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Preface

Here is a collection of some of my erstwhile published
essays together with lectures 1 had delivered from time to
time during the past ten years. | have made considerable
changes in the original matter before preparing the press
copy.

The Contents which immediately precede the present
preface will give the readers some idea of what has been
dealt with in the following pages. Nevertheless, | would like
to specify that my aim has been to present the ancient Indian
poeticians' reflections on the following topics, comparing
them with those of the western stylisticians - the poet's
intellectual and practical preparations, the actual creative
process, the characteristic features of 'creative writing' as
qualities, flaws, styles, genres, themes, linguistic media,
conventions, etc., poetic appreciation and literary schools. 1
have also invited the readers' attention to the ancient literary
controversies. Besides, | have shown that ancient Indian
creative  writings answer quite satisfactorily  the
requirements of the rules of the transformational generative
grammar as discovered by the western grammarians and
also the norms of stylistics as laid down by the western
stylisticians.

I strongly feel that the thinking of the ancient Indian
poeticians shows a remarkable insightfulness, clarity, depth
and comprehensiveness coupled with a wonderful analytical
faculty. I am fully convinced that they easily outdo their
western counterparts with respect to several matters.

| leave it to the discriminating readers to make a critical



appraisal of the conclusions I have reached.

I am grateful to the Honorary Secretary, The Asiatic
Society of Bombay, Mumbai for permitting me to include
the essay entitled "The making of a Poet’, to the Editor,
Samskrti Sandhana, National Rescarch Institute of Human
Culture, Varanasi for permitting me to include the papers
entitled 'Ancient Literary Controversies', and 'A Stylistic
Study of #fEMME=<EH' and also to the Director, Indian
Books Centre, Delhi for permitting me to include the article
entitled 'Concept of Polishing in Sanskrit Poetics', in the
present collection.

| should like to thank Shri Ravindra Kulkarni, the
proprietor of the Mansanman Prakashan for promptly
accepting this book for publication. Happily, it marks the
completion of a century of his publications!

I should also like to thank Shri Mukund Gokhale of
Studio Muwago for exquisite typesetting and the staff of the
Prakash Mudranalaya for neat and elegant printing.

Pune, October 15, 2002 W. K. Lele
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1. The Making of A Poet

In the present paper [ mean to study the ancient Indian
HFHRIMEEHRs' reflections on the topic of 'Making of a Poet'.
As all of us know they have written on this subject under the
head #=gg. | propose to consider this subject under the
following subheads:

(1) TR, (2) e, (3), FEHEAIRE:, (4) TELLW
and (5) R,

Let us take up these subtopics one by one.

1. TATEY

First we deal with the concept AR Haraf¥at in his
FFHRIET has used this term as synonymous with =gzafa.!
Almost all ancient Indian poeticians have advised the
prospective poets to gain a knowledge of various sciences.

1.1 For example, 99E first asks them to try to know all
the knowable subjects? and then adds : =gt
sfeermiara: ®an:l SR gfts: sl a=Em e ki
yahd Rem..2

1.2 afoeq calls it 58w =«®  Peiew? which his
commentator  TEEWA  explains  in these  words
frenfawamrg, oFww: wgaemw x| wid oS oRgem,
STt gERTaE- e

1.3 19 prefers to use the word f&En as a synonym for &=
or 4 and explains it thus : y&Eyf-ShaFeH = fafafe

FoHTHITS-gueitegat frem: (6

* Keynote address delivered on 3.3.2001 at a seminar on Poetics at
the Asiatic Society of Bombay, Mumbai.
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1.4 TW@R devotes one full chapter called smafRar: of
his @AM to the discussion of this topic and includes
ardrevT, drevg, dfw and sARE  Ams together with 64 Frs
or TURENs in the term &, During the course of the
discussion of this topic he observes that nobody would be
able to master completely all the sciences even if he or she
lived a thousand plus years.®

1.5 According to &% an obstinate bad poet keeps on
composing most unintelligible poems as long as he does not
diligently study various ms’, but once he studies the
following m&s carefully and then composes poetry, the
learned hail him as the emperor among poets : ‘T TH=THIT-
- QIOFI-qIeRqTTF- HITA- A UT- 71 &7 9T - AR STH- g1ganz-
TERIE- A ae- i - 4 d - TAG Ty S VS - ST ATS- HB IO
aRea: sfaamaregsaem:| 10

1.6 7772 while clarifying the meaning of the term gafa
in his famous & ‘AfbAgorT  Fremsray-sREomd’, etc.
names almost the same 2Ts as &5 does.!!

1.7 a2 the author of amwzreg defines g in the
following e :

y&-yaidemiRaY  smrayde |

gierafer s et 1112

gz has emphasized two points in this respect @ the
knowledge of various 3®s should be acquired in accord
with the tradition and it ought to be sound, so that it could be
used without hesitation or doubt.

1.8 The em&s listed above include empirical, theoretical,
positive, normative, physical, natural as well as social
sciences besides fine arts. On noting this fact many questions
as the following ones cross a curious reader's mind : What,
after all, is the purpose of this advice? Why have the literary
theorists insisted on the poet's gaining a knowledge of so
many sciences? Do they not consider that the scientific
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knowledge runs counter to the creative activity? How far
does this knowledge help the literary artist in his writings?
Have the FrEamsRaTEERSs ever raised these questions and if
s, whether they have furnished any answers to them?

Let us now consider these questions :

1.9 9rHE is the first theorist to give a general answer in
the following verse which goes to tell assertively that there is
no word, no meaning, no way of systematic thinking or no
art that is not useful to poetry. The poet's responsibility is
indeed very great!

G IR AT A AT A A HA |

AT T FAT] HQ R AEH FA: 13

He says elsewhere that a poetic composition based on
sound scientific knowledge gives delight to several
generations of appreciators,'* but the one unbacked by
scientific knowledge is condemned by the lovers of good
literature. Moreover, such condemnation of a poet is as
painful to him as death!!®

1.10 @™ happens to be the first poetician to establish a
relation between sciences and poctry. While discussing, the
fren #wrein (the term used by wiag in the &t quoted above)
he says: TS EER qopiEE 74 wregEy g 11

1.11 TR reiterates this conviction along with a gsar=
as under : TEEEER wrEm @ gy wfwfEfaa | oA fe
yafdawdrrg e qeadmd sasatx 1Y

tHe means to say that the scientific knowledge is a
precondition for poetic compositions. So a prospective poet
should first acquire scientific knowledge and then start
writing poetic compositions. Scientific knowledge is like a
lamp which enables you to see in the darkness. Elsewhere he
observes that since imaginative literature is written in prose
or composed in verse, since it is the characteristic attribute of
the poets and since it is advisory in nature, it follows the
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instructions of sciences.’®

TAFER has also to offer some additional comments on
this point. According to him, the scientific knowledge throws
light from all possible angles on the real nature of the
describable subject!?; it clarifies the ways of the world;?" and
it adds to the human knowledge by revealing the concealed
meaning ?!. In addition to different sciences, there are 64 %a1s
or Iureren’s which are considered to be the very livelihood of
the art of poetry.22

1.12 8% agrees with TAIER in respect of these matters
and adds that a poet versed in scientific knowledge acquires
the ability to describe various objects perfectly and
beautifully and this ability raises his status in the assembly of
the learned people.?

This is as far as sciences in general are concerned. Now
as to the individual sciences.

1.13 First is @m0, the science of grammar, that is to say,
the science which lays down ‘the rules in a language for
changing the form of words and combining them into
sentences.?* In this connection ¥mE adds that all sciences
make free use of grammar; that the one who aspires to be a
good poet must necessarily acquire himself adequate
knowledge of grammar; that he who depends on the
knowledge of others in this respect is unable to satisfy the
fastidious appreciators of poetry; that the student-poct
should learn from the study of grammar how to avoid the
use of words as are not easily understandable, or as are
ambiguous, jarring to the ear, dry-as-dust, uncultivated,
meaningless, Vedic, flat, commonplace and unattractive; that
he should, at the same time, learn from the study of grammar
how to make use of such words as are accepted by the
tradition, as are pleasing to hear, rich in meaning, fitting most
harmoniously into the phonetic structure of the sentence or
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verse, deviated and hence arresting. In short, a would-be
poet should understand from the study of grammar the
distinction between the ¥a99 (i.e. usable) words and the
I (i.e. unusable) words, because the beauty of words
and of expressions in poetry far excells all other forms of
beauty.?

1.14 awa observes in this connection that the
knowledge of grammar enables the poet to distinguish the
grammatically acceptable words from the rejectable ones.?

Similarly, the knowledge of prosody removes the .
learner-poet's doubts about the ATaTs, aftis and other technical
niceties of different metres;?’ the study of dictionary helps
him to determine the correct meaning of the words in specific
contexts;?® the knowledge of the theory of fine arts as music,
dance, painting and so on enables him to describe the art-
objects without error or perversi()n;29 the study of the science
of polity acquaints him with the characteristics, activities,
motives, cte. of the 7138 and the sfmm®™ and the knowledge
of other fams also richly contributes to his literary
compositions.”!

In fine, such comprehensive, profound and tradition-
based scientific knowledge enhances the thinking faculty of
the poet, it makes him discriminating, it brings restraint on
his speech and it turns him into a developed literary artist.
The writings of such poets show signs of maturity and
flawless beauty. Such beautiful poetry gives immense
pleasure to its appreciators. Thus the varied scientific
knowledge -proves beneficial to the poet and his poetry
proves beneficial to the society (@@ g&fa:  F&aI® in
FHyafu's words.)

1.15 Before closing this section a small point needs to be
discussed. In 9T98's verse, 7§ 981 ¥ agaA ete. quoted
above, he has referred to the poet's responsibility which is to
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be understood as the poet's responsibility as a literary artist,
that is, as a responsible constituent of a cultured society. As
we know, almost all the writers on 3F&ERI™ have defined,
explained and illustrated several UERINs, TEIHEINS, ATagess,
FrERNAYs and TASs. Some of the s have a direct bearing
on the subject under consideration as will be evident from
the following discussion.

wmE, afveq, amE, armwe and others strongly feel that a
good poet should treat his readers with great care and
caution and should never offend them or emotionally upset
them or hurt their sensitivity by using s, s, samH,
or&@&HEE words and / or expressions.®

Secondly, the literary artist should never tire his readers
out intellectually.™ If this ever takes place, the readers might
prefer to keep themselves away from this pleasurable
cultural activity.

Thirdly, the poet should scrupulously use decent
diction so as to care for his readers! literary taste.

Fourthly, the poet's composition should never give the
readers shocks through self-contradictory descriptions.

Fifthly, a poet should avoid descriptions which are
opposed to the accepted conventions and customs of the
socicty (together with the scientifically determined states or
conditions of the movable and immovable world.)Y

Lastly, a poet should desist from using words whose
meanings are confined only to himself ‘=, If a
poet happens to use such words, his readers are unlikely to
know what he desires to convey. Consequently, they will be
deprived of the #r=amz.

In short, the poeticians expect that the poets use their
pens with care and caution in order to protect and promote
the cultural welfare of the readers.
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We now turn to the next subtopic, viz., .
2. A&

This is a very comprehensive concept in the opinion of
the ancient poeticians. The term 3% includes both the
animate and the inanimate worlds as will be evident from
the few definitions quoted below :

2.1 wWE's definition : MTEAFAYA S qarad fag: 19

2.23feq expresses the same idea in these words:

TET A ggfeR@eE which T explains
thus: SUEOT ®EEAFAHT qaq g agf@afa @@ gfa
gftrar gumen(an) Swafear o faemaa 140

2.3 3W's definition : F&HId BF: NI Bh: WTETFAT
T T+ g g

24 In TAA@Is view FF is one of the twelye
wrandaifis* and the e F@md has two main divisions,
viz., Ia and Fem¥. Again the AT is two-fold, namely,
AR and FHa@A A7 and the first of these two (i.c.
ARETEAA) is manifold because the countries are many in
number (T gaR e X agegl)?

2.5 gz pwetS and others hold the same view about
A% as their above-named predecessors do.

2.6 Lot us now try to elaborate the above concept. =,
gt and A are the three well-known #&s. 34, also called
T@m, is the abode of human beings, animals, birds and the
creatures living in the water, on the carth and in the sky. In
HIME's opinion & depends or rests on the RENGERIEE D)
). 6

As a result, the activities, tendencies, characteristics,
peculiarities, manners, conditions, lifestyles and life cycles of
the @s are reflected in the &= Naturally, it describes in an
arresting manner small and big, poor and rich, good and bad,
lucky and unlucky men and women following different
professions, having varied dispositions, speaking distinct
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languages and belonging to dissimilar age groups and
castes. The &= also describes non-humans, birds, animals,
creatures, etc, besides plants, flowers, rivers, mountains and
so on. Thus the term 3@ embraces this unlimited variety of
things. #9374 rightly observes in his Z3r@q®T -

T4 R AR S e

U ik e fawd 9 @ |

g A HAE HITEHHIEHA

SENSIRE G EIC IS BCE 2 T

In view of this, the poet's responsibility, as stated earlier,
is really very great!

To help the poets discharge their responsibility
efficiently, effectively and elegantly, the poeticians have
come forward with some pieces of advice to them.

Let us try to understand them.

2.7 AR advises them to mix freely with the massesin
order to get acquainted with their modes of life and manners
of expressions. The mode of life, according to TAI, is
generally recognized as of two varicties : the cultured and
the uncultured. He explains in two verses how the cultured
men and women behave and how they express themselves.
In two more stanzas he gives us a 'true to life description of
the way of life of the uncultured men and women.' TAIGY
further classifies the JFTEER into two groups, vig,
GIEIATA and HAuaa 174 with a view to explaining to the
poets how the people in general react and how a specified
group of people react and behave. TAYET has also furnished
the geographical peculiarities of Nepal . *

2.8 &9, the author of the HY@HTEROM, is more
enthusiastic in this respect. Interestingly, he gives a hundred
pieces of advice (firmt s 31 3%)* a few of which could be
rendered here : &% recommends to the poets that they
should gain a thorough knowledge of how the people
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behave (F@wmEREtmmE@® ™). He advises the poets to make
friends with good people, to witness dramatic performances,
to cultivate good literary taste by listening to %d1s and
TS, to watch beautiful paintings, to observe the skill
of the artistes or craftsmen, to watch warrior-fights, to
observe minutely the birds' nests and men's houses, to
recapitulate one's own experiences, to read carefully letters
and old documents, to observe closely the dispositions of
birds and animals, to watch the changing conditions of the
seas, rivers, hills etc., to gain a knowledge of the heavenly
luminaries like the sun, the moon, the stars and so on, to
acquire knowledge of all the seasons, to participate in the
assemblies of the learned, to learn provincial dialects, to
make a collection of rare and beautiful articles, etc, etc.>!

2.9 % in his AE@ =@ gives a description of ladies
of several countries with their complexions, besides that of
various festivals and sports related to different countries and
different seasons.®

2.10 Similarly, @z gives long lists of countries with the
rivers, plants and products peculiar to them in the
commentary called ¥grefama® on his own #rer ey,

2.11 The poeticians have realized that the animal
kingdom has a very intimate relationship with the human
world. The beasts, birds and other creatures have an
inevitable place in human life. Some animals play a very
important role in man's affairs. Flora and fauna, strcams and
rivers, and hills and mountains are very useful for man's
existence on the earth as also for his emotional needs. In
other words, Nature makes his life endurable, complete and
happy. Considering this vital position of animate and
inanimate things in the creative writing, the theorists have
advised the poets to gain a flawless or correct knowledge of
all the aspects of the 3% and then proceed to describe the
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latter unerringly. A creative writer who succeeds in this
exercise displays a lively interaction between his characters
and the a1&.

IHere we come to the end of the consideration of #e.

The ®r=gg has two main features: theoretical and
practical. The former has two aspects, viz., the knowledge of
different sciences (i.e. ATEATH) and the knowledge of the
Y and ST worlds (i.e. 31%). We have discussed these two
aspects so far. Now let us turn to the practical facet of the
#raeg. This again is divided into three parts, viz,
FIHEUEd:, THYAW and AT Let us, therefore, take up
the first one of these for consideration.

3. FIHEIRTE

3.1 In this respect 9Mg advises the budding poet first to
read carefully the compuositions of other poets and then to try
his hand at an independent composition of his own::

fqerem omafewiy #rd: weafmaER: 1M

3.2979 uses the term SEIE for F=@HAUREd, considers
it under the y@m  ®@TE and explains it as under : 3%
Hy uadl waEEml aal & semaww gateiafalS,
Fege@d means the state of knowing the literary works. This
knowledge is gained by an apprentice poct by reading
attentively and squarely the compositions of other poets.
Sincere efforts put in by an apprentice poet in this regard
help him to gain a thorough knowledge of the subject-matter
of the composition, the manner and mode of its presentation,
the strong and weak points of the form of literature chosen
for the purpose, its overall technique with its minute
characteristics, the method of description and characteriza-
tion, the mode of expressing ideas and emotions and the way
of using language with a view to producing the intended
effect. The mature poet's S&G® stirs the young poet's
imagination, suggests to him new and suitable subjects for
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compositions and kindles an aspiration within him to excel
his idol.

3.3 In this connection &3 gives more specific advice to
the budding poet. 1 le says:

TeaNE f&e sfocEpareue sfaemaad |

FTMUAEIIRIGTHE WY RG dieeTey 779

TgIhd: HIEGAHATY aediad: URaR®: @rq 1%

9= expects the budding poet to be a student of history,
to read Kalidasa's one and all poems, to avoid the company
of a logician, to protect the 'first bud' of poetry and to read a
great poet's compositions with utmost concentration.

What &%/ probably wants to suggest is that if a
budding poet follows the above instructions, he would be
thoroughly acquainted with both the craft and art of literary
composition,

We now pass on Lo the second point viz., 76,

4. TEYHT

This is a very influential objective source of gaining
practical knowledge of the poctic art. THYYW means the
'worship of acquired knowledge, the worship of accumula-
ted experience and the worship of thoughts and ideas
handed down by tradition’. All ancient poeticians were
initially disciples of their &s and later they themsclves
became T&s of their own disciples. Some of the T&s had their
own private 93®s while many others were university
teachers. We have a long and illustrious line of T&-fass in
g9 and ARG, WEGUA and VAW, wEdid and
HETw, T and AT, 9EEF and 7R, do9E and
AfgAry, TAIEY and RO, AEATE and &%, &% and
T7afdE, 5= and @AM and so on. According to a
Kashmirian tradition, @@ had 1200 disciples.” Some
students used to go thousands of miles away from their
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hometown to acquire indepth knowledge of the subject they
were interested in, from a renowned T&. For instance,
FAETga, originally a resident of &, had gone all the
way to Kashmir to learn 3@&Ram.*® TAIER had migrated
from WERTSZ to F1.Y afPe’s commentator TEEEH left
#ig®, settled in 7T and worte his commentary Il
there.’ The 3t used to sit at his T&'s feet and take lessons
from him. For example, 9350 had himself explained the
TeE to AHa@.®! Similarly, WEdd had taught the
AT of T to e, 62

In view of this educational-cum-cultural tradition, the
poeticians have advised the prospective poets to learn the
poetic art directly from the @=ass. Let us now turn to the
details of the actual advice.

4.1 #TAE says:

greErtey femma gen afaguremmy |

feermaatEyia #wd: weafmae: 190

Here Wmg advises the apprentice pocet to study
grammar and semantics, to take practical instructions from a
knowledgeable &, to read carefully the compositions of
other poets and then to try to compose independently. \a%
means to suggest that a {37 receives valuable training of the
poetic art every moment in the company of a competent 7.

4.2 9194 is more specific on this point as is evident from
the following excerpt

FEATRY TEYATT gEEar 9%l

FEARY I ITRER:  dN YV gEEa@l @
FHreataeTar: dehitorsatal®

arA uses the word TEEaT for TEYYW. According to him,
the science of poetic art is passd from a T8 to his fairsa. This
'conveyance' of knowledge becomes easier because of the
far’'s constant attendance at the 7&'s teachings.
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4.3 &% is all the more categorical in his advice which
runs as under:

FA Wiecards: H gams HauqEwad |

3 e wwaEE @ gty 6 e 16

&9 tells the would-be poet that he should sit beside a
T8 who knows poetics (very well) and get instructions from
him to be able to compose poems. However, he should not
choose a logician or a grammarian as his & because both of
them are detrimental to literary activities.

4.4 Here 7% is not one who is merely a @rfgcsmas but he
is one who is himself a good & too. He is fully aware of the
difficulties and intricacies of the poetic composition. His
guidance is, therefore, precise and practically useful. In his
grey hair resides the knowledge of the poetic tradition, the
knowledge of TuTs, Ays, s, Hfaaaas, ete. together with the
knowledge of the ways and means of handling the subject
matter, metres and language. e first of all makes an
assessment of the potentialities of his farsg and then uses
suitable devices or methods to develop those potentialities
in accordance with the far's intellectul ability, creative
aptitude, sense of propriety and literary taste (@amfa gaafs
g shfacd aursfy).®

Since the art of poetry, like human language, changes,
grows and develops from generation to generation, the 78
shows the prospective &g the past of the poetic science,
acquaints him with its present and directs him to its future.
The #fa-faTsa gains knowledge from the ®fa-T6 with sforar,
qRmst and a1 and thus tries to reach the very heart of the art
of poetry. This is how the power of poetic composition is
passed on from T& to the fis@. (And also this is how
experience-based educational culture is kept alive.)

We now pass on to the last topic, viz., S@m,

‘The Making of APoet /13



5. AT

Poeticians have used two terms, 3T and 3199/ in
this respect. 3T means close application of one's mind to
learn something or continued steady effort to achieve
something. 31%418 means repeated or continued practice.

Let us first enlist the poeticians' views about this
concept.

5.1 WE uses the term @HTeafshal (Hd: Hraafsharey:|®7)
which means a literary composition.

5.2 In his oft-quoted famous &fk® ‘Faffat @ ufenr...’
etc. 3fUs uses the word 3@ with 3= as its qualifier and
TElE explains these two terms thus: 3981 st gfl
g fad Serdey@e aured sfacdadfasg e @
o= orvgre: ongfa: e sfa fafamshmim: svam: =@ =
I gatw: g Wikaerdl® In terms of this explanation
37979 has two stages. The first stage means contemplation of
the knowledge gained with full discussions in accordance
with a view to determining the correct or true meaning,. ‘The
next stage is called Wr@® which means stabilizing the
'determined meaning' through continued steady effort
(3mgfa:). Establishing the correct knowledge in the mind
with repeated efforts equip the apprentice poet with the
power of poetic composition (79 =1 9 el | ¥4
e HAaTIE )Y

5.3 aF expresses the concept of JHAT in the following
words : ST a-Tam s @9 31|

T T HEE S G HregEe:] q9 T shE
q Hfecawny s’

According to amE, SRR means efforts put in to
compose poetic pieces. Such efforts enable the aspirant poet
to compose excellent poetry. am wants to suggest that
sincere efforts do not go to waste; they do produce the
desired result sooner or later. He has written one full sifteszo
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and named it 9@R®, in which he has given so many
instructions about the #E@@ gs and the =YX a few of
which may be summarized here : a poet should not repeat
the use of the same words except those as f&, @ etc.; he should
avoid using g, 9, f® and such other words at the
beginning of a stanza; he should not use a a@’sﬂ% compound
to convey the meaning of a 4@ compound and vice versa;
likewise he should not stuff a sentence with a number of
F1#for words; he should only use a fa9i¥ur when the meaning
of the {43 is already expressed; he should not frequently
resort to TEUEEY  ¥&I; he should use 28l words sparingly; he
should desist from using st and #1&ft® words which are not
freely and frequently used; ordinarily, he should not break
the rules of grammar but he may take liberties with such
words as have been used in secondary senses by ancient
poets; similarly, words which mean 'hand’, ‘eye’, 'breast’, etc.
should always be used in dual number. These are some of the
important practical suggestions made by ama to the
prospective poet,

5.4 &9 also likes to give some useful directions to a
budding poct. He calls them fawmoi - a1@%, a century of pieces
of advice, a few of which have been referred to in 3.3 above
and a few others are being considered here. %% advises : he
who has gained a profound knowledge of grammar and
prosody should listen to the recitation of sweet and beautiful
poems with untiring efforts; he should attentively listen to
the folk-songs, composed and sung in the W& languages; he
should show interest in the discussions organized to find
new meanings in charming verses; he should aspire to make
77rgf; by way of practice he should try to compose a verse
in a standard metre with words which may or may not
express any meaning; he may also change the words of a
known stanza without changing its meaning and recompose
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it. &7 has actually shown how #ifa@'s famous STETEROH of
T could be recomposed as under :

guadt §g ggwl qugdntaeed |

AT TR T gt 1172

5.5 g9 has defined 3™ in the verse reproduced
below :

FRE T q: HA AR |

d onare fagg a@ w9 FIsh ok 173

According to him, SPTARRET is one of the five causes
which together throw light on the meaning of poetic
composition.” He has given a number of directions to the
student poet which could be summed up as under:

An apprentice poet should compose metrically
beautiful verses, without caring much for the meanings of
the words used; he should thus gain proficiency in prosody;
if he finds that new and pleasant ideas do not strike him
because of his inexperience, he should hold discussions with
the seniors; he should try to complete the meaning in the first
half of the stanza and use figures of speech in the latter half;
he should attempt to express one and the same thought, idea
or emotion briefly and elaborately using various figures of
speech; he should not make use of ¥ and such other
indeclinables at the beginning of a stanza; he may, however,
feel free to begin a stanza with the words likeY, fum, &, &,
q, 3 etc; he should study the FfEads and make their
proper use; he should get to know the words approved by
earlier poets and use them correctly.”®

5.6 |astly we take into account what &9 has to say on
this point. He explains 319 in the following words:

Y AR -

oty e g ¢ st enam:

e & A REwaf @ A A Wﬁa HIGEEETT:...

tw foerm  aemoRREn #E@ ma QA mzﬁ'r(
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;|

sngaepal & fow semaewey  swafal @EE -
‘o) & adg Bee smagfal’’e

which means - 3@ means repeated exercise done in
order to improve one's skill at the instructions imparted by
the experts at poetic compositions. Those who know how to
copnpose poetry or those who can reflect on the poetic art are
known as &Tafag: or Hfadgaan:. They give certain directions
the repeated exercise of which is called 3. The genius
refined by 3118 produces poetry as sweet as 3. It is said
that practice produces skill in actions.

Although &7a= has realized the place and importance
of 3@ in the process of creative writing, he does not
discuss it in the manner in which TR, &89 and a2 do.
Under fatamm he considers the popular three-fold ®fgamas, viv.,
gasfa AfEm:, sgarsfy e, and ffraw:. 1o these he adds
the sr@f@-398re= which he has borrowed from TA@T.”
One, therefore, feels that 8=% has not been able to do justice
to the topic. However, we can formulate a fairly good idea
about the concept of QT or 3™ on the basis of the
detailed discussion of this point made by TE2TH, §3%% and
qrrHe,

To sum up it can be said that the 3T impresses upon
the apprentice poet's mind the importance of perseverance
and patience. It tells him that the J1891 is to be continued
uninterruptedly and steadfastly. It makes him realize that no
success is achieved overnight; a banyan tree does not grow in
a couple of days. The 3 enjoins him to strive hard, to
exert day and night and to shed his blood, as it were, to reap
the harvest of excellent poetry.

5.7 Ready aids to compositions.

Before concluding this section one more point deserves
to be noted. As we know a number of lists of some literary
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items, have been drawn up by the poeticians, meant to be of
use to the beginners and the seasoned pocts alike. v, for
instance, has listed as many as 66 words and expressions
suggestive of QTEsd (97&T: AEFAYE: ) and they are, according
to him, agrecable to the poets (1 gfg@remnI?8). A poet
could use any one of these ready to hand synonyms to suit
the context, the subject matter, metre or the associative field
of words. 33%R has written a work called #fq@egaa to help
the intelligent people to composes verses quickly.” This
work is divided into four &E@s viz.; 91, ¥, HY and 319
which in their turn are sub-divided into 22 $g¥s in all. Since
this work is meant to be a handy handbook for poets 332
gives a series of items in the above =&&s and FdAs. lle
begins the topic of FFIE with these words : ‘5t Fais
Uit orpee fagad  sem afqwam g@®
and thereafter actually gives ®faa@ /&8s for the & of the
39rE. Similarly, he provides a list of words useful for the
&’ and also explains the method of FwRIgfé giving a
number of examples.?2

HyAWH, the author of 3FHRIET (who is acquainted
with T39T's Hfesea™) emulates 23R and lists a number of
TqEMEs to be used for describing the various limbs of men and
women and furnishes the details useful for describing other
related items, providing examples® Such illustrative
inventories must have proved very much helpful, especially
to the poets having average creative ability.

6. Usefulness of the FATGHERIH

After going through the above detailed discussion, an
important question naturally arises in a modern reader's
mind. Do the ancient Indian thinkers consider each and
every student of creative writing fit to receive instructions in
the @rae®RAmE? If not, what criterion have they put
forward to select students for the purpose?
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In the evolution of Sanskrit Poetics amF is the first
poctician to deal with this question at length. e has
provided quite a logical and convincing answer to the above
question in the following passage ;

“ SR fEgod aTg —

aRrafe:  ggumaaRRuE &ad: |9l

I} GY T FI9: gOTEHI SREie: ggomsaasoe il
RfeagumaaeRe=  Aondghl ws® wd:? REfea
Hfeafee =@ 3

qee—ga forsan:, faafeerg 1R

@ @y eWEfe:,  fawm geEmnl Rafearg
IPECENIETCIG(]

R, afgwdarg 13

zae ggumgEon, W fasanl afgudarg staRemdea
T 9 e sueg sl

T T A are A T, A g @ -

A s ey wdgg vl

T @y A Ry AAfey sdea)

et ame -

A Fam qEprEEd

9 f& ®a% vow 3@ T gATEAE myafts

gA's above standpoint canbe summarized as under:

There are two kinds of student poets- discriminating
and indiscriminate. Since the poets of the former category
use their judgement properly, they are teachable. But the
latter category of poets do not use their judgement carefully;
they are, therefore, unteachable. Generally, it is not possible
to change anybody's disposition. If that is the case then
(objector argues) the &HT@HRIME cannot be said to be
equally favourable to all types of students. a= refutes this
argument saying that it is basically wrong to suppose that the
HAHHR A is favourable towards all and sundry. The truth
in the matter is that the said am® favours only those who
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possess judicious temperament. All efforts to teach the
HTATSHIA to an injudicious student simply go waste. This
is, in a nutshell, the representative viewpoint of the ancient
literary theorists on the present topic.

Tosumup:

i) Composition of good poetry is a serious and
strenuous intellectual activity.

ii) It is achieved by sound theoretical knowledge and
sustained practical efforts.

iii) These two together produce pleasing and lasting
creative writing.

iv) The science of the art of poetry is to be taught only to
the discriminating student poets.
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2. Ancient Literary Controversies*

1 Congenial Atmosphere

The topic, overtly modern in appearance and content,
might cause the readers to raise their eyebrows. They might
ask many questions : Did discussions, especially in which
opposing views were expressed, ever take place in ancient
days? If so, between whom? when? where? Were there
adequate means of communication in those days? llow did
poetic compositions reach from one place to another to invite
reactions, good or bad? These questions can easily be
answered and doubts squarely dispelled as under:

In ancient and medieval India, the whole atmosphere
was charged with literary activities. There was enthusiasm
all around about poetry (i.c. creative writing in all genres),
its composition, appreciation, recitation and examination.,
The poet used to make many copies of his composition (g
9 gaEAEmEarTd  Fatgl'). He used to dispatch them to the
appreciators and critics living in different directions (@-
g fay..2). 1le used to discuss his own poems
continually (a1 @@ %), He used to utilize the
opportunities of presenting his compositions for considera-
tion and-examination by experts and if they were found to
be meritorious, he would get instant fame and his reputation
as a good poet would reach all the quarters (F1& Ta:%d 9
wacag fa agml?). Excellent poetry became the darling of the
appreciators and even that having slight beauty became an

object of admiration (qa: ®@Tg Tl oW ITREAN Higar|®).

*First published in SAMSKR'TI SANDHANA Vol. VI, 1993 of
National Research Institute of HHuman Culture, Varanasi.
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Good poetry reached different corners of the country
through oral recitation by children, women and the lowly-
born persons (FFERAAE & ata gERIEAI®). The
appreciative critics took the compositions to different places
and literary centres and thus help to spread their qualitative
merit (a1 sTaddw 7 Framn fan 2911”). Some sympathetic
critics living in some other country used to praise a living
poet, unfortunately neglected by critics in his own country
(Tagfedme @@ Igw=rfeni®).  Employed  people
pursuing the art of poetry used to compose poems while
travelling (araaramnl®). They could be taken to be reading
their poems to the co-travellers who, in their turn, must be
taken to be taking them to their respective places to recite
them to the others. Like men, women also used to compose
poems (F&9ag A sf #drmdg:11Y). The poetesses comprised
the princesses, the daughters of the ministers, courtesans,
the wives of the actors and magicians (49 Tyg= & Tag=A
TEEgRE v wigfeaty sreveTged: waam!l). If the
ruling king were a poet, his subjects used to be lovers of
poetry though not producers of poetry themselves (Irafs
4t gat 91%: Hfa: '), The king with taste for literature
used to establish Literary Organizations (1 HIY:  HiaHETH
freefra’®). He used to hold formal conventions for the
assessment of poets, where poets composing in Sanskrit,
Prakrta, Apabhram8a and PaiSaci gathered and presented
their compositions for evaluation and reward (/W Hfa:
P a9 HRAG TE qOET T SRR 89
Faa FRIE @ g Fag:..) wBEE swufie: g,
ol aveTEag:. .. 114.) During the course of such #ameds,
there used to be 9@ATE, discussions on scientific matters
(FRT 9w qEEEE S| ) The poems
presented by various poets were subjected to critical
assessment during such sm&dE. On the occasion of such
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literary gatherings, the distinguished pocets used to be
honoured by the king and their excellent compositions used
to receive awards (TRYRIY 3 GRI HIG:, WM T AR
TG SHTRE HEA™ d qAE P FHeai®). In cosmo-
politan cities the s&@s used to be organized where the
poets who were found to have qualified for the examination
were taken out in a procession on a F&RY and were
presented with a silk turban (TEFTRY & HAMA - qEnd
FEET: HRAY| FEEl FEREAE Tgeusl 7). I9RA was
the centre of such s&EHs and eminent poets like #feam,
qUg, WY, &Y, 9T, RfY, gfe=:, and T=T@ were reportedly
examined and honoured there (5[0 & TR HFHRULIE-
T BOEERTSIATEIEIIRED: | gREsEsTe  wWifdtas
Faerar| ).

The above cvidences are quite enough to establish
beyond doubt that the poets and the critics, the creators and
the appreciators, had ample opportunities to come together
both physically and through communication, and exchange
views on matters connected with literary compositions, their
merits, demerits, style, diction, structures and  all the
kindred aspects. Thus there was  without doubt  an
interaction between the creative artists and their learned
critics. From this continual and sustained interaction
stemmed divergent viewpoints which eventually saturated
in controversies some of which helped to establish leading
literary theories. The present topic, therefore, need not stir a
sense of wonder coupled with doubt in the minds of the
modern students of literature.

2 Subjects of Controversies

After carefully going through the works on Indian
Poetics, one can draw up, as under, a list of arcas of
controversies relating to creative writing:

[i] Nature of creative writing; [ii] Beauty in poetry; [iii
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Causes of poetry; [iv] Themes; [v] Structural arrangement;
[vi] Plagiarism; |vii] Linguistic medium; [viii] Maturity of
diction; |ix] Descriptions; [x] Faults; {xi] Qualities; [xii]
Figures of Speech; [xiii] Poetic conventions; [xiv] Types of
Poets; [xv] Attitudes and tendencies; [xvi] Forms of
literature; [xvii] Recitation of poetic compositions; [xviii]
Branches of learning; [xix] Number of worlds; and [xx]
Poets and Critics.

Thus since the controversies related to almost all the
aspects of literary activities, it can be undeniably presumed
that a lot of heated discussions must have taken place among
the poets like HIfoerd, WM, ™ and others on the one hand
and the critics like #f¥aTE, FEafoR™, f@™eE, Ag®, O3,
amE, Igve, arawtard, ffkf, sxe, safRE=a and g who
have been referred to by their names as also those who have
been referred to by pronouns like 37, 3173, 3TaR, ¥, Hfam
and others on the other. The phenomenon of literary
discussions started right from the days of {138 (500-700 A.D).)
and continued down to the times of g (1600-1700 A.D.).
let us attempt a brief study of the literary controversies
under the above heads.

3 Nature of Creative Writing

It can be inferred from TAIGT’s exhaustive treatment
of this topic that it had evoked a very explosive debate
under three sub-heads, viz, truth, morality and indecency.
Let us consider them one by one.

3.1 There were a few critics of literature who strongly
felt that poetry describes untrue or false things and is
therefore, untrustworthy. Their objection is stated by
TAYER in the following words:

iR sy 2!

The objectors hold that it is not advisable to produce,
appreciate, and evaluate poetry. IWI@I agrees to differ
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with them. e defends poetry vehemently saying :

“q” iy aqrEmEdg: |

THd A hem e oy gawdae: |

g9 R Faeanr gat 9 e 7 A% g 10

In TAIEI s opinion, there is nothing untrue or false in
poetry. The praise of the describable person or object is not at
all untrue. Moreover, such descriptions are found not only in
poetry but also in the Vedas, the scientific treatises and the
worldly affairs alike. TS@R has further quoted verses from
the 59, the T and the 3&=@gR presenting the s1gam.

3.2 There were other thinkers who were of the opinion
that the poetry preaches immorality, and therefore, it should
not be composed, enjoyed and evaluated. Their viewpoint
finds expression in the following words :

“ GRS AT By g2

@I does not subscribe to this view either. e
argues

“aaayRal e Fewds 9 frgeet sfy g
g wdfgw fava: oy qa Aemt aeegwsty wam wmE:)
fhy “wfgqemae SiwaEnl W ow Fodmmgen” gfE weva|
qarg: -

i areert= fawm wfa |

TEAERE W HfaerEm qrEa 112

meaning - 'No doubt, it is advice, but it is a prohibitive
rule (=a negation) and not a recommendatory one ( an
affirmation). The purpose of the poet is to impress upon the
minds of the readers that such conduct on the part of men
with respect to the wives of others is quite deplorable. The
truth in the matter is that the worldly affairs are dependent
upon (or governed by) the sayings of the poets. The sages
hold that it is the lokayatrd which is at the root of the welfare
of mankind. They say : As long as flawless and beautiful
poetic compositions  prevail, the poets will enjoy a

Ancient Literary Controversies /29



respectable place in the society and live happily.' The poetic
tradition commands respect because it has been founded by
Tef¥s like arehifs and =94,

3.3 “srvangtfireraiaes s g 9

TATE s defence reads as under :

“wprTaEl  FremeE uaawd:” sfa ameda:) afd g
g g Il

According to him, such indecent ideas have got to be
expressed if the context so demands. Besides, such ideas are
found in the gfds (Vedas) and the scientific works as well.

TAIE's justification of poetry against the above
threefold attack brings into focus his rational, progressive
and purely literary line of thinking. He has defended the
freedom of the poets and has enjoined simultaneously the
protection of the cultural values on them.

3.4 Where precisely does the beauty in poetry lie, was
another controversial issue in the discussion of which many
critics participated. 3TTUFART maintains that the subjects
describable in poetry are limitless; still, whatever its subject,
a poctic composition must necessarily be charming; it should
never be dull or repulsive.

(“org AW Frdmsdard: Ry oEa @ Been g =
dEe,” g sreaiafn:®.) g agrees with him and adds
that it is seen that a particular idea is conducive to a
particular sentiment in poetry and another one is not. Really
speaking, the poetic composition becomes beautiful and
enjoyable not because of the ideas expressed in it, but
because of the poet's diction expressing those ideas. We do
experience this through both positive and negative
assertions.

(“omq” 3fa gmoradi: ofer @ aEHT TR SN
fmand:, @@ g sfea wafv etz g @b
TR H T FE TIHA120)
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After quoting stanzas in support of his above
viewpoint, he summarises his argument in the following
verse

‘Faratdweasiy wwaa Frefy |

g Ty WM A JeHrata @ R WY

TAFEI means to say that a bad poet makes even the
fau@wgm dull and unenjoyable. Therefore, the conclusion is
that no matter whether the beauty exists in the subject
chosen by the poet for description, it necessarily lies in his
expression of that subject. But mﬁ, another critic,
disagrees with TAY@I on this point. He advances his
objection in the following words :

“gur AW ASE TEGA ®U, TEIPAGAEEA J I9a
dq @ gud T wifg 9 fre REsR sweeg @
gher et 128 According to T, howsoever be the subject
selected by the poet for his composition i.c. it may or may
not be charming, but the beauty lies in the peculiarities of the
disposition of the poet. [That is to say, if the poet is
acsthetically disposed, his composition becomes  aesthe-
tically enjoyable. If, however, he is temperamentally dry as a
bone, his composition is also bound to be so.] A passionless
person censures the same object which an impassioned
person praises. But a neutral person remains silent (he
neither praises, nor deplores).

But smEfRig=d, TASEs learned wife and a

distinguished critic, holds a different view in this matter. She
TG TIEIAIST HATS  OTOIGHEN FR |
vy g SvEems gd: 1%

In the opinion of s@fRE=Y, the nature of the

describable subject in literature is not always definitive. The
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poet who has command of language describes and
determines it. That is to say, it is the poetic expression which
defines and determines the nature of the describable subject.
The merits and demerits of poetry are the results of the
poet's language. For instance, one who desires to praise the
moon addresses it as nectar-rayed, 3w, while the one who
wants to censure the moon calls it a mine of defects, A&,

Both the above views are acceptable to THIEY who
concludes the discussion, saying : ‘Ivwagaass| ¥

The above discussion firmly establishes one central
point, namely, that the creative writing must necessarily be
charming. But since the angles of looking at this subject have
differed, four viewpoints have emerged : (a) the beauty lies
in the describable subject, (b) it lies in the poetic expression,
(c) it is there in the temperament of the poet and (d) it is
governed by the intention or the mood of the poet or of the
imaginary character.

3.5 Whether poetic compositions should or should not
need lengthy explanations was yet one more debatable issue.
w9g  perhaps came across innumerable examples  of
discardable @w% in TWymi's FEgATeHET. The compre-
hension of such a #ra@ obviously required exhaustive
commentary. On this unhappy phenomenon 998 comments:

wreaTafy gérfy sqrErTie e |

Iqg: Hﬁlﬂﬁa LGl ﬁm LI

WME's grievance is that if the poetic composition, 'a
thing of beauty’, which is meant to be enjoyed by all is so
very unintelligible that one needs the help of an expository
commentary to be able to understand the meanings of the
verses, then the intelligent ones alone will be benefited, the
ordinary ones will be deprived of the literary pleasure. Here
W9E appears to be giving a reply to & who had proudly
proclaimed: ‘=rET™d ¥ Fa Twa: gfuai el
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To expect the reader to depend upon a lengthy
commentary for the very comprehension of the literary
composition is certainly 'unliterary.’

4. Causes of Poetic Compositions

4.1 What is Fgaafw?

The different 3m@/s held different view about =gafe.
Some scholars opined that gafe means wide learning or
extensive knowledge, because the poet's speech i.e. poetic
composition describes many subjects; it reaches all quarters
of knowledge (“Sgaran geafo:” gl gadites &
Ffaara:132). This view is based on the presumption that as
long as a poet does not know so many subjects, he will not be
able to describe them correctly, effectively and elegantly.
TA@Ey, however, holds that the faculty which distinguishes
between the appropriate and the inappropriate is =geafe
(“tearfateds sgeafa:” gfa ararada:®3). Thus we have two
divergent views on this subject.

4.2 What is supcrior, gfasn or sgeafar?

=, ®FH and TAIWX have participated in the
discussion on this topic. Among them, 3H= is of the view
that between gfaw (poetic muse) and =gaf¥, the former is
superior because it conceals all the faults resulting from the
poct's ignorance (“sfawregered: gfaw s g |1 i Ay
srapafoigd A1 AWy AresrEatal™). But 7gw strikes a different
note. He reverses the position and asserts: “=geafw: Saa” 3fa
gl @ & Ay oafwdd AV H9W  swEsrEamal’’ ie. of the
two, @ is superior. For it hides all the flaws arising from
the poet's feeble gfast (316 means wfer). TR reconciles
the above two views saying, “sfovregeren fra: a@wdq sraedt”
e aaadg:| 7wy FEUEeTHE Fd EUEWdl B SUEERl 91
srugefnies dratal... shegafemia #wa: sRgsal®. in
the opinion of TG the combination of 5w and et is
desirable. e elaborates saying that the complexion of the
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skin does not stand out without the grace of the form. And
the grace of the form without complexion does not look
charming. Indeed, he who possesses both gfts and =geafe is
called a poet [i.e. a poet who possesses both these faculties is
the poet in the real sense of the term.|

4.3 What brings about a poetic composition, &A1Y or
FTg?

This question has engaged the attention of sar7ed, wgs
and TR, Of them, $a34 feels that in the matter of poetic
composition, the poet's attention is of supreme importance.
Concentration of mind is called &®1f4. A concentrating mind
'sees’ (i.e. understands clearly and understands from all
angles) the objects. (“@regaftn &a: iy ¥ =mad” gfa
ea:| wE gl geie:) e faem avgle st ).
age expresses his difference of opinion in these words:
“ovrg” 3fa wge:l ofqeRed ofeey onam \ fE wdd
ada FRfasd @ises =™, According to 7§ the practice is
of prime importance. Uninterrupted practice is called enam.
It is 3™ which reaches everything and reaches
everywhere, producing unsurpassed skill.

TAgER differs with both w@m™@@ and ¥ and puts
forward his independent viewpoint thus: “dwfaR=R: sae
TAFGE:| TgHEiY afthgEEdd:] @ %9e A &g g
argrada: 13? According to IAYER, concentration is an internal
effort, while practice is an external one. Both of them radiate
afeh. It alone is the original cause of poetry. It is distinctively
different from i+ and gaafe; these two are the products of
g, ‘The students of Indian poetics know very well that
wwE, amq and 779 firmly maintain that ufer is a MUST for
all poetical compositions. TAIER follows TE's view in this
matter.

4.4 What is the real requisite, the writing material or
genius?
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This has been a very interesting topic of discussion
between the 3@™s on the one hand and IR on the other.
The 3m@™@s hold the following view:
afEwafr sEEl @1, aSgwvesy deeely, gEEs fyaa:,
aaaatafear: &g “afs st 9w gamEmt:

The 3mE™s maintain that a box, a piece of chalk fixed to
a wooden rod, a chalk-box, pen, ink, ink-pot, palm-leaves,
and well-rubbed walls should always be readily available.
For, these writing materials are necessary for a poetic
composition.

TANER, however, thinks differently. tHe emphatically
and very rightly states: “sfadq ufwt: " ie. No, the above
materials do not constitute a prerequisite for a poetic
composition. SR, the poetic genius, is the real prerequisite.
In other words, no 3f@¥1, no poetry: irrespective of the
availability or otherwise of the above materials.

A ppet can commit to memory poems of moderate
length and reproduce them later on demand, but he
certainly needs the help of the above materials for sustained
and longer compositions like 41, Entas!, FeTHed and ¥,
In view of this, there is truth in both the above viewpoints.

5. Themes of Poetic Compositions

The debatable point in this regard is whether a poet
should or should not conceive of a new subject; or whether
he should merely rehash an old subject easily available in
ancient texts. ¥T9g, the most ancient extant literary critic, has
given option to the poets in this matter: the poet should feel
free to draw upon the available ancient sources, or may well
conceive of an imaginary plot or story (“geRenaRagta @
JamEER 491%),  3fvs  almost  echoes  WHE's  view
(‘shmrmdrgafrata w@smm... ¥). It appears that during the

days of TAIET some scholars who had minutely read the
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poetic compositions produced earlier, apprehended that the
old poets had almost exhausted all the subjects fit for
literature. They felt convinced that there had remained no
topic which had been left untouched by the old poets. They
have, therefore, chosen to advise the modern poets to try to
‘rehash the old subjects and then compose poems thereon.
(EUWEIW I TR aE], dOd a9 Geed waed”
gl M),

But arerafertot disagrees with the 3amds and argues:

“1” 3fa qrerfaaet: |

«sTeET Y B sRREEEErsh |

sty sfwegsr fawifa arai ofvmw: 179
meaning, Although the old poets have extracted the
quintessence of the describable world, even then there are
stilla number of subjects left which are awaiting description.

There is a third group of thinkers having a different
opinion. They feel that it is necessary to read attentively the
compositions of other poets in order to know which topics
they have already tackled and which they have left
untouched. Such a close study enables one to know as to
how the same original subject is variously treated by
different writers. (“TSTANEE € WHEHY  HGRYTA|  TEIEA
ff earsyl: gus guE gaR” §Ae1)

Some others strike yet a different note. They suggest
that the new generation of poets should express the same
old thoughts and ideas in words bearing likeness to the
original ones. This transformation would be their gain
(“Taammaatwl srgar aREh: v seatd)

Still others think differently on this crucial issue. In
their opinion, high-minded persons think alike. They put
forward identical concepts. To avoid resemblance, therefore,

the study of the compositions of others is necessary. (“HgT
fe dafe=lt geu: wERa oMM ToRwlR, qar@a ag
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wfEaa” gy 9 HfEq®)

TAIT pursues a different line of thinking on the
present subject. He says: “51” gfa amaraiig:| g ayy @y
TR gt Ten swe 9 o wg fh
meaning, The inward eye of a great genius (i.e. the son of
Sarasvati) makes distinction between 'ideas seen' and 'ideas
unseen’ on his own (i.e. unaided by any study or perusal of
the compositions of others) through deep concentration
which latter is beyond the reach of both speech and mind. In
view of this, TAIET does not subscribe to the views of
either of the above thinkers.

What THI@ER tries to establish is that the 'great
geniuses' do not care to know what others have seen, felt,
experienced and composed. They 'see' new subjects with
their 'divine sight'. They 'see’ what the @f™s cannot see. The
entire universe gets itself reflected in the mirror of the
intellect of these great seer poets.™

6. Structural Arrangement

MW has discussed this point while defining wgm6ra.
Very aptly he argues:

ATE AR Gy eentaf: |

T qdim T g e

afy FEaRE 7§ e |

q EgEE g T U e @ 1%

HTHE appears to be referring here to a W&t in which
the poet has described all good qualities of the hero in the
beginning of his composition but later shows the death of the
same hero with a view to showing the rise of the hero's
enemy. HTHE's position is that if a poet does not want his hero
to remain alive till the end of the poem and if he also does
not want his hero to rise and prosper, then the praise
showered on such a hero by the poet at the beginning of the
composition is an exercise in futility. Since literary art (every
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art for that matter) demands consistency, what WIHE expects
here is quite cogent and logical.

7. Plagiarism

In his exhaustive paper entitled 'Sanskrit Writers on
Plagiarism,’®? V. M. Kulkarni has presented a survey of the
viewpoints held by ancient creative writers and critics on this
topic. Some essential principles left out in that paper are
being taken up here for consideration.

According to the s, the stealing of one W& (an
inflected word) is not to be considered a theft (&= TeuEgol
q Awg” gl )

TAIET makes an exception to this standpoint. He says,
“ara "YUEr” gt ararad@:® meaning, 'In all other cases,
excepting in the case of a word which carries two meanings',
the theft of a 9% is not a AW. That is to say, the theft of a word
carrying two meanings is not pardonable. It is verily a fault.
Stealing and using such a word in one's composition is
fear.

TAIER maintains that one is criticized for plagiarism
even after a considerable lapse of time, that is, even after one
begets sons and even grandsons. But sraf<rg=ad, TAIER s
wife feels that both the /&g (i.e. the stealing of a word)
and the 319g30 (i.e. the stealing of a meaning) arc not
deplorable and should, therefore, be carried out. To
substantiate her viewpoint, she advances the following
arguments: “ 3% HHRIE: TG 3&H, 3aY wfass: Hfassrar]
oY, OTEE §E of digue W WW, [gEEedsd
TEBEaISEY, SFEAWINIAINISTY  EH  NeawWwIaLs:,
ARG ¥4, JATAHGHY T, IB(W I
DfpaufETey  §E, FTRANRN:  FR: yEEorsdE
aifrda” gfa srafRmgedl™®

meaning - "This (writer) is not famous, whereas 1 am;
this one is unreputed, whereas | have built up reputation;
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his plot is no more current, whereas that of me is in vogue;
his expressions are unhappy’ while mine are as sweet as
grapes; he has not mastered any particular language,
whereas I have; the composer of this poem is dead, while the
composer of this poem lives in another country, the original
source of this poem is now lost - because of all these causes
one should pay attention to the stealing of a word as well as
that of a meaning,'

Thus sr@fRIg=A appears to have deeply reflected on
this problem from all possible angles.

8. Linguistic Medium

The ancient literary theorists have held a very catholic
view in regard to the languages of creative writing. They
have recognised id, studyl, YSET and other regional
languages, along with @&pd as media of expression of
creative writing. But which one of these different languages
should a poet select for his composition was a problem
which generated some debate. In this respect, the smEmds
hold the following view:

“HY: YUNY NMWMY T HR9Aq; AT §@R:, ®
nuqwa srwisfa, efemis: ofgd @, sefa dsa B9,
B A U9 GEAG g g 9ISy el gegramr: |

According to the 3mams, the poet should first take into
account his own 83, his ability to use language, the taste of
the people or of the patron, the traditional training he has
received, and the liking of the listeners or readers. After
having considered these aspects, he should decide upon the
language to be used for his composition.

AT holds a different view which is expressed in
these words: “Taismaig Framason, adam RETwEEat
iy swrar: =g 3fy aamadia:l™ In q@d@y’s opinion, the above
rule laid down by the amams applies to that poet who only
lives in one province (such a poet knows well the language of
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his domicile), but the poet who is free i.e. who moves from
one province to another should feel free to use either one
provincial language or all languages (which he knows well or
in which poems are composed). As it is observed that poets
living in different provinces use different languages for
creative writing. This discussion helps us to know that there
were a number of poets who had acquired command of
different languages and could, therefore, use those
languages for their compositions with equal ease and felicity.
Besides, different parts of the country were agog with
intense literary activities in ancient days.

9. Maturity of Diction

There has been a very long discussion on this subject
among the 3mards, 47, q=Tds, saf<Ig=4 and TANER. Their
viewpoints about the maturity or perfectness of diction,
@regquTe, can briefly be stated as under:

9.1 amamds : The steadiness of mind in the placement of
1% is 91 [ e giirsseaan 8. ‘The poet keeps on removing and
using words as long as his mind remains in an oscillated
state. But once his mind becomes steady, the process of
removing and trying words ceases. The result is the fixation
of words in their chosen places.

9.2 9&'s view: “gftone:” g ag=:1 “gai fawi @ w9 dw
Fgeata:” g 31>

meaning: Perfection of the inflected words is called 9rs.
This consists in the knowledge of nouns, pronouns and
verbs, gained by constant hearing. This kind of knowledge is

also called .

9.3 grTiTas’ view: “ STUEITGIEREN TEERIGTETETGY TETer
TRl ur:” it a1 According to this view, the
poet goes on changing the words, till finally a stage comes
when the words themselves become unwilling to accept any
further change. This stage is known as .
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9.4 sEfRig=d's view: SwEfRER outrightly rejects
aArs’ above view saying that the unwillingness to change,
aRgfeda, is nothing but the inability of the poet to find still
better and more appropriate word(s) (‘3@ FIAREA T
are:| 781, According to her, the construction of an expression
carrying words and meanings appropriate to the sentiment
is called T (A emy=IdgfEFHEwA:(F) u:19)

9.5 THAI@'s view: U is conveyed by words; it is
inferrable by action. Therefore, as expression, as 9, is the
position in a nutshell. This is realized by the appreciators in
the heart of their hearts.

(‘FErAaTw gowsteE: 0 ® O g sRiaea)
THEEONASRS 1@ aergaa)” gfa amareadg: )

Thus during the discussion on this topic many
principles such as mental stability, grammatical perfection,
unalterability, propricty and inferability have been thrown
up.

10. Descriptions

10.1 9188 does not approve of the hero's describing his
own virtues. Because he feels that this is not in keeping with
the conduct of a dignified gentleman (=rpnfaspfd gatafvam:
&Y 7%:1%Y) 2foeq, however, approves of such a description
saying that there is nothing wrong in mentioning one's
virtues with a little introduction (=FonfafesmEs =
YA deEa:1%%) According to him, to state a fact is not at all
objectionable.

10.2 One can with certainty infer from ¥THg's statements
that the genre of @& was very favourite among those
days' poets. 9g does not approve of a messenger who does
not possess distinctive speech or who has no speech at all.
Poets, especially @@fis and their supporters, must have
joined issue with wmE. Consequently, heated discussion

probably took place. (3gfhAg a1 T FoY=THT=E: | TAT WAR-
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ERIT-TohaTe- YT || AT SThaTa s qeNAER: %Y g
Wﬁ'ﬁ Sﬁ’l gaRdT 9 QW?III“) Such compositions, in the opinion
of WHg, are totally irrational.

10.3 According to Rf&fr, the subjects describable in
poetic compositions are threefold, namely, fé=7, fesgmrge and
TS, TAIGR accepts this threefold division, but adds four
more categories, making the final tally of seven subjects. The
additional four categories are: g, AR, Reaaea
and Remmeduradia®. Thus he has taken into account all
possible permutations and combinations.

11. Faults

11.1 The 319™a IYFRIN appears to have generated some
heat among the scholars. The discussion on this topic has
found place in ¥g's work.%’ Some poet was found to have
described 'burning torrents of water gushing forth from the
sun.' This description is obviously improbable and therefore,
contains the AW called ‘improbability’, s/@™m@. It is evident
that no sane poet would ever compose such an improbable
stanza (3 sE~fidds & Fargew Fal”’) WWE's opponent,
therefore, holds that this 2% should not be counted as a Y
but should be ignored. He further argues that the
description of excellence of something cannot be considered
a Q¥ because such a description is considered desirable in
I99Ts and TAEs. He quotes a verse which reads as under:

goiisyam 39t U@ wWifd "

T IRIEHH ANEuE gafeEay 17!

which means, This elephant looks beautiful like a mass
of darkness; the pond filled with autumnal transparent
water is, as it were, a piece of sky fallen down.

11.2 In 9™&'s work there are similar discussions on
fmiR’2 and sifta’> IURTEIN.

11.3 %194 raises a question as to whether a 771 92 (a
vulgar word) should be treated as an independent 2. After
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some discussion on this point, he concludes that a 719 9 can
be included in the 3@TE® AW or 31581 AW and therefore, need
not be regarded as an independent fault.”

11.4 HyEfasr's work offers an example of a controversy
over 3 TUs. He submits the controversy in the following
words:

THFEEE AN faagenEiEr 9 sRivd, @ea aafve
o1 ge@d : (9) Wi

TANH AN WY U9y SR |

R AR O MR sEE: ,

I g-olug FRNAHE, HHeg Uy §F ageaEma
st |l dETE:-

FFER O AN W A Hreggeey |
yeifoa fagel swmomedaa

Mg - WiafafErweda @ TN Awdl 99
fafrrm A wufeerw:, @@ s@iwem stuaw wg gl

The above passage can be explained as under:

The 72N, gEEEN and AR sometimes become Y
Le. flawless, This state of theirs is called 3979 7ot This state
arises from the difference in the subject, particular stage and
such other factors. lowever, some thinkers maintain that
this state of the above 219s can at best be called 3RS (i.c.
flawlessness) but can never be called 7Ot (i.e. the state of
being a quality) because there is a marked difference
between the two, viz., 3IEWA (a negative entity) and 7T (a
positive entity). Some others feel that such 39f%& s are
sometimes merely 3/@¥s and sometimes T0Ts too depending
upon how an appreciator sees them. In literary matters like
the figures of speech, the qualities, the faults, or the
sentiments, the perception of the learned is considered to be
the final authority. But another learned critic named #a=
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holds that when these #f%& 7uis hinder the appreciative
enjoyment of the poetic sentiment they are 9s. But when
there is no hindrance to the 38 for whatever reason, then
they only are 3%@1¥s.

12. Qualities

12.1 g indirectly speaks of three qualities, namely,
wyd, g and FEE7. 2UST enumerates ten TUTs, viz, Y,
yaE, gual, wyd, ggeual, sd=ft, |RE, sy, @i
and ®9fY as the vital principles of the 33 style and
generally, their opposites as the characteristics of the g
style””. amm has a two-tier system of 0Ts viz, y&7Ws (also
called Ts) and 3147wts. They both are ten in number with
the same nomenclatures as above.”® 919 has proposed a
very elaborate system of 24 /&7Uls (also called sTarqUs), 24
4T (also called 3na=rUTs) and 24 AQfwesTors (A A
Tom:)7°. &% prefers to have only three uTs, namely, s&3dweg,
HIqeg and TEATH [TF yEdueay HAANTG THATeay g FQ:
FHreom: 1%0). Farafier suggests that there are only five ST,
namely, Giérard, Tae@, TR, 3 and F91f4 and all other 7o18
described by others can be included in these five Tuls. Also
there are only four ‘3125’IUT3, viz., Mfasd, qIE, e and
gufdar and all the rest enumerated by other thinkers can be
incorporated into these four. He has described the third
variety of s viz., 39 s (i.c. the flawlessness of TEASs,
qraRrErys and FEAH). Thus it appears that with the passage
of time, the questions like the number of Tuis, their
nomenclatures, their divisions into &, 34 and 3,
independent existence of some TUTs, inclusion of some in
some others etc, kept the critics busy. Every succeeding
generation came forth with some new ideas or suggestions,
with the result that the discussion on the above topics
continued to take place for many centuries.

12.2 &%= explicitly disapproves of the practice of
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keeping the tally of the #EuLs, 1 le asks: BT 3B FSHR:
G Fae nforegd: 2

12.3 a4 has recorded a difference of opinion about
the s&or @aifer. lle defines it thus: SRIg-3@EA: &HH:
7t 1® Some others, however, define it differently in these
words : 3R ARG HGAFY T Fad prer |

13. Figures of Speech

13.1 On going through 9™g's treatment of different
figures of speech, we can enlist the various debatable points
as under:

Whether ®9& is internal or external; the number of
FodIRs; whether I 3 should be regarded as an 3&&HR
at all; similarly, whether ®rergad should be considered tobe a
figure of speech; the divisions of @®; whether Frmm and
s should be recognized as 3@@1s; likewise whether to
accord recognition to ¥, &1 and 33 3WHRs; the nomen-
clature of the figure popularly called @amE; whether to
recognize the second variety of Z8m; the relation between
famez and w5

13.2 In the passage reproduced below, Foatay has
referred to a number of controversial points:

g waderie gt fawrgs,  sfusoomd smaml
A FIHER TE THT AW FdiEfg:, =fme smaa’
gl MedTg ol wa awafEeEn sRRyw wa el
afaeamee  Afafead 3™

HyEAs accepts all the three figures of speech, namely,
ey, st and fawrer. Some others regard g™
itself as fagmifeh and faswran. The third group of critics feels
that either fagmifes or fmam should be accepted. Tirad=
denies any place to 3R, Some others regard @RS as
an independent #%&T.

14 Poetic Conventions

Both the nature and usability of the ®fFw@s were being
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questioned. The following extract from IAIER's Hrasrmran
contains a debate on %q@9g between the aramds and TAGR.

A ifhd 7 W awd IufEwts #9g @
FHfergwa:|

“9 T AWl PUGR  gAOUEEe: ?” gl
“siemmiguel sy AW ?” 3fy g Rk R e
Tt “geRtiaa” gfa amaaa:t®

The smards hold that the &EES being unscientific,
unworldly and only traditionally accepted, should not be
described and discussed. But according to TWI@R, the
#HfeEmds guide the path of the poets and, therefore, deserve
to be described.

15. Types of poets

15.1 T@AIER has proposed many classifications of poets
based on different principles. According to one such
classification, there are three types of poets, viz., TR&A,
it and awefys. Of these, &4 is a born poct, he
doesn't need any training. The other two, however, stand in
need of §@Rs, in the opinion of AT, The 3mars,
however, disagree with him. Their argument runs as under:
EITOTRTERRR arveTd” geararar: (88

According to the s, both A& as well as smafas
do not stand in need of any efforts through #3s and @it
practices, because they are like grapes, which latter are sweet
and do not need any treatment.

TAGR refutes the above view saying, “7” 3 araradia:|
uad & frared doar aeqea®. TwmR holds that the smems'
contention is not valid, because if one achieves the same
result through two actions, it is doubly beneficial.

15.2 As per another classification, there are three kinds
of poets, viz.,, B, BB and INTHA. §9194, one of the
leading critics of TAI@I's times, holds that the Hreaafy is
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superior to M E, and IVTHY is superior to FHreuatd (and,
of course, superior to $TEHG). TATER does not subscribe to
{qEa's view. According to him, both s, wem®d and
IYTHY are great in their own rights. Because TFEH cannot
drink moonlight, nor can THIT separate milk from water.
Everybody's specialization is determined and marked.
TAFET's viewpoint is appealing as it seems reasonable.

16. Attitudes and Tendencies

TAIER has advocated four types each of the gy, g
and 9 relevant to the four divisions of the country. The
3mEms object to this fourfold division, arguing that since the
provinces (or countries) are many in number how can all of
them be included only in these four divisions?

(“agedl TRERIAT wgR 9, UM TR desufid
sregq qfg:” geararah: (%) TATET refutes this argument
saying that though the provinces are numerous yet the poets
have fancied a fourfold artificial division thereof. The entire
country is generally known as @pafdaa which latter is
composed of several small provincial units, (“a=maty &
29 Tyt ma swmeam mewafw omEfdas qmee,
Fear=RIaIN: gIa=n ma” gfa  arred:?!) TR seems to be
thoroughly familiar with the customs and conventions
followed by the poets.

17. Forms of Literature

In addition to the customary classification of 'creative
writing' based on the presence or absence of metre, language
used, purpose, subject-matter, length of the composition
and such other criteria, some scholars, in the days of Wg,
have proposed a classification of literature by reference to
the style of the composition. They think that the poems
composed in the ¥ style are distinctly different from and
superior to those composed in the 7S style. They assert that
the #2 poems are better than the % poems even though the
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latter are charming in meaning. They have cited an instance
of a ¥=9 poem titled HHYY. WITE agrees to differ with
those who hold the above view. 1le argues that those with
lesser intellect are blind followers of customs and they do
not think independently. He goes on asking: What precisely
distinguishes a 324 #1= from a 78 &=? le adds that the
people apply labels as "This is a Vaidarbha Kavya; this is a
Gauda Kavya'. There is no rationale behind such labelling.
The whole controversy has been expressed in the following
stanzas:

gy orgewiify Aa giuisw |

g 9 e sag: gedwly ATy |

M gevag Joiffa & gus |

AT ead SHuEH ||

7 W difafy Fed |

HH UG TV FHB fqdad 1%

18.91¢ : Recitation of Poetic Compositions

According to 32, &% i.c. change of the voice under
different emotions such as anger, fear, grief ete, is a verbal
figure of speech (“@Fdsmiferaa y=@HERISTR” 3 w72:1%). In
the opinion of AN, however, it is a quality of recitation
(“sifmgar  Orewd: #:l " ®d W& W@ g
graradg:*)

19. @ : Branches of Learning

The total number of branches of knowledge also seems
to be an issue on which there exists a difference of opinion.
The 3mamds maintain that the number of branches of learning
is fourteen, viz., four ¥gs, six I&Fs and four AMs which
include gRTuTs, A&, {1 and Sfads™. (“aFMIE T9Ey
fremear iy, aga AgerER:, wSglE, g e garEmat:i%),
According to a traditional view, even if one were to live
thousands of years cultivating different branches of
knowledge, one would never be able to reach their end, in
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view of their being inhnite in number (" a21g: —  “ FEmemEAmEl
TR+ 1 it | ATagaston disfo and ggan il ) After quoting this
traditional notion about the innumerableness of the feems,
TANET states his viewpoint, namely, that the @, the
quintessence of all the [es, is the fifteenth branch of learning
(“FSaETR T gyEs #e fauwary” gfa awradm:n®)
Some others add four more to the above-listed fourteen
feens and make the tally eighteen. The additional four faes
are arat, wreEH, fafeasmer, and sussifs (“arat smas fafeasme
eItk qa: deremEy faamemfa” geari®) Once we accept
the fact that there is no end to the faems, the perslstence in
their computation is indeed meaningless.

20. The Number of Worlds

TASEY  has cnumerated a number of divergent
viewpoints as to the number of worlds. They have all been
stated one after another in the passage reproduced below:

“gEflremEEnes A §Rsl.Raegfued 7 @R
samil “rrwRgaeE Ao iRy gl fare A

“mEATEAEmET: A wW” fEwl A

mafwaﬁqwﬁ. Ae aze” g sfagl @ wwhn wae: |8
mfgafa:” 3 ®Eql... ‘wd Tumy” @ g
sfasrafaaen aemafa faasfaasn g sm@afal®. Thus according
to the opinions expressed by different thinkers the number
of worlds ranges from one to twenty-one. IAER is of the
view that all the above different computations are correct or
acceptable in their own right. le clarifies that when no
special mention is intended then the world is to be taken to
be one in number. His explanatory solution to this issue
stands to reason.

21, Poets and Critics

According to TATER, the creative faculty, is of two
types, viz., ®&RE@E and @@, The one which helps to

compose poems is BRIGEL; the other which appreciates and

Ancient Literary Conlroversics /49



criticises poetry is WaReER. It is this latter which recognizes
#Mr's efforts and understands his import. It is this latter alone
which makes it possible for the poet's efforts to bear fruits.
But for the R, the tree in the form of the poetic activity
would not produce fruit. However, there are 3mads who
hold that there is no real difference between these two
functions (viz., composing and criticizing), because a poet
himself could be a good critic and vice versa (“&: gATTAHR
qepfgiaaty WEaHH B9 EEEhl aE- AR
afeser gfy qfvem sy #fa: g T wawww 3ami o),
The @mars substantiate their viewpoint by quoting a
traditional verse which means that people attain various
degrees of eminence by virtue of the scaler difference in their
creative faculty. A @& &I generally does not reach the
lowest level of fame.

FHIMSETE, an eminent ancient critic, does not agree with
the 3mads. | le emphatically states that the faculty of creating
is distinctly different from the faculty of appreciating
because both the nature and the subject matter of these two
faculties are different, as stated by some old poet in these
words: "Someone is proficient in composing, whilst
someone else is proficient in listening and appreciating what
is composed by others. The excellent intellect of both of you
surprises us. For, an assemblage of excellent qualities is not
to be found in one person. One stone produces gold while
another one is capable of examining it"!!

97%, another critic, thinks that they i.e. the critics are of
two kinds, viz., judicious and injudicious (“¥RrafE:
AR 1)

'So are poets', feel the followers of ar9H. That is to say,
there are some poets who are discriminating and others who
are indiscriminate (“#®aa 5 waf=1 " gty amehan:110)

TATEYT makes an addition of two more types of critics,
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viz., BEROE:, jealous and aeatafafem:, ardent adherers to
principles (“agal” fa amamada: “waioraatutRfimse 104
Thus, in the opinion of TAIER there are four types of critics.

According to am's school of thought, those mentioned
earlier are circumspect but those mentioned later are the

opposite of them. (“T3 fRfE: (@ afgwiarg T sT=wn:” gfy
arrar:|1%)

TANER observes that this judiciousness to be found in
the critics is either inborn or acquired through knowledge
(“srrefea e Wi affe sraitat11%). TwerER adds that in
the beginning all the critics are indiscriminate. However, as
they read a lot and ponder over what they have read, they
cultivate the faculty of distinguishing good from bad.
Eventually, they learn to see the reality'!? Thus it is clear that
the ancient literary scientists have paid considerable
attention to the problem of relative functions of poets and
critics,

To sum up

* The ancient Indians carnestly felt that 'Creative
Writing' did substantially enrich  human culture  and
promote human values. ‘Therefore, good poets were
encouraged and their excellent compositions rewarded.

* Poetry was read and enjoyed by all the classes and
masses of the society. Consequently, there was a gainful
interaction " between the creators and  appeciators  of
imaginative literature.

* Poets conceived and created; critics analysed and
theorised. Both functioned complementarily to each other.

* From the debates and discussions between the poets
and the critics stem many literary values and principles of
abiding interest, such as the following ones:

* The poet preserves his freedom as an artist even as he
protects cultural values.
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* Imaginative descriptions are neither untrue, nor
immoral nor indecent.

* Poetic beauty is multicausal, the causes being
deviated expression, interesting subject-matter, poet's
temperament, his intention and/ or mood.

* A poem demanding a lengthy commentary is a bad
composition.

* A good poet is one who possesses inborn creative
faculty and who has acquired extensive knowledge.

*Great geniuses perceive new subjects with their
'divine insight'.

* The intellect of 'great seers' holds a mirror unto the
entire universe.

* Consistency is expected in excellent literary
descriptions and memorable characterization.

*Theft of a word or an idea is excusable.

* Any language in use in the given society can be used to
write creative literature.

* A writer at home in different languages uses them
with equal ease and felicity in his literary compositions,

* Perfection of diction emanates, among other things,
from mental steadiness.

* A discerning and aesthetic appreciator is the Supreme
Judge of literary beauty.

* The computation of the number of names and
characteristics of literary qualities, and of poetic faults will
ever remain indeterminate.

* Literary conventions guide the poets properly.

* Every good poet is respectworthy in his own right; no
one is superior, no one inferior.

* Branches of learning are endless; they defy a final
count.

* Appreciation promotes fruition of poetic efforts.
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* The faculty of composing is necessarily different from
the faculty of criticizing.
* Poets are both judicious as well as injudicious; so are
critics.
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3. Concept of Polishing in Sanskrit Poetics*

1 Polishing = Refinement = Revision

The word polishing is derived from the verb 'to polish'
which ordinarily means 'to make something smooth and
shiny by rubbing'...! But in the science of creative writing the
word 'polishing' has assumed a special or a somewhat
technical meaning. In stylistics, this word means 'softening or
refining in condition or bringing to a highly developed,
finished or refined state.' Polishing is sometimes substituted
by the word refinement, a derivative of the verb 'to refine',
which means 'to improve something by making small
changes to it.? The word polishing has yet one more
synonym in the word 'revision', which is a formation of the
verb 'to revise' which means 'to change something inorder to
correct orimprove it Thus the notion underlying polishing
is to free the manuscript of a piece of creative writing from
grammatical and metrical inaccuracies, to remove whatever
is coarse and aesthetically unpleasant from it and to perfect it
in all other respects so that it gladdens (and possibly
maddens!) the appreciators of creative writing. The present
paper proposes to examine the concept of polishing in
Sanskrit poctics in comparison with Western Stylistics
wherever feasible.

2. Complete Flawlessness : the Ultimate Aim of
Writers

Interestingly, both ancient Indian poeticians and
western stylisticians rather dogmatically believe that any

*First published in Glimpses of Ancient Indian Poetics, first,
Delhi, Indian Books Centre, 1993, pp. 147-64

Conceptof Polishing in Sanskrit Poctics / 57



literary piece ought to be completely free of imperfections.
This conviction of theirs is reflected in many of their
statements, a few of which have been quoted below.

HT9E asserts : I8 T W A1Y 7 grar-Faagi), meaning 'l
shall prefer even a single flawless inflected word to a long
poem full of faults. This conviction of ¥M§ has been
reinforced by &f@& in his following oft-quoted @faT :

g o Ay AN wE g FYAF |

¢ WE Ay gy Ay Reo e g IR

gfes is not willing to ignore even a very small
imperfection in a poem because he considers such a flaw as a
leprous spot on the body of a handsome person.

HyrEafay very strongly advises that a poetic deficiency
should be totally avoided inasmuch as it causes harm to the
sentiment (or emotion) expressed in a poem. For that matter
a piece of creative writing may or may not have any other
quality, but it must necessarily be absolutely flawless. To
quote Herarae -

Ay: T A Rt o |

I PONSE A g "9 R qon 16

The ancient Indian poeticians maintain that a faulty
poem is 'death incarnate." 9%, for instance, equates bad
poetry with death in these words : FefrE q7: T&m i gL
THIfoT: )7 qAER is completely in agreement with w7 and
reiterates the above strong feeling of I9E saying, avwae=
o FHE: @l pEew & od@regam 7omi® meaning, tis
better to be a non-poet than to be a bad poet. For, bad poetry
is a living death.’

The ancient Indian poeticians' contention is that a
literary artist must aim at removing all flaws from a piece of
writing and making it a perfectly beautiful work of art. The
western stylisticians also hold the same view. Ilough, for
instance, says, "Secondly, and above all, he uses language
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with an aesthetic intention; he strives to create beauty with
words, as a painter does with colours or a musician with
sounds."® Vallins also speaks of a writer's instinct for the
aesthetic quality, saying, " With this instinct [the instinct for
language], however, goes another - the instinct for the
aesthetic quality of the sentence and the paragraph."!® The
western thinkers, while welcoming the aesthetically good
writing, disapprove of its opposite, namely, the bad writing.
For example, while defining bad writing, Chadburn says :
"..and by bad prose I mean what is affected, or redundant,
or straggly, or confused, or illogical. Then if the student
keeps clear of these things, and of pedantry, he will be on the
way to writing well."" M. Boulton blames bad novelists (and
all bad writers for that matter) for never showing ‘enough
feeling for words."? Boulton M., Brandreth G., Cogan L.,
Cohan B. B, Isaac C, Kreuzer J. R, Maugham W. S,
Morrison K., Quiller-Couch A, and a host of other thinkers
regard ungrammaticalness, unintelligibility,  repetition,
padding, cuphemism, clichés, verbiage and jargon as the
traits of bad writing, no doubt, and they do disapprove of
bad writing, no doubt, but it should be especially noted that
none of them has condemned bad writing (=F®f@™) as
vehemently and as bitterly as the ancient Indian thinkers
have done. This reality leads us to infer that the 'Goal of
Creative Writing', which the ancient Indian poceticians have
kept before their eyes is loftier than that of their western
counterparts. .

Thus far we have taken into account the reason why
polishing is considered desirable. Now let us consider the
various stages of the actual process of polishing.

3. The First Draft

Polishing presupposes some kind of written matter. It
is on this matter that the polishing is carried out. This
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primary matter is called the first draft. Both castern and
western thinkers have expressed their views about this first
draft. TA@R advises the poets to write the first draft in the
second one eighth part of the day.”® He expects that a pocet
should get up at daybreak, say, at 5 o'clock in the morning.
Then during the first three-hour period he should offer
g, recite the GR@TY® (=pray to the Goddess
Sarasvati) and diligently study the principal and subsidiary
gms. Thereafter and before taking a bath and midday
meal, the poet should write the first draft of his composition,
i.e. between 8 and 11 am. Among the western stylisticians,
P. Hogrefe advises the writers to 'write the first draft (of
your story) at a single sitting ifpossible',“5 without, however,
specifying the time suitable for this activity.

As to the mental state in which the first draft is made
TANEY says : (@R wA fammw 9 faewn e
meaning, "I'he mental eye of the poet composing under
excitement of sentiment cannot exercise  discriminating
judgement’. As a result, the poet is likely to make errors like,
using ungrammatical forms of words, making use of words
whose meanings are doubtful, breaking consistency of
meanings, disregarding the poetic conventions, using T9&s
injurious to the describable sentiment(s), violating the rules
relating to the sciences of music, dance, drama, painting and
other fine arts, making faults in 299s and so on. These errors
eventually defile the beauty of poetry. The writer's
excitement during the actual composition results in his
inattention to many things as described above. This
inattention on the part of the writer is responsible for
turning even a merit into a demerit.!”

The western stylisticians have also accounted for the
imperfection of the writer's first draft in more or less the
same words as used by the Sanskrit poeticians. According to
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S. lves, the writer's " first draft is rather like a road under
construction. A reader, like a motorist, would have to go
slow and watch for obstructions."'™ Thus the first draft has
been likened to an uneven road by Ives. Interestingly,
Marjorie Boulton, like IWIER, attributes the imperfections
in the writer's first draft to his inward excitement. She
observes : "The poet may find that in the excitement of
composition he has wrenched an accent unnaturally or
committed some inaccuracy of fact; he may become doubtful
of the strict meaning of a word, or its accentuation..."’® C.
Brooks and R. P. Warren have pointed out in the words
reproduced below that even eminent writers are liable to
make such mistakes :

"It is, however, our great variety of movable modifiers
that most often leads us into this kind of blundering. We
write, for example :

"Being lazy by nature and because Tam clumsy, | have
never liked tennis,

"Such violations of parallelism easily creep into first
drafts - even into the first drafts of a good writer."?

Thus it is clear that there is a unanimity of opinion
among the castern and western thinkers over two points,
namely, (i) the first draft is generally made under an excited
mental state and (ii) it is, therefore, Hable to be imperfect.

The western stylisticians have, however, made one
fundamentally important point which does not find place in
any work on Indian poctics. In the opinion of the former
group of theorists, we human beings are, by nature,
incapable of speaking or writing anything worthwhile
without revision. Summer Ives aptly notes : ".lardly
anyone consistently writes  good sentences  without
revision."?! A, 11. Gardiner also holds the same view. Ie
says, "It is ... a true and lamentable fact that, in ultimate
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analysis, one cannot speak about anything without altering it
to some extent."? This point, then, is a definitive contri-
bution of the western thinkers.

4. Unanimity on the Necessity of Revision

Since the first draft, as stated above, is invariably
imperfect, it cannot be passed on to the readers as it is. It
needs to be revised. On this point, there is a complete
agreement between the eastern and western thinkers, as will
be evident from following discussion :

TAYGR assigns a reason for revision, saying: TG
3uiEd|? meaning (a poet cannot exercise his judgement
properly and fully in the rush of composition) therefore he
should look over a manuscript again. Brooks and Warren are
of the firm opinion that 'Careful rewriting is the answer'?! (to
the removal of blunders). Similar is the advice given by Pearl
Hogrefe who says : "If you and your readers are not
completely satisfied, rewrite the whole story or at least the
weaker sections. Unless you are semiprofessional you will be
doing very well to get a good story in two or even three or
four writings."® Marjorie Boulton observes : "However, if
we look at a manuscript left by any well-known poet, we
shall nearly always find that the poet has made many
erasures and alterations before arriving at the final version.
This process of polishing is very important."2¢

5. Hour or Mood Fit for Revision

The point very closely connected with the necessity of
revision is the hour or mood suitable for it. JAIW
recommends the fourth @™ (= one-eighth part of a day) of
the day as an ideal hour for this purpose. lle states : agd
i oRfyaeRed @1 qalgomiitam s oham?
meaning, "The poet should either sit alone or in the midst of a
few friends and knowers of the art and craft of poetry to
examine the poetic piece composed in the third @™ of the
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day'. What I@9r@R intends to suggest is that if a poet carries
out the work of looking over the first draft carefully all by
himself, he is likely to miss or overlook some errors. Besides,
in that circumstance he stands to be deprived of the expert
suggestions that his literary friends are likely to offer.
Although the poet's sitting all alone for carrying out
polishing is thus disadvantageous in some respects, it is, at
the same time, advantageous in one respect, in that he can
concentrate on the first draft as there would be none to
disturb him. According to T@IER, there is another option
open to the poet for conducting this activity. He can sit with a
few knowledgeable friends of his for the purpose. But while
doing so he should see to it that he is not crowded out by his
friends, admirers or advisors because in that case
suggestions and counter-suggestions for the improvement
of the first draft might start pouring in large numbers, might
confuse the poet and eventually might make the task of
revision almost impossible. If this happens, the very
purpose of polishing would be defeated. Keeping all this
situation in view TR has very guardedly used the word
afferaaftsdt in the passage reproduced above.

The reason why IAI@R has preferred the @gd am (ie.
from 2 to 5 pm.) for the work of revision can easily be
guessed. According to the daily routine of a poet (wfereat?®)
as proposed by THIGR, the poet is supposed to make the
first draft of the composition in the third am™ of the day, to be
followed by his midday meal and rest and thereafter he
should sit at his desk for the revision of the first draft in a
very composed state of mind. The western Pearl Hogrefe
also offers almost the same kind of advice in this regard. She
suggests : "After your work has cooled, read it critically.
Read it aloud. Prune unessential words."® However, the
castern thinkers are more specific in this connection than
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their western counterparts.

6. Modes of Revision

Before a poet sets out to polish the first draft of a
composition, he is naturally expected to decide upon the
appropriate mode/modes of polishing. But the ancient
Indian poeticians are surprisingly silent on this point
surprisingly because when they can conceive of a state or
stage as gag@id: (W & TT Fad FRad T T gagata:l®0) they
really are capable of conceiving yet another subtle notion,
namely, the notion of revision carried out inwardly. But they
haven't done it. As against this, the western thinkers have
conceived of two modes of polishing - polishing carried out
in mind and polishing carried out on paper. In this context,
Herbert Read has quoted Gibbon who writes : "It has always
been my practice to cast a long paragraph in a single mould,
to try it by my ear, to deposit it in my memory, but to
suspend the action of the pen till I have given the last polish
to my work"3! Graham Hough is very precise on this point
when he says : "Most writing involves a process of revision,
conducted either on paper or in the mind before anything is
written down."*? After finalizing the mode of revision, the
actual act of revising the first draft begins. What process do
the creative writers follow to perform revision? The answers
provided by the two groups of thinkers will be considered
now.

7.Process of Revision

@R has proposed a fourfold process as under :
TRITE FFEH 912 meaning - "To drop the extra, to supply
the needed, to change the one used in a wrong place and to
recollect and use the one totally forgotten'. With a little
imaginative thinking, we can suggest the details of the above
four processes of revision as under:
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7.1 AOFE A

7.1.1 ‘The TaRANs - 3FU%HY (=TEYRUMIANGH ), TYTET
(=gemiiidam), feowey (= @ wdEffe:),  Sad
(=9 §), ey (=afadefaugss) +

7.1.2 aGRINs - (eTeAG (=98 ugrdy fet), aemiiag

(=arearram Y ), sAftsen (=sftwm-TemEfyewem) +

7.1.3 arndaNs - dq  (=Tadm, Fremew), ey
(=wmafEndm), ooy (=orgd, gudw), Sty
(frrgarm )™ - all these contain some element which is
superfluous and therefore discardable. Besides the above
ones, the =@d@ (unduly and unreasonably long
composition) which has been criticized by W in ‘gdf1 #1eay
R argardrEar aanl?® can also be considered under the
present head.

7.2 Y

The TAI9-397 (=¥gafemy) + AHRENs - Y (==
TSR ), weTR  (=frarmafade) 4+ ks - sty
(=pmrady=m),  Eeme (=gFmeEg)  and  Fresgem®e
(=3IHEITEFN) are the cases of deficiency which is required to
be made good. In his Ffgmerom, #5% has mentioned two
2qs namely, TAATaEd ( absence  of suggestion)  and
gAY (- lack of clarity) which can be grouped here

7.3 AT G

It can be a very large section, the list of cases being quite

long,

7.3.1 The Te8ss - 3y 729 (==m@lasey), FUgHT
(=wfRfy 7 mgww), @ (= g0 wgEey), Iy
(=wfeegay), smwdm (=smwmawEy), WA@Y (= 9™ T
aEeR), TEdw  (=swigardwdim), Ay (=sfeEEd),
faregu (=frrdmdyeerm), and o (=3#@H or IHEHH
or guEg) |

732 AEREINs - JEEM A (=3UIEdd), HRYSH
(=¥muY), ey (=faverai ), Hepriy
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=€naam'm%x frsm), orvem (=fafewsfents - cgfeges),

forafogm ﬁaﬁfgﬁm), Fraem (=freEeoeg),
TR (=BIgdq), - Wweaed  (=omum  farfugey),
srifemg (=Tom Rrada:) +

7 3.3 qEgaINs - Hﬁnmi (=ggem:), TN (=HAT:),

(=afreds: ), stfemma: (=aeerErdad:), foRa: (=ormmrga:),

am%sﬁtm wgai‘mm ), oS (=srHiATdudifanT), weaat
W—W—W? - all these are cases of =g i.e.
wrongly placed and therefore deserve to be changed
suitably.

Besides the above, the sFaf@raues®® as mentioned by
AR, FEARETd and fRimREaEfe?’ as suggested by
9%, the poetic conventions enumerated by gaa=t! and the
gwas used in the sentiments of YT and &80T as re;ected by
&' are all instances in point.

7.4 TR ATEHY

The gAY fafr (=feeraf as well asfrEfgan) and the
TETERAIY ARG (=amfa@Tw =) are the two cases which
belong to this group.

This is Indian thinking on the present subject. Turning
to the western thinking, we find Brooks and Warren telling
us : "And in our writing, and especially in our rewriting we
need to see that we have avoided irritating monotony of
sentence length or of sentence structure."* Pearl logrefe

5 without explaining

advises to Prune unessential words,
how to identify such words. While discussing this point at
some length Summer Ives makes these observations : "In this
process, he may revise his original structures to fit the final
pattern. For example, he may reduce an adverbial clause to a
prepositional phrase, or expand a phrase to a clause. I le may
reduce an adjectival phrase to a modifying participle, or add
a subject that will make a modifying verb into a finite verb.

The possibilities are limited only by the resources of the
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language and the exigencies of the design..."* Elsewhere she
adds in this connection : "A writer like a builder, must
smooth out the bumps and fill in the holes. The final version
seems to be effortless because the verbal impediments have
been removed and the mental gaps have been bridged."¥
About the revision conducted by a poet, Marjorie Boulton
writes : "During the polishing, the poet is usually dealing
with individual words; he may exclude a word because its
sound echoes or clashes with the sound of another where
such an effect is not wanted."® Again she specifies : "The
words that can most easily be altered in polishing a poem are
adjectives and adverbs."¥

It is interesting and instructive to note that the western
literary theorists have practically the same notions as their
Indian counterparts. But one remarkable characteristic of the
Indian thinking is that it is very brief yet inclusive and it is
easier to remember because of its aphoristic expression.

8.Law of Revision

The ancient Indian thinkers have literally provided us
with a law () of revision. The revision, according to them,
shouldn't be carried out interminably, but it should be done
up to a limit, at which it should be stopped. It is @H4 (circa
800 AD.) who first lays down this law while discussing the
concept of & in his FTA@HRGA. But if we survey the
evolution of Sanskrit poetics through ¥@ to ams we feel
convinced that g% has taken a cue for the framing of the
above law from 9Hg's verse quoted below :

v o R 8w oeiag o |

TRl (Eafy ag |y e wen

Q0 FHrAy st qgag Tty 1Y

meaning - 'Just as a garland-maker makes a garland
after getting to know pretty well that this (particular)
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fragrant flower is acceptable (i.c. worth interweaving),
whereas this another one, being wild, is discardable; this
(one), on being strung, would look attractive; this is the
(most) appropriate place of this another flower, (or this is the
right place of this one and this is the right place of that
another one) so also the poet should first examine the words
attentively from different angles and then use them in his
poems'.

198 wants to suggest in the above stanza that the initial
tentative choice and the final firm use of words in a literary
composition are subject to rigorous examination. The poet
takes into account the sounds, meanings, forms, kinds and
association of the words that initially come to his mind and
rejects those that are not suitable and uses the most
appropriate ones in their right places and thus makes his
final selection. The words so selected come to stay. ‘This
process of trying, removing and using the words continues
until the poet feels sure that the words he has finally chosen
do convey his intended meaning and therefore need no more
changes.

It is now casier to understand amA's law of revision
against the above background. am= lays down this law in the
following words:

“qETHTIETO 3T 194l

SR Y M, IEI0 NTHRUM| F@ @F e |

I B -

MYFIGRY g AqIg S 7

T ' Al g e mwed i

Ja @A T wﬁqﬁv%w l

d TGS e e (17

meaning - "The using and removing of a word is called
ITYLUT. MTETH means using a word (in a composition), TG
means removing a word (from a composition). 31381 means
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the examination of these two processes. There are two verses
in connection with this subject :

"As long as the poet's mind is in an oscillating condition
(that is, it cannot firmly decide whether a certain word or a
word-string is or is not appropriate), the act of using and
removing the words continues. But once the exactly right
word or phrasing is selected and used, the poet delightedly
feels that the goddess Sarasvati is pleased with him, as it
were. During this process of trying and erasing the words, a
moment comes when as if the words themselves start saying
: Enough is enough. We will no more tolerate any change.
Such a state is called the perfection or maturity of words by
the poets who are skilled at organizing the words."

To explain the above : the poet's 'mental eye' remains
oscillating in and out as long as it is unable to determine
whether a particular word or expression is g, =g,
QAR or §98. But once the poet ensures that the word he
has used and/or selected is neither 39, nor =4, nor
st and nor T893 but is 'the word' he most wanted to
use, his irresolution comes to an end. Once a word or
expression gets finally selected with anappropriate place for
it, it gets firmly rooted there. Then as if, it loses its elasticity
or tendency to change. In this manner when all the words ina
composition occupy their respective proper places, the
composition is said to be verbally perfect. This position is
precisely the same as the concept of 'most juste' as advocated
by the western stylisticians. For example, M. Boulton
informs us : "but most polishing is probably done in search
for the mot juste, the most exact and effective word possible
in the context."

9. Extension of the Concept of T1& by TA@

We have seen above that @@ has talked about the
concept of & (perfection or maturity of diction). TA@ER
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has not only pursued the 9% concept in his @@= but has
also elaborated it, lending it one more dimension. We prefer
to quote hereunder only the most relevant passages from the
FHHEE! to point to TAIE's novel views on the present
subject.

“.3f okl o3 wsHem Tl weEmdE sFeisfy
;. URuEE wafdl JEg e asEdgihtE(d) @l

“@ 9 BHHE wE A Aqur waEfdl qE

Hﬁ%?wﬁlém%gaﬁﬁ%gw qzrﬁeawm..
we: gWhE:| LW WEm L SFaferaue g SRk
AT T YRS RSN G|

“ R R H Ay gReesd |

grrErRET fara @3 fe gher o

s o e ety R R |

ferg fa(Pfnmd o Bramfy o g 17

meaning - 'According to rafRIgRH EAIEs wife),
great poets are capable of expressing one and the same
subject in different turns of expressions, all equally perfect.
Therefore, perfection or maturity means a verbal expression
in which the words and their meanings are suitable to the
describable sentiment. Such maturity is of nine varieties.
They are divided into three triads (or sets) comprising three
varieties each, of which one is acceptable, another one
medium and the third one discardable. Accordingly, the
Tgd# (grape), 98%R (mango) and Af#HT (coconut) are the
acceptable varieties; & (jujube fruit), RE® (tamarind)
and FYH (cucumber) are the middling ones and the gz
(F9), art® (egg plant fruit) and #9& (betelnut) are the
discardable ones. A poem totally devoid of maturity has the
taste of a fruit of the wood-apple tree. Just as shaking up of
husk does not yield foodgrains so also a composition
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without maturity (never) gives the pleasure of a charming
expression.

'So an intelligent person should make use of the law of
revision and classify poetry into nine categories. Although
operation of three types has been shown here, there exist
various types in the world of creative writing.'

The above passage makes it abundantly clear that am='s
views on the subject have been handed down to T=igraR by
the former's followers (am@=as).

10 &9 and the Concept of Revision

During the course of his ‘a hundred - piece advice' to
the student - poet(s)™ &= refers to the concept of IYEHT in
the following words:

TGO M g 15
I lerc &% has advised the poet to carry out the revision of a
poctic composition over and over again (until, of course, he
makes sure that the words and expressions he has finally
chosen for use completely and precisely convey his intended
meaning).

So far we have considered the concept of &I
expressed by the ancient theorists in so many words. We
now propose to consider the concept of 399 suggested by
them.

11. The Concept of HuTF

As shown above, a5 has discussed 97&89% and TAIER
arEqurs. Now since every 1€ expresses some meaning or the
other and since every 18 (meaning) is expressed through
some word (or words) or the other, it is quite fit and proper
to conceive of the notion of s&4I. l.ikewise, it is in the
fitness of the things to formulate the notion of grETdT. In
fine, the conception of the notion of 38w is fully justified.

In fact, it has actually been upheld by MY=FREYEW®, the
commentator of AA's HrAGHGAT when he categorically
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says : g TSIy FHEE:%, Keeping this in view, the
arerTgaIYs have also been listed under 7.3.3 and 7.4 above.

We now turn to an interesting point related to the
present topic.

12. Whatdoes Revision Achieve?

The revision is conducted to achieve perfection -
perfection of diction, ysx9® and perfection of meaning,
FA, as explained above. The revision makes the
composition free of all imperfections. TAIEI has clearly
said so in these words : 3 ®™HI”. This complete
flawlessness is held by Fem@fd™ (see section 2 above) and the
other poeticians as the great quality of any good piece of
creative writing. In other words, the four-part revision as
proposed by TAIER, if attentively conducted, makes a
qualitative improvement in a literary composition. This is, in
a nut-shell, the view of the castern scholars.

Among the western stylisticians, Brooks and Warren™®
arc of the view that the revision avoids irritating monotony
of sentence length or of sentence structure. In this connection
Morgan observes : "Revising is a conscious and careful
attempt to make your writing good." In the opinion of
Summer lves®, the revision removes verbal impediments
and bridges mental gaps. B. B. Cohen holds that "in some
cases the changes an author made in the text of his work can
provide insight into meaning and technigque.™ Graham
Hough has to offer some thought-provoking comments on
the present topic. 1 le writes:

"The organic unity of a work of literature is not
something ready-made; it is not an entire and perfect
chrysolite found lying about in nature; it is something
achieved. This organic whole may be arrived at in a variety
of ways... Most writing involves a process of revision,
conducted either on paper or in the mind before anything is
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written down. There is some evidence that different writers
look on this revising process in very different lights; some
sce it as the progressively more accurate embodiment of a
preconceived meaning; some see it as a continual change and
modification of meaning itself. In either case it is best for the
critic to look at the matter prospectively."s?

Although both eastern and western groups of literary
theorists are unanimous in holding that the polishing does
bring about an improvement in the text of a manuscript both
in diction and meaning, the latter group of theorists have to
offer a few penetrating notional details which are absent in
the former group's thinking.

Before concluding the present paper, it is necessary to
consider one more important point concerning the concept
of polishing.

13. Polishing: Ideal and Avoidable

Western thinkers only have paid attention to this point.
Polishing frees creative writing of all faults and enhances its
acsthetic value, no doubt. Nevertheless, some form of
polishing is, according to the western  stylisticians,
undesirable. Hence the need to consider this point.

Pearl Hogrefe disapproves of tinkering and proposes
revisualization. She advises : "If your work needs much
revising, do not be satisfied with mechanical tinkering.
Revisualize until it becomes an imagined experience. Then
rewrite."® "She has reiterated this piece of advice while
discussing the story writing in these words : "But if you are
doing much revision, revisualize and let the story grow from
within you as you rewrite it. Avoid a mere detached
tinkering."®* What Steichen says about one of Matisse's
greatest paintings in the words reproduced below also
applies wholly and aptly to any piece of creative writing :

"I remember one of Matisse's greatest paintings, called

Conceptof Polishing in Sanskrit Poetics /73



The Dance... | saw the effort and turmoil and the changes and
changes that he made. It was gradual, almost as gradual as
the development of the baby that's under a woman's apron.
And then came the final burst of passion. Within a few days
he changed the whole painting; the figures became brilliant
vermilion, the background a deep Prussian blue. It was a
moment of exaltation - a child being born! A work of art
being born!"®

The polishing brings about this miracle. Revision then
earnestly and masterly conducted, transforms the first draft
into a perfect, fresh, pulsating and glowing piece of art.
Conclusions

* Both eastern and western thinkers have advocated
good writing and condemned bad writing.

* The eastern thinkers' notion of the 'Goal of Creative
Writing' is relatively loftier than that of the western thinkers.

* The concept of polishing also called revision or
refinement is acceptable to both groups of thinkers.

* Polishing means to free the first draft of a creative
piece of writing of all flaws and faults, to make it perfect
aesthetically and to turn it into a pleasurable work of art.

* The Indian poeticians have recommended a specific
hour of the day as an ideal hour for writing the first draft.

*The rush of writing and the consequential inattention
during the actual process of writing are the two factors
which are responsible for the imperfection of the first draft.

* The western stylisticians have ascribed this
imperfection to man's natural inability to speak or write
anything without revising. This subtle point is absent in the
castern thinking.

*'The easterners have specified time and mental state fit
for polishing, the westerners have only specified mental
state.
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* The western theorists have proposed two modes of
revision, inward and outward. The concept of revision
within mind is not found in the eastern thinking.

* qAMER has put forward four processes of revision.
The western thinking is wanting in this subtlety and brevity.

* {qmg (500-700 A.D.) inspired = (800A.D.) to lay
down the Law of Revision, 37g&mur.

* Both groups of thinkers have insisted upon the search
for the 'mot juste' (=most accurate or precise) in polishing,.

* The concept of maturity of diction, 3T can well be
extended to the concept of meaning, maturity of 3tdur.

* Western thinkers have provided us with some
significant details about qualitative improvement. 'This is
lacking in the eastern thinking.

* Westerners have advanced two more important
concepts, namely, (a) the avoidable and ideal polishing and
(b) polishing tantamounts to the transformation of the first
draft into a throbbing picce of beauty. These concepts
constitute the westerners' admirable notional contribution to
the subject of polishing,
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4. Transformational Operations and FIGEA's
RICEEAIE REL Y

-

1 'Transformational Operations' are those linguistic
processes which are used for converting a basic sentence into
a surface sentence in accordance with certain fixed rules. To
clarify this, let us take a basic sentence and consider its
transforms :

Basic sentence : | know it (or that) : 3¢ g WA
Transform (i) Do I know that? % &% o 7 ?
(ii) 1 do not know that : 31§ a3 7 7

(iii) I don't know that : 3@ T FTA|

(iv) That I don't know : T AR 589!

1.1 Of the above, the basic sentence is a positive
sentence, the like of which the grammar of a language always
assumes. Transform (i) is an interrogative sentence, which is
a structural variant, showing the change of the word-order.
Transform (ii), a negative sentence, brings about a change
into the polarity of the basic sentence. It "gives a new
dimension of depth to the original positive sentence.”!
Transform (iii) works on 'do' and 'not' of transform (ii) and
joins them, dropping o' in 'not’. This is called 'a contracted
transformation'?. Transform (iv) removes the final 'that' in
transform (iii) and places it in the initial position in the
transform. This process is called ‘inversion'2

1.2 38 @ 5|, the basic sentence is known as the deep
structure. It gives the meaning of the sentence. Each of its
transforms is known as the surface structure, and 'is close to
physical reality in that it concretely specifies the syntactic

“Paper read at the National Workshop on qerafy wfeEE at the Ba-
naras Ilindu University, Varanasi, on 12-3-1992.
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structurc for spoken or written communication'? It is
further noticeable in the above transforms that all the surface
structures are related to the deep structure. The above
transforms show that the Sanskrit sentences also undergo
the same transformation-types as the English ones do. Both
the English and Sanskrit transformations clearly appear to
operate on the constituents of the respective basic sentences.
The Sanskrit transforms have generated the same 'kind' of
sentences as their original English counterparts have done.
These facts lead us to state tentatively that insofar as the
transformational generative operations are concerned,
whatever is applicable to the English sentences also seems to
be applicable to the Sanskrit sentences.

1.3 The basic sentence - 31§ T | makes a statment of
fact. Transform (i) fh 31 & 7™ ? works a change on it, raising
a doubt about it. Transform (i) 37 @7 7 7| negates the fact
contained in the basic sentence. But transform (i) 3% a8
M| is both succinct and assertive. And the last transform @
AMSER) focuses the reader's attention on 'that’ @ and makes
him all alert. Thus the last transform has raised the basic
sentence "from a commonplace statement to a memorable
expression."® This process then fulfills the fundamental and
inevitable need of the 'Creative Writing', namely, that the
creative writing must be charming both 'in form and in
content." In view of this, the western transformational
generative grammarians propose that all the transforma-
tional processes have a direct bearing on the concept of
'style’, although these processes suck their life blood directly
from the language we daily use.

2. Number of Operations

2.1 There seems to be some difference of opinion
among the western grammarians as to the total number of
operations that are performed during these processes. For
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instance, Jacobs and Rosenbaum propose : ""There scem to be
at least three different kinds of elementary transformations
which can be used in the formulation of a particular
transformation :

1. Adjunction. 2. Substitution. 3. Deletion.

Within these transformation types there are probably
sub-types."®

2.2 Ohmann is of the opinion that "there are four
possibilities : addition, deletion, reordering and combination."”

2.3 Bach on the other hand, holds that "a rule of
grammar may perform any of the following operations :

deletion, replacement, expansion, reduction, addition,
permutation’’ 8

2.4 Omitting the common operation - terms, we can
draw up a list of ten transformational operations, in their
alphabetical order, as under:

(i) Addition, (i) Adjunction, (iii) Combination, (iv)
Deletion, (v) Expansion, (vi) Permutation, (vii) Reduction, (viii)
Reordering, (ix) Replacement and (x) Substitution.

Since all the above operations are also noticeable in
Sanskrit transforms, as stated in (1.2) above, it is proposed to
study hereunder @ifeema’s Aefaetafaam, with reference to
the above ten operations, one by one.

3. Addition

Under this head, the transformational generative
grammarians consider the phonetically deviant forms,
verbals expressive of time, plurality of subjects, nouns,
adjectives, adverbs, numbers, etc. Let us examine
ATR@THRE from this point of view :

3.1 Vowel-addition

g W (@fearg-aramael’ (@] p.394) Here wg: > =,
3.2 Indeclinables

aaed:| (@ 330, 418-420); 39 g1 wa=dtl (ibid., 337); @
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gar wadl (ibid., 338); 37 & qR@deAl (ibid., 353); 30 31 Wa™|
(ibid., 361); g gar @:| (ibid., 385,390); 3% ;S ITERIAVEI
(ibid., 386); 3a ga W31 (ibid., 400); & fregl & frep! (ibid., 402);
anerdy| ansrE| (ibid., 406) Ty Y Rgearmr @yl (ibid); 34 g
waedt| (ibid., 416)

3.3 Number (Plural in place of singular or dual)

STTRrAT: T | (FT; 328); aefarerr srgeveq| (ibid., 332);
AR s daved 4 swean (ibid., 357); @
SFEFAIATA STAaFT:l (ibid., 385);, TAEAGTEEGE IR
fafed o1 (ibid.); TR FAaramr | (ibid., 397) (Here Faram is
used in place of Farama:|); geERon fesmrr saE:| (ibid., 415);
sreTeel We el (ibid., 418); ©esEs Wi wgEa F9H)
(ibid., 428)

The constituents printed in italics in the above excerpts
denote plurality of number.

3.4 Plurality of Nouns

wirn = urA St (@ 333); mag 3@ st (ibid,,
390)

3.5 Plurality of Pronouns

L3 =l gfeamnl.a e adEm| (@ 327); T
... B0 F5... (ibid., 332); T Oq YAYTawY... aq 7% fdeomy!
(ibid., 332); BSE9Y ge&e...1 (ibid., 338); Tsg1 @t wwi! (ibid.,
339); 79 I9 Q1&g 3 HE SAErEron 34:1 (ibid., 396).

3.6 Plurality of verbs : (Repetition of the Same Verbal)

Ty 7gg ¥9:| (@ 353); Aty st (ibid., 354); 3 1@
(ibid., 377); g g wall (ibid., 382, 389); wfEma e
war! (ibid., 386); s e (ibid., 402); 7 Sreem) 7 Sae|
(ibid., 402); Tg ug ¥@:! (ibid., 413); 71ag 74y wJai@ (ibid.,
417).

3.7 Adjectival Plurality

® fufrresmiang o Arsmeay sryeas| (B 329);

AW F{H ATAMRT G99 B g agwal (ibid., 332);

F gy I weEid ARE gyl (ibid., 332);
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T hTEEE ey

@ ogHEd e 9 g e @Ronl (ibid., 337);

oy Afupaaw IgHIEA! GG Ao gL &
(ibid., 363);

I3 @g TaH wommggens  swfn gertanl (ibid.,
372);

TY IYTEST: ITAITEN: A audl (ibid., 373);

... FEACIGRIEET  FargEEdIHe w0 G|
(ibid., 375);

TN PEUEEIATEE SR FEd: Ui gl
(ibid., 392);

g gE g st | (ibid., 324).

Of the above adjectives, FTHYETRAY, ATAGHTAw,
TSI, TaTgsEsIAeH, Afgs® and g are called non-
action adjectives  while TrERAAROY, S, IogHEIE,
TYEBIT:, TONTEH:, JETIGRAEON and FHATTIIATRE are
called action-adjectives. !

3.8 Additional word (Italicized words hercunder  are
additional ones)

gz o e Al (@ po 331); FrEg v
ydufetRET  TaE  adafal (bid, 333); @volt g mm
gaqd:| (ibid., 368)

3.9 Additional sentence expressing clarificatory, explanatory
or supplementary idea or meaning;:

3.9.17 - (M) 3! ®Walg HAeqrg Grear i
gsafal aor fg -

H giufefaaed = gx ... (ibid., 350)

3.9.2 IO - qEE! FETEEE O Stedraum Al

aRafra faursn & sme sl (w5 354)
frwgm w@! fefugedst®r Fi(ibid., 355)
393TqA - @@ IErwRyUEs  sEwWEl  aufE -
(ibid., 364)
In the above passages, the words 7t and a1 begin
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the expressions of additional meanings.

Thus, we come across a number of instances of the
‘addition’ operation in the refEtEag. Let us now turn to
the next operation, adjunction.

4. Adjunction

Under this head are considered the contracted forms of
words, the amalgamation of vowels and consonants or
vowels and vowels and the fusion of many meanings in one
and same word or word-string.

4.1 Such Coalitions as TR (= T + T (BT 327), Ff¥HME:
(ibid.), gferhar: (ibid.), srmf& (ibid., 328), yaura®= (ibid.,
328), guvitHed (ibid.), 7afeand (ibid.), ya= et (ibid.),
amsrantar (ibid., 329), wrefaehta (ibid.), afaarf@r (ibid.), iRt
(ibid., 330), swffeaty (ibid.) and such others are very
common in Sanskrit.

4.2 Fusion of more than one meanings in the same word:

4.2.1 wRoiyaeniivadg swat sesan| (@ 339);

4227 wAMslt  rge wisfiemr e
qrEpREE| (ibid., 347)

4.2.39gomafesl - TY IYEET: TTNNE: WA godl

wefaar - (gg¥m) f& wmtl (ibid., 373);

4.24Ed - HMH: FGA 7 WM o g gwfa wal
(ibid., 377);

4.2.5 39! - 39T g9 @ wg HgERTA (ibid., 379) also
means3gald IgFT @& aeiig sngaarsE

4.2.6 (0T SFMHETHHIONG TR e Bl
Yy Hed Tl sf@ (ibid., 379) (Here the word ™9 means
'by the black’ (serpent) and also 'by death’);

4.2.7 fggwe- Fawa@ (ibid., 380) means 'You have
earned favour'and also "You have received punishment'.

That is to say, all expressions containing %% (i.e. pun)
are treated as instances of adjunction.

Now let us move on to the next operation.
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5. Combination

This operation takes into account compound words,
joining of the sentences with conjunctions, togetherness of
phrases and clauses, etc. A number of examples of this
operation are reproduced below:

5.1 Compound words

Since the Sanskrit language is rich in compound words,
it is quite natural that one comes across a plenty of
compound words as under in the present play:

FEEARE (F17 327), ufadasg (ibid., 328), gE=ioad
(ibid.), wfamasmi (ibid.)awwmea: (ibid.), RRefasT (ibid.),
wyaaagig:  (ibid.), wawgEEi  (ibid.), ®aw@E:  (ibid.),
sferwgeraRst (ibid., 329), smarusn (ibid.), yeamaei (ibid.,
330), sward (ibid., 332), Im@fafadwweaar (ibid., 333),
AffmrasmTTeT (ibid.,  333), smduRdsfREE  (ibid.),
FEmrgaTq  (ibid., 335), 7atydseaiea®a (ibid,  345),
IyegETarEn: (ibid.,  348), wat=nqrataremstataerET
(ibid., 355), AprmEfs=ataa (ibid., 399), e (ibid., 421),
cte.

5.2 Joining words, sentences, ete with conjunctions

5.21qVg 7 |1y "/Y A @19 $red Aqrieaqay| (B
328);

5.2.2 ypcatiE: wfagewl @ ¥ d@w: (ibid., 335);

5.2.37Agdrmenter 399 ¥ 9 i (ibid., 338)

52475 ¥=vaE gH W @, @ s g9, Rgegl (ibid.);

5.2.5fF7s areggeru? ®Y ar I wwaa ? (ibid., 340);

5.2.63ufRrd wgemy wfafeawfa @l (ibid., 348);

5.2.7%Y FEMi O HIGAGY? UGl TASE W YGHAUSH
wfersafat (ibid., 366);

5.2.8 19T%: FgH 7 z9fafe o g goafy wal (ibid., 377);

5297 aad & @ 3 uRol Y @1 SeEvER
frra zfai (ibid., 382)
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5.3 Joining sentences without conjunctions:

53.1f%w fpa safaegomen agi=eaa gl
(6111 341);

5.3.2 gheiegar gwee w4l (ibid., 348);

533! Uy =@ gEFMI (ibid., 352);

5.3.49go@iew ... T Faram ™| (ibid., 397);

5.3.5T® Ifass e Farml (ibid., 410);

5.3.6af% awed Heam| (ibid., 421).

In 5.3.2 and 5.3.5 above the omission of ¥ (i.e. joining the
constituents of the respective sentences without the use of &)
is very obvious. But in the last of the above passages (which
should normally have read as afg aq &y awed af§ Homam|
both 37 and € (or its equivalent as @:, T or ) have been
left out.

5.4 'Togetherness of phrases or clauses i.c. putting many
phrases or clauses together. For instance :

5.4.1 IqERM=R  UHEAUaed  wE fEeaa e
RATERTE sEEE’ @ el & el (& 330)

5.4.2 3G g afdsn war fyeparam gwatatean
SfepraerbrTaerTal AT sraaEn fasefd (ibid., 333)

With this we now pass on to Deletion.

6. Deletion

Dropping of a prefix or a suffix, keeping the sentence
incomplete by omitting a word or two which can easily be
understood, eliminating a word, word-string or sentence in
imperative and interrogative sentences, are the prominent
processes of this operation. Examples are as under :

6.1 Dropping of a fa& (places of fa@ri@ are italicized):

g aEeHl (F10 327), 4= 54 WiRedn: (ibid,, 328), @ W
(ibid., 330), gy Aremrm: (ibid., 331), 57 3m@a (ibid., 336),
Tegrg g (ibid., 352), ygfeg@r wa  @aw (ibid., 353), 57 3
Fan: (ibid., 385), wf @ (ibid., 394), aresr 7@ HFIIFTESD
EgH: (ibid., 400) ete. etc.
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6.2 Cutting off the augment of the Aorist

6.2.1 T - 71 HAW 9:| (@7 388) (Here, as we all know,
the actual aorist formation is 31, of which ‘31’ is dropped).

6.2.2 T - A1 Adi: Wl (ibid., 388)

6.3 Omitting a word which is casily inferrable :

In the following expressions words as FfE, aaq, vafd,
HadT, I etc. are not actually used but they are so obvious
that an attentive reader can provide them wherever
necessary -

T (F1 342), ETT: Hgsatasd (ibid.), T SH9wd qfir
a1 (ibid.), siRea & farsm (ibid.), fawrd wag) (ibid., 345),
iR uAeEy fedl TUMMgerr oEyEE da: v WaEl
(ibid.), wersw@eH (ibid., 355), Ferifgom: Rl (ibid., 360), wag
&M (ibid., 373), TN IUMGERTT ITHIMEH: QRO awdl (ibid.,
373). (1ere the words NNHIMETTS TFITE: are omitted.).
6.4 Ellipsis (= the leaving out of a word or words from a
sentence when the meaning can be understood without it/
them) in an imperative sentence -

w argd (®T 328), famtgaraatafeas (ibid.), 9@ (ibid.,
328, 396), Y7 (ibid., 330), a% Zvswh 3mnTd (ibid., 335), W™,
famra g 3wy (ibid.), s@nfafE g8 (ibid., 336), 34, yuam
(ibid., 337), fass arag (ibid., 338, 352), gadi JEERAT F2H
(ibid., 342), g% g1 au 7Afg aad (ibid., 351), fags =19 (ibid.,
357), Tafaw (ibid., 366), 3fess (ibid., 373), ¥=t:... ATl
(ibid.), etc.

6.5 l.eaving out of a word or a complete sentence in a
dialogue or a question - answer. (Left out expressions are
shown inthe brackets below):

65171 - f& wfowes & ?

IMTG: - &G, FEETIE| (@Brm334) @l srwfamnam
wferqeal)

6.5.2 37 - 7RG fafwemuree yeicga et

ame: - awl (ibid., 335) (3ERa Foquma gt
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aEEil)

6.5.3 A - 7 WTESSATGY IHAERgd Jred|

aR - arg B ? (ibid., 341) (@imErs@fvmay swadee
o)

It should be noted here that in conversations or
dialogues such omissions are quite normal.

We now take up the consideration of Expansion.
7.Expansion

To expand the subject, to expand the predicate, to
construct many simple sentences to express the meaning of a
long-winding or complex sentence, to use a simile, to make
literary allusions, and to quote an authority are the
prominent features of this operation. Let us consider them
one by one:
7.1 Expansion of the Subject

71.13R FgwyeNrHawa:|

fgraman geaY=| (BT 337)

7.1.2 FAOEmeEvEd!: aeEE: e (ibid., 341);

7.1.3 U o€ Wi Hatasatl (ibid., 418)
7.2 Expansion of the Predicate

72179 g fg9wetong wguieda ® &l (ibid., 332);

7.22QSEY YA EEOA FUMYGTHHE ‘AT W qEIAENy
I’ gatutera:| (ibid., 338)
7.3 Use of Similes

FHErd is known for his masterful use of similes. The
following ones, for example, are very appropriate and
pleasing:

7.3.1 Frgerae eI e @ 4 s
gferfarl (1 329);

7.3.2 sffuftearea: o wefoy smaeeEd |

BEHRMINIDEISTIEC IR C e Hﬁ@'ﬁq I (ibid., 335);
7.3.37Rsf smamfa gairo faufer:
Tgfons: worm fevonfes @ |l (ibid., 350);
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7.3.4 STAUGIHET]  ITeBEEg 3@ Tga gedq | (ibid,
352);

7358 3@ gl ¥WW ofwd dmwH gesfa | (ibid,
353);

73.6 % & @iy wfe JupPR dwd g
(ibid.);

7.3.7 %% fauftegia & sgusa=R &l (ibid., 355);

7.3.8 fohg AeTaRifrea it TSI FEvad] JTotaeT|
(ibid.);

7.3.9 Wariy gATiER=R 59 7y sHvegy Hrowd| (ibid.);

7.3.10 ATe{g@Ty Y fRedy smyaqha Aedrel e oed|
(ibid., 357);

7.3.11 spviaE@EtE MEd @ =R’ (ibid., 371);

7.3.12 38 Fedrawwaged dagA:| (ibid., 376);

7.3.13 U8 FRRA qgweE faufre @ sded emditaw:
(ibid., 401);

7.3.14fefrTd Afesfrg dwa 8 gl (ibid., 414).

We now move on to the next operation, numcly,
permutation,

8. Permutation

Under this head are considered balanced or parallel
wordstrings or sentence-structures, which belong to two
kinds, viz., expressive of like meanings and expressive of
opposite meanings. Let us consider them in that order.

8.1 Parallel ¢onstructions with like meanings

8.1.13d - wmafa smard: firawwe| (10 344)

Again awhile later

[ - pafa e gl (ibid.)

The above two sentences are exactly alike in that they
have the same number of words each, have similar word-
order and also have like meanings.

8.1.23% - wag watl dag wiEl (ibid., 417)

8.2 Parallel constructions with opposite meanings
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8.2.1TUrEr: - Wary! gareseq sfydaa qon g W
il (@17. 350) Here the pair - o a1 At a1 have the same
number of constituents and similar word-order but their
meanings are opposite. The same features are noticeable in
the following passages:

fogwe: - swafa! s ar 7 @l (ibid., 389);

[ - 3WET 9 g9 gEegd 4l (ibid., 412).

The next transformational operation to be considered is
reduction.
9. Reduction

The objective of this operation is to reduce the number
of words or word-strings and to express the intended
meaning in the briefest possible way. This is achieved with
the help of nominal verbs, repetitive verbs, &g formations,
desiderative nouns, indeclinables expressing the meaning of
a sentence, compressed sentence-structure, ete. 1.et us deal
with them one by one.
9.1 Nominal Verbs (the formations are italicized).

9.1.1 a1 AW RN FRY FSUHTERd FrawIaT
(ibid., 352);

9.1.2%8 # fe@raf (ibid., 369);

9.1.33mEM wa g (ibid., 401);

914 9% wg ... GO AeEast  @erEdl (ibid.,
401);

9.1.5 g:@rd g geawl (ibid., 412).
9.2 Frequentative Verb (the verbal is italicized).

foquen: - &9 71 W=y, Rprfgamaf~yr Asgil (ibid., 388)
9.3 f2g formations (the relevant words are italicized)

9.3.1(gehga: s ... Revina:1)(ibid., 410);

9.3.2...9RwrgHig (ibid.);

9.3.3 ..o FraEiwg gl (ibid.);
93.4T: ¥ WA .3l ARG FAN.. (bid.,

418);
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9.3.5 sty U & (ibid., 423)
9.4 Desiderative form (form is italicized)

fegdum fowrg: oiefy faedt wifkmg afe=m (ibid,
353)
9.5 Anindeclinable expressing the meaning of a sentence.

9.5.1 @ =4I (&1 339) = | extend a welcome to the
queen.

9.5.2 @f&  wadl (ibid., 354) = Your ladyship, may it be
well with you! (or I felicitate you!)

9.5.3 @, @ {l (ibid., 356, 366) = Dear friend, I
welcome you.

9.5.4 g3l (ibid., 385) = It's exceedingly well or It's
excellent.

9.5.58 fam! & fusm!(ibid., 387) = Fie, oh, fie!

9.5.6 T (ibid., 393) Isalute you.

9.5.7 wrata! sl (ibid., 419)  Revered lady, | salute
y()ll.

9.5.8 "= wenaml (ibid.)  Your ladyships, | felicitate
you.

9.5.9 =&l (ibid., 424) May it be well.
9.6 Compressed Sentence-Structure

9.6.13d, a=| (®1332) | lonoured Sir, | salute you.

9.6.2%%, feR=mal (ibid.) = Madam, may you live long.

9.6.3 g7gal (ibid., 358, 398) = It's absolutely proper.

9.6.4 .Ma=itig  fa@rafgsrman..| (ibid, 361) by one
desirous of enticing you.

9.6.5 YA ¥ard Tae™H| (ibid., 370) = Or this place is
exposed to stormy wind.

9.6.6 afenfi@i  wor  Iufagm =l (ibid., 386) = Having
saluted Her Holiness and having sat.

9.6.7 TEH sl (ibid, 415) =1 salute you,
respected ladies.

9.6.8 ‘W@Wﬁ’lsﬁﬁl (ibid., 422) | am desirous of
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establishing.

Having thus cleared 'Reduction’ we propose to turn to
the next operation, namely, reordering.
10. Reordering

'If one is true, the other is true too', is the guiding
principle of this operation. Since the Sanskrit language is rich
ininflexions, the mode of arranging words in sentences is not
a point of great importance. However, this does not mean
that a total arbitrariness is allowed. In certain cases it is
necessary to arrange words in a sentence in a specified
manner. Similarly, in some other cases, certain arrangement
of words different from the usual or normal one is necessary
for stylistic purposes. It is this twofold ordering of words
that is dealt with under this operation.
10.1 To begin a sentence with 3if&

10.1.13f& ¥=n quiteRy wran dRa= A (Hm 333);

10.1.2 3 e 3ur:) (ibid., 384);

10.1.3 3 @y JHHATE: NMH @ W A KEGEHGE
Hugaitl (ibid., 416)
10.2 To begin a sentence with anindeclinable

10.2.1 sz @iegrad e afeErdr w9 | (Hm 343);

10.2.2¥: GHMIGET: @R (ibid., 345);

10.2.377 gamsR sgeva drsfusee EE: R
arfal (ibid., 347);

102499 fofaeemy 72 ¥4d sufefa (ibid., 348);

10.2.5 e qg@Re mdl adql (ibid., 351);

10.2.6 77 af¥raean o famaml (ibid., 352);

10.2.777 wdg® wg aud| (ibid., 353);

10.2.87] @f+fed dorgeal (ibid., 357);

10.2.9 enfy, afersa (ibid., 359);

10.2.10 Y wEEEETGda™| (ibid., 365);

10.2.11 sz 7 @il (ibid., 370);

10.2.12%< Rrar & 381 (ibid.)
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10.2.13 98 wRguafd= @l (ibid., 371);
10.2.14fEem o sifemm st mawil (ibid., 380);

10.2.15 ez geFramgwi@ (ibid., 390);

10.2.16 77 ®Hov= ggaaegdal (ibid., 425)
10.3 'To place the interrogative indeclinable at the beginning
of a sentence

10.3.1 3f7 IWwmw Afafeeenfa @@ fisn el @
332);

10.3.2 3% gaw IEmer:| (ibid., 356);

1033 % fawa: feue g@nmE 39 9o oTEAgH!
(ibid., 362);

10.3.4 30 g@ @@ (ibid., 366);

103,530 g Uy FFae: (ibid., 367);

10.3.6 3 ad § wR@EgerE:| (ibid., 370);

10.3.7 30 g waanl (ibid., 374);

10.3.8%4 7 wsafal (ibid., 380);

10.3.97 wghEg =l (ibid., 383);

10.3.10 3 7 I (ibid., 386);

1031133 A &g ™ 9347 (ibid., 408);

10.3.1277 T37 3@ femsfal (ibid., 413);

10.3.13 &4 TwaIEea| (ibid., 418);

10.3.147% 7 wg \m wal sl (ibid., 421).
10.4 Reversing the subject-predicate position

10.4.1 IMFHfAMAINY erex: 9§ HATAl (F17 333);

10.4.27 oo w fireashy afddan awfam (ibid., 354);

10.4.3 3o g9 wat B ufawfa @ 99 @ =feEn
T qd S| (ibid., 395).
10.5 Inversion for stylistic effects

10.5.1 gty = |y /Il (H17 328);

10527 @y axfa gl (ibid., 329)

10.5.35ey @y IEWEE| (ibid., 331)

10.5.4 sfegpra=ntag et 9@l (ibid., 332)

10.5.5829 Fai sngiEes™I (ibid., 334)
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10.5.6 3% Huw  afRareeT:| (ibid., 338)

10.5.7gmd ufema| (ibid.)

10.5.8 7w |y @ faremeroma| (ibid., 341)

10.5.9 e PR oSl (ibid., 342)

10.5.10 fRIwH @ farsan (ibid.)

10.5.11 3@ g smdg=E| (ibid., 346)

10.5.125: frs @ifvers: =i wdil (ibid., 357)

10.5.13 3fe@R: @y @@l (ibid., 358)

10.5.14 wgH wg & geral (ibid., 369)

10.5.159 &g &< 7 g&gql (ibid.)

10.5.16 w=feeane af=w @@l (ibid., 371)

10.5.17 o1y srafrRfsm: wgRfl (ibid.)

10.5.18 == oM AT geadr| (ibid., 372)

10.5.19 =M @y wfgd & &gl (ibid., 373)

10.5.20g%ad & o wHfaael (ibid., 376)

10.5.21 sifyE=man: goeuni (ibid., 377)

10.5.22 3 " & f9w:) (ibid., 386)

10.5.23 ¥ @y Farasaad| (ibid., 414)

10.5.24 sfapr< @g T@vEd saaral (ibid., 420)

10.5.2578d @ F/ FPd Wl (ibid., 421)

AT means to put emphasis on the meaning of the
first word in each of the above sentences and therefore cach
sentence is fronted with that 'leading’ word.

Now we turn to the next operation, namely,
replacement.

11. Replacement

Use of a synonym, use of a word-string having a similar
meaning, proposing an equation between two equal
meanings, are the features of this operation. et us consider
them one by one.
11.1Synonymy

11.1.1 Rrdramfasm=i (#10 328) = R g=am

N12gaem  geemwg e (ibid,, 329), ¥RE means
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g,
11.1.3 emrese (ibid., 335) = AT or JENH.
11.1.4 7®rm™: (ibid., 342), here 3ITT™: means I9H.
11.1.5 TEmM: - THHA: Aigaeld 34l (ibid., 347), here
m::\?ﬂ‘%ﬂ:

A - TEAE SFEre SRl

11.16fgwes: - @3 omm: uies<g dRedd Ayl
(ibid., 348) T - (oY ) Tg@, feamaml o/l wifaraHaneny
% g&a4|, here 9fde8= means fo=m.
11.2 Equations

11.2.13fewg wm Raifss! Sfewm Foga! (ibid., 399);

= Chivalry is the family-vow of the gallant lovers.

11.2.25w1dA g dgreeemn &l

wrgEgar @t a1 Fegeadll (ibid., 421).

This virtuous woman fit to be addressed as 'Your
I.adyship' has been treated like a maid. This is as good as
using a costly silken garment as a bath-towel.

We now pass on to the next transformational operation.
12 Substitution

This is a multi-dimensional and multi-formal process. It
displays the use of one word or expression for the other
without insistence on synonymy, use of a rhetorical question,
use of a negative sentence, the superimposition of the
functions of one on the other. Let us consider these
characteriskic features one by one.
12.1. One for the other

1211 ¥ smema  fissfl (@m 330) instead of 3
gl sfseql; R F=mmi (ibid.) in the place of =&
snfsfaaran: =1, T oFaRgEm werEanl (ibid., 333) for
T IOl AR

1212 R - walpdisatee RRetwwm gEdn
yagmseyl smardl - A gEq ofEdRR Iwewdw| (ibid., 345) for 5F
HWragy Hwwd )
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12.1.3 & sfafe: o= (ibid,, 377) instead of o= &
HdY ?; TFES wdl (ibid.)instead of w@@H Tl
12.2 The following expressions of 'indirection’ also fall under
this category :

afgad (@ 335) for g ; s (ibid., 336) for 9w ;
Aifafespaaw (ibid., 363) for TERUENEYMT ROR  T9H
(ibid., 414) foramd 7gTw|
12.3 To this class also belong the passages reproduced below
which show a change of gender and/ or person.

1231 § 9 = gidbm: R @l (@ 330), here @
T for wHtgaTl; FAO I a9 GH S| (ibid., 332), here
also 9T stands for ATafda.

12.3.25% FAY I (ibid., 349), here the king refers
to himself in third person.

12.3.3: fage Famq, 79 a9, 9qsd o |

UMY FEae Mfeew wag amafa N (ibid.,

364)

T'his whole stanza in neuter gender stands for aTefdaT,

12.3.47 wa fammam deyi Rrieas smigawr suemi gfal
(ibid., 378). llere also ﬁﬁ'ﬁ'@'@ in neuter stands for 9@ in
feminine.

12.3.59R% — ggar: @ed wamd 74| (ibid., 430). Here
grETE refers to herself in third person.
12.4 The passive constructions as the following ones are also
instances in point.

12.4.1 affEEsfn oiwer.. aefamfEfaag @ A
sarmeatufa (@ 328);

12.4.2 TR aglasd| (ibid.)

12.4.3 smsrenter = wnioan (ibid., 329);

1244 @ &4 wat el (ibid, 330); waAi... ¥ gl
(ibid.);

12.4.5 T FAMt qgesar AeAd| (ibid., 331); awfae..
&l (ibid.);
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12.4.6 Wig@gaEesga  war @@l (ibid, 332); @ ...
anfu:| (ibid., 333);

12.4.7 7 gergreiatqen fafean (ibid., 338);

12.4.8 9d omatr Wawn awem| (ibid., 341);

12.4.9 sR@mis®ag @l (ibid., 343); sg@mE =l (ibid.,
344);

12.4.109 @g w41 sgwad| (ibid., 345);

12.4.11 ATfqIgarrsT=E 74 div:| (ibid., 382).

12.5 Rhetorical question

This is a question that has an implied answer. For
example,

12.5.1foeraw hami &4 SgAT:? (19 328) ‘®wufy 7' is
the implied answer here.

12.5.2 f&ws aregggraT? (ibid., 340);

12.5.3 FAHEEHTA):  TOREE!:  UHaeEEa P
Tg™:| (ibid., 341);

12,54 4! yuETEl Wiesdife agwearRads & |
gayHg) saafaae: ? (ibid., 372);

12.5.5 oo - myvegmEiad qamdA gefaegTes ?

A - Iusfere:) el (ibid., 419);

12.5.6 TN - fobma: qafa frmfe? (ibid., 430).
12.6 Negative sentences

Negative sentences not only help to describe things,
they also help to clarify ideas. For instance :

12,617 @y &g AataeagEm| (@3 328)  'Not that a
poem is censureworthy (or bad) merely because it is new.’ In
other words even a new poem could be praiseworthy. But
this latter positive sentence is not as clear and as emphatic as
the original negative sentence is. Since the negative sentence
is 'stronger’ and more effective, it is stylistically preferable.

12.6.29 =% Ared i fyerirem| (ibid., 332);

12637 & 7 gRfem 7 =ify e/l (ibid., 337) = Not
that the royal greatness is not known or not charming,
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(compare-AT&t 7 HR T T A7 g T T q1 PysafE
B - TG 6.30. It is rightly said that two negatives make
an emphatic affirmative.)

12.6.47 ufR@Ed wfeenfadl mowEr:| (ibid., 338) = MO is
not inferior to his competitor g&4. In other words, TUEMH is
quite a match for &%=

12,659 @ guARED: oRweAd sy sl (ibid.,
340); .

12.6.6 Fa=aregH| (ibid., 343) = wag s=urA Sf&l

12,677 T foorawmafd= sm=rdi (ibid., 345);

12.6.87 @g o yhreswarg @ wyRal (ibid., 348);

12.6.99mfq® - O @g o @@l

sPeaeHl - 7 B9 99 (ibid., 371);

12.6.107 awd oo Fraferml (ibid., 379).

12.7 Superimposition of the function of one on another.

12.7.1 HrareraiiaeonisaE Al

FRfurElrg yai=y qenfeessiotm il (@ 353)

In this stanza, the end of the good luck of the eyes, the
conclusion of the festival of the heart, the closing of the door
of the fortitude are all instances of superimposition.

12.7.2 Gat: AR gaeEm |

e § wgE wwEma | (ibid., 355)
means "That beautiful-eyed one has become the sole
object of my affection.'

In the foregoing paragraphs we have considered
transformational operations in relation to the text of the play,
wTBtERITE, at length and in depth.

To sumup -

These operations are necessary for conveying various
'myths’ or shades of meaning, effectively and efficiently. The
western grammarians have proposed a transformational
generative grammar to explain these operations, in all ten in

number. The analysis of the sm@R@TRET carried out above
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in the light of these operations, now emboldens us to
confirm the tentative statement made carlier in section (3)
above, that whatever is applicable to the English sentences is
also applicable to the Sanskrit ones insofar as the types of
operations on constituent structures are concerned, although
two distinctive cultural groups of people speak these two
distinctive languages. This phenomenon need not be
wondered at because a language is a social institution and
the expressional needs of different societies, be they ancient
or modern, be they eastern or western, are almost similar.
This reality has been ably and aptly described by Darby-
shire in the words quoted below : .

"... The kinds of things that we want to say are the kinds
of things that our society demands, positively, negatively or
with assumed neutrality, that we should say. Therefore our
society has made for us institutionalized and semi-
institutionalized ways of saying whatever we think should
be said. We also have to acknowledge a need to embellish the
basic forms with modification which helps us to define and
clarify, to particularize and to make specific..."!
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5. Fundamentals of Creative Writing"

The present paper proposes to consider at length the
ancient Indian literary scientists' reflections on 'Poetry as an
art' as the central theme and the following subtopics very
closely related to it : purposes of poetry, faculty required for
creative writing, a poet's characteristics, structure of a poetic
composition, qualities and faults of writing, good and bad
poetry, poetry and poetics, literature and the world, poetic
conventions, poet's personal experience, linguistic mediums
of literature, subjects of poetry, characterization, compo-
sition and its destruction, appreciation and the appreciator,
characteristics of a critic, and schools of literary thoughts. I.ct
us take these topics up one by one.

1. Poetry as an Art

Poetry is not an object to be found in nature; it's a
product of man's mental faculties. As STHE has chosen to put
it, a poet is like a garland-maker, who puts in efforts to
'string' appropriate words together to produce a poem.

(FemR @ald gw @y e wem aw ey
afgafuar  agagafiurw1!). 1o him, §89f%, the co-existence of
many figures of speech, scems like an intentionally strung
T (e e |1 dagfaan aani?). For such purposeful
compositions, g9 recommends two types of efforts,
namely, &= (divine) and @%% (human).? The resultant of
these diligent efforts is either an expression possessing
qualities and figures of speech (JoEg o@%d 9 arEFmg
#raml)? or a delightful play (=Y &9%y...1)° or a
Lecture Delivered to the participants of the Refresher Course at
the University of Poona on 18.5.1990
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beautiful fiction based on the AR, FGIYRE, 0TS, Fehdl,
etc. told through an arresting and appropriate narrative®,
thrilling the reader's mind with what &s@f%1 prefers to call
gaEfqaw (e TEifeng ae gd garaas@al’]. Since this is
not a worldly pleasure, it is regarded as a special type of
pleasure, exalted in nature. It is ecstasy. This stems from the
strikingness of verbal expression and the strikingness of
meaning which both form the quintessence or the very
lifeblood of such type of human creations. [sifac=
TR areadul®] Thus poetry, like painting, music,
etc., is a pleasure-giving art.

2. Purposes of Poetry

The creative writing, besides giving uncommon
(3ifp®) and unmixed (Ff#er) pleasure, fulfills some other
functions as well. For instance, 9198 is of the opinion that a
good poem gives its readers proficiency in the four goals of
human life and fine arts in addition to pleasure and fame
(vmidepaaiay daavd g @l Wfd safq #fd 7 Syw=
frmeem11°). A upholding this view says : @ Aeseresrds,
fiftifRgamiill #=d 9 % TeudaE,  miden!
Feeyara, Hitaegandl'? The pleasure one derives either by
composing or by enjoying (=the reading of) a good poem is
quite perceptible; it is felt as such. The fame which a poet
comes to is mostly not perceptible because it generally
comes to him only after his death. [fragfty sfawm =
TRIRE| gge g #at o aas: gueaniil] The poet's
creation is beneficial to the people in general [srg feaer=an
yATafer: (HTeageN ) HreafEaad mge! ). e describes f&a
herein referred to as “@W: g wfodd: @ Wes
gertrenfRrart M weifN &R’ as pointed out by
Ferafier’®, The producer of poetry is the gainer of this &g,
while the appreciator of poetry is the receiver of tmtdammiay
dqermd g 9 coupled with fift (= @ram=),
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3. Faculty of Creative Writing

It is a common experience that everyone does not and
cannot write poetry. One must possess some uncommon
faculty to do this. About the nature and functioning of this
faculty, different opinions have been held by ancient
poeticians. For example, %3mafus calls it 91t and regards it to
be 'religious merit' [gifth: guafga:14]. afveq thinks that it is
born with the poet [F&fRT@ 7 gfew...11%). a= holds that it is
acquired through the §&ts of several previous births and
that it is at the root of poetic creations. [Jf¥ Hiasra
FRTOIREIY:  HEql owg 99 @ &= A
Frserc|16] T9rER pursues a different line of thinking.
According to him, it is only @it that produces poetry. Both
constant practice and concentration quicken this 2ife which
unfolds in the form of 9f3s and =g, TAIWR continues to
say that the words, the meanings, the figures of speech, and
such other charming features flash into the mind of one who
possesses this extraordinary faculty. To such a blessed
person, the entire world is within the range of his sight. Such
a genius sees with his'inward oye' what is not existent or not
visible to our eyes. Consequently, great geniuses can (and
they actually do) describe the other countries, their
residents, ete without actually going over there. This i+ is
twofold, one helpful to the poet and the other helpful to the
appreciator. The former is called sriaE, which again is
considered threefold: (i) acquired through the F@B* of the
previous births, (ii} acquired through the @ of the
present birth and (iii) resulting from H:¥Y and daame’,
&5 holds almost identical views. According to him, even if
one is not born with the 'faculty to create’, one can acquire
that faculty through fem and 918y cfforts, referred to in 1
above. lle adds that the meritorious ones acquire the &fe@
through the divine efforts, those who are intellectually
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brilliant acquire it through a few human efforts and those
who are mediocres have to put in sustained and great efforts
to achieve it. |3 TG ST faaTes| sTafy ol TG
Bfeeaql @8] JovgeR dmar omwpefyl wRfa wsfimi shara
SIEE R

Thus in the opinion of the ancient thinkers the creative
writing needs the creative faculty, either inborn or achieved
through divine or human efforts. TH3@R has described the
extraordinariness of the epic poets' creative faculty in
glowing words. We shall have occasion to refer to that point
at an appropriate place later.

4. Poet and his Characteristics

The ancient poeticians have to say a lot of things about
the 'poet’, his qualities, kinds, the peculiarities of his
creations, the best poetry and kindred topics. TG
defines the term &M in these words : afov-sgafamm @ &
sy sfa 3=aal!?, that is, a person possessing both gfers
(creative faculty) and et (the faculty to discriminate
between appropriate and inappropriate) [3faarfatads
ageafe:1?] is called a &fa. e attributes the appellation &fa
to an ancient Indian tradition. I e informs us that an ancient
'seer’ named 33 was himself a poet. e brought up
#gey, the son of the goddess #¥&l. From that time
onwards, the people started addressing 3989 as &4 and
since then the people began to use the word & in a
secondary sense. [7@: Wi 399 @ R 3 sl @
ITEARNY T FIG: FIG: 3 dwaman?]

As the & get growing and multiplying, the poetic
creation becomes increasingly charming. [gan aar sty
Ry Wad: qa qw s aReRm Tal®). Thus
the @ s play a very vital role in the development of a
poet's creative faculty. A good poet always aims at
composing absolutely flawless poetry [qdan ggafy weh 7 fammed
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EEEg|?; a5 oY AYE H g A2 and expresses
decent, exalted and beautiful meanings |s@&Rag sl 31zl
= 3FES|2%]. He describes new topics, expresses new
ideas®® and brings in strikingness in his expressions?. He
describes various countries, their products, different
seasons, etc. very meticulously so as not to make any
mistake about them? and feels quite free to draw upon the
HEIHIRA of &4, the YaAigat H{4?. As Hy@fH% has put it, the
&g fashions a unique new world which is capable of
negating, transforming and rehashing the existing world. 3
Thus what the poet creates transcends the world we live in.
Such creation earns him fame and he commands respect
which gods command.®' Nevertheless excellent and
altogether flawless poetic composition is a very rare pheno-
menon as asserted by WWg (FE g FEQ WY
gfgvrad:%2) and TAI@RS. It is precisely because of this
reason that those who are capable of composing loose
stanzas are to be found in large numbers, but those who can
compose excellent, sustained and narrative poetry are very
rare, hardly one or two 7% FE@ST: T HAG: A=
TENEY g HaE @ gt

5.Kinds of Poets

Among hundreds of works on Sanskrit poetics
spanning over twelve centuries it is only the e by
TATER which has paid great attention to the topic of various
classifications of poets. TAIGT has dealt with this subject in
the fourth, fifth, eleventh and twelfth chapters of his work,
listing in all 32 kinds of poets. The different principles
governing this comprehensive classification and the kinds of
pocts belonging to each category can be plotted out as
under:

5.1 The governing principle : 9.

Kinds of poets : g, snwntes:, sfrafam:. Of these
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three, the ATTET is superior to the rest. His creative faculty is
activated by the F&@Rs of several previous births. Fle is
always and in all respects independent; he is capable of
composing short and long poems at will, and his every
composition is invariably beautiful. Generally, one finds in
him an amalgamation of three factors which promote poetic
compositions, namely, a sharp intellect, a profound know-
ledge of different branches of learning and a creative
faculty.3

5.2 The governing principle : 9™t + [t

Kinds of poets: ama@(d, Hreaed and TWawHa.

In the opinion of TG each kind of the above poets is
great in his own right. Each one excells in his own field. The
scientific knowledge is helpful to poetry and a pocetic touch
makes a scientific subject relishable. Thus the functions of the
g and HEHA are complementary to cach other. Since
the 3w combines in himself both the faculties, namely,
g™ and &9, he is ina way superior to the other two,

After having established the supcriority of Tweef,
AAI@I passes on to the sub-classification of @ and
@@, 1'he sub-classes proposed by him are as under.

5.2.1 Sub-kinds of wmr@@ : @ am fauw, @ g
Fr Afqusy, Asfy &= arend FeeY

5.2.2 Sub-kinds of ®/@®fg@ : TEAGE:,  EEHE:,
FqeHTa:, NBgRBI:, IEHG:, I@HE:, ANHE: and
qremTEERfa:,

Thus we have three subtypes of sm@@®fa and cight
subtypes of @&, But the sub-classification doesn't end
here. Of the above, the ety category has three more
internal sub-categories in ATH®HIY, GBI and AATETIHT.
Similarly, the ®@gR®d has two sub-varicties, namely,
HutsBRH Y and T

These terms need to be explained. There is a
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strikingness in the composition of a TEAERL. A ST makes
use of a particular type of nouns; an 3TEAS™’s composition
abounds in verb forms, while a aTEAHE attaches equal
importance to s and TEATds. An A& gives weightage to
thoughts, emotions or ideas and considers the figures of
speech as secondary. A W& pays special attention to the
manners of expression as ¥a¥, s, etc. A sTENd&HA describes
the scientific subjects like a1, @wiH, etc. In the opinion of
TAIER, the lowest category of poet is he whose poetry
shows two or three characteristics of the above, viz., &,
91, etc.; the middling poet is he whose composition displays
five characteristics and the 7g®fd is he whose poetry puts
forward all the above characteristics [uwi f&3d: #am,
THHHEH:, AU TErhia: ]

We now turn to the next criterion of classification.

5.3 The governing principle : #@ of the Fd

TAFET thinks that there are ten @RI (states or
conditions) of a poet and in accordance with them there are
ten kinds of poets as under

HAOETaS:,  EOH:, AR,  Afwen,  gens,
gy, B, Imafam:, sfqesd, agpwfaa qlt!

Of these, seven belong to the IREAM and eEERE types of
pocts and three belong to the 3ftaafams type of poets. et us
try to understand the above kinds of poets one by one.

An apprentice poet who lives in a T8 to learn and
master the art.of poetry is known as feamETae® poct. He who
does compose a poem, but does not recite it publicly but
recites it to himself in his own mind is called a g&u®fd. (@
0 Ta #ad Med 9 8 gEgs:i¥). He who is unsure of
himself and afraid of his critics' comments and who recites
his own poems saying that they are somebody else's is called
an TRt HA. Aaflyar &fa's composition is based on the

sentiment or emotion expressed by his predecessor. He who
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composes flawless but short poems and doesn't attempt
longer compositions is known as a SZHHHA. A HEHE is
skilled at both prose and poetry. A poet who has command
of all languages including §&d, M4 and others, who can
compose prose, poetry and/or prose-mixed poetry with
equal ease and who is able to express any sentiment or
emotion with utmost intensity is called ®&@® and such
poets are very very rare in this world. & T & SR
Y Ay yeuy ot aftiy W@ @ad: 8 #aae| d 3k
ATty &fagdi® The seven states (or conditions) described
above belong to the & and 3™ kinds of poets. The
three states to be described now belong to the sitwfyes  &f.
An AT poet is one who feels inspired to compose a poem
by virtue of his #3r9291. He who composes at will is called an
sAfereddl &g, Lastly, he who is capable of transferring the
goddess Sarasvati to himself is known as STaf.

We now pass on to the next type of classification based
on moral values.

5.4 The governing principle : I&1480 ( borrowing of
words and meanings).

TAJER begins the discussion of this type with an
appropriate observation of the practical life saying :

AREER: HlaA ARGE afor: |

T=fa fom a=g @ st Fgfege 1+
which means that there is no poet who is not a thief, just as
there is no trader who is not a thief. In other words, every
poet, like every trader, is a thief, that is, a borrower. He who
knows how to conceal his theft lives merrily (i.c. lives
without being censured). How insightful TAFET's comment
is! By reference to this 'principle’ TA9@R has the following
types of poets : T@EH: (who composes with the strength of
his own creative faculty), ufeads: (who describes the
meanings or ideas of other poets in his own words), 3TesT%:
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(who makes the readers feel that the ideas he is describing
are his own while in reality they are somebody else's), gaien:
(whose poetry is composed of bits of others assembled
together) and 7g@(d (who 'sees' new meanings in the words
and meanings of old poets and who is capable of
independent composition.)*® Of the above, the 3@E® and
TETHTY are original poets, whereas the e, seer® and
Hqu% are borrowers!

In the end we turn to the last type of classification of poets.
5.5 The governing principle : 3ifd®w and sr@ifhaa

AN has included W™, g5ah, 9 and TGS in the
Bifebs Bfds while R=IART alone constitutes the srf&@® type.
These terms mean as under :

5.5.1 9@ - A poet who makes his readers feel that it is
only he who has realized the extraordinariness of a subject
and who throws them into confusion by describing such a
subject, is called a w9% &4,

5.5.2 g&% - A pocet who borrows the ideas of other &
or Fqs and interweaves them in his composition is called a
qaE FhY.

5.5.3 &% H4 - A poet who makes use of the ideas of
some other poet in his own composition in a striking manner
is known as a &Y% 4.

5.5.4 319% &fd - A poet who transforms somebody else's
ideas in such a way that they seem to be his and who uses
them skilfully in his own composition is called a 519 &fq.

The above four arc 3% Hfas .

5.5.5 The fa=amfer %4 is totally different from the above
four. TAAER defines him thus :

fammed o Wegkn sy gl adad: |

sy fagh: g wh: @ R st 19

meaning - 'His mind swells with sentiments or
emotions the moment he starts reflecting on a subject;
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numerous new ideas begin to strike him and he 'sees’ such
meanings as were never known to his predecessors. All
ideas, all thoughts and all subjects in the composition of a
femamaftr &fd are outright new. They don't have a root
elsewhere. That is why his composition is called s (7= =
s ord:]

It should be noted here that the group of WRads,
aresTe® and §99% is a group of plagiarists. So also that of
W%, g%, &Y% and FEG®. But these two groups of
plagiarists are different from each other. Similarly, the L CAC]
mentioned under 5.2.2 is different from that referred to at 5-
3 and the [T &f described at 5.5.5 is different from and
superior to both the above wgmsfas.

From TA19@T's elaborate classification presented above
we can conclude that the medieval Indian literary theorists
have tried to classify the poets from different angles; that
they have formed firm opinions in regard to this subject; that
TAFER has not only compiled these scattered opinions in his
FregsmEal but has also thought over them independently and
expressed his views clearly and firmly but politely; that
most of his views are balanced and hence acceptable; and
that TFET's classification forms a novel feature of ancient
Indian thinking on creative writing.

5.6 Types of Poets suggested by WWZ, 7A@ and 89=

5.6.1 In the following passages W8 has mentioned
three kinds of poets, namely, Thtd, 31@fq and Fafq: -

M aewfaam dresht afraeraar 1¥

AHfaEHIAE WY FUSAE 4 |

gl O wa 9 ey A 1%

Thus we have a good poet, a non-poet and a bad poet in
HHE's reasoning.

5.6.2 TAAER concurs with HE in condemning Fafaw in
the same words as used by him (% smfam g Fafa: =@l
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Faferan i gregarg /oM |1%!) According to him, it is better to be
a non-pocet than to be a bad poet. Because the state of being a
bad poet is a living death.

5.6.3 &% has introduced his theory of TS,
strikingness, in the following words : 7fg eweRfeRfer= w3
FHfaw, HE™ a1 HF@H|*2 meaning- 'He who cannot bring
in strikingness in his poetry is not a poet and a poem that has
no strikingness in it is not a poem." Thus by implication he
speaks of a % and an 3/&f (i.e. a poet and a non-poet).

The other three categories, namely, 3@ (excellent),
79 (middling) and 31e® (low) based on the qualitative scale
have been accepted generally by all poeticians.

5.7 Women Poets

The sphere of literature was not the monopoly of the
men; women were not precluded from composing poetry, in
ancient India. laking cognizance of this state of affairs
TANET argues : ‘IHVag s FdvRg:) g & ek
qdfy, 7 Av drev @1 AT ol AU Tvow 9 (g
wpEgta e Bigeaaia aevedew: sagsle
meaning- 'Like men women also can become poets. The
instructions in various branches of learning and their impact
on individual's soul are not concerned with the two sexes.
Moreover, a number of princesses, daughters of ministers,
courtesans, wives of actors and magicians are heard of and
seen around, as much proficient in various scientific
disciplines as in the art and craft of poetry.' THIIE@'s use of
the word T®@= in the above passage goes to establish that
such poetesses were actually living in his time. He has
praised Wdt, faefaan, Rowie, sterTesiie and g, the
five 'gifted' ladies in his works.

5.8 Employed Persons as Poets

While. dealing with the 'manner of composition’,
AR has described the @@ER Y in the following words:
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g ¥Oifess Sfeam: ®Had § qOEE:| 9@ B e
Frmaregddl armed:) @ R o ggedl e dd
W IEgaiyl EEEees:l a8 iRty
TS| QAT ﬁwm'd%rﬁgﬂ ff R o3 @@
gy o T gEern wfil g@ @@ ¥ e &fomsdl
T g § sreaauss:|> The gist of this passage is that an
employed person might have aptitude for poetic
composition but because of the restrictions of his
employment he is not free to compose whenever and
wherever he likes to do so. As a result, he can compose only
at the specific hours of the day, e.g., the dead night (when the
whole world is fast asleep), the hour after dinner (when he is
feeling satiated), the hour after sexual enjoyment or rest
(when his mind is at rest) or during journey to work (when
his mind is free of domestic worries). In short, this type of
poet can indulge in creative activity as and when he finds a
little leisure.

5.9 Field of Literature Open to All

The field of literature was open not only to male and
female poets but to anyone and everyone (irrespective of his
caste, creed. religion or age,) who possessed the ability to
create beauty with words. The following details will bear out
this statement.

Of the =f¥s, afifss was born of a 3941 (courtesan), T of
a 2@l (maid), =919 of a &l (fisherwoman), fasnfa= of a &fza
woman, FEYT of a woman named ¥ belonging to a
particular class, 3FT&g of a prostitute and Ff¥& of a &
woman.””> They practised penance, became FWs and
achieved fame as great poets. The mMals collected in the
TEEHEE  of BOAE®S were composed by geniuses
belonging to the various strata of the society - right from the
king down to an ordinary farmer.® In the same draTE's
regime, the traders, shipowners and tourists used to write
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fictions during the course of their voyages (or journeys)”. A
poet named fgameny, a mTAT by caste, was a court poet of king
Harsha (606-646 A.D.) and was glorified as a 7&T &M (a great
poct) by TAIER™. ‘The ¥ literature of the non-Jainas
includes literary compositions by the Brahmins, Muslims
and Bauddhas.” I@I@R informs us in this connection that
the children, women and persons belonging to low castes
used to take excellent poetic compositions to the different
corners of the country through oral tradition.®’ Traders and
workmen who obviously belonged to different castes,
creeds, religious faiths, provinces and agegroups, used to
compose poems while going to work and recite them to the
fellow-travellers.®!

Thus the 'Indian Kavya Literature’ was a creation of
poets of different castes, religions, professions, agegroups,
genders and regions. It never belonged to a particular class,
7ol or sect. In other words it was the poetry of the people, by
the people and for the people. Besides being secular in
nature, it had actually practised the democratic values of
cquality, liberty and fraternity.

We now pass on to the next point.

6. Structure of Creative Writing

The ancient poeticians have laid down detailed
structural plans or designs of different types of
compositions, e.g, Y (ie. a "), JEATE (a
narrative of poet's own life), %41 (a fiction), 29/ (ten kinds
of plays), 39&9% (smaller plays), & (a single meaningful
verse), b, HI¥, Ta@ (collections of verses), etc. Besides
these general patterns of arrangement of different genres of
literature, the literary theorists have provided some specific
guidelines which are being considered here.

6.1 9™E insists that there ought to be consistency or
harmony in a 5@ (an epic poem) from its beginning to

Fundamentals of Creative Writing / 113



the end. The hero of the poem should be shown living till the
last word of the composition. Moreover, he should be shown
to have gradually prospered through the course of the
narrative::

A UM TR GSTaragen: |

T g9 9y garg NNt |

A FEWRE 7 § Af@ad |

q g FREMIEE JUd Te0 wa 152

6.2 In the verse quoted below TIER is considering the
structural beauty of creative writing :

T 9 gepTaNisiE HIT FdugEgaT: |

qg HAT BMY WAg JGpA qwu aqr 1193

meaning, 'If the poet feels that a change in the logical
order of cvents is very much necessary in view of the
requirements of the plot, he should unhesitatingly bring
about that change. Because eventually such a reversion of
order is not only justifiable but it also adds to the charm of
the narration.’

6.3 &57% has theoretically and illustratively shown that
stfeeg i.e. propricty or appropriateness resides in as many as
twenty-seven aspects of poetry, viz, 9%, 9, gEgd, et
After completing the enumeration of these 27 aspects he
observes: Ty vewyfay WAy 999 39 #Heaw gEeeriReta
e offed wpeem wpeg WAl
meaning, "T'he word, sentence, cte. are the vital parts of the
body of poetry. All of them together constitute the body, the
structure, of poetry. The propriety is discernible in all these
vital parts, i.c., in the’entire structure of the poetry, because
it happens to be the very life-force of those parts. Further, it
is a pulsating principle distinctively perceptible'. Secondly,
since 9%, @1, etc. go into the making of the body of poetry,
they are all interrelated and interacting. ‘Thus the propriety
or impropriety of 98 affects the propriety or impropriety of
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g and other &iTs directly and affects the whole body of
poetry indirectly. This goes to show that the ancient thinkers
have had some concrete notion of 'structural beauty'.

7. & and YUTGENRs

The relationship between the @& on the one hand and
the T0Is and 3@gRs on the other has been discussed by many
theoreticians.

7.1 @ and TOTs

7.1.1 G+ is the first rhetorician to distinguish between
T and 3@®HR. His position is that the Tus (literary
properties) like 9dTg, By, qTHﬁ, etc. produce beauty in
poetry [HrEssmE: &l @9 Tom:1%%]. They bring about beauty
in poetry independently of any other characteristic [3f=:-
TR g Faer A HEaduEid 3%, In view of this
they are the invariable properties of creative writing; there
would be no charmingness without them. (33 7T fream| 3
fer wreans-oFauR:1 ) What @99 purports to say is that
creative writing must necessarily possess the properties like
compactness, clarity, unity, sweetness, delicacy of expre-
ssion, transparency, ctc, The creative writing is so called
because of these properties. They are intrinsic characteristics
of good writing; they are central and integral, whereas the
FeHRs, figures of speech, are external. ‘The Tuis are the
producers of poetic beauty, while the 3@&Rs are the
enhancers of beauty so produced. To put it in a&4’s words :
‘Fefayaegaasy . ORI BEEM AW S uEIEnd|
AAIAREA g Hger A& HrEamwEE gl % Conse-
quently, the 3@®Rs are A or variable properties. That is
to say, they may or may not be there in a poetic composition.

7.1.2 9@t almost reiterates ar's above thinking in
the following verses:

FoPpaq AT H=h A A gnmﬁ%w |

TR g uresRarar:
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maERTEd: f& qon ot 7 REw |

fegpra=r 7 wuerfy: ma: siRfEafyan 19

In fine, the existence of the 0P in a &= is a MUST.

7.2 % and @RS

The literary theoreticians appear to be holding
divergent views on the place of 3&Ws in poetry. We have
got ourselves acquainted with the views of & and @
in 7.1 above. Let us now turn to other poeticians.

7.2.1 W= stresses the importance of the figures of
speech in poetry throughout his work. He is of the opinion
that the figures of speech lend charm to the speech of those
who know the secret of meaning,.

He says : 3 qrrdfaer segan fawfy e fagremos=m) 70
Ile emphatically states at threc places” in his work that
unusual, striking or deviant words and meanings verily
make the creative writing charming. 1le goes a step further
and calls the ®fds as ahar [aharar Ham 4 5T qfa qrua:172).
ahaTE Hds are those who are proficient in using striking or
deviant expressions and also proficient in  expressing
striking or deviant idcas.

7.2.2 TAIER elevates the position of the 3@®s saying
that they help one understand the 3@s thoroughly and
therefore they should be considered the seventh 3erg”,

7.2.3 &5, the staunch upholder of the 3fifea theory,
rhetorically asks :

Hr JoH FemY: (4 fae aferddy: |

T difaam ifuwd fafaea ofy = T 17

He is convinced that there is no point in keeping the
tally of the 3@@Rs and TUTs of a poem which is devoid of
afferea, propriety, (which is) the ‘essence’ or 'soul’ of poetry.
He continues to describe the irrelevance of the 3@®Rs
saying, F@HERE] { SOH N U M gl iR
witgm  ferR FeEs WREEE” meaning, The figures of
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speech are only embellishments (i.e. they are like external
devices of decoration); they are and will ever remain so. But
afifer is the invariable, constant and imperishable principle
of poetry.

7.2.4 We have seen earlier (in 7.1) that %3@fas regards
the association of the TUTs as principal and that of the ¥&&s
as relatively secondary. Evidently, he considers JUs to be
more important than the 3@®Rs. But the same poetician
takes a different stand at another place in his work. There he
tends to think that the figures of speech lend to poetry a
charmingness that is unique and such as cannot be described
in s0 many words |TUracafy e s ST AaY g
GuH1 TEOHR 34178]. This viewpoint of Hymafasr is somewhat
baffling.

Thus we find that the poeticians hold different views on
the present subject. But in this striking diversity there is also
a striking unity in that all the theorists maintain that ‘the
language poets use' has in all cases some strikingness, some
unusualness or some deviance,

8. Bad Poets and Bad Poetry

Consideration of this topic by the ancient theorists is a
natural corollary of the consideration of the topic of good
poets and good poetry. The poeticians have discussed this
topic by reference to some basic principles. 1.et us take up
their views one by one.

8.1 9% is bf the firm opinion that even a single, flawless
charming word is preferable to a long but badly written
composition.77 Such a composition, he feels, brings disgrace
to the composer. Such a poet is branded as a $#q, a bad
poet, and this stigma is noting less than death. WHg voices
this strong feeling in these words : Fafad ga: wam gfd omgg
Tty |

8.2 AR, a later poctician, echoes the same feceling
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while discussing the discardable 9r®s. | le says : a3 3@ qA:
FoHiq: W) Feraan fg dregard 7om|” It is precisely because
of the ancient thinkers' disgust for bad poetry that they hold
arerdid (which is responsible for the condemnation of a poem)
and 7&sd (purchase of a poem by payment of its price) as
despicable. TAY@T's original statements in this connection
run as follows:

9q: FerqueE 9 swag s |

afy g3y Ay a7 9 owfa 180

meaning, 'A man's stigma of theft withers with the
passage of time, but that of a literary theft doesn't decay
even after he begets sons and grandsons.

Also, J=azea) 519 &30 wal av orfe: agrEr = gg gdan (¥

meaning, 'Purchasing a poem by paying its price is
verily a theft. Not to establish a reputation is better than to
bring oneself into disrepute.”

8.3 &A™ thinks that a bad poetic composition doces
not please the appreciator just as properly cooked food is
tasteless if unmixed with salt®. Tle maintains in this very
vein that since a fault does harm to a poetic sentiment it
should be avoided at all costs. A poem may or may not
possess any other quality, but it must necessarily possess the
great quality of complete flawlessness (39 FatesT @~g:
wWeaa fg & o= qosy @ W oong "em  feElwan
r)® It is in keeping with this guiding principle - the
principle of absolute flawlessness - that Fa@fasr advises the
young or would-be pocts that they shouldn't let even a small
flaw remain in their compositions merely because they find a
similar one in a distinguished poct's literary piece. 1e
verbalizes this valuable picce of advice in this way :

sAfad @ wer R =@ o9 -

TR faaat iy |

Fegfebat AT FRTEfgRRRR |
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T I e qafy gaREsE #fedEs afta, qay
AR T ddem| AR TEE sed A g ofi Ty
gfa ormerdm oy offedur Yo aqur wiyesd 3fa =~

Thus the ancient Indian poeticians have well-reasoned,
and highly idealistic outlook on this subject.

9. Poetry and Poetics : Inter-relations

Works like sfsmangoR, Jeesiesy, asl, etc. are
known as #&a379s and those like HIABER, LA<AR®, THFER,
etc. are called #2Unrys. The latter are based on a deep,
analytical and appreciative study of the former. The latter
aim at describing, defining and discussing the salient
features, good and bad characteristics, structural arrange-
ment, etc. of the former. Thus there is a natural interaction
between the B&T=s (poetic composition) and S80R=gs (the
works on poetics). The poetic compositions  provide
numerous examples to reflect upon and the works on
poetics furnish the contemporary and future poets with
literary rules, conventions, doctrines and theories. ‘Thus
there is a two-way traffic between poetry and poetics. et us
now sce what the ancient literary theorists have to say on this
point.

9.1 Study of Earlier Works on Poetics

It has been the practice of all the poeticians to closely
study the works of their predecessors and to read minutely
and appreciatively the poetic compositions of the past and
the present poets. For instance, 9198 observes : a‘gfauw-h T
AW =@ TR T, Again while concluding his text he
mentions : 3EBE FAN FHAAT | TR e g Hreaee |1,
Thus he has indulged in both the activities namely, reading
earlier poetry and studying earlier poctics attentively and
critically.

In this respect 20st acknowledges the debt of his
predecessors in clearcut words saying : TN HEG T4
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qee 9l g gy sty BRan sremeeiY. The science
of poetics had presumably attained a very high status in
ancient India. That is why a g like sir&RM felt like
composing a AT on poetics, as mentioned by FHyafuy

[sEPRfETEadl  WEM  SERR: e |
yadfas ygd sreg@ey A -
9.2 Poet Poeticians

Almost all the poeticians were themselves poets. For
instance, g notes : @ FAY U (MEIT 59| 741 S &g
a8 Thus the illustrative verses in his work are his
own. (Of course, there are a couple of verses which are
others' compositions). U&7 was an established poet. All the
illustrative examples are his own. (There is some doubt
about the authorship of a verse or two in his HTaeeU™. ) I,
the author of the FABERAREYFE, has quoted verses from his
own epic poem titled FIRE™EH to explain the various
figures of speech. @™ has chosen to mix his illustrative
examples with those of others, the latter being many in
number.® F=aET was both a great pocetician and a great
pocet. He has quoted a large number of his own compositions
in his ®a=®1%. So was &5, who had about forty works to
his credit. Remarkably, he has quoted verses from his own
works to exemplify the tenfold strikingness, gufeu:
gaeert:’! Thus all the poeticians were both preachers of the
principles of poetics and  practitioners  of the poctic
compositions.

9.3 Purposes of ST

g has written his work, @=®gR, to enlighten the
readers on the aspects of poetics, like o1, AW, Tbar, IBFR,
cte. (A gwoma oy IaEal fafed @ sfwime feg wdet)?
According to am, one comes to know the exact nature of the
AYs, ToIs and HERs by understanding the Hram@sraTs.
Also he who knows this 9T can avoid the 29s, flaws and can
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make appropriate use of 0Ts and #@®Rs.? This ability helps
him avoid disgrace and earn fame. In view of this, am=
advises the great poets to secure the favour of the
#raeeRarE.* The literary thinkers who had preceded
TATER had expressed their views on poetics at great length.
TG has explained them briefly in his @@ for the
benefit of the poets.” Hr@fiist who lived a few centuries later
also speaks about the benefit to the poets in this @@t 7=
wragpal fgarg fafge & 9@ g@ wam*®

&34 has added one more point to his predecessors’
thinking on the present subject. He says he has written the
FfpuSvvM, the abridged knowledge-book, in*order to
advise the poet-disciples and to acquaint the learned with
(some) special features of the science of poetics.%’

Thus the poets' compositions furnished the poeticians
with abundant material for the formulation of norms and
theories, while the works of the poeticians instructed the
practitioners of poetry - both the beginners as well as the
established ones - in making their compositions flawless as
also in devising newer and newer ways and means of
beautifying their creative works. In this manner both helped
each other and achieved each other's growth and
development.

10 &0 and 98 : Mutual Relationship

A thorough knowledge of various disciplines of
learning goes into the 'Making of a Poet' as shown at great
length in the first essay in this collection. A few points which
have not been discussed there are being taken up for
consideration here.

10.1 Description of STH in =

There are some topics of T (logic), for instance,
which are required to be described in a @red. Although the
gferen in the @™ is different from that in the @&, still the
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8g and T are nearly identical. The gy, like a amaRy, is
also characterized by three elements, namely, v&ET,
querawd and Rueearged as stated by Wig in ¥giewda wa:
Hrey ot gawEn|®. This fact also applies to the e,
The concept of @rewfasn with its various kinds, namely,
v, HHIEH, HEYes and HTES ® is based on the FfrEm
obtained in the A&, The SfiET as is obtained in the s
has been changed a little to suit the requirements of a &=,
because there is a basic difference between 9% and &1. The
former (i.e. 9&) aims at determining principles whereas the
latter (i.e. ®r=) is dependent upon the world, its ways,
nature and activities. (73 @/HNd Hed TR H:(1101)
The @ is not completely like the 9m® but at the same time it
is not completely unlike the e®. It has always got to remain
and move within two boundaries, namely, the 38 on the one
hand and the & on the other. It cannot disregard cither. To
make the position clear it can be said that =@,
HIVIIME, etc. are T s ( versified compositions
discussing the tenets of scientific subjects) while smg=eH,
?g?iwq, etc. are HH HAs (creative literary compositions)
and the two types are distinctive [Soamensg afg agut e
g7:1'%2). Thus all 9&s are connected with %7 in some way or
the other, but the =@M® and AV in particular are
directly related to @reg. The place of =m@M& in poetry has
been explained above. About the importance of grammar to
a poet WIWE says : AURMI U G HTHIOMUIGH| &I
AT % &g o 7:1'® Besides, SN is a neutral
science, it doesn't interfere with other sciences. In fact, it
provides help to other sciences. 1™ Obviously, therefore, it is
helpful to the Fds too.

10.2 Accuracy in Poetic Descriptions

A poet who has studied various s is generally
unlikely to err. For instance, a poct who has minutely
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studied the 29 and &®@s will not normally make mistakes in
describing different countries, the mountains, rivers the
products therein, the six seasons and the fruits and flowers
that grow in them. In TAET's words, ‘W He T faweaam:
FHiew ardeemRfy afefal!o®

10.3 Benefits of STEEH

According to &% a & gets two benefits from the
qmers. The first benefit to the poet is that if he has gained a
sound knowledge of the 9@Is he becomes fearless and is able
to face any audience with full confidence [feguaefd  gw:...
fegsdidfa a@/!%). Such a ®f4 in the end attains the title
Hgaarg, the poet emperor [0 THEHITHIIIE. .
gaEAeRHY UREd: staamEege: 1Y), IR takes the
benefit of the s to the #ds into account and suggests that
some discussion on the am#s should be made even during the
course of a HEAMS because such a discussion serves as a
stimulant |30 o 9 sl qme@EEN - SETHEl 2y
afe 7 oy wEAl'™]. Thus there exists a very close bond
between Farengg® (literary  activities) and  smereaggr
(scientific activities).

11. & and F&

The 818 concept comprises both animate and inanimate
or movable and immovable worlds. This comprehensive
concept has been elaborately explained under section 2 of the
first essay in this collection. Some points which have
remained to beconsidered there are being dealt with here.

11.1 Faithfulness to the Real World

Since the ®T is B2 (vide 10.1 above) it describes the
animate and inanimate world around us creatively; it draws
heavily upon the experience, conduct and activities of the
world, both human and non-human. The poet cannot take
undue liberties with the real world. Though poetry is not
just a photograph of the real world, yet it cannot be
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unfaithful to it cither. For example, if a poet describes that
the foam coming out of the mouths of the running horses
filled the entire surrounding area,'”
this description because nobody ever experiences such an

every reader will reject

impossible phenomenon in the actual world.

11.2 712 and 1%

Some kinds of Z3®U@” are predominantly 31HHE. A
g3, for instance, of which the EW&W{ is the best
example is heavily 3i&g2. Its plot ought to be imaginary as
laid down by ¥594 in ‘H¥g WU g9 TAE  SeaHEd|
smreg-fas-aforat e gata @10 The hero of a 56 is
never a king or a prince, but an ordinary man in the society
like AT&ES, for instance.

Moreover, a playwright has to describe the language,
dress and conduct appropriate to the country to which the
particular character(s) belongs (belong). To be able to do so
faithfully, the dramatist has got to study the 'ways of the
world' [Revoifwareseo: = ygaa:| iFE vd AT T
e s

11.3 Errors Exempted

wHg has sounded a note of caution and that too quite
rightly, that since the 3THs, the sciences, aim at finding out
truths and since the ®&s follow the business of the animate
and inanimate world around us, we come across in poetry
many descriptions which are factually untruce. For example,
some unknown poet has described that the sky is black like a
sword |while actually the sky has no colour], this sound
travels long [theoretically the sound is-actionless;], the water
of the rivers always remains at the same level [this is untrue
because the water-level increases during the floods]. But
such untrue descriptions are acceptable in poetry.!12

In view of the above, the poet has always to be on his
guard. He has got to respect the 3% and abide by the norms
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of its <aggIT.

11.4 Self-experience and Observation of the H&

'To be able to remain within the above limits in order to
create verbal beauty, the poet himself has to gain the
knowledge of various subjects. 998 has advised the would-
be poets that they shouldn't depend upon the knowledge of
others. Because according to him, they who depend on
others and compose poetry do not satisfy the learned.

Besides, such a @&f¢ is branded as an imitator. It is
worthwhile to quote ¥WHg’s original passage in this
connection:

T 9 ST g s e A |

wad ag feoa o @ Wl

T TEgS ar ontgMity gy gard |

R YA 3 @ FgaEe ||

g dEE W4 9T goageRdl Jadd |

R A9 /R e 11

&= advises the student poet to acquire firsthand
knowledge of the various worldly activities. He has listed a
hundred items (which he calls fowmon o@'™) of which the
relevant ones are as under : AEEITFERET (watching the actual
stage-performances); f@@wafe®: (cultivating discriminating
faculty); Agars: Hia?: (remaining in the company of eminent
poets); ﬁﬂ%ﬁiﬁ (making friends with gentlemen);
FHERET (gaining a thorough knowledge of the ways of
the world); fafamrenfasra: (cultivating interest in fictions
and autobiographies); arefEARHEE  (secing  beautiful
pictures); fafeei @teeden (closely observing the skill of
artisans), dRgEES®HTH  (watching the warrior-fights);
MHATIHIIH (listening to the lamentation of the bereaved
people); mmmuzaﬁq (viewing cemeteries or graveyards
and forests); ATs@E@ETY (inspecting the birds' nests and
mens' houses); 3E®: @R (reading intently letters,
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inscriptions on stone, etc.); TSSgEAETI (practising to deliver
humorous speeches in the assembly of the learned); &
oA (observing the natural tendencies of animals);
Tsisfeniiaum  (watching the various states of seas,
mountains, etc); YFEAN®SA (gaining astronomical know-
ledge about the sun, the moon, the stars, etc); agaRysa=™
(getting acquainted with the changing phases of different
seasons); TG (participating in social gatherings);
TgAiTAETy  (making use of provincial dialects);
geEIqETTer®Ifd: (making a study of the conditions of
sacrificial congregations and places of learning, as schools,
universities, etc); TBEIHNUM (taking part in the praise of
others); 3WERE (not having in mind enmity and
jealousy towards anyone); FoEw @A (showing
willingness to be a disciple/pupil of anyone and everyone
for promoting knowledge).)!®

If a poet follows all the above pieces of advice sincerely,
his would surely become a 'genuine voice' and not sound 'an
echo'

12 HEETEs

In addition to the acquistion of FFAEEE  and
Frepeagea the ancient Indian poet was required to gain an
indepth knowledge of Hiaaads, poetic conventions. TAEY
has discussed this subject in detail in the fourteenth, fifteenth
and sixteenth chapters of his @rEEEmEL  furnishing
appropriate illustrative examples and referring to all the
controversial points. Let us try to understand the full import
of this concept and its usefulness to the poet in his creative
activity.

12.1 Definition and Origin of the FJ8Hds

TAER’s definition of the #HTE A reads as under :
G oOee @ e g 34 Tofeufs wmaa |

#fegmma:1 116 meaning, 'When poets describe an unscientific,
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but traditional idea which is not current in the world, they
are said to be describing a &@9g, a poetic convention'. This
very definition tells us that the concept of & as is a poets'
invention.

In the opinion of the 3Tems the F&@wa is a AY, a fault
because it describes unscientific and non-existent things; it
shouldn't be put to use in poetry. But THIER counters this
objection saying that the ®fa&ma obliges the poets in their
manner of describing various subjects and therefore it is not
a fault. He then traces the origin of the #fe&@"a pointing out
that the ancient scholars studied the ¥gs and different
braches of knowledge, visited several countries and islands
and observed certain phenomena. Thereafter they described
in their compositions whatever they had read and whatever
they had experienced during the course of their wandering.
Later with the passage of time those old conditions
underwent considerable changes but the poetic descriptions
continued to be made in the same old fashion. This is called
FHeEwg, the tradition. This word came into vogue because of
the ignorance of the original HRETa and the concentration on
the usages.'!’

Some of these conventions are old and traditional; some
others are introduced by some cunning people to serve their
own interest.

This &faE@9T is threefold : @ g, Wig and @@, that is
heavenly, earthly and belonging to the lower world
respectively. Of these, the % is the principal one as
compared to the other two. The subjects of the W7 &feewa
are many in number. However, broadly speaking it is
fourfold, viz., relating to =1fd, =3, 701 and f3a1. Again each of
these four categories has three sub-types, namely, A
fr ( description of a non-existent thing), &S
F®aT (non-description of an existent thing), and Frawa:

Fundamentals of Creative Writing / 127



(description of a thing as a rule). The scheme of &f&E®as can
be tabulated as under :

afereeras 18
r i 1
=it 9 bR
| |

s e o B A s o B S s o e

wife (of @ ig, W and w©E)
i

— T 1
omal e @arshy sfverem e

g (of @ia, 9 and Waw™E)

I T |
g ﬁlﬁvwm Tarsfy sy A

0 (of ®ig, 99 and waeE)
1

o (of = fa, W9 and TEE@)
|

The above table makes it clear that the creative writing
is a 'contrived writing'. It is considered to be an art. It follows
the real world to a certain extent no doubt, but it has also its
own imaginary world, which is non-existent in the real
world. Thus tho creative writing is real and imaginary at the
same time. This state of affairs justifies the writings like
sigaeqedl, Hrasheashdl and the like, which provide the poets
with inventories of stock expressions, descriptions, ready-
made IgATEESs, ete. One more detail to be noted in this

128 / Reflections on Creative Writing



context is that the ®fE@ as relating to this world have
extensive applications and are, therefore, more important.

12.2 The %489 in Conflict with the Real World

The ancient theorists have raised three important
questions concerning the present topic. Let us take them up
one by one.

The first question is : If there is a conflict between the
HgEad and the actual world, what is to be accepted and
followed?

HyEt's answer to this question is that the &fanféfg or
HEEHY is more important and therefore it is to be followed
(73 g @ Taw weeay fw: @@ wfofifey @ s
gfal!?). TR expresses the same view but in different
words. lle says : ‘aRggiey o=, &t w®om’ 3
argradra: 12 meaning, "1'he behavioural pattern of the object is
unrestrained (i.c. not being the object of the rule under
consideration). In such cases the &4 is the authority (i.c.
the &RET is to be accepted and followed)'. e reiterates the
same view elsewhere saying, 33y w91+ Sw@mE T Gegw|
TH qu AT Haag TE IO 1121 o, 'Bven if the contraricty
of the objects is seen in different countries (in reality), it
shouldn't be described in that manner. The description
should follow the Hfadw@ in that respect.!

What both IA9@R and Fa@f¥s want to convey is that
when the actual worldly position is at variance with the
imaginary one, the latter supported by the ®fe®as is to be
accepted. The practices of the poets should carry weight;
they should be treated as Y9197 (= true or accurate notion).
For instance, following the poetic convention, the poets
describe that fame is white in colour and casterly winds blow
in the rainy season. Now in the real world fame dosen't have
any colour. Similarly, the geographers tell us that in the rainy
season it is the westerly winds that blow and not the easterly
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ones.'? But what happens in the actual world is not to be
described in poetry.

12.3 How come we understand poetry if it is false?

What a poet describes in accordance with a ®f&ama is
not sometimes found in the real world. This means it is false.
If this is so, how is it that we understand and enjoy poetry?
This question has been answered by H@fas thus :
ATRIIRTYETT ST AT oRTuard | Sae-seifrdoeug-smaue: |12
In a poetic passage based on a HfaE™d there undoubtedly is a
contrariety in what 'is' and what 'is described’ (=what 'is
not'). In spite of this variance, we do understand poetry.
What is the reason for this phenomenon? The answer is that
the apparatus (e.g. 3®ian, qQrrgan, G4y, ete.) used for and
required in the understanding of an ordinary (or worldly)
sentence is different and that used for and required in the
understanding of a poetic passage is different. Since
different apparatuses are used to get to the meaning in the
above two cases, the results obtained are naturally different.
In the case of an ordinary sentence, the result s
comprehension or simple understanding whereas in the case
of a poetic sentence, passage or verse, the result is pleasing
appreciation. This is what @t calls ydfadeema.

12.4 How is it that the %397 is not considered a 39 in
the HfgEmas? We find sometimes that a poet has described all
the scasons in a compuosition cither sequentially or other-
wise. If a poet doesn't observe the natural order (%) of the
seasons he is said to have blundered. But in the ®faawas,
such faults of description are often noticeable and still they
are not regarded as faults? Why? T/ answers this
question in his passage quoted below :

9 9 gopwamisiE say sfuegn: |

qa1 B HNY WA GIHUT YN0 ggy 1

meaning, "he reversion of the natural order of the
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seasons is not a flaw when the poct's intention is to describe
the events, incidents, etc. in a plot of a poetic composition. A
writer should so skilfully narrate a story that a geFaaN
would seem like a 9807 (= a virtue).'

To sum up : the world of poetry is different from the
real world; sometimes it is at variance with the real world.
The world of creative writing has its own laws ; they are to
be observed by the writer and understood both by the
appreciator and the critic.

13. Language(s) of Creative Writing

Let us now consider the ancient theorists' views about
the medium(s) of the poet's expression. First, the funda-
mental points.

13.1 Human Language

According to IAIET the human speech has two main
forms, namely, 7™ and 1= (38 & argd Iwgw g &=
TH125) A scientific treatise is verbalized in human speech, so
also a poetical composition. In his opinion, = or creative
writing is only a part of the vast expanse of human speech.
(@ = wregsmrn S @@ gl i), That is to say, #1 is
one of the innumerable activities humans indulge in with the
help of their speech. ¥EE has also to contribute to this point.
According to him, the languages human beings speak are
numerous and the words in them expressive of infinite
meanings are also numerous. In view of this nobody cando a
final count of them with all their peculiarities (AmTsTSTfawtaom
Wog=dafdam| o %9 @ onfel fyRiwig srauw )Y

13.2 Language(s) Admissible for Poetic Compositions

Of the several human languages, WM& considers ¥4,
q%hd and HTYL to be fit for poctic compositions.!?® afues is
more liberal and perhaps realistic in this respect. He gives
recognition to F%Ed, FHd, ITH and fawr as the mediums of
poctic expressions. He includes 9599, a®m, oW, g, M,
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@3 and such other languages in the main 914 category. The
dialects spoken by the milkmen, the people belonging to the
other castes and tribes are called 395 in literature.'? In the
opinion of &%, there are six main literary languages. They
are Wi, G&hd, AT, Yarell, gTE and manifold amqsar!30
Besides these %2 has a very elaborate scheme of 9153w
which has two main varieties, namely, (i) the same sentence
which can be read as having been written in different
languages and yielding different meanings-all intended by
the poet™! and (ii) the same meaning is expressed in
different languages.'3? Of these again, (i) has 15 subvaricties
and (ii) has as many as 57 subvarieties.’®® Importantly, &%
has composed verses to illustrate many of these subvarieties.
TAER has referred to these five languages : §d 7@, MHd
aTg:, 7EH orguen:, Yemd wrdt and 30 fasmi!™ These details
make it abundantly clear that the ancient poet enjoyed
complete freedom to use any language or dialect he wished.
In fact, TIAEI has advised the poct saying : & @ &wgpaed
gatg afu wiwg agEmd gutsfa agige @ oafed: wal
ey - S-SR srageal meaning, ‘A
poct may compose in all the languages as in Sanskrit, taking
into account his ability, aptitude (taste) and interest. But he
must thoroughly learn the interaction between the words
and their meanings.' A &[T, a great poct, says JAAGI
elsewhere could actually make use of different languages
to compose different works. Of course, such great poets
were indeed few and far between.

13.3 Preferential Language Use by Provincial Poets

TANER has pointed to the provincial poets' tendency in
this matter. According to his observation, they tended to use
particular languages. For instance, the poets belonging to the
1i1g territory (=the whole tract of the country lying between
Banaras and the Bay of Bengal™) had a special interest in
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g%pd, those belonging to the @@ (southern Gujarat
including @4 now in Maharashtra®) loved wi&d and hated
g4, those belonging to Marwar (the present T®&™) were
fond of THY, the WTE™Hs preferred 3&®, those living in
a1, afEm, and QR (I3, F=ER and the surrounding
region) had fondness for 3mElt and those living in weasRa
(the country bounded by the river 3@ in FH&F,IBRIETE,
the Himalayas and the Vindhyas!*?) showed interest in all the
languages.'*

13.4 Self-assessment for Use of Language

The amards have chosen to strike a different note in this
context. They feel that a poct should first make his own
assessment; he should try to know his own ¥&Rs and find
out for himself the language he is proficient in as also the
taste of the people; he should estimate the nature of his
training, and the people's inclination. After having consi-
dered all these things carefully he should decide on the use
of a particular language."! But Trgre® dosen't subscribe to
this view. He is of the opinion that the above restrictions are
applicable to a poet who is proficient only in one language.
But a poet who is not controlled by other people or things
can freely make use of a particular language or all languages.
(i.e. he can choose any language he likes).'42

It is worthwhile to note an interesting point in this
connection. TAIER informs us that an ancient Indian poet
used to have male servants who were proficient in 3TN
language; his maids had deep attachment to 379491 and w9
languages, the ladies in the harem knew Wi&d and &4, and
finally his friends possessed a knowledge of all languages.
Besides, his writer (or scribe) was skilled at all the
languages.' It is no wonder that a poet living in such a
multilingual atmosphere could select any language for his
composition(s). In a play different characters made use of
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different languages for their dialogues, e.g. the kings,
Brahmins, etc. used to speak &4, ordinary women 9

and TTTeR, very lowly born characters Yot and 71T and still
more lowly born characters used to speak the dialects of
their respective regions. The reversion of the use of language
was admissible in the case of a highly born person.!#4

Thus the Indian Kavya Literature could be written in
any language or dialect of the country. There was no
restriction whatever on the poet's use of language. There
were a few gifted creative writers who could wield their pen
in any language of their choice. In fine the Sanskrit poetics
laid down rules and theories for the All India Creative
Writing in the real sense of the term.

Just as a poet could choose any language for his
composition so also he could choose any subject for his
creative writing. We now take up the consideration of this
topic.

14. Subjects fit for Imaginative Literature

14.1 No Restriction on the Selection of the Subject

9g has made it clear in the following stanza that any
experience in life can become a subject-matter of writing.

qH I A TG A T @A A A F |

TG I9 BT G AR WEE w: ||

meaning, 'Every word, every meaning (=the object or
concept the word stands for), every science ( theoretical
treatise) and every art (like @fg, |, f&= etc.) can (by
right) become a part of poetry. That is to say, it can become
the subject of description in the creative writing. Thus the
responsibility of the poet is very great!" In other words,
anything under the blue sky can form the subject-matter of
imaginative literature.

YHoTd reiterates the same view but more specifically
when he says:
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T YT TR sy ey |

30 yEife T g 9 Ty |

JEATIIR]  HATIHHTATT |

e aw T@wreq Sufa e 1114

meaning, 'In this world there is no object whether
charming or ugly, noble or vile (=mean), frightful or
pleasing, mysterious or strange (= extra-ordinary) which
dosen't become relishable when it assumes the form of a
poet's expression.' In fine, a poet can write on anything and
everything that he feels is worth describing.

14.2 Sources of Subjects : No dearth of Subjects.

TAFER has pointed out that a poet can very freely
draw upon the 3gs, |fas, the MU, FMRE, QOTs, the
philosophical systems like =ma, #mian, dre, 39k, &g,
qrates, A9, JargT, IEE, the sciences like 3tdqm, Areasm,
T, the subjects like TBaefEe®, geamsife®, el
( imagined by the pocet), the practical sciences like gfefanim,
T, ugdE, @mem, and so onY In other words, the
entire world - both real and imaginary - is, as it were, always
knocking at the poet's door secking entry into  his
composition.

On going through the above list of subjects open to the
poet to try his hand at, some 3T@M@s seem to have feit that the
old poets have exhausted all possible subjects and therefore
a new poet should only reshape or refashion the old subjects
in his own poetic diction. @i dosen't subscribe to this
view and enters into something like a 3m&Td with the smamds
in the passage reproduced below :

“UHGYUY T gAY g 9%, da%l ded Sy
vaaa,” i smamal:| 9’ gfy areafee:)

“arEER IE: B sfaeEdmarshy |

ey bR fawfa aei oRer=: 017

“gafevE @ ooEeRy el Geamee R
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THAAISA: JUR-ygE AN FRB| “aEaE w9 e
g s’ Rl “reer & G gew wewa o
Syeruafsy, aaRarma aF oiaa” gy @ wRml ‘a7 gfa
AAEG:| WA Gy AT G T 3R 9
FEAT w148

The gist of the above passage can be rendered into
English as follows : The ancient poets have exhausted all the
subjects. A modern poet should, therefore, only rehash,
reshuffle or transform the old subjects. This position of the
3maTds is not acceptable to ar@fiRTA who holds that there are
still so many subjects left untouched and they can be used for
poetic composition by a modern writer. In order to be able to
know what has been touched upon by the earlier writers,
one must need to read the compositions of others. This is the
viewpoint of some thinkers. TA@Y disagrees with them
and asserts that the 'inward cye' of a genius is quite capable
of distinguishing between the described and  the
underscribed just by deep concentration. In view of this,
there is still enough of scope to find new subijects. That is to
say, there is no dearth of suitable subjects for poetic
compositions.

14.3 Classification of Subjects

wHg, the oldest Indian poetician whose work, the
g, which has come down to us in full has proposed a
fourfold classification based on the subject-matter in the
following verse:

gaaiEaRasfy aamEeyg 9 |

s ofa agut Brem g e

meaning, (i) 'Again the compositions describing the life
stories or the prominent and important events in the lives of
gods and such other highly venerable men and women, (ii)
the narrative poetry the subject-matter of which has been
conceived by the poet with his imaginative faculty, (iii)
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compositions dealing with the terminology, rules, principles,
theories and traditions of fine arts as music, painting,
sculpture, etc. and (iv) works on scientific subjects as logic,
mathematics, medicine, etc. are the four classes of poetry.

Of the above four categories, the last two being
scientific in nature do not belong to 'creative writing®. The
first of the above four is ¥&Td and the second one is Z@m™. To
these two categories #91g has added % and defines the
three as follows:

TS e ferg. Ay aq e ol

JE ghewrey, IaE sy ||

frsi @ g arw Remifeye: 115

The P category of these three, is a mixture of
historical or traditional mixed with that fashioned or fancied
by the poet. Again, it has three subvaricties, namely, &=,
( related to gods and goddesses), & (related to humans)
and fEafa=g ( related to gods and humans at the same time).
Letus try to understand this classification by reference to the
zgEEeEd. The plot of the o is #Ewd, that of &9 s
TN (i.e. based on the /@), that of =@M is based on
gfaem@ (means THMI@W | TEMA), that of 7EFAR is dafoss (i.c.
based on the stories in the gRT1s), that of Tagfsee® is fr (i.c.
its narrative is no doubt based on the 3™ but the’
playwright has the freedom to make some changes in the
already available narrative and to add to it something of his
own) and the same is the case with g, 152

In short, an ancient Indian creative writer had the
liberty to write on any subject, whether old or his own, with
the only condition that it should give instant and unmixed
delight to its appreciators.

15 Charactersin Literature

The characters in ancient Indian literature represented
all classes, creeds, castes, communities, ages and socio-
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economic strata of the then society. The characters belonged
to all walks of life, all vocations and professions. The
following details will bear out the truth of the above
statements.

15.1 TR has pointed out that the @T=s describe &=,
fremTw, AT, waeiE, srarey, fkerars and femalurardig
beings!®. These include, heavenly, heavenly-cum-earthly,
earthly (=humans), those belonging to the lower world,
earthly-cum-lower worldly, heavenly-cum-lower worldly
and heavenly-cum-earthly-cum-lower worldly. This seven-
fold classification exhausts all possible types of creatures.

15.2 99 has described the various characters which
are found in the ten types of &1, play. They are f4e (the
companion of a prince or dissolute young man, or a
courtesan in a play), g (a jester), @& (a king, prince,
merchant, etc.), Semmas (villain), =@/@T (one's wife), 34T
(somebody else's wife), ATERUR (a harlot), 3 (a maid), T
(a friend), ®®: (a washerwoman), w4l (a fostersister),
gfeafsmt (a neighbour's wife), fRfE (a female ascetic), fafeg
(a painter's wife; from @@l to fafee are all helpers or
associates of the =), wfem, JAfka, Jued, sEETn, fo,
(dwarf), B8, 3R and IR as the assistants of the ATTH;
yd, a1, Tdand MFd R (ordinary men).!>

Thus the range of characters in ancient literature was so
very wide and varied that it embraced all the sections and
cross-sections of the contemporary society.

16. Composition : Its Production and Destruction

Ancient poeticians feel that a good composition,
especially that of a beginner, doesn't come into being
spontaneously or at a single stroke. It has got to undergo a
few stages or processes, the first of them being s,
Different poeticians have explained this term differently. I.et

138 / Reflections on Creative Writing



us try to understand their views.

16.1 AFA : In his oft-quoted famous &R “Fafid =
g g9 @ wgfviowl  omww afim@mismm @R
Freaee: 1%, 3fteq has used the term 3@ with the word
HTF as its qualifier. 1is commentator T has explamed
these two terms as follows::

M=y @M 3 gom Rmd SROEg@s gurerd
st dfsr111% In terms of this explanation SI¥EIT has
two stages. The first of them is to ponder over the
knowledge gained with full discussions in accordance with
one's school or tradition in order to determine the correct or
true meaning. The next stage called ¥ means to stabilize
the 'determined meaning' through a continued steady effort
(amgfe). Establishing the correct knowledge in the mind with
repeated efforts equip the apprentice poet with the power of
poctic composition |gad TR g @y Rl yd Qg
HIITEd '] This explanation shows that T has gone
into the innermost workings of a poet’s mind.

A takes the term BT to mean ‘efforts put in to
compose poetic picces. Such efforts enable the aspirant pocet
to compose excellent  poetry' |#T@Es-TgRshrATI9 31
FTHE T, HOY Y W weEw: g3 smEsham g
R wfacway  smaurfal'™) 1e desires to suggest that sincere
efforts produce the desired result sooner or later, but they
never go to waste.

In the opinion of &", the AT enables a poet to
separate 0 from %1% This view appears to go nearer the
first stage of ST as explained by T&iEm.

16.2 Actual Attempt at a Composition

&7 has advised a poct in the making to try to compose
a verse, like the one quoted below, which carries no meaning:

AR R g gmarsaagg=y |

R R B LI U e R e i L e Gl L
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These words severally do convey meanings but
collectively they don't form a meaningful sentence as such.
However, they fit in well with the requirements of the
chosen metre. Such efforts help a novice to gain confidence in
meaningful composition.

16.3 TTWEM - The next stage is to change the words of
an existing stanza or passage of somebody else without
changing its meaning. For example the verse :

ey Foa gHAal ggoa: |

"we: vEars fengda @ || wragtiarl.]

canbe changed to

ol oA A ageRT: |

Wiy qugyas fhugad | |l

In the latter verse the meaning of the original verse has
been retained. The only change that has been brought about
is that a few words in the original have been replaced by
their synonyms in the Wgfa (of course, with a change of
word order in the second T i.c. ¥ ggad: have been
changed to d@ift: ggufRsan). In fine, this tantamounts to an
exercise in 'synoymising' (if we are permitted to coin such a
word!).

As the poet's experience gets richer and richer, he
becomes more confident and gradually his compositions
grow more and more charming! TAER has actually
verbalized this phenomenon as follows :

a1 qY AHATY FWHRY WA |

aa qa e arada T (1

16.4 FEAEL: Stimuli to Write Poetry

According to TR, the following factors serve as
sources of inspiration to a poet :

gTsiataft:, g, fREwvem, S,
Reggmsay HeawmR: a2 meaning, “The

association of a poet who is waited upon by the learned; the
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news of political, social, cultural, literary, ctc. events or
happenings in the country; the scholars' seminars or
symposia; the worldly affairs taking place around; the
discussions of the learned experts, and an attentive reading
of the literary works of the ancient writers - these things
inspire an apprentice (as also an established) poet to
compose poetry.' That is to say, the indulgence in the above
activities gives birth to new ideas and/or new subjects
suitable for fresh compositions. That is why TR likes to
call them #T@:, mothers. He supplements this conviction
with his verse quoted below :

@ afs angrEr Wiy e sgyaa |

wfred sfrdTy e o st |16

meaning, '‘Good health, genius (=imaginative faculty),
practice, regard for the respectable, the discussions of the
learned people, wide knowledge of various branches of
lcarning, a strong memory and enthusiasm - these eight
factors mother (- care for) a poet's creative faculty. (i.c. these
factors act like a loving mother who cares for her children).!
This shows how squarely IAER has considered this point.

16.5 The state of the poet's mind at the time of
composition

Again it is &% who has paid attention to this topic. He
has verbalized his thinking in the verse reproduced below :

T g s R A |

YT HEE Hie: gaae gaesf @ 11

meaning, 'When a poet slightly attentively makes a
search for the fundamental source of the intense desire to
compose poetry, his speech becomes independent.
Subsequently, when he concentrates his mind (obviously on
the creative activity) his desire for sexual gratification totally
ends. And when he makes his concentration still more
intense, he gets the highest delight.' In other words, at the
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time of actual composition of a literary work, the writer's
mind should be full of delight and nothing else but delight.

16.6 Factors responsible for destruction of poetic
compositions.

The last point and a very interesting one for that matter,
to be considered under this subhead is the one dealt with by
TANER in the following passage :

fog oy smeRTE Faiql O3 Td st -
“Farar feppdt & Rerar seaeiteR |

Ffew afgR Wy FEursEgaa: |l

ARG TEAERIY 3Fae T |

@ e ¥ fqam: vy s 17 (3R]

T gy, A geeiesanty, gale: featasaty gfy
FYY NHEA TGS TG THIROTT 1165

meaning, 'Once a poet gives a final shape and form to
his poetic composition (after 'polishing' it), he should make
several fair copies of it. Because it is said (in this connection)
that depositing the composition with somebody (say, a
poet's friend, relative or wellwisher), selling it away to
somebody, giving it away as a gift, or donation, leaving the
country for ever, having a short life-span, the composition
being torn or being burnt in a fire or being washed away in
water (say, in floods) - these factors cause the destruction of
the composition.

"The poet's poverty, his addiction to vices, contempt or
disrespect (shown to him by others), misfortune (=not
getting the expected name and fame though he very much
deserves it), trust put in a wicked person or trust put in an
enemy - these are the five calamities that can befall a poet
and a poem too.

"I shall finish it later, 1 shall revise or polish it once
again, I shall discuss its qualities and faults with my friends -
these three procrastinations of the poet together with the fall
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of the kingdom constitute the causes for the destruction of a
piece of literature.”

While listing the J&uRFAIIERON, as above, TG has
taken into account the poct's carelessness, helplessness,
misjudgement of human nature, misfortune, greed for
money, ignorance of the fickleness of human mind and
procrastinating attitude. TFIER has also paid attention at
the natural calamities together with the hardships resulting
from man's negligent disposition and the uncharitable
attitude the people show sometimes in certain cases. In
short, TAI@I's thinking on this topic is not only startlingly
deep but it also embraces all conceivable possibilities of the
above matter.

17 Understanding and Appreciating Poetry

All creative writing is produced both for the classes as
well as the masses. Secondly, its readers are expected not
only to read and understand it, but also to derive pleasure
from it. It is, therefore, necessary that it is written in such a
language as is casily understood by all, including the learned
and ordinary men and women. ‘laking this point in the right
spirit, ¥ME insists that a literary picce shouldn't be too
pedantic, it should be sAf@E@™. % [e goes on to add in
this context that if the poetic compositions are
understandable only with the help of scholarly commen-
taries, then the scholars only will benefit from them and the
commoners will stand to be deprived of their charm and
pleasure. [Fraf ot ady =mmermat gEql I
gfitmi wa &= v &m:1'9] In the same vein he advises the
poets that the T@s should contain quickly intelligible and
happily pronounceable words, so that the readers don't find
it difficult to read and understand such awas.!%

yi7d makes another point. According to him, the
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language of the characters in a play should be true to the
country they have been shown to belong to. The incredibility
in this respect is likely to vitiate the appreciation of the
audience (or the readers).'®®

FHm@ie has focussed the readers' attention on the fact
that the scholars are divided on the issue of the 39f¥ors.
Some of them feel that the SRINaT of certain @¥s under
certain conditions is only a case of 3@¥& and not that of
Torg. However, some other scholars are of the view that
sometimes those certain 2I¥s are only 3/@¥s and sometimes
also TUTs. In view of this, H@fs suggests that the only way
to resolve this controversy is to appeal to the @gads, the
appreciators, whose opinion should be considered autho-
ritative, because they are the final judges in such matters.
|73 ggeami wa it @ifioll q@g: - oPwR O A W a@
FHreggrer| St fagwi ywmr sl 170

Hyrafis elsewhere observes that the I@®s are not
happy with a #R®, dull or uninteresting, composition.
[.. 7" #e 7 =g Wesgsai'”)

In fine, the opinion of a learned and discriminating 9%s3
is counted and honoured in the province of poetry and
poetry, whether in prose or in verse, is composed to give
delight to such Tgga Wes.

18 Kinds of Critics

In the whole range of works on Sanskrit poetics, it is
only the e which discusses this topic in detail and at
great length. The relevant portions of the discussion are
being reproduced below :

“vraer Iugaton wakE @ & s3: wH afm =
Hafdl T @g Bod: HAY ANRGS:| oadl §: okl
@Rl ‘H: R A WAl geigWiaat Wiaw @ gedrendt:|
REUy

“gferaa st ofa i |
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Waghe] &HY: W A WAfg Few g9 |7
“q” iy @R ga wa R sRmr weew, Weea
. ¥ FHiaey| weTaeg vgdeErg 4l...

“¥ 9 fewm sRafen:, aoumwEeioE” g wgel...
“ggal” 3 araEda: ‘v aeatatRiima Tl o fRfEe:
74 afgwdiarg g adrstwR:” gfw o) “orrefea & s
T Frafetl.. agumeEef dmeehl L AwEiong
g oy 9 o, ooy agwaEn).. aetatRsh g
qeged afe THl...

FAA & Hawe ToRaEgE |

Fra WAkt g A e Ray g

vl WA B BT GEAHEH: |

miftady onfys: fEg s was: |

TOMEAW: HYT ATEERISR: |

TRISTEfYTTa: &y e |1...172

Since IAI@Ts discussion is very important it is felt
advisable to give hereunder the summary of the above
original text.

The mental faculty which helps a person to understand,
appreciate and evaluate a poetic composition is called R
i, 1t is the faculty which a critic possesses. 1e can assess
the pocet's efforts and understand his import with the help of
this faculty. It is because of this faculty the tree in the form of
a poet's composition bears fruit. Otherwise it remains
barren. Now the question arises as to what is the difference
between a poet and a critic? The 3m@Ms are of the opinion
that there is no difference.

A person has a reputation in this world because of his
gferm. It is seen that poet-critic dosen't bring himself into
disrepute. In this way there is no difference between a poet
and a critic.

But #fE® rejects this view saying that a critic is
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different from a poet and a poet from a critic. It is so because
their natures and subjects are different. That is to say, poet
creates a work of verbal beauty, the critic appreciates and
evaluates it. Secondly, the subject matter of the poet is /&
and 314 in a combined form, whereas that of the critic is the
appreciation of the @&, composed by a poet.

In this connection somebody has said that someone can
write poetry while someone else can understand (and
appreciate) it. But it is indeed surprising that a critic
possesses both these faculties. Generally, a cluster of several
excellent qualities is not found in one and the same place.

The critics are of two types, is the opinion of some other
scholars. These two types are CRpEl (discriminating) and
ggumgag!  (indiscriminate). TAYEY  adds two more
categories, namely, 7@ (jealous) and dwatifRsH (deeply
attached to one's principles.) According to @, the 3RIT# is
a thoughtful person, TgUNEgH is a thoughtless person. In
the opinion of TANER, the 3REF's thoughtfulness is of two
kinds, namely, inborn or natural and arising out of
knowledge. :

The SRE® critics don't like to give up their
thoughtfulness.

Now a person who dosen't possess HfasT cannot
differentiate between the ToTs and @%s. Only a discriminating
intellectual can produce sweetness and contemplate on the
efforts put in by the poet. Once the doubts are dispelled, a
person is blessed with happiness.

A critic who is jealous refuses to 'feel'’ what he has
actually 'felt'. He prevents his speech from praising the good
qualities of the others. A nonjealous knowledgeable critic is
extremely difficult to come by.

In this world you will hardly find a critic who can
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distinguish 0Ts and 319s and is also himself a good poct. In
case you come across one by a stroke of luck, he would not
be non-jealous. A THMAM critic may be one among
thousands.

A fortunate scholar very rarely comes across a thinking
critic who can explain the verbal structures in a poetical
composition, who derives pleasure by reading good poetry,
who relishes the sentiment(s) expressed in a literary piece
and who can find out the import of the poet. Othewise a poet
generally feels dejected for want of a discerning critic.

A critic is a poet's master, minister, friend, disciple and
preceptor - in fact, everything.

What is the use of such a composition which only
remains in the poet's mind and which is not taken to every
part of the country? Such a poct is poet only in name.

It is likely that scores of literary compositions in book
form are lying in every house but you will find hardly a
couple of compositions which are engraved on the minds of
appreciative critics,

A critic can sce some faults even in good poetry - the
faults which even the Creator of the universe cannot see.

Some critic discusses the verbal structures in the
composition, somebody else examines the workings of the
poet's mind, and someone else makes an assessment of the
external manifestations of @1fva® and such other ¥as.

Some critic considers qualities, somebody else reflects
on the 3ss, faults, while some critic ignores the R¥s and
takes into consideration and appreciates only 7uTs.

Although the determined purpose of all the critics is
common (i.e. to appreciate and evaluate a literary
composition), the approach of each of them seems to be
strangely different. This leads us to conclude that the reason
for men's pleasure is (always) uncommon.
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19. Publicity of Good Poetry

As stated above, according to AR, a critic helps to
spread the name and fame of a good poet. Besides critics
many other agencies also contribute to this cultural cause. To
quote TG

T9: @g wa ow sy Ay BigE |

SewTeAIA @ At gaErged |l

FrataERasT aRET qREr |

F TEHAA 9 gRG g Rem 2w

iR IR "= ga-iirsawemg: |

sfefeen wa st gafe a w7 (1773

meaning, Hggd W&s take delight in enjoying good
poetry. Even slightly good poetry is taken admiringly from
place to place through mouth publicity by the children,
women and lowly-born people. The poetry of those people
who are prepared to compose something proper to the
occasion, that of the ascetics or mendicants, that of the kings,
and that of instant poets goes about the ten directions. A son
indiscriminately praises and recites his father's poems, a
disciple his preceptor's and the footsoldiers their king's.

20 Appraisal of Poets and their Poetry

Ancient and medieval people, especially kings, had
devised a scheme for appraising the attainment of the poets
and the literary worth of their compositions. TAIE@I has
described this scheme in the following words:

T Hgga fedal At #3 'd9 I s @l |
AT T FRAI... T T ITE: GG wadl
R, @Eu e #Ew.) o omifim: ®aw...
RO AL, ... WHOE  HEE g qgmE gem
Faatl... "EARY 9 HEwmeTdend gEed: &R
Tt FEREEE vgEwel ogme @ S
FrapRadan!”* meaning, The king used to organize
conferences of poets. If a king himself happened to be a poet,
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he would inspire his subjects to compose and appreciate
poetry. (Thus the subjects also would become lovers of
poetry.). The kings used to hold (special) conferences for the
assessment of poetry. (In such conferences) those poets who
wrote in &4 sat towards the north of the (exam) hall, those
who wrote in W&d, 3191 and a9 (i.e. ¥9MA) occupied
seats towards the east, west and south respectively.
Outstanding compositions or the poets were honoured in
accordance with their merits. In cosmopolitan cities
conventions of scholars were organized in order to examine
the poetic compositions and scientific treatises (or the
treatises on the science of poetry). Those who passed such
examinations were taken out in procession in a chariot and
were given a silk turban. It is heard that the examination of
the producers of poctry was conducted at 3.

The above details invite our attention to a number of
aspects of the literary culture of ancient and medieval India.
It is interesting to note that not only the kings but also the
commoners were ardent lovers of literature, that the literary
compositions in different languages were treated on equal
footing, that there existed a practice of honouring extra-
ordinary compositions and that ZIAET was the centre of
literary cultural activities.

21. Literary Schools

We now turn to the last point to be considered in the
present essay. TAIER has named as many as five schools of
thought in his @@mEL. They are : smamat:, st s,
e and g™, From these mentions it is clear that
some leading thinker of each of these schools had advocated
some important principle or doctrine which arrested the
attention of other thinkers who chose to gather round their
inspiring leader. Thus groups of like-minded thinkers came
to be formed. They were named after their original leading

Fundamentals of Creative Writing / 149



thinker. Each group defined, interpreted and promoted
literary concepts, norms and notions in a manner different
from the other groups. Thus came into existence these
distinctive schools. It is worthwhile to get to know the
viewpoints of the above schools.

21.1 St

Their assertions scattered throughout the @regsiaar!’>
can be brought together as under :

One who possesses the natural faculty to create verbal
beauty dosen't stand in need of 'polishing’ or 'refining rites".
gt means knowledge of many subjects. Steadiness of the
words used in a composition is called the maturity of diction
(yr=zqrs ). The meaning of the sentence depends on the verb
used in it. In view of this, when we find that there are many
verbs in a sentence we have to understand that there are as
many sentences. There is no point in advising the poets on
& or TRAFR. G - sty le. The sources of the theme of poctry
include the 33s, Ffds, the TR, the 78TYRA, the RIS, the
Vedic and non-Vedic systems of Indian philosophy, the =
and TeRT faaTs, the HYLTH, AT and HHAH, stories or
narratives imagined by the poets, gffaen, I=adenam,
¥gas, A@M, ete. Blackboard, chalksticks, a box holding
chalksticks, inkpot, pen, the @% leaves, and walls with
polished surfaces constitute the writing materials of the
science of literature, gifgeatamn. Before selecting a particular
language for a poetic composition, the poet should take into
account his own ability, aptitude, proficiency in the
language(s) he has developed, the taste of the people and the
language(s) which delight the ¥&@s. Plagiarism of one word
is not blameworthy. If a 91E (quarter) of a *3!% (stanza) yields
mutually opposite meanings, then the theft (891) of such a
qrg should not be considered an instance of plagiarism. But
the theft of an expression (i.e. idea, thought, notion) is
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certainly a fault. There is no subject in this world which has
not been dealt with by the ancient poets. In view of this, the
modern poets should describe those old subjects just making
changes in them here and there. If the #&E™ is unscientific
and unworldly, then it is a flaw. How come it is considered
describable?

21.2 aﬁiﬂa:those belonging to the school of g

Denotation or the literal power of a word is threefold :
inflectional, related to the expressive power and a combi-
nation of these two. This view relates to grammar. Another
which relates to the poetry proper is like this : The subjects of
poetic compositions are limitless and there is no doubt about
it. But even these infinite subjects belong to two categories,
namely, (i) which is verbalized neatly after careful thinking,
and (ii) which pleases spontancously (i.e. it dosen't demand
deep thinking from the reader). On the former category are
based the am®® (i.c. the scientific works) and on the latter, the
& (i.c. the poctic compositions).'7

21.3 MeFAL: The disciples of gamar are of the opinion
that the science of politics is the only famn (“Fusify ma wam
fqen” zfa ahormn:'77)

214 TRWAT: (those belonging to the school of ggwfa)

The sciences are only two, namely, gral and FwsAIfg
(“amt FueHifad @ zfy ke meaning, gt which
includes agriculture (FW), animal husbandry (Mrsgfemorer),
trade (aMf0=9) and FHT (moneylending business) together
with the science of politics (Zuif).

21.5 a9-A:those belonging to school of AWH

Some "g® holds that the ¥r@®s are of two kinds, namely,
F|EHA: and AT After mentioning this @Y
informs us that the poets are also of two kinds according to
the school of ama (“saarsfy wafxr” gy arsan ) From

these statements many inferences can be drawn, c.g. 9%®

I'undamentals of Creative Writing / 151



who preceded or was contemporaneous with TAYER was a
literary figure of note; he had proposed a twofold
classification of critics; Y@@ had known about this
classification; that reminded him of a similar classification of
poets proposed by @+ and the reflections on classification
of poets and critics were identical, both in number and
nomenclatures.

Again in connection with the discussion on the concept
of T, TAER quotes the verse FraMdrgw @ag's! etc. which
appears in aW's HAGHRGA with a variant (STEHREIA
a@g etc.’®?) under the head 3@&w #r=rg and then notes
down as under: “3TUEURIREN TTRRATETEEY TN Y&
uRgfedge a&:” gfa aeran| 8 meaning, The resistance
put up by words to any further change is called &, the
maturity of diction.

Tosumup:

The whole atmosphere in ancient and medieval India
was charged with intense, sustained and glorious literary
activities. The art of poetry was devotedly cultivated. The
poet gained the extraordinary faculty of creating verbal
beauty either through divine or human efforts. A good poet
threw up new ideas and used the language in a striking
manner and created a unique and beautiful world. This
world had to follow the rules of the T®s, the conventions of
the worldly conduct and the poctical traditions conceived by
the poets. Consequently, the poetry could neither fully
follow the s and @&%&@®R, nor could it fully ignore or
defy either. It had to be in tune with the actual world as well
as the imaginary world of its own fashioning at one and the
same time. It had, therefore, to be read, studied, taught,
examined and criticized with a great responsibility and
caution.

The poet's personal experiences and  acquired
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knowledge did go into the making of his compositions, with
the result, the latter turned out to be 'genuine voices' and
were seldom 'mere echoes.’ The poet enjoyed a complete
freedom to pen his compositions in any language and/or
dialect he found himself proficient in. Also, whosoever had
an aptitude for using language creatively was heartily
welcomed to the field of creative writing. Similarly, a poet
could choose any subject or theme for his composition. As a
result, he felt no dearth of 'raw materials' for the finished
products. Thus the ancient Indian creative writing was
Indian in form, secular in spirit and universal in appeal.
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6. A Stylistic Study of JfWRTFASH

1 Creative Writing and Stylistic Devices

"Writing", as observed by Chadburn, "is perfected
talking".! The creative writing is a special form of writing, It
is almost a universal experience that this special form of
writing invariably gives the reader a special kind of pleasure
or §&EMI, to put it in H@MA's words.? The creative writer
achieves this pleasant effect by using the most effective and
efficient linguistic resources known as stylistic devices. They
are functional in that they "delineate fine points of
meaning. These devices constitute the integral elements of
the human language and can be found in each rich and
developed language. For example, 1@ describes ggadi's
rejection of FFAW saying, ‘A 7 &AW 7 ¥ T TS A
T fwefafé @@’ [Tgdem6/30] meaning, 'Not that TgRTA
was not handsome or not that she (g% didn't know how
to discriminate between acceptable and rejectable. People
have different tastes'. Here @f%r has very skilfully used the
stylistic device called 'negative’ and provided a very
convincing reason for §gadl's rejection of A, Western
writers on stylistics like Morrison,* Bowden,®> Ullmann®,
Hough’, Boulton®, Kreuzer & Cogan’, have discussed a large
number of such devices. After reviewing the different views
on this subject Nowottny!® has concluded that 'devices are
numerous.' lough subscribes to her opinion saying,
"Stylistic devices are almost innumerable."!! The present
paper aims at discussing only a few of them, namely, (i) And,

* First published in Samskrti Sandhana, Vol. IV, 1991 of National
Research Institute of Human Culture, Varanasi.
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(i) Choice of Words, (iii) Deviation, (iv) Incomplete

Sentence, (v) Inversion, (vi) Negative, (vii) Parallelism, (viii)

Repetition, (ix) Rhetorical question, and (x) Synonym with

reference to HOEA's masterpiece the, ‘Biﬁmﬁsw’.
2And

And, as we know, is "an uninflected linguistic form that
joins together sentences, clauses, phrases or words."1? It is
"used as a function word to indicate connection or addition
especially of items within the same class or type... and to
express logical modifications, consequence, antithesis or
supplementary explanation."?® The Sanskrit equivalents of
‘and' are 319, 3F9€, AW ¥, AN, 4, q4, §:and @l Let us
now examine how & has used this conjunction in the
FmEmEg=ea . In the following pages the play has been
referred to with the abbreviation AS and thereafter only the
page number of the printed text has been mentioned.

2.1umafe: - Reem wigsfearma @EEeEE @ g
Tl (AS 189)

meaning, 'l congratulate the long-lived one on his union
with his lawful wife and the sight of his son's face.' wrafe
wants to congratulate 4= on two favourable or pleasing
happenings. The first is that the king g8 has been reunited
with his wife and the consequential second happening is that
the king meets his son after a lapse of many years. Thus the
conjunction @ has brought two happy events together.

2.2 0On knowing that a wild elephant is rushing towards
the 302, y@a@r and her friends get frightened and start
returning to their hut. Since, however, %= has fallen in
love with g, she is somewhat reluctant to come back to
the hut. She, therefore, advances a couple of excuses saying :

FTA, AFEFHIGE TRET A TR PIEHITERE
g gemorl (AS 29)

meaning, 'My foot is deeply pricked by the point of a
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young %91 blade and my barkgarment is stuck fast to a $7&%
branch.' 91%=&T wants to stay behind to be able to catch sight
of 1. The above ‘g’ has helped her in this 'sweet longing'!

2.3 When 9171 sets out for her husband's home #1999,
her father, advises her thus :

T wy: e fra Rl

vty g aw ufaew smger |

TaY SR O g9 % gg@ 9 e

79 et 7 & T gd oS i (AS97)

meaning, 'Stationed in the honourable position of the
housewife of a husband of noble birth; engrossed every
moment in his affairs grand by reason of his wealth and
having soon given birth to a holy son, like the east (giving
birth to) the sun, you will not, oh! daughter feel the sadness
arising out of separation from me.'

The F used here tries to suggest that /== would not
even know at what pace she has passed through these stages,
namely, becoming a house-wife, discharging her dutics as a
queen, busying herself with numerous daily tasks and giving
birth to a son. @f®a@ has admirably compressed these
events spanning a few months into a single stanza with the
help of asingle .

2.4 While preventing =1 from hunting the deer F@rm
says:

& a gRume Afe | Aers

% 9 ffymfe aseErn: RE(AS 7)

meaning, 'Where alas! is the extremely frail life of the
poor deer and where your arrows of sharp descent (and) of
admantine strength?'

Here the two ds have closed up entities possessing
opposite qualities.

2.5 @rgwat's following dialogue is a typical example of
=,
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Wjﬂ?ﬁsays:m‘é’éﬁ? TR 3 el d@ d
gfegff onfeeqal stferl (AS132)

meaning, "Through my relation with ¥7&1, yg<1 has
become my very self. And I have already been asked by her
(i.e. 79a@1) to do something for the sake of her daughter.’

Here the description of §&w=®l's becoming W'
body is a statement of consequence and the reference to
AHT's MY to HIF is a statement of supplementary
explanation. Thus the ‘&’ used here has brought these two
things together.

The text of the play has as many as ninety examples of
appropriate use of ‘&’.

We now turn to the next stylistic device, viz., the choice
of words.

3. Choice of Words

Choice of words is also called diction or vocabulary. 'To
every good poet are available thousands and thousands of
words in his language to be used in his composition(s). They
include denotative, connotative, synonymous, ordinary,
peculiar, ete. words. The writer has to pay attention to their
special usages, their interrelations and associative fields.
‘Thus a good writer has got to choose and use the mot juste
(= the most appropriate) words keeping in mind their many
kinds, peculiarities and the governing principles. In view of
this his command of language is judged by reference to the
exactness in his use of words.

Of the different kinds of words, the nouns, adjectives,
verbs and adverbs are the four kinds which are called
functional words because they are very useful to a creative
writer. But it is observed that sometimes even pronouns
play an important role in making writing meaningful. In
other words, a creative writer's diction has to fulfill all
demands of 'what, where, when why, how and who'."® Let us
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now take up the above kinds of words, namely, nouns,
pronouns, adjectives, verbs and adverbs, for consideration.

3.1 Nouns

3.1.1 Although the &4, General, shows a lot of
enthusiasm for hunting, ¥ the king, wants it to be
discontinued. He, therefore, orders the &9maft and his men to
stop hunting and take rest. While receiving these orders the
IRy says :

rafe: - gg awiawrd Aewl (AS 37)

meaning, 'As it please Your Majesty.’

The noun ysfasy: used here is meaningful in that it
conveys the inner feelings of the #Tfd. He wants to tell the
king : 'You are all powerful. You are the Lord of the
kingdom, including humans and animals. It is, therefore, up
to you to decide whether to continue hunting or stop it.'
Although ®1f%e™ has used the word T and its synonyms
like wif¥a, wy, 99, wssisrgfa, fafaw, etcin the play, he hasn't
chosen any of them here but has selected the most
appropriate above one keeping in mind the fact that all
creative writing is context-bound and the context is a word-
generated phenomenon.

3.1.2 3= tells fIgw® that he is deeply in love with
@ who is an extra-ordinarily beautiful woman. On
hearing this praise of s~ the fagua, the most practical-
minded person, asks the king :

‘AY TR SO diewq JEn TReT:| (AS 42)

meaning, 'Well, what was the feeling (shown) by her
eyes towards you, Sir?’

frgw® who knows the ways of the world and especially
the way a woman behaves, wants to know from the king
whether %=1 cast a loving glance at him. A woman, in
general, is taciturn by nature; she is polite and doesn't like to
express her innermost feelings openly. She chooses to
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express her mind through her glances. REw®'s above
question is based on this universal experience. In view of
this, the word &R (love expressed through a glance)
used by #TfeaTH is so exact that it cannot be substituted.

3.2 Pronouns

Although a pronoun is "a word used in place of a noun
or noun phrase"!é, it sometimes plays a very important role
in a sentence. Let us review a couple of examples in the play.

3.2.1 ®Ig9Y9 is about to advise sIF~ as to how she
should conduct herself at the royal palace. But he prefixes
his actual advice saying, ‘@ ©@ a@: qage W’ (AS 96)
meaning, 'You (literally she) having gone to your husband's
home from here." The &1 used here is suggestive of the
following workings of &19gu's mind : Oh, 9=, you were
brought over here by me after you were abandoned by %,
your mother. I brought you up in this 312@. 1 loved you, my
daughter, so intensely that the people admiringly started
calling you 'my breath'. 1 practised penance at the ®i\did to
ward off your evil. Although you were not born of me, still 1
am feeling profoundly upset at the prospect of your
departure. But since you have become the wife of a
distinguished king by dint of your good deeds, I am feeling
extremely happy as well. As a loving daughter-in-law you
should serve your elders after reaching your husband's
home (g¥v&@ T&... etc. etc.)

Thus the poet has filled the pronoun &1 with so many
tender feelings of 149,

3.2.2 On getting reunited with the king, 9%=/ happens
to see the golden ring on his finger. At the sight of that ring a
thousand and one memories of the past begin to surge up
inside her and she says:

TP - (FTEE eNgd) STy, Uaq A% orgeramdl (AS
188)
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meaning, (seeing the signet ring), 'My noble lord, this is
that ring.'

Here the pronoun @ (=that) is charged with deep
sorrow. As if 9@~ is saying to herself : "This is that ring
which you had put on my finger; this is that ring which
unfortunately slipped from my finger while | was taking a
bath and fell into the @=fid; consequently, I could not
produce it when I badly needed it in order to convince you
of my identity; this is that ring which caused our separation
and made both of us extremely unhappy; this is that ring
which I don't trust, let it remain on your finger.' Thus the 7@
(71g) in the above passage is so profoundly moving!

3.3 Adjectives

An adjective, also known as a modifier, is 'a word that
indicates a quality of the person or thing referred to by a
noun.'’”

With this definition in the background let us turn to the
play under consideration.

33170 - R @y fgeyatmyn ayw fom sesewarty)
(AS61)

meaning, 'Rightly, indeed, do | watch my beloved with
eyes that have forgotten winking.'

Here the modifier fEgaF@¥or properly describes the
king's infatuated state of mind.

332 3Fgd - ..G9 U 9g%-3P@-3adl Tl
yfafge: (AS 75) /

meaning, 'Having cursed in that manner he turned back
with a gait quick, impetuous and difficult to be checked.'

The three adjectives (g%, 35§ and 3aiX) used here go
well with both 3atd's gait as well as his temperament.

Thus #famE uses epithets to further action, interest
and/or meaning,

3.4 Verbs
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A verb "brings a sentence to life"!® and is therefore,
regarded as "the very heart of the sentence™! Let us now see
how successfully #f¥am makes use of verbs.

3.4.1 g talks of imprisoning the bee in the picture of
gg=< he has drawn. On observing this crazy behaviour of
the king, [4gw® makes him aware of the fact that the bec is
not real but it is a bee in the picture. Thereupon the king
sorrowfully says:

Ton - wyfon @@ g g &l (AS 155)

meaning, 'By reviving my recollection you have again
turned my beloved into a picture.’

Here the verbal &g delineates g%='s deep distress.
He feels he has enclosed real 9%~ in a picture.

3.4.2 On seeing 59399 dragging forcibly a lion's cub,
Fsa=d begins to feel affection for §da7 and says :

A - A A " geqeatdl (AS 177)

meaning,  'Verily childlessness  is  making me
affectionate.

As a matter of fact,ethe king is really not childless.
g4773 was born of him. But the king hasn't so far known this
truth. Therefore he considers himself 3. Since FdT94 is
gs=i's own son, the latter naturally starts feeling love for the
former. Unluckily he dosen't know why he has begun to love
494, The verb geg@afd moves the Tgga W& who knows
the truth in the matter and therefore his eyes get filled with
tears. Such is the power of that appropriate verb.

3.5 Adverbs

Since an adverb is capable of modifying a number of
sentence elements, it is sometimes called "the key word in
the sentence."® Let us now study how %@ has handled
this important device. '

3.5.1 On realizing his mistake in repudiating 91%=a1,
g1 grows repentent and pensive. While describing this
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repentance HYH! says:

Y -

MG qaIfa araq IRaAr g Tl

My wEfeaq d@ Wald 9 dieraes: il (AS 137)

meaning, 'And when out of politeness he (tries) to
address suitably the ladies in his harem, then he blunders in
their names and (consequently) remains embarrassed with
shame for a long time.'

The word f&rat: correctly describes §&a='s state of mind.

3.5.2 g1 asks TgR@ to fetch the box of brushes.
Accordingly, when she is on her way back the queen agw
seizes the box forcibly from TgR@. She describes this
incident saying,

i@ - @ A gWE AR RIeHIEGad I qgHe
e FUYF™ IISIY 3 TEeTmR Tl (AS 156)

meaning, "That was on the way forcibly seized from my
hand by Queen @gwil, who was accompanied by aXfomar,
saying:'l shall myself take it to my noble Lord.’

The word @& used in the above dialogue describes
appropriately how uncontrollably agaa was filled with
rage.

The above passages make it clear that #fea® used to
make a very discerning choice of words.

We now pass on to the next stylistic device, namely,
Deviation.

4. Deviation

To deviate means "to turn aside especially from a
norm."?! A norm is the average performance or a standard
pattern deeprooted in our sense of language. Since the
literary writer uses language creatively “style is always a
devation from the norm."? Let us try to find the deviations
in the M=o,

4.13a=1 who has already fallenin love at first sight with
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g~ confidently feels that she also entertains the same
feeling towards him. lle verbalizes his confidence thus :

A - g e "R S|l (AS 27)

meaning, 'While | am speaking she lends her ear facing
me.' Here the poet has used the word SWg@& in relation to
the word &0, which is unusual. Hence a deviation.

4.2 During the course of his description of the hunting
expedition fagw® says : omnfy q®&@ @ wa famaasen: Wi
3l (AS 31)

meaning , "I'he dawn broke upon his eyes while he was
thinking of that very damsel even upto now.’

IHere the normal expressions should have been 'the
dawn broke and the king felt it.' But #f®2m@ has deliberately
brought two incongruous language-elements, namely, 3&0T:
and W@ together and given the readers a feeling of
strangeness.

4.3 The king decides to send f&gw® to the capital along
with the retinue. #gs® comments on this descision saying,
‘T fe gt gl Agel (AS 49)

meaning, "Then indeed, 1 have now become the Young
Prince.’ This is as good as saying, 'I have now become
another person,” which is 'turning aside from the standard
pattern.’

4.4 =@ who is preparing to leave for the king's
capital is very sorry at the prospect of her separation from
her dear ones for ever. 3gAT wanting to console her says,
‘Tw o BRw o omafa @ fawredeamEl’ (AS 95)
meaning, "Even she (the female g%am), without her lover,
passes the night longer through distress."

As a matter of fact, it is the female @Ha@® who is in
distress, and not the night. Foard has transferred gHhaml's
distress to the 3@, night. This description gives rise to a
aueptd which delights the Tgza .
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4.5 The king regrets that he is unable to improve
Ig=el's picture completely (and thus indirectly admits his
inadequate skill at painting). @97 compliments the king on
this frank admissions saying, ‘Ggsl Taq WRITRI: TSI
gl’ (AS 149) meaning, "This is in keeping with the affection,
(grown) intense through repentence and absence of vanity.'

Here the repentence is felt or experienced by the king. A
bodyless feeling like affection can never feel this repentence.
But @I has caused the king's affection to ‘'feel
repentence. This personification is a remarkable case of
deviation.

Thus #fea®@ did make shifts from the established
pattern of language to produce literary beauty.

The next stylistic device to be examined is incomplete
sentence.

5.Incomplete Sentence

Incomplete sentence is a characteristic feature of both
spoken as well as written language. While speaking we tend
to leave some sentences incomplete without running the risk
of being partly understood or totally misunderstood,
because we feel assured that the hearer would infer the
‘unsaid’ from what has actually been 'said'. Since the creative
writer is a watchful observer of the aforesaid human habit,
he deliberately omits certain words from the written
discourse, especially dialogues in a play, and leaves them to
the imaginative understanding of his readers. This
intentional omission achieves-economy of language on the
one hand and invites an active participation of the
appreciative reader in the creative process on the other.
Besides, it makes the dialogue seem more realistic.
Examining the sif¥emmamg=®q from this point of view, we
notice that the poet has left the following sentences
incomplete. The words omitted are provided in the brackets
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below.

5.1 v@esfy fafeami oeit swed 9@ (AS 2) W)

529 &gs aman wal (AS 1) [siiq)

5.3y ameslt shemteEy FmaaEE SEEn gqd.. |
(AS 55) [aftfar after arawa)

5.4 - (We¥) 44 e (AS 58)

Instead of writing a flat and ineffective sentence like
‘7T S5t 9 Haed Hi&T’ #fea has written the above compact
sentence thereby certainly displaying a high degree of
propriety and literary charm.

554 gfa gawl (AS 59) [aRi]

5.69@ feraaa: witmdfyea:l (AS 70) [swaf)]

5.7 e - sfeRe sl iR fo s=iman g
(AS 81)

This is a typical example of the present device. After
using all the omitted words the above sentence, in its full
form, will read thus: sfsrel sfyew aommeE @R R
BRIMa gquar ger:  gia:l But since the sentence is firdasr's
reply to 3FEAT's query, i.e. since it forms a part of the
conversation between the two girls and since 'incomplete
sentences is one of the many® natural characteristics of
conversation,' &f&&™ has done the right thing in leaving
BriEa's above utterance incomplete.

5.8 vafer  dieg...| (AS 103) [a&f either before or after
=i

5937 %1 (AS 137) [a5] after =]

The above passages lead us to conclude that #foama
knew well what to write and what to omit in order to make
the writing effective.

6. Inversion

Inversion means "turning round the normal order of
words so as to give special emphasis to one word or
words."? Such inversion effected with plan and with
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purpose raises "the sentence from commonplace statement
to a memorable expression".?® For example, 'Never shall we
see his like again'is undoubtedly far more arresting than 'We
shall never see his like again.' In this background let us
consider a few cases of inversion in the present play. In the
passages reproduced below the words representing
‘inversion' are printed in bold type.

6.1 gAuR: - JURAE fagwi 7 @y 7 wEimETm
(AS2)

meaning, 'l do not consider my knowledge of stage
performance sound until it gives satisfaction to the learned".
Here the word 3IREINT is rightly fronted.

6.23TTE: - AEAOE q@: 9% 9 ygg STl (AS7)

meaning, 'Your weapon is for the protection of the
distressed (and) not to strike the innocent.’ ®%eM™@ has used
the word STV in the beginning of the sentence in order
to give emphasis to it.

6.3 - TGENS TR il (AS 290)

meaning, 'My eagerness to go to the city has (since)
dwindled.'

6.4 T - URICNE: FaAsE grEAfEAr qrEedl (AS 36)

meaning, "My enthusiasm has been dulled by 71@sa who
reproaches the chase.'

Ffea™ wants to emphasize the words #=agal and
7=r@g: in the above two sentences respectively and has,
therefore, begun the sentences with these words.

6.5 s 4~ ond, A A faw:1 (AS 69)

meaning, 'Respectable lady, there is (some) improve-
ment in me.' 9P wants to confirm that her pain has
lessened. In other words she wants to put emphasis on the
positive verb 3if&. It, therefore, deserves the first place in
the above sentence.

6.6 Brem - af@ sg wag @Ml (AS75)
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meaning, 'With respect to him even this is much.'

HFGAT reports to FEgar that she has been successful in
persuading the quick-tempered sage 3@®® in showing
compassion. Learning this fii@@ar makes the above comment
suggesting that even this much also was never expected of
galeg. His showing compassion is something beyond
expectation. Hence fSi@@@1 begins her sentence with the word
e,

Thus #fead knew well how to steer an emphatic word
into its proper position.

We now take up Negative, the next stylistic device, for
consideration.

7. Negative

It is a matter of common experience that sometimes a
positive (i.c. an affirmative) statement either doesn't appeal
to the hearer, or dosen't appear to be convincing or doesn't
produce the desired effect on the hearer's mind but a
negative statement used instead does. Nay, it is felt to be
incvitable, both contextually and psychologically. 1.et us now
see how Ff&E@ has made use of this device in the play under
consideration.

7.1 While describing the speed at which the horses of his
chariot are running, the king says:

T - F ¥ R g somfy 9 qF gomEnd) (AS 6)

meaning, 'Owing to the speed of the chariot, even for a
moment ;\othing remains at a distance from me, nor by my
side.’ Here a positive sentence like 'everything remains near
to me because of the speed of the chariot' would be
completely flat. In other words, the negative sentence, as
above, has no substitute in the present context.

7.2 The f4g¥® wants to know from the king whether
=T also responded to the king's feeling of love through
her body language. ‘I'he king replies to the REws in a verse
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the last line of which reads thus: 7 fagat wst 7 ¥ g«
(AS 42) meaning, 'She neither fully revealed her love nor
fully concealed it.'

The king has aptly described s&—~®r's somewhat
perplexed state of mind. She can neither express her love
openly because of her natural modesty nor can she
completely prevent her natural love from being expressed.
Thus the negative constrution is here psychologically
inevitable.

7.3 3ga1 and fda=1 keep on asking @@l the reason
for her distress and the consequential emaciation. They also
try to convince her that the distress when shared with
affectionate people becomes bearable. The king who is
overhearing this conversation between si=l's friends
makes the following observation:

99 9 ggaid T sntuggHl (AS 57)

meaning, 'It cannot be that this girl will not speak out
the cause for her anguish.’

The repetition of the negative in this utterance firmly
ensures that siF=®1 will definitely open up with what is
distressing her. #fam® has shown here his realization of the
strength of a 'negative.'

7.4 During his advice to 3%~ the sage #1949 says that
although he lives in the forest he is familiar with the ways of
the world (@ ®arsfy a1 Afewen  a@ql AS 96). Upon this
ME generalizes 'd @y Hwal #f&g sfawd M1’ (ibid.)
meaning, 'There is, indeed, nothing that is unintelligible to
the wise.'

If #1fe=r@ had used a positive sentence like il @y
Td: fqwa: Ta: wy, it would not have been as forceful as the
present negative sentence is.

7.5 Tradt removes the veil form s§—'s face in order
that the king recognizes her as his wife. But the king 3=
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dosen't remember to have married her. He looks at her
minutely but still finds himself in a confused state and recites
the verse 3§ IT9d T4... the last line of which reads as under:

q @y gulk NG A A wgal (AS 114)

meaning, 'l am indeed neither able, immediately to
enjoy nor to abandon it (i.e. the beautiful form of y@~er)’

#Ffoarg  wants to  describe gER's  indecision or
irresolution. His split-mind can be appropriately delineated
only in the above negative expression.

#feard thus knew well when to use negatives and how
to reap rich dividends from them.

We now turn to the next stylistic device.

8. Parallelism

This is a structural device used for expressing the
language-units like words, phrases, clauses, sentences, etc.
carrying like or opposite meanings, in parallel constructions.
The creative writer making use of this device, as if, wants to
say 'this series is to be especially noticed' or "this series is to
be read on a high level of consideration.® Let us now study
how &1f@ar has used this device.

8.1 When the king gsa= suddenly appears in the
penance grove where 39T and her friends are standing, all
of them feel impressed by his dignified personality. Out of
curiosity 3WgA asks him questions about his name,
parentage, the country to which he belongs and so on. The
king is caught in a fix because he dosen't want to reveal his
identity. So he says to himself :

(e ) ®Y FAEI oM Fraeai ®9 a1 SRR
HAMH| (AS 20) |
meaning, (to himself) 'Tow shall I disclose myself now? Or
how shall  make concealment of myself?'

Here the king is faced with two opposite options,
namely, to tell who he is or not to tell. These two opposite
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workings of his mind are balanced against each other
through the above parallel structure of which &4 g&mi s
FRegf®mand ®9 @1 sTe9ER HAM are two members, both
equal in importance and function.

8.2 At the request of MW and ART, the king &=
decides to extend his stay in the hermitage to protect it from
the demons' attack. But he receives about the same time the
queen mother's command to be present in the capital for a
religious rite. lle is thus caught between two obligatory
functions and says:

FaRuRaHET| A EurTE gaaiy sfaseAeiaH I (AS 48)
meaning, 'On this side (is) the duty towards the hermits; on
the other side (is) the command of the mother. And both are
inviolable.' Here @fear@’s g&=1 rightly makes use of a
parallel construction (with gaerafETs@T and 31 TSN as its
mutually balancing members) for the expression of two
equally important and equally weighty considerations.

8.3 The fisherman explains to the police officers step by
step in detail how he comes by the royal ring set with a gem
in the belly of a fish. 11e further clarifies that he has been
arrested by them while trying to sell that ring in the market.
After submitting this account of the acquisition of the ring he
prays to the police officers saying : ¥IRad ar g¥a a1l (AS 128)
meaning, 'Kill me or release me.’

The fisherman feels more hopeless and less hopeful
about his life at the hands of the police officers. In his prayer
two meaning-units are mutually opposite, namely, killing
and saving, but both are equally weighty. Therefore, they
have found an expression in a natural, parallel construction.
Thus #fee@ made use of this device with care and taste.
With this we pass on to the next stylistic device, namely,
repetition.

9. Repetition
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Even in our ordinary daily life we do say or state again
ie. we repeat, very often, cither spontancously or
deliberately. In other words, this device is an inseparable
element of human speech-act. The creative writer, therefore,
follows the dictate of his commonsense : "If the word needs
repeating, repeat it."? Even §&5d pocticians have considered
g% to be a 0T under certain special circumstances.? Let us
now turn to #fe&d's work.

9.1 - gar (Tmafa)

dwg vagfeaty ymt: gpAReeRiEt |

HaEar~y FEE: guan: IRggEt 1 (AS 3)

meaning, 'Compassionate women use the {3 flowers
as earornaments - the flowers which are only gently kissed
by the bees and the tips of whose filaments are very delicate.'

The poet has, as if, suggested here through the
repetition of wqg that the bees are also as compassionate as
the women are!

9.2 ¥@rm: - (REEEE) [, WEEYMSE A Faen A
gied:|

q @G A @G A AT ST (AS 6)
meaning, (raising his hand), 'King, this deer belongs to the
hermitage (and therefore), it should not be killed, should not
be killed.

'Not indeed, not indeed, should this arrow (of yours)
be made to hit this deer...

The repetition in this passage gives vent to J@=d's
psycholo{;ical compulsion.

93 - IFEEASTAH FHARgel F qqH A S|
(AS 17) meaning, 'Here is the (proper) moment to disclose
myself. Don't be scared, don't be scared.’

The repetition here conveys a confirmed assurance.

9.4 fmEe: - ..o gMsT @Sy age 3 weEmEsh
. AMEUEA AN 5ZE... 1 (AS 30)
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meaning, 'Here is a deer’, 'Here is a boar’, 'Here is a tiger' -
thus (saying), even at midday | am required to wander from
forest to forest.'

Here the repetition of 3/, besides being rhythmic and
picturesque, presents a harassed but helpless fogs® in a
lively condition.

9.57@ - FAST THTER:|

fgws: - Fa: foe =@ sl oo sigaru
TeBfi| (AS 33) :
meaning, 'King - How did you break your limb?

Vidiisaka - Why indeed do you ask the cause for tears
after having troubled the eyes yourself?’

Here f4gw® repeats the first word spoken by the king to
express his annoyance.

9.6 7@ - TU9,

e g " g Ak g

fdow 7 decEsHa guas|

srfgR aediaRd

TR A qer:|l (AS 145)
meaning, 'Was it a dream, or an illusion, or a delusion of the
mind, or merit exhausted with only that much fruit? That is
gone way, never to come back. These hopes are, indeed, the
falls from precipices.'

Here the repetition of J is significant in that it forms a
four-part series with @elt 3§, wran 7, 9fqwwt 7 and 3o 7 as
its elements. Besides, it expresses the king's momentary
emotional oscillations.

9.77en - Fewm gafrfa T gf

79 A fgwa= o s ey |

¥ 9 Mg w a3 3 gsmam 1(AS 159)

meaning, 'What does it matter if one has or hasn't got
progeny?

'Let it be proclaimed that g will be the loving
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relative of each and every member of (all) such people,
except the sinners, who have been separated from their close
relatives.'

The above passages undoubtedly establish that e
had used this stylistic device quite dexterously in the present
play. /

The next stylistic device to be considered is the
rhetorical question.

10. Rhetorical Question

This device is also called a dramatic question. "A
question that assumes its own answer," is Marjorie
Boulton's? definition of this device. Morrison's definition is
almost identical. He says, 'Rhetorical questions have an
implied answer.® This device is two-sided in that, "A
positive question sometimes functions as a negative
statement. Conversely, a negative question... represents a
positive statement."® This scems to be a favourite device
with HfEM™ since we come across about sixty examples of its
use in the present play. Let us consider a few of them.

10.1 The king is convinced that 3= looks more
attractive even in the barkgarment. So he asks himself : féfa
& wyon "uss ATl (AS 13), meaning, 'What, indeed, is
possibly not an embellishment to lovely forms?' The positive
answer to this question is TgRIT I TI9a @Y HU=H|

10.2 During his conversation with 3 ga1 and BriEaT the
king g8 learns that s&=T is verily the daughter of a
nymph named 7@ He finds that this piece of information
corroborates with si&<®1's superhuman beauty and
therefore asks : 9199y &Y a1 @E 3 &I TWa:| (AS 22)
meaning, 'How could such an extra-ordinary lovely woman
be born of a mortal female?' The implied answer to this
question is 'Never can such an extra-ordinary lovely woman
be born of a mortal female.'
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10.3 The king deputes the Rgw® to perform some
religious rites at the capital. On getting orders to this effect
from the king the fgw® tells him : 7 @g W ansfres ol
(AS 48) meaning, 'Den't consider me to be afraid of the
demons.' Thereupon the king smilingly says : s #grsmam|
FY Tag wWald @wWr=dl (ibid.) meaning, 'O great Brahmin,
how is this possible in your honour?' The plain answer to this
question is ‘This is not possible in your honour.' But the
king's intention is to ridicule the f&g¥® and he actually wants
to say : This is absolutely possible in your case!

10.4 Here is a very interesting example of a three-part
series of rhetorical question.

AT - ..8FR 3Iowe $A a1 qeMEl aEaril

frdaa - & Al "geR SRl Jfagwsal ggiadl dgdl

o - & o= foE afe fasm@ amgear egadal (AS 59)

meaning, 34 - 'Where else possibly can a great river
enter except the sea?’ frga=r - 'Who now, except the mango
tree, deserves the Atimukta-creeper in foliage?' T - 'What
wonder if the twin stars Visakha follow the lunar digit?' The
answer to these questions are (i) nowhere else, (i) nobody
else and (iii) no wonder, respectively.

These questions are asked in the background of
Il's two friends' realization of her deep love for g&g=.
The very fact that three successive rhertorical questions have
struck FfAETE's mind goes to indicate that he is really capable
(&) of producing (F%iuT) an uncommon thing of beauty
(oqd Tg). |

10.5 When the two maids, ®¥fd@® and JY&H®H, ask
#wgal why the king has prohibited the spring festival, the
latter replies saying, Sgofd Taq & A @@l (AS 137)
meaning, "This is widely known. Why should it not be told?'
Here the implied answer is : (Since everybody alrcady
knows the reason) it should be told without any hesitation or
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fear.

10.6 3= feels that the news of his reunion with his
wife might not have reached §%. So he asks wrafs. e -
aas, 7 @y fARdisd smaueen gar: ®l (AS 189)

meaning, 'Matali, this account might not be known to
Indra’. 7T replies saying, f& $4mon aemi (Ibid.) meaning,
'What is out of sight or unknown to the Gods?' Here
obviously the answer is §%Ron fermfy wig M|

Even the ordinary men and women use this linguistic
device in their non-literary discourse to elicit the desired
reaction from the hearer. Thus this device is very much there
in the very nature of human language. #fe® understood
this truth and used this device to answer the demand of the
context.

Let us now turn to the last stylistic device, namely,
synonym.

11. Synonym

"Synonyms are words of like significance in the main,
but with a certain unlikeness as well."™ Since there is an
unlikeness in such words they cannot be used completely
interchangeably. Even then synonymy is an invaluable
linguistic resource available to the creative writer. This
resource is used with two purposes, namely, (i) to express
the same idea with a synonym or an equivalent expression,
and (ii) to equate two concepts i.e. a noticeable arrangement
or conjoining of linguistic elements (as words),® (as that in
Liberty is freedom.)' Since the Sanskrit language, as any
other rich and developed language, abounds in synonyms of
the above first category, they are not being considered below,
but only those synonyms belonging to the second category
are being considered with reference to the play.

11170 - o) aeewfeiye sfemEAgi:| (AS 24)

meaning, 'Oh! the activity of a lover's mind is an exact image

A Stylistic Study of sfwamerg=rey / 183



of his physical movement.' (L lere, activity movement)

11.215T9: - qo: Horwg:| (AS 96)
meaning, "Those young ladies who do not serve their elders,
etc. are a curse to their family.’ or 'l.ovely young ladies who
serve their elders, etc. are the support of their family.' (Here,
ladies = curse, or ladies = support).

11.3%99q:... - a4 & & wam wa (AS 100)
meaning, 'A daughter is but (=only) another's property.'

(Here, daughter = property).

11.49mga: - e gidwdt T afcsan (AS111)
meaning, 'And &~ is goodness incarnate.’ (Here sp=iet
= goodness)

11.5 %< - as: @3 aaaa=ard:| (AS 112)
meaning, 'Alas! the meaning of his speech is fire!" (I lere,
meaning = fire).

Indeed, #fo=TE used this linguistic resource quit insightfully.
To sum up ‘

From the foregoing discussion it follows that

(i) ®foerg, the profound knower of the subtle interplay
of the verbal elements of the Sanskrit (and Prakrta)
languages, possessed thorough knowledge of the stylistic
devices which were defined and discussed by the western
scholars several centuries later.

(ii) He used them readily and competently.

(iii) A stylistic study of Hfoed's complete works, if
undertaken and accomplished, might help to sharpen and
enrich our appreciation of the poet, besides helping us to
determine some variant readings.

(iv) The curious scholars may profitably take up the
stylistic study of other Sanskrit and Prakrta creative writers.

(v) A stylistic study supported by frequency charts
might prove a valuable help in fixing the authorship of
ancient works.
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7. Indian Poetics in comparison with Western
Stylistics*

1 Introduction

By Indian Poetics | mean what is popularly known as
Sanskrit Poetics. In the present paper I propose to consider
Indian Poetics vis-a-vis Western Stylistics. My consideration
of western stylistics is confined only to the works written in
English because I am not familiar with French, German and
other foreign languages in which a number of books have
been written on the present subject. Besides, many modern
works related to the subject are mathematics-oriented,
presenting the analysis of the language - elements in the
form of algebraic equations. Such books are plainly beyond
my comprehension. I have, therefore, drawn heavily upon
the works written by Bab, Boulton, Bowden, Brooks, Cohen,
Collins, Crystal, Darbyshire, Dobreé, Enkvist, Fowler,
Freeman, Herzberg, Hogrefe, Hough, lves, Kreuzer, Love,
Morgan, Morrison, Murry, Nowttny, Read, Turner, Vallins,
Warner and Warren who have discussed at length and with
illustrations the problem of style in creative writing.

2.'The Language Poets Use'

Itis obvioys that literature is 'made of' language. In any
piece of creative writing, we notice nothing less and nothing
more than language-units. Where the writing is meant to be
recited and heard, what we experience is 'ear language’;
where it is meant to be read and understood, what we
experience is 'eye language'. Whatever the form, the
literature is through and through a manifestation of human

“Lecture delivered to the participants of the Refresher Course at the
University of Poona on 17.5.1990.
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speech. Though this is true and though this applies to the
literature written in all the languages, yet it is necessary to
consider why the ancient poeticians have felt it necessary to
think on this issue in detail, and whether their thinking is
echoed in western stylistics.

2.1 3T asserts that all the worldly transactions of
human beings are carried out with the help of human
language -

7z firefiert firerm oft dan

I TG TERA Sedr gaadll

3T OFUTH: Foe A JaAadq|

oft yegEd SRR sreaRE T il

meaning, 'Everyone of us, whether a fare like wforf,
whether an afire like the TIftF™ or whether a fire ie. an
ordinary person, is entirely dependent on the language for
the (very) existence in this world. The whole world would be
engulfed in darkness if the language didn't spread its light'.

Although the human speech as such is one, its
countrywise varicties are literally numerous. HIHg says:

Arwieasfaon st

Ta FA AsHN fagmg srurda)i

meaning, 'Who can make a final count of these words,
with their peculiarities, used in various languages and
expressing infinite meanings?'

The western stylisticians hold  similar views. Tor
example, Turner says : 'Language is infinitely rich and
variable, is the salient truth in stylistic study.?

227 says 1 5§ f& Agaq IWwgw o & 4l
meaning, 'Every human language has two major (function-
based) types, namely, science and poetry.' In the opinion of
HTHE, poetry is a rare phenomenon and only a genius can
rarely compose excellent poetry :

w1 J WY A HEateg wiaHE:
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Bowden thinks quite alike. I e says :

'Writing at its best, of course, is more than a skilled
craft; it is one of the fine arts in which many can reach
competency but only a few excel.”

23 WmMg notes a peculiarity of such outstanding
compositions, saying :

Igu oy g aferuRnfiem)

T g s @& srewd ag:ll’

meaning, 'Such an extraordinary composition gives
name and fame to its composer and this name and fame
remains intact even after his death.’

afosT reiterates the same notion thus:

anferragfeay smadt s argem|

Jwm smfyumsiy 7 =@ gsm Agaha®

meaning, "The successful deeds of the ancient kings get
reflected in the mirror of literature which doesn't get
destroyed even when the kings cease to exist.'

Vallins, the western stylistician, verbalizes the above
notion thus : 'What is memorably written defies the onset of
Time.”

2.4 Such 'timeless' creative writing is required to be
absolutely flawless as even small flaw can bring discredit on
the poet. 3fPsq and TAI@R put forward this conviction in
very strong words as under :

2419991 wenly usk A frme oraweEq)

FHq g7 Wer g Sgy s

2427 FER TN HE 3R FIHA|

g qy: g fBEer gea prm)t

2439 s [ FH: Wl Fea@ & dregad
o |12

This strong condemnation of bad poetry is not echoed
in western sty listics.

2.5 On the one hand, excellent poetry is expected to be
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completely flawless and on the other hand it is required to be
charming. Now flawlessness is a negative quality, whercas
charmingness is a positive one. aWA  expresses this
bilateralness of the poetic beauty in the following words:

A UEE  oEHRNl dredq 9eR: |
ANUTSHREAREN | 13

M. Boulton is in agreement with ar4. She says:

'Figure is an essential of poetry. Prose can be devoid of
figures, poetry can't'’*

Indian literary theorists cannot subscribe to Boulton's
position that prose can be devoid of figures, because they
define ®=0 as ™ and !, they have conceived of three
varieties of T&gH, namely, gy, E‘(‘ﬁ and Wﬁﬁ[ﬁfﬂ"{_"’
and lastly, the Indian Kavya literature abounds in figurative
prose works.

2.6 In the opinion of Indian poeticians flawless and
figurative creative writing comprises a togetherness of
words and meanings. The concept gt afedt #ream is
acceptable to all of them,

Herbert Read puts forward the same notion in these
words

'In poetry the words are a becoming, they develop in
the mind with the development of the thought. The thought
is the word and both thought and the word are poetry.' 7

27 The ancient Indian poeticians, without any
exception, expect that these EICAD (=poetry) should have
striking words and striking meanings. ¥¥g the most ancient
extant literary theorist states this principle in the following
words and all the later writers uphold it :

geh FehEIIEIadl 999 U9 Uag gsdil’®

lan Mukarovsky has taken exactly the same position as
pointed out by Freeman who says :

'Poetic language is the result of intentional violation of
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the norm of the standard, according to lan Mukarovsky.'"?

2.8 'This &1 (= violation of the norm) is obtained not
with the use of superlative words or hyperbolic expressions
but by using striking expressions. ®WMg verbalizes this
concept in the following #f@ :

7 FaraEEn e aea fre

ety 31 aam eHid: 12

Leach shows his complete agreement with the above
concept in the passage reproduced below :

'Literature is distinguished from other varieties of
linguistic activity above all by the number and the
importance of the deviant features it contains... The literary
writer's object, after all, is to transcend the limitations of
ordinary language, and this is the real sense in which he can
be said to use language creatively.'?!

2.9 Consequently, the poets whose ‘expressions' are
striking have to discriminate between usable and unusable
words. 9THE advises :

agparEl A 3 s gf ame:)

TIT A 7 gwy afddesay Il

To quote Leach again:

‘A literary artist makes a voluntary and conscious use of
language ... Secondly and above all, ... he uses language with
an aesthetic sense, he creates beauty with words..."2

2.10 To create such beauty with words, the poet makes
use not only of the acceptable words but also of the
discardable ones. 9Mg puts this idea in these words :

qa qeEg S W s

HTHE suggests that this effect can be achieved by taking
into account the association of words (@fFufas) and the
beauty of the describable theme (3Tsr@di=ad). In other words,
even the words which are considered rejectable or bad can be
turned into good ones. Nowottny feels exactly likewise. She
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says:

‘We must remember that there are actually no good or
bad words, there are only words in good or bad places.'’

2.11 Such strikingness of language produces beautiful
poetry which in its turn gives intense and peculiar pleasure
to its appreciators. ¥Mg, "9 and ¥y@EmY describe this
phenomenon in the words quoted below :

WINE - a9 SHENRIHY SFHRE FHead |2

THE - HE JINSEHI AGRRGS [EaReadl

qa: Rigaay srameimaaresagaily

Hyafiy - F IEAgAEd g4 gEaaegall?®

Boulton conveys the same idea saying,

‘Literature gives us delight. We begin to wonder what
is the cause of our delight.'?

We have considered above the language, as a whole, of
the creative writing. Quite close to this broad topic is the
topic of the choice of words. Let us now turn to it.

3. Choice of Words

In the essay entitled 'Concept of Polishing in Sanskrit
Poctics' printed elsewhere in this very collection, w&g's
famous &@, namely, o g FgH etc. ete. has been
quoted in full, rendered into English and explained in detail.
It has been shown there that w198 has compared a poet to a
garland-maker and has pointed out how they both work
quite alike. Instead of repeating the discussion contained in
the essay referred to above, we only jot down the points
relevant to the present topic for ready reference:

3.1 According to 9, the poet has to be attentive while
selecting words useful to his composition. He should apply
various criteria to decide the T8I (acceptability) and sy
(rejectability) of words. He should determine whether a
word will look good on being used, whether a word will
look beautiful if used skilfully at a particular place in a poem
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and whether a word will be suitable for a particular subject.

Thus the concept of choice of words which is the basis of
the entire 'stylistics' came to be stated in Indian Poetics
between 500 and 700 AD. i.e. a thousand years before the
western stylisticians verbalized it. Let us now try to get to
know what they have to say in the matter.

3.2 Ronald Gillespie says :

"It is this exactitude of expression which is the constant
concern of the good writer. For the writer is weaving a
texture of words, and words have great individuality in
their power to carry different weights in different contexts.
What matters - and it is almost all that does matter - is the
fitness of each word for the job it has to do.?

The commonness of the notion of 'weaving' in both
u9g's and Gillespie's thinking is remarkable.

3.3 Boulton observes :

'Choice of words is governed by meaning, sound,
associations and appropriateness of the context.?! 'Choice of
words is indeed the whole art of writing poetry.32

3.4 Brooks and Warren are of the opinion that "The
choice of words is naturally important for all writing.*?

They add in this connection that "The particular effect
which we desire to produce governs the choice of words.® A
good writer chooses 'words in relation to other words,
general subject, intention and attitude to the reader.®

3.5 Bowden observes that 'Exact choice is a matter of
experience, observation and training.¢

Thus we find that there is a very close resemblance
between the eastern and western thinking on this point.

Quite allied to the above topic is the topic of maturity of
diction. Let us now attempt a comparative study of it.

4. Maturity of Diction or Expression

This topic has also been considered at length in the
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essay referred to above. The summary of that discussion is
given hereunder for ready reference.

4.1 The choice of words demands its repeated review.
In view of the conditions, considerations and criteria
mentioned in 3 above, the poet keeps on trying and
removing the words until he find the 'right' words. Once he
finds them, his mind stops oscillating. Once it steadies the
words get stabilized and fixed. This stage is marked by the
unchangeability of both words and their meanings. This is
called s==199T8, maturity of diction or to be precise, maturity
of expression. (The concept of 3ddr® which is a sequel to the
concept of 91U has already been explained in the essay
referred to earlier). Now let us turn to the western thinking
on this point.

4.2 Vallins' views go very close to those of the ancient
Indian thinkers. [ le says:

“The writer's thought seeks an expression in language
that is worthy of it and most aptly represents it. 1is search
for language is ardous and that is why he has to make
changes in the words till he finds an  appropriate
expression, ¥

4.3 In R. Gillespie's opinion the ultimate selection of the
most appropriate verbal expression is governed by the
mental working of the poet. I le observes :

"The quest for the mot juste, then, is perpetual for the
good writer... Indeed, it becomes so much a matter of second
nature, that he is conscious of his search only when he has
temporarily failed to find the word he needs. and that failure
will keep him awake until he succeeds.™

This startling similarity in the views of two groups of
thinkers is quite natural because the highly complex process
of judging the 'rightness' of the word(s) and the eventual
fixation of the mot juste is conceived and/or experienced in
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the same manner by both of them.

We now turn to an unusual but interesting topic.

5.'Verse-smelling' Prose : qaW ¥ T

5.1 The poeticians like g™ and others have classified
the T i.e. the prose literature into three categories, namely,
gomY, 9ot and SeRe@Ta.>? Of these, the ge has been
defined and explained as under:

qEgHTTag. gyl

TR 9T qEERTY 588 gay|

Ty - ‘UG- de-aiiy aay’ gl

o f§ ao=ioose® gom v yabEmaai

meaning, 'The prose which has (= is composed of) parts
of a verse is called vrttagandhi (= which smells of a metre).
For example, 'Among the demons inhabiting the innermost
recesses of the lower world.' In this passage we recognize a
part (= one fourth part of a verse) of the metre called
ga=itae® (whose scheme of ganaisd, w, @, &, 7, T (with
the a@fd after the eighth letter)?!. The ancient Indian pocticians
give recognition to this type of prose as a variety of creative
writing.

5.2 'Turning to the western stylisticians we find that
Boulton disapproves of such prose. She says :

'Indeed, metrical lines and rhymes are considered a
fault in prose style.' #?

5.3 Love and Payne point out that

'N. Frye calls such prose as Euphuism - a form of prose
in which all the rhetorical devices of verse rhyme,
alliteration,/ assonance, and a half-metrical balancing of
phrases and clauses are employed.®

The above authors further inform us that 'a normal
prose writer eliminates these features.' In other words,
creative writers look at such prose with disapproval.

If we compare the eastern and western thinking on this
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point we come to the conclusion that l.ove and Payne have
presented detailed features of the gemf1 prose. These
details are absent in a='s relatively brief treatment of the
topic. While the Indian scholars look at such prose
approvingly, the western ones look at it disapprovingly. In
principle (and even in practice) there is no harm in having
such 'verse-smelling' prose passages sporadically in the
creative writing. Besides, such prose is in tune with the
Sanskrit - Prakrta writings which are predominantly
versified.

6. Unitary Compositions and Their Beauty

Somewhat related to the above topic is the
consideration of the single or unitary compositions and their
beauty.

6.1 aMF proposes two main categories of & both
THEY & qEBy.

wefa frag =l

g ¥ maueey Hem oty g al...

wafafdyg @ SeEEgl

TR N ofed g @ wmem waor fafa: wafate
e Faafefe: oot am & A fre

I @y fyef

g sfveg wa wdafyan:, ag qumd oE -

q fEg T T IRl

q Gy AeE Fd 9 Gl g9 TEHAA IR 3hi

I B -

‘STeBiSARAIIT HEQE e Ao

q yH FHI dorEn geEmora:ll’ i

meaning, 'Again, poetry (i.e. literature) is of two kinds,
unconnected and connected. Both prose and verse have these
two ‘formal' varieties. A poet can accomplish these
compositions step by step = sequentially. This
accomplishment is comparable to the work of a florist. te
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first accomplishes skill in weaving a garland out of flowers.
After acquiring this skill he tries to make a crest (i.e. a crown
of flowers) and gradually acquires skill at that too. Similarly,
a poet composes unitary or single stanzas in the beginning.
After he gains proficiency in that type of composition, he
turns his attention to composing connected or longer poems.
In other words the skill in composing a single stanza, an
Aeg &, leads to the skill in composing a series of
interconnected stanzas (a feg #=, e.g. a Ag@=). Some
thinkers hold that all poetic beauty resides only in
unconnected poems. ™A (doesn't subscribe to this view
and) argues that this view is not correct because just as a
single spark of fire doesn't shine that brightly so also a single
stanza doesn't produce beauty. A traditional verse tells us
that there is no beauty in unconnected or uncompiled
poems. Little fire-sparks do not severally glow brightly.'

et us try to analyze and understand the above
discussion. That literature has two formal varities, namely,
single units and a series of such single units, is quite an
acceptable position because we do come across such
compositions in plenty. These two varieties exist both in
prose and verse. A single paragraph describing an event, an
incident, the mood of a character, an interesting sight, etc.
represent the unconnected prose literature (i.e. siffeg M
). Similarly, a single stanza relating an experience,
narrating an incident, describing a scene, verbalizing a
thought, etc. embodies the unconnected versified literature
(i.e. 9@g W& &=A). Since both these types of compositions
are smaller in size and scope, it is easier for the writer to gain
command of their technique. After a writer begins to write
these compositions with ease and felicity, he starts trying his
hand at the extended forms of these compositions. These are
Fee M @ and Ffeg 7@ &= respectively, whose
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techniques are considerably complex. The writer has to put
in sustained, studied and sincere efforts to master these
techniques. It has to be remembered that an SifEg T8 or T
and a 79 7@ or w belong to different literary genres
altogether. And thercfore, the proficiency in the former
genre enables the writer to acquire proficiency in the latter
genre, as assumed by a9, is not reasonable.

Before taking up the next point for consideration, it is
absolutely necessary to assert here that both 3i+&% & and
&E T8 are beautiful in their own right.

An AeE Ta A is called a TH®. THEE defines it
asUdh: TH: FATAY: Wod: SPreprRde: 3fd qwed, | g
Feg 3R afetm [dwd] s sfaa®® So a 5@ is a single
stanza self-sufficient in meaning and independent in every
respect. IAFGX tells us that there are five types of g,
namely (a) & ( without any story), (b) &3 (- claborate), (c)
Harcd ( telling a story), (d) dfaum@y: ( combining four
factors, viz., ®9, #ifzw, oFmu@ and  I99RA) and (¢)
AWEEHA ( having an imaginary tale)*. There are literally
thousands of g®&s both in §&d and TFHd languages in
ancient  Indian  literature.  ‘There  collections,  c.g.
guiiyaeTaale:, guifvaci+iy:, wgfesuigan, gfeqdad,
"Iﬂﬁm:, ﬁ“ﬁﬁﬁf?ﬁ:, etc. are very famous. JHE was a
very popular form of poetic composition. §@®@®s of not only
g poets like 3W&H, ISP, &, Ay, TWJTQE'{,
ga@e®, gRaahisr and others are praised but those of the W&
poets like g@@@aRA (the compiler of TRETER), Faa@H,
qROG=TI0T, ey, ﬁ‘lef%ﬂ'ﬁf\( and others are also held in high
esteem. In fact, some unknown poet has gone to the extent of
saying that a single 7% by 3™&% is more beautiful than a
hundred longer poems. (This praise is rather hyperbolic.)
WY glorifies 3Me®'s ks saying, ‘qur &  omosw
A YOH: PERITET: vEuEEE SR @Y meaning,
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The poet 3M&SH's It compositions are quite well-known to
be full of the sentiment of love and resembling connected or
longer literary compositions. What &M=@a¥s wants to
convey is that although 3™%&'s Jw®'s are very small in size
yet they are filled with sentiments as larger composition as
Tgrhe, etc. are. 8995 also describes W¥®'s short
compositions as TEE=A: |4

Form the foregoing discussion it is quite clear that
FHEE 19 HAis definitely beautiful. In view of this, a9='s
view that STEHGTEUTT HeAi AT 6 is not tenable at
all. ¥ has blundered in denouncing the sE®{sa #Tes.

Unfortunately his opponents have also blundered in
asserting that the poetic beauty ends in the 3fvEg
compositions. In other words, such compositions are the be-
all and end-all of poetic beauty. This is extolling the &g
poetry beyond the reasonable limit. For if we take am="
opponents' view to be true, we will have to answer the
question as to why the appreciators have been reading and
hearing the Fagaas like %41, #g@=a, etc. and enjoying
them? Also, why have the spectators been watching the
dramatic performances and deriving pleasure out of them
for the last several centuries? This actual experience of the
past several generations cannot be denied or questioned.
Thus a¥A" opponents’ viewpoint is not true to the actual
experience of the past several centuries and therefore, it
cannot be accepted.

6.2 From amongst the western stylisticians Boulton has
provided a very short, succinct and to the point answer to
both @+ and his opponents. She rightly advises :

'The reader should resist the temptation to think that
either largeness or smallness is a proof of merit.*

There can be no better refutation of the Indian thinkers'
viewpoints. We now take up the next point for
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consideration.

7. %, HERIA, etc, in relation to the F3ETES

After speaking very approvingly of the gs/eu®s G4y
ETE  Sg:lizoll HINY YUY I9WUS ARENE A9:l.. dfg
e frevegsfadvEmamiiz 91%°] ame makes somewhat
unusual statements as follows :

‘el s EERR: (13 R

qW ZEEHE AW WS FEQ: BT 3| EHE
W R wd fetm, o sasmentes wEwey 3k
dgeU 9 A oG gedTMq 3 IUMAW  oTenhE:l @g st
m|’51

meaning, "The conception of the other forms of
literature emanates from it. 'It' means the ten kinds of play.
The conception of the other forms of literature flows from
the 3@ ®s. For the &1 (fiction), 3TEA& (a story of one's
life), 78T (an epic poem) - all this is only the manifestation
of the ten kinds of play. Since the definitions of these forms
of creative writing are not very interesting, we have ignored
( not presented) them. ‘They can be obtained from other
work (s)."

In the above passage a™A has made two points which
deserve critical consideration. ‘They are (a) The literary
genres like ®41, smEAgen and #&@E proceed from the
ZyEg®s and (b) ‘The definitions of the former are
uninteresting. Let us take up these points one by one.

7.1 %A & other forms originate from the 3FIFs

91g and e, the two main predecessors of amH, have
defined and discussed the #gm@peq,  smEMa® and &A1
independently of the /a2, Both these theorists consider
these forms of literature as 514 (=to be read and heard) and
the 2% as afi@d™ (i.e. to be presented by action on the
stage) or as 383> (i.c. to be watched in a theatre). Thus am's
predecessors do not consider &, TR and H&@®H to
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be caused by the ZEuSEs.

7.2 The stories of A, CHHT, UGaaq, A,
grHgedl, SNFARERAM, & and a host of other e
compositions are totally imaginary (i.e. not based on any
play). The epics written in the pre-a™+ period present the
same picture. They have their ®41@%s proceeding from the
biography of Gautam the Buddha or the THM@®, the wgvRA
and the gqts. None of the authors of these works seems to
have imitated any form of the gy&T®s.

7.3 The plays written by Wi, #foam™d, SF¥EN, 5,
fasmaea, weAoEwm, W, S=obE, wefy, g, gaR
and others who preceded am™H have chosen to have either
imaginary (=invented) plots for their plays or to draw upon
the three traditional sources, viz., the T9™@W, "FYRT and
gauls for the themes of their dramas. Thus almost all the
. creative writers have arfifé, =18 and the compilers of the
gAUls together with the author of the g&&®a1 (viz., TomEA) as
their ideals. Thus the forms of literature like &en,  amEaaH
and WgHd have their own shape and form; they have not
borrowed any features from the drama. On the contrary, the
dramatic literature seems to have grown "a good deal more
lyric and epic, thus approaching that kind of poetry which is
to be found in the mahakavyas."®

The Prakrta literature comprising the %a1s, aR@s and
wgrards do not tell a different story. They have also emulated
the traditional triad referred to above.

Thus the w1, smETRa® and Fg/@=, whether in §&5d or
in W%, never looked to the Zem@uss for their own 'coming
into being'. They had their own techniques quite
independent of the dramatic literature. In view of this
factual position, I57's theory that the Eb'.m e and
ggmed have originated from the IIWI®HT connot be
accepted.
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7.4 Vallins, a western stylistician, however, thinks
differently on this issue. He says :

'We come, then, to the novel; and since the novel is a
translation of the drama from the stage to the book, from the
spectator and listener to the reader, the dramatist and the
novelist observe certain common principles in the recording
of the conversation of their characters ... The play is attuned
to the ear, the novel is conveyed through the medium of the
eye.'®

This thinking seems to be fallacious in that (a) the novel
and the drama are two completely different forms of
literature, (b) a lot of the verbal matter of a novel is required
to be dropped, refashioned, rearranged and rewritten
before it is turned into a drama, (c) the styles of the
recording of the conversation of the characters in these two
genres are different and (d) the play is addressed to the ear
and the eye (i.e. the organ used for seeing) whereas the novel
is addressed to the 'mind's eye’ of the reader.

With these comments we pass on to the next item to be
considered.

8. Names of the fds

&fd means a style or a manner of writing. It has

synonyms in gfd:, $&FY, A and &Y. 2fUEq has
defined and discussed with illustrations two ®Ts, viz., ¥24
and Mg at length.® am™ proposes three fds, namely, Ja
i and TE®. B8 who has %fT: and fafesfa: as the wafgs
(i.e. synonyms) of the term fd accepts four s, namely,
qaT, @rerar, MEr and ¥, Wi has enumerated six dfds.
They are: dafl, ward, dm, smaf<w, @ and 9rTde!.
Hraftrsr accpets only three {fds, viz., e, F+f and wrmdi®?

The above s outwardly seem to have been named
after the countries, perhaps of their origin or prevalence. The
question arises whether the $fds have been named after the
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countries or there is some other reason for naming them in
that manner.

8.1 Names of the Countries

8.1.1 While explaining 2fUs's #1fias T@iem clarifies
that 33 ATt means the $ftt of the aiféomes @iy afiona:#3)
and Mg or ME™  art means the dfd of the degs (MEA:
)™, '

8.1.2 Inhisowngionthe g, @ fren - Jaff Ay
gl g gfllkll, GEe himself asks a question whether the
nomenclatures of the {f¥s have anything to do with the
names of the countries and himself gives an answer as
follows:

f& gemag s=mE oAt @, AW s@
Fyfysweaaasn: ? daql 93 oTE -

ferevifey T aewTEll 9 o

Rrat-fe-naey Wy = R guraem  Tyemm
agerEETEl A AR féRug wofhan sy ©

meaning, "Do the qualities of style in poetry emanate
from different countries, like so many material products -
that they should derive their names from the names of the
countries? It is not so; because -

"The styles are found to be in use in the f&@¥ and other
countries and so they bear the names of those countries. The
poets belonging to the countries like fag¥, g and 9 use
these styles in their proper form and therefore the styles
have come to receive these nomenclatures. The countries as
such do not affect the poetic compositions.”

What a4 desires to convey is that the soil, rainfall,
climate, etc. of a particular area or province are conducive to
some natural crops or products and therefore, those crops or
products are named after those areas or provinces (e.g. the
oranges of Nagpur, the grapes of Nashik, the apples of
Kashmir, the alphonso mangoes of Devgad, etc.). Such,
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however, is not the case with poetry. Poetry is not like a
material substance and therefore not affected by the
environmental conditions of any province or country. But we
find that literary compositions having specific qualities
abound in a particular geographical area and therefore, they
assume the names of such areas.

8.1.3 While commenting on ¥%Z's @ listing the names of
the $ifds, his commentator, Hﬁrmg, observes : TS 3F6ﬂ
ama gfa oM A wag gfo swafil A g gAY wan
gt geaform:| sfasagTal® Thus Af#ETY does not approve of
the etymologies of the names of the Tifds like 'originating in
the country of 99®, or 'originating in the province of fere,
etc. In other words, according to him, the nomenclatures of
the fds have not been caused by the names of the countries.

8.1.4 Hyafueyr while enumerating the three ifds says :
TE-TE WeERva:  qg-ag-3aEgeEdanl®’ meaning, (the three
&fds) help to develop, the respective sentiments and
originate in the respective countries.’ Thus Fe@fas connects
the names of the afds with those of the countries of their
birth or inception.

Thus the &fas in Indian poctics have assumed their
names of the countries of their origin or the countries of their
prevalence.

8.1.5 Among the western stylisticians, Darbyshire
established a connection between the styles and the habitats,
saying,®

"It is useful and important to know that certain styles
flourish only in certain habitats and perhaps that they would
wither and die if they were removed from them."®

Thus there is a difference of attitude to this point
between the two groups of thinkers. The eastern thinking
appears to be more rational and therefore, convincing.
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9. s = Qualities of Creative Writing

The concept of At is closely linked with the concept of
T0s. For, as amd has put it, INTHEE-STEHD
qitrydRigeg-SaRa- gl F=om:1%° meaning,
‘Y, wEE, BN, §Eal, gury, Wyd, @%ed, 3R,
d=fth and 1T are the qualities of the composition of
words.! We now, therefore, take up the TuIs for a
comparative consideration. First we deal with the srs7uTs.

9.1 yd=ATE ST

9.1.1 ¥+ defines this literary quality in these words :
SRy gkl T @Rl sdufwftRge =
osdafiR 3170 meaning, "The quality responsible for the
instant comprehension of the meaning is called std=aft". That
is to say, the verbal quality which enables the reader to
understand the meaning of the literary composition
immediately on reading (or hearing or simultancously
hearing and watching) it is known as d=fs. This quality
helps the appreciator of a kavya to comprehend its meaning
without the aid of any explanation or commentary. In other
words, there is a one-to-one correspondence between what
is 'written' and what is intended 'to be conveyed' thereby.
g+ quotes a traditional verse as under which defines the
present 'quality’ :

ueTg ¥ Tate: QREE 39 A

7% sd=fhega disdwafe: sy g7

meaning, 'Where the meaning precedes and the words
(expressive of that meaning) follow it, you have the quality
Frdreafeh, explicitness.’

9.1.2 Morrison, the western stylistician, has expressed
'explicitness' in these words :

"The meaning should choose the word and not the word
the meaning.7?

The eastern thinking appears to be more insightful and
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poetic.

9.2 Q=TT

9.2.13m's discussion of this 0T reads as under:

siead FfRIR |

Y™ IEed AW 93 ofl FR gl g omm
gRroreRT 3 IeEal”

meaning, ‘Brilliancy is called @ It is freshness of the
style; in its absence the composition resembles a worn out
one'

Just as brilliant colours lend charm to a picture so also
brilliant (i.e. fresh, new or imaginatively arranged) words
make a literary piece look new and arresting.

The traditional verse about this quality tells us that a
poet's composition without this quality is like an old faded
painting (qRifeaersid 39 dw Had=:17).

9.2.2 Brooks and Warren have given the following piece
of advice to the writers in this connection:

'A writer should avoid dead, stereotyped, worn out,

overused words.”®

The above castern thought is expressed in more
readable words.

9.3 3w yrEUl

9.3.1 arA's definition and explanation of this 70 are as
under :

TgUE W9 ol

YU AW afer afy agh ot wafy geag weR7

meaning, ‘¥ means coalescence. When a number of
words come together in such a way that they appear to form
a single word, we have this quality. For example,
YR AMTa: ie. the sweet humming of the bees. In this
expression the three words ¥, WY and fag: seem to be
completely united. It looks as if they are a single word.

This semblance is called %39. The traditional #8/% about
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this quality clarifies the nature of this quality as under :

T3 UHIEag W TR qaE &

TR @ W @ oRI7

meaning, 'You have %3¥, a great quality of poetry, when
the euphonic junction or coalition between or among several
words is not noticeable.’

9.3.2 The western concept, described as under by
Brooks and Warren, is somewhat different :

"There should be coherence in writing... the elements
must stick together to develop into a subject... There should
be intrinsic continuity, one sentence related to another... one
paragraph to another paragraph... and all these to the whole
subject.”®

We now turn to the next Tor.

9.4 GfreTead or H&T:  gTETOT

9.4.1 @M considers this quality and defines it as
under :

@EAER A STHIT - G|

meaning, "o express a very large or great meaning in a
few words.' Gf&T@@ or &Y means brevity. It is considered a
desirable feature of any piece of good writing, whether
creative or ordinary.

9.4.2 Boulton rightly advises:

'‘Both a prose writer and a poet should convey his
meaning in as few words as possible.®

9.4.3 Gillespie goes a step further and says : 'Very often
the most effective way is the shortest.®!

We pass on to the next =L

9.5@9am &=O = uniformity of style.

9.5.1 @A defines and explains this quality in his g5 and
gt reproduced below.

amiteE: |l

qrtE R wriNE: gEanl A9 AT S9Ny q  SnedrT
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Fad:| % yEy g gfal?

meaning, g9 means uniformity of style. To continue
to write in the same style from the beginning to the end of a
stanza and/ or a longer literary composition.'

In other words, if a poet starts a sentence or a stanza in
the active voice he should finish it in the same voice; he
shouldn't give it up in the middle and switch over to the
passive voice.

Similarly, he should use one and the same M (e.g.- el
M€, @@, etc.) throughout a literary composition. The
traditional %1% states :

R wfieerd gERnTITaTE:|

& gfdvmay awar 3fa wa qoni®

It is to be noted that it is difficult to write compositions
with a uniform style throughout (z&w:). Besides, it is
equally difficult to find or to have a feel of 9T in a
composition (gf&wra:).

Now look at what the western stylisticians say in the
matter,

9.5.2 Warner advises::

'Within reasonable limits, keep the same style.®

9.5.3 Brooks and Warren observe @ 'A good picce of
writing has unity.. The composition must be one thing, and
not a hodge-podge.®

This finishes the discussion of &70s. Now is the turn
of the 31&TuUs.

9.6 MY YT vigorousness
9.6.1 According to 9™, ‘gm Wfer iR S

vt ffs: Nem 319186 meaning, "The vigorousness of
meaning is called 379/  HETYW i.e. the quality of meaning.’
This is fivefold, namely,

Tod FegEEs gEd 9 gErl

dfseaten @ afvwmad s w1
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meaning, '(a) To use a sentence to convey the meaning
of a single word, (b) to use a word to express the meaning of
a sentence, (c) to express the meaning elaborately, (d) to
express the meaning briefly and (e) to express the meaning
with 'some purpose in mind.'

gqEd has proposed various turns of expression to
convey an idea. These different structures try to achieve
many qualities, like economy, grace, intelligence,
insightfulness and beauty or strikingness. The example
given by @ to illustrate the & kind of M is worth
quoting here.

4 AR WAl gEgEstaai:

ge @1 3@ 9@ WA A WaRd 9

R Fd waly gugd fFA ag

e 3 Wafd 7 9 3@ A 9 gaqi®

meaning, 'Pleasure and pain are variously connected
with each other. For instance, you don't feel pleasure but do
feel pain; you don't feel pain, but do feel pleasure; you feel
pleasure and pain too and lastly you feel neither pleasure
nor pain.’

The very conception of the above fivefold 37g shows
gr='s brilliance.

9.6.2 The westerners' notions in this respect are very
broad, general and feeble. For instance, Hough says : 'A
writer has to make choice between varied lexical and
syntactic resources of a particular language.® In the opinion
of Brooks and Warren, ‘One of the minor means of emphasis
is the repetition of an idea combined with a variety of
expression.'® This observation goes nearer the third variety
of ar=. Hogrefe tells us that ‘Suggestion is connotation, (a
hint) an implication of a second and an emotional meaning
along with the literal meaning of the words.”!

In fine, a's discussion evinces his imaginative faculty.
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There is no point-to-point correspondence in the thinking of
the two groups.

9.7 Y W

9.7.1 am='s conception of this 7T, reproduced below, is
peculiar and unusual : 9291 =¥w: |1 ¥l

- oG- ITrETa-SuutarT gl | w2

meaning, 'Combination is %¥. %" means a sequence of
actions, ®If&F@ means intelligent deeds performed as
described in those actions, 3f37=U™ means the narration of
conduct in tune with the established worldly conventions
and 379t means a description of resourcefulness. The @rT
i.e. bringing together of these four components is &1, That
is the 37U, The very conception of this FETUT by a8+ s
obviously complex but extremely interesting. He has
illustrated this o1 by giving the following example :

T UHETETS Braaw gamg S SRR

T T i fafeamprerTamuess:|

tvg afpaduR: Agew: SdmETEH

FTBEORT FASHEH Yo s grtal?

meaning, "The lover saw two girls, whom he loved,
occupying the same seat. | le came nearer them from behind
and under the pretext of sportive dalliance, respectfully
closed the eyes of one of them with his hands and bending
his neck a little, the shrewd man kissed the other girl whose
heart was overflowing with love and whose cheeks were
blooming with suppressed smile.’

In the above stanza the lover's seeing the two girls,
coming nearer them, closing the eyes of one of them,
bending his neck and kissing one of the two girls are the
sequential actions described by the poet. This is ®%. His
B lies in closing the eyes of one of the two girls and
kissing the other. The U is embodied in the lover's
conduct which is quite in keeping with a cunning man's
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behaviour in the real world. And lastly, the I consists in
coming from behind, closing the eyes of one of the two girls
(so that she would not see him kissing the other girl) and
bending his neck (to be able to kiss the other girl). The
coming of these four constituents together has given the
readers a pleasurable 'thing of beauty'.

am's above concept is simply unique and has, of
course, no parallel in the western stylistics.

9.8 qwIY ST

g introduces this subject with the 3 and the g on it
asunder:

Fefsz: gufeligl

e T efte:, gmuERURErg gaify:

meaning, 'Comprehension of the meaning is called
oIy, GHTe, deep concentration, is the cause and Fd=
g9, the comprehension of the meaning, is the effect or
resultant.’

The whole concept of this #97 is very elaborate and
therefore, it is advisable to present it in a tabular form as

under :
31&95

l ]
DT sgesErEa_

|

'ﬁ;q
= e

r
g

L
{ ' 1
T / g
/ Hq A
Now to explain the above table :
‘The ¥, the meaning, is of two kinds, @ and
sraegrEritl. Of them, /@I means which is realized by no
other cause, i.e. which is realized by deep concentration. The

=BT &4 is one which is caused by the meaning of
somebody else's composition. Thus, 3@ is independent of
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anything clse, whereas the s==s@m@IN is dependent on
something else. %4, the meaning, is again classified in two
categories, viz., &t and g&A. Of these the =% is manifest or
easily intelligible. The §& is subtle i.e. not easily intelligible.
Again, &5 is classified in two groups, namely, W& and
qrEg. Of them the 9= is one that is realized even at a
superficial glance. The @& is one that is realized by
concentration for a long time.

am='s reflective faculty has thrown up the above multi-
tier system of literary meaning which is absent in the western
stylistics.

With this we conclude the discussion of TuTs. We now
take up the discussion of their opposites, the s,

10. q9s Faults of Poetry

A%s are poctic flaws or faults. According to some
pocticians the @¥s are the opposites of the T0s, while
according to some others they have an independent
existence of their own. In any case, the WS are to be avoided.
We only consider a few prominent flaws,

10.137%67 Violation of the order or sequence

10.1.1 @ defines this AN in this siitra : wwemAd
WaHHT )%

When the order of reference or mention is violated or
reversed this fault takes place. For instance, Fifdwardt  waa:
qata=wE: /Y 1Here Fifd, the fame, is comparable with the
T, the moon and ¥aTY, the valour, with the 4, the sun. The
poet, therefore, ought to have used the words = and @ in
this order. But he has disturbed this order.

10.1.2 The western stylisticians have reflected deeply on
this topic. According to Boulton, ‘Slovenliness is the one real
crime for any writer.'”®

10.1.3 Nowottny explains why a logical ordering is
necessary in writing. She says @ "The proper and desirable
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word order ‘controls the order in which impressions are
received by the reader.’ If the order is distorted, the order of
impressions received is also distorted.®

Thus the westerners' treatment of this topic is more
explanatory and reasonable.

10.2 3FfFRG. AW Illogicality

10.2.1 w8 has discussed this fault at length. Several
gaa@reas had come to be written in the pre-Bhamaha period in
which the cloud, moon, air, bee, etc. were made to carry the
lover's message to his beloved. Among such kavyas the
79ga™, 995" and others had gained popularity. 998 finds
argfewd fault in such compositions arguing that the cloud,
wind, etc. are non-human entities, that they have no 'speech’,
as the humans have and that their utterances cannot be
understood by human  beings.  |sEEISTHATEY
RyREfon ®4 g9 wER shogm A gemiiv),
Therefore, such descriptions do not stand to reason.

But WHE's objection and the criticism of the Za@Tds in
general is quite against the tradition of the 'Indian Kavya
Literature.' For scores of g@@as had been written before
mg's period, in §&d and W&d languages. The literary
tradition had upheld such a practice. Besides, a lover totally
ignores the distinction between animate and inanimate
messengers. In short, one should look at such poetry with a
sensitive mind and aesthetic viewpoint. WHg8's adverse
criticism against the @& is unpoetic in spirit.

10.2.2 Although what Isaac tells us in the passage
reproduced below has no bearing on the point at issue, yet it
explains the characteristics of the language of animals and
birds and therefore worth going through:

"Animals and birds are also able to communicate their
passion of hunger, fear and the like. But these are instinct-
bound and not reason-bound... Other animals have only
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signalling system of various kinds, but man's language is a
highly complicated means of communication... 'he language
of animals and birds is stimulus-bound and has no creative
aspect.'!

We now pass on to the 7@ ary

10.3 Uy I: Repetition of the word and/or meaning

This fault is also known by its synonyms, J7%® or
ge5th. 3fosT's definition of this 31¥ is crystal clear. It reads as
under :

fadte gae af qshe B

T g Ay g wwd wd awn'

This is a representative definition which all poeticians
accept and unanimously think that a writer who uses the
same word again or expresses the same meaning again
without any specific reason or purpose in mind is considered
to have committed the fault called T&d or gasfh. But when
the writer is desirous of expressing the feelings like fear,
gricf, joy, dismay, etc. he can use the same word. 2fosT's
commentator THETE observes :

faed g fawk @ AV 3 9 O v d9 ¥ @
weEE  fieemll!™ In respect of this exception to the above
rule all poeticians including g, afmqrg and others are in
agreement with each other.

a4 has deeply reflected on this topic and has laid
down that the repetition of the meaning becomes a virtue in
six special conditions as under:

10.3.1 In the expression gg=atEm* (=the twanging of
the bowstring of the bow), the word &: is 76 because its
meaning stands conveyed by the word 1. But 3F: is
deliberately repeated to convey the idea that the arrow is
mounted on the bow. Thus this repetition completes the
meaning. This is called the operation of accretion.

10.3.2 In the expressions BUaad, H@UEs®, R:E!®
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(=the ornament of the ear; earring; the head-ornament), the
words &I, zu and fR: are repetitive. ‘They are
intentionally repeated to convey the sense of dffy =
nearness (e.g. the ornament near to the ear). Such a
repetition is called 'fugue’ = repetition of a word or phrase in
different rhythmical and sense contexts.!% Here am= has
considered what is called the 'specification of meaning' or the
'location of the subject.'

10.3.3 In the expression THRR'Y (= the necklace of
pearls), the word g1 is actually redundant inasmuch as its
meaning is conveyed by the word gR. But the word qT is
used to convey the sense of purity of the pearls (&1
e afufga gy gamerli®). Here the word g tells
us the 'quality of the meaning." In other words, @™+ hereby
gives recognition to the conviction that "the art of writing is
largely the art of qualification."%”

10.3.4 In the expression gom@!? (a garland of
flowers), the word g is needless in that its sense stands
conveyed by the word ATl But the writer wants to tell us
that the a1 is of IFR (best or excellent) flowers and
therefore uses the word 35 This word clarifies the 'scale of
importance' of the flower-garland.

In the words of Brooks and Warren, 'Emphasis makes
the scale of importance of the elements clear to the reader.!

10.3.5 In the expression &@@®!'2 (- the young one of an
elephant), the constituent &R is unnecessary because its
meaning is coveyed by the word %% = a baby elephant. But
the poet uses the word R to show that the &3 is like a #f,
a grown-up elephant. Thus the repetitive &R which achieves
this similitude expresses 'a special quality of meaning' and in
Hogrefe's words 'makes the poem vivid and interprets the
object described.'?

10.3.6 In the sentence g "yl a9 fysmEregeenfesng
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(=He spoke sweet words containing clear-sounding letters),
the meaning of the word a9 already stands conveyed by the
word 5ME and therefore @€ is repetitive. But the poet wants
to express WYA (sweetness) and @i (the syllabic
distinctness) of the speech.

Brooks and Warren say : 'a good writer makes a clear
use of nouns to give his effect,"!> and Read observes : ‘such
an essential and appropriate use is a characteristic of mature
style.'16

gmH, however, restricts all the above repetitive uses
only to the expressions which are already prevalent among
the writers. In other words, a new writer should not attempt
to coin new repetitive uses of this type and spoil his writing.
g5 clearly advises :

9 @ gyl 73 @ I aghy, T omghyl e
aur ‘yauguse’ afy, qu ‘e’ g,

199 has presented this topic very methodically and
insightfully providing appropriate examples to throw light
on the discussion. The westerners' thoughts occasionally
quoted above do not have that depth.

10.4 HiW or EE A9 = Doubt

This A% occurs when the words meant to convey some
definite meaning express doubt in the hearer's or reader's
mind [Frofard sgeeity g Taf gql @€ifa AW g o
qey@  gfa @a:1''®] For instance, the sentence §  HgreN
WG "Ei9€ 39ITd:| may mean "The great soul fortunately
rose to a high position' and may also mean 'Unfortunately
the great man met with miseries' in the absence of the
knowledge of the context.

According to the Sanskrit grammar, the following
elements determine the precise meanings of the words:

gar Ry qeed Rf

I wavv foy wmw omaw @i
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amed oitferdt e wA =@fh: @R

= TRy fagrayfaReE:|l

Of these, %30T means the context. Since we do not
know the context of the above sentence (6 9T etc) we are
in doubt about its meaning.

The western stylisticians do realize the importance of
context as a meaning determiner. For example,

10.41 Bowden says : 'Meaning, in fact, is always
dependent upon the context.!?

10.4.2 Enkvist and others have enumerated the
following features of contextual levels: Textual, Phonetic,
Phonemic, Morphemic, Syntactic, Lexical, Extra-textual,
Situation, and Environment.!?

Thus there is a complete agreement on this point
between the Sanskrit poeticians and the western stylisticians.

We now turn to the next fault.

10.5 TR 39

10.5.1 w2, FHEH and others have discussed this 89,
Fymafis defines this AW thus: TR yuFaERIdRY AR
gear™|'?! meaning, “lo state again the meaning of the
principal sentence after having completely stated it." In other
words, a poet should say what he wants to say at one go. Lle
should not take up that theme again for description. Because
such an act shows his slovenliness.

10.5.2 Ives holds the same view and says:

"The writer should say all he wishes to say on a
particular topic while he is dealing with that topic. He
should not add further discussion of a topic once he has left
.12

This finishes the discussion of some important literary
flaws. We now pass on to the next topic, namely, 3u#T, simile.

11. 31 Simile

11.1 Although the Indian poeticians have conceived, in
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all, about 120 figures of speech the most important, popular
and oft-used is IYA. G considers ITAT to be the root of all
sateEs, the figures of meaning. [d3fy  srafe@rIvT  FEM:,
S @ e g e

Among the western stylisticians Vallins observes :
'Simile is the starting-place or origin of metaphor.’?* Thus
Vallins restricts the relationship of the simile to metaphor,
whereas am extends it to other staf@®Rs also (though this
relationship with some of the aratesrs is doubtful).

11.2 The Definition of 3UH1

11.2.1 919§ defines 3991 as under:

fess I Aywekraieinl TWTE o R
Al 123 meaning, 'An 3941, a simile, occurs when a slight
qualitative similarity of the Tq®4 (the subject of comparison)
with the 3™ (the standard of comparison, a different
entity) is described in the matter of place, time, action etc.
Thus the similarity between the 333 and 3T is only
partial; it is not total.

11.2.2 Surprisingly, Kreuzer and Cogan's definition is
almost the same,

It reads like this : 'A simile expresses comparison
between two unlike things which have one or more points in
common. 126

But by using the words 391, &, %, etc. 9198 has
made the definition more specific.

11.3 The &4 is not total

In a simile there is @@, similarity, between the IqAYg
and 399, no doubt. But this @%4 is only partial, it is never
total, as stated by wmg - g8 gdu geEd S| "ee
F@feq);'? meaning, 'In two positive entities there never
exists total similarity.' For example, in 7@ &% ¥4, qd (the
I97) and 9% (the IIAM) are not totally similar; there is no
point-to-point similarity. There does exist similarity between
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the two (in that both are beautiful) to a certain extent, but
beyond that they are dissimilar.

'This important principle does not find a distinct echo in
the western stylistics.

11.4 Where does the A%9 lie?

11.4.1 Having stated clearly that as a matter of fact the
moon (with which a beautiful lady's face is compared) and
the beautiful lady's face are poles apart [sT@UEwUss: &g &
s ol afetyemtaTa iy @
sydiaa|1128). Still, on the basis of the slight loveliness between
the two the face is compared to the moon. In other words,
this 'slight loveliness'is felt or perceived by the poet; thus the
3¢ is in the poet's 'mind'’s eye".

11.4.2 Chadburn says exactly the same thing. e asserts
: "The resemblance is in the writer's mind, not in the nature of
the things compared.'?

11.5 Purposes or Uses of Simile

11.5.1 a9 enumerates three purposes or functions of a
simile as : Ghafraamemyil g@ fFrea T g s
7411130 meaning, 'A simile is used for (a) praising (c.g. An
affectionate wife is like nectar), (b) for censuring (e.g. A wife
without good qualities is like poison) and (c) for describing
the real nature of a thing (e.g. the Af&ofi star has the shape of a
cart).’

11.5.2 Brooks and Warren think differently. They lay
down three purposes of a simile : (a) To inform the reader
about one of the two items compared/contrasted, (b) To
inform the reader about both the items compared/
contrasted, and (c) To inform the reader about some general
principle.’!

Obviously, the Indian thinking is better and more
methodical than the western one.
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11.6 3991 : F&H and Hieqd

11.6.1 A has classified 3T in two categories, it
and FfR. ‘7@ ®9S  §9° is a Sfw®  IWA because of the
scantiness of the common qualities({lW%QTﬁ: =y a1 132)
a1 defines and explains the HfTa 39T thus :

TUEEREad Headiil
e e (T T T B o R o O 2 B
Hqar: SN ag-owER ®Y ST ! e
TohS-EY-FEET| g - LFE sty
TRgE... 133

The gist of the above passage is : The 39T is called fea
because of the abundance of common qualities. It is
imagined that the common qualities between the 3983 and
Y9 are in plenty. Further, such an abundance of qualities is
imagined or conceived by the poet and therefore, it is called
®erd. The one stated carlier (J@  ®9®  §a) is AES i.c.
worldly, of everyday life or popular. That is to say, it is not
imagined by a genius. Now the #if%#1 is popular or known to
the people, whereas the & is not known to the people. In
that case how does the rule of TW™ and ZwRg apply to it?
Fin's answer to this question is that the multitude of the
qualities of a &feqd TIA is superior to that of an T4, For
example, "The orange looks like the recently shaven chin of
the intoxicated Hana.'

11.6.2 Now let us turn to the western thinking on the
point. Literal comparison (John is like Henry) and Figurative
comparison (Music is like the sound of a waterfall) are the
two categories of comparison mentioned by Hogrefe.134

Vallins clarifies : Difference between common
conversational simile and literary simile is only one of
degree."’3>

Obviously, ama shows a deeper penetration in
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differentiating a worldly simile from animaginary or fancied
one.

11.7 I9TENs The Faults of a Simile

11.7.1 The Indian theorists have considered seven
SUARAINs, namely, g9 (inferiority of the ITM), siftee
(excessive superiority of the 39aM), fog¥e (disparity of
gender), gEA%E (disparity of number), R (non-
similitude), 3/@%a (impossibility or incongruity) and fady
(contrariety).

11.7.2 Hogrefe lists only four faults of comparison,
namely, lack of connection, farfetchedness, triteness, too
obviousness.!*¢

Evidently the eastern thinking is more systematic and
comprehensive.

11.8 1€ and IUH

g has very elaborately discussed this point, the
summary of which can be given as under : 3r@res TUHEN
occurs when the similarity of qualities intended to be
expressed is not fully realized. For example, 7@ sr=agfss
feraned=fen™ i.e. 'l am going to compose the moon of poetry
with its meaning spreading like the moon's rays.' In this
example, the similarity between the moon and poetry is not
understandable. Therefore, 39q1s based on such 3@ are
considered faulty. a9 lays down a broad principle, namely,
J@ewme & Iuwn, afwrsesiy waa'Y meaning, 'A simile is
destroyed by dissimilarity and such similes bring the poets
into disrepute.’

There is no parallel thought on this topic in the western
stylistics. N

11.9 391 and 3 Simile and Propriety

11.9.1 &35 has considered twenty-seven cases of
application of siifereg, propriety, in his sffrafyae=t. The
propriety of figures of speech is one of them. While
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discussing that topic he reproduces fed's N,
‘Raramesd... T@WC  FgaEed 3@ ongufdl’® and
comments as follows : ‘3@ TR ﬂtﬁlﬁﬁ IqT YIR-
ARG oAl s Hfy Jqsmemon  snfresafil’
meaning, ‘Here (i.e. in the last line of the above stanza) the
king of the g has been compared to the God of Love.
This simile, appropriate to the sentiment of love, fills our
mind with poetical charm.'

11.9.2 Among the westerners Bowden says : 'A
comparison should serve an organic purpose, should
contribute to the expression of thought."*

&9%'s observation is specific. Besides, he has correlated

the simile with sentiments. This aspect is absent in Bowden's
above statement.

11.10 TUHTNYES or HIETEATEHS

The similarity between the 3983 and ITM is suggested
by certain linguistic elements, words and expressions. &ftsq
is fully aware of this fact and therefore provides a list of as
many as sixty-six such I @Iu®s or GE@ET@s which
include indeclinable particles, affixes, irregular forms,
suffixes, varbal forms like @Y, sentences like T& ﬁwﬂfﬂ
g, etc0, At the end of the list he clarifies that these
ArEsgdAHs impart practical knowledge to the poets. This
inventory shows 3&q's subtle and comprehensive thinking
in addition to his indepth study of the ancient works on
poetics and literary compositions.

Ob\viously, such inventories are not to be found in the
western works on stylistics.

We now take up for consideration the last topic of the
present essay.

12. Subjects of Kavya Literature

12.1 598 the first Indian stylistician declares:

| T AE g A9 A A w
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T 9 HTg HE AR wgE &l
meaning, "There is no word, no meaning, no logical
reasoning, (and) no art that does not form a constituent of
poetry. In view of this, the poet's responsibility is very great!”

HI9g wants to suggest that a poet is free to choose any
human experience - intellectual, emotional or aesthetic - for
his composition.

12.2 w°9/@ concludes his g9@T®H with the following
stanza:

T T IR S A

30 yEe T Rl 9 gl

7z qfY SRy HITHEHATEHT

qmfer @m0 TwEn 3fa Sl

meaning, ' In this world there is no object (describable in
poetry) or a non-object (unworthy of poetic description),
either beautiful or disgusting, noble or mean, ficrce or
pleasant, painful or disfigured that does not develop into a
sentiment on being conceived by a poet.’

In other words whatever be the subject it turns into
poetic gold on being touched (i.e. dealt with) by the poet's
pen. Thus 85754 also does not place any restrictions on the
poet's choice of subject for his composition. Anything and
everything can be made the theme of creative writing,

12.3 Hudson also expresses the same notion when he
says : "There is hardly any experience in life which may not
be made a theme or subject of literature. Since experiences
arc varied, subjects are, naturally, also equally varied."!%

To sum up

W made a very sagacious use of the literary
theoretical materials made available to him by his
predecessors. He deeply reflected upon the problem of the
language of 'creative writing' and came to the conclusion that
'the language poets use' adhered to the norms of the
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FweggeR, ™ and the HEEHTs, at one and the same time.
e had realized that strikingness was the hall mark of
literary language and that its secret lay in three 'E's , namely,
efficiency, effectiveness and elegance. The FufgEmr (ie. the
discussion of the poetic faults) represented the efficiency of
language, the Tuife@=™ (the consideration of the poetic
qualities) embodied the effectiveness and the s@@RIqHsT (the
treatment of the figures of speech) symbolized the elegance.
His observation that even the discardable linguistic elements
could be successfully harnessed to produce poetic beauty,
made a significant contribution to the field of stylistics. He
was fully aware of the concept of the 'selection of words'
which is considered the central notion of style-study. 1hus
wiE had forestated many of the basic concepts of stylistics
which were later propounded by the twenticth century
western stylisticians. A\ reinforced many of 9198’ concepts
and also enriched the stylistic thought by his insightful, fine
and novel ideas. TAFET competently finished the task which
9 had begun and which @® had advanced. Thus by about
900 AD. the Indian sty listics, quite fairly comparable with the
20th century western theoretical stylistics, assumed a nicely
developed form and shape.
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In the seven essays herein published the author has
considered the 'Reflections on Creative Writing' from the
viewpoints of eastern poeticians and western stylisticians
and reached the following conclusions :

The poet, it was believed, created a new and beautiful world.

* Excellent poetry was considered a work of beauty giving the
appreciators a 'special pleasure.'

The art of poetry was devotedly cultivated with intense
intellectual and practical efforts in ancient and medieval India.
Almost every literary work used to undergo rigorous qualitative
revision.

Strikingness was considered the hallmark of the language
of literature. The secret of this strikingness lay in efficiency,
effectivenes and elegance.

Whosoever could use language creatively was welcomed to the
field of creative writing.

The 'Indian Kavya Literature’ was a high level artistic activity of
the people, by the people and for the people.

The creative writing which was defined, discussed and
illustrated by Sanskrit poeticians was Indian in form, secular in
spirit and universal in appeal.

In ancient India excellent poetry and poets used to be honoured
at public functions.

Literary compositions were read and appreciatively enjoyed by
all the classes and masses of the society.

Ancient Indian creative writings did satisfactorily answer the
requirements of the rules of the transformational generative
grammar and also the norms of stylistics - both disciplines
discovered by the western literacy theorists in the twentieth
century.

Indian Stylistics had come to assume a fully developed form by
900 AD. '
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