concerns
and terminologies of these pre-Dhwani thinkers, who prioritised Rasa (aesthetic
sentiment), Alankara (figures of speech), and Riti (style) implicitly contributed to
the later comprehensive formulation of the Dhwani theory.

The earliest scholar considered, Bharata Muni (circa 2nd century BCE to 2nd
century CE), focused primarily on drama and the Rasa theory in his monumental
Natyasastra. While he did not explicitly define or employ ‘Dhwani,” his articulation
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of how Rasas are manifested from the combination of Vibhavas (determinants),
Anubhavas (consequents), and Vyabhicari Bhavas (transitory feelings) laid the
essential groundwork for understanding aesthetic experience as a suggested outcome.
The Rasa-siitra details a process of aesthetic communication that operates beyond
mere denotation, thereby implicitly necessitating the concept of suggestion that
Dhwani later formalised. Therefore, although the term is absent, Bharata’s work
represents the latent Rasa-dhvani, providing the first psychological and aesthetic
basis for the ultimate importance of the suggested sense.

The subsequent scholars, Bhamaha (circa 6th - 7th century CE), Udbhata (circa
8th century CE), and Vamana (circa 8th century CE), are generally associated
with schools of thought that foregrounded different elements of poetry, but whose
views indirectly set the stage for Dhwani’s acceptance. Bhamaha and his follower
Udbhata championed the Alankara school, emphasising embellishment and figures
of speech as the essence of poetry; Udbhata also refined the relationship between
Rasa and Bhava. Vamana, conversely, founded the Riti school, asserting that style
(Rtti) is the soul of poetry, defined as a specific arrangement of words endowed
with Gunas (poetic excellences). Critically, the emphasis on Alankara and Guna
focused on the body of poetry, inadvertently leaving a conceptual void for the soul
or ultimate suggestive import, a gap the Dhwani school effectively filled by arguing
that the real poetic charm lies in the suggested sense rather than the literal meaning
or its ornamentation.

Keywords

Dhwani, Anandavardhana, Vyangyartha, Udbhata, Alankara, Sahrudaya,
Gunibhiita-vyangyam, Kavyalankara-sangraha.

Discussion

work Rasalokam after proclaiming that the
soul of poetry is Rasa. Instead, he composed
the Dhwanyalokam, declaring that the soul
of poetry is Dhwani.

4.2.1 The Concept of Dhwani
4.2.1.1 Bharata Muni

As mentioned, the ‘Rasa Pradhanya
Vada’ (theory of the primacy of aesthetic
emotion) established by Bharata Muni in
the art of drama becomes well-established

The answer is that while the Dhwani
theory primarily focuses on Rasa and
Bhava (emotions), it is not limited to

in literature with the Dhwani theory
propounded by Anandavardhana. One might
reasonably wonder why Anandavardhana,
the ‘Dhwani’ master who identified the
emotional experience (Rasa) as the soul of
poetry, just as in drama, did not name his

them. The philosophy of Dhwani clarifies
the importance of suggestive meanings
(parokshartha pratitis) in poetic language,
which are deeper than the explicit meaning
and expressive arrangement (vakya-vachaka-
rachana vicchitti) emphasised by the
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‘Alankara Vadis’ and ‘Riti Vadis’ (theorists
of poetic embellishments and style). It also
elucidates the poetic composition techniques
that produce those subtle, beautiful, and
profoundly thought-provoking suggestions.
Rasa and Bhava are defined as the subjective
and intensely blissful aesthetic experience
of poetic beauty. However, in literature,
beautiful ideas that are not as deeply
immersive as Rasa, but still contain an
extraordinary charm, often emerge, making
the direct meaning secondary. These might
possess a natural grace without the touch of
embellishment, or they might be beautified
with embellishments like simile, metaphor,
etc. Dhwani encompasses all such layers
of indirect meaning that exist beyond the
explicit, literal meanings. Furthermore, the
systematic and integrated compositional
structure that expresses such meanings is
also referred to as Dhwani.

The essence of the poetic concept of
Dhwani is the harmonious integration of
form and emotion. Thus, Anandavardhana
composed Dhwanyalokam to explain poetic
beauty by synthesising both subjective and
objective layers of meaning. He states that the
principle of Dhwani, which is the essence of
all great things, did not become sufficiently
clear even to the subtle critical intellect
of earlier literary thinkers like Bhamaha.
However, it is inherently present in great
works like the Ramayana, Mahabharata, and
Meghasandesha. Anandavardhana explains
that he is clarifying the nature of Dhwani
so that joy may be firmly established in the
minds of the connoisseurs who recognise it.

4.2.1.2 The Importance of
Vyangyartha

The ‘Alankara Vadis’ such as Bhamaha
believed that the quality that distinguishes
literature from common and scientific
language is the nature of its words and
meanings. As previously explained, this

obliquity (vakrata) is the non-literal meaning
that necessitates the function of secondary
signification (lakshana). According to them,
this is the technique of conveying meaning in
poetic language and the secret of its charm.
However, the ‘Dhwani Vadis’ discovered
that beyond the well-known functions
of denotation (abhidha) and indication
(lakshana), there is another function called
‘vyakti’ (vyanjana), or suggestion, that is not
present in common or scientific language.
They identified this as the distinctive quality
of poetic language and the inexhaustible
principle of poetic beauty that illuminates the
suggestive meanings and sparks the creative
genius of the connoisseur. The suggestive
meaning, which is distinct from the explicit
components, pervasive, and perceivable
only through experience like the beauty
(lavanyam) of a woman is the most important
element in poetry.
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The suggested meaning (pratiyamanartha),
or vyangyartha, is the main intention of the
poet. When feelings, emotions, subtle and
complex ideas that cannot be expressed
directly in words, or would lose their beauty
if expressed, arise in the heart of a gifted
poet, how does he invoke them? They are
shaped in the crucible of an irresistible urge
for expression, acquiring a rare beauty not
through the medium of words and sentences.
The poet’s tools are words and their subtle
and infinite possibilities of expression, along
with the literal and secondary meanings. The
poet makes the most of these possibilities.
By maintaining propriety and precision in
the specific combination of carefully chosen
words both phonetically and semantically the
poet conceals the shades or possibilities of
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is how the poet expresses an immeasurable
and infinite universe of ideas using familiar
structures of words and meanings. Just as
fireworks, upon a single spark, explode and
scatter colourful blossoms, or as seeds, upon
a single rain, burst their shells and sprout with
the vitality of life, words in poetic language
wait to be savoured by the connoisseur.

This meaning-generating technique that
works solely through words is the function
of suggestion (vyanjana vritti). The word
‘shabda’ (word/sound) here should be
understood as referring to all the expressive
structural components, such as letters, words,
sentences, kaku (vocal inflection), and
rhythmic structure. Not only words but also
their meanings can be suggestive. The literal
meanings that arise at the manifest level and
their inconsistencies that result from their
obliquity can also become suggestive in the
structure of poetic language. In suggestion,
sound and meaning generally work in
cooperation. In the type of Dhwani rooted
in the power of sound, although the sound
is the primary suggestor, the cooperation of
meaning is also required. In other types of
Dhwani (which will be explained later), the
sound acts as a co-operative factor to the
primary suggestive meaning. Thus, without
the cooperation of both sound and meaning,
nothing can be suggestive.

@RAONIVY QI RSH@Io  GOENJAVY
Ma0H06lmo’ (Mammata, Kavyaprakasa,
3.38): The meaning is the suggester and the
word is the co-operative factor. ‘agsdauy
QLD VB0 ®BMIAVY  TVa0BHOGI®O’
(Visvanatha Kaviraja, Sahityadarpana, 2.18):
One is the suggester and the other is the
co-operative factor.

It is emphasised that great poets achieve
their greatness through the proper use of
suggested meaning and suggestive words,
and not merely through literal compositions.
The extraordinary genius of a poet shines
and his work becomes successful through the
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expression of a charming suggested meaning.

4.2.1.3 Definition of Dhwani

A poem in which the suggested meaning
(vyangyartha) is more important than the
literal meaning (vachyartha) is called Dhwani.
A doubt naturally arises here: isn’t the
suggested meaning always more important
than the literal? How can the reverse be
true? Moreover, what is the criterion for
determining importance? Without a doubt,
the suggested meaning is more important than
the literal. However, sometimes the beauty of
the suggested meaning may serve to enhance
the striking charm of the literal meaning. In
such cases, the suggested meaning might not
seem as important as the striking obliquity
at the literal level. In reality, the literal
meaning gains its extraordinary beauty from
the charm of the suggested meaning that
shines within it. Anandavardhana compares
such a ‘subordinated’ (gunibhiita) suggested
meaning to a king following his servant who
is on his way to his wedding.

GO aHINIUWIB:001 QI § 0BlSHUDO
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The presence of the king gives prestige to
the servant’s wedding. However, since the
servant is the groom, he temporarily takes
precedence and walks in front while the king
follows him. Similarly, there are situations
where the suggested meaning remains
subordinated, lending an extraordinary
charm to the literal meaning. Anandavardhana
named such poetic situations “Gunibhiita-
vyangyam” (subordinated suggestion). More
details about this will be provided later. The
only criterion for determining the importance
of the literal and suggested meanings is the
evident charm. Importance and subordination
are relative concepts. It is not the poet who
decides this; for the connoisseur, his or her



own perception is the authority. Once the
work is written, the poet loses his authority
over it and is dismissed, or his presence
becomes irrelevant. The connoisseur takes
that place. The connoisseur produces
meanings even the poet was not aware of and
constructs a new poetic reading that is also
his own, in which he delights. The poetic text,
which has escaped the control of the poet,
is thus reconstructed as the connoisseur’s
own identity and property. Postmodern
critics such as Roland Barthes, Wolfgang
Iser, and Stanley Fish are proponents of
this reader-response theory. This authority
of the connoisseur over the poem is openly
stated in the old aphorism:

QOO 20040

QILOAILO®O GO MO &Hail:,
TLYBOIATVIOAVIARENY 0 LN
GAUO®] MO ailmo

(The cleverness of poetic rasa is known
to the interpreter, not the poet. The prowess
in lovemaking of a daughter is known to the
son-in-law, not the father.)

Rajashekhara has stated that the
connoisseur is the master, friend, minister,
disciple, and preceptor of the poet.

av10a] al(@o al a(@»1 al
WBlaHUD102100} aBQl ol &AIlQ cQI®T
a0l 2fl@o &lo a0l MBLAN BOQIG::
(001521200a00)

This secret of the connoisseur is
evident in many places in Dhwanyalokam.
Anandavardhana states that the purpose
of writing Dhwanyalokam is that once
the connoisseur understands the principle
of Dhwani, he becomes aware of his
own creative identity, and is fulfilled by
realising that the textual experiences, which
are hidden beyond the poet’s words and
which he himself expresses from within,
are not merely dream-like visions. It has
also been pointed out that the name of this

treatise was originally Sahrudayalokam (The
[llumination of the Connoisseur). In many
old palm-leaf manuscripts, the title of the
work is recorded as Sahrudayalokam in the
introductions to the chapters. Abhinavagupta,
in his Locana commentary, also refers to
the work as Sahrudayalokam.

4.2.1.4 Udbhata

Udbhata was a Sanskrit poeticist from
Kashmir. He is also known as Bhattodbhata,
the founder of the ‘Alankara’ system.
Kalhana, in his Rajatarangini, states that
Udbhata was the court scholar of King
Jayapida, who ruled Kashmir from 779 to
813 CE.

“aflziomd 31moRIEeHeM (al®ya00

B OMCAUMMo BESIER)BRSMV®AVY

(Rwoallwavy @)l BAOM)8 (aIR0alI®Is

(0o=m®0owlem], 4.495)

Udbhata lived before Anandavardhana
and after Bhamaha. Anandavardhana
includes many of Udbhata’s example verses
in his Dhwanyalokam. His main work is
Kavyalankara-sangraha.

In addition to Kavyalankara-sangraha,
three other works are also known to be
Udbhata’s. One is a commentary on
Bhamaha’s Kavyalankara (Bhamaha
Vivaranam). Another is a commentary
on Bharata’s Natyasastra. Both of these
are unavailable today. It is also said that
he composed a Sanskrit poem named
Kumarasambhavam. This poem is not
available in its complete form. Induraja’s
Laghuvrtti commentary on Kavyalankara-
sangraha contains a reference to this poem.
It adopts the plot of the first half of the fifth
chapter of Kalidasa’s Kumarasambhavam.
Kavyalankara-sangraha provides 94 verses
from this work as examples.

It is said that Kavyalankara-sangraha is
a summary of the extensive commentary
on Bhamaha’s Kavyalankara that Udbhata
composed, titled Kavyalankara-vivaranam.

m SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics

v

@



>

Containing seventy-nine verses in
six chapters, it describes 41 poetic
embellishments with examples. Udbhata
does not follow any specific order in his
descriptions of the embellishments. Like his
predecessor Bhamaha, Udbhata also describes
embellishments in groups. He follows the
method of providing a definition and an
example for each embellishment. He uses the
word ‘alankara’in a very limited sense. While
Bhamaha accepts some types of ‘yamaka’
(alliteration/punning), upama (simile),
ripaka (metaphor), and utprekshavayava
(a type of hyperbole), Udbhata does not.
He includes kavyalinga (poetic reason),
drstanta (example), kanupasa (alliteration),
punaruktavadabhasa (seeming repetition),
samahita (resolution), and sankara (fusion)
within the scope of poetic embellishment.
Udbhata was the first to differentiate
punaruktavadabhasa and samahita. He was
also the first to introduce ‘Shanta’ as the ninth
rasa in the field of poetics. Udbhata can be
seen as a great proponent of the ‘Alankara’
system introduced by Bhamabha.

4.2.2 Vamana

The author of Kavya Alankarasutra
vrittti is Vamana, who lived between
770 and 840 AD. At the beginning of the
Vritti, it is mentioned that the name of the
Vritti is “Kavipriya”. This Vritti also has
a commentary called Kamadhenu. Its author
is Sri. Gopendratippa Bhupala.

The scholars of poetry like Bhamaha
before Vamana wrote their books as
Karikaras. However, Vamana took Bharata
Muni, the master of Natyashastra, as his
guide. Following the ancient tradition, in the
Vritti of Kavyalankara, some topics of the
art of ornamentation have been discussed in
detail and the topics of Rasabhavadi have
been left out.

Vamana states that the life style of poetry
is the sutra ‘0100 Hoai vy, Vamana
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defines riti as the “particular arrangement
of words.” Kamdhenu commented on
Vamana“s statement and explained that, “riti
is the particular character of poetry which
differentiates poetry from philosophical
writing that lacks the sweetness of poetry.”
Riti can be called the “style” or the “fashion”
of poetry. The style specific to the footwork
1s classified into three: Vaidarbhi, Gaudi, and
Panchali. Rityatmavada also disappeared
with Vamana.

4.2.2.1 Vamana’s
Kavyalankarasutra Vritti

Kavyalankarasutra Vritti has three parts:
Sutra, Vritti, and Example. In addition to
the Sutra and Vritti, some examples.It was
written by Vamana himself. Other examples
are selected from important works of Sanskrit
literature.

This book is divided into five sections.
There are three chapters in the first section,
two in the second, two in the third, three
in the fourth, and two in the fifth. The first
section is called "Shiraka". It discusses the
poetic body. In the first section, it is argued
that poetry is visual because it is for the sake
of pleasure, and non-visual because it is for
the sake of fame, and therefore universally
acceptable. In the second section, the author
discusses the method along with the criticism.

In the third chapter, the members and
categories of poetry are mentioned. In the sutra
‘GRI0GBINBLO (ald>1@6mMo al @&0QI 00MIMI’,
the three members for the production of
poetry are mentioned. In this, "world" refers
to nature, "vidya" refers to the scientific
texts such as grammar, and "prakirnam"
refers to the introduction to poetry. After
the formation of poetic form, the types of
poetry called prose and poetry are explained.
In this, prose is divided into three types:
Vrittagandhi, Churna, and Utkalikapraya.
Poetry is classified in many ways as Samam,
Ardhasama, and Vishvam. The name of the
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second section is Doshadarshan. In this, the
defects of words and phrases are described
in one chapter and the defects of words and
phrases in another chapter.

The name of the third section, which
has two chapters, is Guna-Veeraka. In
the first chapter, the qualities of sound
are described, and in the second, the
qualities of meaning. The fourth
section is called Alankarik. In these
three chapters, the concepts of sound,
metaphor, and simile are discussed.
The topics discussed are: philosophy
of the universe. The fifth section is
called "Practical". Since this section
is very useful for poets in the field of
practical work, the name "Practical"
is quite appropriate. The profound
scholarship of the author, Vamanan,
in the sciences and poetic dramas is
evident in this section. The criticism of
the purity of sound, which is not found
in the texts on ornamentation, and on
the subject of grammar, increases the
excellence of this book.

4.2.3 The Concept of Dhvani
According to Vamana

Indian poetics (Alankara-sastra) has
developed through varied theoretical
perspectives, and among these the concept
of dhvani, poetic suggestion stands as a
cornerstone of classical aesthetics. While
the fully developed Dhvani theory is
generally associated with Anandavardhana’s
Dhvanyaloka, an important precursor is
Vamana, the 9th-century scholar whose
seminal work Kavyalankara-siitra-vrtti
laid a conceptual foundation that ultimately
supported the evolution of dhvani as a
central aesthetic category. Although Vamana
does not explicitly articulate a full-fledged
dhvani doctrine, his poetic theory provides

the philosophical scaffolding for it. His
statements on riti (style) and guna (qualities)
indirectly illuminate his understanding of
suggestive meaning in poetry.

4.2.3.1Vamana’s Aesthetic
Framework: Riti as the Soul of
Poetry

Vamana’s most famous formulation is:
“Ritih atma kavyasya”(Riti (style) is the
soul of poetry.)

By riti, he means the special arrangement
of words in a poem which produces
excellence. This riti is not mere external
ornamentation; it is the inner life-force
through which meaning is elevated. Such
a definition already shifts focus from literal
meaning (abhidha) toward something more
subtle and aesthetic. Vamana also classifies
gunas (poetic qualities) such as:

1. Ojas (energy)
2. Madhurya (sweetness)

3. Prasada (clarity)

According to him, these qualities become
manifest through proper riti. What is
significant here is that the beauty of poetry, for
Vamana, arises not from explicit statements
but from the special mode of expression
that creates an atmosphere of suggestion.

His contribution to Indian poetics lies
not in defining dhvani but in preparing the
conceptual environment in which dhvani
could emerge as the highest principle of
literary beauty. Thus, Vamana occupies a
significant place in the history of Indian
aesthetics, as a subtle thinker whose ideas
anticipate one of the most influential doctrines
in Sanskrit literary theory.
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Recap

¢ Bharata Muni’s Rasa Pradhanya Vada was established in drama, which
was later integrated into literature by the Dhwani theory.

¢ Anandavardhana’s choice of Dhwanyalokam emphasizes that the theory
is not limited to Rasa and Bhava.

¢ The Dhwani theory clarifies the importance of suggestive meanings
(parokshartha pratitis) in poetic language.

¢ Rasaand Bhava are defined as the subjective and intensely blissful aesthetic
experience of poetic beauty.

¢ Dhwani encompasses all layers of indirect meaning beyond the explicit,
literal meanings.

¢ The essence of Dhwani is the harmonious integration of form and emotion
in poetic structure.

¢ The suggested meaning (Vyangyartha) is the distinctive quality of poetic
language and the principle of inexhaustible poetic beauty.

¢ Vyangyartha is like the beauty (lavanyam) of a woman, distinct from
her explicit features.

¢ The poet expresses an immeasurable universe of ideas by concealing
shades of meaning at the indirect level.

¢ The meaning-generating technique working solely through words is the
function of suggestion (vyanjana vritti).

¢ Sound and meaning generally work in cooperation, as one is the suggester
and the other is the co-operative factor.

¢ A poem where the suggested meaning (vyangyartha) is more important
than the literal meaning (vachyartha) is called Dhwani.

¢ Gunibhiita-vyangyam refers to poetic situations where the suggested
meaning remains subordinated to enhance the literal meaning.

¢ The connoisseur (Sahrudaya) is the ultimate authority over the poem
once it is written, making the poet’s presence irrelevant.

¢ Udbhata was the court scholar of King Jayapida of Kashmir and the
founder of the Alankara system.
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Objective Questions

1. Which work by Anandavardhana contains the detailed theory of Dhwani?
2. What is the Sanskrit term for suggestive meaning in the Dhwani theory?

3. What is the literary philosophy that considers expressive embellishment
and style as the core of poetry?

4. The verse (a1®I@@0mo...compares the suggested meaning to what?

5. What is the term for a poem where the suggested meaning is subordinated
to the literal meaning?

6. Who is the ancient Sanskrit poeticist from Kashmir who founded the
Alankara system?

7. Which king did Udbhata serve as the court scholar?
8. Which later critic refers to Dhwanyalokam as Sahrudayalokam?

9. What is the title of Udbhata’s main work that describes 41 poetic embel-
lishments?

10. What important contribution did Udbhata make regarding the Rasa theory?

Assignments

1. Analyze the Gunibhiita-vyangyam concept by critically discussing the
analogy of the king and the servant, and give an original example of a
poetic situation where the suggested meaning is temporarily subordinated.

2. Discuss the authority of the connoisseur (Sahrudaya) in the Dhwani
theory, relating the aphorism sail®ooavalom)oyso... to modern reader-
response criticism (Roland Barthes/Wolfgang Iser) mentioned in the text.

3. Compare and contrast the core principles of Anandavardhana’s Dhwani
theory and Udbhata’s Alankara system in terms of what each considers
the “soul of poetry’ and how they treat poetic embellishments.

4. Examine Anandavardhana’s synthesis of subjective and objective layers
of meaning in his definition of Dhwani, and argue why Dhwani is a more
comprehensive term for poetic beauty than Rasa.
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Reference

1. Anandavardhana. Dhwanydalokam (The foundational text for Dhwani
theory).

2. Udbhata. Kavyalankara-sangraha (Main work of the Alankara system).
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4. Roland Barthes. “The Death of the Author” (A key text for understanding
modern reader-response theory mentioned in the unit).
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Guru’s Devotional Hymns
Analysed in the Light
of Udbhata’s Karikas in

Kavyalankara-sangraha

Learning Outcomes

Upon completion of this unit, the learner will be able to:

¢ explain how Bharata Muni’s Rasa theory serves as a foundation for the
later Dhwani concept.

¢ distinguish Dhwani from the core tenets of the Alankara and Riti schools.
¢ cvaluate Vyangyartha as the decisive characteristic of superior poetry.

¢ summarise the contribution of Udbhata to poetics, including his work
and the introduction of Santa Rasa.

Prerequisites

SREENARAYANAGURU

This work by Udbhata (c. 775-850 CE), who lived in the eighth century, is
considered a refined version of Bhamaha’s Kavyalankara. He discusses a total
number of 41 poetic embellishments, comprising 37 semantic embellishments
(arthalankaras) and four phonetic embellishments ($abdalankaras). He generally
follows the order used by Bhamaha. However, a notable feature is that Udbhata
omits embellishments mentioned by Bhamaha, such as yamakam, upamariipakam,
and utpreksavayavam, while adding some new ones like punaruktavadabhasa,
sankaram, kavyalingam, and drstantam. He also classifies anuprasa (alliteration) into
three distinct embellishments: chékanuprasam, vrttanuprasam, and latanuprasam.

Udbhata, who was influenced by Bhamaha, was also a proponent of the primacy
of embellishment. He makes no mention of poetic qualities (gunas) or style (ritis)
in his work. He also opined that Rasa, such as Srngara, can be expressed directly
by words.
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Keywords

Dhwani, Anandavardhana, Vyangyartha, Udbhata, Daivadasakam, Sahrudaya,
Gunibhiita-vyangyam, Kavyalankara-sangraha, Bhadrakalyasthakam,

Kalinadakam.

Discussion

4.3.1.Udbhata

Udbhata was a Sanskrit poeticist from
Kashmir. He is also known as Bhattodbhata,
the founder of the ‘Alankara’ system.
Kalhana, in his Rajatarangini, states that
Udbhata was the court scholar of King
Jayapida, who ruled Kashmir from 779 to
813 CE.

“aNe1om BINonLISHEM (al®yado
BHIOMCAUMMo BESOR)BRSMV®AVY
(Rwoallwavy @)z BAOM)E (aIR0al®Is
(0000 UTlem], 4.495)

Udbhata lived before Anandavardhana
and after Bhamaha. Anandavardhana
includes many of Udbhata’s example verses
in his Dhwanyalokam. His main work is
Kavyalankara-sangraha.

In addition to Kavyalankara-sangraha,
three other works are also known to be
Udbhata’s. One is a commentary on
Bhamaha’s Kavyalankara (Bhamaha
Vivaranam). Another is a commentary
on Bharata’s Natyasastra. Both of these
are unavailable today. It is also said that
he composed a Sanskrit poem named
Kumarasambhavam. This poem is not
available in its complete form. Induraja’s
Laghuvrtti commentary on Kavyalankara-
sangraha contains a reference to this poem.
It adopts the plot of the first half of the fifth
chapter of Kalidasa’s Kumarasambhavam.
Kavyalankara-sangraha provides 94 verses

from this work as examples.

It is said that Kavyalankara-sangraha is
a summary of the extensive commentary
on Bhamaha’s Kavyalankara that
Udbhata composed, titled Kavyalankara-
vivaranam. Containing seventy-nine verses
in six chapters, it describes 41 poetic
embellishments with examples. Udbhata
does not follow any specific order in his
descriptions of the embellishments. Like his
predecessor Bhamaha, Udbhata also describes
embellishments in groups. He follows the
method of providing a definition and an
example for each embellishment. He uses the
word ‘alankara’ in a very limited sense. While
Bhamaha accepts some types of yamakam
(alliteration/punning), upamartpakam
(a type of simile), and utpreksavayavam
(a type of hyperbole), Udbhata does not.
He includes kavyalinga (poetic reason),
drstanta (example), kanuprasa (alliteration),
punaruktavadabhasa (seeming repetition),
samahita (resolution), and sankara (fusion)
within the scope of poetic embellishment.
Udbhata was the first to differentiate
punaruktavadabhasa and samahita. He was
also the first to introduce ‘Santa’ as the ninth
rasa in the field of poetics. Udbhata can be
seen as a great proponent of the ‘Alankara’
system introduced by Bhamabha.

In all of Guru’s hymns, we can see a
pervasive sense of suggestive exhortation,
devotion, and affection. Let’s get acquainted
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with some of these works and contexts.

4.3.2 Daivadasakam

Daivadasakam is a work by Sree Narayana
Guru Deva, who spent his entire life for society
and led social transformations in Kerala.
We can primarily see the representation
of ideas like humanity, brotherhood, and
equality in the Guru’s works. When we try
to understand Guru Deva, we often consider
him a social reformer. However, we must
also know about Guru Deva’s literary world
beyond that. The main characteristic of his
poetic world is the aesthetic expression of
philosophical ideas. Daivadasakam is Guru
Devan’s famous work that embodies this
characteristic. It is not just a prayer; it is a
blend of philosophy and poetic beauty. This is
anon-denominational prayer written in a way
that can be used by people of all religions,
without following the philosophies of any
specific religion. Guru, who considers the
spiritual and material contexts of human life,
gives importance to human values in this
work. Daivadasakam, composed by Sree
Narayana Guru, is a hymn that can be sung
and comforted by all the helpless, regardless
of caste or religion.

Each line of this work suggestively praises
a non-denominational God whom no one
has seen.

It prays to God, stating that God alone is
the sole refuge for those suffering in the ocean
of worldly life, which is filled with sorrow
and dangers. It asks God, who is the navigator
of this ocean, to protect them and to save them
by providing basic human needs like food
and clothing. The Guru, who saves humanity
from the illusory and perishable mysteries
of this universe and provides salvation, is
God himself. The prayer asks God to remove
all illusions and grant salvation, stating that
this God is truth, knowledge, and bliss. It
also asks that this God, descending from
that effulgence, comes to be with humanity

and solves their sorrows forever. The Guru,
too, was a person who descended from a
spiritual level to work for ordinary people.
This work is named Daivadasakam because
it contains ten verses praying to God. The
word ‘daivam’ (God) in Malayalam is used
by people of all religions to mean ‘I§vara’.
Addressing God, it prays for our worldly
well-being. It attributes human values to God,
and the main characteristic of Guru Deva’s
poetic world is the aesthetic expression of
a non-denominational concept of God and
philosophical ideas. The Guru’s works reflect
the ideas of the Renaissance. It reminds us
that God is the way for humanity to cross
the ocean of life. It sees God as the source
of human values, and Guru’s concept of
God also considers material needs. In short,
we must also accept that God is something
that benefits human society. In the work
Daivadasakam, we see God as the creator.
Human beings are part of God’s creation.
Reciting Daivadasakam is not a way to solve
life’s problems. The secret of Daivadasakam
lies in surrendering all the joys and sorrows
of life to God’s justice and grace. That is
why works like Daivadasakam are relevant
even today.

Lines:

¢ “9030IGD, & IO )6 B IUdH6813)
00 0ils003168B) aMEEBOS, MOAld:ad
™1 calomfleseonoallaidemosm]
MBaizo (O God, protect us here
without abandoning us. You are the
navigator of the ocean of worldly life,
and Your feet are the great steamship
that crosses it.) Here, God’s feet are
imagined as the steamship to cross the
ocean of life, and God is imagined as
its navigator. O self-luminous one!
Protect me and those with me. You
must save and embrace us without
abandoning us.

¢ @RYeER0jo MM 2a0qVO2S1WIGs
AOEBBBOM G @YPEIMo APEMo Mo
anvemo avsmo malo. (In the deep
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ocean of Your effulgence, may we all
immerse ourselves and live eternally
in comfort, may we live in comfort,
may we live in comfort.) In the deep
ocean of Your luminous glory, may
we all, without exception, immerse
ourselves and live eternally in
comfort. It’s not just about immersing
well and living in the boundless depth
of God’s effulgence; it is also about
living an eternal life in that state,
living in comfort. That is, comfort is
a characteristic of the self. Attaining
salvation from the cycle of birth and
death is the very blissful nature of the
self. We should fulfil that blessing
through diligent and continuous
practice of Daivadasakam. If this
verse is taken by ordinary people
as a prayer for worldly happiness,
it means that by God’s grace, our
eternal life should be comfortable.
In another sense, it means attaining
ultimate liberation by God’s grace.

The reason Guru composed this prayer,
which leads to a non-denominational concept
of God and spirituality, can be said to be the
influence of the Kerala Renaissance. Such
works remain relevant beyond time, even
today and forever.

3. Bhadrakalyastakam

Lua"]m%aaamuomﬂm%moeﬂ(o—
GRI0LI0NINIGRIDLIMY

6V 6V
OLIOBLIILIGHLIDAIHIBHMIO]
@0ooalell oav)0’lo, $:00)6M ORI
QI100100U8121n007T all@)aH AIGaudalelTo
6N10L1006N100 AIS1MO8H:00M)FlMo
(WIRBHHIsTorER !

(I worship every day the glorious Sri
Bhadrakali, the young mother, whose
dark tresses, decorated with garlands that
glitter with the slight buzzing sound of bees
scattered by Sri Sankara’s hand-like sprouts,
and whose dark hair bun is glorious. She is
a shower of nectar from the waves of the
ocean of the nectar of compassion, and she
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has charming curls.) The poet’s imagination
is that the bees fly away from the garland in
the hair because Siva is caressing the young
mother’s hair bun. Another meaning can be
taken as an imaginative comparison of the
charming curls being caressed by Lord Siva
on the young mother’s forehead to bees flying
away. Curls are often compared to bees.

The devotees always love the divine plays
of God. This only enhances devotion; it
never diminishes it. When devotees see
such divine plays, they are amazed that God
exhibits something that is not possible for
them. Here, the union of Siva and Parvati
fills the devotee with bliss. How gracefully
has the Guru expressed the divine play in
this work. The embrace of Siva and Parvati
is revealed with a mere suggestion. The
kumkum colour on the goddess’s chest has
coloured Siva’s chest, which is smeared
with ashes. It is also subtly suggested that
Parvati’s hair strands became radiant like the
red pearls in the crown because Siva’s body
ashes got smeared on them. The ashes on
Siva’s chest are red because of the kumkum
from Parvati’s chest. The poet’s mastery of
the classical tradition is evident in this work.

4. Jananinavaratnamaiijari

Jananinavaratnamaijari is one of the
most important works among Sree Narayana
Guru’s hymns to the Goddess. In it, the
Goddess is worshipped as the primordial
force (Adiparasakti), seeing her as the mother.
The greatness of the Goddess is described
concisely in nine verses. Kumaran Asan
describes this work as “sweet and profoundly
peaceful”. Although it was published in
Vivekodayam in 1909, there are indications
that it was composed before that. It is believed
that during the time the Guru was resting
on Sivagiri Hill, the poetic inspiration about
the Goddess awoke in him at the very spot
where the Sarada Temple now stands, and
he dictated the verses to be written down.
Karuva Krishnan Asan wrote them down.



(S11 Kavila G. Gangadharan has recorded
this). The poetic beauty of the verses that
flowed from the Guru’s heart is very evident
in this work. The devotee, who considers the
Goddess as the primordial knowledge and
the primordial force, wishes to merge with
the Goddess, or the primordial knowledge.
The verse begins in this manner.

Verse 1

BMOW 202NV Wlanowsloo
(@ans] AIaMowd) MR 20-
aaNOBE1IYI@3 (all@My@BaNISeldo
&Seil- oe1amowl arlem)

QAILIW)o af)MMONWo DD IOal0)o
morE)dlflel- adaMoailode also)o-
2ilanoeWImd (@lanSloWaNI6M0O)oals]
Se18amoolsyam) 2mm !

(O Mother, from a single great intellect,
innumerable triplicates (triputis) immediately
came into existence, and forgetting their
own nature, they began to favour worldly
things, getting completely lost and suffering
in the ocean of sorrow. When will my
intellect receive the right path, so that I can
merge with you, the essence of sound, and
dissolve the triplicates in the very core of
knowledge where manifested light spreads,
so that I can delight in it?) The devotee
longs to be freed from the ignorance that
resulted from becoming a triplicate, and
to once again merge with the primordial
knowledge, dissolving the triplicates, and
bathing in bliss. The work is composed in
a vocative form. The Goddess is imagined
as the Mother. Everything originated from
her. All knowledge resides within her. The
Goddess is the origin. Thus, the Mother of
the Universe (Jagadamba) is also the Mother
of Knowledge (Jianamba). The Goddess is
the one single knowledge. From that single
knowledge, many triplicates come into being
one by one. A triputl means three things:
knowledge, the knower, and the known;

hearing, the hearer, and the heard; food, the
eater, and the eaten. In this way, everything
has three states. When knowledge is divided,
becoming a triplicate, it moves towards a
worldly blissful experience, forgets the
primordial knowledge, and falls into the
ocean of sorrow. It forgets that “I am you.”
The only solution to this is to merge with
the Goddess’s core of knowledge again,
dissolving the triplicates, and delight in the
primordial knowledge. The devotee prays
for this from the bottom of his heart.
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(The five elements, beginning with earth,
have no existence anywhere; they are merely
an illusion. The existence in this world of
knowledge’s manifested form is in the
Goddess. All worldly subjects, beginning
with the tongue, end in you. You are the sky of
consciousness (chidakasam) that shines and
fills everywhere. Who, O Mother, knows your
greatness? Who can praise you?) Nothing we
see in this world has a permanent existence.
It is all just an illusion. When we inquire
deeply, all manifested things are merely
illusions within knowledge. The things we
consider to be made of the five elements are
not real. The five elements themselves are
not real. Only the Goddess is real, or only
knowledge is real. Knowledge is light. It is
impossible to describe what light looks like.
It is impossible to say where the Goddess
resides. The Goddess is in everything.
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Everything also resides in the Goddess. The
Goddess is the all-encompassing form of
light. The Goddess is the sky that contains
everything.

5. Kundalinipattu

Kundalinipattu, or Pampatticint, is a
work believed to have been composed
by Sree Narayana Guru after his stay on
Maruthvamala and before the Aruvippuram
consecration. This work was noted down in
Karuva Krishnan Asan’s notebook under the
name Pampatticint. The name Kundalinipattu
was given to it later. Based on the belief that
it was written in connection with awakening
the Kundalin1 power, it has received such
interpretations. However, Dr. T. Bhaskaran
and Muni Narayana Prasad Swami believe
that this might not be correct. The concept
of Kundalint belongs to the path of ‘Hatha
Yoga’. It should be assumed that Sree
Narayana Guru was averse to the paths of
Yoga. Even though he had practised yoga
exercises with Thaikkattu Ayya, the Guru did
not continue with it later. It does not seem
to have any substance to connect this song
with Kundalini. It would be more appropriate
to evaluate this work as the self-bliss of a
devotee who is completely immersed in the
consciousness of Siva. Sree Narayana Guru
had a great affinity for the Tamil tradition.
Therefore, it can be understood without any
argument that this is indeed a Pampatticint
according to the Tamil tradition and that this
work is an example of the Guru’s inclination
towards Saiva Siddhanta. The compositional
method of Pampatticint is similar to the
Kavaticint hymns to Subrahmanya. In this
work by the Guru, Siva is praised instead
of Subrahmanya. Sree Narayana Guru often
addresses the entire family of Siva as a single
entity. When he praises Subrahmanya and
Ganesa, the Guru uses synonyms for Siva.

Line:
@YS)aloGM al)Mo EMS)aldEMIVD)-
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(Dance, O snake, and seek the forest,
O snake. Dance after seeing the graceful
blissful dance.) Here, Siva’s blissful dance
is mentioned. For the devotee who has fixed
his devotion on Siva, everything is Siva. The
tandavam (vigorous dance) performed by
God, playing the damaru (drum), is energetic
and blissful. The instruction given to the
devotee’s mind is to fix the mind on Siva and
dance along with that dance. For a snake,
the forest is its dwelling place. Similarly, the
mind finds peace when it joins the dance.

This work is very similar to the song
of the ascetic Pampatticittar who lived in
Tamil Nadu. This work is an example of the
Guru’s close ties with the Tamil language
and the path of devotion. The Guru’s rare
and beautiful compositional style is evident
in this work. The snake is only a symbol.
The call “Dance, O snake” expresses the
mind of the devotee immersed in a divine
bliss. This is an exhortation to one’s own
mind. In a sense, the attachments to worldly
pleasures are also seen as a divine play of
Siva. The seeker, through Pampatticint, tries
to find the bliss of the self and immerse in it.
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(O snake, dance in complete absorption,
as if all the entities made of the five elements
merge and dissolve one by one at Siva’s
feet.) Pampatticint is the instruction given
to the mind to see all entities in a state of
fusion with Siva.

6. Kalinatakam

It is likely that Sree Narayana Guru
composed his poems by imagining Siva as the
father figure after his stay on Maruthvamala
and before the Aruvippuram consecration.



Works like Sivasatakam prove this.
Gradually, he wrote works giving importance
to the Goddess. Many of the hymns to the
Goddess must have been written after 1890.
The Guru’s path of hymn composition
was a progression from Sri Krsna to Bala
Subrahmanya, then to Lord Siva, and then to
the Goddess. Finally, it leads to philosophical
works. Atmopadesasatakam, Dar§anamala,
Advaitadipika, Arivu, and Vedantasiitram are
among them. This is how the Guru’s poetic
path evolved. It is when he reaches the hymns
to the Goddess that the Guru becomes the
owner of a style that is deep and majestic,
both as a devotee and as a poet. Among
the hymns to the Goddess, Kalinatakam
follows a distinct poetic path. Guru Muni
Narayana Prasad evaluates Kalinatakam
thus: “Kalmatakam by Narayana Guru is
a poetic masterpiece that shines brightly,
without finding another one on par with it
in Indian hymn literature. The continuously
flowing language, rhythm, and devotion
make this work great.” The uninterrupted
flow that is characteristic of works written
in the dandaka form is also present in this
work. Along with that, the heightened pulse
of devotion energises Kalinatakam.

MERO MOBeNIIMBIOOWIGH:! MOUDa0TEM!
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(Salutations to you, who is the essence
of sound and the point (nada-bindvatmike),
and who is indestructible! Salutations to the
lotus feet that are worshipped by sages like
Narada! Salutations to the beautiful lamp
that hides the four Vedas! Salutations to you,
the beloved Mother of Brahma and others,
salutations!) The Goddess is praised in a
traditional manner, seeing her as the Mother.
She is seen as the cause of everything. She is
worshipped. The subtlest aspect of sound is
‘nada’. The subtle form of a line is a ‘bindu’
(point). The subtlest state of the Goddess is

the ‘nadabindvatmika’. When the Goddess
is the subtle essence of visible and audible
experience, the epithet ‘nadabindvatmika’
suits her. It is also the indestructible state
of the Goddess. Only what is eternal can
be considered indestructible. Forms appear
differently at different times. They are called
‘deham’ (body). The body is perishable, and
what makes the body dynamic is called the
‘deht’ (soul). The soul is indestructible. The
soul itself'is the Goddess. Such a Goddess is
worshipped by sages like Narada and gods
like Brahma. The worship of her lotus feet is a
manifestation of complete surrender. It is the
completion of devotion. She is worshipped
as the form of the luminous knowledge of the
four Vedas and all knowledge. These lines
were written as a prelude to the Goddess’s
divine dance. Subsequently, the Goddess’s
dance prowess is expressed.

In this work, the Guru has adopted a poetic
style that befits the Goddess as the creator,
preserver, and destroyer. The placement of
words is like a dance that begins slowly,
swings, and roars. Phonetic embellishments
are given more importance than semantic
ones. In Kalinatakam, a proficient poet
and a resolute devotee come together. The
composition of a dandaka is a skill that
only a highly experienced poet can master.
Ullur described Kalmatakam as a dandaka.
Kalmatakam is a SimhaviKrantam dandaka.

WELDaHO @ HOVEBBHBOINOM
@)SBMMEBB)- 621V ®1S)ABEMWE:0
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(A dandaka that is composed by
continuing with the letter ‘ya’ as desired is
a SimhaviKrantam.) According to Indian
spiritual thought, the special dance of the
Goddess or Siva is the cause of the creation
of the universe and its rhythmic nature. If
Pampatticint praises the dance prowess of
Siva, Kalinatakam praises the dance prowess
of the Goddess.

m SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics @
o



w01AQI006NI0 MATVE®! MATVE®! M
2MIE®! RoWB0)Gal MAIVHHO00 M
DM HHI00 MATVHHID0

(O Mother Siva, salutations, salutations,
salutations! O form of auspiciousness,
salutations, salutations, salutations!)

Humans generally fall into three desires:
women, money, and land. They try and fight
for these, thinking that if they have them, they
have everything, and they waste their lives.
The prayer is that one’s life should not be
wasted in this manner. These are all activities
done for the pleasure of the body. The body,
on the other hand, is ephemeral. Everything
in the world is ephemeral. Nothing is eternal.
Only you exist. What we see in creations are
only your manifestation and disappearance.
The flow of the universe is your manifestation
and disappearance. O Goddess, salutations
to you! When the devotee realises that this
world is the drama of KalT, all sorrows will
leave him.

7. Subrahmanya Kirtanam

Sree Narayana Guru Deva showed a
deep and worshipful interest in deities
belonging to the Saiva tradition during his
ascetic period. During the time he was in
contact with Thaikkattu Ayya Swamikal, the
Guru was a devotee of Bala Subrahmanya.
The Guru had an inclination towards Saiva
Siddhanta from the beginning. The hymns
to Subrahmanya, Vinayakashtakam, and
Sivasatakam composed by the Guru are
evidence that he had assimilated the Saiva
tradition by studying and composing
Tamil poems during and after his stay on
Maruthvamala. Subrahmanya Kirtanam
is a work where a free-flowing current of
language and devotion surges. This work
has fifteen verses written in the Sragdhara
metre. It is a prayer offered by a devotee to
God in a petitionary form. In this work, the
conflicts a wandering seeker, a yogi, has to
face are presented in the form of entreaty
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and wit. It begins by praising Lord Siva and
ends by seeing Lord Siva in Subrahmanya.
According to Saiva Siddhanta, everything
ultimately dissolves in Siva. Subrahmanya
Kirtanam is a work that clearly shows the
Guru’s inclination towards the Saiva tradition.

Verse 15
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(Is it possible even for Adisesa to describe
the great mischiefs of your father, who walks
along the road with a begging bowl and a
staff because he has no food, who shares a
woman’s body, and who sometimes walks
around like a nude person, carrying an
overflowing pot of toddy and wearing only
a black elephant hide around his waist?)

The devotee has become very close to
God. The devotee has now reached a state
where he can say anything. Murukan’s father
is Siva. Many of Siva’s divine plays are not
justifiable by common sense. Therefore, they
should be considered as a ‘maya-vilasa’ (a
divine play of illusion). The omnipotent one
begs, and that too with a skull. Brahma’s
skull is the begging bowl in Siva’s hand.
That is also improper. His nature is to walk
along the road like an irresponsible person.
Is it because he doesn’t have his own body
that he has taken half of a woman’s body?
He walks around naked. He carries a pot
of toddy and drinks it. This is the kind of
sarcasm the devotee directs at Subrahmanya’s
father. The relationship between God and
the devotee has become so firm that the
devotee can even mock God in this way. The
certainty that God will forgive whatever the
devotee says is the pinnacle of devotion.



8. Indriyavairagyam

Detachment (vairagyam) is considered
a means of liberation from the attachments
of the senses. This work is an attempt to
control the senses by surrendering oneself to
Lord Siva. The one who leads the senses is
Kamadeva (the god of love). Only the enemy
of Kama can burn Kama to ashes. This is
the prayer of a renunciate. Spiritual practice
can only be completed by controlling the
senses. This work clarifies how to achieve
detachment from the senses. Another work
that should be studied along with this is the
Guru’s Vairagyadasakam. It can be inferred
that this was written around the time of the
Aruvippuram consecration. The five senses
of perception and the five senses of action
cannot make life meaningful. Life can only
be fruitful with God’s help. My body is left
to the senses, and I am living in illusion.
Please save me by holding my hand from
this river of illusion. That is something only
God can do. Life is only meaningful when
one embraces God.

Verse 1
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(O Sambho! Let your body, which shines
beyond sound and in the middle, come into
my heart so that I can forget birth. The ears
that spin externally without wisdom have
no fear, but I, your servant, have this fear.
Please remove it.) The form of Siva is what
exists and shines as the sound-Brahman
beyond all sounds. The devotee prays to be
able to see it in this very life. The devotee’s
prayer is to have a vision of Siva before the
end of this life. The obstacles to this are
the pleasures of the senses. All the senses,
without exception, have some kind of desire.
When one is unable to control desires on
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one’s own, it is best to worship Siva, the
enemy of Kama. The senses like the ears
experience pleasure. But this causes sorrow
to the devotee’s mind. The devotee longs
for a vision of Siva, by getting rid of the
sensory pleasures that do not bring comfort
to the mind. The names of God are the only
refuge for producing detachment. The prayer
is that the ears should be able to hear the
names of God.
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(Please easily grant my tongue the grace
to live by uttering Your divine name, ‘Namah
Sivaya’. Before life leaves, the greatness of
Your name will become clear from it. We
do not need anything other than this, which
is an adornment for the tongue.)

Controlling the senses is very difficult.
Control of the senses is necessary not only
for ascetics and hermits but also for the
worldly. A life that rejects the senses is not
possible either.

9. Jatinirnayam

Jatinirnayam (Determination of Caste) is
a short work in which Sree Narayana Guru,
who rejected the caste discrimination wrongly
practised among people, determines the caste
of humans with signs. It determines what
caste is. The caste that the Guru asserts is not
the one we commonly understand. The Guru
affirms that there is only one caste for human
beings. There are castes among animals.
Each species is a different caste. A caste can
be determined by similar characteristics.
Since there are clear signs to differentiate
them, there are also castes. When similar
characteristics combine to prove that a human
being is a human being, humanity becomes
his single caste. The main characteristic of



this work, written in 1914 and containing only
five verses, is that it is a poetic expression
of the Guru’s saying, “There is no difference
between one human being and another.”
Another characteristic is that the first verse
is in Sanskrit and the remaining four are
in Malayalam. It is not possible to say for
sure why this compositional arrangement
was adopted. In India, religious injunctions
(dharmanusasanas) are composed in Sanskrit.
Therefore, the Guru might have thought that
what negates them should also be in Sanskrit.
Another feature is that when expressed in
Sanskrit, ideas can be established concisely
and clearly. In the context of this work, it
can be seen that the four verses written in
Malayalam also have that feature. The ideas
have been handled skillfully in concise and
clear Malayalam language. It is evident that
this feature is not limited to Sanskrit.

The work begins by clarifying what caste
is. The Guru mainly clarifies in this work
that the caste among human beings is the
humanity that is formed by the combination of
common innate emotions and characteristics
in a person.
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(Just as “cowness” is the caste of cows,
s0 too is “humanity” the caste of humans.
The Brahmanas and others are not caste. It
is a mere concept. Alas! No one knows this
truth.) A word that can be used to describe a
whole dharma together is “caste.” The word
‘cow’ can be used to point to all the similar
special qualities and emotions seen in cows.
The word ‘cow’ is an indicator of ‘cowness’.
Similarly, the caste word that can be used to
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describe all the similar characteristics seen
among human beings is ‘humanity’. The
word ‘human’ is an indicator of ‘humanity’.
Humanity is the caste. There is no caste
within humanity then. Since any human
group can mate and give birth, none of these
groups are castes. It is a misunderstanding
that something that does not exist does. At the
same time, what exists is not known and seen.
This is called ‘adhyasam’ (superimposition).
Without seeing the caste of humanity, people
mistakenly believe that Brahmana, Kshatriya,
Paraya, and so on are castes. This belief has
happened due to ‘adhyasam’.

One mistakes a crooked flower garland
for a snake. As long as that misconception
remains, the flower garland is not known as
a flower garland. Not knowing that humanity
is the caste of human beings, and believing
that there are castes among human beings, is
to mistake the truth. The word ‘caste’ is only
an ‘adhyasam’. One should only understand
that the true caste is humanity. Removing
the ‘adhyasam’ is called ‘apavadam’.
‘Apavadam’ here does not mean ‘to blame’.
‘Apavadam’ is what helps one find the truth
by negating something. ‘Brahmanatvam’
is not true. ‘Ilavatvam’ is not true. What is
similar in them is humanity, so what was
believed until now is wrong. ‘Apavadam’
here means the realization that humanity
is the reality. The Guru asks sadly, why no
one is able to know the real caste principle
by negating and negating, and why no one
is even trying to.
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(One caste, one religion, one God for
humans. One origin, one form. There is no
difference in it.)

The first half of the verse contains the
maxim that marks the philosophy of Sree
Narayana Guru. Through the first verse, the



Guru made a declaration that the lack of
difference is what is needed among human
beings. This verse is written in a very clear
and concise way that the meaning of not
even a single word needs to be separately
explained. This is also a situation where the
argument that only the Sanskrit language can
be concise is refuted. Humans have one caste,
one religion, and one God. They have one
origin and one form. There is no difference
among human beings in any of these. When
it is said there is no difference, it can be
taken to mean there is equality. If there are
different castes, religions, and gods, there can
be no equality. We superimpose the belief
that all these are different among human
beings. The Guru continues the method of
‘apavadam’, negating the ‘adhyasam’ of
different castes, religions, and gods one by
one in this verse. The ‘adhyasam’ in the first
part is negated in the second part.

It logically examines the concept of
equality. The law of procreation for human
beings is the same for everyone. The form
1s also the same. Therefore, the caste 1s also
the same. The Guru says that caste does not
not exist; it does. The Guru defines ‘caste’ as
a group with the same characteristics. This
should not be denied. The caste of humanity
in a human being cannot be denied. The caste
the Guru speaks of is not the one we have
imagined and followed. Humanity is the caste
of human beings. In that sense, caste exists.
A human is one caste. However, there are
no castes among human beings. Everyone is
equal and has similar characteristics. These
characteristics are the basis of ‘caste’.

By ‘religion’, the Guru means the efforts a
human being makes for self-bliss. This too is
wrongly superimposed and is believed to be
the power of the group. What is considered
as Hindu, Christian, and Muslim are not
religions; they are paths chosen for the search
for self-bliss. The real religion is self-bliss.
The effort and path for self-bliss. This is the
same for everyone.
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The experience of others is a textbook for
us. That is religion. Instead of following the
different religions created by each society,
we should find our own path. We ourselves
must decide what is necessary for it. For that,
it is enough to make the paths of others a
textbook. It must be something that gives
comfort to each individual’s soul. That is
the real religion. For that, one does not need
to read and believe only one religious text
and move forward. Any religious text can
be read. People who have adopted different
religions should have their own religious
paths that they can experience in their lives.
When that path gives comfort to one’s soul,
it becomes his religion. In that sense, there
is only one religion for humans. That is the
religion that gives comfort to the soul.

By ‘God’, the Guru means the cause of
this entire universe. It is not in any form we
see. The Guru describes this cause in a non-
denominational way. It is a combination of
three concepts: knowledge, truth, and bliss.
People of different religions see it in different
forms and with different names. Therefore,
there is also only one God. That is the reality.
Believing that there are many gods without
knowing this reality is ‘adhyasam’. One
should see the one God just as one sees a
tree as a single tree, not as different things
like a leaf, a branch, a root, and a trunk.
Everything is from God. Everything dissolves
back into God. The correct knowledge about
it is God. It is only one.

A human being is born from one womb
with the same form and shape. Everyone
has the same body structure and nature.
Therefore, there is no difference among
human beings. There is no distinction.
People imagine something that does not
exist and create divisions and fight among
themselves. With the feeling that one belongs
to a particular religion or caste, one believes
that one is superior to others and commits
violence. This is inhumanity. As a solution
to this, the Guru established that ‘there is no



caste difference, no religious difference, and
no God difference among human beings.’
People live without even knowing this.

Works like Indriyavairagyam,
Daivadasakam, and Jatinirnayam show
us one side of the Guru’s social reform.
At the same time, devotional works like
Bhadrakalyastakam, Subrahmanyakirtanam,
Jananinavaratnamanjari, and Kundalinipattu
help us understand the depth of the Guru’s
devotion. The emotions of devotion and social
reform are equally present in the Guru’s
works. The same Guru becomes a devotee
and a revolutionary at the same time. Then
we are unable to arrive at a conclusion about
how to consider the Guru. One can see Guru
Deva’s journey from devotion to reason, and
then from reason back to devotion. Only
such a person can change an entire era.

This section logically examines the
concept of equality. The law of procreation
for human beings is the same for everyone,
as 1s their form. Therefore, caste is also the
same. Guru does not say that caste does not
exist, but that it does. Guru defines ‘caste’
as a group with similar characteristics. This
should not be denied. The caste of humanity
within a human being cannot be denied. The
caste that Guru speaks of is not the one we
have imagined and followed. Humanity is the
caste of humans. In that sense, caste exists.
A human is one caste. However, there are
no castes among human beings. Everyone is
equal and has similar characteristics. These
characteristics form the basis of ‘caste’.

By ‘religion’, Guru means the efforts a
human being makes for the bliss of the self.
This, too, is a wrong superimposition that
takes the strength of a group as religion.
What are considered Hindu, Christian, and
Muslim are not religions; they are paths
chosen for the quest for self-bliss. The real
religion is self-bliss. The effort and the path
for self-bliss are the same for everyone.
In this, everyone is equal. Therefore, there
is only one religion: self-bliss. In every
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country and in every era, self-bliss is sought
through different paths. These are mistakenly
considered different religions. Here, too,
superimposition is taking place. People fail
to see self-bliss and mistakenly believe that
group strength is bliss.

Both theist and atheist believe that there
is a force behind the origin, existence, and
continuation of the universe. Both are a matter
of belief. Believing in God or denying God is
not based on concrete evidence or experience.
For the believer, God is considered an
incomprehensible, special power. The atheist,
too, considers the incomprehensibility of
the universe as a natural phenomenon. The
believer imagines this incomprehensible
being with various names such as ‘God’,
‘the Creator’, ‘Allah’, ‘the Lord’, etc. They
have called the same truth by many names.
Therefore, the concept of God is a similar
one for everyone. Humans are equal in their
concept of God. Humans have one caste,
one religion, and one God. Guru’s words are
logical even from an Advaita perspective.

30} ROGIVIG mlaneed alloanIsyan)
MA@ MORIDWIC®OIBGHH)EMIOUB 630)
noolvlenssmoo.(It is from one caste that
offspring are born. When one thinks of the
human race, it is of one caste.)

This is a statement that the human race is
of one caste. It is enough to remember that
offspring are born from a male and female of
one caste to understand that the human race
is of a single caste. The idea that humanity
is the caste of humans is philosophically
correct and indisputable. The philosophical
truth must also be a practical truth. Here, it
is logically examined. To check if a group is
of one caste, one need only observe whether
a male and a female of that caste can mate
and produce offspring. This is a very simple
test. Caste should be determined only in
relation to procreation.

MORIMIVIG MIME(@® ailoanTsyan)
ail(alM)o a0V @IMIOATNBB- OANOO
moRomloled? (It is from the human



race that the Vipra and the Paraya are
born. What difference is there among the
human race?)

The main intent of this verse is that there
are no different castes within the human race.
Both the Vipra and the Paraya are born from
the human race itself. What is the difference
between them, who are part of the human
race? There is no difference. Thinking of
someone as a Brahmin or a Paraya upon
seeing them is because of superimposing
something that does not exist onto them. It
is like not seeing what should be seen and
seeing what is false. It is like putting aside
the reality of being human and saying one
is a Brahmin, Kshatriya, Vaishya, Shudra,
Chandala, etc. One must negate the idea
created by superimposition and understand
that the Vipra and the Paraya are only human,
and their caste is only humanity, and there is
no difference between them, subtle or gross.

The idea that the Brahmin is the highest
and the Chandala is the lowest arises from a
notion created by associating them with their
life circumstances. Life circumstances are
not the cause of caste. The lasting equality
among humans lies only in them being of one
caste. In other matters, there will be more
differences than equality. That is not caste.
Both the Vipra and the Paraya are of the
human race. There is no difference between
them. The Guru logically argues that caste
can only be determined by the yardstick
of humanity. Everyone needs to know this
truth. Jatinirnayam and Jatilaksanam are
poems composed against the Varna system
using the simplest style and vocabulary.
In the very first verse of Jatinirnayam, the
poet enters the subject without a preamble.
The poet unambiguously declares that just
as “cowness” 1s the caste of cows, so t00 is
“humanity” the caste of humans. Jatinirnayam
and Jatilaksanam were written as part of
this. The new idea presented in Jatilaksanam
by Narayana Guru is that all who mate
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and produce offspring belong to one caste.
Jatilaksanam is a dynamic poem with precise
words and structure. It is a poem that exposes
the concrete experience of caste and the
philosophical approach to it.

A suggestive conversation Once, when
Guru was travelling on a train, a king and a
Nambudiri in the same compartment were
attracted by Guru’s speech and behaviour.
The Nambudiri started a conversation to
get to know Guru. ‘“What is your name?’
‘Narayanan.’ “What is your caste?’ ‘Can’t you
tell by looking?’ ‘I can’t.” ‘If you can’t tell by
looking, how will you know by hearing?’ That
is why, ¢al0)0) O®0$IT3 2)aN)o EaldO)ROVM)
CHUWBN)H @YD) MIOWAN) CHUBCHNENS
eMO}O2eMM 6a10eieomd  (Listen, my
name, my place, my work, these three are
enough. There is no need to ask who you
are, for my truth speaks for itself) Thus,
Guru advised. There is an allusion to this in
Nirvritipanchakam as well. Those who are
called ‘avarna’ often feel a sense of inferiority
because of their caste. Guru says that this is
unnecessary. Since everyone belongs to the
same caste, one cannot say that one caste is
low and another is high. (Dr. T. Bhaskaran,
Sreenarayana Darsanam, page 63)

Suggestive lines 'RomlecBo a®ERIaUo
oB®)212/06®  aVAQY®E}o EIVIBOEDIM
QI09)M R0MBOMunom@oemI® . . (This is
a model place where all live as siblings,
without any caste difference or religious
hatred.) The political tradition of modern
Malayalam poetry begins with these four
lines. Therefore, as suggested by the religious
reform movement, it was not the consecration
of an idol for the ‘avarna’, but the laying of
the foundation stone of the modern ‘model
place’ of Kerala. (P. N. Gopeekrishnan,
Guruvum Aashanum Pingamikalum, page
32-33)



Recap

¢ Udbhata, a Kashmirian is the founder of the Alankara system and the
author of Kavyalankara Sangraha.

¢ Anandavardhana includes many of Udbhata’s example verses in his
Dhvanyaloka.

¢ In Narayanaguru’s hymns, we can see a paraverine sense of suggestive
exhortation, devotion and affection.

¢ In Daivasatakam of Narayanaguru, we can see ideas like humanity,
brotherhood and equality

¢ Narayanaguru’s mastery of the classical tradition is cleared in his work
‘Bharakalyasthakam’.

¢ InJananinavaratnamanjari, Guru described the Goddess as Adiparasakti.
¢ Kundalinippattu is an example of Guru’s indignation towards Saivasiddhanta.

¢ Kalinadakam by Narayanaguru is a poetic masterpiece that shines brightly
without finding mother one on par within Indian hymn literature.

¢ Indriyavairagyam clarifies how to achieve detachment from senses.
¢ There is no difference between one human being and another.

¢ One caste, One religion, One god for humans, One origin, One form
there is no difference in it.

Objective Questions

1. Who is the founder of the Alankara system ?

2. Itis not a prayer, ‘it is a blend of philosophy and poetic beauty’ - What
is the name?

3. The embrace of Siva and Parvati is revealed in this Kavya. Which is the
literary philosophy that considers expressive embellishment and style as

the core of poetry?

4. In which Stotrakavya, Goddess is worshiped as the Adiparasakti ?
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5. What is meant by Triputi ? Give an example.

6. Who is the ancient Sanskrit poeticist from Kashmir who founded the
Alankara system?

7. Which king did Udbhata serve as the court scholar?

8. This work is an example of Guru’s inclination towards Saivasiddhanta,
Which book ?

9. What is the title of Udbhata’s main work that describes 41 poetic
embellishments?

10. What important contribution did Udbhata make regarding the Rasa theory?

Answers

1. Udbhata

2. Daivadasakam

3. Bhadrakalyasatakam

4. Jananinavaratnamanjari

5. Triputi means three things: knowledge, knower and the known.
6. Udbhata (or Bhattodbhata)

7. King Jayapida

8. Kundalinippattu

9. Kavyalankara-sangraha

10. He was the first to introduce Santa Rasa as the ninth Rasa
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Assignments

1. Analyse the place of Udbhata in Indian literary criticism.
2. What are the devotional stotras written by Narayanaguru ?
3. Explain the opinion of the caste system according to Narayanaguru ?

4. Explain the importance of the text Indriyavairaggyam.

Reference

—_

Anandavardhana. Dhwanyalokam (The foundational text for Dhwani theory).
2. Udbhata. Kavyalankara-sangraha (Main work of the Alankara system).

3. Dr.T. Bhaskaran. ‘Sreenarayanaguruvinte Sampoorna Krithikal’Mathrubhumi
books.

4. Kalhana. Rajatarangini (Historical source on Udbhata).

5. Rajashekhara. Kavyamimamsa (Source for the connoisseur’s role).

Suggested Reading
1. Abhinavagupta. Dhvanyalokalochana (Commentary on Dhwanyalokam,
essential for deeper understanding).
2. Udbhata. Kavyalankara-sangraha
3. Bharata Muni. Natyasastra (Source of Rasa Pradhanya Vada in drama).

4. Dr. T. Bhaskaran. ‘Sreenarayanaguruvinte Sampoorna Krithikal’
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General Introduction to
Sphota - Definition of Dhwani
from Dhwanyalokam by
UNIT Anandavardhana

Learning Qutcomes

Upon completion of this unit, the learner will be able to:
¢ explain the core principles of Bhamaha’s and Vamana’s schools of poetics
¢ distinguish Bhamaha’s concept of vakrokti from the Dhwani theory
¢ analyse Vamana’s Riti concept and its emphasis on Gunas (excellences)

¢ cvaluate how the early focus on Alankara and Riti prepared the ground
for the Dhwani doctrine

Prerequisites

Anandavardhana’s dhwani theory is one of the timeless theories in Indian
literary principles. In his work, Dhwanyalokam, he elaborately discusses this great
literary principle. Anandavardhana explains that the soul of literature is rasa and
that it is expressed through dhwani. Although he states in Dhwanyalokam that
dhwani was known before, it was Anandavardhana who developed it as a school
of poetry. For this, he discusses the verbal functions (§abdavyaparas) that explain
the relationship between word and meaning. He divided words into three types:
vacaka, laksaka, and vyafijaka. He also assigned three corresponding meanings:
vacya, laksya, and vyangya. The three verbal functions are abhidha, laksana, and
vyafijana. He discusses the definitions and classifications of these three in detail.
He also elaborates on the different types of dhwani. The sphota theory is a very
important discovery in linguistics. The sphota theory was used to formulate the
dhwani theory. Likewise, the Pratyabhijna Dar§ana was also a reason for the dhwani
theory. Dhwani arises depending on the three components: vyafijaka, vyafjana,
and vyangya. Each of them has sub-divisions. Based on the vyafjaka, dhwani is
divided into vivaksitanyaparavacya dhwani and avivaksitavacya dhwani. Even
today, Anandavardhana’s Dhwanyalokam and the dhwani theory are the causes
for many literary discussions and theoretical developments even in the Western
world. Literature that is sweet with dhwani 1s superior literature. Literature where
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vyangya is not prominent is called gunibhiitavyangya. Compositions that display
the magical art of phonetic arrangement are citra kavya.

Keywords

Bhamaha, Vamana, Alankara, Riti, Vakrokti, Gunas, Dhwani, Prattyamanartha

Discussion

4.4.1 Sphota and Dhwani

The sphota concept of the grammarians is
a prominent one among the word-meaning
ideas that guided the dhwani theory.
Anandavardhana states in Dhwanyalokam
(p. 443), ‘The dhwani school begins by
following the view of the grammarians who
assert that sound itself, free from illusion, is
Brahman.” Grammarians refer to the audible
linguistic sound as ‘dhwani’. They have
conceptualised a subtle and indivisible sound
principle, which is the root of dhwani, under
the name ‘sphota’.

@RMIZIMIWMo (NIad UOEN M@0
WRHUO0 AAUBMHE® 2RIGCAIM (al
(31O BOCMO @O: (RA®Ya00],
QOB Jaldlo, 1-1),

(Sabda tattva (sphota) is Brahman;
the world is the manifestation of that
beginningless, endless, and imperishable
$abda tattva.) Among the grammarians,
there are proponents of eternal sphota
(nityasphotavadi) and non-eternal sphota
(anityavadi). According to the sphota
proponents, sphota is the eternal sound
principle that reveals meaning. It is the
indivisible linguistic symbol or linguistic
principle that exists in the minds of the
speaker and the listener. When a word or a
sentence is uttered, this indivisible sign, which
is not directly perceivable, is manifested in
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the listener’s mind in parallel. It instantly
reveals the meaning. Let’s examine how a
word or a sentence reveals meaning. The
speaker utters phonemes one after another.

The phonemes form a word; words form
a sentence. Phonemes have no meaning of
their own. They also disappear the moment
they are uttered (or heard). However, when
the final phoneme of the word or sentence is
uttered, the meaning is instantly revealed to
the listener. That is not the meaning of the final
phoneme alone. The impression (samskara)
of the previously uttered phonemes is passed
on to the subsequent phonemes, and thus the
final phoneme, carrying the entire impression
of the previously uttered phonemes, manifests
the sphota—padasphota at the word level and
vakyasphota at the sentence level—thereby
revealing the meaning.

MOOHBOISIMENUTRIWO0 BRGAM LM
WIMIMO Vad @RYALON]alBlaldBHOWI0
NIBLD VOEENJO?AUWOOSED
(BBO®Ya00), QM §al3TWo, 1. 85)

This method of perception shows that
sphota is manifested sequentially. That is,
each phoneme, starting from the first in a
word or sentence, reveals the sphota more
and more. Let’s say a person intends to
say ‘kamala’ and utters ‘ka’. The listener
understands that the person is going to say
a word like ‘kamala’ that starts with ‘ka’.
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This unclear hint becomes clearer when the
person also utters ‘ma’. Still, the listener
will be in doubt whether the next sound
to be uttered will be ‘la’ or ‘na’. In any
case, all words that do not have the two
letters ‘ka’ and ‘ma’ can be eliminated from
consideration. The word becomes certain
when ‘la’ is also uttered.

O@L0O 20T &2rI] &O0E000M)BEAIaIl
&lo H0eIlw Hamlcwd caim]
MVEMBERO0D MOl 2 @] ®OQIBLOAIIM
210GA0 GRIO GMI QAIOMYER)®
®aTV20GlaHOmIo VBB WDIo
MluilO®ICRA Man)S®O®Io
(GUAHB aHEMM3, MIEANISOMIMI)Al
6Mo, al). 10. DELOEMO: .
D)6 1600220,

Indian Theories of Meaning, p. 129).

The sphota of the word ‘kamala’ (the
sound principle that reveals meaning)
is manifested sequentially through the
exclusion of other words. The value of the
self-meaningless phonemes in a word—the
function of manifesting the sphota—is to
distinguish that word from other words. K.
Kunjunni Raja has clarified that this has
similarities with the apovada of Buddhist
philosophers like Dignaga and the concept
of ‘exclusion of others’ by modern linguists
like Ferdinand de Saussure (Indian Theories
of Meaning, p. 130).

Since sphota is eternal and indivisible, it
has no origin, destruction, or multiplicity.
“'Tpecgdl vl whier - sphota is that
from which meaning bursts forth, is what
Kaudabhatta defines (Bhiisana Sara, 72).

Shankara’s explanation is as follows: : " ®hT
FATHATIETT Whie:, Tpeaf 31ef Tehrerif ¥he
T4 guierrar sfa ®hlel guiei il - Iarfs
gz ¢ (Brahma Siitram, 1,3, 28, Bhasyam).
Bharthari says that sphota is an internal sound

symbol - a sound principle that cannot be
uttered or written.

It was by following the path of the
grammarians that the literary theorists
who supported dhwani also designated
the suggestive sound as ‘dhwani’.
Anandavardhana says: Based on this, the
literary critics also call the suggested meaning
‘dhwani’ because it is perceived after the
initially perceived denotative meaning,
similar to a resonance. In the view of the
grammarians, there are two types of dhwani.
Prakrta dhwani is the eternal and indivisible
one that manifests the sphota. Vaikrta dhwani
is what gives rise to fast and slow cadences.
According to Bhartrhari, sphota and its
vaikrta forms are not essentially different.
Following the grammarians’ acceptance of
vaikrta dhwani as a super-added function,
the aestheticians also refer to the function
of suggestion that is beyond abhidha and
tatparya as ‘dhwani’.

Sound Function Meaning
Vacaka Abhidha Vacya
Laksaka Laksana Laksya

Vyaftjaka Vyaijjana Vyangya

AGURD
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4.4.2 Verbal Functions

Anandavardhana, who established the
dhwani theory, classified words into three
types: vacaka, laksaka, and vyanjaka. He
also posited three types of meaning: vacya,
laksya, and vyangya. The relationship
between the word and its meaning was
named ‘verbal function’ ($abdavyapara).
There are three verbal functions: abhidha,
laksana, and vyafijana. He argued that the
vacaka word generates the vacya meaning
through the abhidha function, the laksaka
word generates the laksya meaning through
the laksana function, and the vyaijaka
generates the vyangya through vyanjana.
The dhwani that arises in the form of vyangya
is the soul of poetry. Since rasa is what is
suggested, rasa and dhwani are not two
different things in essence, but one and the
same. Anandavardhana’s poetic theory was
widely accepted. Prominent poetic thinkers
like Abhinavagupta, Mammata Bhatta,
Vishvanatha, and Jagannatha Pandita have
all become propagators of the dhwani theory.

¢ The concept of verbal function is
Anandavardhana’s discovery.

¢ Dhwani is the soul of poetry.

¢ Ridi, Yoga, Yogartdt, and Yaugika
rudi are the four divisions of the
abhidha function.

4.4.3 Dhwani

Dhwani is a theory that has gained authority
in Indian literary thought. Anandavardhana
presented this poetic principle through
his Dhwanyalokam. Abhinavagupta’s
Dhwanyalokalocanam gave it further lustre.
The roots of the dhwani principle that stand
out in the words of Ananda and Abhinava
are embedded in two other fields. The sphota
theory is a very important discovery in
linguistics. The phonemes and the letters
formed by them, when taken individually,

do not create a sense of meaning in a word.
Instead, when the word is uttered completely,
all the letters combine to make a meaning
burst forth. This is the ultimate meaning
of the sphota theory. The influence of this
theory must have been instrumental in the
formation of the dhwani literary principle.
Pratyabhijfia Darsana is a philosophy that
originated in Kashmir. It is also known as
Saivadvaita. The view of this philosophy is
that the ‘re-cognition’ or manifestation of
God occurs in every object of the universe.
Anandavardhana and Abhinavagupta were
prominent philosophical teachers who were
influenced by this philosophy. The dhwani
theory was formed when the Pratyabhijia
Darsana, based on the foundation of the
sphota theory of grammar, was turned
towards literature. It can be said that the
dhwani theory is the soul of the sphota theory
infused into literature.

In grammar, dhwani is the utterance
of a single, audible phoneme that can be
separated. As a literary theory, the implication
of the word dhwani is not this. The word
was used in three senses in Dhwanyalokam.
One meaning is ‘the suggestor’ (vyafijaka).
In that sense, it can be derived as "wimeo»
ol wimls’. The meaning would then be
‘the suggestive word’. If the derivation is
‘that which is suggested’ (wimye® ol
wims), , the meaning of dhwani becomes
‘the suggested meaning’ (vyangya). In this,
rasa is suggested. When derived as ‘wimyeo®
@pSalnd oavo eo@l’ (that in which rasa is
suggested), the meaning of dhwani becomes
‘poetry’. In short, Anandavardhana used the
word dhwani in three senses: the suggestive
word, the suggested meaning, and literature in
which the suggested meaning is paramount.

The early literary thinkers defined poetry
based on sound and meaning. They also
identified elements that give literature
aesthetic splendour. Freedom from
defects, presence of qualities, and use of
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embellishments are among them. Beyond
such partial views, later literary masters
sought to find the source of the integral beauty
in literature. They sought not the body of
literature, but its soul. Some determined
style (riti), poetic obliquity (vakrokti), and
propriety (aucitya) as the soul of literature.

Anandavardhana posits that the soul of
literature is dhwani. From Anandavardhana’s
words, it is clear that this was not a new
discovery. For a long time, dhwani has been
accepted by sahrdayas (sensitive readers)
as the soul of poetry. However, one group
believed that there was no such thing as
dhwani. They can be called ‘abavavadr’
(proponents of non-existence). Another group
argued that dhwani is the implied meaning
(laksyartha). They are called ‘bhaktavadr’
(proponents of secondary meaning). ‘Bhakta’
means another meaning that arises when
the primary meaning is obstructed. Another
group argued that even though dhwani exists,
it cannot be explained in words. That is
the ‘anirvacantyatavada’ (the theory of
inexpressibility). Anandavardhana tried to
present the full form of dhwani, superseding
these theories of non-existence, secondary
meaning, and inexpressibility.

Literature is a combination of word and
meaning. No literary definition is without
words and meaning. One group finds
the beauty of literature only in the word.
Another group gives importance to meaning
in literature. Anandavardhana accepts
the primacy of both word and meaning.
Nevertheless, in Anandavardhana’s view,
meaning is more important in these two
components. The meaning level of literature
has two layers. The vacyartha that is formed
when abhidha operates in the vacaka word
is one layer of meaning. The vyangyartha
that arises through the vyafijana function
in the vyafijaka word is the second layer of
meaning. It is this vyangyartha that exists
as the soul of literature. Anandavardhana
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refers to the vyangyartha by other names,
such as ‘suggested meaning’ (pratiyamana
artha) and dhwani.

The suggested meaning is the life of
literature. This does not mean that the vacaka
word and the vacyartha are irrelevant in
literature. It is not possible to create the
suggested meaning by rejecting the vacaka
word and the vacyartha. The vacaka word and
the vacyartha are the foundation and the walls
for raising the beautiful palace of dhwani.
Ananda has clarified the interrelationship
between word-meaning and the dhwani
level with a suitable example. The beauty
of a woman is not in any one organ. It is
integrally present in all organs. At the same
time, there is no such thing as beauty without
the organs. In this way, there is a connection
(samprktata) between the organs of a woman
and her beauty, and between word-meaning
and the suggested meaning.

(a1®1@AOMo al)MOMIEBA QUMY
@I QAeMlad) 2a00&ITMo0
QOO (AITV]1RLIAUVAIDIBHDM o
aileomlelnalemy

2la1ommoa)

The verse explains that there is a different
suggested meaning in the words of great
poets, just as there is a lustre in women that
is different from their well-known body parts.

Dhwani kavya is a superior form of
literature. Dhwani kavya is formed when
the vacya word and vacya meaning are
used to suggest the vyangya meaning. Only
geniuses can compose dhwani kavya. Only
geniuses have the ability to make the web
of words and meanings used by others into
a medium of beauty in a way that others
cannot. Such geniuses are a rarity in the
infinity of time. Just as only geniuses can
compose dhwani kavya, only a few readers
can enjoy it. The colourful splendour of

dhwani kavya blossoms only through the



prism of a genius’s enjoyment. Dhwani kavya
is not something that can be acquired with
the capital of grammar and dictionaries. In
short, dhwani kavya is the private property
of arare few sahrdayas with creative genius.

Dhwani is the suggested meaning that
rises above the denotative word and meaning.
Dhwani kavya is of two main types. One type
of dhwani kavya suggests an idea. Another
type suggests a feeling. The idea that rises
through the vyangya can sometimes be an
object and at other times an embellishment.
The feeling that rises through the vyangya
can likewise be an emotion or a rasa. When
examined in this way, dhwani kavya is of four
types: vastu dhwani, alankara dhwani, bhava
dhwani, and rasa dhwani. Among these four,
rasa dhwani is the best. It is the excellent form
of dhwani that Anandavardhana established
as the soul of literature. Literature that is
full of rasa dhwani is the most sublime.

Anandavardhana himself has said that
there are many types of dhwani and it is
difficult to distinguish them. Vyangya is what
is formed when vyanjana operates in the
vyanjaka words. Dhwani arises depending on
these three components that create dhwani.
In other words, dhwani arises depending on
the three components: vyaijaka, vyaijana,
and vyangya. Each of them has sub-divisions.
Based on the vyafijaka, dhwani is of two
types: vivaksitanyaparavacya dhwani and
avivaksitavacya dhwani.

4.4.3.1Vivaksitanyaparavacya
Dhwani

The type of dhwani in which the denotative
meaning is not intended to be the suggestive
one is called avivaksitavacya dhwani. The
type of dhwani where the denotative meaning
is intended but suggests another meaning is
called vivaksitanyavacya dhwani because it
has a suggestive force which is an intended
but different meaning.
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MOQId0 - BREEBUE - GalGMI, MIM-
BAOHMMNOB 20BAIOM B UIB B0
2)@13- @®leeI® ealamemlam?
ag)amoee saleldmlell,
QAIOHAINYJo VO)MYEBBUY MM Aglasl; -l
OHHMMOLI0 Blalem, BeIRaN M1eImOad
WO®OAIMO@&:Llailmo! BYWOTO0)
msomo

(a1s8cO™U3)

(O cempu! The iron boxes of the sky-lord,
the clouds, have grown many white pearls
for the leaf-handed ones. Still, their madness
is not over, they are just empty like before.
But O Siva, the state of being overturned is
created for them by the Creator!) In this poem
by Vallathol, the denotative meaning that the
water droplets on the taro leaf remain without
even a trace of water, is intended. At the same
time, it also suggests the life of a person who,
despite having had a handful of gems, has
squandered them all and is now a beggar.
Since the denotative meaning is intended
while a different dhwani is raised based on
the vyafijaka, this is vivaksitanyaparavacya
dhwani.

4.4.3.2 Avivaksitavacya Dhwani
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(O fire, you are victorious with your
knowledge of ripeness. The transient world of
living beings will seek you today or tomorrow.
You will not touch a wet cotton ball, but
you will make the young, dry plantain tree
into a piece of camphor.) This is what the
poet says in the context where Vasavadatta,
having attained liberation with Upagupta’s
touch and counsel, is crying loudly, and



Upagupta is walking away. The denotative
meaning of this—that fire has knowledge of
ripeness, that it will not touch a wet cotton
ball, and that it will burn a dry plantain tree to
ashes—is not intended here. In other words,
the denotative meaning is not intended. At
the same time, the relevant point here is the
inference that Upagupta has discretion, that
he did not approach Vasavadatta when she
was impure despite her being in his favour,
and that he approached her without hesitation
when she had been transformed by suffering,
even though she had been so corrupted that
he could not get close to her before. The
denotative meaning has no relevance in this
context. The situation where the suggestive
words raise dhwani without the denotative
meaning being relevant is avivaksitavacya
dhwani.

Avivaksitavacya dhwani is of two types:

1. Arthantarasamkramitavacya
dhwani

2. Atyantatiraskrtavacya dhwani
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(The wind that comes from Ayyanaad,
swimming in the river, playing on the coconut
fronds that grow in the coolness—that wind
is not just any wind. If a wind like that, which
caresses the pure, unblemished body of the
compassionate heroine Rohini, touches my
body, then that is truly the wind.) Here, the
denotative meaning of the word ‘karru’ (wind)
has been transferred to another meaning when
itis used a second time. In other words, the
second word ‘karru’ completely negates its
denotative meaning and stands as the bearer
of another emotional burden.

"aUDAIdEm)  a0odo  §2lWH®O0)
mmaoiBRnoO®) qoaoiden’ (The
friendship the golden swan made, that
is truly friendship.) This is also an
example of arthantarasamkramitavacya
dhwani.Atyantatiraskrtavacya dhwani
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(If aman sees a woman who ‘fries mustard
seeds with her eyes’, will he be quiet?) The
characteristic of atyantatiraskrtavacya dhwani
is the complete rejection of the denotative
meaning. In this example, the denotative
meaning of the words ‘kaduku varukkuka’
(to fry mustard seeds) and ‘adannuka’ (to
be quiet) is completely dismissed. Based on
the vyanjana function, dhwani is of many
types. The order is that a sense of denotative
meaning arises from the abhidha function,
and when that is obstructed, vyafijana is
spread. Dhwani will arise in a way that the
order can be clearly understood. Dhwani can
also be seen in a way that the boundaries of
the abhidha and vyafjana functions disappear.
Therefore, based on the vyanjana function,
dhwani is of two main types.

1. Asamlaksyakrama dhwani

2. Samlaksyakrama dhwani

Asamlaksyakrama means that the order
is first the abhidha function, then the
vyafijana function. The operation of both
is not easily apparent. Samlaksyakrama
dhwani is where it can be understood by
differentiating. Asamlaksyakrama dhwani
is of seven types: rasa dhwani, rasabhasa
dhwani, bhava dhwani, bhavodaya dhwani,
bhavasanti dhwani, bhavasandhi dhwani,
and bhavasabala dhwani.

4.4.4 Rasa Dhwani

B 2] BNIOBOOIMEM

20l 2)2 ) 5O BHABINELR(MBO- MajaGa]d!
udlal wolal | MandGPLIDEGRIE0D
@INOBAD alaGa]o0loez] HaID)

AU DD EHHIOWINH OB SIGa0-

0 0ajladaslemo @Al alldlmo, ¢aail

m SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics

AGURD

SREENA




®)BL0 MBROTVD.
(2emmleil rvemuoo)

(O, how the great elephants of the
directions, with their trunks cut off, shiver!
Oh, Siva, Siva! How horrible this is at
every yuga’s end. The green-coloured sky
is your vessel of leaves, where you drank
the blood-play of those whom you burnt.)
Here, the raudra rasa (furious sentiment) is
suggested. The order of the denotative and
suggestive meanings is not clear here. Since
the denotative and suggestive meanings are
intertwined to create the raudra rasa, this is
rasa dhwani.

4.4.4.1 Rasabhasa Dhwani
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(When cruel killers cut the neck of a
cock that is twisting and struggling with
a compassionate voice of ‘Rama, Rama’,
will not the heart of those who see it break?)
The alambana vibhava (the determinant that
gives rise to the emotion) is the cock. The
$oka rasa (pathos) is expressed, mixed with
the denotative and suggestive meanings,
based on that low-level subject. This dhwani
that appears to be rasa but does not actually
create the experience of rasa is an example
of rasabhasa.

Bhava Dhwani
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(Who are you, sister? Why do you
stand far away, looking straight at me with
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unblinking eyes as my chariot goes by?!
You turn again and again and look at me
charmingly with eyes of love that gently open
little by little.) In these lines, the emotion of
love is suggested in an asamlaksyakrama, so
this is bhava dhwani. Bhava dhwani is seen
where the dominant emotion (sthayibhava)
or the transitory emotion (vyabhicaribhava)
is the suggested meaning.

Bhavodaya Dhwani

SHQENIBH) T3 2)S] eI
2)Q@OAV 0 DO HISHN}AN 2100)
MVOBIOWIM)B6116)210)2{I@] G2100)0
€alo@laI0 §alQ) QSO ald®0
allmia@2080m) AllM5anodl® @o0WOW
pomel) Mmlan) ©eadseYlwoud-
(at6mworIEl@)ds1)

(The girl with black kohl on her eyes, who
was lying with her beautiful face completely
covered by her loose black hair, adjusted her
beautiful sari, parted her slightly open, red
lips from which a small smile was 0o0zing,
and stood for a while, highly surprised
with wide-open eyes.) The suggestion of
shyness, smile, and surprise, along with
a powerful emotion, is pervasive in this
in an asamlaksyakrama. Therefore, this is
bhavodaya dhwani.

Bhavasanti Dhwani
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(O eyes, return. This flower, which has
dried and faded, will soon become dust and
be forgotten. Know that this is the destiny
for all! What can be achieved with tears?
Life on earth is but a dream, alas!) This is
bhavasanti dhwani because it suggests a
special quality that pacifies all the powerful
emotions that had arisen until then. The



emotion that was dominant until then ends
abruptly.
Bhavasandhi Dhwani
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(After standing for a while, she, whose
words were charming, had tears in her eyes
that shone with an orange glow like drops of
ice and slowly had a soft smile.) This is an
example of bhavasandhi dhwani because two
emotions, sorrow and joy, are suggested at
the same time. Bhavasandhi dhwani occurs
when the charm that results from the fusion
of two emotions is suggested.

Bhavasabala Dhwani
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(When the charming jasmine creeper
gently bursts forth with fresh, wet flowers
from the droplets of rain shaken by the wind,
it feels like the woman who was agitated
with love and anger and whose limbs were
wet with a stream of tears, now has a smiling
face with a slow, auspicious smile.) This is
an example of bhavasabalata because various
emotions such as love, anger, serenity, and
sorrow are suggested together. Bhavasabalata
is where the beauty of the fusion of emotions
is suggested.

Samlaksyakrama Dhwani

Samlaksyakrama dhwani also has
the names anusvana $abda dhwani and
anuranana dhwani. wirSme)aimaoco 3oayyea
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(O evil that has destroyed the world,
however much you spread and raise your
head, the tender feet of this land of action
are enough to quickly crush it all down!)
After clarifying the denotative meaning that
the tender feet of this land of action have
the strength to crush evil, the suggestive
meaning that Gandhi’s frail body has the
strength to crush imperialism also resonates
in this, like the echo of a bell. In this way,
since the boundaries of abhidha and vyafijana
are clearly apparent, this dhwani kavya is
an example of samlaksyakrama dhwani.

Gunibhiitavyangya

Literature that is sweet with dhwani is
superior literature. Even more, literature
that is full of rasa dhwani is the best.
Literary composition is possible only for
a rare few geniuses. Creations that flow
from extraordinary genius are full of the
sweetness of rasa dhwani. Not all literary
creations are like this. Most literature is not
primarily dhwani. That does not mean it is
not literature. It only means that dhwani
exists in such literature in a subordinate way
(gunibhiita). Gunibhiita means subordinate.
Literature where the vyangya is subordinate
becomes gunibhiitavyangya. When dhwani
is subordinate, the importance goes to the
denotative meaning. In such cases, while the
denotative meaning is primary, it cannot be
said that there is no touch of the suggestive
meaning. The suggestive meaning can
be seen there only as a part that touches
and caresses the denotative meaning.
This is the nature of gunibhiitavyangya.
@RANGLRMo GaldLIOWI@3 &1sen)o QGO
Dmesl0)wd aflg) MO8 @RIV E)S)a]oad
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(O seed, which lies in the chamber like
an antarjanam, you can leave the darkness
tomorrow and get to the work of weaving a
beautiful green silk for your mother to wear.)
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This is an example of gunibhiitavyangya
kavya. When the monsoon comes, the seeds
lying under the ground sprout and green
leaves come out. The seed’s desire is to
weave a green silk for Mother Earth to wear.
Alankara dhwani helps get the meaning ‘it
comes to mind’. The suggestive meaning is
not prominent. Since the suggestive meaning
is subordinate while helping to reveal the
denotative meaning, this is an example of
gunibhiitavyangya kavya.

Citra Kavyam

Some forms of literature have the magic
of sound. Such compositions cannot touch
the human aesthetic sense, emotional realms,

Recap

or philosophical horizons. The aim of such
creations is to create a clinking sound by
repeating letters at certain specific places in
the composition. Beyond that, the composers
also pay attention to the arrangement of
letters to make a lotus bloom, a sword, or
a plough. These compositions that display
the magical art of phonetic arrangement are
citra kavya. Citra kavya has been described
as the mournful cry of creative poverty. The
aesthetician Abhinavagupta says that citra
kavya is a collection of words that is not a
beautiful stream of creative genius in the
form of rasa. Citra kavya is different from
dhwani and gunibhiitavyangya.

¢ Saropalaksana is the superimposition of the property of one thing onto
another.

¢ Sadhyavasayalaksana is imagining one thing as another due to an excess
of similarity.

¢ Vyaifijana is a special type of anjana (collyrium, or something that makes
things clear).

¢ Abhidha is the basis for vyafijana.

¢ Vyaijana can be of two types: based on sound and based on meaning.
¢ Just like sound, meaning can also be suggestive.

¢ The dhwani theory is the soul of the sphota theory infused into literature.
¢ Dhvanate iti dhvanih

¢ Early literary thinkers defined poetry based on sound and meaning.

¢ Dhwani is the soul of literature.

¢ [t is this vyangyartha that exists as the soul of literature.

¢ Avivaksitavacya dhwani is a type of dhwani where the denotative meaning
is not the suggestive one.

)
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¢ The suggested meaning is the life of literature.
¢ The suggested meaning, or vyangyartha, is the main intent of the poet.
¢ Literature full of rasa dhwani is the most sublime.

¢ Dhwani can arise depending on the components vyafijaka, vyanjana, and
vyangya.

¢ Avivaksitavacya dhwani is a situation where suggestive words raise dhwani
without the denotative meaning being relevant.

¢ Based on the vyafijana function, dhwani is of two types.
¢ Asamlaksyakrama dhwani is of seven types.

¢ Rasa dhwani is when the denotative and suggestive meanings cannot be
distinguished.

¢ Rasabhasa is what appears to be rasa but does not create the experience
of rasa.

¢ Bhava dhwani is when the dominant or transitory emotion is the suggested
meaning.

¢ Bhavodaya dhwani is when the rise of an emotion occurs in an
asamlaksyakrama.

¢ Bhavasanti dhwani is the pacification of a powerful emotion that has risen.
¢ Bhavasandhi dhwani is the fusion of two emotions.

¢ Bhavasabalata is when the beauty of the fusion of emotions is suggested.
¢ Samlaksyakrama dhwani is when abhidha and vyafijana are clearly apparent.
¢ Literature where the vyangya is subordinate becomes gunibhiitavyangya.

¢ Citra kavya has been described as the mournful cry of creative poverty.

Objective Questions

1. Who is considered the founder of the Alankara school in Indian poetics?

2. Whatis the essential element that Bhamaha believed distinguishes poetry
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8.

9.

10.

from common speech?
What is the famous dictum used by Vamana to define the soul of poetry?

What Sanskrit term does Vamana use for ‘poetic excellences’ that define
Riti?

Which is the timeless theory in Indian poetics ?

What is Brahma, according to Sanskrit Grammarians?
What are the three types of meanings ?

Who is the profounder of Dhvani theory ?

Which kind of kavya is superior in Sanskrit literature ?

What is meant by Vivakshitanyaparavacyadhvani ?

Answers
1. Bhamaha
2. Poetry is decorated by figures of speech.
3. Riti is the soul of poetry
4. Ritiratna Kavyas
5. Dhvani theory
6. Ananadi nithanam Sabdatatvam
7. Vacya, Lakshya, and Vyangya.
8. Anandavardhana.
9. Dhvanikavya
10. If the denotative meaning is intended but suggests another meaning is

called Vivakshitanyaparavacyadhvani.
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Assignments

1. Describe Vyanjana and its divisions ?
2. Describe the opinion of Anandavardhana regarding the soul of Kavya ?
3. [Illustrate Rasadhvani with examples.

4. What is meant by Gunibhutavyangya Kavya ?

Reference

1. Anandavardhana. Dhwanyalokam (Foundational text for Dhwani theory).

2. Bhartruhari. Vakyapdeeyam.

Suggested Reading

1. Abhinavagupta. Dhvanyalokalochana (Commentary of Dhvanyaloka)
essential for deeper knowledge.

2. Bharatamuni. Natyasastra.
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General introduction to the
Importance of alankaras in
Eastern literature. Concepts
U N 1T of Acharya Dandi, Udhbhata
and Rudrata

Learning Qutcomes

Upon completion of this unit, the learner will be able to:

¢ delineate the foundational aesthetic premise of Indian Poetics as the
harmonious union of word and meaning (vagarthas) and its link to the
Vedangas.

¢ explain the dual nature of the term Alankara, distinguishing between
its comprehensive sense (entire poetic beauty) and its restricted sense
(figure of speech).

¢ identify the seminal contributions of Dandin as a proponent of the Guna
and Marga systems and his general definition of alankara.

¢ analyze Rudrata’s chief innovation in Alankarasastra by classifying
Arthalankaras into the four systematic categories: Samya, Atisaya, Vastava,
and Slesa

Prerequisites

The study of classical Indian Poetics (Bharatiya Kavyasastra) is deeply rooted
in the six Vedangas (Auxiliary Disciplines of the Vedas). Of these, four—Siksa
(Phonetics), Nirukta (Etymology), Vyakarana (Grammar), and Chandas (Prosody)—
are fundamental to language and literature. The foundational aesthetic premise of
this tradition is the beauty perceived in the harmonious union of word and meaning
(vagarthas). The history of Indian Poetics traces its origins to the period of Bharata
Muni and his authoritative text, the Natyasastra. Critics are generally referred to as
Alankarikas, and their science as Alankarasastra. The term Alankara itself carries
two meanings: a wide (comprehensive) sense, representing the entire beauty of
poetry (samagra kavyasaundarya), exemplified by Vamana’s aphorism, dr<dwesarR:’
(saundaryamalankarah) , and a limited (restricted) sense, referring only to specific
figures of speech that create imparted beauty (aharyasobha).
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The Alankara Pradhanya Vada (Priority of Alankara theory) was later developed into
a prominent doctrine by figures like Bhamaha, Udbhata, and Rudrata. A degradation
came to be associated with the term Alankara when the idea that it was merely an
external component of poetry gained prominence. A comprehensive understanding of
this dual nature and historical context is essential for appreciating the contributions

of Dandin, Udbhata, and Rudrata.

Keywords

Alankara, Kavyasastra, Alankarikas, Vagarthas, Natyasastra, Dandin, Udbhata, Rudrata

Discussion

5.1.1 The Vedangas
(caIB20n63BUB)

Ancient Indian culture classified the
Vedangas (Auxiliary Disciplines of the
Vedas) into six categories. These six are
Siksa (Phonetics), Nirukta (Etymology),
Chandas (Prosody/Metre), Kalpa (Ritual/
Ceremonial), Jyotisa (Astronomy/Astrology),
and Vyakarana (Grammar). Of these, four—
Siksa, Nirukta, Vyakarana, and Chandas
are applicable to language and its supreme
product, literature. Siksa is related to letter-
knowledge, Nirukta to meaning of words
knowledge, and Chandas to the science of
prosody.

5.1.1.1 Meaning and Word

The beauty perceived in literature is the
harmonious union of word and meaning
(vagarthas). This critical consideration of
vagartha is an Indian contribution from
the period predating formal poetics.Indian
Poetics (Bharatiya Kavyasastra) should
be regarded as a major branch of India’s
ancient knowledge literature. However,
all compositions based on Indian poetics
(Kavyamimamsa) have been written in
Sanskrit. For a language like Malayalam,

<

which is closely allied to Sanskrit, this
allows for interpretation without any loss
of meaning. Our history of poetics, which
began during the period of Bharata Muni
and developed through various stages, can
claim a antiquity comparable to Western
poetics (Pascatya Kavyamimamsa). The
subjects encompassed in Indian Poetics
include the great scholars of the science of
Alankara (rhetoric), the systems (Prasthanas)
they established—Riti (Style), Aucitya
(Propriety), Vakrokti (Figured Speech),
Anumana (Inference), Rasa (Aesthetic
Sentiment), and Dhvani (Suggestion)—as
well as the principal alankara texts, the nature
of poetry (kavyasvariipa), and the merits
and defects of poetry (kavyagunadosas). In
short, a comprehensive understanding and
analysis of Indian poetics is essential, and
such a study is intended here.

Indian literary critics (Kavyamimamsakas)
are generally referred to as Alankarikas (rhet-
oricians), and their works as Alankara. This
term has both a wide (comprehensive) and
a limited (restricted) meaning. In its wider
sense, the word represents the entire beauty
of poetry (samagra kavyasaundarya). The
titles of works like Bhamaha’s Kavyalankara
and Vamana’s Kavyalankarasiitravrtti intend
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the word Alankara in this broad sense.
Vamana’s Siitra (aphorism) ‘Hr<daeesn:’
(saundaryamalankarah) exemplifies this
wider meaning. In the expansive sense of
the word Alankara, the science of poetics
is today called Alankarasastra (The Science
of Rhetoric).

A certain degradation came to be
associated with the terms Alankarika and
Alankara when the ideas that alankara is
merely an external component of poetry,
and that a beautiful poem is acceptable
even without alankaras, gained prominence.
The Science of Alankara also had the
name Kriyakalpa. This term is found used
in Vatsyayana’s Kamasiitra. Used in the
sense of the regulation of embellishment
(alankaravidhana), it is not common today.
The word has been used in this sense in
the Uttarakanda of the Ramayana and in
the Lalitavistara. Dandin’s term Kriyavidhi
refers to the same concept. As previously
mentioned, Indian literary criticism spans
from Bharata Muni to Aurobindo. It is
highly beneficial to study the principal
Alankarikas starting with Bharata Muni and
their contributions. A general overview of
the Natyasastra will also be useful.

Debates on Alankara

One of the main discussions in Indian
poetic theories concerns the figure of speech
(alankara). The question of whether alankara
is merely external or whether it enhances the
internal beauty of poetry is always relevant.
There are even modern critics who have
mistakenly concluded that ancient literary
theories were confined to a mere collection
of alankaras.

There are numerous definitions of alankara,
such as ‘dremmearesi:’ (saundaryamalankarah -
Beauty is alankara) and ‘e srHereshir
yarrsa (kavyasobhakaran dharmanalankaran
pracaksaté ) - They call the qualities that
create beauty in poetry alankaras). The

earliest reference to alankara is considered
to be in Yaska’s Nirukta. Subsequently,
Bharata Muni mentioned four alankaras:
Upama (Simile), Riipaka (Metaphor), Dipaka
(ITluminator), and Yamaka (Repetition of
similar sounds with different meanings).
Bhamaha, Udbhata, and Rudrata developed
the priority of Alankara theory (Alankara
Pradhanya Vada) into a prominent doctrine.
It can be understood that a group of pre-
Bhamaha critics prioritised Arthalankaras
(figures of sense) like Riipaka.

In Anandavardhana’s Dhvanyaloka, the
authoritative text of Alankara thought, it is
instructed how alankara should be used with
propriety (aucitya). It is also understood that
poets should only use those alankaras that
come spontaneously without special effort,
facilitating the expression of the emotions
originating from the poet’s inner inspira-
tion (antahcddana). Indian literary critics
are generally referred to as Alankarikas,
and their works as Alankara. This term has
both a very wide and a limited meaning.
In its wide sense, the word represents the
entire beauty of poetry. The term Alankara
in works like Bhamaha’s Kavyalankara and
Vamana’s Kavyalankarasitravrtti is intended
in this wide sense. Vamana’s aphorism
‘Hredueesi:’ (saundaryamalankarah) is an
illustration of this wide meaning. In the broad
sense of the word Alankara, the science of
poetics is called Alankarasastra today.

A certain degradation came to be
associated with the terms Alankarika and
Alankara when the ideas that alankara is
an external component and that a beautiful
poem is acceptable even without it, gained
prominence. The most ancient alankara text
available today in Sanskrit is Bhamaha’s
Kavyalankara, who lived around the 5th
century AD. However, it is believed that
a work called Bharatasiitra, detailing the
nature of Rasa (Aesthetic Sentiment)the
ultimate principle of Alankarasastraexisted
long before this.
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The Rise of the Alankara System
(@PLIB00a1D]IWINS DEWo)

Alankara is what embellishes poetics
(kavyasastra). The idea is that alankara
creates an imparted beauty (aharyasobha)
in the word and meaning ($abdarthas) which
form the body of poetry.

Acharya Dandin defined alankara
as: ‘HTAIMMHRTT  gHIT  AASHI UThRTd
(kavyasobhakaran dharman alankaran
pracaksate)

And Vamana Acharya defined it as: ‘&=

mreTHagsEn (kavyam grahyamalankarat)
and ‘Sr<gmergsi:’ (saundaryamalankarah).

Alankaras are the qualities that confer
beauty upon the body of poetry, just as
necklaces and other ornaments do to the human
body. The aim of alankara is to generate charm
(camatkara), rasikata (aesthetic quality), and
pleasure of the heart (hrdayahladam). Upama
and Utpréksa (Poetical Fancy) create charm
for the meaning (artha), while Yamaka and
Anuprasa (Alliteration) create charm for the
word (Sabda).

The mention of the alankara Upama in
Yaska’s Nirukta is considered the earliest
history of alankara in poetry. Upama is
considered the mother of alankaras. Most
other alankaras are born and nurtured in the
womb of Upama. Appayya Diksitar, in his
Citramtmamsa, stated that ‘SwdeRIer. .. |9
fernquferrae (upamaikasaildsi... samprapta
citrabhiimikabh&dan) (Upama is the sole
actress... taking on various roles in the stage
of poetry) and 35t wrere; Teafiagafin =q:’
(rafijayati kavyarangg; nrtvanti tadvitham
cetah) (It delights the stage of poetry; and
the hearts of those who know it).

After Yaska, Bharata pointed out four
alankaras in poetry: Upama, Riipaka, Dipaka,
and Yamaka. Scholars like Bhamaha, Dandin,
Vamana, Udbhata, and Rudrata forged many
new alankaras with varied embellishments
(vaicitrya-bhangi). There are hundreds of

alankaras in Sanskrit literature. It is a fact
that the wealth of rhetorical figures (ukti-va-
icitryas)—the alankaras—found in Indian
literature is unparalleled in any other liter-
ature in the world.

The Eastern literature known as Indian
Literature (Bharatiya Sahitya) has been
referred to as Alankarasastra (Science of
Rhetoric), and its interpreters as Alankarikas.
This demonstrates the importance alankara
held in literature. The saying
'‘rummoyeels00s’(saundaryamalankarah)
itself underscores this fact.

From Bharata Muni’s Natyasastra,
considered the first authoritative text
on literature, to Appayya Diksitar’s
Kuvalayananda, there are numerous
references to the diversity of alankara.

This unit aims to detail the major alankaras
and their definitions and examples (laksya-
laksanam) from A. R. Rajaraja Varma’s
Bhasabhiisanam, by referencing the
observations and interpretations of various
alankarikas on alankara. The similarities
and differences of certain key alankaras
are also included. Bhamabha is the foremost
and pioneering figure in Alankarasastra.
His Kavyalankara is the first major text on
Alankarasastra. Bhamaha’s statement,
FraAfy fwer iy safaesg (na kantamapi
nirbhiisanam vibhati vanitananam) (The
face of a woman, though lovely, shines
not without ornament), clearly shows the
importance he gives to alankara in poetry.
Bhamaha defined and exemplified thirty-
nine alankaras without dividing them into
separate categories.

Dandin’s argument was:

'@0QUY GUDOBIHMOM WAZROMELIEHO0IM (al
alaue®’ (kavyasobhakaran dharman
alankaran pracaksat¢).

Dandin, the author of the Kavyadarsa,
also had a clear conception of alankara. He
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discusses alankaras in detail across the three
chapters of the Kavyadarsa. Dandin defined
and exemplified thirty-five alankaras.

Vamana Acharya referred to the beauty
created by the removal of defects (dosas) and
the inclusion of merits (gunas) and alankaras
like Upama as alankara. Among Indian lit-
erary critics, Vamana approached alankara
with the greatest breadth. His philosophy was
‘saundaryamalankarah ‘(qvoaoyoeis00s ).
. Underlying this was the belief that beauty
arising from the conjunction of word and
meaning (Sabdartha samyoga) is the essential
quality of poetry (kavyadharma).

To the question of how beauty or alankara
is created, Vamana’s reply is ‘ saddosagunal
ankarahaanadanabhyam (av:esoaum)emoeies
00a00MOB0MORL00)—that is, a good alankara
can only be created by eliminating defects
and adopting merits and alankaras. Vamana
was the first to view Upama within alankara
as the manifestation of the poet’s genius
(pratibhaprakasa) and the first to state that
Upama is the seed of all alankaras. Vamana
strongly opposed artificial §abdalankara
(verbal figures of speech) gymnastics.

Rudrata is an authoritative personality
in Alankarasastra. The name of his text is
Kavyalankara. Rudrata, who defined poetry
as ‘word and meaning are kavya’ (§abdartham
kavyam), is the one who divided alankara into
four categories: Vastava (Reality), Aupamya
(Similarity), Atisaya (Exaggeration), and
Slesa (Pun).

A. R. Rajaraja Varma, in his
Bhasabhtisanam, followed Rudrata’s path
by classifying alankaras thus:

'83080MORIGNd®o, VoA
QM®Alo GQRAUIEBEOM
@RLIB06336BOM 1B 0
MOLN®IM]ad qVOWMo’

The number of alankaras in Rudrata’s
text is 68.

The Evolution of the Alankara Concept
Variations in the Number of Alankaras

Bharata Muni in the Natyasastra discusses
the Arthalankaras Upama, Dipaka, and
Riipaka, and the Sabdalankara Yamaka. He
also mentions that Upama has five variations
and Yamaka has ten variations. The number
of alankaras, which Bharata Muni started
with as four, increases to 150 by the time
of Appayya Diksitar.

The expansion of the number of alankaras
is as follows: Bharata 4 (Natyasastra),
Bhamaha 38 (Kavyaloka - This is likely a
typo in the original text, as it should refer
to Kavyalankara), Dandin 37 (Kavyadarsa),
Vamana 39 (Kavyalankarasttravrtti),
Rudrata 68 (Kavyalankara), Bhoja 72
(Sarasvatikanthabharana), Mammatabhatta
115 (Kavyaprakasa), Ruyyaka 82
(Alankarasarvasva), Vi$vanatha 72
(Sahityadarpana), and Appayya Diksitar
150 (Kuvalayananda).

Arthalankaras and Sabdalankaras

Rudrata was the one who first divided
alankaras into two categories: Sabdalankara
(Verbal Figures) and Arthalankara (Figures
of Sense). Rudrata also further subdivided
Arthalankaras based on the principles of
AtiSaya (Exaggeration), Sadrsya (Similarity),
Slesa (Pun), and Vastava (Reality), which
are the causes of charm (camatkara).

A. R. Rajaraja Varma, following the
Kuvalayananda, provided the definitions
and examples of alankaras through the
Bhasabhiisanam, using Rudrata as his model.

Indian literature is called Alankarasastra
which demonstrates the prominence that
alankara and its varied applications (prayo-
ga-vaicitrya) gained in our literature over
time. The meaning of the word Alankara
is ‘alam karoti’ (enough, or to do enough),
meaning ‘to do sufficiently’. Alankara also
carries the meaning of ‘to use with propriety
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(aucitya)’.

Alankara is a word used in both the
wide and restricted sense. In its wide sense,
alankara encompasses all the components
that are the cause of poetic beauty (kavya-
saundarya-nidana). However, to those who
do not use it with propriety, it may seem like
a patch-up (€cchettal). The poetic images
(kavyabimbam) and symbols (pratimanam)
of the modern era are, in fact, included in
the category of alankaras.

The language and content of literature
are familiar to us, but poets greatly fascinate
readers through the charming and ingenious
arrangement of word and meaning (Sab-
darthas). Nilakantha Diksitar highlights
the importance of alankara by stating that
the foundation of this enchanting power
i1s alankara. Therefore, we can confirm
what Vamana Acharya said: ‘dr<dveaesi:’
(saundaryamalankarah).

Indian literary theories developed through
the systems of Rasa, Guna, Riti, Dhvani,
Vakrokti, Anumana, Aucitya, and Alankara.
There were scholars who believed that all
these theories are encompassed within
Alankara. This is one of the reasons why the
proponents of every theory gave importance
to alankara.

Although alankara is mentioned in
the Nirukta and Natyasastra, Bhamaha
is considered the father of alankara. His
Kavyalankara is the first major text that
primarily deals with alankara. As mentioned,
the number of alankaras, which began with
four in Bharata Muni’s Natyasastra, exceeded
a hundred by the time of Appayya Diksitar.

When Acharya Dandin states that alankara
is the main factor that gives beauty to
poetry, when Vamana Acharya explains
‘BTl TrETHASHERd-AadragsT: (kavyam
grahyamalankarat-saundaryamalankarah),
and when A. R. defines alankara as ‘the

<

style that creates explicit charm in word

and meaning’ (venJodeBgIad Q16 2joam@3
Q1021320010)MIS)0 2IA@IENO00 21DWDEN)AN

23), the established position of alankara
in poetry is confirmed. Alankara means
‘alam kar6ti’ (to the full extent/enough). It
also has the meaning of ‘that which brings
satisfaction’. The critics of the past saw
alankara as a tool for poetry to gain entry
into the mind of the connoisseur (asvadaka).

However, modern critics have undervalued
it, seeing it as external adornment or poetic
pomp (kavyadambaram). The works of many
who sought poetic fame might have supported
such an accusation. But the fact is that a
composition without alankara is dry ($uska).
Prof. Chathanath Achyuthanunni suggested
that A. R. Rajaraja Varma dedicating three-
quarters of the Bhasabhiisanam to alankara
may have led to a misunderstanding of
alankara among modern critics. Furthermore,
A. R. viewing prominent Indian poetic
theories like Vakrokti and Anumana as
relatively unimportant alankaras might
also have contributed to the lack of interest
in alankara. In addition, the Prasa Vada
(Controversy on Rhyme) concerning the
obsession with §abdalankara in Malayalam
needs to be examined in this light.

Classification of Alankara

Bharata Muni primarily suggested four
alankaras in the Natyasastra: Upama, Riipaka,
Dipaka, and Yamaka. As time progressed,
the alankarikas in search of the principle of
poetic beauty discovered many new forms
of alankaras. Thus, the number of alankaras
greatly increased by the time of Bhamaha,
Dandin, and Udbhata.

Rudrata, who gained lasting fame through
his work Kavyalankara, was the first to
attempt a classification of alankaras. The
Malayalam literary community became
familiar with Rudrata’s classification
scheme through A. R. Rajaraja Varma’s
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Bhasabhtisanam. It is not possible to claim
that Rudrata’s classification is flawless, as
minor instances of Avyapti (non-pervasion)
and Ativyapti (over-pervasion) can be found
in it. Nevertheless, it is a very convenient
classification of alankaras. Rajanakaka, the
master of alankarasastra, also classified
alankaras after Rudrata, and his classification
is considered more precise and flawless.

Arthalankara

Now let’s examine the major alankaras in
these four categories with their definitions
and examples.

A. Samyokti Category

5.1.2 Upama
(9ala - Simile)

Upama is hailed as the mother of alankaras.
It is one of the four alankaras mentioned by
Bharata Muni in the Natyasastra. Appayya
Diksitar, who championed Ekalankaravada
(the doctrine that all alankaras are essentially
Upama), suggests that the actress Upama
performs in various roles on the stage of
literature.

The definition is:

'BAV]IOMOBANIS) MVOBLUD Yo
©2100MOLN A I2WIRD)

Upama is the alankara where a charming
similarity is expressed between one object
and another.

Example from Bhasabhtusanam:

'ameamoailssEBIam)
2I(BOME]oORl Wlelo’
QMBI

The example mentions two objects: the
King (mannavéndran acmeaimad) and the
Moon (candran ay3ad). While their qualities
may differ in many respects, they share
similarity in some. This similarity is the
basis of Upama.

A Piurnopama (Perfect Simile) has
four components: Upaméya (Subject
of Comparison), Upamana (Object of
Comparison), Sadharana Dharma (Common
Attribute), and Upamavacaka (Word of
Comparison).

¢ Upaméya: That which is being
compared (The King’s face -
nimukham mlaealo).

¢ Upamana: That with which it is
being compared (The Moon -
candran ~1(BM).

¢ Sadharana Dharma: The equal
attribute between the Upamana
and Upameéya (Shining -
vilannunnu ailgeBsyamy).

¢ Upamavacaka: The word that
denotes the similarity (Like -
pole cato0er).

The example above is a Purndopama
as it contains all four components.
If one or more of these components
are missing, it is a Luptopama
(Elliptical Simile). Bhasabhtusanam
discusses six types of LuptOopama:
Upamanalupta, Dharmalupta, Vacakalupta,
Dharmopamanalupta, Dharmavacakalupta,
and Dharmdpamanavacakalupta.

There are also variations of Upama
such as Pratipa, Rasanopama, Ananvaya,
Savayavopama, UpaméyoOpama, and
Malopama.

2. Rupaka ((O&oJ@o - Metaphor)

The definition is:

'
@RAIGENCOMIS) QIBEN O3]~
MGEBo ©210Lld 0)ald:o’

Riipaka is the alankara where, due to the
excess of similarity between the subject
(varnya-vastu) and the object of comparison
(avarnya-vastu), they are conceived as non-
different (abh&dam). This is the nature of
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superimposing (aropa) the attributes of the
Upamana onto the Upaméya.

Example:

@0LI0a0IMO alBIIV®R00 GRIOB:AI)-
QOGEIA! Gal®AV) GRINEBUY GMS)AN)’

In the phrase ‘kalahi’ (&0e10a9)),
the excessive similarity between
Time (kala ®o0e1) and a serpent (ahi
@anl) leads to their non-
difference. The compound kalahi
(o0e10adl) has the grammatical meaning of
‘Time which is the serpent’. In Riipaka, the
Upamana is superimposed on the Upamé&ya
without concealing the Upaméya’s attributes.

3. Utpreksa (9@dca1a - Poetic Fancy
/ Conjecture)

Utpréksa occurs when, seeing the
attributes of a non-subject (avarnya) in the
subject (varnya), the subject is conjectured
(sambhavana) to be the non-subject itself.
That is, the poet’s imagination reaches a
point of doubt as to whether the subject
is indeed the non-subject, because of the
resemblance between the subject and the
non-subject’s attributes.

The definition is:

‘20QoamId WAMEWIN -
LIT)®IMEICWIV] )

o)) QBN S OD1L10008,
DM@IG(AlBHOE) 1S WEI0B D]

Example from Krsnagatha:

BBajo HRIBIMBB MVABBOBLI00
@3-

2N E02106L1 alO@MIMIAN);
CAIANQ) GAANDBNINMO DO HODI6NE)
aldQIeM @ean aileldn)o Galdeer

(dyatiernnoLn)

Here, the poet, observing the serpents in
the Khandava forest spreading their hoods
during the burning of the forest, conjectures
this action to be the forest waving its hand
to stop the fire (pavakan).
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Sabdalarikara (Verbal Figures of Speech)

As mentioned earlier, alankara is the style
that creates explicit charm in one of the
word or meaning

‘00enJoBNEBBSIT3 A1 2J0a1G3
Q102 1yn00fgloyamls)o’

We have examined the major arthalankaras.
Now let’s look at the major $abdalankaras.

Sabdalankara is the beauty of the sentence
that depends on the word and is the cause
of charm. Sabdalankaras are primarily of
four types: Anuprasa (Alliteration), Yamaka
(Repetition with meaning change), Punarukta-
vadabhasa (Apparent Repetition), and Citra
(Graphic/Visual Figures).

Anuprasa is the repeated occurrence
of a consonant sound in close proximity.
Anuprasa has numerous sub-types, including
Chekanuprasa, Adiprasa, Dvitiyaksaraprasa
(Second-letter rhyme), Trttyaksaraprasa,
etc., up to Sodasaprasa, and Latanuprasa.
We will briefly examine a major one.

Dvitiyaksaraprasa (cil®1@od.uo @ navoe
- Second-letter Rhyme)

Dvitiyaksaraprasa is highly significant
among $abdalankaras. A historical liter-
ary debate, the Dvitiyaksaraprasa Vada,
took place in the Malayalam poetic world
concerning this figure. A. R. refers to it as
Keralaprasa (Kerala Rhyme). Malayalam
poets even treated it as a ‘holy necklace’
(tiru-mangalya o@lo) mowely)for their
poetry. The Prasa Vada uproar was actually
against the creation of rhyme for its own
sake. A review of the history of Malayalam
poetry shows that the poetic tradition from
Ramacaritam up to the contemporary era has
been in favour of Dvitiyaksaraprasa. The
rule of Dvittyaksaraprasa is that the second
letter in every line of a verse or couplet must
be the same.

Example:



©OQIEMEHMAN D) GHUIBN)EAN 00
GBAUMHOBOOHH Qiloa)1s)am)

Yamaka (@ad»o)

The definition of Yamaka

1S @RBHUOH6)5620MMOW15AL00 GeRlaf1S)o als
@RAUGOT]a)) H1012)1S103 WAB0 aleIOGIG!

Yamaka is the $abdalankara where the
same cluster of letters is repeated, in the

correct order, with a difference in meaning
(arthabhéda).

Example: '@n()00meamon)Ealooialan
108BO0(B>)OOMEBBOIM0  6)B306MNB)GalOWOM’

Here, the difference in meaning is between
‘Akrtiran’ @o(s,)0m (the name of a character)
and ‘a kriiran’ @ (o)0m@ (that cruel one).

Rudrata Acharya, the author of
Kavyalankara, was the one who divided
Arthalankaras into four categories: Samya
(arvomy), Atisaya (@eolwow), Vastava
(anaSmar), and Slesa (egou). Since this
classification was not precise (siiksma
av)etin), many other alankarikas did not
accept it. The author of Bhasabhtisanam
completely followed Rudrata’s view and
exemplified Slesa as an Arthalankara. He also
included Samasokti (Elliptical Metaphor)
and Vakrokti (Figured Speech) within the
Slesa alafikaras.

Sanskrit alankarikas hold differing
opinions regarding Slesa. Some consider
Slesa a Sabdalankara. Others consider Slesa
an Arthalankara. Still others regard Slesa as
an Ubhayalankara (Both Verbal and Sense
Figure). Some even argue that Slesa is not
an independent alankara at all, but only a
component of other alankaras. Prominent
alankarikas like Mammatabhatta, the author
of Kavyaprakasa, established that Slesa is
an Ubhayalankara. In Lilatilakam, the text
on the grammar of Manipravalam, Slesa is
also considered an Ubhayalankara.

Explanation (Qllvodle@6mo)

What is Sabdalankara? It is that which
depends on the word ($abda). Sabdalankara
is the charming and ingenious arrangement
of words. If the specified word is replaced
with a synonym (paryayasabda) having the
same meaning, the $abdalankara is lost.

Example of Chekanuprasa: '@:emmieml
MMOSHAN) AAMBOMABEABEMO'

If substituted:
‘)51 el MDY BHIM)
DAMBAICAIBEABH6MO’

- The Sabdalankara is lost here.

Sabdalankara is Sabdaparivrttyasaha
(intolerant of word change). Arthalankara is
Sabdaparivrttysaha (tolerant of word change).

If we examine the distinct characteristics
of Sabdalankara and Arthalankara, it becomes
clear that both are present in Slesa. That
is, Slesa is both sabdaparivrttisaha and
Sabdaparivrftyasaha.

In the example 'acvdqEemmow]
aflleiruyamlao oomaeil’The kingly crown
shines here as the omniscient one), the
Slesa depends on the word. If the word
‘rajamauli’ is replaced with ‘rajasrésthan
ooezwoasioad (best of kings), the Slesa is lost.
Thus, the Slesa is $abdaparivrttyasaha—a
Sabdalankara.

In the verse:

)88 GQINR)o B1SANEIB)
D083 cAlNAMI3 ailel

@0Qlo MSlEO®)o GAlMo GBQIRI0
B)OM) OOQUUTE:0’

Here, even if synonyms are used for the
words, the meaning remains appropriate
for both the dance (kiittu) and the harlot’s
profession (vaisikam). Here, Slesa is an
Arthalankara. This also clarifies that Slesa
is an Ubhayalankara.
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Delineating the Schools of Sanskrit Poetics:
Dandin, Udbhata, and Rudrata

The evolution of classical Indian literary
theory, or Kavyasastra, is fundamentally
marked by the conceptual contributions of the
Alankara (Figure), Guna (Excellence), and
Riti (Style) schools. This material examines
the seminal work of Acharya Dandin as a
bridge figure and analyses the systematic
approaches of Udbhata and Rudrata as
primary exponents of the Alankara doctrine.

Acharya Dandin: The Proponent of Guna
and Marga

Acharya Dandin, the celebrated author of
the Kavyadarsa (#0a15038w00), 1s typically
placed between the 7th and 8th centuries CE,
with some estimates narrowing his period
to AD 665 to 710-20. The prevailing belief
among Tamil scholars is that Dandin (zemul)
hailed from the South (Dakshinatya). His
work, the Kavyadarsa, secured his place
in the forefront of Sanskrit rhetoricians
(alankarikas).

5.1.3 Works and Chronology

The Kavyadarsa is a monumental text
that encapsulates Dandin’s scholarship. It is
divided into three paricchedas (chapters) and
contains a total of 660 Karikas (mnemonic
verses), which present the literary definitions
(laksanas) and illustrations (udaharanas).
Unlike Bhamaha, Dandin rarely quotes
verses from other poets, preferring to use
his own compositions to demonstrate his
points. Although his Karikas are remarkably
simple in construction, they possess the
capacity to reveal the profound depth of
his erudition.

Dandin is famously associated with the
authorship of three treatises (prabandhas).
Beyond the Kavyadar$a, the second is
often identified as the Dasakumaracarita
(BLod)200al01®o),and the third is
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proposed as either the Kalapariccheda
(#e10a101¢2j30), the Chhandovichiti
(20cmoailailod), or the Avantisundari Katha
(@RAIMmITV)MBE] &LN).

The exact chronological precedence
between Dandin and Bhamaha remains
unsettled. While the Kavyadar$a shares
numerous conceptual similarities with
Bhamaha’s Kavyalankara, Dandin is also seen
to offer critiques of Bhamaha’s views. This
critical engagement, though not definitive,
lends credence to the argument that Dandin
was the later figure. This view conflicts
with Professor P.V. Kane’s opinion, which
considers Dandin a predecessor of Bhamaha,
a perspective not generally accepted by other
scholars.

Dandin’s expertise was broad; he was
well-acquainted with the literary works
of various authors, including the famous
Banabhatta. He discussed two kinds of
prose writing, katha and akhyayika, and
did not deviate from Bhamaha’s established
classification of poetry (e.g., sarga-bandha).

Dandin’s Core Doctrines: Guna and
Marga

Dandin’s treatise elaborates upon the
definition and divisions of poetry, the
poetic paths or Margas (such as Vaidarbhi
(99uade))), the ten Gunas (merits), the ten
Dosas (faults), and the figures of speech
(Alankaras).

Dandin is typically regarded as the
advocate of the Guna system (gunaprasthana),
occupying a theoretical middle ground
between the Alarmkara system of Bhamaha
and the Riti system of Vamana. He defined
poetry as: ‘a series of words characterised
by agreeable sense and idea’ (istartha-
vyavacchinna padavali). This definition
implies the necessary harmonious
arrangement of sound and sense to achieve
poetic effect.
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He laid a significant emphasis on the
Marga (Path), which is equivalent to
Vamana’s Riti (Style). He did not invent the
two primary modes, Vaidarbha and Gauda,
but derived them from earlier traditions. He
favoured the Vaidarbha Marga, arguing that
it successfully incorporates all the poetic
excellences (Gunas).

Dandin did not recognise a fundamental
theoretical distinction between Gunas and
Alankaras, treating both as devices for
embellishing poetic composition.

The same inclination Dandin shows
towards gunas is also directed towards
margas. They are considered to belong to
different prasthanas (systems) merely for
the sake of convenience in discourse.

However, a subtle hierarchy exists in
his view: the Gunas are treated as having
primary importance and constituting the
very essence of a good diction, whereas
the Alankaras have a subsidiary value. He
defined the ten Gunas as the ‘essence or
vital breath of poetry’:

1. Slesa: The quality of being
well-knit (opposite: Sithila or
looseness).

2. Prasada: The quality of lucidity
(opposite: Vyutpanna or far-
fetchedness).

3. Samata: The quality of evenness
in the grouping of words and
sounds (opposite: Vaisamya or
unevenness).

4. Madhurya: The quality of
elegance, consisting of alliteration
of similar sounds ($rutyanuprasa)
and the absence of vulgarity
(agramyatva).

5. Sukumarata: The absence of

harshness due to the use of soft
vocables (opposite: Nisthura or
Dipta).

6. Artha-vyakti: The quality of
explicitness of sense (opposite:
Neyatva).

7. Udaratva: Elevation, consisting
of the expression of some high
merit.

8. Qjas: Force, due to the presence
of compounds.

9. Kanti: The quality of
agreeableness due to conformity
to general usage (opposite:

Atyukti).

10. Samadhi: The transference of the
qualities or actions of one thing
to another, i.e., metaphorical
expression.

Dandin was not strictly methodical in
this classification; for instance, some Gunas
(Arthavyakti and Prasada) overlap, and others
(Udaratva and Samadhi) are difficult to define
clearly. He also mentioned ten Dosas (faults),
which are identical to Bhamaha’s initial list
and are often defined as the opposites of the
first six Gunas. He noted that Udaratva, Ojas,
and Samadhi have no opposites and belong
to both the Vaidarbha and Gauda Margas.
He held that the first seven Gunas constitute
the life-force of the Vaidarbha Marga.

Dandin’s Conception of Alammkara

Despite his primary focus on Guna and
Marga, Dandin devoted extensive review
to Alarmkaras. He was the first to provide a
general definition for the figure of speech:
'$:0Q1§6UD0RIH00M WB2ROMELIS000M (al
alare®’ (Kavyadarsa) (The qualities
that generate beauty in poetry are called
alankaras.)

m SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics @
o



He acknowledged their beautifying role
in terms of sense:

' &»000 MVBGQAILLIHOOD OIVARETN
mladlemioyl (Kavyadarsa) (All figures of
speech, indeed, make the meaning flavourful
and charming.)

He broadly classified literary expression
(Vanmaya) into two types:

Bhinnam dvidha svabhavoktirvakrokti

$ceti vanmayam (@lamo  311Ww0
MLIRIGADSDINBAIG(HHOBM] CURIDI QIOE3AWO)

Dandin considered Svabhavokti (Natural
Description, or Jati) to be the foremost
Alarnkara, including Hetu, Stiksma, and Lesa
among the best. He defined Svabhavokti:

'MOMOAIMNLN0 alBIG@MOOMI0 B)alo
LO&HI3 aflalyemi®
VIBOGAISM VDI ROMIGURI® O340
Lol @18’

(Kavyadarsa) (Svabhavokti, or Jati, which
directly manifests the special form of things/
objects existing in various ways due to Jati
(genus), Guna (quality), Kriya (action), or
Dravya (substance), is the figure of speech
to be reckoned first.)

He concurred with Bhamaha that
Atisayokti (Exaggeration) is the ultimate
source of charm (camatkarabija) for all vari-
ations of Vakrokti (Figurative Expression).
Dandin’s broad perspective meant he con-
sidered even the dramatic elements (the
sixty-four sandhyangas, the sixteen vrttyan-
gas, and the thirty-six laksanas mentioned
in the Natyasastra) to be figures of speech.

In summary, Dandin’s approach is dual:
he is a partial proponent of the Alarhkara
system (using the term in its broad sense)
and a partial proponent of the Riti system.
His meticulous description of Riti is so note-
worthy that he is often mentioned alongside
Vamana as a founder of the Riti school.

@
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Udbhata and Rudrata: The Systematisers
of the Alamkara School

While Dandin shifted focus towards Guna
and Marga, Udbhata and Rudrata rigorously
developed the Alarhkara doctrine established
by Bhamaha. Their work represents a growth
of scholastic activity, providing minute
analysis and a more authoritative guidebook
for later writers.

Udbhata (c. Late 8th Century CE)

Udbhata (also known as Bhattodbhata) was
a distinguished proponent of the Alamkara
system, who lived in Kashmir and served
as the court president (Sabhapati) of King
Jayapida (c. 779 AD to 813 AD). He is the
successor to Bhamaha and a precursor to
Anandavardhana, a chronology inferred from
a verse in Kalhana’s Rajatarangini.

Works and Analytical Approach

Udbhata’s principal extant
work 1is the Kavyalankarasangraha
(800110218,000MV0(Wa00), also known as
Kavyalankarasarasangraha. This text,
divided into six chapters, defines forty-one
poetic figures in 79 Karikas, illustrated with
approximately ninety examples, often drawn
from his own verses.

His other confirmed works include
the Bhamahalankaravivarana (Bhamaha-
Vivarana or Kavyalamkara-Vrtti), a
now-unavailable commentary on Bhamaha’s
views on alarmkaras; a commentary on the
Natyasastra; and the poem Kumarasambhava.
The Kavyalankara-sangraha is believed
to have been intended as a dedicated
textbook on Alamkara, as the term is used
here in its restricted sense, omitting any
discussion of other poetic components.
Udbhata’s discussion of other subjects in
his Bhamahalankara-vivarana supports this
interpretation.

Udbhata’s contribution lies in his analytic
and precise approach. He followed Bhamaha

—
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but refined the figure system, offering clearer
definitions and modifications. For instance,
he provided further classification of the figure
Atisayokti (Exaggeration), which was not
present in Bhamaha’s work. Conversely, he
omitted some elements, such as the necessity
of grammatical correctness, which Bhamaha
deemed essential. A significant development
in his approach is the recognition of Rasa
(Aesthetic Sentiment) and its place in relation
to the poetic figures.

The Laghuvrtti (Short Gloss) written
by Pratiharenduraja as an introduction to
Udbhata’s Kavyalankarasangraha remains
a famous commentary.

Rudrata (c. 9th Century CE)

Rudrata is the last major exponent of
the Alamkara school, living in the 9th
century CE. He is considered a prominent
preceptor of the Alamkara system and,
like Udbhata, is largely believed to be a
native of Kashmir. His work predates that of
Mammata, Pratiharenduraja, Rajashekhara,
and Abhinava.

Comprehensive Scope and Classification

The title of his treatise, Kavyalankara
(w0010e18:000), clearly signals his allegiance
to the school of poetic figures championed
by Bhamaha and Udbhata. Rudrata’s
Kavyalankara is remarkably comprehensive
and is more extensive than the works of
both Bhamaha and Dandin. While the latter
two only discussed Sravyakavya (poetry
to be heard), Rudrata’s work also includes
Vritthis related to Drsyakavya (dramatic
poetry) and the classification of heroes and
heroines (nayakanayakabhédas).

The text is divided into sixteen chapters
and contains 734 Karikas. Excluding the
concluding verses of the chapters, the entire
work is composed in the Aryavrtta meter.

The Kavyalankara covers a full range

of topics: the purpose (Kavyaprayojana)
and causes (Kavyahetus) of poetry, the
definition (Kavya-laksana), the four
Ritis (Styles), Sabdalafkaras (verbal
figures), including Vakrokti and Anuprasa
(alliteration), Yamakas (rhyming verses),
and Citrabandha (graphic verses). A key
section provides a detailed definition and
illustration (laksyalaksananirdesa) of the
Arthalankaras (figures of sense).

A notable aspect of Rudrata’s work is
the dedicated space given to Rasa-vicara
(Discussion of Aesthetic Sentiment) in
Chapters 12 to 15. This feature confirms that
while he was fundamentally an Alankarika—
as claimed by scholars like Prof. Kane—he
was already being influenced by the emerging
Rasa doctrine. The text Sragaratilaka, which
describes the nine sentiments (navarasas)
across three chapters, is also attributed
to Rudrabhatta, whom scholars generally
identify as the same person as Rudrata.

Rudrata’s chief innovation was his
rigorous analysis and fourfold classification
of the 68 Arthalankaras he described:

1. Samya (Aupamya, Similarity/
Comparison)

2. Atisaya (Exaggeration)
3. Vastava (Reality/Fact)

4. Slesa (Pun/Double entendre)

This attempt to categorise the figures of
sense based on underlying principles was the
first of its kind and proved highly influential
for subsequent rhetorical traditions.

The Marginalisation of the Alamkara
System

Despite the systematic development by
Udbhata and Rudrata, the importance of the
Alarkara system began to decline with the
rise of the R1ti and Guna schools attributed to
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Dandin and Vamana, and later, the dominant
Dhvani School.

The core criticism of the Alankara doctrine
was that poetic figures constituted merely
an artificial and external beautification of
the body of poetry. This viewpoint often
employed a popular analogy:

Just as the external decoration of the
body of a woman with costliest ornaments
cannot make her look beautiful if she lacks
in natural beauty, in the same way, simply
playing with the decorative language with the
use of poetic figures does not make poetry
a living force that can make a deep impact
on our minds.

This realisation propelled later thinkers
to search for the ‘soul’ of poetry (kavyasy
atma).

Vamana, the main proponent of the Riti
school, explicitly considered Alarmkaras of
subsidiary importance. He did not mandate
the presence of poetic figures as a necessary
condition for poetry, arguing that Riti and

Recap

Guna were the essential ingredients for
charm, and Alankaras only enhanced this
inherent beauty externally. While Dandin
had treated Gunas as a form of Alamkara
(using the term broadly) and did not admit
the rigid distinction Vamana made between
the two, Vamana formalised this separation.

Vamana’s scheme of Gunas, though
perhaps pedantically classified into external/
internal and verbal/ideal, marked an advance
on Dandin’s earlier speculations. However,
even the Riti and Guna concepts, though
representing an advance over the pure
Alamkara approach, did not wield great
influence over later thinkers in their original
form. They were eventually accepted by
the powerful Dhvani school (established
by Anandavardhana in Dhvanyaloka) only
insofar as they contributed to the development
of Rasa-Dhvani (Suggested Sentiment),
which became the established ‘soul’ of
poetry. The debate thus transitioned from
decoration (Alarnkara) to style (Riti) and
finally to suggestion (Dhvani).

¢ Classical Indian Poetics (Bharatiya Kavyasastra) is rooted in four language-
related Vedangas.

¢ Poctic beauty relies on the harmonious union of word and meaning
(vagarthas).

¢ The history of Indian Poetics begins with Bharata Muni and the Natyasastra.

¢ Alankara has a wide sense (entire poetic beauty) and a limited sense
(figures of speech).

¢ The Alankara Pradhanya Vada was developed by scholars like Bhamaha,
Udbhata, and Rudrata.

¢ Upama (Simile) is considered the mother of all poetic figures (alankaras).

¢ Dandin defined alankara as qualities that generate beauty in poetry
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(kavyasobhakaran dharman alankaran pracaksate).

¢ Dandin is also considered an advocate of the Guna system and the Marga
(Style) system.

¢ Udbhata, a successor to Bhamaha, authored the Kavyalankarasangraha,
defining forty-one poetic figures.

¢ Rudrata, a major exponent of the Alafikara school, first classified
Arthalankaras into four categories: Samya, Atisaya, Vastava, and Slesa.

¢ Slesa (Pun) is an Ubhayalankara, depending on both word (§abda) and
meaning (artha).

¢ The Alankara system’s importance declined with the rise of the Dhvani
school, which focused on suggested sentiment (Rasa-Dhvani).

Objective Questions

1. How many major poetic figures did Bharata Muni mention in the
Natyasastra?

2. How many Vedangas (Auxiliary Disciplines of the Vedas) are there in
total?

3. How many chapters is Dandin’s Kavyadarsa divided into?
4. Around which century AD did Bhamaha, the author of Kavyalankara, live?
5. How many poetic figures did Bhamaha define and exemplify?

6. How many figures of speech (Arthalankaras) are classified in Rudrata’s
text?

7. How many principles did Rudrata divide Arthalankaras based on?
8. How many Alankaras are discussed in Udbhata’s Kavyalankarasangraha?

9. By the time of Appayya Diksitar, the number of alankaras increased to
how many?

10. How many Gunas (merits) did Dandin elaborate upon in the Kavyadarsa?
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Answers

1. Four
2. Six
3. Three
4. Five
5. Thirty Nine
6. Sixty Eight
7. Four
8. Fourty One
9. One hundred and fifty
10. Ten
Assignments
1. What is the essential aesthetic principle of Indian Poetics, often referred
to as vagarthas?
2. Inits wide sense, what does the term Alankara represent, as exemplified
by Vamana’s aphorism?
3. Which of the six Vedangas are considered as fundamental to language
and literature?
4. Name the four alankaras mentioned by Bharata Muni his Natyasastra.
5. What is the figure of speech is defined as having four components:
Upameéya, Upamana, Sadharana Dharma, and Upamavacaka?
6. What is the main difference between Arthalankara and a Sabdalankara
in terms of word change?
7. Who is considered as the foremost and pioneering figure (father) in
Alankarasastra?
8. Which rhetorician defined alankara as ‘The qualities that generate beauty
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in poetry’ and is also associated with the Guna system?

9. Which rhetorician first divided Arthalankaras into the four categories of
Samya, Atisaya, Vastava, and Slesa?

10. What later school of poetics, established by Anandavardhana, eventually
marginalised in the Alankara system?
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Position of alankaras in
poetic diction- Guru’s poems
analysed in the light of

U N 1T Alankara

Learning OQutcomes

Upon completion of this unit, the learner will be able to:
¢ know the relationship between alankara and Dhvani in Guru’s poetry.

¢ familiarise how figurative language acts as a pedagogical tool for social
reform.

¢ differentiate between the traditional and rejuvenated functions of classical
Riipaka in Guru’s work.

¢ identify and categorise the structural role of Sabdalankaras and
Arthaalankaras.

Prerequisites

Poetic diction constitutes the specific, conscious selection of words, expressions,
and linguistic styles a poet employs, moving language beyond its utilitarian func-
tion to convey profound meaning, emotion, thythm, and aesthetic experience. It is
the very lifeblood that distinguishes poetry from ordinary speech, serving as the
primary vehicle for a poet’s philosophical inclinations and thematic engagement.
Every poetic composition, irrespective of its tradition or cultural context, relies on
a high degree of linguistic sophistication to elevate discourse. Within this refined
linguistic landscape, alankaras (poetic ornaments or figures of speech) play a critical,
transformative role. For instance, the simple statement, ‘The cloud rains,’ serves a
purely informative function. By contrast, the poetic rendering, ‘The sky weeps crystal
beads, stitching the parched earth with threads of life,” is not merely descriptive; it
is charged with aesthetic power. This phrase employs a vivid metaphor (Riipaka) in
describing the rain as ‘crystal beads’ and personification (Manavikarana) in stating
that the ‘sky weeps’ and ‘stitches’ the earth. Such figures of speech, which are the
essence of alankara, are the agents of this elevation, engaging the senses, intellect,
and soul simultaneously. This unit will therefore investigate the degree to which
such deliberate ornamentation is functional and indispensable to the philosophical
content within Guru’s poetry.
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In the hands of Sree Narayana Guru, poetic diction moved beyond mere literary
sophistication to become an active instrument of spiritual awakening and revolu-
tionary social reform in late 19th-century Kerala. Guru’s objective was not simply
to create beautiful verse, but to convey profound Advaitic truths (the philosophy of
non-dualism) and the necessity of human equality, thereby turning poetry into a tool
for social engineering. Consequently, his alankaras are strategically chosen to be
both simple and penetrating, ensuring accessibility for an audience whose access to
traditional scholastic learning was heavily restricted by caste barriers. For example,
in his philosophical masterpiece Atmopadesa Satakam (One Hundred Verses on
Self-Instruction), the complex, abstract concept of Brahman the absolute, supreme
reality is distilled into the highly accessible Riipaka of the ‘luminous seed’ (Karu):
‘He who knows more than knowledge, within and without, that luminous seed, bow
down to Him.” The metaphor of the seed immediately conveys the idea of an innate
source, origin, and potential, making the metaphysical tangible and immediate for
the reader. Similarly, his revolutionary social message, ‘All are brothers, no one is
inferior,” employs the clear analogy (Drstanta) of common human birth to provide
an irrefutable and universally comprehensible argument against all artificial social
distinctions. The position of alankaras in Guru’s diction is thus inherently central
to his pedagogical and transformative agenda.

Narayana Guru’s poetic diction and his deployment of alankaras, arguing that
these figures of speech are not external embellishments but are fundamentally inte-
gral to the structural transmission of profound philosophical and social truths. This
argument aligns with critical observations by biographers like K. Damodaran, who
noted that the poetic ornaments ‘emerge unknowingly’ within the verses, suggesting
their organic, rather than contrived, link to the poet’s realised vision (Jfianasakti).

Keywords

Alankara, Rupaka, Advaita, Dhvani, Poetic Diction, Drstanta, Bhakti, Vakrokti.

Discussion

5.1.1 Poetic Diction: The
Vehicle of Vision

Poetic diction refers to the specific,
conscious selection of words, expressions,
and linguistic styles a poet uses to convey
not only meaning but also emotion,
rhythm, and aesthetic experience. It is
the very essence that distinguishes poetry
from functional prose, elevating language

beyond its utilitarian purpose to evoke deeper
responses from the reader. For any poet,
diction is meticulously crafted based on
their philosophical inclinations, the themes
they address, and the cultural context they
inhabit.

The power of poetic diction lies in its
capacity to transform the mundane into the
profound. Consider the difference between
the simple statement, ‘The sun rises,’ and the
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poetic rendition, ‘The golden orb ascends,
bathing the earth in its tender glow.” The
latter transcends mere information, painting
an image, evoking emotion, and connecting
the phenomenon of sunrise to a universal
aesthetic experience. This transformation of
ordinary speech into a medium that touches
the senses, intellect, and soul simultaneously
is the core function of poetic diction.

In the poetry of Sree Narayana Guru,
diction is not merely a stylistic choice; it is a
deliberate and thoughtful selection of words
aimed at conveying profound philosophical
truths especially Advaita (non-dualism) in
the most accessible and resonant manner.
Guru’s diction reflects his vision of poetry
as an instrument for social reform, spiritual
awakening, and philosophical contemplation.
His style is often simple yet profound, modern
yet timeless, grounded in experience but
reaching out to the metaphysical.

5.1.1.1 Poetic Diction as a
Basic Component of Guru’s

Poetry

Sree Narayana Guru’s poetic diction
stands as a monumental example of how
language, when imbued with philosophical
vision, becomes a profound force for spiritual
and social transformation. His mastery over
words chosen specifically for clarity, depth,
and musicality effectively transformed poetry
from a mere literary form into a powerful
tool for social awakening, the promotion
of equality, and ethical living. His verse
is a deliberate blend of classical structure
and revolutionary content, creating a voice
that is immediately recognisable and deeply
impactful.

Guru’s unique diction exhibits several
key characteristics, demonstrating his
skill in synthesising diverse literary and

@ SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics m[l ]\

philosophical traditions:

Integration with Classical Poetics
(Alankara and Dhvani)

Guru’s poetry is deeply rooted in the
sophisticated literary theories of classical
India, particularly those concerning the
effective use of figurative language (alankara)
and suggested meaning.

¢ Embodies Classical Poetics, reflecting
the richness of theories such as
Dhvani (suggestion) and Vakrokti
(ingenious expression).

e Dhvani: In Guru’s work, the literal
meaning (vacyartha) often acts
as a mere starting point. The true
philosophical depth lies in the
suggested meaning (vyangyartha)
or Dhvani. For instance, a simple
metaphor of the ocean may literally
refer to the sea, but it simultaneously
suggests the boundless nature of
Brahman or the tumultuous cycle
of worldly life (samsara). This
depth ensures that while the poem
remains accessible on a surface
level, it continually rewards deeper
contemplation, making the poetry
a pathway to spiritual realisation
(darsana).

Vakrokti: This refers to the ingenious or
oblique mode of expression that makes
language arresting and memorable.
Guru uses Vakrokti not for aesthetic
complexity alone, but to subtly redirect
conventional understanding. When
he uses devotional forms (stotras)
meant for temple deities, he often fills
them with non-dualistic (Advaitic)
content. This ‘curved’ usage subverts
the traditional religious hierarchy and
transforms the devotional act itself
into an act of philosophical inquiry
and social protest.



Resonance with Bhakti Traditions

Guru recognised the power of devotional
poetry (bhakti) to reach the masses and
democratise spiritual experience, a tradition
he inherited from figures like Ezhuthacchan
and Poonthanam.

¢ It aligns with Bhakti traditions,
making profound philosophy
emotionally resonant and accessible
to the common person.

« Bhakti poetry, characterised by
kirtanas (devotional songs) and
rhythmic verse, is inherently
musical and highly memorable. Guru
consciously employed these familiar
rhythms and metres to package his
complex philosophical treatise on
non-dualism (Advaita).

* By cloaking the ‘hard’ intellectual
truths of Vedanta in the ‘soft,’
emotionally charged language of
bhakti, he overcame the intellectual
barrier that typically limits
philosophical texts to scholars.
This technique made his teachings
instantly relatable. For example, the
profound spiritual concept of universal
oneness is often expressed as an act
of heartfelt prayer and surrender in
works like Daiva dasakam, ensuring
that the core message of ethical living
and Advaitic truth was transmitted
directly to ordinary Malayalis in their
everyday lives.

Conciousness and Philosophical Depth

Guru’s diction often displays an
extraordinary economy of words, a technique
honed by centuries of Indian philosophical
tradition.

¢ [t echoes Upanisadic brevity,
condensing vast metaphysical
truths into a few simple, powerful
words.

The Upanisads and Sitras are
famous for their minimalist style,
where a single word or short phrase
carries layers of meaning. Guru
adopted this style, particularly in
his later, more mature works like
Atmopadesa Satakam (One Hundred
Verses on Self-Instruction).

This brevity allows him to translate
the expansive, abstract concepts
of Vedanta such as the nature of
the Self, illusion (maya), and the
Absolute (Brahman) into expressions
that function almost like spiritual
aphorisms. An example is his use of
the phrase ‘luminous seed’ (Karu),
which is a dense, simple image
encapsulating the entire philosophy
of creation and the immanence of
the Self. This conciseness demands
intense concentration (ekagrata)
from the reader, transforming the
act of reading into an introspective,
meditative discipline.

Engagement with Modern Reality

While drawing heavily on tradition, Guru
ensured his poetry remained relevant and
impactful in the swiftly changing world of
his time.

¢ [t embraces modernity, integrating

contemporary images (such as
steamships) that ground timeless
ideas in the real, evolving world.

Guru’s philosophy was not meant
to be static or confined to ancient
scriptures; it was a blueprint for
modern social and ethical action.
To make his metaphors relatable, he
consciously incorporated images from
the burgeoning modern life of Kerala.

The use of a steamship (toni) in
Daiva Dasakam as an analogy for
life’s voyage and the Divine as the
pilot (nayaka) is a powerful instance.
Unlike the classical image of a simple
sailing vessel, the steamship represents
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the speed, complexity, and collective
nature of the modern world. This
contemporary imagery successfully
grounds timeless spiritual lessons
(such as the need for surrender and
guidance) in the immediate, tangible
reality of his readers, making his
spiritual teachings a practical guide
for navigating modern existence.

This potent combination the philosophical
depth of classical Dhvani, the emotional
accessibility of Bhakti, the concise power
of Upanisadic style, and the relevance of
modern imagery creates a poetic voice
that is uniquely Guru’s: calm, profound,
compassionate, and revolutionary. His words
transcend conventional barriers of caste,
creed, and time, offering universal principles
of oneness, compassion, and ethical life. In
Guru’s hands, poetic diction is not merely
a literary tool but a sacred instrument of
vision and action, where every word is a
chosen seed of wisdom.

2. Alankaras (Poetic Ornaments) and
their Position in Poetic Diction

The concept of alankara holds a central,
though often debated, position in classical
Indian poetics (Kavyasastra). Literally
meaning ‘ornament’ or ‘decoration,’
An alankara is defined as a quality
(dharma) that enhances the beauty
(Kavyasobhakaran dharman) of a poetic
expression. While early theorists focused on
alankaras as the defining feature of poetry,
later schools of thought, particularly the
Dhvani school, established that true poetic
essence lay in suggested meaning (Dhvani
or rasa). Nonetheless, alankaras remained
essential structural components, acting as
tools to manifest that suggested meaning
effectively. They are traditionally classified
into two broad categories based on where
the source of beauty resides:
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Categories and Functions of Alankaras

The two primary types of alankaras ensure
the enhancement of poetry on both sonic
and semantic levels:

« Sabdalankaras (Sound/Word-based
Ornaments): These figures enhance
the aesthetic quality of the verse
primarily through sound, rhythm,
and wordplay. The beauty derived
from them is dependent on the specific
words chosen; if a word is replaced
by a synonym, the ornament is lost.
Key examples include Anuprasa
(alliteration), which is the repetition
of consonants for musicality, and
Yamaka (chiming), which involves
the repetition of groups of sounds for
a striking phonetic effect. In spiritual
poetry, Sabdalankaras are particularly
functional, aiding memorization and
fostering a meditative state (bhava)
through rhythmic patterns and sonic
resonance.

» Arthalankaras (Sense/Meaning-
based Ornaments): These figures
are concerned with the meaning and
conception presented in the verse,
remaining intact even if the words
are replaced by synonyms. They
operate through mechanisms such
as comparison, contrast, association,
or suggestion. The most fundamental
examples are Upama (simile), which
establishes a clear comparison, and
Riipaka (metaphor), which asserts a
direct identity between two seemingly
disparate entities. Arthalankaras are
vital for philosophical poetry as they
translate abstract ideas into concrete
images, acting as a cognitive bridge for
the reader, thereby making complex
truths perceptible and relatable.

The Metaphysical Position of Alankaras

In the foundational Indian tradition,
the kavi (poet) was revered as a rsi (seer).
This profound connection is captured by the



maxim that vision (darsana) must always
precede expression (kavya). The ultimate
purpose of alankaras, therefore, is not simple
ornamentation but the unveiling of reality
(darsana) itself. Creativity (pratibha) is
understood not as mere ingenuity but as
intuitive knowledge a direct, luminous insight
into truth from which the specific choice
of diction and, consequently, the figures
of speech naturally flow. This profound
perspective means that for the poet-seer,
the alankaras are organic manifestations of
their realised vision. They are not applied
externally to decorate the thought; rather,
they are the structural form the thought
must take to achieve maximum efficacy and
resonance, transforming the poetic medium
into a vehicle for philosophical revelation.

5.2.1 Alankaras in Guru’s
Poetry: Revelation Set to
Rhythm

The application of alankaras in Sree
Narayana Guru’s poetry is particularly
insightful. His verses are often described
as ‘decorated philosophy’ by scholars like
Dr. T. Bhaskaran. As K. Damodaran, Guru’s
biographer, notes, ‘Though he chose the
art of poetry merely as a vehicle for his
matured thoughts, poetic ornaments (prasa-
alankaras) emerge unknowingly within the
verses, astonishing the reader.’ This suggests
that the figures of speech in Guru’s work are
organic, arising naturally from the intensity
of his spiritual and philosophical insight
(Jnanasakti).

A critical example of this sophisticated
integration is Guru’s rejuvenation of
the classical chariot allegory from the
Katha Upanisad. While the Upanisad uses
this Riipaka to illustrate the hierarchy of
control where the Self is the rider and the
senses are the horses Guru subtly transforms
this analogy in Atmopadesa Satakam into an
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expression of non-dualism by dissolving the
rigid separation between the body, senses, and
the Self, guiding the reader towards a unified
consciousness. By analysing such thematic
and structural alankaras including his use of
numerical symbolism (Samkhya Alankara),
such as the ‘five birds’ representing the senses.
This study aims to demonstrate that Guru’s
alankaras serve as essential architectural
supports for his Advaitic philosophy and
ethical instructions, operating as tools of
revelation set to rhythm.

The following points highlight the position
of alankaras in Guru’s poetic diction:

e Subordination of Ornament to
Meaning: Guru’s composition
was driven by the need ‘to impart
a philosophical truth to a seeker.’
Therefore, his alankaras are never for
‘poetry’s sake’ but serve as structural
supports for the philosophy. They are
the means to bridge the gap between
complex metaphysical concepts (like
Advaita) and the ordinary reader’s
experience.

« The Sabdalankara and Spiritual
Tone: While some critics, like Dr.
Sukumar Azhikode, suggest that the
sound-rich hymns of Guru’s early
period, praising various deities,
might have been ‘carried away by
the net of sounds,’ a deeper analysis
shows that this musicality and
rhythmic precision served a crucial
devotional and pedagogical purpose.
The Sabdalankaras (like alliteration)
in his stotras (hymns) made complex
philosophical content accessible
and aided memorisation, fostering
a meditative state.

* ABridge to Accessibility: Guru lived
in a time when society was deeply
segmented by caste, and access to
learning was restricted. By using
arresting images (Arthalankaras)
instead of scholastic jargon, he



democratised spiritual experience. The
figure of speech acts as a democratic
bridge, making profound concepts
of Advaita, ethics, and social reform
accessible to all Malayalis.

5.3.1 Thematic Functions
of Figurative Language in
Guru’s Poetry

In Sree Narayana Guru’s work, alankaras
are never mere embellishments; they are
integral to the very purpose and profound
meaning of his poems. His use of figurative
language serves as a crucial bridge,
translating the abstract, intellectual truths
of Advaita Vedanta into concrete, ethical,
and spiritual instructions for the common
person. This ensures that the poetic form
is completely aligned with his twin goals
of spiritual realisation and social reform.
Four intertwined thematic functions of
figurative language are particularly evident,
each serving to deepen understanding and
inspire ethical and spiritual action.

5.3.1.1 Analogical Language
and Parables (Drstanta and

Nidarsana)

Guru frequently employs parables and
analogical language, primarily through
Drstanta (‘example’) ‘and Nidarsana
(‘illustration’), as a primary pedagogical
method. This technique involves condensing
complex philosophical doctrines into
relatable, everyday scenes or brief narratives.
This approach allows readers to ‘see the
truth’ intuitively (Dar$ana) rather than being
subjected to dry, abstract lectures, fostering
personal reflection (anubhava) rather than
rote learning. The analogies bypass rigid
scholastic debates, appealing directly to
universal, shared human experience.

Key Examples of Effective Analogies

1.

The Dark-room Dialogue
(Atmopadesa Satakam, Verse 10):
Guru presents a simple, yet profound,
mini-narrative to illustrate the non-
duality and universality of the Self
(Atman). He hypothesises a scenario
where two individuals in pitch
darkness, unable to see each other’s
physical form or social labels, both
declare, ‘I am.’ This direct, irrefutable
example instantly conveys that the
essential ‘I’ transcends the physical
body, the transient ego, and all
accompanying traits like caste, wealth,
or appearance. The Drstanta serves as
a direct, empirical demonstration of
the oneness of the Self, an essential
Advaitic principle. By setting the
scene in ‘pitch darkness’, Guru
symbolically strips away the illusory
differentiations (maya) caused by
external perceptions, forcing the
reader to recognise the identical core
consciousness underlying all beings.

The Boat on the Ocean
(Daiva Dasakam): In this powerful
devotional piece, Guru employs the
extended analogy of human life as
a perilous voyage across the vast,
challenging ocean (samsara). The
Divine is then established as the pilot
(Bhavamhitoni ‘the boat that serves
the welfare of the world”), steering
the vessel through the uncertainties
and dangers of life. This analogy, a
highly effective Riipaka (metaphor),
serves multiple functions:

Conveying Bhakti: It stresses the
necessity of divine guidance and
surrender (bhakti) in navigating life’s
challenges, transforming the abstract
concept of God into a relatable,
guiding presence.
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* Integrating Modernity: The image
is often interpreted in the modern
context of a ‘steamship’ or a collective
vessel. This inclusion grounds the
timeless spiritual lesson in the social
reality of Guru’s time, suggesting
that the journey is a collective effort
requiring both individual faith and
divine leadership. The Riipaka thus
connects spiritual salvation with
collective social welfare (1oka-hita).

3. Common Birth of All Humans
(Jati Nirpayam): Guru’s succinct and
powerful lines, ‘All are brothers, no
one is inferior’ (Oréyoniyilorakrtiyald
rabh&dam), are not merely poetic but
profoundly revolutionary. The figure
of speech here is the deliberate appeal
to the fundamental shared biological
experience (analogy of common
birth). This Nidar§ana functions
as a self-evident fact, intended
to undermine the artificial, man-
made nature of caste distinctions.
By grounding his argument in
the undeniable shared anubhava
(experience) of birth and physical
form, Guru provided a potent, logical,
and universally accessible argument.
This rhetorical strategy shifted
the social debate from complex,
exclusionary theological texts to
simple, undeniable biological facts,
making it a revolutionary statement
couched in poetic simplicity.

5.3.1.2 Metaphor (Riipaka) and
Symbolism (Pratika)

Sree Narayana Guru’s poetic diction is
exceptionally rich in metaphors (Riipaka)
and symbols (Pratika). These figures of
speech function as spiritual capsules,
encapsulating vast metaphysical doctrines
and rigorous ethical instructions into single,
homely images. The power of these images

lies in their ability to resonate with readers
on multiple levels, moving beyond dry
abstraction to facilitate an intuitive grasp of
complex philosophical ideas. This technique
is central to Guru’s goal of making Advaita
accessible and experiential.

The Luminous Seed (Karu) as Ripaka

One of Guru’s most powerful and concise
Riipakas is found in Atmopadesa Satakam:
‘He who knows more than knowledge, within
and without, that luminous seed (Karu),
bow down to Him.” Here, the ‘luminous
seed’ symbolises the supreme Self or the
absolute reality (Brahman). This simple
metaphor accomplishes several profound
philosophical tasks:

» Source of Existence: The nature of
a seed is to contain the potential for
a vast, complex life form, making
it the perfect symbol for Brahman
as the source (karana) of the entire
universe. It conveys the idea of the
cosmos being immanent within the
single, unifying principle.

» Simplicity and Immanence: By using
a common, biological image like a
‘seed,” Guru strips the concept of
Brahman of its esoteric jargon. The
term ‘luminous’ further qualifies the
seed, pointing to the Self as self-
effulgent consciousness (Prakasa),
thereby capturing the essence of
Advaitic thought that the ultimate
reality is simple, non-dual, and resides
within every being. This economical
Ripaka acts as a single point of
meditation for the seeker.

Rejuvenation of Classical Riipaka The
Chariot Allegory

Guru’s genius is evident in his masterful
adaptation of classical alankaras. The chariot
allegory is a well-known Riipaka originating
in the Katha Upanisad, where the human
body is presented as a chariot structure: the
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body is the chariot, the intellect (Buddhi)
is the driver, the mind (Manas) is the reins,
the senses (Indriyas) are the horses, and
the Self (Atman) is the rider/owner. The
Upanisadic purpose is to illustrate the need
for hierarchical control of the senses by the
intellect.

In Atmopadesa Satakam (verses 69-70),
Guru subtly but significantly transforms
this allegory. Rather than retaining the
clear division between the components,
he guides the reader toward an integral
realisation by suggesting that all these
separate elements rider, horses, reins, and
road are ultimately expressions of a single,
underlying consciousness. He effectively
shifts the focus from external control to non-
dual insight. This poetic transformation of
the Riipaka serves to demonstrate that true
liberation comes not from dominating the
senses, but from realising the non-dual nature
of the Self, where the perceived duality of
the controller and the controlled vanishes.

Numerical Symbols (Samkhya Alankara)
and Pratika

Guru’s poetry frequently employs
Samkhya Alankara the use of numbers
as symbols to structure his philosophical
instructions. Phrases containing numbers
act as Pratikas (symbols), representing
specific Vedantic or Samkhya classifications
of existence that must be understood and
transcended for Self-realisation.

» Example: ‘Five Birds’ and ‘Six Tastes’:
In Atmopadesa Satakam, phrases like
‘five birds’ and references to the ‘six
tastes’ (arurasam) are potent symbols.
The ‘five birds’ symbolise the five
external senses (pafica indriyas), their
objects, and the resulting worldly
experiences (visaya).

e The Command for Transcendence:
The instruction is then given:
‘Those five birds... Must be slain
and subverted so that the inner self...
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may shine forth in splendour.” This
dynamic use of symbolism translates
the abstract philosophical necessity
of sensory control (Indriya Nigraha)
into a powerful, poetic, and action-
oriented command. The numerical
Pratikas thus provide a mnemonic
and instructional framework, making
the complex steps toward Yoga and
Advaita systematic and memorable
for the seeker.

5.3.1.3 Personification

(Manavikarana)

While less overt than Ripaka, Guru
employs a spiritual form of Manavikarana
(personification) and Bhavana (imaginative
conception) when addressing the Divine. In
hymns, the Saguna (with attributes) aspect
of the deity is invoked not just for worship
but to enact a form of bhakti (devotion)
that leads to jiiana (knowledge). The act of
composing stotras by an Avarna (lower caste
person) ata time when they were denied entry
into temples was itself an act of resistance
and social reform. The personified deity
serves as a focal point for spiritual energy
(Tirjjabhavanam), which, through the poem,
is transferred to the devotee, aiding both
individual and social elevation.

The Enduring Power of Guru’s Alankaras

Sree Narayana Guru’s poetry, as the
‘energy centre’ (iirjjabhavanam) of spiritual
force, demonstrates that in the hands of a
seer (rsi), alankaras are inseparable from the
philosophical content. His figures of speech
are not afterthoughts but the very mechanism
by which complex truths of Advaita and
social equality are made simple, accessible,
and emotionally resonant.

Guru’s genius lies in his ability to select
words and craft imagery that bridge the gap
between the intellectual and the emotional,
the spiritual and the social. Whether through
the rhythm-rich Sabdalankaras of his bhakti

—
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phase or the profound, concise Arthalankaras reveal the eternal. The alankaras in Guru’s
of his philosophical masterpieces, his poetic  poetry are thus the architecture of his reve-
diction ensures that true poetic artistry is lation, set to the rhythm of transformation.
measured not by mere ornamentation but
by the enduring ability of simple words to

Recap

¢ Poetic Diction is the conscious selection of linguistic styles that moves
language beyond utilitarian function.

¢ An alankara (ornament) is defined as a quality (dharma) that enhances
the beauty (kavyasobhakaran dharman) of a poetic expression.

¢ Sabdalankaras (sound-based) and Arthadlankaras (meaning-based) are
the two primary classifications of ornaments.

¢ For the kavi (poet) as rsi (seer), the ultimate purpose of alankaras is the
unveiling of reality (dar§ana).

¢ Guru’s alankaras are not external embellishments but are fundamentally
integral to the structural transmission of philosophical truths.

¢ The Riipaka of the ‘luminous seed’ (Karu) acts as a simple image
that encapsulates Brahma as the source (karana) and self-effulgent
consciousness (prakasa).

¢ Guru used the analogy (Drstanta) of common human birth to provide
a universally comprehensible argument against caste distinctions in
Jati Nirpayam.

¢ The Drstanta of the dark-room dialogue demonstrates the irrefutable
oneness of the Self (Atman) by removing external differentiations.

¢ Guru transformed the classical Riipaka of the chariot allegory by shifting
its focus from hierarchical control to non-dual, integral realisation.

¢ Sabdalankaras in his stotras served a pedagogical purpose, aiding
memorisation and fostering a meditative state (bhava).

¢ Guru’s poetic diction, integrating Dhvani, Bhakti, and Upanisadic style,
creates a voice that is calm, profound, compassionate, and revolutionary.
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Objective Questions

1. How many categories are alankaras primarily classified into?

2. How many main components are there in the Upanisadic chariot Rupaka
(e.g., body, driver, etc.)?

3. How many external senses (pafica indriyas) are symbolized by the ‘five
birds’ in Atmopadesa Satakam?

4. What is the minimum number of words in an answer that can carry
layers of meaning in the Upanisads’ minimalist style?

5. How many twin goals (spiritual realization and social reform) was
Guru’s poetic form aligned with?

6. Sabdalankaras enhance the aesthetic quality through how many primary
factors (sound, rhythm, wordplay)?

7. Guru’s diction shows a synthesis of how many literary traditions (Classical,
Bhakti, Upanisadic, and Modernity)?

8. Daiva Dasakam is composed of what number of verses?

9. In how many centuries was Guru actively using poetry for social reform
(Late 19th century)?

Answers
1. 2 (Two)
2. 5(Five)
3. 5 (Five)
4. 1 (One)
5. 2 (Two)
6. 3 (Three)
7. 4 (Four)

@ SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics { ?\

EENARAYANAGURU



8. 10 (Ten)

9. 1(One)

Assignments

1. How did the Riipaka of the ‘luminous seed’ help Guru strip the concept
of Brahman of its esoteric nature and make it accessible to the common
person?

2. Explain how Guru’s strategic use of Sabdalankaras in his stotras (hymns)
functioned as an act of social Vakrokti rather than mere rhythmic
embellishment?

3. Inwhat specific way did Guru transform the Upanisadic chariot allegory
Riipaka to align its meaning with non-dual insight?

4. Why was Guru’s consistent choice of simple, homely Arthaalankaras
essential for the democratization of spiritual knowledge in a caste-restricted
society?

5. What fundamental Advaitic principle does the Drstanta of the ‘dark-
room dialogue’ aim to prove by symbolically stripping away external
differentiations (maya)?

6. Describe the pedagogical role of Samkhya Alankara (numerical symbolism)
in conveying Vedantic concepts like Indriya Nigraha (sensory control).

7. Define the difference between the traditional goal of alankara (enhancing
beauty) and its ultimate function for the kavi as rsi (seer) (unveiling
reality).

8. How does the blend of Upanisadic brevity and Bhakti resonance in Guru’s
diction contribute to the emotional and intellectual power of his poetry?

9. Identify one contemporary image (e.g., a mode of transport) used by Guru
and explain how it grounds his timeless spiritual lessons in modern reality.

b

10. How does the observation that poetic ornaments ‘emerge unknowingly
support the argument that alankaras are ‘organic manifestations’ of Guru’s
realized vision (jianaSakti)?

m SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics @
o



Reference

1. Dr. T. Bhaskaran, Sreenarayanaguruvinte Sampoornakritikal, Matrub-
humi, kozhikode.

2. Narayana Guru, Atmopadesasatakam, Sivagiri publications varkala
3. Anandavardhana, Dhvanyaloka

4. Acharya Lokamani Dahal, Samskritasahityetihasaha, Chaukhamba
Krishnadas Academic, Varanasi.

Suggested Reading

1. K., K. R. (1977). Indian theories of Meaning. Madras: The Adayar
Library and Research centre.

2. K.C. P. (1959). Indian Aesthetics Vol 1. Varanasi: Chowkhamba San-
skrit series office.

3. Kirishnamoorthy, K. (1964). Essays in Sanskrit Criticism. Dharwar:
Karnataka University.

4. Krishnamoorthy, K. (1977). Vakrokti Jeevita. Dharwar Karnataka Uni-
versity

5. Raghavan, V. (1975). The Number of Rasa-s.. Madras: The Adayar
Library and Research Center

6. Sankaran, A. (1973). Some Aspects of Literary Criticism in Sanskrit or
The Theories of Rasa and Dhvani. New Delhi: Oriental books.

7. V., R.(1973). Studies in some concepts of alankarashastra, Revised ed.
Madras. The Adayar Library and Research Centre

@ SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics { ?\

EENARAYANAGURU



| |/‘ 3 \ Concepts of alankara in

PN Guru’s poems is discussed in
the light of Arthalankara by
U N 1T Anandavardhana

Learning OQutcomes

Upon completing this unit, the student will be able to:

¢ articulate how Guru’s Arthalankaras function as a necessary structural
support to manifest the suggested philosophical meaning (Dhvani).

¢ evaluate Guru’s use of analogical language (Drstanta) as a pedagogical
tool for democratising spiritual and social truths.

¢ analyse how Guru adapted classical Riipakas (like the chariot allegory)
to align them with his philosophy of non-dual, integral realisation.

¢ apply Anandavardhana’s criteria of spontaneous, effort-free ornament
deployment to judge the propriety (Aucitya) of Guru’s Arthalankaras.

Prerequisites

The framework for familiarising Sree Narayana Guru’s disposition of Arthalankaras
(figures of speech based on sense) against the rigid criteria of classical Indian
Poetics (kavyasastra), particularly those prescribed by the Kashmiri philosopher
and critic, Anandavardhana (9th Century AD) is an interesting area of study. The
Dhvanyaloka, Anandavardhana’s seminal text, fundamentally reoriented literary
theory, arguing that the true ‘soul’ of poetry is not found in superficial ornamentation
(alankara) but in Dhvani (suggestion). Within this influential framework, alankaras
are deemed aesthetically valid only if they arise spontaneously, driven organically
by the underlying aesthetic emotion or philosophical truth (Rasa or Bhava), rather
than being consciously calculated or imposed by separate effort. Anandavardhana
codified this necessity in the Karika:

"0MOBHlA IO WO @AVY NUMW: VOB Y (16O BRAID)
@alilng @OMMIBABEmO GTVO [ L1600 WIND AMS’
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(The alankara whose integration is enabled by the attraction of Rasa, and which is
accomplished without separate effort, is accepted in the Dhvani School). Our study
of Guru’s poetry, a body of work designed to convey profound Advaitic philosophy
and effect social reform, will therefore assess how his use of meaning-based
ornaments (such as Riipaka and Upama) adheres to this classical standard, examining
whether they are merely ornamental additions or genuine, structural outcomes of
his realised vision (darsana). The subsequent discussion will demonstrate that Sree
Narayana Guru’s choice of Arthalankaras invariably satisfies Anandavardhana’s
strictest criterion by serving a functional, pedagogical mandate that transcends

mere decoration.

Keywords

Arthalankara, Dhvani, Riipaka, Anandavardhana, Drstanta, Aucitya, Karu, Jiianasakti

Discussion

5.3.1Anandavardhana and
the Theory of Dhvani

Kashmir has yielded an unparalleled
contribution to the tradition of Indian Poetics
(Bharatiya Kavyasastrasakha), serving as
the birthplace of numerous authoritative and
celebrated Alankarikas (theorists of literary
aesthetics). Figures such as Anandavardhana
and Abhinavagupta stand as prime exemplars
of this intellectual legacy. Anandavardhana
a polymath functioning as a poet, critic, and
philosopher authored the Dhvanyaloka, a
work that remains the central pillar in the
edifice of Kavyamimamsa (literary critique).

5.3.1.1The Dhvanyaloka:
Authorship and Academic
Stature

The structure of the Dhvanyaloka
comprising Karikas (verse summaries), (Viiti)

(prose commentary), and Udaharana Slokas
(illustrative verses) has historically given

rise to two significant, contending schools of
thought concerning its authorship: one posits
single authorship, while the other suggests
multiple authorship. For the purpose of this
study, the single authorship perspective is
adopted. Anandavardhana’s stature within
Alankarasastra is comparable to the reverence
accorded to Patafijali in Grammar, SrT Sankara
in Advaita, and Jaimini in MTmamsa.

Chronology and Literary Output

Anandavardhana is definitively placed in
the ninth century AD and was a contemporary
of Rudrata. He flourished under the reign
of Avantivarman (the first Utpala king of
Kashmir, ruling from AD 855 to 884) and
is conjectured by scholars to have also lived
during the time of Safkaravarman (AD 883-
902). The poet Anandavardhana mentioned
in the historical chronicle Rajatarangini
is acknowledged to be the author of the
Dhvanyaloka. His father was named Nonan,
sometimes referred to as Nonopadhyaya.
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Anandavardhana composed several
poetical works, including Dé&visataka,
Visamabanalila, and Arjunacarita.
Intriguingly, his own works reveal a paradox:
Deévisataka contains an abundance of those
very Sabdalankaras (sound ornaments) that
he advised poets to avoid in his theoretical
text, the Dhvanyaloka. In addition to his
poetry, he also authored numerous texts
focusing on philosophical themes.

5.3.2 The Dhvani Synthesis

The Dhvanyaloka represents a seminal
landmark in the history of Sanskrit literary
critique. The theory of Dhvani (suggestion)
that it propounds has garnered respectful
consideration among modern Western literary
theorists. Anandavardhana accorded supreme
importance to both Aucitya (Propriety) and
Rasa (Aesthetic Flavour). By integrating and
systematising these three vital components
of poetic essence Dhvani, Rasa, and Aucitya
the Dhvanyaloka established itself as the
most crucial treatise in Indian Poetics.

According to Anandavardhana, dhvani is
the linguistic device by which a word or a set
of words expresses something more than what
it signifies. According to Anandavardhana’s
theory, what primarily distinguishes kavya
from other uses of language is the presence
of dhvani. This does not mean that he
turned a blind eye to the other linguistic
devices such as alankara, guna, and so on,
the textual elements that his predecessors
had identified as the distinguishing mark
of kavya. According to Anandavardhana,
alankaras function like ornaments on a
person’s body, while gunas are qualities
like courage. However, he subordinated all
these elements to dhvani which is the soul
of kavya.

5.3.2.1Anandavardhana’s
Prescriptive Alankara Thought

Anandavardhana was a defining author-
ity (pramanika acarya) in alankara thought,
acting as the primary proponent of the Dhvani
doctrine. In the Dhvanyaldka, he provides
precise instructions on the appropriate and
effective deployment of alankaras within a
poetic work, considering this essential knowl-
edge for any serious student of kavyasastra.

He stipulates that a poet must only utilise
those alankaras that arise spontaneously
(taniye vannuchérunna mmle® aim)ealioyam)
from the poet’s inner inspiration (antarcodana
@pam3ea108mo), without any separate effort,
merely facilitating the expression of the latent
aesthetic emotion (bhavam). He cautioned
that deliberately calculated attempts to insert
alankaras into a work will inevitably result in
a sense of distaste or artificiality (vairasyam).
Conversely, those alankaras which emerge
naturally, flowing organically alongside the
creation of the poem, will yield true aesthetic
pleasure (anandadayakam):

Sanskrit Verse (Karika):

OILOBSHl IO ALY NITW: Y0
(&GO BGAIO)

@RalylNE:; VOMMIBAUBBMYO GIVO ?
£I8:0G00 WIMD D8

Through this Karika, Anandavardhana
confirms that for the poet possessing true
genius (pratibha), the composition of poetry
rich in Rasa (flavour) will naturally and
effortlessly attract the necessary alankaras
(ornaments).

Types of Figurative Language in Guru’s
Poetry

Having seen how vision grounds poetic
expression, we now turn to the specific
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imaginative tools Guru employs. His figures
of speech fall into three broad clusters:
alankara (ornament), sustained metaphor/
allegory, and symbolism.

Alankara, Figures of Sound and Sense
Ornamentation (Alankara) in Poetry

As Dr. Geetha Suraj explains in ‘Sree
Narayana Guruvinte Stothrangal Oru
Padanam’ (Chapter 14, ‘The Radiance
of Poetry,” pages 235-240), alankara
(ornamentation) is a device poets use to
manifest poetic beauty. Just as natural
beauty is enhanced by appropriate jewelry, a
discerning poet employs suitable ornaments
to elevate a poem’s charm. Indian poetic
thought grants significant importance to
alankara, asserting that even an attractive
face lacks luster without adornment.
Ornaments are broadly categorized into
sabdalankaras (sound-based ornaments) and
arthalankaras (meaning-based ornaments).
Sabdalankara enhances the poem through
sound arrangements, while arthalankara
enriches it through meaning, a convenient
distinction for analytical purposes.

Guru’s poetry generally places less
emphasis on arthalankaras. Instead, most of
his works, particularly his hymns (stotrams),
are rich in $abdasaundarya (sound beauty).
Guru employs ornamentation only where it
intensifies the poem’s aesthetic appeal. Dr.
Geetha Suraj notes, ‘Any uniqueness that
can be brought into poetry through sound
arrangement falls under $abdalankara.” For
Guru, who possessed a vast vocabulary,
sound arrangement posed no challenge. The
interesting nature of this sound arrangement
contributes to the musicality in Guru’s poems.
He extensively utilized major $abdalankaras
such as dvitiyaksaraprasam (alliteration on
the second syllable), anuprasam (alliteration/
assonance), antadiprasam (chaining of
verses), and yamakam (repetition of words
with different meanings) in his works.
The sweetness of sound generated by the
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repetitive use of similar letters forms the
basis of §abdalankara. Even in silent reading,
sabdalankara can evoke a sense of rhythm.
In stotrams, sabdalankaras hold particular
significance; sound arrangements like prasam
aid in memorization and recitation, and the
repetition of sounds can help focus the mind.

Guru’s poetic enterprise was driven by
the urgent need to make complex, abstract
metaphysical concepts immediately accessible
to a wide audience previously denied entry
into traditional Sanskrit scholarship. This
necessity meant that the figures of speech
employed were not choices of literary finesse
but rather philosophical imperatives designed
to facilitate Dhvani, the suggested truth, in the
simplest, most intuitive manner possible. For
example, when employing Upama, he selects
similes rooted in established Upanisadic
thought (like the spider and its web) or in
universally understood natural phenomena
(like the ocean) to instantly communicate the
non-dual relationship between Brahman and
the phenomenal world. Similarly, Rupakas
like the ‘luminous seed’ (Karu) function as
essential cognitive mechanisms, condensing
vast theological doctrines into a single,
memorable image. By proving that the
ornaments are structurally necessitated by
the overriding aesthetic and philosophical
impulse, we assert that Guru’s poetic
technique fully embodies the ideal of alankara
propriety (Aucitya) defined by the Dhvani
school, positioning his Arthalankaras as the
core architecture through which spiritual
and social revelation is achieved.

5.3.2.2 Guru’s Poetic Craft and
Scholar Perspectives

Sree Narayana Guru’s compositions,
particularly his devotional stotrams (hymns),
are consistently characterised by a high
degree of prasa-bhangi (rthyme beauty).
The nature and motive behind this sound
exuberance have been a subject of critical
debate among scholars. Sukumar Azhikode,



a prominent critic, views the sound-rich
hymns, such as those praising Shiva,
Subrahmanya, Ganapathi, and Kali, as
representing the ‘adolescent stage of Guru’s
spiritual practice.” Azhikode argues in his
Narayana Guru Samahara Grantham that
during this phase, the Acharya may have
been ‘carried away by the net of sounds’
due to a ‘lack of complete experiential
richness.” He suggests that external sound
exuberance is often a symptom of lacking
inner experience, a tendency common
even among immature child-poets. Citing
Sanmukha Stotram (written in alphabetical
order) and Navamaifjari (which begins
with in each verse) as examples, Azhikode
concludes that any opinion defending this
stylistic tendency, or claiming it does not
disfigure the Swami’s simple and pleasant
expression, merely provides evidence of
devotion subjugating critical intellect.

However, this perspective, which
equates high use of Sabdalankara (sound
ornaments) with a deficiency in philosophical
or experiential depth, fails to fully account
for the functional purpose of the stotram
genre. While Guru’s philosophical works
like Atmopadesa Sataka are revered for
their profound, concise Arthalankaras, his
stotrams should be primarily understood
within the Bhakti tradition. These hymns
are fundamentally intended for chanting and
rhythmic recitation rather than silent reading
enjoyment. Consequently, the incorporation
of elaborate sound arrangements and prasa
(rthyme) is a time-honoured practice, followed
by predecessor poets like Ezhuthachan and
Poonthanam, whose works were meant for
mass instruction and devotional practice.
Guru simply continued this tradition,
leveraging the rhythmic structures for ease
of memorization and to foster a collective,
meditative state (bhava) among devotees.
Furthermore, Guru’s ultimate aim was not
to display his prowess as a literary poet
but to provide accessible vehicles for
spiritual realisation (dar§ana). Therefore,

the assertion that Guru compensated for
a lack of experience with Sabdalankara is
arguably a critical misreading that overlooks
the pedagogical and devotional necessity that
dictated the poetic form. Guru’s stotrams
are, in fact, profoundly experiential songs
of Self-realisation, where the rhythm itself
becomes a tool for spiritual engagement.

5.3.2.3 Arthalankaras (Figures
of Speech based on Sense) in
Guru’s Poetic Diction

Sree Narayana Guru demonstrates
consummate skill in the deployment of
Arthalankaras (ornaments based on meaning),
judiciously employing Upama (simile),
Riipaka (metaphor), and Riipakatisayokti
(metaphorical hyperbole). While Upama is
frequently employed in the kéSadipadavarnana
(head-to-foot descriptions) of the deities a
common feature of traditional stotra literature
Guru’s particular genius lies in his remarkable
facility for rendering abstract philosophical
concepts perceptible through aptly chosen
similes (Upamaprayogam).

5.3.2.4 Upama (Simile):
Illuminating the Abstract

The most compelling examples of Guru’s
similes serve to demystify complex tenets of
Advaita Vedanta. In the Sanmukha Stotram,
for instance, the cosmic act of creation
by Brahman is effectively compared to
the activity of the spider. This Upama is
profoundly significant as it draws upon
an established Upanisadic precedent
(specifically, the Mundaka Upanisad) to
establish Brahman as both the material
cause (upadanakaranam) and the efficient
cause (nimittakaranam) of the universe.
Just as the spider spins the web from its
own substance, the creation is shown to
emerge from and reside within the Divine
self. The verse underscores this ontological
connection:
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Furthermore, the ocean simile
(kadalinte upama #sefload @a1@0) holds a
strong appeal for Guru due to its capacity
to illustrate profound Advaitic principles
of unity and dissolution. He posits that the
entire universe, with its ceaseless waves
(ambudhi-thirayum @rosnywl - @low)o) and
turbulent currents (pravahavum (a1ana0ano),
ultimately subsides and merges into the single,
encompassing sea (amburasi @osn)0oudl),
demonstrating the principle of non-duality
where all perceived multiplicity is resolved
in the Absolute (Sanmukhan). This semantic
richness is replicated in Daiva Dasakam,
where the simile is employed to signify the
entire relationship between the phenomenal
world and the Divine. Terms like ali @yl
(deep sea), tira @lo (waves), kattu @o¢Q
(wind), and alam @w¢o (depth) are used to
refer to the individual self; illusion (maya),
the glory of the Divine, and God, respectively,
beautifully capturing the dynamic yet
unified nature of existence. Beyond these,
the potency of maya is made tangible when
it is likened to a rogue elephant (kolayana
edoeiwom), which instantly suggests the
immense, destructive power of illusion
and the difficulty required to overcome
it. Conversely, Isvara’s omnipresence
(sarvvavyapitvam avdqjaiyoailmio) is made
experientially resonant through gentle similes
such as ‘like fragrance in a flower’ and ‘like
the sky reflected in the ocean’.
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5.3.2.5 Riapaka (Metaphor):
Structuring Spiritual
Experience

Guru was equally fervent in his application
of Riipakalankaras (metaphors), particularly
to structure and convey complex internal
states like devotion and Yogic experience.
In Sanmukha Dasakam, for instance, bhakti
(devotion) is beautifully conceptualised
as a bean creeper (payarvalliyayi a1od
aigslwlod). The prayer itself outlines
a metaphorical process of spiritual
horticulture: ‘May the devotion-sprout yield
a bean-ear, after the seeds of Your grace
(arulakunna vittu @eo)80H M ailow) are
sown and ‘weeds’ such as desire (kamam
®omo) are cleared away, and by sprinkling
‘sweet honey’ (madhuramadhu ow)o aw))
of grace dispensed from the lotus-flower
eyes (thamarappiikkalakunna kannukal
@ODVBOBIBYIAM  BeP)B03) onto the
moon-like face (chandranakunna mukham
21[BMOBYM Mero),” thus transforming the
devotional act into an active process of
cultivation.

This intense use of Riipaka is most
pronounced when articulating Y dganuubhtiti
cwomomey®l (Yogic experience). The fourth
verse of Sanmukha Dasakam is a remarkable
illustration, where the entire Yogic pathway
is structurally rendered through a series of
interlocking metaphors: the eight-span spine
is depicted as a road; Kundalini Sakti is the
chariot; the Ida (socw) and Pingala Nadis
(aflovws moauilexud) are the paired horses; and
the Sahasrara (the crown chakra) is the palace
(@pom aramana). Finally, Brahmananda
(supreme bliss) is rendered as the milk to be
drunk eagerly to fill the chest. Furthermore,
abstract spiritual obstacles and concepts the
pafica indriyas (five senses) and astanga
(eight limbs) are given concrete symbolic
weight by being numerically represented
as five, six, and eight.



Similar metaphorical depth is seen in
Janani Navaratna Mafijari, where the accom-
plished scholar is described as a bee enjoying
the honey by falling upon the lotus of knowl-
edge (jhanathandaril emom®a»001a3).
The Mother (Janani), the embodiment of
knowledge is depicted as having her form
(meyy onq)) veiled by a ‘playful cloth’
(Illapatam efewnaiso) woven with soft threads
like time (kaladi s»oe1031), suggesting that
her ultimate reality is obscured from ordinary
perception.

Anandavardhana held that a poetic com-
position would be able to evoke rasa only
if the poet who produces it experiences
that rasa to the maximum extent possible.
Emphasizing this point, Anandavardhana in
his Dhvanyaloka referred to the first kavya,
the Ramayana where kavya issued forth
from the author’s intense grief at the death
of a pair of mating birds at the hands of
a hunter. Valmiki, who happens to see a
hunter kill a mating bird, curses the hunter
out of his intense grief. The intensity of
this sorrow makes him spontaneously utter
a verse, a form that is outside the realm of
ordinary speech. Summing up his obser-
vations, Ananda said that if a poet brims
over with rasa, poetry will also be laden
with rasa; if not, it will remain bereft of
rasa (Dhvanyaloka 3.41-42aA). Rasa here
is conceptualized as the passionate intensity
with which a writer feels about an incident
or person.

The Atma Upadesa Satakam verse 9
translates abstract philosophical concepts
into immediate, vivid imagery.

The Poem:
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‘The phenomenal world is like a tree
whose truth is concealed by a mysterious

creeper,spread out in two directions and
overladen with its flowers.

A disciplined contemplative who
lives under the shade of this tree escapes
temptationsthat might otherwise lead one to
tragic consequences such as being caught
in hell-fire’.

1. The Poetic
Experience)

Rasa (Guru’s

Anandavardhana’s principle dictates
that Guru could only produce such a potent
verse if he himself brimmed over with the
Rasa of Jiiana (Knowledge) and Vairagya
(Renunciation). Guru’s core passion was
the realisation of non-duality (Advaita) and
the intense compassion (Karuna) that arose
from understanding the futility of worldly
attachments. This Rasa, the complete, visceral
certainty of liberation through discipline,
is the driving force that elevates the verse
above mere instruction. It is the spontaneous
overflow of this conviction that makes the

poetry.
5.3.3 Alankaras and the
Organic Riupaka

The verse achieves its philosophical
resonance through a powerful, extended
Riipaka (metaphor) that Anandavardhana
would deem organically generated by the
poet’s Rasa (intense spiritual experience).
The universe (Prapafica) is first rendered
as a ‘tree,” an accessible, universal image
that suggests cyclical existence (birth,
growth, decay). This fundamental metaphor
immediately necessitates the next: Maya
(illusion), which conceals reality (sat), is
rendered as a ‘mysterious creeper.” This
creeper symbolises the confusing, binding,
and overwhelming nature of illusion, which
must be severed. The creeper’s spread in
‘two directions’ concisely captures the
binding nature of duality (Dvaita), such as
pleasure/pain or subject/object, which traps
the mind. Finally, worldly temptations are
rendered as mere ‘flowers,” beautiful and
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transient, highlighting their lack of lasting
fruit. This entire chain of metaphorical
correspondence is not an arbitrary artistic
choice but a philosophical imperative, arising
spontaneously from Guru’s intense conviction
(Rasa) of Advaitic truth, thereby satisfying
Anandavardhana’s criterion that alankaras
must be attracted by the Rasa without separate
effort.

The verse meets Anandavardhana’s
criteria because the Riipaka is not an aesthetic
afterthought but a philosophical necessity.

 Rasa Attracts Alankara: The
intense conviction (the Rasa of
Jiiana) demanded a concrete image
to communicate the abstract danger
of Maya to the average person. The
Riipaka was attracted by this need
to instruct, making it effortless and
spontaneous, not calculated.

e Elevation from Ordinary Speech: If
Guru had stated, ‘The world is illusory,
so practice discipline,” it would be
ordinary speech. By spontaneously
uttering the verse in the form of this
vivid, extended metaphor, Guru
elevated the instruction to Kavya,
ensuring that the philosophical truth
(Dhvani) resonates deeply enough to
inspire the contemplative discipline
mentioned in the second half of the
verse.

In essence, Guru’s Rasa, his profound
experience of Advaita, spontaneously created
the metaphor, demonstrating the organic
unity of thought and poetic form required
by the Dhvani school.

RipakatiSayokti (Metaphorical
Hyperbole) and Semantic Complexity

Some of Guru’s metaphorical hyperbole
(RiipakatiSayokti) reaches a level of
considerable semantic complexity
(arthaklistam). This is particularly evident
in philosophical verses that employ codes
for Yogic or esoteric concepts, such as the
twenty-fourth verse of Siva $atakam:
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The metaphorical referents of the
elements within this verse—the mountain,
the medicine, the three snakes, the two
guarding tigers, and the low-caste person
(pulaya) who has consumed half of it remain
subjects of scholarly debate, with various
interpretations offered by different pun-
dits regarding their precise alignment with
Advaita or Yoga principles.

The preliminary examination of
Arthalankaras in Sree Narayana Guru’s
poetry, judged against the strictures of
Anandavardhana’s Dhvani school, ultimately
validates the profound organic unity of his
form and content. Guru’s poetic ornaments
are demonstrated not as decorative enhance-
ments but as philosophical necessities that
effortlessly translate the abstract principles
of Advaita and the urgent message of social
equality into universally accessible language.
Whether employing the concise power of
Riipaka to encapsulate Brahman or using
Drstanta to irrefutably establish the one-
ness of the Self, the alankaras function as
an essential cognitive mechanism, arising
spontaneously from the sheer communica-
tive force of the spiritual experience. His
genius lies in selecting words and crafting
imagery that bridge the gap between the
intellectual and the emotional, ensuring
that poetic artistry is measured not by mere
external ornamentation, but by the enduring
ability of simple words to reveal the eter-
nal truth. In the hands of this rsi (seer), the
Arthalankaras are, therefore, proven to be
the architecture of his revelation, set to the
rhythm of transformation, fully satisfying
the classical criterion that true poetry must
have its aesthetic expression organically
driven by its essential meaning.



Recap

¢ Alankaras are classified into two primary categories: Sabdalafikaras
(sound-based) and Arthalankaras (meaning-based).

¢ For the kavi as rsi (seer), the ultimate purpose of alankara is the unveiling
of reality (dar$ana), not simple decoration.

¢ Anandavardhana’s Dhvani theory posits that the true soul of poetry is
suggestion, meaning alankaras must arise spontaneously from Rasa or
Bhava.

¢ Guru’s Arthalankaras are primarily functional and pedagogical, serving
as structural supports for Advaita philosophy.

¢ The Ripaka of the ‘luminous seed’ (Karu) distills the abstract concept
of Brahman into a simple, immanent, and accessible image.

¢ Guru’s Drstanta of the ‘dark-room dialogue’ provides an empirical
demonstration of the non-duality of the Self (Atman).

¢ The Upama of the spider and its web is drawn from Upanisadic precedent
to establish Brahman as both the material and efficient cause of creation.

¢ Guru’s use of analogical language democratised spiritual knowledge,
effectively bypassing scholastic and caste barriers.

¢ The classical chariot allegory Riipaka was subtly transformed by Guru to
shift the focus from hierarchical control to non-dual, integral realisation.

¢ The use of Samkhya Alankara (numerical symbols like ‘five birds’)
translates the abstract necessity of sensory control (Indriya Nigraha)
into a memorable command.

¢ Critics like Sukumar Azhikode controversially viewed the high Sabdalankara
in early stotrams as a sign of lacking inner experience.

¢ The rhythmic precision of Sabdalankaras in stotrams served the ped-

agogical purpose of aiding memorisation and fostering a meditative
state (bhava).
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Objective Questions

1. Into how many primary categories are alankaras classified?

2. Anandavardhana is definitively placed in the AD time period of which
century?

3. How many vital components of poetic essence does the Dhvanyaloka
integrate (Dhvani, Rasa, and Aucitya)?

4. How many verses does the title Daiva Dasakam denote?

5. The “five birds’ in Atmopadesa Satakam symbolise how many external
senses (pafica indriyas)?

6. Arthalankaras are concerned with how many primary aspects of the verse
(meaning and conception)?

7. The Yogic pathway Riipaka in Sanmukha Dasakam depicts the spine as
having how many spans?

8. How many primary parts are there in the classical Katha Upanisad chariot
allegory?

9. The esoteric verse in Siva $atakam using Riipakatisayokti mentions how
many snakes?

Answers
1. 2
2. 9th
3.3
4. 10
5. 5
6. 2
7. 8
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Assignments

1. How does Anandavardhana’s criterion for the spontaneous emergence of
alankaras challenge the earlier view of alankara as a primary, conscious
element of poetic beauty?

2. Explain how the Riipaka of the ‘luminous seed’ (Karu) successfully
strips the concept of Brahman of its esoteric nature and communicates
its immanence.

3. Analyse the specific poetic adjustments Guru made to the Upanisadic
chariot Riipaka to illustrate non-dual realisation rather than hierarchical
control.

4. Why was Guru’s deliberate appeal to the Drstanta of ‘common human
birth’ a more revolutionary rhetorical strategy against caste than direct
theological refutation?

5. Discuss the functional distinction between Sabdalankaras (e.g., in stotrams)
and Arthalankaras (e.g., in Atmopadesa Satakam) in Guru’s overall
pedagogical mission.

6. How does the blend of Upanisadic brevity and Bhakti resonance in Guru’s
diction contribute to the emotional and intellectual power of his poetry?

7. In the context of Anandavardhana’s theory, how does the observation
that Guru’s ornaments ‘emerge unknowingly’ support their status as
organic manifestations of his jianasakti?

8. Define the pedagogical role of Samkhya Alankara (numerical symbolism)
in conveying Vedantic concepts like Indriya Nigraha (sensory control).

9. Explain how Guru’s use of contemporary images (like the steamship)
grounds his timeless spiritual lessons in the real, evolving world of his
readers.

10. What philosophical principle does the Upama of the ocean and its waves

successfully illustrate regarding the relationship between the universe
and the Absolute?
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I Concept of Metre in Oriental
¢ Literature and Vividness of
Metre in Guru’s Poems

UNIT

Learning OQutcomes

Upon successful completion of this unit, the learner will be able to:
¢ define the concept of Chandas and its role as a Vedanga

¢ differentiate between the structural foundations of Laghu (light) and
Guru (heavy) syllables

¢ classify the three major categories of Indian metres: Aksaravrtta, Varnavrtta,
and Matravrtta

¢ analyze Sree Narayana Guru’s strategic selection of metres for specific
philosophical and social purposes

Prerequisites

The journey into Sree Narayana Guru’s poetry is incomplete without first
understanding the very pulse that gives his words life: Chandas, or metre. In the
Indian literary tradition, this concept transcends the simple Western idea of prosody;
it is considered as one of the six foundational Vedangas, disciplines essential for
understanding the Vedas. Literally meaning ‘to protect’ or ‘to nourish,” Chandas is
the structured arrangement of syllables that imbues a verse with rhythmic discipline,
safeguarding the text’s precise phonetics and its deeper spiritual impact. The entire
scriptural and poetic canon rests upon this foundation. Before Sree Narayana Guru,
this rhythmic science was rooted in the classical Sanskrit tradition, built painstakingly
upon the distinction between the Laghu (light) and Guru (heavy) syllables. These two
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units, quantified by matras (prosodic instants), combine into eight possible groups
called ganas, forming the building blocks of syllabo-quantitative metres like the
majestic Sardiilavikriditam. However, Guru, the visionary and social reformer, saw
rhythm not just as an aesthetic ornament but as a powerful technology. He inherited
this classical tradition, but his genius lay in democratizing it.

He sought to use these precise, often orthodox, Sanskrit structures—Ilike the
Anustup for clarity and the Bhujangaprayatam for devotion—while simultaneously
integrating indigenous Dravidian forms like Nathonatha (the ‘street rhythm’) for his
urgent social critique. His metrical choices were thus strategic and organic, always
dictated by the poem’s thematic intention: clarity for philosophy, dance-like flow
for devotion, and a sturdy cadence for social reform. This unit will explore how
Guru fused these two worlds of prosody, making his poetry a powerful revelation
set to thythm, capable of transforming philosophical insight into a felt, bodily truth
for the masses.

Keywords

Chandas, Laghu, Guru, Anustup, Varnavrtta, Nathonatha, Antadi

Discussion

6.1.1 The Ancient and
Enduring Concept of

The fundamental purpose of Chandas is
twofold: to provide a structure for rhythmic
chanting, which aids in memorization and

Chandas (a0@ay)

The term Chandas in the Indian literary
tradition is far more than the simple
Western concept of 'metre' or 'prosody’; it
is considered as one of the six Vedangas
(auxiliary disciplines to the Vedas) and is
foundational to the entire scriptural and poetic
canon. Literally, Chandas is derived from the
root chad, meaning ‘to please, to nourish,
or to cover/protect’. It is the structured
arrangement of syllables that imbues the
verse with a thythmic discipline, ensuring the
preservation of the text's precise phonetics
and its spiritual or vibrational impact. Indeed,
the Vedic canons themselves are sometimes
referred to as the Chandas.

ritual purity, and to lift language to a ‘higher
scale of consciousness’ by reproducing the
great creative world rhythms. It is the ‘very
pulse that carries vision from page to body’,
transforming intellectual content into an
experiential, bodily truth.

6.1.1.1 The Structural
Foundation: Laghu and Guru

The entire edifice of classical Sanskrit
Chandas 1s built upon the distinction between
two types of syllables (aksara):

¢ Laghu: The light, or short,
syllable, denoted by 'S' or U'. It
is primarily a syllable containing
a short vowel (a, 1, u, r, 1) that
is not followed by a conjunct
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consonant, anusvara (mt), or
visarga (h). A laghu syllable
typically has the duration of one
matra (prosodic instant).

¢ Guru: The heavy, or long,
syllable, denoted by 'L' or '-'.
A syllable becomes guru if it
contains a long vowel (3, 1, 4,
1T, e, ai, o, au) or if its vowel,
even if short, is followed by an
anusvara, visarga, or a conjunct
consonant. A guru syllable has
the duration of two matras.

The arrangement of these laghu and guru
syllables in fixed groups of three is called
as a gana. The eight possible combinations
of these groups-Ma, Ya, Ra, Sa, Ta, Ja, Bha,
Na-form the building blocks for most syllable-
based metres (Varnavrtta or Aksaravrtta).

6.1.1.2 Major Categories of
Indian Metres

Indian prosody broadly classifies verses
into three types:

1. Aksaravrtta (Syllabic Metre):
Metres whose structure is
determined solely by the fixed
number of syllables per quarter
(pada), with relative freedom
in the laghu-guru pattern (e.g.,
Anustup).

2. Varpavrtta (Syllabo-Quantitative
Metre): Metres that rely on both
a fixed number of syllables
and a strictly fixed sequence
of laghu and guru syllables
(e.g., Sardilavikriditam,
Bhujangaprayatam).

3. Matravrtta (Quantitative Metre):
Metres governed by the fixed
number of matras (morae) per
quarter, regardless of the number
of syllables (e.g., Arya or the

<

Dravidian family of metres
like Kakali which are rooted in
matras).

The most common and flexible metre,
especially in the great epics and philosophical
texts like the Bhagavadgita, is the Anustup
(or Sloka) metre, which has eight syllables
in each of its four quarters, with specific
rules governing the fifth, sixth, and seventh
syllables.

6.1.2 Sree Narayana Guru’s
Metrical Philosophy: Vision
as Rhythm

Sree Narayana Guru’s approach to metre
and rhythm was not that of a mere technician
or ‘curator of prosodic museums’, but that
of a seer (7si) whose “vision preceded their
words’. His metrical choices were thus
strategic, organic, and democratic, serving
a triple purpose: to convey philosophical
truth ,(darsana), to evoke deep devotion,
(bhakti), and to propel social reform (karma).

The core of his philosophy on prosody
is: ‘Rhythm is not skin-deep music but the
very pulse that carries vision from page
to body’. His poems sought to be audibly
illuminating, allowing spiritual insights to be
absorbed not just intellectually, but through
an almost meditative sonic experience.

6.1.2.1 The Strategic Selection of
Sanskrit Vrttas

Despite Guru’s strong advocacy for the
Dravidian idiom and culture, he extensively
utilized classical Sanskrit metres, particularly
in his stotrams (hymns). This was a conscious,
strategic move to infuse his reformist and
Advaitic messages with the prestige and
authority of pan-Indian classical culture.

His choice of metre was dictated by the
thematic intention of the poem:
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Thematic Function /

Sanskrit Metre Rhythmic Quality

Example Works  Syllables

Prescriptive clarity,

i Daivadasakam,
directness, and con- Daréanamala
Anustup (@em)aigal) ceptual‘ depth.. Used for Navamaiijari (first 8 per foot
prose-like philosophical
: sloka).
subjects
Evokes a sense of seren-
Vasantatilakam ity (prasadatmakatvam)  Pindanandi,
. \ . 14 per foot
(v ®lelso and 1s common for morn- Srivasudevastakam
ing hymns and stotrams.
Expressing devotion,
. _ detachment (virakti),and . _ . _ 12 per foot
Bhujangaprayagam . . Vinayakastakam,
dance-like bliss. Its name o F
B)R0U)(IWO®o0) | idi Kalinatakam (Four
suggests aslow, gliding, ‘yakaras’)
serpent-like rhythm.
Majestic, grand sweep, oy g
. Bhadrakalyastakam,
Sardiilavikriditam and solemn tone, bestow- 4 _
; ) . Srikrsna 19 per foot
(00odg)elail@lal®o) ing cultural authority on ,
) .. Darsanam
his reformist lines.
Suited for ornate praise San’m ukha
_ o : Dasakam,
Sragdhara ((mv@yweo) and a complex, flowing 21 per foot
. Subrahmanya
aesthetic. y
Kirtanam
Heavy, dignified, and
stately rhythm, akin to Sanmaturastavam,
Matt€bham (acomeo) an intoxicated elephant’s Janani 22 per foot
gait, conducive to musi-  Navaratnamarijari

cal recitation.

Insight: The selection of the monumental .
nineteen-syllable Sardilavikriditam for

works like Bhadrakalyastakam shows

the Guru's technique of using a metre

that sounds ‘orthodox enough for temple
recitation’ while simultaneously using the

text to critique social tyranny.

6.1.2.2 Fusion of Prosody:
Sanskrit and Dravidian Cadence

Guru's genius also lies in his ability to
achieve a metrical synthesis, blending the
classical rigour of Sanskrit structures with
indigenous Dravidian forms, making his
poetry accessible to the common person.

The Kalinatakam Paradox:
Kalinatakam 1is a striking
example. It is a highly rhythmic
piece, with some scholars
classifying its metre as the
Sanskrit Bhujangaprayatam.
However, others argue that its
metrical pattern, which possesses
four yakaras (feet of five matras),
belongs to the vernacular
Kakali family. Regardless of
the technical classification,
the poem's electrifying power
demonstrates how a rhythm can
‘dance’ the words and evoke a
strong emotional experience.
This ambiguity highlights
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Guru's refusal to be bound by
strict formal rules, allowing the
‘thythm that pulses... rooted in the
subconscious’ to take precedence
over scholastic adherence.

¢ The Nathonatha Cadence for
Social Reform: For works of
immediate social commentary
and reform, such as his caste-
abolition songs, Guru strategically
chose the indigenous, chantable
Nathonatha metre (11/9 syllables).
This choice of a ‘street rhythm
that hammers hierarchy with a
worker's cadence’ was a deliberate
democratic act, ensuring his
slogans could be sung and lodged
in the collective memory of the
common masses, including the
‘coconut-seller’.

¢ Antadi: The Chain of Sustained
Flow: Guru masterfully employed
the Antadi rhyme scheme, a
significant Tamil prosodic form.
Antadi involves starting a new
verse with the last word, the last
two letters, or the main word of
the last line of the preceding
verse. This ‘chaining style’ has
the crucial rhythmic function of
tethering wandering attention
and maintaining a continuous
‘chain of memory’ or mantra-
flow, thereby denying the tongue
a pause and guiding the reader
into a meditative state. Guru's
Sivastavam (Praparicasrsti) 1s
famously structured as an Antadi.

6.1.2.3 Rhythm as Mnemonic and
Meditative Tool

The profound musicality in Guru's poetry

are rich in sound-based ornaments
(Sabdalarkara), which enhance
the poem through sound
arrangements. He extensively
utilized techniques like
dvitiyaksara-prasam (alliteration
on the second syllable) and
anuprasam  (alliteration/
assonance). For stotrams, these
arrangements aid in memorization
and recitation, with the repetition
of sounds helping to focus the
mind. This practice, especially
in his early hymns, transforms
the ‘sonic craft into a devotional
experience’.

Rhythm as Prandyama: The
deliberate phonemic repetition
and the disciplined classical
metres in his verse ‘generate
rhythm even in silent reading,’
effectively slowing the breath
into quasi-pranayama. This
masterful marriage between
metre and evocative imagery
transforms every stanza into an
‘audible illumination,’ aligning
his poetics with the practice of
Jjapa (recitation of mantras).

Rhythmic Mimicry: In cer-
tain stanzas, the rhythm itself
mimics the image it describes.
For example, in Vindyakdastakam,
the bhujangaprayatam metre
evokes the very gait of a ser-
pent, allowing the theological
content to enter the ‘spine, not
the archive’. Similarly, in a stanza
from Sivasatakam, the liquid rep-
etition of la-ka-la sounds sustains
an acoustic wave that mirrors the
tinkling of anklets in the poem:

2e10s] oenslenadls anemilels,
&)BIHUS BHIVYOM) HSlajls)an Mmoo
HHEISHLIHWAN) &1eneEsls)o aileimil-
&©anoeil ealail enElenanam) GH:udH6)
2 emoad

is not merely aesthetic but functional. The
rhythmic precision and sound arrangements
were critical tools for pedagogy, devotion,
and internal spiritual practice.

¢ Spund Ornamentation
(Sabdalankara): Guru's hymns
2N

—
NAGURY
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6.1.3 Scholarly Perspectives
on Guru’s Metrical Choices

The use of metre by Sree Narayana
Guru has been a focal point of scholarly
analysis, yielding diverse interpretations
on his evolution as a poet and the function
of chandas in his mission. Critics have
consistently debated the tension between
the exuberant ornamentation of his early
works and the serene conciseness of his
later philosophical poems.

6.1.3.1 The Tension of
Ornamentation vs. Experience

Dr. Sukumar Azhikode, a prominent
critic, introduced a fascinating critical lens
by suggesting a developmental arc in Guru’s
poetic style, where early metrical exuberance
might, at times, have outweighed profound
inner experience.

¢ The ‘Adolescent Stage’: Azhikode
categorized early devotional
hymns, which were ‘sound-rich’
and often praised various deities,
as representing the ‘adolescent
stage of Guru’s spiritual practice’.
He suggested that in this phase,
the ‘lack of inner experience is
always the reason for external
sound exuberance’.

¢ Examples of Exuberance: He cited
works like Sanmukha Stotram,
which utilized an alphabetical
acrostic, and Navamarnjari
(starting with ‘Narayana
krtamanjari’ in each verse) as
examples of a sound-based
tendency that could potentially
‘disfigure’ the Swami’s otherwise
‘simple and pleasant poetic
expression’. Azhikode’s strong
stance highlighted a tension,
suggesting that excessive focus
on sound might distract from
profound meaning.

6.1.3.2 Rebuttal: Function over
Flourish

A closer, more empathetic examination by
other scholars and a deeper analysis of the
function of stotrams offer a counter-argument
to the notion of ‘lack of experience’.

¢ Hymns are Functional: Guru’s
stotrams were written primarily
for chanting and recitation, not
merely for reading enjoyment.
From ancient times, hymns have
traditionally incorporated various
sound arrangements precisely to
aid in memorization and recitation
(apractice followed by poets like
Ezhuthachan and Poonthanam).
Guru merely continued this
essential tradition.

¢ Poetry as Revelation: Many
scholars attest that Guru’s work
embodies the ancient Indian
understanding of the poet as
a rsi (seer), where darsana
(unveiling of reality) precedes
poetic utterance. For Guru,
the rhythmic structure was a
‘profound vehicle for spiritual
revelation’, transforming insights
into accessible forms. The act of
composing was an ‘extension of
his spiritual journey’.

¢ The Democratic Bridge: The ‘net
of sounds’ was not a distraction
but a deliberate choice to make
complex philosophical and
spiritual concepts ‘accessible
and engaging’ to a wider, often
segmented, audience. The
musicality and rthythm acted as
a ‘powerful, democratic bridge’
to ordinary Malayalis in a caste-
segmented society.

Thus, the critical consensus ultimately
converges on the axiom that for Guru, ‘poetry
is revelation set to rhythm’. Whether through
the intricate Sabdalankaras of his early hymns
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or the profound simplicity of his mature
works, the poetic form was consistently used
to encapsulate and convey spiritual truths.

6.1.3.3 Structural Innovations
and Syntheses

Guru also employed several fusion
techniques that allowed Sanskrit metres
to accommodate Malayalam phonotactics,
demonstrating his mastery over both language
traditions.

¢ Softening Sandhi: He used
deliberate alliteration (like
anuprasa or dvitiyaksara-prasa)
as a ‘glue’ to mask minor metrical
slips and soften obligatory sandhi
joins, making the text metrically
sound yet orally friendly.

¢ Linguistic Blend: A Sanskrit half-
verse might strategically close
on a Malayalam tag, relieving
phonetic stiffness without
breaking the scholastic rigour
of the meter.

¢ Unifying Half-Lines: In some
works, Guru actively eliminated
the metrical difference between
the two half-lines (padas) within
a Sloka (verse), unifying them
into a single consistent pattern.
For example, in Sivasatakam
and Atmopadesa Satakam, he
achieved a unique regular meter
(samavrttam) by transposing
the gana arrangement from the
even feet to the odd feet of the
Puspitagra metre. This showcases
his ‘innate genius in metrical
usage’ and his willingness to
make form subservient to the
flow of experiential emotion.
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6.1.4 Metre, Rhythm, and
Spiritual Intent

The deliberate selection and modification
of chandas ensured that the emotional and
spiritual intent of each poem was carried
by the very rhythm of its composition. The
versatility of the Guru’s metrical choices
is a testament to his understanding of the
psychological and meditative power of sound.

6.1.4.1 The Santa Rasa of
Realization

As Guru’s verse matured, moving from
the sagunopasana (worship with attributes)
of early hymns to the non-dual insights of
Advaita Vedanta, the dominant emotional
flavour (rasa) shifted accordingly. The
key rasa that marks Guru’s mature verse,
particularly in works like Atmopadesa
Satakam, is the Santa rasa (Peace-flavour).

¢ Convergence of Joy and
Tranquility: In these mature
compositions, poetic joy (@nanda)
converges with the tranquil santa
rasa of realisation.

¢ Meditative Precision: Scholars
note that the stylistic serenity
of metres used in Atmopadesa
Satakam deepens its meditative
power. This controlled, precise
rhythm, often with Anustup
metre, creates a stillness that
reflects the Advaitic realization
it conveys. It ensures that every
comparison and figure of speech
‘lands in reflective stillness’.

6.1.4.2 Rhythmic Cadence for
Devotion and Social Change

The musical dimension of Guru’s poetry
was not merely for performance but was a
practical application of his philosophy for
his disciples and the masses.
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¢ Chant Value: The pervasive
musicality, especially in the
stotrams, was essential for
rhythmic recitation. P. Raman
observed that metres like
Bhujangaprayatam are ideal
for creating a ‘dance-like
experience’ in the devotee’s
mind and body during recitation.
This is a spiritual technology for
transcendence.

¢ Social Slogans: Conversely,
short, sturdy lines and the
use of chantable rhythms like
Nathondtha were powerful
tools for social mobilization.
The rhythm allowed his social
reform ideals to be absorbed as
slogans, making his philosophy
a democratic channel of
illumination. The social protest
thus rode on the easily accessible
‘street rhythm’.

¢ Kilippdattu and Memory:
Indigenous Dravidian forms like
Kilippattu (parrot-song lilt), with
their simple, flapping frochees,
were easily matched to exhalation
and used to aid children’s memory
for reciting doctrine.

For Sree Narayana Guru, the metrical
framework was never a restrictive cage
but an enabling technology. The seamless,
purposeful transition between Sanskrit
metres of majestic sweep (Sardilavikriditam)
and indigenous rhythms of social urgency
(Ndathonatha) proves that for him, form
always served function, converting abstract
spiritual truths into a tangible, memorable,
and activist rhythm.

6.1.5 The Micro-Structure
of Metre: Guru (Heavy) and
Laghu (Light)

To properly appreciate Sree Narayana
Guru’s masterful deployment of Chandas,

especially in his Sanskrit-based Vrttas
(syllabo-quantitative meters), one must
understand the precise rules for distinguishing
between the short (/aghu) and long (guru)
syllables. This distinction, which is based
on the duration of pronunciation (the matra
or instant), is fundamental to correctly
pronouncing or chanting a Sanskrit verse.

In Sanskrit, where metre is not based
on accented syllables like in English, the
combination of vowel length and the structure
of surrounding consonants determines the
syllable weight.

6.1.5.1 The Rules for Determining
a Laghu (Light) Syllable

A syllable is deemed Laghu, represented
by ‘S’ or U’ and having one matra (instant)
of time, under the following condition:

¢ It must contain one of the five
inherent short vowels: a, 1, u, r,
and 1.

¢ This short vowel must not be
followed by an anusvara (m), a
visarga (h), or a conjunct (double)
consonant.

Example: In the word Rsi (r-s-1), both
syllables R and si are short.

6.1.5.2 The Rules for Determining
a Guru (Heavy) Syllable

Asyllable is deemed Guru (TR), represented
by 'L' or'-', and having two madtras (instants)
of time, under the following conditions:

¢ Itcontains any of the long vowels:
a, I, 0,7, e, ai, o, or au.

* Example: The word radha
(ra-dha) contains two long
syllables because of the long
vowel a.

¢ It contains any short vowel
followed by the anusvara (m).
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¢ It contains any short vowel
followed by the visarga (h).

¢ It contains any short vowel
followed by a conjunct (double)
consonant (a group of two or
more consonants).

* Exception: For double
consonants such as pr, br,
kr, and those starting with
h, the preceding short vowel
can optionally remain short.

The last syllable of a line (pada) is often

considered optionally guru, regardless of its
inherent weight, to meet the requirements
of the metre.

6.1.5.3 The Anustup Metre: The
Universal Sloka (Verse)

The most common and structurally flexible
metre in scriptural and philosophical literature
is the Anustup metre, often simply referred
as Sloka. This metre, with its 8 syllables in
each of its four quarters (padas), follows a
simple but strict rule:

Quarter

Syllable Syllable Syllable Syllable Syllable

Syllable Syllable Syllable

1 2 3 5 6 7 8
& S L
11 ) ) ) (Laghu)  (Guru) )
& S L S
v ) ) ) (Laghu)  (Guru)  (Laghu)

(The dash °-’ stands for unrestricted syl-
lables that can be either Laghu or Guru).

The rule itself'is enshrined in a mnemonic
verse composed in the Anustup metre:

paricamam laghu sarvatra saptaman
dvicaturthayoh /

shashtam guru vijaniyat etat shlokasya
lakshanam //

Meaning: ‘Everywhere (in all four quar-
ters) the fifth is short (/aghu). In the second
and fourth quarters, the seventh is also short
(laghu). The sixth is always long (guru).
This is the definition of a sloka!’.

Sree Narayana Guru frequently employed
the Anustup in his prescriptive and phil-
osophical works like Daivadasakam and
Darsanamala due to its clarity and directness.
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6.1.6. Metrical Vividness in
Guru’s’ Key Compositions

Sree Narayana Guru’s use of specific
meters in his works demonstrates a profound
understanding of how rhythm enhances a
text’s spiritual and social message.

6.1.6.1. Bhujangaprayatam in
Vinayakastakam

The metre Bhujangaprayatam (@)&Ro0w>
(@l@O®o) (12 syllables per foot) is used
in seven of Guru's Sanskrit stotrams,
including Vinayakastakam.

¢ Rhythmic Quality: The name
itself suggests a ‘slow, gliding
rhythm akin to a serpent's
movement’. It is considered
ideal for expressing devotion and
detachment (virakti), creating a
‘dance-like experience’ in the
devout individual.
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¢ Thematic Alignment: By choosing
this rhythm, Guru ensured that
the text's theological content
was felt viscerally—it ‘allows
theology enter the spine, not the
archive’. The intense musicality
is further amplified by anuprasam
(alliteration/assonance) in every
foot.

6.1.6.2 Sardilavikriditam and
Authority

The magnificent Sardilavikriditam
(000d@)e1nile:1slmo)metre (19 syllables per
foot), which belongs to the Atikrti chandas,
provides a majestic and stately cadence.

Social and Spiritual Function: Guru
used this metre in Bhadrakalyastakam and,
importantly, employed such long-line metres
to evoke a sense of awe before the deity. By
composing his radical social ideas in a metre
associated with classical Sanskrit authority,
he conferred legitimacy upon his reformist
messages, allowing them to travel ‘under
the respectable cloak of classical devotion’.

6.1.6.3 Indigenous Rhythms:
Kakali and Nathonatha

Guru’s metrical genius extended to
seamlessly blending Sanskrit and Dravidian
traditions.

The Kalinatakam Rhythm: The meter
of Kalinatakam is generally considered as
vernacular meter belonging to the Kakali
(oomgl) family. Kakali is a matravrttam
(a meter based on prosodic length) where
a foot (gana) is formed by three syllables
yielding five matras. This indigenous rhythm
allowed Guru to make words ‘rhythmically
dance,’ blending lasya (gentle dance) and
tandava (vigorous dance).

The Social Cadence of Nathonatha:
For his caste-reform efforts, Guru chose
Nathonatha (11/9 syllables), a ‘chantable
street thythm’ that ensured his profound
philosophy was accessible. This strategic
choice of a shorter, sturdy beat demonstrated
that if meaning demanded urgency, the beat
shortened.

Stanza of Social Significance Metrical Choice

Purpose

Jaathinirnayam (social Nathonatha Immediate, chantable,

critique)

(Indigenous)

democratic reach

Bhagavadgita verses (phil- Anustup (Classical Clarity, memorization,

osophical clarity)

Sanskrit)

authoritative statement

6.1.7. The Enduring
Legacy of Metre: Poetry as
Revelation

Sree Narayana Guru’s metrical practice
proves that he viewed Chandas as a tech-
nology rather than a mere adornment. The
final outcome of this poetic-prosodic genius
is a style labeled by Dr. T. Bhaskaran as
‘decorated philosophy’. This means the

ornamentation (the alarnkara of sound and
rhythm) is never a distraction; rather, it is
always transparent to insight, serving the
primary function of darsana (revelation).
The rhythm ensures that the profound phil-
osophical concepts, the Advaita, and the
calls for social compassion are absorbed
not just as words, but as a felt, rhythmic
truth, embodying the enduring conviction
that Chandas protects, nourishes, and ulti-
mately, reveals.
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Recap

¢ Chandas is a foundational Vedanga, meaning ‘to protect’ or ‘to nourish.’
¢ Laghu and Guru syllables are the core prosodic units (matra-based).
¢ Indian metres are classified into Aksaravrtta, Varnavrtta, and Matravrtta.

¢ Guru strategically used Sanskrit metres for authority and Dravidian
rhythms for social accessibility.

¢ The Anustup metre is the most common for philosophical texts.
¢ Guru used the Antadi chaining style to maintain meditative flow.

¢ His mature verse is marked by the Santa rasa (Peace-flavour).

Objective Questions

1. The syllable foundation for metre is built on Laghu and what other type?
2. What is the light, or short, syllable denoted by ‘U’?

3. The duration of a Laghu syllable is one what?

4. What term is used for the fixed groups of three syllables?

5. Which category of metre relies solely on a fixed number of syllables
per quarter?

6. Which most common metre has eight syllables in each of its four
quarters?

7. What is called the majestic 19-syllable metre used by Guru is called
what?

8. Which Dravidian metre did Guru use for his caste-abolition songs?

9. The rhythmic device involving starting a new verse with the last word
of the preceding one is called what?
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Answers

1. Guru
2. Laghu
3. Matra
4. Gana

5. Aksaravrtta

6. Anustup

7. Sardilavikriditam
8. Nathonatha

9. Antadi

Assignments

1. Explain the structural rules for determining Laghu and Guru syllables
in Sanskrit prosody.

2. Discuss how Sree Narayana Guru’s metrical choices were a blend of
classical authority and democratic accessibility.

3. Analyze the thematic alignment of the Bhujangaprayatam metre with
the content of Vinayakastakam.

4. Examine the scholarly debate regarding ornamentation versus deep
inner experience in Guru’s early devotional hymns.

5. Why did Guru prefer the flexible Anustup metre for philosophical
works like Daivadasakam?
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Concept of °‘Chandas’ and
‘Syllabi’ in Oriental Poetry
el Analysed and Compared with
N Guru’s Poems

UNIT

Learning OQutcomes

Upon successful completion of this unit, you will be able to:

¢ articulate the philosophical significance of Chandas as a cosmic rhythm
and a Vedanga

¢ analyze the precise rules for classifying syllables into Laghu or Guru
based on matras

¢ differentiate between the structural categories of Vrtta (syllable-fixed)
and Jati (instant-fixed) metres

¢ evaluate Guru’s use of syllabic diction and fusion techniques (Moliccerppu)
to convey philosophical truth

Prerequisites

The bedrock of Sree Narayana Guru’s poetic power is a profound, almost cosmic,
understanding of rhythm. This unit plunges deeper into the study of prosody, known
as Chandas, a discipline that is far more than a technical manual for counting
syllables. The ancient Indian tradition elevates Chandas to the status of a foundational
philosophical science and one of the six Vedarngas (limbs of the Vedas), with the dual
purpose of providing Aesthetic Delight (4hldda) and Spiritual Protection, ensuring
the purity and vibrational impact of sacred texts. Philosophically, it is regarded as
the ‘law of Nature,’ the very rhythm from which the universe is believed to have
originated, framing all world movements in fixed rhythmic patterns. The precise
poetic architecture is built upon the smallest unit, the Aksara (syllable), which is
classified strictly into Laghu (light, one matra) and Guru (heavy, two matras) based
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on vowel length and subsequent consonants. These two weights combine into fixed,
three-syllable groups called Ganas (the feet of Sanskrit metre).

Classical metres are categorized into Vrtta (fixed by number and position of
syllables) and Jati (Matravrtta, fixed only by total duration, or instants). Poets like
Kalidasa carefully linked these fixed rhythmic structures to the rasa (emotional
flavour) of their work, such as using the heavy Manddakranta metre for melancholy.
Sree Narayana Guru inherited this rigorous system, but his metrical selection was
a powerful act of democratic pedagogy. He mastered the classical forms—using
the Anustup for clarity and the complex Sardilavikriditam for majesty—while
simultaneously embracing Dravidian Jati metres for accessibility and fusion words
(Moliccerppu) to communicate high philosophy to the common populace. Ultimately,
Guru used the pause (Yati) to align rhythmic recitation with yogic breath-control
(Pranayama), ensuring his poetry transcended mere literature to become a tangible,
transformative tool for spiritual and social liberation.

Keywords

Vedangas, Ahlada, Aksara, Matra, Gana, Vrtta, Yati

Discussion
6.2.1 The Cosmic and

Philosophical Basis of
Chandas

The study of prosody in the Indian
tradition, known as Chandas (s=%),
transcends a mere technical manual for
counting syllables; it is revered as a profound
philosophical discipline, considered one
of the six Vedangas (limbs of the Vedas).
This elevation of metrics to the status of a
foundational religious and philosophical
science underscores its vital role in preserving
the sanctity and power of Vedic knowledge.
The eminent grammarian Panini considered
Chandas to be the two ‘legs of the Vedas’
(chandah padau tu vedasya), symbolising its
foundational role in conveying knowledge
and ensuring the proper rhythmic movement
of the sacred texts.

6.2.1.1 Etymological and
Functional Significance

The term Chandas is derived from the
Sanskrit root chad, which literally means
‘that which delights’ or ‘that which protects
or covers’. This etymology reveals the dual
function of metre in Oriental literature:ada): .

¢ Aesthetic Delight (4hlada): 1t
creates an aesthetic experience,
providing a rhythmic and
heightened intensity that
distinguishes poetry (padya)
from prose (gadya). Dandi, in
his Kavyadarsa, states that the
lore of Chandas 1is the ‘boat for
those who desire to cross the deep
ocean of poetry’, captured in the
verse: sa vidya naustitirsunam
gambhiram kavyasagaram.
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¢ Spiritual Protection/Nourishment:
It acts as a protective framework,
ensuring the precise pronunci-
ation and correct vibrational
impact of the scriptural verses,
thereby protecting the integrity
of the mantra’s meaning.

As observed by Sri Aurobindo, Chandas
provides the ‘right physical basis for the
poetic movement’, transforming the lan-
guage from a utilitarian tool into ‘the most
natural mould of expression for certain states
of creative emotion and vision’. Without
Chandas, there is simply no poetry in the
Sanskrit and Indian literary tradition

6.2.1.2 Chandas as Cosmic
Rhythm and Creation

The philosophical dimension of
Chandas is most profoundly articulated
in its connection to the rhythm of creation
itself. This view posits that metre is not
an ‘artificial’ convention, but a ‘law of
Nature, an innermost mind-nature, a highest
speech-nature’.

‘fixed rhythms of the formative
word’.

The Element of Rasa: This
rhythmic choice is deeply
intertwined with the concept of
aesthetic flavour (rasa). A poet
must choose the appropriate
Chandas with great care, having
regard to the rasa (mood), the
nature of the description, and the
context. The metre Mandakranta
literally means ‘slow moving,’
with mostly long and heavy
syllables, making it ideal for
expressing pathos. Kalidasa used
it to express the melancholy of the
lovelorn Yaksa in Meghadiitam,
where the words evoke the
sorrowful mood: syamdasvangam
cakitaharinipreksane drstipatam
/vaktrachdyam sasini sikhinam
barhabharesu kesan. This
strategic linking of metre, rhythm,
and emotion directly informed
Guru’s metrical choices.

¢ Unity and Diversity: All creation

proceeds from a base of oneness
and sameness, upon which a
superstructure of diversity is
built. In poetic speech, the fixed
nature of a metre supplies the
‘intense power of basic unity
and sameness’, while the subtle
rhythmic variation supplies the
‘intensest power of expressive
diversity’.

The World Frame: The
grammarian-philosopher
Bhartrhari’s statement that
‘this universe came forth from
the Chandas only’ (chandobhya
eva prathamametad visvam
vyavartata) finds a profound
echo in this perspective. The
ancient sages believed that the
spirit of creation framed all world
movements in Chandas, using

6.2.2 The Syllabic Unit:
Aksara (Syllable) and
Syllabic Classification

The foundation of Indian prosody rests
on the smallest palpable unit of poetic
structure: the syllable, known as Aksara.
The significance of Aksara is highlighted
by the Vedic definition of Chandas as the
‘measurement of syllables’.

6.2.2.1 Definition and Role of
Aksara

An Aksara is defined as ‘as much a word as
can be pronounced distinctly at one go or by
one effort of the voice’. Thus, a single vowel,
with or without surrounding consonants,
constitutes one syllable.

The fundamental principle governing all
classical metres is the classification of each
Aksara into one of two weights, depending
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on the duration of its pronunciation (matra):
1. Laghu: The light or short syllable.

2. Guru: The heavy or long syllable.

This distinction is crucial because, in the
Varnavrtta (syllabo-quantitative metres), the
specific arrangement of these Laghu and
Guru syllables defines the metre.

6.2.2.2 Rules for Determining
Laghu and Guru

The classification is based on vowel length
and the phonetic presence of certain marks
or subsequent consonants.

¢ Laghu (Light) Syllable:

e Contains one of the five
inherent short vowels: a,
1,u, R, and 1.

*  The short vowel must not be
followed by an Anusvara,
Visarga, or a conjunct
consonant. It is represented
by a crescent (U).

¢ Guru (Heavy) Syllable:

+ Contains any of the inherent
long vowels: a, I, @, I T, e,
ai, o, au. It is represented
by a horizontal bar (-).

*  OR ashort vowel followed
by: 1) an Anusvara (e.g.,
kam), 2) a Visarga (e.g.,
kah), or 3) a conjunct
consonant (e.g., in gandha,
the first syllable ga becomes
Guru because it is followed
by the conjunct ndha).

@

The syllable at the end of a Pada (quarter)
can optionally be treated as Guru if the metre
requires it.

6.2.2.3 The Metrical Unit: Matra
(Instant)

In addition to the syllable, the fundamental
unit of duration is the Matra, or metrical
instant, which denotes the time required to
utter a short vowel.

¢ A Laghu syllable consists of one
Matra.

¢ A Guru syllable (long vowel
or diphthong) consists of two
Matras.

This duration regulates the rhythm,
forming the basis for Jati or Matravrtta
(metres regulated by instants), which
contrasts with the syllable-based metres.

6.2.3 The Architecture
of Metre: Gana and
Classification

The specific arrangement and grouping
of Laghu (light) and Guru (heavy) syllables
form the technical bedrock of complex
Sanskrit metres, providing the ‘fixed and
balanced system of the measures of sound’
that defines a Chandas.

6.2.3.1 The Eight Ganas (Syllabic
Feet)

For the purpose of concisely classifying
and defining a metre, the syllable count is
grouped into repeating units of three sylla-
bles called Ganas. There are eight primary
Ganas, based on the possible combinations
of three Laghu (S) and Guru (L) syllables:
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Gana Composition Description
(L/S)

Ma (w LLL All three syllables are long

Ya (3) SLL The first syllable is short, and the other two are long.
Ra (v) LSL The middle syllable is short, and the other two are long
Ta (@ LLS The last syllable is short, and the other two are long
Bha (9 LSS The first syllable is long, and the other two are short

Ja () SLS The middle syllable is long, and the other two are short
Sa (#) SSL The last syllable is long, and the other two are short
Na @ SSS All three syllables are short

In addition to these eight, a single long
syllable is represented by Ga, and a single
short syllable by La. Metrical definitions in
prosody texts, such as the Chandomarijari,
are concisely stated using the sequence of
these Ganas.

6.2.3.2 Classification of Metres:
Vrtta and Jati

Sanskrit poetic compositions are primarily
classified into two comprehensive categories:
Vrtta and Jati.

¢ Vrttachandas (Syllable-Fixed
Metres): Metres regulated by the
number and precise position of
Laghu and Guru syllables in each
quarter (Pada). This category
is further subdivided into three

types:

*  Samavrtta (Even Metres):
All four quarters have an
equal number of syllables
and the same arrangement
of Ganmas. The widely
used Anustup, Indravajra,
and Sardilavikriditam are
examples.

*  Ardhasamavrtta (Half-
Even Metres): Alternate

quarters have the same
structure (e.g., the first and
third quarters are identical,
and the second and fourth
quarters are identical).
Puspitagra and Vaitaliyam
belong here.

 Visamavrtta (Uneven
Metres): All four quarters
are dissimilar from the
perspective of syllable
number and placement.

¢ Jati or Matravrtta (Instant-Fixed
Metres): Metres regulated solely
by the total number of Matras
(syllabic instants) in each
quarter, regardless of the precise
number or fixed arrangement of
the syllables. The best-known
metres of this kind are Arya and
Vaitaliya.

6.2.3.3 The Principle of Pause
(Yati)

The rhythmic flow within a verse is
governed by the prescribed metrical pause,
called Yati. Its precise placement is crucial
for maintaining the intended cadence of
the Chandas:
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¢ Sentential Pause: Occurs at the

middle of a verse (marking the
end of a hemistich) and at the end,
often denoted by a single vertical
line (|) or a double line (||).

Harmonic Pause (Caesura):
Occurs after a specified syllable
count within the quarter. For

The focus here is on easily
transmittable philosophical ideas.

sarvamangalamangalye Sive
sarvarthasadhike / saranye tryambake gauri
nardayani namo'stu te.

¢ Majesty and Authority
(Sardiilavikriditam and

instance, in Sikharini, the
pause occurs after the 6th
and 17th syllables, while in
Sardilavikriditam, it occurs after
the 12th syllable.

6.2.4 Comparative Analysis:
Guru’s Syllabic Mastery and
Fusion

Sree Narayana Guru's engagement with
Chandas and the syllabic unit (4dksara)
represents a dynamic mastery that both
preserves classical purity and innovates
for social and philosophical clarity. His
poetic diction and metrical choices reveal a
conscious use of form as a tool for democratic

pedagogy.

6.2.4.1 Thematic Alignment with
Syllabic Patterns

Guru’s metrical selections were
deliberately aligned with the emotional
and intellectual weight of the content,
demonstrating Ksemendra’s principle that
form must suit rasa.

¢ Philosophical Clarity (Anustup):
For his philosophical and
didactic works, such as the
Daivadasakam and verses in
Darsanamala, Guru favored
Anustup (8 syllables, the Sloka
metre). The relative freedom in

Sragdhard): For conveying
the grandeur of the Divine or
embedding socially potent
critiques with authority, Guru
utilized the complex, long-line
Samavrttas.

- Sardilavikriditam (19
syllables): Used for majesty
and deep contemplation,
suitable for works like
Srikrsna Darsanam.

» Sragdhara (21 syllables,
meaning 'wearing a
garland'): Used for ornate
praise and flowing elegance,
as seen in Sanmukha
Dasakam. The fixed,
complex Gana structure
(Ma, Ra, Bha, Na, Ya, Ya,
Ya) elevates the verse to a
high, devotional standard.

Devotion and Movement
(Bhujangapraydatam): The
Bhujangaprayatam (12 syllables,
four Ya Ganas: SLL,SLL,SLL,
S LL)isaclassic example where
the rhythm explicitly mimics the
serpentine movement, making it
ideal for spiritual intensity and
the expression of devotion and
detachment. Guru employed
this in Vinayakastakam to allow
‘theology enter the spine’.

its metrical construction makes it
suitable for prose-like conceptual
conveyance, ensuring simplicity
and clarity were paramount.
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na putro na putri na bhrtyo na bharta | na
Jjaya na vidya na vrttirmamaiva / gatistvam
gatistvam tvamekda bhavani.
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6.2.4.2 Syllabic Fusion and the
Democratic Metre

Guru’s greatest metrical innovation was
the conscious fusion of Sanskrit Vrtta and
Dravidian Matravrtta traditions.

¢ Incorporating Jati (Dravidian
Meter): While relying on
the Sanskrit framework for
philosophical rigour, Guru
frequently employed indigenous
Dravidian meters (e.g., Kakali,
which is a Matravrtta or Jati-type
metre) for accessible devotional
and social songs. The Jati metre,
regulated by Matras rather than
fixed Laghu-Guru sequences,
offers greater flexibility and is
inherently closer to folk music
and the local cadence. This
made his complex philosophical
concepts immediately singable
and memorizable by the common
populace, fulfilling his mission of
‘social transformation’ through
poetic diction.

¢ Sound and Meaning Integration:
His verses are rich in
Sabdalarkara (sound ornaments)
like dvitiyaksara-prasa (second-
syllable thyme), where the sound
patterns are meticulously crafted
to enhance the meditative flow
and aid concentration. This
integration ensures that poetry is
experienced not merely as words,
but as ‘a harmonious blend of
sonic beauty and philosophical
depth’. The rhythmic pulse acts
as a ‘spiritual device’ guiding the
seeker inward to philosophical
absorption.

The lines, kallam kantupiticcalullam
kaikanda nellitan kaniyam (from Svanubhava
Giti), illustrate the clever integration of local
dialect and folk speech (moliccerppu) into
his metrical framework, a technique that

democratized the otherwise high-brow
discourse of Advaita.

6.2.5 The Role of Pause (Yati)
and Yogic Rhythm

Beyond the mere counting and arrangement
of syllables, the practical execution of a
Chandas hinges on the precise positioning
of the pause, or Yati. Guru understood that
this pause was directly linked to the physical
and contemplative experience of the reader,
transforming the abstract metrical structure
into a personal spiritual discipline.

6.2.5.1 The Metrical Pause as
Breath-Control

The placement of the Yati dictates the
natural pause in the breath during chanting.
This principle is the basis for connecting
metrical recitation with the internal discipline
of Yoga.

¢ Rhythm as Pranayama: Guru's
verses employ rhythmic repetition
that ‘generates rhythm even
in silent reading’, effectively
slowing the breath into a state
akin to Pranayama (yogic
breath control). The careful
synchronization of breath with
the syllabic groupings turns the
chanting process into an ‘audible
illumination’.

¢ Fixed Pauses in Metres: The
placement of the Yati is a fixed
rule for many classical metres,
serving as a mnemonic and
rhythmic guide.

* In the powerful
Sardalavikriditam (19
syllables), the pause occurs
after the 12th and 19th
syllable (the end).

+ In Sikharini (17 syllables),
the pause is prescribed after
the 6th and 17th syllable.
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6.2.5.2 Jati (Matra-Vrtta) and
Emotional Flow

Guru's poetry also featured the Jati or
Matravrtta category, metres based on the
flow of Matras (instants) rather than fixed
syllable patterns. This flexibility allowed him
to prioritize the immediate emotional and
narrative flow over strict classical structure.

¢ Example of Matra Metre: The
metre of Kundalini Pattu is
described as a Dravidian Manjari
metre, which often falls into the
Matravrtta category. Its rhythm
is likened to a lullaby or yogic
chant, mirroring the theme of
spiritual ascent and the ‘soothing
flow of Kundalini energy’.

This intentional variation in metrical
choice highlights Guru's refusal to be
bound by a single tradition; he selected the
Chandas that most effectively translated his
‘realised vision’ into an accessible, embodied
experience.

6.2.6 Syllabic Vividness and
Symbolic Diction in Guru's
Poetry

Guru’s mastery of the syllabic unit (4ksara)
is best appreciated through his use of highly
symbolic words and numerical imagery, often
translating complex metaphysical concepts
into memorable, compact expressions.

6.2.6.1 The Symbolism of
Numbers and the Self

In Guru's pursuit of spiritual inquiry
(vivechanam or discrimination), numerical
imagery often serves as a key philosophical
tool for categorization, analysis, and ultimate
transcendence.

¢ The Five Birds and Five Fruits: In
Atmopadeésasatakam, Guru uses
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numerical symbolism to critique
sensory slavery. The senses are
likened to five birds (kilikal)
scrambling for five worldly fruits
(sensory objects).
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The verse urges the seeker to slay the
five sense-birds and suppress the sensory
fruits so that the ‘form of pure Awareness’
(velivuruvam) may shine forth. The strict
syllabic control of the metre ensures this
complex philosophical task is framed in a
memorable, instructional rhyme.

The Chariot Allegory: Another numerical
and metaphorical structure is the rejuvenation
of the ancient Vedantic metaphor (from the
Katha Upanisad) of the body as a chariot.
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The ‘eight chan long inner road’ is
the inner sacred path, the ‘chariot’ is the
physical body, and the ‘twin horses’ are the
senses or channels of energy. The rhythm
provides the illusion of movement, setting
the contemplative journey in motion.

6.2.6.2 Syllabic Choices and
Philosophical Diction

Guru’s selection of specific syllables
and words demonstrates a linguistic
fusion (suddha manipravalam) designed
to democratize high philosophy.

¢ Upanisadic Brevity: His diction
bears the ‘unmistakable influence
of Upanisadic teachings’, using
pithy statements loaded with
philosophical significance. This
minimalist approach condenses
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vast truths into minimal words,
a characteristic of his Satakams.

‘He who knows more than knowledge,
within and without, that luminous seed
(Karu), bow down to Him.” Here, the
simple syllable Karu (seed) philosophically
symbolizes the Supreme Self or Absolute
Reality, the source of all existence.

¢ Ethical and Social Weight:
Guru’s simplest syllabic phrases
carried the heaviest ethical and
social weight, functioning as a
revolutionary mantra for social
reform:

‘One Caste, One Religion, One God
for Mankind’ This line is ‘neither a mere
slogan nor rhetoric; it is philosophy rendered
poetically’, rooted in Advaita Vedanta but
accessible through the simplest of diction.
It is a potent political act of resistance and
reform.

¢ Fusion Words (Moliccerppu):
Guru created original word
fusions, or Moliccerppu,
seamlessly blending Sanskrit and
Tamil/Malayalam vocabulary,
allowing profound concepts
like bhakti and darsanam to be
understood by the common man.
For instance, the Tamil-derived
word inpam (sweetness) is used in
the philosophical sense of sukham
(bliss).

6.2.7 Conclusion: The
Metrical Purpose of Sree
Narayana Guru

Sree Narayana Guru’s comprehensive
mastery and innovative application of
Chandas and the syllabic unit served a
singular, powerful purpose: transformation—
spiritual, intellectual, and social. His approach
was deliberately a ‘decorated philosophy’
where every element of rhythm and syllable
choice was a functional instrument.

¢ The Syllable (Aksara) was
meticulously weighed and
chosen for both its intrinsic
duration (Laghu or Guru) and
its mnemonic power to embed
truth.

¢ The Metre (Chandas) was
strategically selected to confer
cultural authority (Sanskrit
Vrtta) or to ensure democratic
accessibility (Dravidian Jati).

¢ The Pause (Yati) was fixed to
guide the seeker’s breath into
a meditative flow, aligning the
cosmic rhythm with the internal
spiritual quest.

Ultimately, Guru’s poetic diction and
metrical choices ensure that his poetry
endures not merely as literary art, but as a
dynamic tool of liberation, making profound
insights accessible across caste, class, and
time, proving that ‘true poetic diction is
not about complexity or ornamentation, but
about the enduring ability of simple words
to reveal the eternal’.
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Recap

Chandas is a Vedanga, rooted in cosmic rhythm and creation.

The syllable (Aksara) is the smallest poetic unit.

Syllables are classified as Laghu (light) or Guru (heavy) based on Matras.
Ganas are three-syllable feet used to define metres.

Metres are categorized as Vrtta (syllabic) or Jati (instant-fixed).

Yati refers to the crucial metrical pause that controls breath flow.

Guru’s poetic diction used fusion words (Moliccerppu) for democratic
appeal.

Objective Questions

8.

9.

10.

Who refers to Chandas as the ‘legs of the Vedas’?

What is the metrical unit of duration or instant in prosody?

What is the name for the aesthetic delight created by metre?

What is the fundamental unit of poetic structure?

How many matras does a Guru syllable consist of?

What is the three-syllable grouping unit called?

Which category of metre is regulated by a fixed number of syllables?
Which metre category is regulated solely by the total number of instants?
What term is used for the prescribed metrical pause in a verse?

The blending of Sanskrit and Dravidian vocabulary is known as what?
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Answers

1. Panini
2. Matra
3. Ahlada
4. Aksara
5. Two
6. Gana
7. Vrtta
8. Jati

9. Yati

10. Moliccerppu

Assignments

1. Elaborate on the dual functional significance of Chandas in Oriental
literature.

2. Compare and contrast Vrtta and Jati in the context of Sanskrit prosody.

3. How did the precise placement of Yati (pause) connect metrical recitation
to Pranayama?

4. Discuss how Guru’s use of the Bhujangaprayatam metre aligns with
the principle of rasa.

5. Explain the concept of numerical symbolism in Guru’s poetry, citing
an example.
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Metre and rhythm - Rhythm
and emotion- Vedic metres -
Pl Use of Sanskrit and Dravidian
_ metres.

UNIT

Learning Qutcomes

Upon successful completion of this unit, you will be able to:

¢ define Gati (thythm) and its function as the Vibhava (determinant) for
Rasa

¢ analyze the characteristics and use of the Anustubh metre in Guru’s
philosophical works

¢ compare the thythmic effects of Sanskrit V7¢tas and Dravidian Matra-vrttas

¢ identify how specific metres like Mathebham and Viyogini evoke Santa
and Karuna Rasa, respectively

Prerequisites

In the vast landscape of Indian Poetics, the connection between a poem’s technical
structure and its emotional impact is forged by Rhythm (Gati). Sree Narayana
Guru’s verses are not merely structured; they are precisely engineered to condition
the reader’s mind. The choice of a specific Chandas (metre) is a deliberate aesthetic
and spiritual act, functioning as the Vibhava (determinant) that guides the permanent
emotion (Sthayi Bhava) toward the final experience of Rasa (aesthetic flavour).
This unit explores how the Guru, rooted deeply in the Vedic tradition, masterfully
wielded the rhythmic forces of three distinct prosodic streams: the Vedic metres,
the Sanskrit Vrttas, and the Dravidian metres.

He utilized the ancient, simple, and authoritative Anustubh metre the classical Sloka
in works like Daiva Dasakam to ensure universal memorization and transmission
of his spiritual message, creating a repetitive Gati ideal for a mantra-like, calm
reflection. Simultaneously, he deployed the long, complex, and heavy Sanskrit Vrttas,

@ SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics mﬁ]



such as Mathebham and Simhendra Mukham. The vilambita (slow) and gambhiram
(grave) rhythm of these metres imposes a solemnity that forces the mind into a state
of profound contemplation, serving as a direct vehicle for the supreme Santa Rasa
(Tranquility) inherent in Advaita Vedanta. Conversely, when addressing human
ignorance and suffering, Guru strategically chose the slightly irregular, plaintive
rhythm of metres like Viyogini, whose uneven structure (7 followed by 8 syllables)
mirrors the feeling of separation or grief, effectively evoking Karuna Rasa (Pathos).
His final genius lay in the integration of indigenous Dravidian metres, which, with
their simpler matra-based rhythms, democratized his philosophy, making the loftiest
Advaitic truth accessible to the common person through a chantable, natural flow.
This meticulous matching of rhythm to emotion elevates Guru’s poetry to a profound

A

work of structural art.

Keywords

Gati, Rasa, Vibhava, Anustubh, Santa, Mathebham, Viyogini

Discussion

6.3.1 Metre and Rhythm:
Foundations in Indian
Poetics

6.3.1.1 Introduction to Chandas
(Prosody)

The study of Sree Narayana Guru’s poetry
requires a deep appreciation for Chandas,
the Indian system of prosody. Chandas is
traditionally one of the six Vedarngas (limbs
of the Vedas), signifying its fundamental
importance in Indian knowledge systems. It
is not merely a tool for counting syllables or
measuring length, but a structural framework
that dictates the rhythm (gati) and sound
quality (dhvani) of a verse. In the context
of poetics, the choice of a specific Chandas
is a deliberate aesthetic act, designed to
pre-condition the reader’s mind to receive
a particular emotional or philosophical
message. Indian prosody broadly categorizes

metres into three types: Vedic metres (like
Gayatri, Anustubh), Sanskrit Vrittas or
Aksara-vrttas (syllabo-quantitative metres),
and Dravidian metres or Matra-vrttas
(quantitative or matra-based metres, common
in Malayalam and Tamil). Guru’s poetry
uniquely employs and perfects all three,
making the analysis of his prosody essential
for understanding his poetic genius. The
foundational concept lies in the rhythmic
patterns of the Aksara (syllable) and the
Matra (mora or unit of time), which are
organized into ganas (groups) to create a
distinct gati.

6.3.1.2 The Syllabo-Quantitative
Nature of Sanskrit Vrittas

Most of the classical metres used by
Sree Narayana Guru in his philosophical
works, such as Daiva Dasakam (The Ten
Verses on God) or his various Stotras
(hymns), are Sanskrit Vrittas. These metres
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are syllabo-quantitative, meaning the total
number of syllables in a line is fixed, and
the quantity (Iength) of each syllable either
guru (long, denoted as S) or laghu (short,
denoted as I) follows a prescribed, fixed
sequence. The syllables are grouped into
specific ganas (sets of three syllables) using
the well-known Ya-Ma-Ta-Ra-Ja-Bha-Na-
Sa-La-Ga mnemonic. For instance, the
Sardalavikriditam metre has 19 syllables per
line, and its rhythmic pattern is dictated by a
specific sequence of ganas: M, S, J, S, T, T, G.
This precise, complex, and unvarying rhythm
lends itself to themes of majesty, seriousness,
and profound philosophical inquiry, which
perfectly aligns with the themes of Vedanta
and Advaita that dominate Guru’s poetry.

6.3.1.3 Gati (Rhythm) as the Soul
of Chandas

The rhythm (gati) is the key concept that
links the technical structure of the metre to
the aesthetic experience (rasa). Gati refers
to the inherent movement, cadence, or flow
created by the arrangement of short and long
syllables, the placement of the yati (pause),
and the overall speed of the recitation. A fast-
moving Chandas with many laghu syllables
tends to be light and evocative of quick,
agitated, or cheerful emotions (Raudra,
Hdsya), whereas a metre dominated by
guru syllables, with carefully placed yatis,
creates a slow, solemn, and measured gati.
This slow, majestic flow, typical of metres
like Malin1 or Mathebham, is instrumental in
producing the contemplative state required
for Santa Rasa (Tranquility), the supreme
rasa in the Guru’s poetry. The rhythm is thus
viewed as a crucial vyarijaka (suggester) of
the bhava (emotion).

6.3.1.4 The Indigenous Rhythms:
Dravidian Metres

In addition to Sanskrit FVrittas, Sree
Narayana Guru masterfully employed
indigenous Dravidian metres (also known

as Dravida-vrttas or Jatis) in his Malayalam
works, most notably in the celebrated
Atmopadesa Satakam (One Hundred Verses
of Self-Instruction). Unlike the syllabo-
quantitative Sanskrit Vrittas, these indigenous
metres are often quantitative or matra-based.
Their rhythm is defined not by the strict
sequence of guru and laghu syllables, but by
the number of matras (morae) per metrical
foot and the rhythmic recurrence of the tala
(beat). The gati of these metres often feels
more natural, closer to the spoken vernacular,
making the profound philosophical message
accessible to the common person. The metre
of Atmopadesa Satakam, for example, often
utilizes an easy, flowing gati which belies
the deep Advaitic philosophy it contains.
This choice reflects the Guru’s mission to
democratize spiritual knowledge. The metre
of Atmopadesa Satakam is often identified
as Dravida-vrtta or Darduraka by scholars,
which exhibits a simple, rhythmic flow
suitable for continuous, self-instructive
meditation.

In Sree Narayana Guru’s hands, metre
(Chandas) transcends its technical function
and becomes a structural vehicle for
philosophical and emotional conveyance.
The meticulous choice between a majestic
Sanskrit Vritta and a simpler Dravidian metre
is always guided by the subject matter and the
intended emotional effect (rasa). The thythm
(gati) established by the metre acts as the first
layer of poetic suggestion (dhvani), preparing
the reader for the ultimate realization of the
poem’s core bhava (permanent emotion). This
deliberate and masterful use of metre is what
elevates his poetry from mere versification
to a profound work of art in the tradition of
Indian Poetics. The rhythmic patterns are
the silent partners in the dialogue between
the poet and the seeker.
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6.3.2 Rhythm and Emotion:
The Theory of Rasa and Gati

6.3.2.1 The Poetic Bridge: Gati
and Rasa

The core of Indian Poetics lies in the
concept of Rasa (aesthetic flavour or
emotion), which is the final, consummate joy
experienced by the Sahrdaya (the sensitive
reader or audience). The transition from
the technical structure of the verse to this
subjective experience is mediated by the
rhythm (gati). The gati of a metre is the
kinetic force that translates the arrangement
of syllables into an auditory experience,
which, in turn, acts as a vibhava (determinant)
for the emotional response. Sree Narayana
Guru’s choice of metre is never accidental;
it is a meticulously calculated poetic device
to pre-condition the mind for the intended
bhava (permanent emotion) that ultimately
blossoms into the rasa. For instance, the
measured, steady gati of a grand Sanskrit
Vrtta immediately suggests seriousness and
depth, fitting the Santa Rasa (Tranquility)
inherent in Advaita philosophy.

6.3.2.2 The Rasa-Siitra and
Emotional Suggestion (Dhvani)

According to the famous Rasa-Sitra
formulated by Bharata Muni in the
Natyasastra, Rasa arises from the combination
of Vibhava (determinants), Anubhava
(consequents), and Vyabhicaribhava
(transitory feelings). In poetry, the metre
and its rhythm function primarily as a
structural Vibhava. They suggest the Sthayr
Bhava (permanent emotion) through the
subtle mechanism of Dhvani (suggestion),
as later elaborated by Anandavardhana
and Abhinavagupta. The sound pattern
(dhvani) of arhythm can be slow (vilambita),
medium (madhyama), or fast (druta). A slow
vilambita rhythm is ideal for emotions like
Santa (Tranquility) or Karuna (Pathos), as
it allows the mind to dwell on the bhava.

A fast druta rhythm is typically suited for
Raudra (Furious) or Bhayanaka (Fearful)
rasas.

6.3.2.3 Sree Narayana Guru’s Use
of Rhythmic Gati for Santa Rasa

In his major philosophical works, Sree
Narayana Guru overwhelmingly seeks to
evoke Santa Rasa, with its Sthayi Bhdva being
Sama (calmness) or Nirveda (detachment).
This is achieved through the deployment
of metres that have a naturally grave and
composed gati.

Consider the Mathebham Vrtta (Sanskrit
Syllabo-quantitative metre), which has
20 syllables per line. Its complex pattern
of ganas (M-S-J-S-T-T-G-QG) results in a
grand, heavy, and majestic rhythm. This
gati compels a measured, slow recitation,
perfectly embodying the stillness of pure
contemplation. The length and measured
pace allow for the subtle suggestion of the
infinite nature of the Divine, as seen in his
Sanskrit stotras:

Original Sanskrit:

ST b BRUHITAR
R lECIRPES PR E IS I ]
T 9 %A T T BRUMT [hisdc
T A e TR T |

Transliteration (Mathebham Vrtta):
ajfianameva kila karanami$varasya
srstyadikaryaghatanasya vido na tasya.
yasmai na karma na ca karanameva kificit
tasmai namo bhagavate gurave namaste.

The rhythm here is inherently profound
and slow, preventing any feeling of triviality
or lightness. It imposes a meditative solemnity
on the reader, acting as a direct path for the
realization of Santa Rasa. The very length
of the verse line forces a rhythmic pause
that deepens reflection.
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6.3.2.4 Contrast with Dravidian
Rhythms for Accessibility

While the Sanskrit Vrttas are used for
high-end philosophical declaration, the
Guru’s Dravidian metres, often employed
in his Malayalam works, utilize a simpler gati
for broader spiritual access. The Dravidian
metres, being closer to the rhythmic flow of
spoken Malayalam, create a rhythm that is
easier to internalize and use for daily chanting
or self-reflection.

In the Darduraka gati (or similar Dravidian
metres) of the Atmopadesa Satakam, the
rhythm is constant and flowing, designed
not for dramatic effect but for continuous
meditative immersion. This simplicity fosters
a quiet, internalised Santa Rasa, making the
Advaitic message not dauntingly complex,
but serenely accessible.

Original Malayalam (Darduraka gati):

@poleom1syimalmodlenaclarl-
Moo &®orIclarlel moo.
@RAIN0O MIOEHWACTAIL)0-
@O01IW)o DaOAM] G AILIo.

The short, rhythmic, and repeating
gati here creates a hypnotic, mantra-like
effect. The rhythm itself is the anubhava
(consequent) of the seeker’s meditative state,
gently guiding them towards the stillness
of Self-knowledge.

Sree Narayana Guru’s success in
fusing profound philosophy with sublime
poetry rests heavily on his control over
rhythm (gati). He strategically deploys
the weight and majesty of Sanskrit Vrittas
to elevate the declaration of the absolute
truth (Brahman) to its highest Santa Rasa
potential, while using the fluid, accessible
gati of Dravidian metres to make the process
of self-realization practical and pervasive.
The rhythm, therefore, is the prime aesthetic
communicator of the intended bhava, making
the reading experience a direct path to the
intended emotional and spiritual realization.
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This confirms the profound truth in Indian
Poetics: the sound pattern is as vital as the
semantic content.

6.3.3. Vedic Metres and
Guru’s Usage: The Role of
Anustubh

6.3.3.1 The Primacy of Vedic
Metres in Indian Poetics

The oldest known metres in Indian
literature are the Vedic metres (Chandas),
which were used to compose the Rgveda
and other sacred texts. The most prominent
among them are Gayatri, Usnik, Tristubh,
and, crucially for later classical poetry, the
Anustubh. Vedic metres are syllabic, meaning
their structure is primarily determined by
the fixed count of syllables per line or
quarter-verse (pada). While the rules for
laghu (short) and guru (long) quantities
were less rigid in the earliest Vedic phase,
the metre evolved into the highly refined
classical Sloka form, which is essentially
the classical and perfected version of the
Anustubh. Sree Narayana Guru, as a scholar
deeply rooted in the Vedic tradition, utilized
this metre extensively to confer a sense of
antiquity, authority, and universality upon
his spiritual declarations.

6.3.3.2 The Classical Anustubh
(Sloka): Structure and
Significance

The Anustubh or Sloka metre is the
most common metre in classical Sanskrit
literature, forming the backbone of epics like
the Mahabharata and Ramayana. A standard
Sloka consists of four padas (quarter-verses),
with eight syllables in each pdda. While the
first six syllables are variable in quantity,
the rhythm is strictly governed by the latter
part of the line. The rule is typically:

¢ The fifth syllable must be laghu
(short).
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¢ The sixth syllable must be guru
(long).

¢ The seventh syllable must be
laghu (short) in the first and
third padas.

¢ The seventh syllable must be
guru (long) in the second and
fourth padas.

This simple yet effective structure creates
a steady, easily memorized, and universal gati
(rhythm), making it ideal for the transmission
of knowledge and philosophical maxims.

6.3.3.3 Guru’s Masterpiece in
Anustubh: Daiva Dasakam

Sree Narayana Guru’s widely chanted
universal prayer, Daiva Dasakam (Ten Verses
on God), is a perfect example of the classical
Anustubh metre used to achieve profound
spiritual suggestion. The choice of this
metre is strategic. The regular, repetitive,
and unpretentious rhythm ensures that the
deep concept of non-dualistic prayer remains
accessible and chantable by everyone,
irrespective of their scholastic background.
This democratization of the sacred text is a
key aspect of the Guru’s mission.

Here is the first verse of Daiva Dasakam
in Malayalam, adhering to the Anustubh
structure:

Original Malayalam:

OOBAIGH! H00MABHOUIHEB3) OISO
©16883) 60)6BBOS;

moaile:ad M1 2aIMileB90, e0ailalm emo
6l mladalBo

6.3.3.4 The Rhythm and
Emotional Effect of Anustubh

The gati of the Anustubh metre is
characterized by its fluidity, moderation
(madhyama), and internal balance.

1. Fluidity for Universality: The

Anustubh avoids the dramatic
complexity of the longer Vrittas
(like Sardilavikriditam). Its
simple rhythm allows the
focus to remain purely on the
meaning (artha) of the prayer—
the essential dependence on the
Divine. This simplicity aids in the
sustained contemplation required
for Santa Rasa.

2. Repetitive Gati for Mantra
Effect: The -eight-syllable
pattern, constantly repeating,
gives the poem a mantra-like
quality. Chanting the Daiva
Dasakam repeatedly, facilitated
by this metre, acts as a bhavana
(meditative practice), gradually
instilling the Sthayi Bhava of
Sama (calmness) in the seeker.

3. Subtle Suggestion (Dhvani)
of Bhakti and Santa: While
the primary rasa is Santa, the
tone is supplicatory, suggesting
a foundation of Bhakti Rasa
(Devotion). The moderate gati
allows for a feeling of earnest
appeal, perfectly capturing
the delicate balance between
the seeker’s devotion and the
profound calmness that comes

from realizing the immanence
of God.

6.3.3.5 Vedic Authority and
Philosophical Weight

By choosing the Anustubh, Sree Narayana
Guru places his work squarely within
the lineage of the most revered ancient
Indian texts. This conscious choice lends
philosophical weight and canonical authority
to his new spiritual philosophy (Advaita
Vedanta expressed through the common
language). It is an implicit statement that
his teachings are not merely a regional
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phenomenon but a continuation of the eternal
Vedic wisdom, encapsulated in a simple,
universally accessible form. The metre
becomes a bridge connecting the ancient,
sacred tradition with the modern, socially-
conscious spiritual path he advocated.

The use of Vedic metres, specifically the
Anustubh, in Sree Narayana Guru’s poetry
demonstrates the power of simplicity in
aesthetic communication. He utilizes the
metre’s steady, easily memorable gati to
deliver the most profound and essential
spiritual truths. The rhythm itself is designed
to soothe and focus the mind, preparing the
reader not for dramatic emotional release,
but for the quiet, sustaining realization of
Santa Rasa. This deliberate employment of
the Vedic metre is a hallmark of his poetic
strategy—using authoritative form to deliver
radical, universal spiritual content.

6.3.4 Use of Sanskrit and
Dravidian Metres: A Poetic
Synthesis

6.3.4.1 The Poetic Dualism:
Sanskrit and Dravidian Metres

Sree Narayana Guru’s poetic oeuvre is
marked by a masterful integration of two
distinct streams of Indian prosody: the
Sanskrit Vrttas (syllabo-quantitative metres)
and the Dravidian metres (matra-based or
quantitative metres). This synthesis was
a deliberate artistic and spiritual choice,
reflecting his role as both a classical scholar
of the Vedanta and a populist reformer
committed to disseminating knowledge in
the vernacular. The Guru moved beyond
the traditional Manipravalam style where
Sanskrit vocabulary was merely mingled
with Malayalam grammar by structurally
integrating the rhythms (gati) of both traditions
to serve his non-dualistic philosophy.
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6.3.4.2 Sanskrit Vrttas for
Transcendence and Authority

The Sanskrit Vrttas are characterized
by their fixed number of syllables per line
and the strict, prescribed sequence of laghu
(short) and guru (long) syllables, grouped
into ganas. The Guru typically employed
the grander metres like Sardilavikriditam
(19 syllables), Mathebham (20 syllables),
and Malint (15 syllables) in his Sanskrit
stotras and major philosophical treatises
like Darsanamala (Garland of Visions).

¢ Function of Sanskrit Vrttas: They
are used to convey the authority,
complexity, and transcendental
nature of Advaita Vedanta. The
complex, majestic, and often
slow gati of these metres creates
a distance, elevating the subject
matter to the level of ultimate
reality (Brahman). They prepare
the reader for Santa Rasa by
demanding a focused, almost
ritualistic recitation.

An example of the majestic gati of a
Sanskrit Vrtta is seen in his work, using
the Malint metre (N-N-M-Y-Y):

Original Sanskrit:

Ffcifadamsrd i fasd fage

T 9 fehed udc Hea eI |
ARG g i T HTe o=
e & afevarafia aug Fartad o ||

Transliteration (Malin1 Vrtta):
ativitatamasesam bhati viSvam vidire
na ca nikatata etat satyamityuktamasma.
parivrtiriva $tinye bhati tasmat tvamant-a
stadanu na hi bahi§capyasti vastu kvacit
te.

The smooth, rhythmic pattern of the Malini
facilitates the contemplation of the vastness of
the universe and the non-existence of duality
(bahisca), perfectly aligning the rhythm with
the subject of cosmic non-duality.
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6.3.4.3 Dravidian Metres for
Immanence and Accessibility

In contrast, the Dravidian metres—often
based on matras (morae) or on indigenous
ganas are utilized extensively in his
Malayalam works, particularly Atmopadesa
Satakam (One Hundred Verses of Self-
Instruction). These metres, sometimes
classified as Dravida-vrttas or Jatis, are
closer to the rhythms of Malayalam folk
songs and spoken poetry.

¢ Function of Dravidian Metres:
They are used to ensure the
immanence, accessibility, and
practical application of spiritual
truth. The simple, rthythmic, and
chantable gati of these metres
democratizes the philosophical
content, making the most
profound Advaitic instruction
easy to memorize and integrate
into daily life. They evoke a quiet,
internalized Santa Rasa.

The rhythm of the Dravidian metre in
Atmopadesa Satakam (often identified with
the gati of Darduraka or Nasvaravrtta) is
steady and flowing:

Original Malayalam:

@RAIMAIMICR VYELOTIMI.2IG]H6)
INAIV alOIM) AV)RIAHIMOT QIGOsMo.
DOIM)OS SR aNeIEBS100I0-
OMO0))0lWABa eMo
BAMICWINSHWAN)0

6.3.4.4 The Poetic Synthesis:
Bridging the Divide

The genius of Sree Narayana Guru lies
not just in using both, but in using them
selectively and strategically.

1. Philosophical Hierarchy: He

assigns the weighty, complex,
and authority-laden Sanskrit

R

Vrttas to the declaration of
the ultimate, unqualified truth
(Nirguna Brahman), which is
transcendent.

2. Social Immanence: He employs
the simpler, fluent Dravidian
metres for the practical, ethical,
and social implementation of that
truth—such as his famous dictum
on self-effort and universal
welfare found in Atmopadesa
Satakam.

The Sanskrit Vrtta evokes a sense of
awe and detachment (high Santa), while
the Dravidian metre evokes a sense of calm
conviction and ethical duty (practical Santa).
The contrast between the two rhythmic
worlds perfectly mirrors the dual aspect of
his philosophy: the supreme, unchanging
reality (Sanskrit) and its compassionate,
social application (Dravidian). This synthesis
demonstrates a profound understanding of
how rhythm (gati) is inextricably linked
to the emotional and intellectual reception
of the text.

Sree Narayana Guru’s fusion of Sanskrit
and Dravidian metres set a new standard in
Malayalam poetry, moving beyond mere
linguistic blending to achieve true prosodic
integration. By meticulously matching the
rhythmic structure of a metre to the level
and nature of the spiritual experience he
sought to evoke, he ensured that the rhythm
itself became an integral part of the dhvani
(suggestion), leading the reader to the
intended Santa Rasa.
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6.3.5 Specific Metre-Rasa
Connections: Simhendra
Mukham, Mathebham, and
Viyogini

6.3.5.1 Introduction: Metre as a
Communicator of Rasa

The efficacy of Sree Narayana Guru’s
poetry is best demonstrated by analyzing
how specific Vrttas (metres) are deployed to
trigger particular Sthayi Bhavas (permanent
emotions), leading to the realization of a
specific Rasa. Guru highlights three metres
Simhendra Mukham, Mathebham, and
Viyogini each serving a distinct emotional
and philosophical purpose, proving that metre
choice is the foundation of his poetic dhvani
(suggestion).

6.3.5.2 Simhendra Mukham and
Mathebham for Santa Rasa

Both Simhendra Mukham and Mathebham
are lengthy, complex Sanskrit Vrttas (syllabo-
quantitative metres), and Sree Narayana
Guru uses them strategically to evoke the
supreme Santa Rasa (Tranquility).

A. The Structure and Gati

¢ Mathebham Vrtta (Matanga
Leela): This metre has 20 syllables
per pada (quarter-verse). Its
gana pattern (M-S-J-S-T-T-G-G)
begins with the Ma-gana (all guru
syllables: S-S-S), followed by
other ganas containing a high
density of guru syllables and
strategically placed yatis (pauses).

¢ Simhendra Mukham Vrtta:
This metre is also known for its
majesty and high guru syllable
density. Its rhythmic structure
demands a measured, slow, and
solemn recitation.
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B. Evoking Santa Rasa

The gati (rhythm) produced by these
metres is vilambita (slow) and gambhiram
(grave). This rhythmic quality acts as a
powerful vibhava (determinant) for Santa
Rasa in the following ways:

1. Imposition of Solemnity: The
length and weight of the lines
prevent any light or trivial feeling,
compelling the reader into a state
of serious, profound reflection—
the mental prerequisite for
realizing Sama (calmness/
equanimity), the Sthayi Bhava
of Santa.

2. Suggestion of Vastness: The long
rhythmic phrase allows for the
expression of grand, expansive
philosophical ideas related to
the absolute nature of Brahman.
The measured pace mirrors the
eternal, unchanging nature of
the truth.

3. Mantra-like Effect: In his Sanskrit
stotras dedicated to various
deities, these metres are used.
The measured, repetitive chanting
of these complex rhythms induces
a focused, meditative state that
naturally dissolves mental
agitation, leading to spiritual
calmness.

A verse in Mathebham from a Guru Stotra
illustrates this solemnity:

Original Sanskrit:

BTGB TG
IHTER TR dEE |
IS TR
g A e warar

Transliteration (Mathebham Vrtta):

9,
T 5%
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kamadikaranamalakaramugradukhham
damadyanantavisayakulametadantam.
lokadi samsrtisukhabhramamakalayya
premakaram bhavatu cittamume
bhavanyam.

The strong, deliberate rhythm underscores
the plea for the mind to rise above the
ugradukhham (terrible suffering) of worldly
cycles and fixate on the Divine, which is the
definition of Santa Rasa.

6.3.5.3 Viyogini for Karuna Rasa

The Viyogini metre stands in stark contrast
to the majestic Vrttas and is utilized by
Sree Narayana Guru when addressing the
suffering and ignorance inherent in the human
condition, thereby evoking Karuna Rasa
(Pathos or Pity).

A. The Structure and Gati

¢ Viyogini Vrtta: This is an
Ardhasama Vrtta (semi-similar
metre), meaning the odd-
numbered padas (1st and 3rd)
and the even-numbered padas
(2nd and 4th) have different
structures.

* 0dd padas: Vi-S-S-1-S-1-S
(7 syllables)

* Evenpadas: Vi-S-S-I-S-1-S-1
(8 syllables)

¢ The unevenness in line length
(7 followed by 8 syllables) and
the specific ganas used give
the Viyogini a rhythm that is
inherently irregular, slightly
halting, and plaintive-it feels
incomplete or yearning.

B. Evoking Karuna Rasa

The rhythmic characteristics of Viyogini
are perfectly suited for Karuna Rasa, whose
Sthayt Bhava is Soka (Sorrow or Grief).

1. Rhythm of Grief: The uneven,
slightly broken gati mirrors the
state of the mind afflicted by
sorrow or a sense of loss (Viyogini
literally means ‘separated
woman’). This thythm naturally
suggests sadness, inadequacy,
or pity for the plight of the
unenlightened.

2. Suggestion of Pity: The Guru
often uses this metre to express
pity for those lost in the ignorance
(Ajfiana) of the worldly illusion
(Mdaya). The metre becomes
the sympathetic voice of the
enlightened guide, conveying
the deep sense of spiritual lack
felt by humanity.

While a specific full Viyogini example
from the Guru’s work is less common than his
Santa metres, scholars note his employment
of similar halting rhythms when lamenting the
social and spiritual plight of man. The very
name and nature of the metre are associated
with themes of separation and distress, which
is the foundational vibhava for Karuna Rasa.

Sree Narayana Guru’s choice of prosody
is an act of poetic precision. By utilizing the
heavy, symmetrical rhythms of Simhendra
Mukham and Mathebham to establish the
majesty of Santa Rasa, and contrasting it with
the uneven, plaintive rhythm of Viyogini
to express the sorrow of human ignorance
(Karuna Rasa), he masterfully wields the
tools of Indian Poetics. The analysis of these
specific metre-rasa pairings demonstrates that
the rhythm (gati) is the first, most subtle,
and most powerful layer of dhvani (sugges-
tion), guiding the seeker toward the poem’s
intended emotional and spiritual realization.
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Recap

¢ Metre structure dictates Gati (thythm) and Dhvani (sound suggestion).
¢ Gati acts as the Vibhava for the experience of Rasa.

¢ Vedic metres like Anustubh convey authority and are easily memorized.
¢ Anustubh’s steady rhythm is ideal for mantra effect and Santa Rasa.

¢ Mathebham and Simhendra Mukham evoke profound Santa Rasa through
slow, heavy rhythm.

¢ Viyogint’s uneven rhythm suggests sorrow and evokes Karuna Rasa.

¢ Guru fused Sanskrit Vrttas and Dravidian Matra-vrttas for dual function
(authority vs. accessibility).

Objective Questions

1. Which term in poetics refers to the aesthetic flavour or emotion?
2. What is the fundamental movement or flow created by the metre called?
3. The supreme Rasa evoked by Guru’s philosophical works is what?

4. Which emotion (Rasa) has Soka (Sorrow) as its permanent emotion
(Sthayr Bhava)?

5. Which metre is essentially the classical and perfected version of the
Vedic Anustubh?

6. The 20-syllable Sanskrit Vrtta mentioned for its majestic rhythm is
called what?

7. What is the metrical unit of time or morae in Dravidian metres?
8. The metrical pause crucial for breath control is known as what?
9. Which Rasa is evoked by the metre Viyogini?

10. The Anustubh metre is used in which famous universal prayer by Guru?
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Answers

1. Rasa

2. GQGati

3. Santa
4. Karuna
5. Sloka

6. Mathebham

7. Matra
8. Yati
9. Karuna

10. Daivadasakam

Assignments

1. How is the rhythm (Gati) of a metre linked to the generation of Rasa
in Indian Poetics?

2. Explain the structural and thematic significance of Guru’s choice of
the Anustubh metre.

3. Discuss the characteristics of vilambita (slow) Gati and its role in
achieving Santa Rasa.

4. Analyze the poetic strategy behind Guru’s fusion of Sanskrit Vrttas
and Dravidian metres.

5. Justify why the uneven rhythm of the Viyogini metre is suitable for
conveying Karuna Rasa.
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I Inflence of Dravidian Poetics
and Diction in Guru's Poems

UNIT

Learning OQutcomes

Upon successful completion of this unit, you will be able to:

¢ contrast the core features of Dravidian Poetics (matra-based) with Sanskrit
Poetics (aksara-based)

¢ analyze Guru’s linguistic synthesis and strategic use of the Tamil-
Malayalam lexicon

¢ cevaluate how Dravidian Metres (Jatis) achieved accessibility and
democratization of spiritual knowledge

¢ discuss the thematic influence of Siddha Philosophy and Arul on Guru’s
social critique

Prerequisites

Sree Narayana Guru’s poetry represents a revolutionary synthesis, grounding
profound Advaitic philosophy in the democratic heart of Dravidian Poetics and
linguistic traditions, particularly Tamil. This choice was a deliberate socio-political
and aesthetic strategy. While the Sanskrit tradition, rooted in Aksara-vrttas (syllabo-
quantitative metres), often served elite, abstract metaphysics, Dravidian poetics,
built on Jatis (Matra-vrttas or quantitative metres), prioritized inherent musicality,
flexibility, and a language closer to lived experience. By mastering Tamil alongside
Malayalam and Sanskrit, Guru created a unique literary space. He consciously
rejected the ornamentation and philosophical obscurity of the Manipravalam style,
favoring plain Malayalam (pacha Malayalam) enriched with powerful Dravidian
terms like Arul (Divine Grace) and Porul (Absolute Truth).
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This preference for simplicity and vernacular diction was an act of cultural lib-
eration, bypassing the Sanskrit hegemony that excluded marginalized communities
from high philosophical discourse. Guru ensured that his foundational texts, like the
Atmopadesa Satakam, employed the fluid, chantable cadence of a Dravidian metre,
transforming complex Advaitic instruction into an easily internalized, mantra-like
rhythm suitable for meditation (Mananam). Furthermore, his work bears the indelible
thematic stamp of the Tamil Siddha Tradition, a historical counter-culture that fiercely
rejected caste, ritualism, and external worship in favor of direct, internal spiritual
realization and universal compassion. This influence fuels his ethical injunctions
and social critiques, such as the famous slogan from Jati Nirnayam (‘One caste,
one religion, one God for mankind’). The pervasive Dravidian aesthetic in Guru’s
work thus made the path to self-realization accessible, immanent, and fundamen-
tally democratic

Keywords

Dravidian, Jatis, Matra-vrtta, Arul, Porul, Siddha, Moliccerppu

Discussion

rooted in lived, local experience. Guru’s
mastery of Tamil, alongside Malayalam
and Sanskrit, positioned him uniquely to
synthesize these two classical streams,
using the Dravidian elements- especially
its simplicity and immanence-to counter the
Sanskrit-centric hegemony that traditionally
excluded marginalized communities from
high philosophical discourse.

6.4.1 Foundations of
Dravidian Poetics:
Contrasting with Sanskrit
Traditions

6.4.1.1 Introduction to
Dravidian Poetics and Guru’s
Context

Sree Narayana Guru’s literary aesthetic is
marked by its profound grounding in Dravidian
poetics and linguistic traditions, particularly
Tamil. This influence is not incidental; it is a
deliberate artistic choice that facilitated his

6.4.1.2 Dravidian Chandas vs.
Sanskrit Vrttas

The contrast between the two prosodic
systems forms the bedrock of Guru’s stylistic

0
®)

mission of democratizing knowledge and
spiritual inquiry. Dravidian poetics, distinct
from the Indo-Aryan Sanskrit tradition,
emphasizes matra-based (prosodic length)
metres, inherent musicality, and a language

choices. Sanskrit Vrttas (metres), such as
Sardiilavikriditam and Mattebham, are
syllabo-quantitative (aksara-vrtta). They
rely on a fixed number and sequence of laghu
(short) and guru (long) syllables, creating
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rhythms that are majestic, grand, and highly
regulated, often serving themes of cosmic
vastness and profound metaphysics.

In contrast, the core of Dravidian prosody
lies in Jatis (metres) and Dravida-vrttas,
which are primarily quantitative (matra-
vrtta). Their rthythm is governed by the
number of matras (moras or time units)
per gana (metrical foot), rather than a rigid
syllable sequence. This system allows for
greater flexibility, leading to rhythms that are
typically more fluid, natural, and akin to folk
music or everyday speech. Guru’s choice of
indigenous Dravidian metres ensured that
his most foundational philosophical works in
Malayalam, such as Atmopadesa Satakam,
possessed a cadence that was immediately
accessible and chantable by the common
person, aligning the sound of the verse with
the social aim of inclusion.

6.4.1.3 The Language of
Immanence and the Rejection of
Elitism

The Dravidian aesthetic rejects the
philosophical obscurity and ornamentation
often associated with elite Sanskrit-dominant
poetry. Sree Narayana Guru consciously
adopted plain speech (pacha Malayalam)
and simple diction to articulate his Advaitic
vision. This linguistic choice, heavily
informed by the simplicity of Tamil Siddha
and Bhakti poets, transformed philosophy
from a ‘cerebral exercise’ to a practical tool
for ethical awakening.

The Dravidian influence is thus evident in
Guru’s preference for clarity and simplicity,
as expressed in the need to convey profound
thought in the most accessible manner. His
poetry became a structural vehicle for social
transformation.

6.4.1.4 The Socio-Political
Dimension of Linguistic Choice

Guru’s adoption of Dravidian linguistic
and poetic elements was a powerful reformist
strategy. By choosing Malayalam (his native
language), which is a Dravidian language,
he bypassed the Sanskrit monopoly that the
Brahminical elite maintained over spiritual
and philosophical knowledge. This decision
was an act of cultural liberation, affirming
that spiritual truths are universal and do
not require the mediation of a privileged
language or a priestly class.

The Dravidian ethos provided the perfect
framework for his famous egalitarian slogan:

R0) RG] B0) 2Mo B0) HOBAI AMYaHU M)
Orujati oru matam oru daivam manusyanu

(‘One caste, one religion, one God for
mankind’)

This statement’s strength lies not only in
its universal message but in its presentation
through simple, rhythmic Malayalam, making
it a revolutionary dictum rooted in the
local culture. This integration of Dravidian
simplicity with Advaitic profundity redefined
the purpose of poetry, turning it into an
instrument for democratizing knowledge
and promoting social inclusivity.

6.4.2 Linguistic Synthesis:
The Tamil-Malayalam
Diction and Lexicon

6.4.2.1 The Trilingual Identity
and Dravidian Lexicon

Sree Narayana Guru’s trilingual
proficiency-Malayalam, Sanskrit, and Tamil-
was a hallmark of his genius, allowing him
to strategically choose his vocabulary based
on the audience and the thematic gravity. His
poetic diction, particularly in Malayalam, is
enriched by a seamless fusion of Tamil and
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Sanskrit, moving beyond the mere mingling
of words (Manipravalam) to achieve true
linguistic integration.

The Dravidian influence is particularly
potent in the adoption of Tamil lexicon
and idiomatic expressions that carried
deep devotional and philosophical weight.
Guru’s conviction was that ‘when writing in
Malayalam, it must remain truly Malayalam’.
This led him to favor Dravidian terms even
when Sanskrit equivalents were available,
enriching his poetry with an authentic
and functional vocabulary that was never
decorative but always expressive and
purposeful.

6.4.2.2 Key Dravidian Terms
and Their Semantic Depth

Guru frequently incorporated Tamil-
derived words that function as philosophical
signposts, giving his poetry a layered cultural
significance

¢ @no)ud(Arul) - Divine Grace: This
term is central to Tamil Shaiva
Siddhanta and often appears
in Guru’s verses instead of or
alongside the Sanskrit equivalent
anugraha. It denotes the all-en-
compassing, non-mediated grace
of God, instantly connecting his
Malayalam works to the emotion-
ally rich Tamil Bhakti tradition.
For instance, in his devotional
poetry, phrases like arul nalgu
(‘grant grace’) directly borrow
the Tamil idiom.

¢ oano)d(Porul) - Absolute Truth/
Essence: This word denotes
meaning, absolute truth, and
foundation depending on the con-
text. It is linked to purusarthas in
Tamil philosophy (aram, porul,
inbam, vitu), conveying a layered
cultural significance that rein-
forces his thematic depth.

¢  »0)(Karu) - Core/Causal Womb:
This term, used to denote the
causal womb or the original
consciousness, is crucial in
Atmopadesa Satakam to express
the immutable essence within all
beings. It represents a conscious
choice of a Dravidian-rooted term
for a high-Advaitic concept.

6.4.2.3 The Poetic Blending:
Tamil Idiom in Malayalam

The synthesis is most striking in how Guru
weaves Tamil and Sanskrit into a composite
Malayalam diction, especially in his reflective
works. A perfect example is the invocation
in Cijjada Cintanam (Thought and Inertia),
which seamlessly blends Sanskrit and Tamil/
Malayalam lexicon:

a)@20BM] AJOMAYED®, BER, AUWYGA,
2W)OHMICW,

oauee, allwlnowaeod] @losmmls)oanad
AlMICW, alBalHRECH, NDMICW!

(The new nectar jaggery, the new whis-
pering mango fruit, Honey, sweet fruit, juice.
My husband as destiny, Your flowerlike feet
determine my journey.)

This layered address, using words like
putumankani (new mango fruit) and mathu
(honey) alongside philosophical concepts
like Vidhi (destiny), demonstrates the flow
where inner and outer meanings merge.

Another instance of Dravidian lexicon
blending with high philosophy is seen in
this verse from Svanubhava Giti (Song of
Self-Experience), where the simplicity of
language carries profound weight:

@PRO)C8 MIWBHSIWO)B0-

210)81S) M 1O MO HHOO0IDOCW!
D0)63! HASIGW! MS)AI0-

D0)G8 H0SI03 HS1HN)ON0) Hal00)CB!

m SGOU - SLM - BA Philosophy- Sreenarayanaguru’s Poetry in the Light of Indian Poetics @
X ~



6.4.2.4 Literary Intent:
Inclusivity and Dhvani

This linguistic choice served a powerful
political and philosophical end. By ensuring
his works were readable and memorizable in
the vernacular, Guru broke caste and class
barriers, democratizing the path to self-real-
ization. The Dravidian diction, often closer
to colloquial speech, created a rhythmic flow
(gati) that was easy to internalize, ensuring
the philosophical message was pervasive
and practical.

The Tamil influence thus forms a core
component of Guru’s dhvani (suggestion).
The very sound and rhythm, derived from
Dravidian sources, subtly hint at a spiritu-
ality that is grounded, compassionate, and
fundamentally accessible to all, reinforcing
the Guru’s inclusive, universalist outlook.

6.4.3 Dravidian Metres
(Jatis): Rhythm and
Accessibility in Guru’s
Poetry

6.4.3.1 The Strategic Use of
Dravidian Metres (Jatis)

Sree Narayana Guru’s deployment of
indigenous Dravidian metres (Jatis or
Dravida-vrttas) was a crucial part of his
aesthetic and reformist strategy, contrasting
sharply with the majesty of Sanskrit Vr#ta.
While the latter conveyed cosmic abstraction,
Jatis were selected for their inherent acces-
sibility, musicality, and direct connection to
the vernacular’s natural thythm. This choice
transformed philosophical texts into easily
chantable and popular spiritual manuals.

The Dravidian system is distinguished
by its reliance on the matra (prosodic unit
of time) and rhythmic structure rather than
the strict syllable count (aksara), leading to
a gati (thythm) that is less rigid and highly
suited for the simple, flowing content that
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democratized Guru’s Advaitic philosophy.

6.4.3.2 Atmopadesa Satakam and
the Dravidian Gati

The most prominent example of this aes-
thetic choice is the metre used in Guru’s
philosophical magnum opus, Atmopadesa
Satakam (One Hundred Verses of Self-
Instruction). Scholars often classify this
metre as a Dravida-vrtta or, specifically,
Mrgendramukham (Acala or Suvakta), which
exhibits a consistent, rhythmic pattern of 14
syllables per foot, distinct from traditional
Sanskrit metres. It uses a sequence of ganas
(Na, Ja, Ja, Ra, Ga) and is noted for its
rhythmic experiments. The metre is also
used in 58 slokas of Sivasatakam.

The rhythm is flowing and steady, designed
not for dramatic effect but for continuous
meditative immersion. This simplicity fosters
a quiet, internalized Santa Rasa (Tranquility),
making the Advaitic message serenely
accessible.

An example demonstrating the smooth,
indigenous cadence is found in a key eth-
ical verse:

@PRAIMAIMOCR AVIRIATIMIIBIHE) -
am QAMaloMM)IV)RICHIMIY QIGDEMO.
DAIM)OS &AM aNeIEBS10010-
®MI0)»)GlWABa eMo BAGIEWINSHWAN)o.

This short, rhythmic, and repeating gati
creates a mantra-like effect, which facilitates
the continuous reflection and inculcation of
ethical principles, particularly the golden
rule of universal welfare.

6.4.3.3 Kundalinipattu and the
Folk Tradition

The Dravidian influence extends into
the folk realm with compositions like
Kundalinipattu (Song of the Kundalin),
which utilizes a metre reminiscent of the
simple, indigenous Manjari metre or Pampatti
Chinth (Reflections of the Snake-charmer).
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The rhythm of Kundalinipattu is rustic
and colloquial, often mirroring the cadence
of a lullaby or a simple yogic chant. This
choice aligns the esoteric spiritual concept of
Kundalint awakening with a familiar, non-
elite idiom, democratizing yogic practice.
The metre, which has twelve syllables in the
first line and ten in the second, also carries
the linguistic and spiritual influence of the
Tamil Siddha tradition.

A verse from the text captures this rhyth-
mic energy:

@RS) aldGMI, al)No GMS) aldGMI, WO)
BOMMBHN) VM) HH6NBOS) aldGM.
OlH:B)Jo OBHOMNWIo 2NSIA1VOM alB3-
al®HRo Gal@aM) MIANIS) aldGM.

The repetitive, direct rhythm and the use of
the familiar term paampé (O! Snake!) creates
a compelling sonic and spiritual experience,
embodying the ecstatic movement of the
Jjiva (soul) joining Shiva’s cosmic dance.

6.4.3.4 Rhythmic Purpose:
Meditation and Outreach

Guru’s purposeful selection of Dravidian
metres directly served his mission:

1. Meditation (Mananam): The
steady, chantable gati of Dravida-
vrttas facilitated sustained
contemplation and memory,
turning philosophical instruction
into an internal, practical practice.

2. Social Outreach: By using metres
that avoided the stiffness of
the heavily regulated Sanskrit
forms, Guru ensured that his
poetry was immediately orally
friendly and could be recited
and absorbed by the illiterate
masses. This was essential for
the rapid dissemination of his
reformist and unifying ideals,
making the rhythm itself a tool
for social transformation.

A

6.4.4 Thematic Influence:
Siddha Philosophy, Social
Critique, and Arul

6.4.4.1 Tamil Siddha Tradition
as a Counter-Culture

The Tamil Siddha tradition, which
flourished between the 6th and 14th centuries
CE, provided Sree Narayana Guru with a
powerful philosophical and poetic model for
social critique and spiritual independence.
Siddha poets like Pambatti Siddhar and
Tirumoolar were iconic spiritual iconoclasts,
rejecting caste barriers, ritualism, and the
Brahminical monopoly over knowledge in
favor of direct experiential knowledge.

Guru was profoundly drawn to the Siddha
ethos because it functioned as a counter-
tradition to the rigid orthodoxy of Kerala.
He absorbed key Siddha principles:

¢ Body as the Temple: The concept
that the body (sarira) is the temple
of Siva, making the pursuit of
liberation an internal yogic
process, directly challenging
external temple worship and
ritual purity.

¢ Rejection of Ritualism and Caste:
Like the Siddhars, Guru fiercely
denounced caste and empty ritual.
His aphorisms and poems often
utilized plain, satirical language
(sandhya bhasa or twilight
language, filled with riddles) to
expose social absurdities, much
like the Siddha verses.

¢ Arul (Divine Grace): Guru’s
frequent use of the Tamil term
arul (grace), instead of the
Sanskrit anugraha, connects his
works to the Tamil Shaiva Bhakti
tradition, which prioritized the
all-encompassing, non-mediated
grace of the Divine.
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6.4.4.2 Universal Compassion
and Ethical Arul

The Dravidian concept of aru/ is central
to Guru’s ethical worldview, blending
seamlessly with the Buddhist concept of
karuna (compassion). His social philosophy
is rooted in the realization of non-duality
(Advaita) leading naturally to universal
empathy.

This ethical urgency is crystallized in his
didactic poem, Jivakarunyaparncakam (Five
Verses on Compassion for Living Beings),
which scholars see as a profound ethical
indictment rooted in the Siddha and Bhakti
tradition. The poem elevates non-killing
(kollavratam) and abstaining from eating
(tinnavratam) to the level of sacred vows.

The poem’s powerful critique of violence
is clear in verses that align the killer with
an animalistic nature:

O:0LI0T LI N}MIBS al)@0-
MEPT B DYOECOMIS) @)Rl§MAId
OHILNANAUMIA VO @~
ejoals mmadanisleno.

This radical stance, challenging even
religious doctrines that justify violence,
reflects the Siddha tradition’s fierce moral
clarity and rejection of hypocrisy.

6.4.4.3 The Structural Echo:
Kundalinipattu and Pampatti
Chinth

Guru’s adoption of the Tamil-based
Pampatti Chinth (Song of the Snake-charmer)
metre for his esoteric Kundalinipattu (Song
of the Kundalini) is a key demonstration of
Siddha influence.

¢ Pampatti Siddhar was a legendary
Tamil mystic poet who used the
snake (pampu) as a metaphor for
the soul or the subtle Kundalini
energy that must be controlled/
awakened.

@

¢ Guru’s poem, which addresses
the snake-like mind/energy to
‘Dance, O Snake! Seek your field,
O Snake!’ (Adu paambé, punam
théedu paambé), turns the yogic
process into a devotional folk
dance. This makes the esoteric
path accessible to the common
person through a familiar folk
idiom, embodying the Siddha
tradition’s practice of conveying
profound truth through simple
language.

This synthesis demonstrates Guru’s
creative adaptation: he took the esoteric
insight of the Tamil Siddha masters, purified
it with Advaitic philosophy, and delivered
it to the marginalized through the rhythmic
accessibility of Dravidian folk forms.

6.4.5 Case Study: Dravidian
Aesthetics in Afmopadesa
Satakam and Jati Nirnayam

6.4.5.1 The Dravidian Soul of
Atmopadesa Satakam

Atmopadesa Satakam (One Hundred
Verses of Self-Instruction) is Sree Narayana
Guru’s definitive statement on Advaita, and
its literary DNA is profoundly Dravidian.
The philosophical themes, though Advaitic,
are rendered accessible through the meter
and the lexicon, following the Dravidian
principle of simplicity and clarity.

The Dravidian aesthetic in this work is
defined by:

¢ The Accessible Meter:
The continuous, flowing
rhythm of the Dravida-vrtta
(Mrgendramukham), which
allows the deep philosophical
content to be easily chanted. The
rhythmic patterns enable inner
transformation and mananam
(meditation) by creating a
tranquilizing, mantra-like
cadence.
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¢ Aphoristic Simplicity: The poem
embodies the Upanisadic tradition
of brevity, condensing complex
concepts into concise, aphoristic
expressions, akin to the terse
ethical couplets of the Tamil
Tirukkural. Each verse functions
as a ‘philosophical aphorism’.

¢ Grounded Imagery: Guru eschews
complex mythological allusions,
preferring universal Dravidian
images rooted in everyday
experience: the sea and wave, the
sun and darkness, the light and the
mirror. This folk realism ensures
the philosophical abstractions are
grounded in tangible, relatable
pictures.

6.4.5.2 Metaphorical Vehicles of
Non-Duality

The Dravidian tradition’s stress on
immanence is conveyed through metaphors
that collapse duality, teaching that the Divine
is not distant but the core Self.

A key example is the wave-ocean metaphor:

Reimlwlomlendanisjo ®oov-
AelOM)GalINRICRBAIY QIGOEMO.

(Just as in the ocean rise great waves which,
though towering, are non-different (from
the ocean), so too should [all experience]
appear as one without difference.)

This is a pedagogical bridge that uses a
simple image to impart the complex Advaitic
truth of non-duality (abhedam)-that the jiva
(wave) is not separate from Brahman (ocean).

6.4.5.3 Dravidian Diction in Jati
Nirpayam (Determination of
Caste)

Guru’s social poetry, encapsulated in
Jati Nirnayam (1914), uses the Dravidian
linguistic ethos to launch a radical critique

of caste hierarchy. The core thesis is that
humanity (manusyatvam) is the only caste,
a philosophical truth expressed in terse,
declarative Malayalam.

The defining slogan, repeated for max-
imum democratic impact, is profoundly
Dravidian in its simplicity and oral force:

80) ROV 80} 2Mo BO) HEOBAUO MU

Oru jati oru matam oru daivam
manusyanu

This phrase, designed for recitation and
public consumption, became a rallying
cry, illustrating how accessible diction,
derived from the vernacular, can become
a tool for social mobilization. The message
is direct, leaving no space for the obscurity
or obfuscation that elite language permits.

6.4.5.4 FEthical and Spiritual
Continuity: The Tirukkural Echo

The ethical core of Guru’s Dravidian
aesthetic is strengthened by his deep
engagement with the Tamil ethical classic,
the Tirukkural. Guru translated parts of this
work, and its principles are mirrored in his
works.

The Tirukkural is renowned for its brevity,
with each kural (couplet) conveying profound
moral truth. Guru’s choice to translate
this non-sectarian ethical code and use its
principles in his own work solidified his
commitment to universal humanism and
ethical clarity.

The connection is thematic and stylis-
tic, as the moral urgency of the Tirukkural
aligns with Guru’s denunciation of violence
and injustice in Jivakarunyaparicakam. The
stylistic inheritance of terseness and ethical
authority is clear, affirming that the Dravidian
literary path was central to Guru’s creation
of a new, inclusive aesthetic for spiritual
reform.
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Recap

Dravidian metres (Jatis) are matra-based, allowing for greater thythm
flexibility.

Guru’s diction features a synthesis of Tamil and Malayalam (Moliccerppu).

Dravidian terms like Arul (grace) and Porul (truth) carry deep philosophical
weight.

Guru used simple Dravidian metres for accessibility and democratic
outreach.

The Siddha Tradition provided a model for rejecting caste and external
ritualism.

The simple thythm of Atmopadesa Satakam aids sustained contemplation
(Mananam).

Jati Nirpayam uses simple diction for powerful social critique and
universalism.

Objective Questions

> » Db

& W

7.
8.
9.
10.

Which language tradition emphasizes matra-based metres?

What is the fundamental time unit that governs Jatis?

What is the Tamil-derived word for Divine Grace frequently used by Guru?
The metres whose rhythm is fixed by the number of matras are called what?
Which Tamil literary tradition served as a counter-culture to orthodoxy?

What is the philosophical term for Absolute Truth or Essence in Tamil-
derived diction?

Which text by Guru primarily uses a Dravidian metre for self-instruction?
The famous social slogan ‘One caste, one religion...” is from which work?
Which ancient Tamil ethical classic did Guru translate parts of?

The concept that the body is the temple of Siva is key to which tradition?
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Answers

1. Dravidian

2. Matra
3. Arul

4. Jatis

5. Siddha
6. Porul

7. Atmopadesa Satakam
8. Jati Nirpayam
9. Tirukkural

10. Siddha

Assignments

1. How did Guru’s use of Jatis help democratize spiritual knowledge for
the common populace?

2. Explain the significance of the Tamil term Arul in the context of Guru’s
spiritual poetry.

3. Discuss how the Tamil Siddha Tradition influenced Guru’s rejection
of caste and ritualism.

4. Analyze the wave-ocean metaphor used in Atmopadesa Satakam to
convey non-duality.

5. Why did Guru strategically prefer pacha Malayalam (plain language)
over complex Sanskrit ornamentation?
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BA PHILOSOPHY WITH SPECIALIZATION IN SREENARAYANAGURU
STUDIES EXAMINATION
DISCIPLINE-SPECIFIC ELECTIVE COURSE (DE)
B21PHO06DE- SREENARAYANAGURU’S POETRY IN THE LIGHT OF INDIAN
POETICS
(CBCS - UG)
(2023 January Admission- Fifth Semester)
Time: 3 Hours Max Marks: 70

SECTION A
Objective type questions. Answer any fen, each question carries one mark  (10x1=10)
1. What philosophical concept is at the core of Sri Narayana Guru’s legacy?
Who said that Sabdarthasahitham Kavyam?
What is the foundational emotion of Rasa?

Rl e

Which philosophical school, besides Sphota theory, served as a basis for the Dhwani
theory?

5. How many figures of speech (Arthalankaras) are classified in Rudrata’s text?
6.  Which ancient text refers to Chandas as the ‘legs of the Vedas’?

7. What is the Tamil-derived word for Divine Grace frequently used by Guru?
8. The famous social slogan ‘One caste, one religion...” is from which work?

9.  According to Kuntaka, how many principles are required for a beautiful art form?
10. What is the tool that a poet uses to express poetic beauty?

11. Who is the author of Dhvanyaloka?

12.  What is the metrical unit of time or morae in Dravidian metres?

13. Which text by Guru primarily uses a Dravidian metre for self-instruction?
14.  Which Dravidian metre did Guru use for his caste-abolition songs?

15. The majestic 19-syllable metre used by Guru is called what?

SECTION B

Very short Questions (not more than five sentences). Answer any ten, each question
carries two marks (10x2=20)

16. What is Dhvani?

17. According to Dandin, what are the two main poetic styles?

18. What are the first works that raised a voice against casteism?

19. What is the meaning of Vibhava? What are the two types of Vibhava?

20. What is the Sanskrit term used for a realized soul whose poetry leads to self-bliss?



21.
22.
23.
24.
25.

26.

What are the subdivisions of Lakshana?

Who wrote Daivadasakam? What is the main theme in that work?
What is Kalinatakam?

What is Upama Alankara?

In what specific way did Guru transform the Upanisadic chariot allegory Rupaka to align
its meaning with non-dual insight?

What are the three registers of oneness?

27. Why Isavasyopanishad is known as a key to Guru’s Philosophy?
28. What is the ultimate purpose of art according to Eastern thinkers?
29. Explain Guru’s Vyutpathi and Abhyasa
30. What is Vyanjana?
SECTION-C
Short Questions (not more than a page). Answer any five; each question carries four
marks (5%x4=20)
31. Explain how Sri Narayana Guru’s life represents a synthesis of spiritual enlightenment

32.
33.
34.

35.

36.
37.
38.

39.

40.

and social reform.
What is the difference between Sabdalankara and Arthalankara?
How do the definitions of kavita and kavitvam differ from that of kavyam?

What is the philosophical and spiritual significance of Sreenarayana Guru being a “poet
who was a philosopher”?

According to Rajashekhara, what is the relationship between the poet’s and the sensitive
reader’s genius?

Expalin Abhinavagupta’s Abhivyakthivada
Explain about Jananinavaratnamanjari

How does the blend of Upanisadic brevity and Bhakti resonance in Guru’s diction
contribute to the emotional and intellectual power of his poetry?

Analyze the thematic alignment of the Bhujangaprayatam metre with the content of
Vinayakastakam.

Analyze the poetic strategy behind Guru’s fusion of Sanskrit Vrttas and Dravidian metres.

SECTION-D

Essay Questions (not more than four pages). Answer any two; each question carries ten
marks (2x10=20)

41.
42.
43.

44,

Analyse Guru’s poetry and philosophy mirror the syncretic cultural landscape of Kerala?
Discuss Shantha rasa and influence of Shantharasa on Guru’s works

Compare and contrast the functions of Lakshana (secondary meaning) and Vyanjana
(suggested meaning), explaining why Dhwani theorists consider Vyanjana superior for
conveying poetic emotion.

Discuss the concepts of alankara in Guru’s poem is discussed in the light of Arthalankara
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Vo SREENARAYANAGURU OPEN UNIVERSITY

QP CODE.: ......... Reg. No: ...
Name ...

BA PHILOSOPHY WITH SPECIALIZATION IN SREENARAYANAGURU
STUDIES EXAMINATION
DISCIPLINE-SPECIFIC ELECTIVE COURSE (DE)
B21PHO06DE- SREENARAYANAGURU’S POETRY IN THE LIGHT OF INDIAN
POETICS
(CBCS - UG)
(2023 January Admission- Fifth Semester)
Time: 3 Hours Max Marks: 70

SECTION A
Objective Type Questions. Answer any ten, each question carries one mark (10x1=10)
1. Who is the author of Natyasastra ?
Who defined kavya as ‘the union of sound and meaning?
What are the two main streams of poetic genius?
Which Rasa is prominent in the description of the goddess in the work Kali Natakam?

kN

Which philosophical school, besides Sphota theory, served as a basis for the Dhwani
theory?

6. What is the term for the regulators used to determine the correct meaning of a polysemous
word?

7. What is the metrical unit of duration or instant in prosody?

8. What is the Tamil-derived word for Divine Grace frequently used by Guru?

9. How many external senses are symbolized by the ‘five birds’ in Atmopadesa S atakam?
10. Which most common metre has eight syllables in each of its four quarters?

11. Which subtype of Lakshana completely abandons the direct meaning (vachyartha)?

12.  What is the meaning of the Sanskrit term Vakrokti as used by Bhamaha?

13. How many Vedangas (Auxiliary Disciplines of the Vedas) are there in total?

14. The metres whose rhythm is fixed by the number of matras are called what?

15. The Yogic pathway Rupaka in Sanmukha Dasakam depicts the spine as having how many

spans?
SECTION B
Very short Questions (not more than five sentences). Answer any ten, each question
carries two marks (10x2=20)

16. What kind of qualities did the use of Sanskrit metres impart to his poetry?

17. What did Guru’s act of translating philosophical experience into his mother tongue help
to bridge
18. Who is a poet ?



19. In Daivadasakam, God is addressed as being “cvmyo 26moM@0Ma30,” meaning what?

20. What is Abhidha vyapara?

21. Who was Udbhata ?

22. What is Kundalinipattu ?

23. What is rupaka Alankara ?

24. What is Laghu and Guru ?

25. Which of the six Vedangas are considered fundamental to language and literature?

26. What is Upama Alankara ?

27. How does the blend of Upanisadic brevity and Bhakti resonance in Guru’s diction
contribute to the emotional and intellectual power of his poetry?

28. What fundamental Advaitic principle does the Drsta nta of the ‘dark-room dialogue’ aim
to prove by symbolically stripping away external differentiations (ma-ya")?

29. What is the main difference between an Arthalankara and a Sabdalankara in terms of word
change?

30. Why Vamana said that Riti is the soul of poetry ?

SECTION-C

Short Questions (not more than a page). Answer any five; each question carries four

marks (5%x4=20)

31. How did Guru’s familiarity with Tamil culture influence his poetic imagery?

32.
33.
34.

35.
36.
37.
38.

Discuss the significance of the rasa-dhvani concept in Indian poetics.
Discuss Abhinavagupta’s vision of the Sahrudaya.

According to Rajashekhara, what is the role of vyutpatti and abhyasa in complementing
the aesthete’s pratibha?

Analyze the significance of the Daivadasakam as a universal prayer.

Expalin Madhusudana Saraswati’s Bhakti rasa

Explain about Jatinirnayam ?

Why did Guru prefer the flexible Anustup metre for philosophical works like Daivadasakam?

39. Compare and contrast Vrtta and Jati in the context of Sanskrit prosody.
40. Explain the importance of vyangyartha.

SECTION-D
Essay Questions (not more than four pages). Answer any two; each question carries ten
marks (2x10=20)
41. Explain Rasa sutra and different theories of rasa

42.

43.
44,

Explain how Anandavardhana’s Dhvanyaloka becomes analytical tools for explaining
Guru’s poetry
Analyse the Influence of Dravidian Poetics and Diction in Guru’s Poems.

Explain how Sree Narayana Guru’s philosophical vision of Advaita is reflected in his
poetic works.
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