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Abstract

Dandin’s Avantisundari: A Study in Genre and Sociability
by
Janet M. Um
Doctor of Philosophy in South and Southeast Asian Studies
University of California, Berkeley

Professor Robert P. Goldman, Chair

The Avantisundari is a work of Sanskrit literary prose attributed to the South
Indian poet and theorist Dandin (late-seventh to early-eighth c. CE). The Kavyadarsa,
Dandin’s work on poetics, is renowned in the field of early literary and aesthetic
criticism. And his other prose work, the Dasakumaracarita, has been the subject of a
number of studies and translations. Yet despite being one of the few works of early
gadyakavya, “literary prose,” the Avantisundari has not received much attention. This
dissertation calls for a more serious engagement with the Avantisundari, and in doing
so, it calls for a re-engagement with theories of gadyakavya. For, even though the work
conforms through its ornate prose style to other early gadyakavya works, it defies
several other genre features, thus creating a more complex picture of the prose form.
With its biographical depictions of its author, Dandin, the Avantisundari’s paratextual
material also brings to the fore new definitions of sociability and refinement. While the
dissertation is grounded in its engagement with the Avantisundari, it also offers new
tools for literary analysis and for thinking about literary representations of the historical
author and the social dynamics of the poet in early-medieval South Asia.
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Chapter 1: Introduction

1.1.  Scope of the Dissertation

The literary theorist Dandin (7th—8th c. CE), author of the Kavyadarsa, needs no
introduction in the world of Sanskrit studies. We only need to look up any of the histories of
Sanskrit poetics to find a generous introduction to his work. It takes a little more searching to
read about Dandin, the author of the Dasakumaracarita (The Deeds of Ten Young Men). Though
there is less secondary scholarship on this work of literary prose compared to the acclaimed
works of Subandhu and Bana, the numerous translations of the Dasakumaracarita in South
Asian and European languages indicate that it is still considered among the classical
gadyakavyas, “literary prose compositions,” from early-medieval South Asia. But the other
gadyakavya attributed to Dandin, the Avantisundart, has had an entirely different reception.
Given the condition of the manuscript, with its numerous lacunae, scribal issues, and incomplete
narrative, some scholars share A. B. Keith’s opinion that, “The Katha should never have been
published from one mutilated manuscript, whose readings, even if correctly stated, have already
been proved wrong by other manuscript evidence.”' In contrast, comparing it to the prose work
par excellence of Bana, the Kadambari, M. Ramakrishna Kavi, the work’s publisher, notes,
“Avantisundari in style resembles Kadambari but is less monotonous and more difficult. The
strings of epithets are generally longer than in Kadambari but many a time present a finished
picture worthy of a great poet. The loss of the work lamentably affects both history and
literature.” Despite those who hold the latter view of the work’s historical and literary import,
the Avantisundari has not received much scholarly interest as a work of gadyakavya.

Although the poetic theorist Vamana relays in his Kavyalankarasitra 1.3.22, “As they
say, ‘Gadyakavya is the touchstone of poets’ ” (yathahur gadyam kavinam nikasam vadanti),’ it
is the verse form in its different manifestations that has captured the aesthetic imagination and
the scholarly attention of most modern studies. This is partly due to there not being many
gadyakavya works. For while some poets composed in the prose medium during the second half
of the first millennium CE, mahdakavya remained the genre par excellence. Eventually
gadyakavyas declined, and prosimetrical campii kdvyas came to stand in their wake. Given the
overall paucity and the little attention that gadyakavya generally receives, the Avantisundari
provides an opportunity to think more deeply about Sanskrit literature and the theoretical
discussions around an understudied literary form. As the first sustained study of the
Avantisundart, this dissertation explores the work through the lenses of genre and narrative form.
Grounded in an engagement with the Avantisundari and its author Dandin, this study also makes

1. A. Berriedale Keith, A History of Sanskrit Literature (Oxford: Clarendon Press, 1928), xvi.

2. M. Ramakrishna Kavi, Introduction to Avantisundarikathasara and Avantisundarikatha, 1-16. Edited by
S. K. Ramanatha Sastri, Dakshinabharati Series 3 (Trichur: Mangalodayam Press, 1924), 12.

3. The Kavyalankarasitras of Vamana with His Own Vrtti, eds. Kasinath Durgaprasad, Pandurang Parab,
and Wasudev Laxman ShastrT Pansikar, Kavyamala 15, 3rd rev. ed. (Bombay: Nirnaya Sagar Press, 1926).



interventions in regard to the theorization of prose, representations of the historical author, and
the social dynamics of the poet in early-medieval South Asia.

1.2. A Definition of Terms: What Does It Mean to Be “Early”?

In the pages to follow, I use the term “early” in several contexts. Broadly speaking, the
period under discussion is what South Asian historians call the “early-medieval period,” that is,
the period after the end of the Gupta-Vakataka state to the establishment of the Delhi Sultanate,
i.e., from the sixth to the thirteenth century CE.* As noted by social historian B. D.
Chattopadhyaya and others, the early-medieval period was a time of social, political, and
economic change, the forces of which differed from those of the ancient and high medieval
periods.’ For the study of South Asian literature and literary criticism, the early-medieval period
is a formative time when more works of kavya, “literature” or “poetry” in the broader sense of
the language arts, become available. This is also the case for alankarasastra, “science of
rhetorical figures,” with the earliest extant work to focus on this subject being Bhamaha’s
Kavyalankara (Ornaments of Literature, ca. 600 CE).® While Dandin’s works are dated to the
late-seventh to early-eighth century (ca. 680—720 CE), Dandin’s main interlocutors in both the
realm of alankarasastra and kavya are Bhamaha flourishing ca. 600 CE and Bana, the author of
the gadyakavyas Harsacarita (Deeds of Harsa) and Kadambari (Story of Kadambari), during the
first half of the seventh century. While there are Sanskrit literary works composed in a
combination of prose and verse prior to this period, such as Visnusarman’s Paricatantra (The
Five Discourses, ca. 300 CE) and Aryasiira’s Jatakamala (Garland of Past-Birth Stories, 4th c.
CE), I limit the discussion to works of prose.’

While the broader treatment will address works up to the thirteenth century, my primary
focus will be on the sixth through the ninth to tenth centuries as this period corresponds with the
rise of the first, and still extant, gadyakavya works, namely Subandhu’s Vasavadatta, Bana’s
Harsacarita and Kadambart, and Dandin’s works. I will refer to these poems of the formative
period as “early gadyakavya” works. The tenth-century end date is not arbitrary. Rather it is in
line with Sheldon Pollock’s paradigm-shifting discourse on the relationship between political

4. Daud Ali, “The Idea of the Medieval in the Writing of South Asian History: Contexts, Methods and
Politics,” Social History 39, no. 3 (2014): 382—-407. For a discussion of the limits of this tripartite model of
periodization in a global context and for possible solutions, see Timothy Reuter, “Medieval: Another Tyrannous
Construct.” The Medieval History Journal 1 (1998): 25-45.

5. B. D. Chattopadhyaya, The Making of Early Medieval India (Delhi: Oxford University Press, 1994), 34—
36.

6. For Bhamaha’s dating, see Yigal Bronner, “A Question of Priority: Revisiting the Bhamaha-Dandin
Debate,” Journal of Indian Philosophy 40, no. 1 (2012): 67-118.

7. Despite some scholars referring to the Pasicatantra and the Jatakamalda, along with the Lalitavistara, as
prose, they are a mixture of prose and verse. Like many Buddhist mahavaipulyasitras, the Lalitavistara is a mixture
of verse and prose. For fuller discussion of the Lalitavistara’s form, see Xi He, “Experiencing the Graceful and the
Joyful: A Study of the Literary Aesthetics and Religious Emotions of the Lalitavistara (PhD. diss, University of
Chicago, 2012), 50-56. Jataka-Mala by Arya Siira, ed. P. L. Vaidya (Darbhanga: The Mithila Institute, 1959).
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power and literary aesthetic practices in South Asia. For it is around the turn of the first
millennium CE that the move from Sanskrit to regional languages took place.® While Pollock
analyzes wide-scale historical shifts in the intellectual and aesthetic arenas, I suggest that these
shifts can also be seen on the micro-level through the lens of literary genre. And in the case of
gadyakavya and its narrative sources, this period heralds an expansion in literary forms and
conventions.

1.3.  The Problem of Prose: Gadyakavya Reception

The editio princeps of many of the early gadyakavya works appeared in the mid-1800’s
with H. H. Wilson’s 1846 edition of Dandin’s Dasakumaracarita;’ the two-part Calcutta edition
of Bana’s Kadambari edited by Madanamohan Tarkalamkara in 1850 and Tarkavacaspati
Bhattacarya in 1872 respectively;'* Fitzedward Hall’s 1859 edition of Subandhu’s Vasavadatta;"
and A. A. Fihrer’s edition of Bana’s Harsacarita, a latecomer, in 1909."> One of the earliest and
most commonly cited statements on early gadyakavya reception comes from Albrecht Weber’s
review of the 1850 Calcutta edition of Bana’s Kadambart:

[It] compares most unfavourably with the Dasakumaracharitra by a
subtlety and tautology which are almost repugnant, by an outrageous
overloading of single words and epithets the narrative proceeds in a strain
of bombastic nonsense, amidst which it—and if not it, then the patience of
the reader—threatens to perish altogether: a mannerism, already apparent
in the Dasakumaracharitra, is here carried to excess: the verb is kept back
to the second, third, fourth, nay, once to the sixth page, and all the interval
is filled with epithets and epithets to these epithets: moreover these epithets
frequently consist of compounds extending over more than one line: in
short, Bana’s prose is an Indian wood, where all progress is rendered

8. Sheldon Pollock, The Language of the Gods in the World of Men: Sanskrit, Culture, and Power in
Premodern India (Berkeley: University of California Press, 2006), e.g., 19-30.

9. The Dasa Kumara Charita, or Adventures of Ten Princes: A Series of Tales, ed. H. H. Wilson, (London:
Society for the Publication of Oriental Books, 1846).

10. Kadambari, ed. Madanamohan Tarkalamkara (Calcutta, 1849) and Kadambart, ed. T. Tarkavacaspati
Bhattacarya (Calcutta, 1871). For a thorough list of Kadambari editions and references, see David Smith, ed. and
trans., introduction to Princess Kadambart (New York: New York University Press / JJC Foundation, 2009) 1: xxix—
xxxii. The Gregorian calendar year is approximated from the samvat era on the title pages of the Calcutta editions.
Thus, there is the occasional discrepancy in the publication year (1849/50 and 1871/72).

11. The Vasavadatta, a Romance by Subandhu; Accompanied by Sivarama Tripdthin’s Perpetual Gloss,
Entitled Darpana, ed. Fitzedward Hall, Bibliotheca Indica 30 (Calcutta: Baptist Mission Press, 1859).

12. Sriharsacaritamahakavyam: Banabhatta's Biography of King Harshavardhana of Sthanvisvara with
Sankara's Commentary Sanketa, ed. A. A. Fiihrer, Bombay Sanskrit and Prakrit Series 66. (Bombay: Government
Central Press, 1909). For editions and references, see Robert A. Hueckstedt, The Style of Bana: An Introduction to
Sanskrit Prose Poetry (Lanham: University Press of America, 1985), xiii—xiv.



impossible by the undergrowth until the traveller cuts out a path for
himself, and where, even then, he has to reckon with malicious wild beasts
in the shape of unknown words that affright him."

Weber’s early estimation of gadyakavya is not unrepresentative. Thus Peter Peterson responds,
“The vigorous description may be perhaps a little over-coloured, but in the main it is true....”"
Despite their negative valence, Weber’s primary complaints point to some of the distinctive
stylistic features of gadyakavya: the priority of description over narrative that, in turn, lends itself
to fewer finite verbs, the expansive use of epithets and other qualifiers to animate a single
subject, the presence of multi-member nominal compounds that often defy line and, sometimes,
page breaks, and the employment of difficult words, allusions, and indirect phrases.

Weber’s statement also gestures toward the special place that the Dasakumaracarita
holds among the early gadyakavya works. While possessing some of the qualities that earlier
scholars found distasteful in Sanskrit prose, the Dasakumaracarita was thought to differ in its
overall style and presentation. Thus, A. B. Keith notes in his 1928 History of Sanskrit Literature,
“His [Dandin’s] distinctive quality is the application to the simple tale of the grand manner of the
Kavya, though in a moderation which is utterly lost in the case of Subandhu and Bana."'* Not
only is the Dasakumaracarita considered different in terms of style, it is considered different in
terms of narrative structure as well. In his discussion of Subandhu’s Vasavadattd and Bana’s
Kdadamabari, Siegfried Lienhard notes of the Dasakumaracarita,

On the contrary Dandin avoids inordinately long descriptions and
digressions that might distract the attention of the reader from the progress
of the action, and he appears to do so deliberately. Subordinate episodes in
Dandin seldom halt the dynamic flow of events, and the placing of the four
subordinate episodes introduced into the story related by Mitragupta, the
eighth prince, as well as their nature, seem perfectly justifiable.'®

While reiterating distaste for gadyakavya’s density of description, Lienhard also points to a
feature of gadyakavya specifically, and the broader katha-style of story literature more generally:
the impulse of both toward weaving other stories into the main narrative in a manner that often
seems arbitrary to the modern reader. Given these differences in style and narrative structure, the

13. Albrecht Weber, “Analyse der Kadambari,” Zeitschrift der Deutschen Morgenlédndischen Gesellschaft 7
(1853): 58289, rep. Indische Streifen, vol. 1 (Berlin: Nicolaische Verlagsbuchhandlung, 1868), 353. Quoted in and
translated by Peter Peterson, introduction to Kadambart, ed. Peter Peterson, Bombay Sanskrit Series 24 (Bombay:
Government Central Book Depot, 1883), 37.

14. Peterson, ibid.

15. Keith, History of Sanskrit Literature, 299.

16. Siegfried Lienhard, A History of Classical Poetry: Sanskrit, Pali, Prakrit (Wiesbaden: Otto
Harrassowitz, 1984), 236.



Dasakumaracarita continues to have an equal but different status among the early gadyakavya
works.

Another distinction still made in conversations about gadyakavya has to do with the prose
literary genres kathda, “invented account,” and akhyayika, “biographical account,” terms that I
will discuss in detail in Chapter Two. Of the two genres, we have only one example of the latter
genre, Bana’s Harsacarita. E. B. Cowell and F. W. Thomas have the following to say about this
work in the preface of its first English translation:

The great merit of the Harsa-carita consists in the fact that it is a very early
attempt at an historical romance. Bana’s other work, the Kadambari, and
Subandhu’s Vasavadatta deal with mythological fiction, and everything is
viewed through a highly poetical atmosphere; and the Daca-kumara-carita
is equally based on pure imagination, although its characters, as in the
picaresco literature of modern Europe, are the exaggerated pictures of the
vulgar rogues and ruffians of every great city. But the author of the Harsa-
carita has taken his own sovereign as his hero and has woven the story out
of the actual events of his reign."”

The translators praise the Harsacarita for its historicity which they distinguish from the
“mythological fiction” and “highly poetic atmosphere” of the Kadambari and Viasavadatta, as
well as the “pure imagination” upon which they claim the Dasakumdaracarita is based. Fact over
fiction, narrative over description, and simplicity over complexity—while these preferences
pertain to Sanskrit works of both verse and prose, prose as the form of the modern novel has
added associations. As Roest and Vansthipout note, “Novels, moreover, as their preferred mode
of discourse make use of narrative prose, which for many centuries has been as a mode
connected with ‘truth’ and verisimilitude (or ‘mimesis’), and which is therefore eagerly
embraced as a transparent vehicle of meaning.”"* Given these modern associations between prose
and realism, gadyakavya works, especially of the katha genre, which often foreground verbal
performance over, plot proved challenging for its early western audiences.

While the gadyakavya studies of the nineteenth century focused on individual works, the
early twentieth saw a few comparative studies. Louis Gray’s 1904 “Literary Studies of the
Sanskrit Novel” draws thematic and narrative parallels between Perso-Arabic literature and
between Indian prose and plays." Two years after Ramakrishna Kavi announced the recent
finding of a fragment of the gadyakavya Avantisundari—which I discuss below—S. K. De

17. E. B. Cowell and F. W. Thomas, preface to The Harsa-Carita of Bana, trans. E. B. Cowell and F. W.
Thomas (London: Royal Asiatic Society, 1897), viii.

18. Bert Roest and H. L. J. Vanstiphout, “Generic Studies in Pre-Modern Traditions: Why and How?” in
Aspects of Genre and Type in Pre-Modern Literary Cultures, eds., Bert Roest and H. L. J. Vanstiphout, COMERS/
ICOG Communications 1 (Groningen: Styx, 1999), 129.

19. Louis H. Gray, “Literary Studies on the Sanskrit Novel,” Wiener Zeitschrift fiir die Kunde des
Morgenlandes 18 (1904): 39-58.



published his 1924 essay, “Akhyayika and the Katha in Classical Sanskrit,” on the development
of the prose poetry genres of akhyayika and katha.® Considering the early Sanskrit literary
theorists and the works of Bana and Subandhu, De argues that the two genres of gadyakavya can
be mapped to distinct stages of development beginning with the Kavyalankara of Bhamaha
whose definitions reflect a stage preceding Bana’s works. Beginning with Dandin, later theorists
gave up some of the formal criteria laid out by Bhamaha and modified their criteria according to
Bana’s akhyayika and katha works. The Kavyalankara of Rudrata (9th c. CE) applies Bana’s
models to the entire genre. De’s essay is the first attempt to theorize gadyakavya along the lines
of genre and form. By highlighting through a close reading of these theorists the indigenous
ways that these genres were conceived of, De opens the door for future studies that would focus
on regional as well as historical developments.*!

More recently, scholars have looked at individual gadyakavya works and their authors to
produce cultural studies, biographical studies of gadyakavya authors, and, less frequently,
literary critical studies. An excellent example of the cultural study genre is V. S. Agrawala’s 1969
monograph The Deeds of Harsa: Being a Cultural Study of Bana'’s Harsacarita, the English
translation of the 1953 Hindi publication Harsacarita: Eka Samskrtika Adhyayana.* Agrawala’s
study is a rigorous philological study of the Harsacarita s’s printed editions, manuscripts, and
commentaries used to provide a detailed depiction of the material culture, flora, fauna, and other
realia as found in Bana’s akhyayika. Agrawala’s purview also extends to other textual sources
such as Kalidasa’s poetry, Bana’s other prose work, Kadambart, and notably with attention to
Gupta artwork, sculpture, painting, terracotta, and architecture.

Robert Hueckstedt’s 1985 The Style of Bana, a study of Bana’s prose works Harsacarita
and Kadambari makes the first attempt to analyze elements of style in gadyakavya. In response
to earlier Orientalist scholarship beginning with Albrecht Weber’s 1853 pronouncement that the
prose of Bana’s Kadambari is “a veritable Indian forest (ein wahrer indischer Wald)”*
Hueckstedt argues instead that Bana’s works are “highly sculptured gardens” in terms of their
stylistic logic and organization.** Hueckstedt’s study focuses on prose syntax, sentence length,
and figures of speech primarily using statistical analysis in the form of number of appearances of
each stylistic element. While the method of the work prohibits a comprehensive theoretical
contribution to the study of gadyakavya, it does point to patterns in Bana’s works that apply to
other prose katha works as well. For instance, the author points to the syntactic division of labor

20. Sushil Kumar De, “The Akhyayika and the Katha in Classical Sanskrit,” Bulletin of the School of
Oriental Studies 3.3 (1924): 507-517.

21. I discuss De’s essay further in Chapter Two

22. Vasudeva S. Agrawala, The Deeds of Harsha: Being a Cultural Study of Bana's Harshacharita, ed. P.
K. Agrawala (Varanasi: Prithivi Prakashan, 1969). Agrawala also published in 1958 a cultural study of Bana’s
Kadambart: Vasudeva S. Agrawala, Kadambari: Eka Samskrtika Adhyanana, Vidyabhavana Rashtrabhasha
Granthamala 14, 2nd ed. (Varanasi: Caukhamba Vidyabhavana, 1970).

23. Weber, “Analyse der Kadambari,” 582. Translation by Peterson quoted in full above. Hueckstedt
renders “Wald” as “jungle” and refers to the proponents of Weber’s view as part of the “Jungle” School. For a
reception history of gadyakavya, including more favorable perspectives, see Hueckstedt, Style of Bana, 11-17.

24. Hueckstedt, ibid., 81.



between the verb-initial and verb-final sentences,” where the latter introduce beginnings of
works and embedded narratives and the former emphasize swift continuous action or suggest a
desired or feared action.

Whereas Hueckstedt surveys the stylistic features of a particular prose author, Yigal
Bronner’s 2010 study focuses on the historical development and reception of a single poetic
feature that largely becomes associated with, though was not restricted to, prose poetry: slesa,
“paranomasia,” or, as referred to by Bronner, “bitextual poetry.”* Bronner inflects Hueckstedt’s
view of the western reception to s/esa by claiming that the form was considered by early
Orientalist scholars as simultaneously unnatural to poetical aesthetic yet natural to the Sanskrit
language, thus demonizing the form on one hand and passing over more serious inquiry into the
phenomenon on the other hand. In this work, Bronner maps a literary history that begins with
Subandhu during the sixth century, as a pioneer in the form, and continues to what the author
calls the “bitextual bloom,” or the florescence of bitextual poetry of the beginning of the second
millennium through the early modern period.

Although a comprehensive study of gadyakavya has yet to be undertaken, the individual
contributions to a more recently published history of Sanskrit literature titled /nnovations and
Turning Points: Toward a History of Kavya Literature have opened up new directions in the
study of prose poetry.”” As a provisional bookend to the early attitudes toward gadyakavya cited
above, the editors of this volume provide the following description of gadyakavya:

Anyone who reads the gadyakavyas of this period will immediately notice
new features of intensity: the complex syntactical effects, including
sentences running for pages on end and often structured in multilayered
hypotaxis, the dense patterns of figuration, including extensive use of
alliteration and punning, the new musicality with its persistent exploration
of the range of textures available beyond the boundaries of individual
verses, and the complexities of narrative structure with their rich use of
emboxed stories and variations in pace.

All of this reflects an extended moment of creative
experimentation, not only with the possibilities of prose as a style, but also
with the system of genres.”

Many of gadyakavya features discussed by the volume editors in this passage are the same as
those pointed out by the nineteenth- and early twentieth-century scholars above. But, rather than

25. I discuss this prose syntax further in Chapter Four.

26. Yigal Bronner, Extreme Poetry: The South Asian Movement of Simultaneous Narration (New York:
Columbia University Press, 2010).

27.Yigal Bronner, David Shulman, and Gary Tubb, eds., Innovations and Turning Points: Toward a
History of Kavya Literature (Oxford: Oxford University Press, 2014).

28. Yigal Bronner, David Shulman, and Gary Tubb, “The Masters of Prose,” in Innovations and Turning
Points: Toward a History of Kavya Literature (Oxford: Oxford University Press), 234.
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reading these works according to the standard of modern literary genres and tastes, they
acknowledge that the gadyakavya authors worked under different sets of aesthetic conventions
and linguistic constraints.

1.4. The Avantisundart: An Introduction to the Text, Its Issues, and Proposed
Solutions

Relative to the other early Sanskrit gadyakavyas that were in print circulation from the
mid-1800’s onward, the Avantisundari arrived late on the scene. The manuscript and publication
history of the Avantisundari is relatively brief, especially compared to that of its sibling text, the
Dasakumaracarita, whose 1846 editio princeps was published almost eighty years prior to that
of the Avantisundari.®® While the Dasakumaracarita has been edited and translated numerous
times, there have only been two editions and no published translations of the Avantisundari.*® A
partial edition of Avantisundari was first published in 1924 as the Avantisundarikatha (Story of
Avantisundart) along with the Avantisundarikathasara (Essence of the Story of Avantisundart), a
Sanskrit verse epitome of the work composed by an anonymous author.’’ A more complete
version of the Avantisundari was published in 1954.%> The Avantisundarikatha and its Sara are
linked through their narrative material and manuscript provenance. Moreover, despite being a
verse abridgment, the Avantisundarikathdsara follows the Avantisundart closely in terms of its
diction and detail. For these reasons, I will discuss their manuscript and publication histories
together.

29. Prior to Wilson’s 1846 publication of the Dasakumaracarita editio princeps, Henry Colebrook
mentions a Dasakumaracarita by Dandin in his introductory remarks to Appayya Mantrin’s verse abridgment
Dasakumarakathasara. However, Colebrook seems to think that the work by Dandin was also composed in verse.”
Henry Thomas Colebrooke, "Introductory Remarks" in Hitopadésa, or Salutary Instruction in the Original Sanscrit,
ed. W. Carey, iii—xv (Serampore: s.n., 1804), xii. M. Krishnamachariar identifies Appayya Mantrin with sixteenth-
century philosopher and rhetorician Appayya Diksita. M. Krishnamachariar, History of Classical Sanskrit Literature
(Madras: Tirumali-Tirupati Devasthanams Press, 1937; Reprint, Delhi: Motilal Banarsidass, 1970), 464. Page
references are to the 1970 edition.

30. Small sections of the Avantisundari have been translated in scholarly sources. For example, see
Sheldon Pollock’s translations of sections of the prologue (4S5, p. 14, 1954 edition) referred to by Michael Rabe,
“The Mamallapuram Prasasti: A Panegyric in Figures,” Artibus Asiae 57, no. 3/4 (1997): 198-200. See also V.
Raghavan, Rtu in Sanskrit Literature (1972; repr., New Delhi: Shri Lal Bahadur Shastri Rashtriya Sanakrit [sic]
Vidyapeetha, 2009), 108-1009.

31. Avantisundarikathasara and Avantisundarikatha, ed. S. K. Ramanatha Sastri (Trichur: Mangalodayam
Press, 1924).

32. Avantisundari of Acarya Dandin, ed. K. S. Mahadeva SastiT (Trivandrum: University of Travancore,
1954). In the work’s preface, Stiranad Kunjan Pillai, Honorary Director of the University Manuscripts Library,
Trivandrum, at the time of the work’s publication clarifies that K. S. Mahadeva Sastri edited the work under the
direction of the library’s curator, P. K. Narayana Pillai. See Stiranad Kunjan Pillai, preface to Avantisundart of
Acarya Dandin, ed. K. S. Mahadeva Sastri (Trivandrum: University of Travancore, 1954), 5. K. S. Mahadeva
Sastri’s name is neither listed on the work’s cover nor title page. Unless noted, all subsequent Avantisundari (S)
citations refer to the 1954 edition.



At the 1922 Oriental Conference of Calcutta, Ramakrishna Kavi announced the discovery
of a damaged and incomplete manuscript of a work named Avantisundarikatha attributed to
Dandin, along with the anonymous, less damaged and slightly more complete
Avantisundarikathasara.”® The Avantisundar? manuscript contains a description of the author
that scholars of Dandin, the author of the manual of literary aesthetics, the Kavyadarsa (Mirror
on Literature), had not been able to find in other sources. Kavi’s paper for the conference, which
was published the following year in the 1923 Proceedings and Transactions, was incorporated
into the introduction to the 1924 editio princeps, edited by S. K. Ramanatha Sastri.** Both the
Avantisundart and its Sara were found during a three-year project organized by the Government
Oriental Manuscript Library (GOML) of Madras to acquire manuscripts throughout the Madras
Presidency (1916-1919).%* The Avantisundarikathdsara was found first near Korrakkal (now
Kottakkal), in the Malabar district of present-day Kerala. A year later in the same region, fifteen
damaged palm leaves of a prose text were found in a manuscript of Vallabhadeva’s anthology,
the Subhasitavali (15th c. CE).”* Despite making three subsequent trips from Madras to the
Korrakkal region, Kavi and Shastri were unable to obtain more of the Avantisundari manuscript.
However, at the request of the senior Nambudiri brahman of the Cherumukka Mana where the
earlier palm-leaf folios were found, they were sent a package of loose palm leaves that were
about to be placed in permanent storage. In this package, the two found four more leaves of the
Avantisundart along with two chapters of Prabhakara’s Brhati.’’ The nineteen leaves of the
Avantisundart and the manuscript of the Avantisundarikathasara found the year prior comprise
the 1924 edition.

In June 1925, just a year after the publication of the Avantisundari and Sara, G. Harihara
Sastri, on a mission for the Trivandrum Curator’s Office, collected a large bundle of palm-leaf

33. M. Ramakrishna Kavi, “Avantisundari-katha of Dandin,” Proceedings and Transactions of the Second
Oriental Conference, Calcutta (1923): 193-201.

I follow the editors of the 1954 edition in calling the work Avantisundari. The addition of katha to the name
seems to be extrapolated from the title of the verse epitome, i.e., Avantisundarikathasara. There is also a reference
in the text to Dandin as “wanting to tell the story Avantisundari” (katham avantisundarim acikhyasur iti, p. 10).
Here, the terms katha (story) and “Avantisundart” are in apposition, not in compound. The remaining references to
the work itself are from the colophons, which refer to the work as Avantisundari (pp. 1 and 216).

34. Kavi, introduction to Avantisundarikathasara and Avantisundarikatha, 1-16.

35. Kavi refers to this search as taking place over seven years under the direction of S. Kuppusvami
Sastriar (=S. Kuppuswami Sastri). Kavi, introduction to Avantisundarikathasara and Avantisundarikatha, 15. But
Harihara Sastri refers to it as a three-year project in the introduction to Avantisundart Kathasara (Madras:
Kuppuswami Sastri Research Institute, 1957), i. Neither editor provides further details about the project, but this
must be the three-year peripatetic party of GOML to find manuscripts listed in the “Additions to the Library,” in
Journal of the Royal Asiatic Society of Great Britain and Ireland no. 3 (Jul. 1920): 441. See under S. Kuppuswami
Sastri, Report on the Working of the Peripatetic Party of the Government Oriental MSS. Library during the
Triennium 1916-19.

36. Kavi, introduction to Avantisundarikathasara and Avantisundarikatha, 15-16.

37. 1bid., 16.



folios from a Nambudiri brahman household in Muvattupuzha, North Travancore.” The bundle,
which contained various Sanskrit texts, also contained a considerably larger, albeit still
fragmented, manuscript of the Avantisundari. This manuscript became the basis for the 1954
edition by K. S. Mahadeva Sastri under the supervision of Narayana Pillai.* Along with finding
the folios for the 1954 edition, G. Harihara Sastri published a second edition of the
Avantisundarikathasara based on the 1924 editio princeps and two new manuscripts. This
edition appeared serially across eleven issues of the Journal of Oriental Research Madras
(December 1946—June 1949)* before being published as a monograph in 1957 by the
Kuppuswami Sastri Research Institute with an extensive introduction in which the editor
provides a detailed summary and comparison of the Avantisundart and its Sara.*

Despite the fragmentary state of both the Avantisundarikathdasara and Avantisundari for
the 1924 edition, both works’ description of Dandin as the author of this newly introduced work
was received with much fanfare. From the style of the Avantisundarikathasara, Kavi first
identified it as the work of the Kavyadarsa author.* Aside from questions of the identity of the
authors of both works, the earliest conversations had to do with the relationship between the poet
Bharavi, author of the mahdakavya Kiratarjuniya, mentioned in the Avantisundari framing
narrative and Dandin’s great-grandfather Damodaragupta.* While the Kavyadarsa and the
Dasakumaracarita, both attributed to Dandin, had received scholarly attention prior to the
publication of Avantisundari, neither of these works had provided information about the author’s
date or provenance. The framing narrative, with its account of Dandin’s ancestors’ migration
from northern India to the Deccan and of the travels of his great-grandfather Damodara,
emboldened the Avantisundar?’s editors and other mid-twentieth century scholars of Sanskrit
literature to locate Dandin in the city of KaficT (now, Kanchipuram, northern Tamil Nadu) during
the reign of Narasimhavarman Pallava (ca. 680—720 c. CE).* And, despite continued debate
whether the Dandin of the Kavydadarsa, the Dasakumaracarita, and the Avantisundari were one
in the same author, the Avantisundar?’s framing narrative account became the default biography
for the presumed author of all three works.

38. Harihara Sastri, introduction to to Avantisundari Kathasara, i.

39. Whereas twenty-five pages comprise the published Avantisundari fragment in Kavi’s 1924 edition, two
hundred and forty-six make up Sastri’s 1954 edition.

40. G. Harihara Sastri, ed., “Avantisundarikathasara,” Journal of Oriental Research Madras 16, pts. 2—4
(Dec 1946—Jun 1947); 17, pts. 14 (Sep 1947—Jun 1948); 18, pts. 1-4 (Sep 1948—Jun 1949).

41. Avantisundari Kathdsara, ed. G. Harihara Sastri (Madras: Kuppuswami Sastri Research Institute, 1957)
42. Kavi, introduction to Avantisundarikathasara and Avantisundarikatha, 1.

43. On this debate, see Kavi 1923, “Avantisundari-Katha of Dandin,” 194-95; Kavi 1924, introduction to
Avantisundarikathasara and Avantisundarikatha, 2-3; Sushil Kumar De, “Bharavi and Dandin,” Indian Historical
Quarterly 1 (1925): 31-36; G. Harihara Sastri. “Bharavi and Dandin,” Indian Historical Quarterly 3, no. 1 (1927):
169-171; and Sushil Kumar De, “Miscellany: A Note on the Avantisundarikatha in Relation to Bharavi and
Dandin,” Indian Historical Quarterly 3, no. 1 (1927): 395-403.

44. See, for example, Sastr, Avantisundart of Acarya Dandin, 23-24; Dharmendra Kumar Gupta, 4
Critical Study of Dandin and His Works (Delhi: Meharchand Lachhmandas, 1970), 89-93. Cf. B. V. Krishnarao,
“Avantisundarikatha and Its Historical Value,” Proceedings of the Indian History Congress 5 (1941): 211.
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The publication of the Avantisundari especially brought to the fore the question of the
work’s relationship with the more popular prose kavya attributed to Dandin, the
Dasakumaracarita. Despite differences in style, diction, and narrative structure, the two works
have very similar plots. From the time that Wilson introduced the Dasakumaracarita to western
audiences, it has been a textual conundrum for scholars. The work is divided into three sections:
a purvapithika, “introduction,” the body of the work, and the uttarapithika, “conclusion.” For the
most part, scholars consider the body to be composed by Dandin, and the introduction and the

conclusion by later authors.*

The Dasakumdaracarita narrates the story of prince Rajavahana and his nine conatal
companions who, after spending their childhoods in exile in the Vindhya forest, set off on a
digvijaya, “quest to conquer the directions,” and avenge the defeat of Rajavahana’s father,
Rajahamsa, king of Magadha, at the hands of king Manasara of Ujjayini. Rajavahana is separated
from his companions after helping the brahmin ascetic Matanga become ruler of the underworld.
The remainder of the Dasakumaracarita takes place with Rajavahana running into two of his
companions and hearing their adventures of love and conquest. Rajavahana then meets and falls
in love with Avantisundari, daughter of his father’s enemy, Manasara. With the help of a
magician’s power of illusion, Rajavahana marries Avantisundar. The story transitions here from
the piarvapithika to the body of the text. Adventures ensue. And the rest of the work consists of
Rajavahana remeeting the rest of his boon companions and hearing their subsequent adventures.
In the uttarapithika, Rajavahana and his companions conquer Manasara, Rajavahana succeeds
his father as ruler of Magadha, and his companions become vassal rulers of neighboring
kingdoms.*

The beginning of the Avantisundari differs dramatically from the Dasakumaracarita in
that it opens with a twenty-seven verse preamble and a framing narrative that gives an account of
Dandin’s ancestry, his life, and how he came to compose the story of Avantisundari. Whereas the
Dasakumaracarita moves at a snappy pace syncopated with considerably more verbal forms, the
Avantisundari moves at the pace of gadyakavyas such as Vasavadatta and Kadambari. That is, it
foregrounds description through the use of long nominal compounds and repeating figures of
sound and sense. Moreover, it punctuates the main narrative with lengthy philosophical
discourses as well as intervening stories that provide history, metempsychotic backstories, and
the occasional future prediction. The narrative continues up to Rajavahana’s meeting with the
brahmin ascetic Matanga and his entrance into the underworld. As an example of a
metempsychotic back story, the work abruptly ends with the future wife of Matanga relating
how, in a past life, she heard the story of Kadambart.

45. See for example, Isabelle Onians, Introduction to What Ten Young Men Did, Clay Sanskrit Series (New
York: New York University Press / JJC Foundation, 2005), 22-23. As counterpoint, see Herman Tieken, “Dandin,
the Dasakumaracarita, and the Avantisundarikatha,” Bulletin d’ Etudes Indiennes 31 (2013): 231-52.

46. For translations of the Dasakumaracarita, see for example M. R. Kale, trans. Dasakumaracarita of
Dandin, 4th ed. (1925, repr. Delhi: Motilal Banarsidass, 1966); Johann Jakob Meyer, trans., Dandins
Dasakumaracaritam: die Abenteuer der zehn Prinzen. Ein altindischer Schelmenroman (Leipzig: Lotus-Verlag,

1902); Marie-Claude Porcher, Histoire des dix princes, par Dandin. Traduit du sanscrit, présenté et annoté (Paris:
Gallimard, 1995); and Onians, What Ten Young Men Did.
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Given the different register and narrative priorities, the Avantisundari’s printed edition,
which totals two hundred and forty-six pages, only takes its audience through the first two of the
five chapters that make up the Dasakumaracarita’s pirvapithika. This comes to less than one-
seventh of the narrative as it appears in the Dasakumaracarita. Because the Avantisundari ends
before the beginning of the body of the Dasakumaracarita—the section believed to be composed
by Dandin—there is no crossover between the two works to compare. However, the
Avantisundari verse summary, the Avantisundarikathasara, summarizes the contents of the
Avantisundari to where the prose work ends. It then continues the narration following the
Dasakumaracarita’s storyline up to where Rajavahana meets his companion Upaharavarman. In
the Dasakumaracarita, this meeting takes place in the third out of eight ucchvasa-chapters that
make up the main body of the work, that is, the section thought to be composed by Dandin.
Given that the Avantisundari ends close to where the Dasakumaracarita’s pirvapithika ends,
many scholars have concluded that the Avantisundari and the body of the Dasakumaracarita had
once formed a unitary work known as the Avantisundari. But, because the Avantisundari portion
had gotten lost over time, later authors re-wrote the beginning portion of the work and, naming it
the pirvapithika, attached it to the body of the separated work. The entire work was then
renamed the Dasakumaracairta.”’

In the century since the publication of the 1924 edition of the Avantisundarikathasara
and the Avantisundart, many of the questions regarding the text have remained the same. They
have to do with the issues of authorship and the relationship between the Avantisundari and the
Dasakumaracarita. While most of these arguments are rehearsals of one of the early ones,
recently Herman Tieken has taken a different and potentially productive approach to the dating.*
I will return to his work below. The other issues that remain of interest to scholars are the poets
mentioned in the work’s kaviprasamsa and the historical details pertaining to the framing
narrative. Another approach to the Avantisundari’s story proper that some textual scholars have
taken on is that of cultural studies. For example, A. K. Warder’s work has been useful in thinking
about some of the philosophical views expressed in the prose works attributed to Dandin such as
the role of daiva,“fate,” in them.* But much more needs to be done.

Despite being one of the few available works of Sanskrit literary prose from the second
millennium, the Avantisundari has received surprisingly little attention. For example, aside from
a two mentions, Robert Hueckstedt’s important work on the style of early-medieval Sanskrit
prose poetry, which focuses on Bana’s prose and Subandhu’s Vasavadatta, does not discuss the

47. For the most recent discussion of this debate, see Manu Francis’s excellent study of literary sources
attributed to the Pallava court. Emmanuel Francis, “Le discours royal: Inscriptions et monuments pallava (IVéme—
[Xeéme siecles),” vol. 1 (PhD diss., Université Catholique de Louvain, 2009), 91-98. To date, the relationship
between the Avantisundari and the Dasakumaracarita remains inconclusive. While this view that the
Dasakumaracarita is part of the Avantisundari has generally been accepted, early-twentieth century scholars, such
as S. K. De and A. B. Keith strongly disagree based on stylistic differences between the two works. See Keith,
History of Sanskrit Literature, xvi.”

48. Herman Tieken, “Dandin, the Dasakumaracarita, and the Avantisundarikatha,” Bulletin d’ Etudes
Indiennes 31 (2013): 231-52.

49. A. K. Warder, Indian Kavya Literature (Delhi: Motilal Banarsidass, 1983), 4: 169-172.
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Avantisundart.™ In terms of literary esteem, Bana’s and Subandhu’s prose works are given the
highest regard. And even the the Dasakumaracarita has been considered in much more detail
than the Avantisundari, despite its outlier status in terms of style and genre. An exception to this
lacuna of addressing the Avantisundari through a literary lens is Maan Singh’s monograph,
Subandhu and Dandin, which compares Subandhu’s Vasavadatta with the prose works attributed
to Dandin, the Avantisundart and the Dasakumaracarita, in terms of style and diction.”!

This general lack of engagement with the Avantisundari might arise from a number of
textual issues. First, the Avantisundari and Avantisundarikathasara manuscripts that have been
found thus far are incomplete and damaged. And the available folios are regularly illegible and
filled with lacunae with the folios being out of order in places. At times there are palm-leaf pages
left blank by the scribe which G. Harihara Shastri notes is “a fact evidencing the imperfect state
of the original from which the present copy was made.” On the state of the manuscript, with its
lacunae and scribal errors, Harihara Sastri notes, “The editors have not, therefore, been able to
convince themselves that the readings are quite correct.”” Along with the physical
incompleteness of the texts arises the difficulty of an incompleteness of narrative. Despite ending
mid-narrative, the manuscript’s colophon states that the work is finished.** This apparent cutting
off of the narrative made Sastri question the colophon as a scribal error: “The colophon
mentioning the work as complete is evidently a mistake made by the copyist who, not having the
continuation, took the portion for a complete work.”*

Not only does the Avantisundari edition contain numerous lacunae and end in medias
res, its language is quite dense and difficult, as far as Sanskrit kavya goes, containing some
unwieldy syntax and numerous words not found in Sanskrit dictionaries. Compounded with these
general issues of transmission is the difficulty that the uninitiated reader might have with the
challenging idiom of ornate Sanskrit prose. In addition, it contains numerous lacunae and what
look like oversights or emendations by numerous hands during the course of its transcription and
publication. These issues and the generally difficult language of the text make the work difficult
to access. At the same time, these issues also allow interesting and potentially productive
questions to be asked about the Avantisundart as text, as material object, as part of a larger
narrative tradition, and as a work of literature.

From the review of the literature above, it is clear that the same questions have been
asked of the Avantisundari since its introduction to modern scholarship in the 1920°s without

50. Hueckstedt, The Style of Bana, 25, 29n4.

51. Maan Singh, Subandhu and Dandin, (New Delhi: Meharchand Lachhmandas), 1979.
52. Harihara Sastri, introduction to to Avantisundari Kathasara, 2.

53. ITbid.

54. “Thus, the Avantisundari composed by Acarya Dandin is finished (ity dcaryadandina krta
avantisundart samapta).” AS, 216. The editor has chosen to keep the numbering of the out-of-sequence manuscript
folio here. So the last page of the edition is 216 and the penultimate 245. This has been done without explanation in
the critical apparatus.

55. Harihara Sastri, introduction to to Avantisundari Kathasara, ii.
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new answers forthcoming. Moreover the method of enquiry has primarily been that of seeking
empirical data from the text without considering the literary context of the work. This is
especially the case with understanding the relationship between the Avantisundari and the
Dasakumaracarita as well as the identity of the author(s) of these two works. What has yet to be
explored in this area are the poetic conventions within which these details are embedded, the
intertexts of the narrative source material, and the rich use of tropes both linguistic and thematic
that this gadyakavya employs. In other words, I suggest that a study of genre and narrativity
would yield different outcomes to these questions.

Herman Tieken’s 2013 work mentioned above has taken the first steps in this direction.
Here, he addresses old questions regarding authorship and continuity in the Dasakumaracarita
by considering narrative structure as well as linguistic and stylistic considerations within the text.
His arguments focus mainly on narrative coherence and authorship followed by questions of
genre. Contra scholars who believe that the beginning and end of the Dasakumaracarita were
lost and that new beginnings and ends were composed by later authors, Tieken argues that the
transitional points between sections act as "turning points" in the narrative.’® In terms of genre,
he is one of the first to critically consider the narrative topoi of the Dasakumaracarita as part of
the Brhatkathd tradition. Here he theorizes that the magical realism of these texts signals a
narrative space that functions as "vidyadhara time."*” Tieken also notes the structural parallels
between what I refer to as the conatal motif of Naravahanadatta and his ministers in the
Brhatkatha verse epitomes and prince Rajavahana and his boon companions in the
Dasakumaracarita.® He very compellingly ends with nods toward the genre distinctions inherent
in the carita, a hero’s “deeds,” contra the katha, “story” based on earlier narrative material in
Dandin's prose works.” Tieken has gestured toward a solution to this fragmented transmission of
Dandin’s texts by asking: “such serious losses in the course of their transmission: was it
accidental or were they fragments from the very beginning?”’® Tieken's approach is a productive
model for thinking seriously about narrative as a means to understanding other more “belabored"
issues such as authorship.

Another productive approach to reading the Avantisundari would be the one applied by
the authors of the Journal of Indian Philosophy’s special 2010 issue on the poet Bilhana, author
of the patron-centered mahakavya Vikramankadevacarita (Deeds of King Vikramanka, late 11th
c. CE).*" Rather than focus on Bilhana as a eulogist, the three articles that comprise the issue
focus on the author’s overall “poetic and political vision”* The authors contextualize Bilhana’s
work by putting it into conversation with the larger cultural and aesthetic processes that would

56. Tieken, “Dandin, the Dasakumaracarita, and the Avantisundarikatha,” 234-36.
57. Ibid., 242.
58. Ibid., 241.
59. Ibid., 248.
60. Ibid., 249.

61. Lawrence McCrea, Yigal Bronner, and Whitney Cox, introduction, Journal of Indian Philosophy 38,
no. 5 (2010): 453-55.

62. Tbid., 453.
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influence a Kashmiri expatriate poet of the late-eleventh century. By doing so, they are able to
trace the conflicted undercurrents of the poet’s work. For example, Lawrence McCrea’s
contribution points to the different genre choices available to Bilhana when depicting his patron
and what was at stake for making such choices. By choosing to depict Vikramanka in the
historical mode of the carita, McCrea notes that the poet no longer has the choice to ignore the
king’s less savory political conduct: “Had he chosen to invent a series of fanciful adventures for
his royal hero, as Padmagupta had earlier done, he could have sidestepped the issue, but once he
has decided to offer a more or less historical account, he is constrained, at least in the broad
outlines of his narrative, by what actually occurred.”® Though the Avantisundari doesn’t purport
to be a patron-centered carita, it does address themes of kingship, patronage, and authorial
representation that, through reading practices such as these, we might be able to better
understand their social contexts.

1.5. Plan of the Dissertation

The two focal points of this dissertation, gadyakavya as a literary form and the
Avantisundari as one of the less studied works of this literary form, are supported by the
underlying view that k@vya and alankarasastra mutually inform each other. So rather than
participate in the conversation of whether literary theory in premodern South Asia is descriptive
or prescriptive,* I suggest that poetry and poetic theory have a constitutive relationship. In
support of this view, I place the Avantisundari in conversation, not only with other works of
gadyakavya, but with alankarasastras that theorize gadyakavya. To this end, I refer to Bhamabha,
Dandin, Vamana (c. 800 CE), and Rudrata (9th c. CE) as “early theorists” in my discussion of
gadyakavya. As a preliminary discussion to the Avantisundari, Chapter Two historicizes
gadyakavya through the lens of genre. By first questioning whether the etic term, genre, is at all a
viable category for analysis in Sanskrit poetics, the chapter articulates how k@vya has been
conceptualized by early poetic theorists in a way that both corresponds to and departs from
modern literary conceptions. Focusing then on the literary-prose genres of akhyayikd and katha,
the chapter offers a revisionist history of these gadyakavya genres that departs from formalist
readings. Continuing along the lines of literary historical inquiry, the second half of Chapter
Two considers the relationship between the earlier term akhyayika in Patanjali’s Mahabhasya
and its use to describe the later prose genre of akhyayika. A theme throughout this preliminary
chapter is that of the shifting role of imagination in understanding the narrative sources of kavya.

Having articulated a provisional genre history of gadyakavya in Chapter Two, Chapter
Three continues the discussion of gadyakavya by considering the role of the kavyarambha,
“verse preamble,” in gadyakavya works and then offering a new approach to reading the verse

63. Lawrence McCrea, “Poetry Beyond Good and Evil: Bilhana and the Tradition of Patron-Centered Court
Epic,” Journal of Indian Philosophy 38, no. 5 (2010): 508.

64. For a modified version of the latter view, see Sheldon Pollock, “Sanskrit Literary Culture from the
Inside Out,” in Literary Cultures in History: Reconstructions from South Asia, ed. Sheldon Pollock (Berkeley:
University of California Press, 2003), 44.
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preamble in the Avantisundari. By outlining the development of the opening verse in Sanskrit
and Prakrit literature, I show that, rather than being a static literary convention, the preamble
follows the changing requirements of genre and literary affiliation. In its first section, Chapter
Three focuses on the mangalacarana, “opening benedictory verse” and its special features when
opening gadyakavya works. After pointing to the discursive features of the mangaldcarana, this
chapter considers the power of literary tropes to create affiliations between works. The second
half of Chapter Three analyzes the kaviprasamsa, the “praise of poets” section of the poetic
preamble, to show again the gadya-specific features of the kaviprasamsa. Using this new
analytical framework, the chapter outlines the features of the Avantisundari’s verse preamble vis-
a-vis that of other literary-prose works. In doing so, it situates the work within the larger
narrative tradition of the Brhatkathd (Great Story).

Chapter Four considers the framing narrative of the Avantisundari, which provides a
genealogy of the author Dandin and explains how he came to compose the work. Taking the
transparent historical reading of the framing narrative as a point of departure, this chapter looks
at the literary conventions and descriptions of authorial “self-fashioning” that abound in the
framing narrative to better understand the social aesthetics of what it meant to be an author in
early-medieval India. By looking at shared representations of a particular kind of authorial
representation and literary production—one that, while first appearing in gadyakavya works
travels and finds voice across genres, regions, and time periods—I suggest that the Avantisundari
framing narrative presents different models of patronage through its representation of Dandin
and his great-grandfather Damodara, a famous poet in his own right. While we recognize the
more established poet-patron model in the case of Damodara, Dandin’s own circumstances of
narrative production are mediated through other social networks and authorized through different
powers, namely the power of pratibha, “poetic inspiration.”

Chapter Five returns to the theoretical questions posed in Chapter Two, thus shifting our
attention back from Dandin the poet to Dandin the poetic theorist. Through a close reading of
Dandin’s biography, the fourth chapter presented a new imagining of the poet. To counter the
formalist impulse to conceive of alankarasastra as a linguistic and semiotic space devoid of the
social contexts of production and reception, this chapter seeks to better understand the adhikar,
“authorized reader/audience,” of Dandin’s work on poetics. To this end, it considers how
Bhamaha and Dandin conceive of their projects through the anubandhacatustaya, the “fourfold
criteria” of a sastra. While Bhamaha and Dandin have similar purposes for their work, their
varying definitions of the requirements of the poet suggest that their works are meant for, in part,
different audiences. For Dandin, I argue the Kavyadarsa not only speaks to the traditional poet
seeking everlasting fame and patronage, it also highlights the social and performative aspects of
poetry-making in a way that Bhamaha’s work does not.
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Chapter 2: Preliminary Discussions of Genre and Narration

2.1. Introduction
Story as Story: The Avantisundart’s Presentation of Itself

Toward the end of the Avantisundari’s framing narrative, Dandin and his companions
visit a seaside temple where they witness a red lotus emerge from the ocean and become a semi-
divine being of the vidyadhara class. Urged by his companions to explain this amazing sight,
Dandin returns home and worships Visnu for an answer. And, in response, Visnu, through the
agency of Sarasvati, reveals the story of Avantisundari to him in a dream. Upon waking from this
narrative revelation, Dandin addresses his companions “with the desire to tell the story (katha) of
Avantisundari to the group of friends who are eager to listen (Susrisave suhrdgandya katham
avantisundarim acikhyasuh):®

yusmatprarthitanusthitaprayatnena maya madhunarakaristakesikamsa-
dhvamsanasya tribhuvanaikamangalasya bhagavato bhaktabhayaharana-
vidhivicaksanasyda/mbujeksana]sya prasadad ambunidhav
ambujasyambarecaratvapraptyavasanam adbhutam atimahat
kathasariram drstam | asti cet kutithalam ayam aham kathayami |
sriyatam |

Attempting to accomplish what was requested by you all, and through the
grace of

the destroyer of Madhu, Naraka, Arista, Ke$i, and Kamsa,

the one blessing of the three worlds,

the blessed one skilled in the ways of removing his devotee’s fear,

the lotus-eyed
[Visnu], I beheld the wondrous, very expansive body of the story
(kathasariram) that ends (avasana) with a lotus in the ocean attaining
(prapti) the state of a sky-going [vidyddhara]. If this is of interest,”’ I will
explain. Please listen.

Given the fragmented state of the existing manuscripts, transcripts, and digested versions of the
Avantisundart, the reason for the lotus’s transformation into a vidydadhara remains a mystery.
However, the episode above signals other important aspects of the text. The densely compounded
prose, with its intentional repetition of words and phonemes, locates the work in the world of

65. Avantisundart (AS), 17. Unless otherwise noted, all Avantisundart references are to the Trivandrum
Sanskrit Series edition (TSS).

66. AS, 17.

67. asti cet kutithalam ayam: lit., if this is a curiosity.
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ornate literary prose (gadyakavya). And, while the terms avasana and prapti in the passage are
understood in their general senses of “end” and “attainment,” they also refer to technical terms in
literary-aesthetic theory—a resonance that would not be lost on the work’s audience of
cognoscenti.®®

Less obvious, but as important to the discussion at hand, is the work’s acknowledgment
of its own narrative structure. Distinguishing between paratext and text, the author refers to the
story of Avantisundari as the kathasarira, literally, the “story-body.” This stands in contrast to the
kathavatara, the “descent of the story, the account of how a story comes to be told. While most
modern translators understand kathasarira to mean the story’s “plot,”® I suggest that premodern
treatises on literary-aesthetic theory use the term to refer specifically to the main narrative of a
work or to the source material from which the main narrative is drawn—and to distinguish this
main narrative from other elements of a composition. For example, Rudrata’s Kavyalankara
(Ornaments of Literature, c. 850 CE, Kashmir) uses kathdsarira as a technical term when
describing the features of the mahakatha, or the great prose narrative:”

sanuprasena tato bhityo laghvaksarena gadyena |

racayet kathasariram pureva puravarnakaprabhrtin ||

adau kathantaram va tasyam nyasyet praparicitam samyak |

laghu tavat samdhanam prakrantakathavataraya ||RukKA 16.21-22|"!

Then, one should compose the story-body (kathasarira) beginning with a
description of the city as if it were in days of yore, with a preponderance of
metrically light prose containing alliteration. And, at the beginning, one
should place another story (kathantara) within it—one that is properly
treated at length—such that there is a smooth transition (samdhana) to the
story’s descent (kathavataraya), which takes place prior.

68. For an example of prapti, see Dhanafijaya’s discussion of the five junctures (sandhis) of a play in
Dasariapaka 1.28 (NSP edition). Here, the opening juncture (mukha) is the attainment of happiness (prapti). For an
example of avasana, see Anandavardhana’s description of rasa in the Mahabharata in Dhvanyaloka (DhvLo) 4.5, p.
274 (KSS edition). For an analysis of this DAvLo passage in conversation with Kalhana’s Rajatarangini, see
Lawrence McCrea, “Santarasa in the Rajatarangint: History, Epic, and Moral Decay,” The Indian Economic &
Social History Review 50, no. 2 (2013): 182-85.

69. For example, see Daniel H. H. Ingalls, Jeffrey Moussaieff Masson, and M. V. Patwardhan, trans., The
Dhvanyaloka of Anandavardhana with the Locana of Abhinavagupta, ed. Daniel H. H. Ingalls (Cambridge, MA:
Harvard University Press, 1990), 427-29 on DhvLo 3.10, vrtti, and Locana. Better is “narrative form” in McCrea,
“Santarasa in the Rajatarangint, 186.

70. Kavyalankara of Rudrata (RuKA4) 16.20-23 (KMS edition). I discuss these passages below. For
Rudrata’s date and provenance, see P. V. Kane, History of Sanskrit Poetics, 4th ed. (Delhi: Motilal Banarsidass,
1971), 153-55.

71. In the compound prakrantakathavataraya, 1 take kathavatara as a genitive tatpurusa compound
modified by the participle prakranta (former), “to the prior descent of the story” (prakantah yah katha tasyah
avatarah tasmai). It could also be taken as the “to the descent of a former story” (prakranta katha tasyah avatarah
tasmai). Alternatively, this could be read as a locative tatpurusa compound, “to the descent into the story,” I render
samdhana, lit., “joining,” “union,” or “mixing,” as “smooth transition.”
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Unlike the earlier discussions of gadyakavya by Bhamaha and Dandin, Rudrata addresses some
of the key structural elements of the katha genre of prose: the kathavatara, the story’s
circumstances of production, the kathdasarira, the story proper, and the kathantara, other stories
woven into the larger narrative. The Avantisundari is not the only literary work to signal its
narrativity through the technical language of poetics, or alankarasastra. At the end of the
framing narrative of Somadeva’s Kathasaritsagara (Ocean of Story-Rivers, 11th c. CE,
Kashmir), Gunadhya, the author of the Brhatkatha and ex-royal minister of king Satavahana,
meets the king after a period of self-imposed exile and tells him of his past life as a gana
attending to lord Siva:

so 'pi svam puspadantasya rajie sapadicestitam |

jhani kathavataram tam dacakhyau bhiitabhasaya ||

tato ganavataram tam matvd padanato nrpah |

yayace tam katham tasmad divyam haramukhodgatam ||KSS 1.8.30-31||™

In the language of the spirits,” the wise one himself told the king the
descent of the story (kathavatara), which was first set in motion by
Puspadanta’s curse. Then realizing him to be the incarnation of a gana
(ganavatara), [with his head] bowed down at [Gunadhya’s] feet, the king
implored him for the divine story (kathad) that had come from the mouth of
Hara.™

In this way, the Avantisundari is a katha in two senses of this multivalent term. As a work of
gadyakavya, it is of the literary genre katha as opposed to the other prose genre of akhyayika.
While the translations to follow of each of these genres is not perfectly representative, for now,
let us call the prose katha “invented narrative” and the prose akhyayika, “historical narrative.”
The Avantisundari is also a kathd in the sense of a narrative, one strongly influenced by, if not
based on, the Brhatkatha tradition of story literature.” Before turning to the Avantisundari, this
chapter of the dissertation will focus on these larger questions of genre and narrativity in order to
provide a literary-historical context for, not only the Avantisundart, but also for the other
Sanskrit gadyakavya works of first-millennium South Asia.

72. Kathasaritsagara of Somadevabhatta (NSP edition).

73. For a compelling history of the semantic drift that took place with the term bhiita- in bhiitabhdsa, see
Andrew Ollett, “Ghosts From the Past: India’s Undead Languages,” The Indian Economic and Social History
Review 51, no. 4 (2014): 405-56, especially pp. 436—40. By rendering bhiita here as “spirits,” I attempt to convey
the sense of bhiitabhdsa as the language of “ghosts” and of “the past.”

74. yayace tam katham tasmad divyam: lit., “begged/implored the divine story from him.”

75. See, too, the colophon at the end of the first story of the Sukasaptati (Seventy [Tales] of a Parrot):
“Thus, is narrated the first tale (katha) which has the form of the original foundation of the other tales, known as the
descent of the story (kathavatara) in the story-collection (iti iyam prathama kathetarasam kathanam
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Chapter Scope: Gadyakavya and the Brhatkatha

In this chapter, I set the context for my exploration of the Avantisundari by discussing
genre as a conceptual category. This discussion helps us better understand the relationship
between gadyakavya and the narrative tradition that gadyakavya is primarily drawn from. Both
these aspects speak to their participation in a particular literary genre, but also as part of a
discursive genre that shares a particular imagining of the past. While the former, gadyakavya,
points to a literary genre acknowledged by traditional scholars of alankarasastra, “treatises on
poetics,” the idea of a Brhatkatha tradition as a narrative genre is less explicitly so and, thus,
requires more explanation. While much of the dissertation will focus on the formal aspects of
genre in gadyakavya, specifically in the Avantisundari, it will do so, not in the spirit criticized by
Rick Altman that “genre study serves to convince theorists that genres actually exist, that they
have distinct borders, that they can be firmly identified....and that they evolve according to a
fixed and identifiable trajectory.””® Rather, as argued by John Frow, “Just as genres form a
horizon of expectations against which any text is read, so are they themselves subsumed within a
broader horizon formed by a period’s system of genres.””” Using Jauss’s hermeneutic term
“horizon of expectations,”” Frow reminds us that, to use genre as a category of analysis, we need
to understand that, like the texts that they belong to, genres are neither stable nor transhistorical.”
Instead Frow reminds us that, for a text to be legible at all, its receiver must have a shared
intertextual knowledge, a common understanding of forms of discourse that makes genre itself
both social and historical. Moreover, there is a “fuzziness and open-endedness of the relation
between texts and genres” rather than rigid formal categories.*

This chapter attempts to clarify some of the fuzziness around gadyakavya and its genres
while simultaneously complicating our understanding of these forms. The first half of the chapter
reconsiders the treatment of the prose genres akhyayika and katha in early alankara treatises by
moving away from the focus in modern studies on the formal aspects of genre. By earlier
alankara treatises, I refer specifically to the works on poetics that address gadyakavya from the
second half of the first millennium, specifically Bhamaha’s Kavyalankara (Ornaments of
Literature, ca. 7th c¢. CE), Dandin’s Kavyadarsa (Mirror of Literature, late 7th—early 8th c. CE),
Vamana’s Kavyalankarasiitra (Aphorisms on the Ornaments of Literature, ¢, 800 CE), and
Rudrata’s Kavyalankara (Ornaments of Literature, 9th c. CE). Not only do these works present
unique perspectives on gadyakavya, when read together, these genre-specific discussions provide

76. Rick Altman, Film/Genre (London: British Film Industry, 1999), 6. Quoted in John Frow, Genre
(London: Routledge, 2006), 53.

77. Frow, Genre, 70.

78. Hans Robert Jauss, Toward an Aesthetic of Reception, trans. Timothy Bahti (Minneapolis: University of
Minnesota Press, 1982).

79. Here Derrida’s view that the relationship between genre and a text is one where “participation never
amounts to belonging” is useful. Jacques Derrida, “The Law of Genre,” trans. Avital Ronell. Critical Inquiry 7, no. 1
(Autumn 1980): 65.

80. Frow, Genre, 54.
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a window into changing ideas of the relationship between literary form and its relationship with
past traditions. By expanding the discussion of prose to include earlier references in the
vyakaranasastra, “‘grammatical treatise,” Patafijali’s Mahabhasya (ca. 2nd c¢. BCE), the second
half of the chapter considers the continuities and ruptures between the akhyayika as a historical
genre and as a literary genre.

2.2, Gadyakavya and Genre
Genre as an Analytical Category

Authors of alankarasastra conceptualize genre though the matrix that forms kavya’s
prerequisite features. The earliest theorist on record, Bhamaha (ca. 7th c. CE) discusses these
high-level features of poetry in his definition of k@vya in the very first pariccheda-chapter of the
Kavyalankara (The Ornaments of Literature):

sabdarthau sahitau kavyam gadyam padyam ca tad dvidha |
samskrtam prakrtam canyad apabhramsa iti tridha ||
vrttadevadicaritasamsi cotpadyavastu ca |

kalasastrasrayam ceti caturdha bhidyate punah ||

sargabandho 'bhineyartham tathaivakhyayikakathe |

anibaddham ca kavyadi tat punah paiicadhocyate ||BhKA 1.16-18][*'

Kavya is endowed with sound and sense. It has a two-fold division of prose
and verse. It also has a three-fold division of Sanskrit, Prakrit, and
Apabhramsa. It is again divided into four types: one relating the past deeds
of gods and others, one with topics inspired by the author, and those who
have the arts and sciences as their sources. That principal kavyas are said to
be divided once again into five: those composed in sargas (i.e.,
mahakavya), those whose meaning is acted out (abhineyartha), the
akhyayika, the katha, and individual verses (anibaddha).®

This introduction to the formal elements of ka@vya provide what, for Bhamaha, are the five
requirements of all poetry. Foremost are sound and sense, the components of all language. This is
followed by a rhythmic mode of either verse or prose, language choice, and then source material.
The fifth and final division is akin to the modern conception of higher-order literary genre. Of

81. Unless otherwise noted, all Kavyalasikara of Bhamaha (BhKA) references will be from the Kashi
Sanskrit Series edition (KSS).

82. Alternatively, the term kavyadi could construe with anibaddham to mean “excellent kavya is unbound,
i.e., presented as individual verses.” In either case, the adi needs to be taken as “chief” or “best of” instead of
“beginning with.”
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the five genres that Bhamaha lists, the akhyayika and katha—to which I will return below—are
composed in prose.

Dandin’s Kavyadarsa (Mirror of Literature, late 7th—early 8th c. CE) generally follows
Bhamabha’s classification of these foundational aspects of kavya. But, he conceives of these
features through the metaphor of “the body (sarira) and the ornaments (alarnkaras) of kavya
(Sariram ca kavyanam alamkaras ca)”® Here, the higher-order features of poetry form the body
that is made beautiful by its ornaments, the rhetorical figures that the rest of the treatise focuses
upon. Whereas Bhamaha names prose (gadya) and verse (padya) as the two rhythmic modes,
Dandin adds prosimetry, a mixture of prose and verse (misra) as a third type.* And where
Bhamabha allows for Sanskrit, Prakrit, and Apabhramsa as the three literary languages, Dandin
offers a macaronic register, a mixture from the three literary languages (misra) as a fourth type.®
Departing from Bhamaha’s organization, which lists the sources of kavya and the literary genres
sequentially after rhythmic mode, Dandin subsumes these features under the higher-level
features. Thus, the verse genre of sargabandha;* the prose genres of katha and akhyayika;* and
the combined forms, starting with plays (natakadini) and including the newly presented genre of
campii, are enumerated under the rubric of their respective rhythmic mode.*

While the earliest theorists on record, Bhamaha and Dandin, both place this discussion of
kavya’s high-level features in the opening verses of their works, discussions of genre lose this

83. Kavyadarsa of Dandin (DaKA) 1.10. All DaKA references are from the 1936 Srinivas Press edition
unless noted otherwise:
taih [suribhih] sariram ca kavyanam alamkaras ca darsitah |
Sariram tavad istarthavyavacchinnd padavaly ||

And they [the seers] reveal the body (sariram) and the ornaments of kavya.
First, the body is a succession of words, distinguished by their desired meaning.

Though beyond the scope of this discussion, we also see the idea of an animating principle for this body in Dandin’s
discussion of poetic styles (margas, lit., “paths™): “[The aforementioned] ten poetic merits (gunas) are the life-
breaths (pranas) of the Vaidarbha-path (iti vaidarbhamargasya prana dasa gunah smytah, DaKA 1.42ab). This
metaphor gets fully realized with Vamana introducing style (riti) as the soul (atman) of kavya. See
Kavyalankarasitra of Vamana (VakKAS) 1.2.6 and vrtti (VaKASv, KMS edition).

NB: Bhamaha’s Kavyalankara also speaks of a body made of kavya (kavyamayam vapuh, BhKA 1.6d,
edition). But Bhamaha’s kavya-body consists of the everlasting fame bestowed upon the talented poet. For a further
discussion of the difference between Bhamaha’s and Dandin’s use of the body metaphor, see Chapter Five.

84. padyam gadyam ca misram ca tat tridhaiva vyavasthitam | DaKA 1.11ab. Cf. BhKA 1.16b.
85. DaKA 1.32:

tad etad vanmayam bhityah samskrtam prakrtam tatha |

apabhramsas ca misram cety ahur aryas caturvidham ||

The respected say that this manner of speech, for the most part, is fourfold: Sanskrit,

Prakrit, Apabhramsa and a mixture thereof.
Cf. BhKA 1.16bc.

86. The Kavydadarsa’s discussion of sargabandha extends from DaKA 1.14—1.22. Rather than discuss
genres consisting of individual verses (muktakas), clusters of verses (kulakas), verse anthologies (kosas), or same-
meter compilations (samghatas), the DaKA considers these forms as parts of the sargabandha and, therefore,
expansions of the padya mode (sargabandhamsaripatvad padyavistarah, DaKA4 1.13cd).

87. Dandin treats the gadya genres at DaK4 1.23—1.30.

88. DaKA 1.31.
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precedence of place in later works. Given that rhetorical figures at the level of individual verses
are the primary concern of the early Sanskrit alankara theorists, genre—as a feature of the
prabandha, or the composition as a whole—begins to slip in priority. This is reflected in later
treatises where prabandha-level topics and, by metonymy, genre-related concerns are no longer
placed in the introduction. By the time of Rudrata’s Kavyalankara (Ornaments of Literature, 9th
c. CE), the discussion of genre appears only at the very end of the work in its sixteenth and final
adhikarana-chapter. Even with the shift to a rasa-dhvani paradigm, the discussion of the
prabandha remains relegated to the later chapters of most treatises.”

Revisiting the Akhyayika and the Kathda in Classical Sanskrit

Though the treatment of gadyakavya is limited in the early alankara treatises, it does get
acknowledged. The formal aspects of the prose literary genres are presented in the works of
Bhamaha’s Kavyalankara, Dandin’s Kavyadarsa, Vamana’s Kavyalankarasiitra, Rudrata’s
Kavyalankara, and the alankara sections of the Agnipurana and the Visnudharmottarapurana.”
Similarly limited is the treatment of gadyakavya in modern studies of Sanskrit literature. The
main focus in this realm has been on the distinction between akhydyika, commonly translated as
“biography” or “historical narrative,” and kathd, commonly translated as “invented narrative,”
“novel,” or “romance.”' Often cited as the quintessential works of their respective genres are
Bana’s (first-half 7th ¢. CE) two prose works, the Harsacarita, an akhyayika chronicling the
deeds of king Harsa, and the Kadambari, a katha love story that takes place across lifetimes
between king Candrapida and the work’s eponymous heroine, Kadambart. While the Harsacarita
is the single extant example of the akhydyika from the first millennium CE, there are other katha
works, such as Subandhu’s Vasavadatta, Dandin’s Avantisundari, Bhoja’s Srﬁgdramaﬁjarz’kathd,
and Dhanapala’s Tilakamarijari. The definitions of the akhyayika and katha differ from treatise to
treatise, but questions of structure, narrative voice, and poetic invention remain primary
concerns.

S.K. De’s foundational 1924 article, “The Akhyayika and the Katha in Classical
Sanskrit,” points to the formal features that comprise both of these gadyakavya genres in the
early alankara treatises and argues for the importance of Bana’s Harsacarita and Kadambart in

89. For example, the Dhvanyalokoka and Locana discuss genre (here, visaya) and other prabandha-related
issues primarily in conversation with samghatana, texture through arrangement, compounding and style, in the third
uddyota.

90. For this discussion, I refer to works of alankarasastra and not to puranas with alankara sections.

91. I discuss the problematic nature of translating akhyayika as “biography” below. For discussions
favoring the term “romance” for the prose katha, see Hueckstedt, The Style of Bana, 9—11; in favor of the term
“novel” for both prose and verse katha, see Christine Chojnacki, “Charming Bouquet or Wedding Garland? The
Structures of the Jain Heroine ‘Novel’ in Prakrit From Kuvalayamala (779) to Manorama (1082),” Asiatische
Studien - Etudes Asiatiques 70, no. 2 (2016): 365-70. While neither etic genre is analogous to the prose kathd, out of
the two, “romance” in the sense of the medieval European chivalric romance with its tales of wonder and focus on
the heroic quest, as well as its tendency to be composed in prose, shares more genre features with the prose katha
than the modern novel.
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shaping conversations around prose genres.” In a later publication, De summarizes the argument
as follows:

We have tried to show...that two of three well-defined stages are
distinguishable in the development of these two species of the kavya in
Classical Sanskrit, the earliest being represented by the characteristics
given by Bhamaha and the latest by those given by Rudrata; and that while
Bhamaha cannot be taken as having accepted Bana’s two masterpieces as
his prototype, Rudrata has only generalised their important features into
universal definitions of the katha and the akhyayika.”

De’s work argues for a development of the gadyakavya genres from Bhamaha, the earliest
theorist to deal with the subject, to Rudrata, in whose work, Gerow notes “we come to the
culmination, in one sense, of the early alamkdara tradition that focussed on the classical kavya.
In De’s estimation, Bhamaha’s definition of akhyayika differs too much from the features in
Bana’s Harsacarita to be based on the same model, the primary difference having to do with
whether the nayaka ought to narrate his own deeds.” On this point, Bhamaha states, “In the
[akhyayika], the nayaka relates his own actions that have taken place (vrttam akhyayate tasyam
nayakena svacestitam |).”*° For the katha, he notes the contrary:

9994

anyaih svacaritam tasyam nayakena tu nocyate |
svagunaviskrtim kuryad abhijatah katham janah ||BhKA 1.28-29|

In the [katha] the nayaka’s deeds are told by others, but not by the nayaka.
For how would high-born people reveal their own merits?

While Bhamaha’s work enjoins the nayaka of an akhyayika to rehearse his own story, in Bana’s
akhyayika, the work’s nayaka, Harsa, enlists the poet himself to chronicle his deeds. Rudrata’s
Kavyalankara, however, elides any mention of narrative voice and, instead, includes in its
definition several of the formal features found in both Bana’s akhyayika and katha.”” From
Bhamaha to Rudrata, we see that the features of the prose genres set out in alankarasastra align
more closely with Bana’s canonical works. Once Bana’s works have been accepted by theorists
as the akhyayika and katha par excellence, De concludes, “This practically stereotypes the two
species in Sanskrit literature; and as a natural result of this fixing of the characteristics, the
akhyayika and the katha declined to such an extent that most later theorists do not think it

92. De, “The Akhyayika and the Katha,” 507-17.

93. Sushil Kumar De, Studies in the History of Sanskrit Poetics (London: Luzac and Co., 1925), 57 nl14.

94. Edwin Gerow, Indian Poetics (Wiesbaden: Otto Harrassowitz, 1977), 238.

95. De, History of Sanskrit Poetics, 511.

96. BhKA 1.26ab.

97. De, “The Akhyayika and the Katha,” 514-15. See RuKA 16.20-23 for the prose kathd and RuKA 16.24—
30 for the prose akhyayika.
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necessary to dilate upon the question.”® And, for the most part, De’s work has also been the final
word in modern discussions of genre in gadyakavya.

2.3. De-Centering Bana, Re-Centering the Theorists
Bhamaha and Dandin on the Relative Newness of Alankarasastra

While the focus on Bana’s canonical works has helped trace the development of formal
features in the study of gadyakavya genre, this approach has occluded other ways of reading the
theorists of literary aesthetics. In what follows, I explore the relationship between Bhamaha and
Dandin through the lens of genre. The intertextuality and the combative tone of the two
theorists’ works has been discussed widely in the study of alankarasastra.” For this reason,
Yigal Bronner’s 2012 study is significant, not only for showing Bhamaha’s relative priority to
Dandin, but also for bringing the following question to the fore: Given that scholars of kavya
theory existed earlier,'” why are the works of these two seventh-century theorists the earliest that
we have on record? To this important and rarely asked question, Bronner suggests that, “Their
encompassing polarity combined with Bhamaha’s claim to epitomize the core of the previous
tradition and Dandin’s attempt to reintroduce all that Bhamaha excluded and more, is one of the
factors that rendered the earlier corpus less relevant.”'”!

To participate in this inquiry, I re-examine some statements about genre made by the
early theorists—statements that have only received passing attention. They have to do with the
distinction between drsyakavya, the language arts that are viewed, such as plays, and
sravyakavya, the language arts that are listened to, such as verse and prose literature. In his
discussion of kavya’s five major genre divisions,'” Bhamaha briefly discusses the play
(abhineyartha, nataka) before engaging extensively with the foremost of the sravyakavya genres,
the mahakavya:

natakam dvipadisamyarasakaskandhakadi yat|
uktam tad abhineyartham ukto 'nyais tasya vistarah||BhKA 1.24||

98. De, “The Akhyayika and the Katha,” 517.

99. For example, see Gerow’s treatment of Bhamaha and Dandin in Gerow, Sanskrit Poetics, 227-32.
Gerow provides earlier discussions on the relationship between the two theorists on p. 227n39.

100. Bronner, “A Question of Priority,” 67—118. Bhamaha’s Kavyalarnkara mentions the earlier works of
Medhavin (BhKA 2.40, 2.88) and Ramasarman on prahelika (BhKA 2.19). While not mentioning others by name,
Dandin’s Kavyadarsa nods to past theorists and their works with terms such as pirvasastra, “previous treatises”
(DaKA 1.2) and pirvasiiri,“previous scholars” (DaK4 2.7) . For a comprehensive list of references in Kavyadarsa to
unnamed theorists, see P. V. Kane, History of Sanskrit Poetics, 4th ed. (Delhi: Motilal Banarsidass, 1971), 93.

101. Bronner, “Question of Priority,” 112. For Bronner’s full discussion, see ibid., 110—13.
102. The five-fold division is set forth in BAKA 1.18.

25



That which is called a play (nataka), such as the dvipadi, Samya, rasaka,
and skandhakda, the substance of which is to be acted out (abhineyartha). 1t
has been discussed at length (vistara) by others.

By the phrase anyaih, “by others,” Bhamaha is of course referring to theorists of natyasastra, or
dramaturgical texts, specifically the earliest known author Bharata, whose Natyasastra (ca. 2nd
c. CE) precedes the extant alankara theorists by close to five hundred years. Dandin makes a
similar comment in his discussion of the kavyasarira. Dandin also includes plays as part of his
genre matrix, albeit under the presentational mode of prosimetry (misra, mixed verse and prose).
Despite this change in classification from his predecessor, Dandin similarly notes, “[Genres]
beginning with plays (rnataka) have a mixture of prose and verse. There is extensive (vistara)
[discussion] of them elsewhere (misrani natakadini tesam anyatra vistarah).'"” Both alankara
theorists refer their audiences to works devoted specifically to plays. And both refer to the
discussion of these works as vistara, being discussed “at length” or being “extensive.” Thus, they
imply that an established body of scholarship on drsyakavya already exists, while more work on
sravyakavya is still required. By expanding upon the genres of sravyakavya, such as mahakavya,
in their own works, both Bhamaha and Dandin see their works as contributing to a field that is
more in flux.

Bhamaha and Dandin are not the only alarnkara theorists to suggest this difference
between the works on drsyakavya and sravyakavya.'™ Vamana (ca. 800 CE), in his adhikarana-
chapter devoted to the body (Sarira) of kavya of the Kavyalankarasiitra (Aphorisms on the
Ornaments of Literature), makes a compelling distinction between plays and the sravyakavya
genres. In his discussion of plays, which he refers to collectively as dasariipaka (having ten
[dramatic] forms),'” Vamana notes that other dramatic sub-genres arise from the ten primary
dramatic forms referred to in the term dasariipaka: “From that, there is the invention of other
types (tato ’'nyabhedakiptih).”'* Fleshing out this sitra in the work’s auto-commentary, Vamana
explains:

tato dasaripakad anyesam bhedanam kiptih kalpanam iti |
dasarupakasyaiva hidam sarvam vilasitam | yac ca kathakhyayike

103. DaKA 1.31ab.
104. See, too, RukKA4 16.36:

anyadvarnakamatram prasastikulakadinatakadyanyat |

kavyam tad bahubhasam vicitram anyatra cabhihitam ||

Only mentioned, there are other [types of]| kavya of different kinds, such as the prasasti,
the kulaka, etc., and those forms beginning with plays, which are various [and] of many
languages, are discussed elsewhere.

105. See the vrtti, “auto-commnentary” of Vamana’s Kavyalarikarasitra (VakKASv) 1.3.30-32. Given
Vamana’s date, the dasariipaka in VaKASv 1.3.32 cannot refer to Dhanafijaya’s twelfth-century dramaturgical work
Dasariipaka. Although Vamana could be using the term as a proper noun to refer to a specific treatise on drama, it
seems unlikely from the context of VaKA4S 1.3.30 and vrtti.

106. VaKASv 1.3.32.
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mahakavyam iti | tallaksanam ca nativa hrdayamgamam ity upeksitam
asmabhih | tadanyato grahyam | VKASv 1.3.32

“From that,” that is, from the dasaripaka, there is the invention (k/pti), that
is to say, the composition (kalpana) of other types. For all this is
manifested (vilasita, lit., shines forth) from the dasariipaka alone. And the
definition of what is called katha, akhyayika, and mahakavya has been
disregarded by us since it has not gone deeply into the heart
(hrdayamgama). Therefore, it is to be sought out elsewhere.

While the term hrdayamgama, “touching the heart,” conventionally has an affective sense, |
suggest that Vamana’s commentary uses it in an epistemic sense of knowing, or accepting the
knowledge of, something fully. And by providing this as the reason for excluding discussion of
the gadya genres, the passage suggests that they are not a priority in Vamana’s project. Or by
excluding discussion of them, he expresses tacit disagreement with the genre distinctions
established by other theorists. How then do we understand Vamanas’s silence about the
drsyakavya forms that he esteems?

Gopendratippabhiipala’s Kamadhenu (Wish-Fulfiling Cow, 15th ¢. CE) explains both of
these absences in his commentary on Vamana’s work:

vadi kathakhyayike mahakavye tarhi tallaksanam kimiti na pradarsitam iti
tatraha—tallaksanam iti | yadi kenacit tallaksanam apeksitam, tad
bhamahalankaradau drastavyam ity aha—tad anyata iti |
natakadilaksanam tu granthavistarabhayad asmabhir likhitam ||
Thinking “If there are katha and akhyayika, as [two types of]
mahakavyas,'® then why is the definition not shown?” In regard to this
[objection], he says the phrase beginning “Definition of that”
(tallaksanam). 1f the definition of that is expected by anyone, then it can be
found in [works] beginning with the Ornament of Bhamaha. Thus, he says
the phrase beginning “Therefore, elsewhere” (tad anyatah). However, the
definition of [plays] beginning with nataka has not been written down by
us from fear of the work becoming too long.

107. Commentary on VaKASv 1.3.32, p. 38. Cited from the Sri Vani Vilas Press (SVVP) edition.

108. Rather than taking the kathakhydyike mahakavyam in VaKASv 1.3.32 as kathakhyayike mahdkavyam
as the three separate genres of katha, akhyayika, and mahakavya, the Kamadhenu glosses the term as
kathakhyayikadimahakavyasvaripam, that which has the nature of the mahakavya, beginning with the katha and the
akhyayika. In other words, the Kamadhenu commentator considers the katha and the akhyayika to be types of
mahdakavya. Perhaps this comes from differences in the two editions. Whereas the KM edition renders yac ca
kathakhyayike mahakavyam iti an independent vakya, the SVVP edition connects the phrase with the previous vakya
and has a variant reading of yac ca, “and which,” as yad uta, “that is to say” (SVVP, p. 38).
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As with Bhamaha and Dandin, Vamana has excluded discussion of drsyakavya for fear of
prolixity. The assumption here is that discussion of plays can be found elsewhere. Vamana’s
explicit exclusion of the sravyakavya genres of katha, akhyayika, and mahdakavya also suggests
that, at least in early ninth-century Kashmir, these forms have been established in other works,
such as Bhamaha’s, so they did not need to be revisited. These are not the only genre features
that had become established by Vamana’s time. In his discussion of anibaddha and nibaddha
poems, Vamana notes, “Because these two are well-known, the definition of them is not
discussed (anayoh prasiddhatval laksanam noktam)'"”

By contrasting their works, in the statements above, with treatises on the older field of
natyasastra, all three of these early alankara theorists suggest that the field of alankara studies is
redefining itself during the time of their works. Reframing the conversation in this way offers a
new perspective on Dandin’s vociferous rejection of the views presented in Bhamaha’s work.
And it gives new meaning to Dandin’s introductory statement of intent:

purvasastrani samhrtya prayogan upalaksya ca |
yathasamarthyam asmabhih kriyate kavyalaksanam ||DaKA 1.2||

Having collected earlier treatises and having observed [current] practices,
I have done my best to compose

the characteristics of kavya

[in The Characteristics of Kavyal.

In this statement, the distinction between padas a and b of the first hemistitch is temporal: while
acknowledging the work of earlier scholars, Dandin also considers ka@vya as praxis by studying
the current practices of contemporary poets. Synthesizing the two, he composes an updated
sastra. Chapter Five of this dissertation will discuss Dandin’s engagement with these current
practices. For now, let us return to Dandin and Bhamaha. Thinking about the early medieval
period of our theorists as a space for contest and innovation makes the stance that Dandin takes
toward his predecessor Bhamaha more legible.

Yet, the question arises: why does the Kavyddarsa seem to stridently oppose the views
that the Kavyalankara espouses? While disputes among commentators are not uncommon, this
type of critique between the authors of root texts—at least during the early medieval period—is
rare."” Even in the case of contemporary literary theorists such as Vamana and Udbhata, both
poetic theorists and members of king Jayapida of Kashmir’s court (799-813 CE), Gerow notes

109. VaKASv 1.3.27.

110. Bronner, “Question of Priority,” 113. Following this period, the polemical stance of literary theorists
Appaya Diksita and Jagannatha Panditaraja comes immediately to mind. On this, see Gary Tubb and Yigal Bronner.
“Vastutas Tu: Methodology and the New School of Sanskrit Poetics.” Journal of Indian Philosophy 36, no. 5-6
(2008): 619-32.
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that, despite most likely being court rivals, “in their works there is not trace of mutual reference
or apparent controversy.”'"!

Dandin holds a particularly polemical stance toward Bhamaha’s view on the gadyakavya
genres.'" Not only does Dandin forego the formal distinctions of content, metrical style, chapter
division, and narrative content set forth by Bhamaha, he also argues that certain motifs, such as
the abduction of a maiden, should also be included in the mahakhdya and, therefore, they are not
specific to the akhyayika."* Moreover, Dandin does away with the question of narrative voice. In
fact, he casts away the notion that the akhyayika and katha are distinct genre categories at all:

apadah padasamtano gadyam dkhyayika kathd |

iti tasya prabhedau dvau tayor akhyayika kila ||

ndayakenaiva vacyda ‘nyd ndayakenetarena va |
svagunaviskriyadoso natra bhitarthasamsinah ||

api tv aniyamo drstas tatrapy anyair udirandt |

anyo vakta svayam veti kidrg va bhedakaranam ||DaKA 1.23-25||

Prose consists of a continuous line of words not formed into metrical feet.
It is said to have two kinds called akhyayika and katha. Of these two, the
akhyayikd is to be narrated by the nayaka. The other, [the kathd,] is to be
communicated by the protagonist or by someone else. It is not a fault to
reveal one’s own virtues on the part of someone relating what really
happened. However, there [in the akhyayika], too, no restriction is
observed from the act of speaking by others. What kind of grounds for
distinction is there whether oneself or another is the speaker?

Rather than use the platform to outline the features of each genre, Dandin uses it entirely to
refute the features highlighted in Bhamaha’s work. In this sheer dismissal of a near
contemporary’s views, we see the possibility of what De calls “a period of uncertain transition in
the history of these species of prose compositions, when older distinctions were losing their
interest, but when no fixed rules had been (as Dandin’s negative and destructive criticism
implies) yet evolved to govern the practice or theory relating to them.”''* Bronner adds more
complexity by pointing to the issues of alankarasdastra being a knowledge system without an

111. Gerow, Indian Poetics, 234. Similarly, Kane notes “It is remarkable that neither [Vamana nor
Udbhata] refers to the other.” Kane, History of Sanskrit Poetics, 147. See, too, De, History of Sanskrit Poetics, 80.

112. See above, Section 2.2.
113. See DaKA 1.25-30. DaKA 1.30 is often thought not be part of the katha/akhyayika distinction. And

even some of Dandin’s commentators see this as a separate discussion having to do with with another poetic
convention. Tarunavacaspati, takes cihina (pace Ratnasrijiiana) as a literal stamp of the poet in the form of a

[T}

“signature”—Magha ending a sarga with “sri”’, Bharavi with “laksmi”, Pravarasena with “anuraga” at the and of an
amsa-chapter, Hastimalla at the end of a lambha-chapter with “lambha.”

114. De, “The Akhyayika and the Katha,” 513.
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authoritative text, as well as the particulars of regional affiliation—Bhamaha being a northern
theorist and Dandin a southern one—and changing literary tastes.'”

From Absence to Presence: An Interlude with Vamana

While the prose genre debate between Bhamaha and Dandin has received much attention
in modern studies, Vamana’s discussion of prose in his Kavyalankarasiitra remains largely
ignored. This is due to Vamana’s silence on matters of form, which, as mentioned earlier,
comprises most discussions of genre. De’s study mentions Vamana peripherally by noting,
“Vamana, coming after Dandin but probably before Rudrata, brushes aside (vr#ti on 1.3.32) the
controversy and discussions in which Bhamaha and Dandin apparently engage themselves, and
refers the curious reader to the works of ‘others,” apparently regarding the question as of no great
theoretic importance.”"® In terms of Vamana’s larger contribution, Gerow summarizes,
“However, felicitous the general outlook of Vamana’s work, it must be observed that the detailed
working out of his ideas received little or no acceptance in subsequent centuries; his theory is
one of the significant dead-ends in the history of Indian poetics.”""” Rather than regard Vamana’s
approach as lacking utility in the specific discussion of prose genre or as being unproductive in
the broader discussion of premodern literary-aesthetic theory in South Asia, I see it as a
development in conceptions of gadyakavya.

In his discussion of genre, Vamana begins by discussing the k@vyasarira in language that
is similar to his predecessors. However, he uses this framework as a point of departure, before
shifting from a formal analysis to a poet-centered approach focusing on style:

evam kavyangany upadarsya kavyavisesajianartham aha:

kavyam gadyam padyam ca || VKAS 1.3.21 ||

gadyasya pirvam nirdeso durlaksyavisayatvena durbandhatvat | yathahuh,
gadyam kavinam nikasam vadantiti | tac ca tridha bhinnam iti darsayitum
aha: gadyam vrttagandhi ciirnam utkalikaprayam ca || VKAS 1.3.22 ...
padyabhdagavadvrttagandhi || VKAS 1.3.23 ||....

anaviddhalalitapadam ciirnam || VKAS 1.3.24 ||....

viparitam utkalikaprayam || VKAS 1.3.25 || viparitam aviddhotapadam
utkalilaprayam |....|

Having presented the limbs of k@vya in this way, he (the author of the root
text) says for the purpose of knowing the distinctive features of kavya,
“Kavya is [made up of] prose and verse.” Prose is mentioned first because,
due to its challenging scope, it is difficult to compose. As such, folks say,

115. Bronner, “Question of Priority,” 112—13. On the hermeneutic strategies used by alarkara theorists to
navigate this lack of an authoritative text, see Lawrence J. McCrea, The Teleology of Poetics in Medieval Kashmir
(Cambridge, MA: Harvard University Press, 2008).

116. De, “The Akhyayika and the Katha,” 513. See also, p. 514nl.
117. Gerow, Indian Poetics, 236.
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“Prose is the touchstone of poets.” And, in order to show that its division is
three-fold, he says “Prose is 1. vrttagandhi, ‘scented with verse,’ 2. ciirna,
‘powdered sandalwood,” and 3. utkalikapraya, ‘abounding in buds.” ” He
explains their characteristics: “Prose that is vrttagandhi, ‘scented with
verse,” possesses a whiff of verse”. ... “Prose that is cirna, ‘powdered
sandalwood,’ has individual (anaviddha, lit., unpierced) lilting words”....
“On the contrary, prose that is utkalikapraya, ‘abounding in buds,’ has
undivided words.” Contrary [to ciirna], utkalikapraya contains an excess of
words pierced together.

Bhamaha’s schema for genre lacks a definition of prose altogether, while Dandin’s defines prose
as having an “absence of metrical feet (apada). Moving away from the language of absence,
Vamana theorizes prose through metaphors of a subtle (fragrant) presence. His definition of
prose is replete with words such as gandha for scent, ciirna for powdered sandalwood, and
utkalika for flower buds. Even the terms anaviddha and aviddha, literally, “pierced” and “not
pierced,” only make sense in this context when used to describe the piercing of flower buds with
a needle to string together into a flower garland. In the utkalikapraya variety, the garland consists
of words-buds strung together metaphorically in long nominal compounds. In the ciirna variety,
words remain unpierced as individual word-buds. Despite Gerow’s view of Vamana, his
conception of gadya styles does find followers in later works such as Bhoja’s Srigdraprakasa.

Rudrata on Foregrounding the Poet’s Invention

As noted by De, Rudrata’s Kavyalankara expands earlier alankara discussions and
appears to follow Bana’s Harsacarita and Kadambart as its models for the @khyayika and the
katha, respectively. Rudrata treats the structural genre features, especially those pertaining to a
gadyakavya’s paratextual elements with more detail than the more general descriptions of the
kathd and akhyayika provided in earlier works. Acknowledging the grand scale of the early-
medieval gadya works, Rudrata introduces the term mahdakathda, “great prose narrative,” to
describe compositions of the prose katha genre that equal in scale to their verse counterparts of
the mahakavya, ““great verse narrative genre.”"'® For the mahakatha, Rudrata details conventions
for the verse preamble and describes narrative elements such as the kathavatara, the descent of
the story, i.e., the circumstances of the story’s production, and the kathantara, intervening
narratives.'” Revising the earlier motif of the kanyaharana, “abduction of a young woman,
Rudrata presents the kanyalabha, “attainment of a young woman,” as the primary goal of the
mahdakathda, thus making srrgara, “the aestheticized emotion of desire,” the primary goal of the
mahakatha. Importantly, Rudrata tells us that mahdkathas can be in Sanskrit or another literary

22120

118. RuKA4 16.20.
119. RuKA4 16.23.
120. See, for example, BAKA 1.27¢cd.
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language, and that they can be in either prose or verse."”' In this way Rudrata’s analysis not only
reflects the state of the prose katha in ninth-century Kashmir, it also acknowledges the
efflorescence of other verse katha literature that comes to the fore, especially in Rudrata’s own
locale at the turn of the millennium. While the formal resonances in Rudrata’s description of the
prose genres and Bana’s works are notable,'* what is equally, if not more, striking is Rudrata’s
systematic reformulation of some of the earlier ideas around narrative voice and the kavyasrayas,
the “sources for a k@vya composition.”

Among the earlier treatises which address gadyakavya, Rudrata’s Kavyalankara
reconsiders the role of genre. Whereas genre was originally treated as part of the constitutive
elements of poetry, the ka@vyasarira, “the body of poetry,” and addressed at the onset of kavya
treatises, Rudrata locates his discussion of genre in the final adhikarana-chapter as part of a
discourse on the prabandha, “the composition as a whole.” While the kavyasarira breakdown of
his predecessors divides kavya first according to rhythmic mode, language, narrative source, and
literary genre,'* Rudrata creates a matrix based on whether a work is inspired by a past event
(anutpadya) or invented (utpddya) by the poet, as well as whether a work is of a major (mahat)
or minor (laghu) genre:

santi dvidha prabandhah kavyakathakhyayikadayah kavye |
utpadyanutpadyda mahallaghutvena bhityo pi ||

tatrotpadya yesam Sariram utpadayet kavih sakalam |
kalpitayuktotpattim nayakam api kutracit kuryat ||

panjaram itihasadiprasiddham akhilam tadekadesam va |
paripiirayet svavacd yatra kavis te tv anutpadyah |RuKA 16.2—4||

Compositions are of two kinds in kavya, beginning with the genres
[mahdlkavya, katha, and akhyayika. They are invented (utpadya) and not
invented (anutpdadya), being major (mahat) or minor (laghu) on top of that.
In [compositions], those are invented (utpadya) which have a body [of
events] the poet should completely create. In some places, the poet should
fashion a protagonist (nayaka), too, whose origin is connected to the
imagination. Those [works] are not invented where the poet should infuse,
with his own voice, the full or partial body [of a narrative] which is well-
known, such as a historical account.'**

121. Ibid.
122. For a summary, see De, “The Akhyayika and the Katha,” 514—16.
123. See BhKa 1.16-18 and DKA 1.11-33.

124. 1 specify body of events for sariram, “body,” which Namisadhu glosses as itivrttam, lit., “what
happened” and parijaram, “body,” for kathasariram, lit., “story-body,” also as per the commentator. Namisadhu
glosses paripirayet, “should make full,” with vadet, “should speak.”
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Rudrata’s commentator, Namisadhu (1068—1069 CE),'* expands upon Rudrata’s discussion of
the two kinds of invented (ufpddya) works with the following examples. In the first kind, a
totally new situation is created for a well-known nayaka, as in the case of Krsna in Magha’s
mahdkavya Sisupdlavadha. In the second, the nayaka is also fashioned from the imagination of
the poet, as in the case of the two prose kathas, Dhanapala’s Tilakamarijart and Bana’s
Kadambart.*® Similarly, works that are not invented (anutpadya), i.e., those based on historical
accounts, have two kinds: those based on complete and those based on partial narratives.
Namisadhu understands narratives beginning with the Ramdayana to be well-known works that
serve as the basis for anutpddya works. In the first kind, a full account of an actual event
becomes the basis for a composition, such as the no longer extant Arjunacarita, a Prakrit work
attributed to Kashmiri theorist and poet Anandavardhana (10th c. CE) which presumably draws
from the epic hero Arjuna’s deeds throughout the entire Mahabharata. In the second, only a part
of an actual event forms the basis, such as in Bharavi’s Kiratarjuniya, where a single episode
from the Mahabharata comprises the entire kavya.

By making the utpadya and anutpadya distinction a high-order feature of a work as a
whole, Rudrata foregrounds an aspect of literary genre that has been given little attention by
earlier theorists—the role of poetic imagination.'”’ Prior to Rudrata, only Bhamaha mentions
poetic invention, without further comment, as a genre feature when he lists utpadyavastu, “topics
invented [by the poet],” as one of the four sources for kavya.'”* While Bhamaha’s presentation
suggests that works based on poetic invention are one of four clearly demarcated narrative
sources for kavya works, Rudrata’s assessment, coupled with Namisadhu’s commentary, suggests
that even works categorized as utpadya can, and should, be based on actual events. Alternatively,
works defined as anutpadya, by dint of being infused with the poet’s own voice (RuKA 16.4cd),
also draw upon poetic invention. This development of the role of poetic invention seen in the
early theoretical treatises opens up broader conversations about the role of poetic imagination in
literary production and about shifting conceptions of—to use inexact modern terms—the
imagined and the actual in early-medieval South-Asian discourses on literary theory. What is
most salient for this discussion of prose genre, however, is that, despite the focus of later
theorists and modern studies on the inventedness of the katha and the facticity of the akhyayika,
neither of these modes is mutually exclusive to the earlier theorists.

125. On Namisadhu’s dating, see Kane, History of Sanskrit Poetics, 155.

126. nayakam prasiddham grhitva tadvyavaharah sarva evapurvo yatra nibadhyata ity arthah | yatha
maghakavye | prakarantaram aha—kalpitd yukta ghatamanotpattir yasya tam ithambhiitam nayakam api kutracit
kuryat, astam iti vrttam | atra ca tilakamanijari banakathd va nidarsanam || commentary to RuKA4 16.3, p. 167.

127. Here, I distinguish between what is utpddya and the concept of pratibha. Whereas both are related to

the imagination of the poet, the former has to do with what the poet creates through imagination. And the latter
pertains to the poetic inspiration, or poetic genius. I discuss the latter further in Chapter Five.

128. BhKA 1.17b.
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Akhyayika and Katha in the World: An Example

Despite pointing toward the broader theoretical and cultural shifts reflected in the katha-
akhyayika discussion, I cannot overstate the importance of the formal aspects of these genres.
While these discussions were not of the highest concern to the world of the alankara texts, their
reach still extended beyond works of aesthetic theory and into kavya itself. For example, the
framing narrative of an eleventh-century gadyakavya titled Srrgdaramaiijarikatha (The Story of
[the Courtesan] Srigaramaiijart) opens with the work’s author, king Bhoja, ruler of the
Paramaras (11th c. CE), being requested by his courtiers to tell a story (katham kathayatu). As a
poet and aesthetic theorist himself, Bhoja is aware of the genre requirements for the prose katha.
So, he replies,

evam etat; kintu katha hi kirtyamana nagaradivarnanapurahsarah
saundaryam avahati |...| asyas cadhisthatrtvaprasangendatmapi bhananiyah
| tac canucitam ivasmadyrsam | iti |'*

Let it be so. But a katha being narrated bears beauty [only] when preceded
by a description of the city, etc... And by dint of my being its ruler, |
should speak about myself. And on the part of someone like me, that would
be somewhat improper.

Literati themselves, Bhoja’s courtiers immediately to respond:

idam akhilair apy alankarakarair abhyadhayi yatha—
“svagunaviskriyadoso ndatra bhiitarthasamsinah ™ iti | tathd hi munibhir
api valmikaparasara-vyasadibhih,”’ kavibhir api
gunadhyabhdasabhavabhutibanaprabhrtibhir atmagunaviskaranam
akriyata | asadgunakhyapanam hi dosaya | yatharthagunakhyapanam
punar anavagitam eveti |

It has been stated by all literary theorists that, “It is not a fault to reveal
one’s own virtues on the part of someone relating what really happened.”
For instance, sages such as Valmiki, Parasara, and Vyasa, as well as poets
beginning with Gunadhya, Bhasa, Bhavabhiiti, and Bana have revealed

129. Srigaramanjarikatha of Bhoja. Singhi Jain Series 30. Edited by Kalpalata K. Munshi (Bombay:
Bharatiya Vidya Bhavana 1959), 1.

130. The use of the term valmika for Valmiki is uncommon. It occurs once at Valmiki Ramayana 1.2.7ab:

evam ukto bharadvdjo valmikena mahatmand | The Valmiki—Ramayana: Critical Edition, vol 1: The Balakanda, ed.
G. H. Bhatt (Baroda: Oriental Institute, 1960).

131. Syagaramanjarikatha (SrMK), 1.
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their own merits. Narrating merits that don’t exist is a fault. However,
narrating [one’s] true merits is not to be criticized.

In this metadiscursive passage, Bhoja’s katha is not only aware of its own genre features, it
directly quotes from Dandin’s Kavyadarsa (1.24) to justify its author speaking about himself.
However, as the framing narrative continues, Bhoja’s resolve wavers. And, after describing his
capital city of Dhara at length and just prior to describing himself as the king of that city, Bhoja
enlists a mechanical doll to narrate the rest of the story,'* thus reverting to Bhamaha’s
prohibition against a high-born person narrating his own deeds.'”

2.4.  Akhyayika and Akhyana
Ambiguity in Gadyakavya Genre

Despite De’s suggestion that the akhyayika and prose katha genres reached their final
stage of development on account of Bana’s celebrated works, a fair amount of ambiguity still
remains on the question of genre. This ambiguity presents itself in the way that particular
gadyakavya works are classified in some grammatical treatises and commentarial literature,
where well-known gadyakdavyas which possess the genre features commonly associated with
prose katha are referred to as akhyayika works. Considering a primary distinction between the
akhyayika and the katha is that they are anutpadya and utpadya, respectively, the former is
typically referred to as “biography” and the latter as an invented story, such as a “romance” or a
“novel.” The situation in traditional sources is more complicated. In its list of textual genres,
Amarasimha’s lexicon Amarakosa defines the akhyayika as having “a meaning that has been
received [through tradition] (upalabdhdrthad)” and the katha as “an invented work
(prabandhakalpand)”* This view is in accord with that of the alankara treatises. However, the
Namalinganusasana commentary to the Amarakosa glosses this definition of akhyayika as “a
meaning that is understood, in the sense of presenting a meaning that has been experienced, as in
the Vasavadatta, etc. (akhyayika upalabdhartha dvayam anubhiitarthapratipadakasya
vasavadattadeh).”” Whereas Subandhu’s gadyakavya, the Vasavadatta is considered one of the
quintessential prose katha works by traditional and modern scholars alike, this slippage between
the Vasavadatta as a kathd and an akhyayikda takes place regularly. This ambivalence in genre is
also expressed in literary commentary about other prose kathd works. For example, the
Padadipika, a commentary of Dandin’s Dasakumaracarita, explains, “Akhyayikas are the

132. SrMK, 7.

133. The motif of a mechanical doll in Sanskrit literature is unusual but not unheard of. On this, see Daud
Ali, “Bhoja’s Mechanical Garden: Translating Wonder Across the Indian Ocean, Circa 800-1100 CE.” History of
Religions 55, no. 4 (2016): 460-93.

134. Amarakosa 1.6.5—6 (Jhalakikar 1907 ed.).

135. Amarakosa 1.6.5 and Maheévara commentary, p. 35. I leave the words in the commentary separated as
per the edition.
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Kdadambart, the Vasavadatta, and such.”"** Not only are the better-known prose works,
Kadambari and Vasavadatta referred to, at times, as akhyayikas, M. Ramakrishna Kavi tells us
in the Introduction to the 1924 edition of the Avantisundaritkathasara and the Avantisundari that
both Vadijanghaladeva and an anonymous commentator of Dandin’s Kavyadarsa refer to the
Avantisundart as an akhyayika."’

A similar but earlier inquiry around genre has to do with the mention of both the
akhyayika and the Vasavadatta as akhyayika in Patafijali’s Mahabhasya (ca. 2nd c. BCE)."*®
Whereas the references above come from commentators flourishing after what De refers to
above as the “fixing of the characteristics” of the @khyayika and the katha, these references in
Patafijali’s Mahdabhdsya substantially predate Bhamaha and suggest that the akhydayika genre had
a life prior to entering the alankarasdastra vocabulary. As such, reconciling the grammatical with
the literary theoretical instances has proved to be a quandary for scholars of Sanskrit literature. In
discussing the references to akhyayika and the Vasavadatta in Patafjali, Lidia Sudyka concludes:

However, there is not a single hint that one has to understand the term in
the technical sense as a type of literary genre. After all the word akhyayika
can be understood and used in a wide and general sense—a story. So the
information provided by the grammarians proves that there were some
well-known stories in the past in which women were prominent characters,
among them Vasavadatta. One cannot be sure if this is Vasavadatta known
from the Brhatkatha tradition or the heroine of some other renditions.'*

This statement from Sudyka’s work—one of the few to seriously approach the question of genre
in gadyakavya since De—brings into relief two of the current issues in discussing kavya genre.
First, it points to the polyvalence of terms such as akhyayika and katha, specifically that these
terms have the general meaning of “story” along with their respective technical meanings as
literary genres. Secondly, it points to the repetition and recycling of both titles and narrative
sources.

Literary works inspired by the story of Vasavadatta known from the Brhatkatha tradition
are well known across sources. Supported by both Buddhist and Jain chronicles, Vasavadatta,
daughter of king Pradyota of Avanti, is a historical figure, whose relationship with king Udayana
of Vatsa has become legendary.'* This relationship seeds numerous literary works, including but
not exclusive to Bhasa’s play the Svapnavasavadattam, the Vinavasavadatta, and, of course,

136. Dasakumaracarita of Dandin, ed. Narayan Ram Acharya (Bombay: Nirnaya Sagar Press, 1951;
Reprint, New Delhi: Munshiram Manoharlal Publishers, 1983), 23.

137. See Kavi, Introduction to Avantisundarikathasara and Avantisundarikatha, 12.
138. Mahabhdasya on Astadhyayr 4.2.60 and 4.3.87.

139. Lidia Sudyka, “Ucchvasa, Sarga and Lambha: Text Divisions in Sanskrit Poems (Mahakavyas),”
Cracow Indological Studies 13 (2011): 24.

140. For an overview of the story of Udayana and Vasavadatta according to different religious traditions,
see Niti Adaval, The Story of King Udayana: As Gleaned from Sanskrit, Pali, and Prakrit Sources (Varanasi: The
Chowkhamba Sanskrit Series Office. 1970), 68—134.
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Subandhu’s gadyakavya Vasavadatta.'*' Perhaps most importantly, the epitomes of the
Brhatkathd have Vasavadatta and Udayana as the parents of Naravahanadatta, the protagonist of
these works. So famous is this love story between Udayana and Vasavadatta that other literary
works have been based, not only on Udayana, but on his ministers, as in Bhasa’s
Pratijiayaugandharayana titled after Udayana’s minister.

Of these works based on a heroine named Vasavadatta, Subandhu’s prose Vasavadatta
has raised questions for its plot being distinct from the other works. Whereas the plays bearing
the name and protagonist Vasavadatta are clearly based on the chief queen of Vatsa and beloved
wife of Udayana, Subandhu’s Vasavadatta is romantically involved with a king Kandarpaketu.
Given these ambiguities, it makes sense to question the idea of a static genre called akhyayika
and of only one heroine in Sanskrit literature having the name Vasavadatta.'* However, I suggest
that a fuller reading of the grammatical treatises in conversation with the alankara treatises will
offer some insight into the development of the akhyayika genre and the contradiction in genre
appellation for several of the early prose kathas.

The Akhyana-Akhyayika Distinction in Grammar Considered

Some of the earliest mentions of akhyayika appear in Katyayana’s varttika as quoted in
Patafijali’s second-century BCE grammatical treatise, the Mahabhdsya. In its comments to
Panini’s Astadhyayi 4.2.60, Katyayana’s varttika adds to the list of nouns for which the thak affix
indicates that “one studies or understands” a particular noun. To the original list given by Panini,
Katyayana adds, “The thak affix is also to be used for [names of]| akhyanas and akhyayikas and
for [the words] itihasa and purana. (akhyanakhyayiketihasapuranebhyas ca thag vaktavyah).”'*
Patafijali gives the following examples to illustrate Katyayana’s varttika, “one who studies the
akhyana related to Yavakrita is a yavakritika, to Priyangu, a praiyangavika, and to Yayati, a
yayatika. One who studies the akhyayika related to Vasavadatta is a vasavadattika and to
Sumanottara is a saumanottarika (akhyayika vasavadattikah saumanottirikah).”'** Given that the
akhyayika is grouped here with akhyana, itihasa, and purana—all genres depicting accounts
from various sources of past knowledge—it stands to reason that, here, the akhyayika, rather than
have the general sense of “story,” would also refer to a type of historical genre. Another pre-
alankarasastra reference to akhyayika encourages this view; Kautilya’s Arthasastra (Treatise on

141. For an overview of literary sources, see ibid., xviii—xxix.

142. Gérard Genette has historicized the title as a paratextual element sufficiently to show that titles have a
different valence in the modern world than they did in the past. On this, see Gérard Genette, Paratexts: Thresholds
of Interpretation, Trans. Jane E. Lewin, Cambridge Literature, Culture, Theory 20 (Cambridge, UK: Cambridge
University Press, 1997), 55-64.

143. That akhyana and akhyayika are paired both conceptually and grammatically can be seen from
Kasika’s comment on Panini’s siztra as quoted in the Mahabhasya: “In the case of [the terms] akhyana and
akhyayika, there is an understanding of the thing they signify. In the case of [the terms] itihasa and purana, there is
an understanding of the thing itself” (akhyanakhyayikayor arthagrahanam itihasapuranayoh svariipagrahanam).

144. [thakvidhayakam bhasyam) akhyanakhyayiketihasapuranebhas ca thag vaktavyah | yavakritikah,
praiyangavikah, yayatikah, akhyana(h) || akhyayika vasavadattikah, saumnottarikah || aitihasikah || pauranikah ||
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Governance, c. 3rd—4th c. CE) tells us that, as part of a king’s training, he should study lore
(itihdsa), which the treatise elucidates as purana, itivrtta (tales of universal kingship), akhyayika
(tales of later kings), udaharana (elucidating tales from the past), dharmasdstra (treatises on
dharma), and arthasastra (treatises on governance).'* In this discussion, the akhyayika appears
again as part of a source of past knowledge, and not necessarily as a literary prose genre that has
katha as its counterpart.

In another reference to both the akhyayika genre and to Vasavadatta being part of this
genre, we have Patafijali’s commentary on Astadhyayt 4.3.87, which governs the use of a
derivational affix to words that follow adhikrtya “in relation to” when relating to a composition
(granthe). Katyayana gives the following qualification, “The affix is elided variously for
akhyayikas. Though not always.”'* Patafjali gives the following examples for the former
exception where the affix is elided: “of Vasavadatta being a composition, which is an akhyayika
relating to Vasavadatta and Sumanottara, being a composition, which is an akhyayika relating to
Sumanottara. For the latter, where there is no elision, therefore an affix is supplied, Patafijali
gives the Bhaimarathi as an akhyayika relating to Bhimarathi. While the grammatical treatises
are concerned with the linguistic-derivational aspects of these words, not their content, these
references suggest that the works mentioned are well known enough to have specific morpho-
phonological rules to express their collectivity. In other words, some of these akhyayikas were so
well known that there were specific morphs-phonological rules to describe what to call the
experts of these accounts. The second reference makes clear that these akhyayikas were not only
passed down orally, they also possessed some compositional form.

Generally, these grammatical references have been marshalled simply to show that the
term akhyayika existed prior to its mention in alankarasastra. However, scholars, such as V.
Raghavan, have suggested relationships between the earlier references to those in ka@vya theory.
In his discussion of the grammatical references discussed above, Raghavan distinguishes
between akhyana and akhyayika in the following manner:

We can thus distinguish the Akhyana as describing in epic verse-form, in
the form of what is known as Itihasa, the story of the renowned kings of
ancient India, and the Akhyayikas as later productions by poets in prose,
describing the history and romances of the kings of later India. Akhyayika,

145. pascimam itihasasravane || puranam itivrttam akhyayikodaharanam dharmasastram arthasastram
cetitihasah || Arthasastra 1.5.13—14. Here, according to Patrick Olivelle’s translation, a king should receive training,
“during the latter part [of the day] in studying Lore (itihdsa). Lore consists of Puranas, Reports (itivrtta), Narratives
(akhyayika), lustrations (ud@harana), Treatises on Law (dharmasastra), and Treatises on Success (arthasastra).”
Patrick Olivelle, trans., King, Governance, and Law in Ancient India: Kautilya s Arthasastra (New Delhi: Oxford
University Press, 2013), 70. Olivelle suggests that this list of genres was perhaps a commentarial or marginal gloss
for the term itihasa in the previous sentence (1.5.13). Olivelle notes, “It is unclear what Narratives (akhyayika) and
[lustrations (ud@harana) refer to, although some think that they may refer to fables and stories, such as the
Paiicatantra, also called Tantrakhyayika. He also makes reference to a commentator that refers to the Mahabharata
and the Ramayana as itivrtta. 1bid., 471, notes to Arthasastra 1.5.14.

146. adhikrtya krte grantha ity atrakhydayikabhyo bahulam lub vaktavyah | Mahabhdsya on Astadhyayt
4.3.87.
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as distinguished from Katha, dealt with a historical or traditional story.
Katha was mainly an imaginary and fictitious working out of a historical
fact.'”

Raghavan’s definition is prescient in terms of thinking about akhyayika as a fluid genre. By
describing akhyayikas as “later productions” he suggests that the akhyayika—at least compared
to the other three genres in this grammatical category—is a newer genre.'*® It also pertains to
accounts of the kings of “later India.” While the first “later” in Raghavan’s statement refers to the
period of composition of akhydayika works relative to the akhyana, itihdsa, and purana works,
this second “later” refers to the narrative time during which these accounts take place.
Traditionally, the other three genres are known to take place variously during the first three
yugas, “cosmic ages of humankind.” As part of the itihdsa genre, the Ramayana of Valmiki takes
place at the transition from the treta yuga, the second cosmic age, to the dvapara yuga, the third
cosmic age, where the world continues its moral decline. And the events taking place in the
itihasa the Mahabharata transition the world from the dvapara yuga, the third cosmic age, to the
current and most degenerate age, the kali yuga. If the akhyayika related to Vasavadatta, an
account dating to the sixth-century BCE, is a representative example, it stands squarely in the
period of “later India” referred to by Raghavan.

In terms of the content of the earlier akhyayika, Raghavan suggests that it describes both
“the “history and [my emphasis] romances of the kings of later India.” What I understand
Raghavan to suggest by these two aspects is that the akhyayika referred to in the earlier
grammatical texts is the source material for what in the alankara frameworks of Bhamaha, etc.,
becomes two genres. The first, the akhyayika, exemplified by one of its sole examples, the
Harsacarita, describes the “history of the kings of later India.” And the second, the katha, the
genre of works such as Vasavadatta, Kadambart, and Avantisundari, describes the “romances”
of these kings. While there is no specific mention of a katha genre that functions as a counterpart
to the akhyayika in the earlier grammatical discussion, perhaps a vestigial feature of the
historical narrative based on the romances of kings can be seen in the titles of the earlier
akhyayikas themselves. Like the titles of the literary kathas, the akhydayikas mentioned by
Patafijali, are also named after women. So, along with the akhyayika related to Vasavadatta, there
are works related to Sumanottara, and Bhimarathi. While the latter two works are unknown, it is
notable that the akhyayika from this earlier period follow one of the conventions of the later
prose katha, which, by convention, are named after the female protagonist of the work. Though
not theorized in alankarasastra, this convention of the prose katha being titled after a female

147. V. Raghavan, Bhoja s Sriigdra Prakasa (Madras: Punarvasu), 615.

148. So, too, does Warder suggest this, “It appears to have originated as a branch of Tradition or history
itihasa and later to have been assimilated into the k@vya movement...It is not clear whether these grammarians
regarded biography as already a kavya form, but Bhamaha (1.18) and other later critics are quite categorical that it
was one of them.” A. K. Warder, Indian Kavya Literature (Delhi: Motilal Banarsidass, 1972), 1:181.
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protagonist is so accepted that it proliferates in the later kathad works composed in verse and
campii, as well as in other languages, such as the Prakrits.'*

The Vasavadatta: Akhyayika or Katha?

With the view that the earlier akhyayika, narratives are based on the kings of later India,
with “later” meaning those of the more recent historical past, as opposed to the Vedic and epic
heroes whose deeds are related in the akhyana, itihasa, and purana works, let us return to the
relationship between the akhyayika related to Vasavadatta of the earlier grammatical texts and
the ca. sixth-century CE prose katha titled Vasavadatta by Subandhu. Aside from the female
protagonist being named Vasavadatta, there are very few similarities between Subandhu’s prose
work and the earlier plays that depict some aspect of the historical Vasavadatta’s relationship
with Udayana. However, a verse from the Avantisundar’s poetic preamble nods, with praise,
toward another Subandhu:'*

subandhuh kila niskranto bindusarasya bandhanat |
tasyaiva hrdayam baddhva vatsardjo .... ||AS v. 6|

It is said that Subandhu was released from Bindusara’s imprisonment, the
king of Vatsa having captured his heart....

Despite the final four syllables being illegible in the manuscript, the suggestion is clear. Given
that this verse takes place in the kaviprasamsa, the section of a work that praises past poets,
Subandhu must be an author who has composed a kavya pertaining to the king of Vatsa, that is,
Udayana, Vasavadatta’s beloved. Subandhu, having been in the disfavor of Bindusara is released
because his kavya has pleased Bindusara. The relationship between the poet Subandhu,
Bindusara, and a kavya, here a play, about Vasavadatta is mentioned in Abhinavagupta’s
commentary to the Natyasastra, the Abhinavabharati, where Subandhu, referred to as mahakavi,
“great poet,” is noted for authoring a play of the natyayita type called the
Vasavadattanatyadhara. In it Bindusara watches a play of the story of Udayana, who, in turn, is
watches a play about the deeds of Vasavadatta:

tatrasya bahutaravyapino bahugarbhasvapndyitulyasya natyayitasya
udaharanam mahakavisubandhunibaddho vasavadattanatyadharakhyah
samasta eva prayogah | tatra hi bindusarah prayojyavastuna (-vastuni)

149. On this, see Chojnacki, “Charming Bouquet or Wedding Garland?”
150. See Kavi, “Avantisundarikatha of Dandin,” 196.

151. A. Rangaswami Saraswati, “Vasubandhu or Subandhu,” The Indian Antiquary 53 (January 1924): 12.
cites a variant reading of the second hemistitch: tasyaiva hrdayam jahre vatsardjakathd... | It is unclear where this
reading comes from given that the GOML transcript used for the 1924 edition of the Avantisundart doesn’t give this
reading.
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udayanacarite samajikikrto ’pi, udayanah vasavadattacestite | esa carthah
svasmin sutrarupake (sarvasmims tatra ripake?) drste sujiiano bhavati |

There, as an illustration of the natyayita that extends more greatly [than the
first type of natyayita and] which has many garbhas, “inserted acts,” made
to resemble a dream, is the entire dramatic representation called the
Vasavadattanatyadhdara composed by the great poet, Subandhu. For in it,
Bindusara is also made spectator in regard to the deeds of Udayana, which
make up the plot to be enacted, [so, too,] Udayana [is made spectator] in
reference to Vasavadatta’s actions. And while this, which forms its own
[narrative] thread is seen, the meaning is easily understood.'

Both the Avantisundari verse and Abhinavagupta’s reference point to a poet Subandhu, as an
author of a work about Udayana and Vasavadatta and as a contemporary of a Bindusara. These
references cannot be about Subandhu the prose poet whose work dates to the sixth century CE.
Instead, this Subandhu is noted as a contemporary of the Maurya emperoror Bindusara (3rd c.
BCE), son of Candragupta and father of Asoka. Hemacandra’s Parisistaparva (11th c. CE)
speaks of Bindusara and his ministers Canakya and Subandhu.'* While not imprisoned in
Hemacandra’s account of the story, Subandhu does incur Bindusara’s wrath for undermining the
emperor’s trust in Canakya.

While not directly identifying the Subandhu minister of Bindusara with the great poet
Subandhu who authored the Vasavadattanatyadhara, the network of references above strongly
suggests that the two were one in the same—at least in the literary-historical imagination of
authors composing in the centuries before the turn of the millennium. Following the logic of
naming that we see among authors of Sanskrit k@vya, it would stand to reason that a sixth-
century author composing a work titled Vasavadatta and working under the name Subandhu
would gesture toward the earlier Subandhu, author of a play related to the heroine Vasavadatta.
What we see here is the practice of taking on the name of a composer whose work one wishes to
emulate. Through the power of naming, Subandhu the author of the prose katha harks back to the
earlier work by the earlier minister cum author Subandhu.

To consider then the difference in storylines, we need to return to the discussions of
poetic invention. As emphasized earlier, the distinction between utpadya and anutpadya offers
more flexibility than the modern fact-fiction divide. And here, I suggest that the earlier akhyayika
related to Vasavadatta and, by association, Udayana, that we see referenced in the grammatical
literature is the source narrative for both the play by the earlier Subandhu and the prose work by
the later Subandhu. The latter author, however, has created a work of imagination based on the
earlier akhyayika. Perhaps it is through a conflation between the historical narrative of
Vasavadatta and Udayana, that is, the Vasavadatta dakhyayika referred to in Patafjali’s

152. Abhinavabharati, Madras GOML, Ms. Vol. 3, p. 45. Quoted in V. Raghavan, “Subandhu,” The Indian
Historical Quarterly 19, no. 1 (1943): 70-71.

153. Parisistaparva 8.194-9.13. See especially 8.446-9.13.
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Mahabhdsya, and Subandhu’s Vasavadatta the prose kathd based on the Vasavadatta akhyayika
that we see the Vasavadattd being referred to as an akhyayika in some later commentaries. In
other words, there is a semantic shift that takes place between the genre of akhyahika in earlier
sastra discourse and the later literary genres of akhyayika and katha; whereas the former refers
to the historical source material for a kG@vya, the latter refers to literary prose expressions of this
narrative source material in kavya.

2.5.  Chapter Conclusions

In this chapter I locate gadyakavya, “literary prose,” within its broader historical
contexts. Through a close reading of the early works on poetics, beginning with Bhamaha’s
Kavyalankara (7th c. CE) and ending with Rudrata’s Kavyalankara (c. 850 CE), it proposes new
ways of conceptualizing literary prose outside of the formal differences between its two main
genres, the akhyayika and the katha. And, by investigating conversations around genre outside of
these works on poetics, this chapter also traces the lines of contact between the historical
akhyayika genre of earlier sastra discourses and the two literary-prose genres. While these two
genres have traditionally been distinguished by the prose akhyayika cleaving to actual events and
the prose katha as based on the poet’s invention. This chapter emphasizes that both literary-prose
genres are different expressions of historical source material about heroes from a past that is
more recent than the past depicted in the epics, that is, from the historical past. Whereas the
prose akhyayika highlights the valorous deeds of the work’s nayaka, “male protagonist,” the
prose katha highlights the nayaka’s romantic relationship with the work’s nayika, “female
protagonist.” In both cases, the sources themselves suggest that the distinction between actual
and the imagined is not as clearcut as the terms themselves might imply. As an entry into the
Avantisundari, the next chapter continues this exploration of prose genre features, specifically,
the kavyarambha, “verse preamble,” that opens works of gadyakavya.
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Chapter 3: Verse Beginnings in the Avantisundart

3.1. Introduction

In Chapter Two, I considered the genre history of gadyakavya through close readings of
the early alankara theorists and by exploring the relationship between the earlier historical
genres and the later literary genres. This chapter will continue the discussion begun in Chapter
Two of the genre features of gadyakavya by focusing on the Avantisundari’s kavyarambha, the
verse “preamble to the work™ that functions as the author’s introduction. Totaling twenty-seven
verses, the preamble begins with homage to the Supreme Divinity in its triple form as Brahma,
Siva, and Visnu (48, v. 1). This is followed by acknowledgement of great composers and their
works (A4S, vv. 2-22) and continues with praise of favorable critics and condemnation of
unfavorable ones (A4S, vv. 23-25). The introduction concludes with verses of praise and
benediction to the audience (4S5, vv. 26-27)."** Bhoja’s Syrgdraprakdsa refers to the different
parts of the preamble as prabandhalarkaras, “ornaments of the work as a whole.”'** While the
sabdalankaras and arthalankaras, ornaments of sound and sense, have been the topic of
numerous studies in poetics, the poetic preamble has not received much scholarly interest.'* This
lack of interest could in part be due to early works of mahakavya not consistently having
extended preambles. It appears that among the early Sanskrit verse kavyas, only Kalidasa’s
Raghuvamsa, a chronicle of the kings of the Raghu dynasty, has an extended kavyarambha."’
However, the situation differs for the early Sanskrit prose kavya works, which almost all begin
with some sort of a verse preamble.'*®

154. The opening folios are missing from ORIML 10863 (transcribed as ORIML T-704), the manuscript
upon which the 1954 edition of Avantisundart is primarily based are missing. Thus, the verse preamble and
beginning of the prose section of the 1954 edition (up to p. 4, line 9) are from the folios that the 1924 manuscript is
based on (transcribed as GOML R3454ab). From the transcript held at the Government Oriental Manuscript Library
at the University of Madras, Chennai, it appears that there were at least two folios from separate manuscripts that
contained a version of the verse preamble. The differences between the two are slight.

155. SrPra 11, Joyser edition, vol. 2, 472-73.

156. An exception to this are the conference proceedings for the Sastrarambha panel at the 13th World
Sanskrit Conference in Edinburgh. Walter Slaje, ed., Sastrarambha: Inquiries into the Preamble in Sanskrit,
(Wiesbaden: Harrassowitz Verlag, 2008). As its title indicates, the work primarily looks at the preamble to Sanskrit
sastra. However, two papers discuss literary preambles. See Giuliano Boccali, “The Incipits of Classical
Sargabandhas” in Sastrarambha, 183-205, and Walter Slaje,  ‘In the Guise of Poetry’—Kalhana Reconsidered” in
Sastrarambha, 207-244.

157. Raghuvamsa 1.1-1.10 (NSP edition). This is not to say that the poetic preamble was absent from verse
kavya in the mid-first millennium. One of the most extensive preambles is in Pravarasena’s Setubandha, a Prakrit
verse kavya based on Valmiki’s Ramayana.

158. Some exceptions to this are Dandin’s Dasakumaracarita, Bhoja’s Syrigaramaijarikatha (The Story of
[the Courtesan] Srr'zgdramaﬁjarz‘, 11th c. CE), and Agastyapandita’s Krsnacarita (Deeds of Krsna, 13th c. CE). The
case for a missing beginning of the Dasakumaracarita have been discussed in the Introduction. Based on one
manuscript, Bhoja’s Syrigaramanijarikatha is missing its first few folios. Given the missing folios, it is not clear
whether the this gadyakavya had a poetic preamble. This is also the case with Agastyapandita’s Krsnacarita, where
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Given the prevalence of this poetic convention in literary-prose works and the paucity of
discussion around it, I begin each of this chapter’s two sections with a brief history of an aspect
of the author’s introduction. In the first section, I discuss the development of the marngaldcarana,
the “auspicious verse or set of verses,” that begins a Sanskrit k@vya. And, in the second, I discuss
the kaviprasamsa, the “[verses] in praise of poets.” Through an exploration of each of these
elements in the Avantisundari’s verse preamble, I consider how both the marngalacarana and the
kaviprasamsa act as discursive prefatorial spaces which help locate the Avantisundari within a
larger storytelling tradition.

3.2. The Mangalacarana: Auspicious Beginnings

A Comment on the Mangalacarana

In his contribution to the 2006 World Sanskrit Conference panel on the sastrarambha, the
“preamble (arambha) to a treatise on the various systems of knowledge (sastra),” Christopher
Minkowski notes that the practice of beginning a sastra with a mangaldacarana, that is, an
auspicious verse invoking a deity, begins in the sixth and seventh centuries. After this, the rising
popularity of the mangala verse causes later intellectual traditions to respond variously to the
absence of marngala verses in earlier texts."”” Given the near ubiquity of these opening verses,
Minkowski notes, “That a Sanskrit text begins with a marngalacarana is one of our most basic
facts. For that reason, therefore, it is worthy of reconsideration, at least occasionally.”'® Though
Minkowski’s comment refers specifically to the beginning of sastra works, it is equally germane
to the openings of literary works, or k@vyarambha. For, like their sdstra counterparts, the
mangalacarana—in the sense of an auspicious opening verse to a deity—also begins to gain
currency in Sanskrit k@vya in the sixth and seventh centuries.'® While the nandi, or benedictory
verse opening a play has been a commonplace in drsyakavya,'®* this type of introduction
becomes de rigeur for sravyakavya works around the ninth century, if not sooner.

The term mangaldcarana does not appear in the earliest extant works on poetics, but
theorists beginning with Dandin note the import of a work’s opening verse(s) whether or not they
invoke a deity. Dandin’s Kavyadarsa speaks specifically of the mahdakavya as having as its
introduction an asis, “benediction,” a namaskriya, “respectful salutation,” or a vastunirdesa,

most likely about 22 verses with some prose lines were lost early on. See, T. Venkatacharya, “Some Nice Features in
the Krsnacarita of Agastyapandita.” East and West 27, no. 1/4 (1977): 363.

159. Chistopher Minkowski, “Why Should We Read Mangala Verses?” in Slaje, Sastrarambha, 6.
160. Ibid., 3.

161. This is not to say that there are no literary works that begin with encomia to a deity before that. I will
return to these works below.

162. Herman Tieken discusses the regional differences in terminology for the prologues of Sanskrit plays in
Herman Tieken, “The Pirvaranga, the Prastavana, and the Sthapaka,” Wiener Zeitschrift fiir die Kunde Siidasiens
45 (2001): 91-124.
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“indication of the subject.”'® Rudrata’s Kavyalankara (c. 850 CE), while breaking down the
prefatory material more specifically according to genre, describes both the prose katha and
akhyayika as opening with verse(s) of respectful salutation to gods and gurus, “revered
teachers.”'®* Bhoja’s Sriigaraprakasa (c. 1050 CE) states that the opening of a ka@vya functions as
the first prabandhalankara, ornament of the entire work. Bhoja’s system follows and expands
upon Dandin’s three ways of opening a kavya by adding two more options and applying them
across literary genres. To the namaskara, dasis, and vastunirdesa noted earlier in the Kavyadarsa,
the Syngaraprakasa adds stuti, “praise,” and vastipaksepa, “hinting at the subject matter.”®’

This brief overview shows how the theoretical vocabulary for opening verse(s) developed
over time. However, a survey of the literary works themselves shows that, by the turn of the first
millennium, authors chose to introduce their works with verses dedicated to a deity, or otherwise
revered figure. In other words, incipits indicating the subject of a work rather than invoking a
deity, i.e., the vastunirdesa and the vastipaksepa, were no longer in common use. Even the
examples that Bhoja’s Syiigaraprakasa gives of these two types of openings come from much
older, lost works: Mentha’s Hayagrivavadha (Slaying of Hayagriva) and the Prakrit kavya
Maricavadha (Slaying of Marica)." What does this impulse toward the marngala verse and away
from other types of opening verses suggest about the development of this convention, especially
in works of literary prose?

In Giuliano Boccali’s study of the incipits of mahakavyas, he considers opening verses
from the earliest mahdakavya examples, A§vaghosa’s works, the Buddhacarita (Deeds of the
Buddha, 1st-2nd c. CE) and Saundarananda (Beautiful Nanda, 1st-2nd c. CE) to Magha’s
Sisupalavadha (The Slaying of Sisupdla, 7th c. CE). Boccali observes that, prior to the
composition of Dandin’s Kavyadarsa, the majority of opening verses for mahakavya works are
of the vastunirdesa type.'®” Of the opening verses from the ten mahakavyas studied by Boccali,
only two works open with a mangaldacarana verse: Kalidasa’s Raghuvamsa (Lineage of the
Raghu Dynasty, c. 4th—5th c. CE) begins with a verse in praise of Siva and Parvati. And
Pravarasena’s Maharastr1 Prakrit poem, Setubandha (Construction of the Causeway, early 5th c.
CE), begins with four verses to various incarnations of Visnu followed by four to Siva.'s*

163. DaKA 1.14cd (asir namaskriyd vastunirdeso vapi tanmukham). Since Dandin’s vastunirdesa does not
participate in invoking a deity, it would be more accurate to refer to these categories collectively as “opening verses”
rather than marngalacarana, “benedictory verses.”

164. For the mahakatha, see RuKA 16.20ab ($lokair mahakathayam istan devan guriin namaskytya). For
the akhyayika, see RuKA 16.24ab (pirvavad eva namaskrtadevagurufh]....).

165. SrPra 11, Joyser edition, vol. 2, 472 (tatra namaskaradyupakramatvam ity anena namaskarastutir asir
vastunirdeso vastipaksepa ity upalaksyante | ). Note, Dandin refers to the respectful saluation as namaskriya.

166. SrPra 11, Joyser edition, vol. 2, 473 (vastunirdeso yatha hayagrivavadhe....vastipaksepo yatha
maricavadhe).

167. Giuliano Boccali, “Incipits of Classical Sargabandhas,” in Sastrarambha: Inquiries into the Preamble
in Sanskrit (Wiesbaden: Harrassowitz Verlag), 2008: 183-205.

168. Raghuvamsa 1.1 (NSP edition). Setubandha vv. 1.1-8. Pravarasena s Setubandha: Original text in
Prakrit accompanied with Sanskrit Rendering, ed. and trans. Krishna Kanta Handiqui (rev. ed. New Delhi: Rashtriya
Sanskrit Sansthan; D. K. Printworld, 2014, First published in 1976).
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Turning our attention away from Boccali’s focus on the mahakavya during this earlier
period, we see mangala verses opening other genres of ka@vya. Hala’s first-century anthology of
verses in Maharastr1 Prakrit, Sattasai (Seven Hundred Centuries) begins with an homage to
Pasupati (Siva) and, by extension, to the goddess Gaur (Parvati), through her reflection in his
water-filled palms.'® The first verse of Aryas$iira’s campii Jatakamala (Garland of the Buddha's
Past Lives, 4th c. CE) offers the poet’s praise to the wondrous deeds of the Buddha.'” And, most
pertinent to the discussion at hand are the works of literary prose: in its opening verse, Bana’s
prose akhyayika Harsacarita pays homage to Sambhu, while his prose katha Kadambari pays
homage to Brahma.'”" Subandhu’s Vasavadatta opens with praise to Sarasvati.'”” And, as noted
above, Dandin’s own gadyakavya Avantisundari begins with a respectful salutation to Brahma,
Siva, and Visnu as the Trimiirti. From these representative examples of works in different literary
languages, genres, and sectarian affiliations, we see that, most early mahakavyas open with
vastunirdesa verses or with no introductory verse at all. However, gadyakavya works, both
akhyayika and katha, tend to open with marngala verses.

While the kavya tradition of marngala verses does not originate in the early gadyakavya
works, the examples above show that they became a durable feature of the gadyakavya genres.
And, given their dates of composition beginning in the sixth and seventh centuries, their growth
and rise in ubiquity follow the approximate history set forth by Minkowski in his discussion of
the mangala verses in sastra traditions. Given the widespread use of marngala verses by the turn
of the first millennium CE, Minkowski raises a question that is equally relevant for the literary
tradition: “What, then, did they [Sanskrit intellectuals] make of the undeniable fact that many of
the old, foundational texts in the central disciplines which they studied and commented on had
no marngala verses?”'” In the realm of kavya, these old, foundational texts would be akin to the
early mahakavya works opening with other types of verses, such as the vastunirdesa. Minkowski
points to the various ways that theorists and commentators negotiate the absence of marngala

169. Sattasari 1:
pasuvaino rosarunapadisasamkamtagorimuhaamdam |
gahiagghapamkaam via samjhasalilamjalim namaha ||
Homage to the hands of Pasupati cupped in supplication and filled with water at the
twilight offering—{[cupped hands] in which the image of Gaur’s face-moon is reflected
red with anger, like a [red] lotus presented as an offering.
Das Saptasatakam des Hala. Edited by Albrecht Weber. Abhandlungen fiir die Kunde des Morgenlandes 7, Bd. 4.
Leipzig: F.A. Brockhaus, 1881.
170. Jataka-Mala by Arya Siira, ed. P. L. Vaidya, Buddhist Sanskrit Texts 21 (Darbhanga: The Mithila
Institute of Post-Graduate Studies and Research in Sanskrit Learning, 1959).
171. Harsacarita 1. The Harshacarita of Banabhatta. With the Commentary (Sanketa) of Sankara. Edited
by Kasinath Pandurang Parab. Revised by Srinivas Venkatram Topptr. 4th ed. Bombay: Nirnaya Sagar Press, 1918.
All citations refer to the NSP edition unless otherwise noted.
Kadambart 1. Kadambart of Banabhatta, ed. with the Candrakala and Vidyotint by Krsnamohana SastrT,
Kashi Sanskrit Series 151. 3rd ed. (Varanasi: Chowkhamba Sanskrit Series Office, 1960). All citations refer to the
CSS edition unless otherwise noted.

172. Vasavadatta 1. Vasavadatta of Subandhu, ed. with comm. T. V. Srinivasachariar (Trichinopoly: St.
Joseph’s College Press, 1906).

173. Minkowski, “Why Read Mangala Verses?” 10.
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verses in earlier works.'” An instance of this commentarial anxiety over a literary work’s
beginning can be seen in Kalidasa’s mahakavya, Kumarasambhava (Birth of the God Kumara,
ca. 5th c. CE). The poem begins with an introduction to the mountain Himalaya, father of the
work’s protagonist, the goddess Parvati: “There is a divine mountain in the northern direction.
His name is Himalaya, the overlord of mountains (asty uttarasyam disi devatatma himdalayo
nama nagadhirdjah).”'” Like most of the other early mahakavya works noted in Boccali’s study,
Kalidasa’s opening has a straightforward narrative sense, which neither resembles a namaskriya
or a vastunirdesa. Daniel Szaler notes, “This omission, moreover caused a headache for those
mediaeval scholars who wrote their commentaries under the influence of the later works on
poetics.”'’® Given what Minkowski calls the ways of “retrofitting” the beginning of a text with a
mangala,'” the question arises whether the idea of the vastunirdesa was a way of making sense
of the absence of a mangaldacarana on the part of literary theorists.

Family Resemblances: The Avantisundari’s Mangalacarana

In the introduction to this section, I discussed the development of the mangaldcarana
verse as seen in first-millennium literature and works of poetic theory. The purpose of this
introduction was to outline conventions specific to gadyakavya as well as to articulate some of
the constraints that composers might have worked with in the production of ka@vya. Now, |
consider how a shared vocabulary of tropes also connects authors and their works. Here, Ludwig
Wittgenstein’s classic discussion of “family resemblances” is productive. Using the example of
games to problematize the existing criteria for defining language, Wittgenstein states,

For if you look at them [games] you will not see something that is common
to all, but similarities, relationships, and a whole series of them at
that....And the result of this examination is: we see a complicated network
of similarities overlapping and criss-crossing: sometimes overall
similarities, sometimes similarities of detail.

174. Ibid., 10-17.

175. Kumarasambhava 1.1ab. Kumarasambhava of Kalidasa: With the Commentary (the Sanjivini) of
Mallinatha (1-8 Sargas) and of Sitarama (8-17 Sargas), ed. Kasinath Pandurang Parab, 3rd ed. (Bombay: Nirnaya
Sagar Press, 1893.) On the syntax of opening narratives.

176. Péter Szaler, “On the Road with Kalidasa: Countries, Cities and Sacred Places” (PhD diss., E6tvos
Lorand University, 2019), 162. For a more detailed discussion of this debate, see ibid., 162—163. See ibid., 304 for
Arunagirinatha’s and Narayana’s commentary.

177. Minkowski, “Why Read Mangala Verses?” 14. In the $astraic context, Minkowski discusses the shift
in commentaries of works that begin with words such as atha, “now” or “then next.” According to Minkowski,
commentators from the eighth century onward suggest that this word, as the opening of the sa@stra, “had an
auspicious effect, and hence that it provided a work with a marngala beginning.” Ibid., 12-13.

Commentators of narrative literature have used similar strategies with the term asti, “there is,” and other
finite forms of the verbal root, as, “to be,” as well as the verbal root, bhii, “to be(come).” For a discussion of these
terms as part of a syntactic formula to introduce new narratives, see Hueckstedt, Style of Bana, 23-25. 1 discuss and
modify this formula in Chapter Four.
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I can think of no better expression to characterize these similarities
than “family resemblances”; for the various resemblances between
members of a family: build, features, colour of eyes, gait, temperament,
etc. etc. overlap and criss-cross in the same way. —And I shall say: “games”
form a family.'”®

In what follows, I examine the benedictory verses of the works attributed to Dandin as well as
the works that share the Avantisundari/Dasakumaracarita narrative, which has Rajavahana as its
protagonist. Although these two families of texts are not identical, they are deeply imbricated.
And the complicated network of similarities among these works nods toward their participation
in a shared conceptual space that goes beyond genre, author, and historical period. Before
considering these verses, let us focus on two works of gadyakavya: Dandin’s Avantisundari and
Bana’s Kadambarti.

The Avantisundari begins with a mangalacarana verse in sloka meter that plays with the
notion of unity in plurality through its invocation to the three-fold aspect of the Divine:

hiranyagarbham isanam adyam ca purusam harim |
trin apy asatyanandtvan vande visvasaririnah || AS v. 1

To Hiranyagarbha, I$ana, and the Primordial Man Hari,
Though they are three from a false state of plurality,
I honor them as Vis$vasaririn, the One Whose Body is the Universe.

The first half of the stanza highlights the Trimiirti, that is, Brahma as Hiranyagarbha, Siva as
I$ana, and Visnu as Purusa and Hari. However, the second half of the stanza calls out the illusory
nature of the plurality by referring to the three as the one possessing the entire universe as its
body, that is the Self-Born, or Svayambhii Brahma as Vi§vasaririn. Addressing the historical
development of the early-Vedic conception of Brahma, from the Supreme Creator to the epic-
puranic conception of Brahma as the god responsible for creation is beyond the scope of this
discussion. But what should be noted here is how the Avantisundari plays with the distinction
and the slippage between the two conceptions, with Brahma as sectarian god, acknowledged in
the first half-verse, and as Supreme Being in the second.

This conception of a single godhead manifesting as the three gods of the Trimiirti also
opens Bana’s prose poem Kadamabari, where the poet pays homage to the supreme Brahma as
Aja, “Unborn One”:

rajojuse janmani sattvavrttaye sthitau prajanam pralaye tamahsprse |

ajaya sargasthitinasahetave trayimayaya trigunatmane namah ||'”°

178. Ludwig Wittgenstein, Philosophical Investigations, rep. of English text, trans. G. E. M. Anscombe
(Oxford: Basil Blackwell, 1963), 31°-32¢.

179. Kadamabarrt 1.
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Inclined toward activity (rajas) in the genesis of beings,

Existing as light (satfva) in their sustenance,

Touched by darkness (famas) in their destruction,
Homage to Aja, the Unborn One,

The cause of creation, preservation, and dissolution,

Three in form, three in quality.

As with the paradox of the one whose body is the universe having three divine forms in the
Avantisundart, the Kadambari’s opening namaskriya glorifies the Unborn One (4ja), in its triple
form consisting of the three constituent elements of the universe (friguna) and manifesting as the
three gods associated with each of the three gunas. While the gods are not named in the verse,
their three-fold associations—Brahma as the quality of rajas, “activity,” responsible for sarga,
“universal creation”; Visnu as the quality of sattva, “light,” responsible for sthiti, “preservation
of the universe”; and Siva as the quality of tamas, “darkness,” responsible for nasa, “destruction
of the universe”—would be well understood. By invoking this particular trope of divinity, the
Avantisundari acknowledges its predecessor Bana’s Kadambari, signaling an affiliation in both
form and narrative content. For not only are the Kadambari and the Avantisundari composed in
ornate literary prose, they also fall under the genre of what Christine Chojnacki refers to as the
“heroine” novel, works that are named after and based, albeit sometimes tenuously, on a female
protagonist.'*® That the Avantisundart author held the Kadambart in high regard can be seen not
only from the generous lexical and stylistic borrowings throughout the text, but also from
explicit mentions of both author and work. Not only does the work acknowledge Bana in the
kaviprasamsa,'™" within the story proper, the Avantisundart alludes to the work through word
play, along with other famous works of kavya, while describing the great city of Puspapura.'®
Moreover, the Avantisundart tells the story of Kadambar as part of its own narrarive.'®’

The primacy of Brahma and the notion of three-fold divinity in the Kadambari and
Avantisundari mangala verses also thread through the other works attributed to and associated
with Dandin. The margala verse attached to the Dasakumaracarita is dedicated to Visnu as
Trivikrama, an epithet for Visnu’s dwarf avatara renowned for crossing the three worlds in three
steps.'™ More specifically, the verse is dedicated to the god’s stafflike foot (anghridanda), which
is described as the victory-pillar staff of the three worlds (tribhuvanavijayastambhadanda).
Despite Visnu being the object of the verse’s praise, the first word uttered in the verse is brahma

180. Christine Chojnacki, "Charming Bouquet or Wedding Garland? The Structures of the Jain Heroine
‘Novel’ in Prakrit From Kuvalayamala (779) to Manorama (1082)," Asiatische Studien /Etudes asiatiques 70, no. 2
(2016): 365-398.

181. 4S8, v. 19.

182. 45, 20.

183. A4S, 243-45.

184. The Dasakumaracarita’s mangala verse appears to have been composed separately and attached to the
work after the eleventh century. See Bhoja’s Sarasvatikanthabharana 2.250 where the verse is quoted anonymously.
The Saraswati Kanthabharana by Dhareshvara Bhojadeva, with Commentaries of Ramsinha (I-I1I) and Jagaddhara
(IV), ed. Pandit Kedarnath Sarma and Wasudev Laxman Sastr Pansikar, Kavyamala 94, 2nd ed. (Bombay: Nirnaya
Sagar Press, 1934).
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in describing Visnu’s foot as “the parasol-staff of Brahma’s egg, i.e., the universe”
(brahmandacchatradanda). Brahma is recalled a second time as Satadhrti, “One of a Hundred
Sacrifices,” in the next description of that foot as the lotus-stalk staff of the lotus which is the
home of Satadhrti, “One of a Hundred Sacrifices” (satadhrtibhanavambhoruha).'® Similarly
Brahma, referred to as Caturmukha, “Four—Faced One,” appears as the first utterance of
Dandin’s Kavyadarsa:

caturmukhamukhambhojavanahamsavadhur mama |'*
manase ramatam nityam sarvasukla sarasvati || DaKA 1.1

Shining white, let my beloved, the hamsa-like Sarasvati for whom the
mouths of the four-faced [Brahma] are lotus groves, delight forever in the
mind/in lake Manasa.

Through the power of compound apposition and bivalent verse, Sarasvati as wife, whose speech
is placed in the mouth of her consort Brahma, delights forever in the poet’s mind.
Simultaneously, Sarasvati as a hamsa in a grove of lotuses delights forever on lake Manasa
where hamsas are said to flock in summer. The metaphorical relationship between Sarasvatt and
a hamsa appears in another work associated with Dandin, the Avantisundarikathdsara, an
anonymous verse summary of the Avantisundari. The Avantisundarikathdsara opens with three
mangala verses, the first to Visnu and the second to Siva. We might expect the third verse to be
dedicated to Brahma. Instead, it is dedicated to Sarasvati in a metaphor that strongly resonates
with the Kavyadarsa’s mangala verse:

manmukhe sukhavinyastasavilasapadakrama |
hamsiva viharanti stat sarasiva sarasvati || ASKS 1.3

With her playful series of steps/quarter verses placed joyfully in my
mouth, let Sarasvati be like a hamsa roaming with pleasure on a lake.

Not only does the Avantisundarikathasara verse draw upon the metaphor of Sarasvati as hamsa,
it also similarly presents the poet in first-person voice. But, where the relationship between the
poet and the Goddess of Speech is mediated in the Kayddarsa through the mouth of Brahma, the

185. DKC 1:
brahmandacchatradandah satadhrtibhavanambhoruho naladandah
ksoninaukiipadandah ksaradamarasaritpattikaketudandah |
Jjyotiscakraksadandas tribhuvanavijayastambhadando 'nghridandah
Sreyastraivikramas te vitaratu vibudhadvesinam kaladandah ||
186. Given the position of the genitive mama, “my,” I construe it with the compound in the first half line as
“my beloved/wife, the hamsa-like [Sarasvati].” This rendering plays on the trope that the inspired poet is married to
Sarasvati in the same way that a king is married to the goddess Sri. Alternatively, the verse could be read along the
lines as follows:

Shining white, let Sarasvati, the hamsa-like wife in the lotus groves that are the mouths of
the four-faced [Brahma], delight forever in my mind/in lake Manasa.
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Avantisundarikathasara places Speech directly in the mouth of the poet. The two verses share a
similar syntactic structure with both of their first-half stanzas consisting of a long possessive
bahuvrthi compound qualifying Sarasvati paired with the genitive referring to the author (DKA,
mama...manase, “in my mind”’; ASKS, manmukhe, “in my mouth”). Both verses are
grammatically governed by an imperative verb of benediction (Kavyadarsa with ramatam “let
[Sarasvati] delight and Avantisundarikathasara with stat “let [Sarasvati] be”)."” And, they
similarly punctuate the last quarter verse with meaningful sibilant consonance. Where the
Kavyadarsa’s verse begins with mention of Brahma as Caturmukha and ends with Sarasvati, the
Avantisundarikathasara begins with the poet and ends with the goddess.'™

While the Kavyadarsa, Avantisundart, and Dasakumaracarita—works attributed to
Dandin—and the Avantisundarikathdasara—based on a work attributed to Dandin—are in
conversation through a shared conceptual and linguistic vocabulary, no single feature of the
mangalacarana threads through all of them. Nevertheless, the shared features above speak to an
association between these texts. The works that are associated with Dandin discussed above
differ in genre on several levels. On the most fundamental level, the Kavyadarsa is a sastra, a
treatise, while the other three works are k@vya, literary works. Of the three kavyas, the two
attributed to Dandin, Dasakumaracarita and Avantisundari, are works of ornate prose, while the
Avantisundarikathasara is mostly in sloka meter. Despite these differences, they share a family
resemblance through their opening verses. Likewise, the marngala verses of the Kadambari and
the Avantisundari resemble each other through their object of devotion: the Supreme Brahma
manifesting as the Trimiirti. While invoking different deities, the Dasakumaracarita and the
Kavyadarsa both choose Brahma as their opening image and invocation of him as their first
utterance. And, while the Avantisundarikathdsara is not attributed to Dandin, its resemblance to
Dandin’s Kavyadarsa is perhaps the closest of all.

The question then is whether this family resemblance holds any explanatory power.
While the question of whether the works attributed to Dandin were composed by a unified author
is inconclusive, it is instructive to see how the later works, the Avantisundarikathasara and the
reconstructed beginning of the Dasakumaracarita reflected relationships with the earlier texts
through their mangala verses. The relationship between the Avantisundarikatha and the
Avantisundarikathasara is clear from the title of the latter as a sara, “digest of the larger work™;
its faithful reproduction of the Avantisundarikathd framing narrative where Dandin of Kafict
composes the Avantisundarikatha; and its explicit acknowledgment of Dandin as the author of
the Avantisundarikathd in its colophon history. Yet, rather than align itself further with the
Avantisundarikatha through its mangala verse, the Avantisundarikathdsara’s mangala verse
resoundingly echoes the Kavyadarsa’s, thus gesturing toward the author of the original work, if

187. The use of the imperative root as, “to be,” as stat in the third person singular, as opposed to the second
person, is nonstandard. On this, see William Dwight Whitney, Sanskrit Grammar (Repr., Delhi: Motilal Banarsidass,
2005), §570-571, p. 213—-14.

188. For a detailed engagement of speech Vac and, by extension Sarasvati as the goddess of poetic speech,
see Sally J. Sutherland Goldman, “Speaking Gender: Vac and the Vedic Construction of the Feminine,” in Invented
Identities: The Interplay of Gender, Religion and Politics in India, pp. 57-83. Edited by Julia Leslie and Mary
McGee, (Oxford: Oxford University Press), 2000.
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not the work itself. The marngala verse attached to the Dasakumaracarita further reinforces this
link between the Kavyddarsa and the Avantisundari. Because the beginning and ending
ucchvasa-chapters of the Dasakumaracarita are lost, it appears, to use Isabelle Onians’s
wording, “a headless, tailless torso.”'® Thus, the beginning of the Dasakumaracarita has been
reconstructed by an anonymous author. And a free-floating marngala verse has been adopted to
open the work. It is notable that the verse adopted for this work shares features similar to other
mangala verses in this family of works.

Pointing to this “complicated network of similiarites overlapping and criss-crossing” has
less to do with questions of historical authorship and more to do with the ways that later authors
and literary communities imagined the seventh-century Dandin as both a poetic theorist and a
gadyakavya author. The association of Dandin extends beyond the Sanskrit works addressed thus
far. We see it again in thirteenth-century Andhra Pradesh where the poet-scholar K&tana,
referring to himself as the modern Dandin (abhinava-dandin) composes not only a Telugu verse
rendering of the Dasakumaracarita, but also a grammatical treatise on the Telugu language, the
Andhrabhasabhiisanamu (Ornament of the Language of the Andhras). As the “modern Dandin,”
Ketana fashions himself as both theorist and poet, more specifically, a poet of the
Dasakumaracarita. While Dandin’s Kavyadarsa falls under the rubric of literary theory and
K&tana’s Andhrabhasabhiisanamu under grammar and linguistic theory, their affinities with the
aesthetics of language allow a slippage that Appakavi acknowledges in his mid-seventeenth
century work on Telugu grammar Appakaviyamu (Appakavi’s [ Treatise]). In the introduction to
his treatise, Appakavi relates how Visnu comes to him in a dream. Referring to the earlier
theorists, Tatana and K&tana, the god notes,

Tatana and Nuitna-Dandi covered a little
of Telugu grammar. Good scholars though they were,
their works are not comparable to this.'”

Ketana’s self-fashioning as the Telugu Dandin, both authors of a Dasakumaracarita narrative as
well as theoreticians, is not lost on Appakavi, who refers to his predecessor in this stanza as the
new Dandin (here using the Telugu term nitna, “new”). While this example steps away from the
discussion of the marngala verse, it highlights the imagining of later authors of Dandin as an
author of both gadyakavya and sastra. Concluding then with the marngala verses in Kétana’s
Dasakumaracaritra, we see that they too bear a resemblance to the margala verses from the
Dandin family. K&tana’s Dasakumaracaritra begins with verses entreating each of the gods of

189. Onians, What Ten Young Men Did, 23.

190. Quoted in Velchuru Narayana Rao and David Shulman, Classical Telugu Poetry: An Anthology
(Berkeley: University of California Press, 2002): 233-34. Appakaviyamu of Appakavi (Madras: Vavilla
Ramasvamisastrulu and Sons, 1966).
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the Trimarti, Visnu, Siva, and Brahma—as Aja—to bless Tikkana, his teacher and the dedicatee
of the work.""

3.3. The Kaviprasamsa

The praise of past poets, or kaviprasamsa, comprises the bulk of the Avantisundari’s
preamble. Peopled with well-known authors the preamble’s kaviprasamsda, along with the
framing narrative, has received the lion’s share of attention from scholars of the work.'"”> But
aside from identifying these authors, their works, and their relative chronologies, not much more
has been said of the Avantisundari’s preamble. Given the numerous references to other authors
and literary works in the Avantisundari preamble, it will be instructive to consider how the kavya
preamble situates the Avantisundari within a larger literary tradition. Sheldon Pollock provides a
useful framework for thinking generally about the kaviprasamsa along three axes: as a form of
literary history, canon- and classic-creation, and as a means of self-canonization on the part of
the work’s author.!”® To this, he notes, “As such, these verses reveal not so much inert traditions
handed down from the past as orders of significance shaped in the interest of each particular
present.”"”* Rather than see the kavyiprasamsa as simply a literary convention, Pollock’s
theorization encourages us to think about how authors position themselves within a literary
tradition and among other authors. Apart from these more global assertions of canon-creation
mentioned by Pollock, in what follows, I would like to point toward more genre-specific types of
affiliations taking place within the AvantisundarT’s kaviprasamsa and more generally in the
kaviprasamsas of gadyakavya works.

The Avantisundart as Case Study

After the mangala verse, the Avantisundari’s kavyarambha continues with an extensive
list of past poets and works beginning with the Sanskrit epics, the Ramayana (v. 2) and the
Mahabharata (v. 3). The Avantisundari continues with the following authors and works: the

191. Dasakumaracaritra of Kétana Kavi, ed. Bellankonda Candramauli$astr1 (Hyderabad: Andhra Pradesh
Sahitya Academy, 1967).

192. For example, see Kavi, introduction to Avantisundarikathasara and Avantisundarikatha, 6—11. Kavi
notes, “In light of the recent research in literature and archacology, the mention of the poets appears to follow some
strict chronological order.” Ibid., 6. And he reads nah,“our” as a nod to Dandin’s forefather’s living under
Pravarasena’s rule in Vaidarbha. Ibid., 9. Mahadeva Sastri provides a chart with known authors and titles along with
others in the frame and body of the work in the introduction to Avantisundari, 23. For a detailed description of the
kaviprasamsa verses, see J. Nobel, “Die Avantisundarikatha,” Zeitschrift fiir Indologie und Iranistik 5 (1927): 138—
45. See, too, Sheldon Pollock, “In Praise of Poets: On the History and Function of the Kaviprasamsa,” in Ananda
Bharati: Dr. K. Krishnamoorthy Felicitation Volume, eds. B. Channakeshava, and H. V. Nagaraja Rao (Mysore:
D.VK. Murthy, 1995), 447-48.

193. Pollock, “In Praise of Poets,” 452.

194. Sheldon Pollock, “Sanskrit Literary Culture from the Inside Out,” in Literary Cultures in History:
Reconstructions from South Asia (Berkeley: University of California Press, 2003), 78.
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earlier Subandhu (v. 6); the Brhatkatha of Gunadhya (v. 7); a work containing such well-known
literary figures as Narayanadatta, Devadatta, and Miladeva (v. 8); Stidraka (v. 9); Bhasa (v. 11);
Sarvasena (v. 12); the Setubandha of Pravarasena (v. 13); Kalidasa (v. 15); Narayana (v. 17);
Bana and Maytra (v. 19); and ending with Dandin referred to as the descendant of his great-
grandfather, Damodara (damodaravamsaja, v. 22). Of all of the gadya works from this period,
the Avantisundari’s kaviprasamsa takes special care to locate itself within the Brhatkatha
tradition. Following its praise of the epics at the beginning of the kaviprasamsa, verses six to
nine refer to literary works linked to the Brhatkatha. The first of these verses is in praise of
Subandhu, the author of the play Vasavadattanatyadhara and minister of Mauryan emperor
Bindusara. In Chapter Two, I showed that despite the stark difference in narrative, both the
earlier Subandhu the playwright and the Subandhu of the sixth-century prose katha Vasavadatta
drew upon the same narrative source material, that is the akhyayika referred to in Patafijali’s
Mahabhasya. The same Vasavadatta and Udayana also appear as the parents of Naravahanadatta,
the protagonist of the three verse kathdas the Brhatkathdaslokasamgraha (Verse Compendium of
the Great Story, c. 6th—7th c. CE) of Budhasvamin, the Brhatkathamarijari (Flower Collection
from the Great Story, 1050—-1075 CE) of Ksemendra, and the Kathdasaritsagara (Ocean of Story-
Rivers, 1063—1081 CE) of Somadeva.'”

Though incomplete, the following stanza clearly refers to the Brhatkatha through the
rhetorical question, “What species of being has been left out by the Great Story, [the work]
connected with Gomukha (gomukhanvitaya jatih ka brhatkathayojjhita, AS v. 7cd).””® Whereas
kaviprasamsa references in other literary works might refer to the Brhatkathd and its traditional
author Gunadhya, this verse provides a unique level of detail into the narrative by referring to
Gomukha, the minister and confidante of the protagonist, Naravahanadatta. Since there is no
available text of the Brhatkatha, we only know of Gomukha from the Brhatkatha verse
retellings. And, aside from this kaviprasamsa verse, he is not mentioned elsewhere in connection
with the Brhatkatha. The context for this reference is unclear given that only half of the verse is
available. However, it is striking that this reference to Gomukha in connection with
Naravahanadatta gestures toward the Avantisundari’s (and the Dasakumaracarita’s) story proper.
For both stories feature the trope of the hero and his conatal companions being born at the same
time. In the Brhatkatha verse epitomes, Naravahanadatta is born at the same time as the sons of

195. For the most comprehensive review of Kashmiri Brhatkatha literature, specifically Somadeva’s
Kathasaritsagara, up to 2020, see Jonathan A. Silk, “A Resurgent Interest in “Hindu Fiction,” ” Indo-Iranian
Journal 63,3 (2020): 263-306. Along with the three Sanskrit Brhatkatha epitomes, the extant Brhatkatha corpus
includes both Sanghadasagani’s Old Jaina Maharastri Vasudevahindi (Wanderings of Vasudeva) and Konkuvelir’s
Tamil Perunkatai (Great Story). For the Vasudevahindi, see L. Alsdorf, “Vasudevahindi, a Specimen of Archaic
Jaina-Maharastr1,” Bulletin of the School of Oriental and African Studies 8, nos. 2-3 (1936): 319-33. and Jain,
Vasudevahindi. See also Jagdishchandra Jain, The Vasudevahindi: An Authentic Jain Version of the Brhatkatha (L.D.
Series 59. Ahmedabad: L. D. Inst. of Indology, 1977). For the Perunkatai, see S. K. Aiyangar, “Brhat Katha.”
Journal of the Royal Asiatic Society of Great Britain and Ireland (July 1906): 689-92. See also R. Vijayalakshmy, A
Study of the Perunkatai: An Authentic Version of the Story of Udayana (Madras: International Institute of Tamil
Studies, 1981).

196. Though the term jati could refer to a general category here, I take it as meaning “species of being”
specifically because there is a bahuvrihi compound qualifying Brhatkatha in the first hemistitch that ends with
-manavadeva, two species of being, mortals and gods, respectively.
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his father’s, Udayana’s, ministers and chamberlain, including Gomukha, the son of Udayana’s
chamberlain."” In the Avantisundart, Vasumati gives birth to Rajavahana at the same time that
Rajahamsa’s ministers and chamberlain, as well as a friend of Vasumati’s all give birth to sons.'”®

The same level of detail appears in the next stanza referring to “a composition which has
as its source Devadatta along with Narayanadatta...Miladeva (sanarayanadatta ya
devadattasraya krtih | miladevodi...., AS v. 8ab).”"” Also known as Karnisuta, Miiladeva spans
the katha literature as an expert gambler and, as described by Maurice Bloomfield, “a rogue
whose pranks have endeared him to the popular heart as a shifty, yet delectable figure, who my
however...occasionally be taken more seriously and padded out into a sort of hero.”** Among
the many works that Miiladeva populates are the verse-epitomes of the Brhatkatha, the
Avantisundart, and the Dasakumaracarita.*®' This particular verse could allude to Miladeva’s
and the courtesan Devadatta’s relationship as portrayed in the Padmaprabhrtaka (The Lotus
Gift), a bhana attributed to Siidraka. The relationship between Miiladeva and Devadatta appears
in other works such as Mahuka’s Prakrit treatise on medicine and perfumery, the Haramekhala
(Hara's Waistbelt, 9th—10th c. CE),*” thus suggesting that this couple has narrative roots in
sources earlier than the bhdana. In another bhana of the four-play set known as the Caturbhant,
the Ubhayabhisarika (Mutual Assignations) of Vararuci has Narayanadatta featured as its female
protagonist and Devadatta playing a minor role. While there is no mention of Miiladeva in this
bhana, the question arises whether this Avantisundari stanza could, as with the reference to
Subandhu discussed in Chapter Two,*” refer to earlier narrative material from which these works
are drawn. As with the mention of Gomukha in the previous stanza, this verse gestures toward
the Avantisundari’s story proper which begins with the history of Dandin’s ancestors settling in
the city Acalapura (lit., the city of Acala), “founded by Miiladeva for his friend Acala.”*

The last of this series of Brhatkathd-related verses acknowledges a Stidraka both for his
martial skill and the composition of his own carita:

sidrakenasakrjjitva svacchaya khadgadharaya |
Jjagad bhiiyo ’bhyavastabdham vaca svacaritarthaya | ASv. 9 ||

197. Kathasaritsagara 4.3.57 (NSP edition).
198. A4S, 159-60
199. Most of pada c and all of pada d are missing.

200. Maurice Bloomfield, “The Character and Adventures of Muladeva,” Proceedings of the American
Philosophical Society 52, no. 212 (1913): 619.

201. For a complete list of references to Miladeva in $astraic sources, Jain commentaries and other literary
works, see, Harihara Sastri, introduction to Avantisundari Kathasara, x—xi; Maurice Bloomfield, “The Character and
Adventures of Muladeva,” 616-50.

202. Harihara Sastri, introduction to Avantisundari Kathdasara, X.
203. A4S, v. 6.

204. miladevena sakhyur acalasya krte nivesitam [acalapuram nama], AS, 9.

205. I refer to the 1924 edition here. Avantisundarikathasara and Avantisundarikatha, 1-2 (of the
Avantisundart text).
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Having been conquered repeatedly by Stidraka with his shining sword-
blade, the world was once again overcome by [his] words which had his
own deeds as their subject matter.**

Known as the king of Ujjain and a great poet in his own right, Siidraka is the author of numerous
works including the Padmaprabhrtaka, the Myrcchakatika, and the Vatsarajacarita. He is also a
well-known figure in the Brhatkathd related works, such as the Kashmiri Brhatkathds. Notably,
his story is also included as an embedded tale in the Avantisundari*’ By including several verses
of praise to the Brhatkatha and affiliated works, the Avantisundar’s kaviprasamsa locates itself
within the Brhatkatha narrative tradition. As I will show below, other literary works that form
part of this narrative tradition nod to the Brhatkathd in their kaviprasamsas. Yet the
Avantisundari does so more self-consciously by returning to the figures in the prose portion of
the work.

The Kaviprasamsa in Other Works of Gadyakavya

Having pointed to the Avantisundari’s association through its kaviprasamsa with the
Brhatkathd narratives, I now turn to other literary works from the second half of first—
millennium CE South Asia—specifically those literary works that contain kaviprasamsdas in their
preambles. My first observation has to do with literary form: that is, that almost all of the works
containing kaviprasamsdas from the seventh through the mid-tenth century are works of gadya
and campii. One of the few exceptions would Vakpatiraja’s Prakrit mahdakavya the Gaudavaho
(eighth CE). But here the verses of praise are at the end of the work, rather than the beginning.**®
Among the gadyakavya and campii works with kaviprasamsas in their preambles are Bana’s
Harsacarita (604—647 CE), Uddyotanasiiri’s Kuvalayamala (ca. 779 CE), Dandin’s
Avantisundari (7th=8th c. CE), the Damayantikatha (also known as, Nalacampii) of Trivikrama
(ca. 915 CE), and Dhanapala’s gadyakavya Tilakamarijari (1050). While these compositions
differ in their doctrinal affiliation, they are all gadyakavya or campii works. And with the
exception of the Kuvalayamala, composed in Prakrit, the works are in Sanskrit.

The most notable similarity among the kaviprasamsas of these works is that, without
exception, they make reference to the Brhatkathd or to its traditional author Gunadhya.
Employing the rhetorical figure slesa, which allows for a bitextual reading of the first hemistitch,
the following kaviprasamsa verse of Bana’s Harsacarita compares the Brhatkatha to the
amorous play of Siva, as Hara, with Parvati, as Gaurf:

samuddipitakandarpa krtagauriprasadhana |
haralileva no kasya vismayaya brhatkatha || HC v. 17 ||

206. Thanks to Prof. Robert Goldman for making my original translation more readable.
207. See A4S, 200 and ASKS 4.175-185.

208. The Sanskrit campii Yasastilaka of Somadevasiiri (ca. 950 CE) has a kaviprasamsa. But it is in middle
of the work.
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Like Hara’s amorous play,

which enflames Kandarpa and gives Gauri occasion for adornment,
who does the Great Story,

which inflames desire (kandarpa) and effects young women,
not amaze?

Not only does the verse reflect a key feature in the textual iconography of Siva and Parvati, it
also highlights the amorous effects of reciting the Brhatkathda. This aphrodisiacal quality of
storytelling is depicted in the Dasakumaracarita, as Rajavahana and Avantisundart are spending
their first night together.*”

Uddyotanasiiri’s Prakrit Kuvalayamala refers to the Baddakaha (i.e., the Brhatkatha) as
“the abode of all the arts and knowledge, a veritable mirror for poets, like Sarasvati, and
composed by Kamalasana (i.e., Gunadhya).*'’ Certainly the kaviprasamsa is meant as a site of
praise, but by likening the Brhatkatha to Sarasvati, the goddess of all arts and knowledge, the
Kuvalayamala extends its highest praise to the work and its author. Trivikrama’s Nalacampii
(915 CE) also draws a link between Bana and Gunadhya in its introduction:

sasvadbanadvitiyena namadakaradharind |
dhanuseva gunadhyena nihseso rajito janah || Nalacampi 1.14 ||*"!

Gunadhya, “endowed with merits,”

his body bending with Bana as a constant companion.
Delights people without exception,
Like a bow endowed with its bowstring (gundadhya)

its body bending supplied with ever-flowing arrows (bana)*"*

By embracing two meanings through the poetic figure slesa, the Nalacampii likens the
Brhatkatha author Gunadhya to a bow. In the same way that a a bow is bent from the tension of
being drawn to shoot when arrows are in constant supply, so too is Gunadhya’s body
continuously bowed down from the gravitas of having the poet Bana as his successor.

This representative sample of the Brhatkathda verses in the gadya works of the first
millennium highlights the central place that the Brhatkathd holds in the imagination of
gadyakavya authors. As with the epic poets, this acknowledgment transcends both language
choice and doctrinal affiliation. While the Brhatkatha’s place in the kaviprasamsas above signal
the respective gadya and campii works as part of the Brhatkatha tradition, this association
between narrative source and prose begins to change around the tenth century. A representative

209. Dasakumaracarita, 54-55 (NSP edition).

210. Kuvalayamala 3.23 (Singhi Jain Series edition).

211. Also titled Damayantikatha (NSP edition).

212. Thanks to Prof. Robert P. Goldman for reminding me of the the bivalence in gunadhya.
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example can be seen in Govardhana’s twelfth-century anthology Aryasaptasati (Collection of
Seven—Hundred Verses in Arya Meter):

atidirghajividosad vyasena yaso 'paharitam hanta |

kair nocyeta gunadhyah sa eva janmantarapannah ||
Sriramayanabharatabrhatkathanam kavin namaskurmah |

trisrotd iva sarasasarasvati sphurati yair bhinna || Aryasaptasati 1.33-34 ||

Alas! Vyasa lost his glory from the fault of living too long.

Who would not say that he attained his next birth as Gunadhya?

We pay homage to the poets of the glorious Ramayana, Mahabharata, and
Brhatkathd, divided by them, Sarasvati flows forth like the three-streamed
Ganges.

The kaviprasamsa of Govardhana’s verse anthology affords the highest praise to Gunadhya and
the Brhatkatha. The first stanza likens Gunadhya to Vyasa, the traditional author of the
Mahabharata, through the conceit of transmigration. And in the second stanza, the Brhatkathd
not only equals the great Sanskrit epics in scope, together the three works comprise the textual
embodiment of the goddess Sarasvati. While the earlier of these works locate the Brhatkatha at
various places within the kaviprasamsa list, from the tenth century onward, the Brhatkathd is
placed alongside Vyasa and Valmiki at the head of the list of gadyakavya poets, thus making the
Brhatkatha the third canonical work—a third epic in the premodern literary tradition of South
Asia. From this period forward, the kaviprasamsa becomes a standard convention in works of
verse and prose.

3.4. Chapter Conclusions

By proposing preliminary histories of the mangaldcarana and the kaviprasamsa in works
of gadyakdvya, this chapter challenges the view that the poetic preamble is just a literary
convention. Instead, these features of kavya, gadyakavya in particular, create a paratextual space
for works to identify with a larger tradition, canon, or family of texts. In other words, the poetic
preamble shapes a particular imagining of the work as a whole. This imagining, I argue, is linked
to a work’s literary genre, including whether it is composed in prose or verse. We see this
connection in the development of the introductory verse(s), where, as noted by Boccali, early
Sanskrit mahdakavyas predominantly have introductory verses of the vastunirdesa type, or no
introductory verse at all.*”* On the contrary, the early Sanskrit gadyakavyas open with a
mangalacarana, that is, a namaskriya or another verse invoking a deity or revered teacher for the
sake of an auspicious beginning. It is the latter form that becomes de rigueur for all kavya works
regardless of genre by turn of the first millennium C.E. As shown in the case study of the
Avantisundari, opening verses not only supplicate an author’s istadevata, “chosen deity,” they

213. Boccali, “Incipits of Classical Sargabandhas,” 183-205.
58



also engage in conversations with other works. When considering “family resemblances” among
the opening verses of the Avantisundari and other works related to Dandin, a shared vocabulary
of tropes and linguistic patterns arise, which cut across textual register and, in the case of
Dandin’s works, across language and region.

As with the mangalacarana, the kaviprasamsa has a particular relationship with works of
first gadya, then of campii. Here, I show that the kaviprasamsa first appears as part of the poetic
preamble in gadya and campii works. This is not simply a matter of convention. Instead, these
sections of praise—no matter how varied the list of poets—all include the Brhatkatha to signal
their works as belonging to the larger Brhatkatha narrative tradition. The particularly abundant
and unique references to the Brhatkatha and its related works in the Avantisundari’s
kaviprasamsa not only locate this gadyakavya within a larger narrative tradition, they also create
an aesthetic of repetition by foregrounding and foreshadowing elements of the story proper. In
this exploration of the kaviprasamsa, we see that the genre conventions change as do the
depictions of the poets and works therein. Thus, the kaviprasamsa, like the mangalacarana, once
distinctive of gadyakavya works, becomes a commonplace for kavya compositions, and the
Brhatkathd gains currency as a work imagined to be as foundational as the Sanskrit epics. These
shifts in the literary conventions associated with gadyakavya works show the fluidity and the
historically contingent nature of literary genre in Sanskrit k@vya. In what follows, I consider yet
another commonplace in the Sanskrit literary tradition: the narrative frame, or kathapitha, “the
story’s pedestal.”
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Chapter 4: Imagining the Author in the Kathavatara
4.1. Introduction: The Avantisundari’s Frame Story

Modern studies have focused on the Avantisundari’s framing narrative as a way to locate
Dandin as the historical author of the work. While scholars are of different opinions about
whether the author of the Avantisundari is the same author as of the well-known Kavyadarsa and
the Dasakumaracarita, most have factored in the framing narrative when considering these
Dandins. This has been the main reason for addressing the Avantisundari. And following this has
been reading the framing narrative to better understand the history, culture, and society depicted
therein. As far as framing narratives go, the Avantisundari’s is a particularly fertile field for both
of these inquiries. While framing narratives abound as a literary convention in early South Asian
literature, most provide little in terms of historical information. The Avantisundari’s differs in
that it not only refers to three historical South-Indian rulers from the sixth to seventh centuries
CE, it also mentions Bharavi, the famous author of the mahakavya Kiratarjuniya ([Poem of] the
Hunter and Arjuna). Moreover, it provides a genealogy for Dandin from his great-grandfather
onward. Along with the history of these figures, the Avantisundari frame describes in detail the
royal city of KaficT (now Kanchipuram) and the port city of Mahamallapuram (now
Mahabalipuram) with one of its temples dedicated to Visnu.

While scholars have pored through this difficult and often damaged text to situate it
historically, other ways of situating the work discursively have yet to be explored. Rather, the
authorial situation has been taken at face value without considering questions of genre and
rhetorical form. For instance, what is the narrative logic behind the Avantisundari’s frame? And
what can we understand about the author, specifically, and authorial presentation, more generally,
through the framing narrative? Understanding the discursive contexts of the framing narrative
will provide a more robust understanding of the particular literary milieu that produced this type
of work. And while these questions require a different set of interpretive tools, they are not
altogether distinct from questions of historicity. By exploring the frame in this manner, much can
be clarified about how historicity is translated within the Avantisundari specifically and, by
extension, in gadyakavya as a literary form. With this as a primary assumption, this chapter
provides a revisionist reading of the framing narrative that focuses on its narrative structure and
the tropes that organize the text. While such a reading might seem like a departure from earlier
historical readings, I suggest that questions of genre and authorial self-fashioning allow us to see
the connections between the framing narrative as history and as literary convention.*"*

4.2. Structural Considerations in the Avantisundarr’s Frame

214. I use Stephen Greenblatt’s idea of self-fashioning here to discuss how poets in early-medieval South
Asia begin to present themselves as individual historical authors.
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The Avantisundari is striking for a number of reasons. Aside from the the level of
historical detail it provides, it also situates the story proper within a uniquely structured frame.
It is not exactly structured as a double frame as in the Sanskrit epics. For example, the
Mahabhdrata begins in the Naimisa forest at the brahmin Saunaka’s sacrifice. Arriving at
Saunaka’s from Janamejaya’s snake sacrifice, Ugrasravas is asked to relate the story of the
Bharatas that he had heard performed there by Vyasa’s student Vaisampayana. By relating the the
story to the brahmins gathered in the Naimisa forest, the work is also relayed to the audience
outside of the text. The Ramayana begins with Valmiki hearing about the hero Rama through
sage Narada. Then, through divine sight bestowed upon him by Brahma, Valmiki teaches the
extended version of the story to Rama’s own sons. But it is not until Rama’s sons recite his life
story before him during his asvamedha sacrifice that the story is revealed to us, its audience. In
terms of gadyakavya works, Bana’s Harsacarita begins first with the the goddess Sarasvati’s
descent to earth where her son graces the progenitor of Bana’s family line. But only upon return
to his natal home from his time in Harsa’s court does Bana relate the deeds of king Harsa.

215

While not a “double” frame as in the examples above, the Avantisundari’s frame is
instead a “crooked” frame in that it restructures the temporal narrative, at times amplifying
events, at times attenuating them. In content, it details Dandin’s family genealogy beginning with
his ancestors’ migration from North to South India and how the family came to settle in KaficT. It
then describes Dandin’s childhood and youth, and concludes with his inspiration for composing
the Avantisundari. But rather than provide a diachronic narrative beginning with the family’s
migration and ending with Dandin’s composition, the frame story begins in KaficT at the court of
Pallava king Simhavisnu where, a traveling musician relates the deeds of Dandin’s great-
grandfather Damodara to the king. To consider what this structuring of the frame story might say
about the overall concerns of the work, I apply narratology’s fundamental distinction between
“story,” as the sequence of chronological events, and “discourse,” as the presentation of these
events in a particular narrative form. Through reordering, amplifying, and abbreviating events
leading up to Dandin’s composition of the story proper, the frame introduces new imaginings of
the author.

Preliminary Discussion: Syntax Matters in the Frame and Story

The framing narrative, opens with a nagaravarnana, “description of the city,” of Kafici.
The description of Kanc1 begins with its primary river the Vetravati, its fortresses, buildings,
gardens, and courtesans, and it ends with a portrait of its ruler Pallava king Simhavisnu. In
theorizing the gadyakavya style of Bana’s works, Robert Hueckstedt describes the syntax of

215. To date, most discussions of framing narratives in premodern South-Asian literary works pertain to
individual works. The following discuss framing narratives more broadly as part of the early South-Asian narrative
tradition: Raj Balkaran, “Synchronic Strategy: Rules of Engagement for Sanskrit Narrative Literature,” Journal of
Dharma Studies 4, no. 2 (2021): 199-221. Vishwa P. Adluri, “Frame Narratives and Forked Beginnings: Or, How to
Read the Adiparvan,” Journal of Vaishnava Studies 19, no. 2 (2011): 147-214.
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gadyakavya sentences that begin a story.”'® Providing all of the gadyakavyas as representative
examples—except for the Harsacarita—he notes that the first sentence of a story conventionally
has “a copulative verb in the present or past tense, then adjectives modifying the subject, the
[proper name of the] subject, and finally the word nama [named] or namna [by name].”"
Hueckstedt adds that this first sentence is often followed by demonstrative or relative clauses that
continue the description. In line with this syntax, the Avantisundari’s opening sentence ends with
the phrase “[there was] a capital city named Kaficipuram (karicipuram nama rajadhant).”** And
after a series of relative clauses containing descriptions of Kaficl, there is a syntactic shift that
introduces the demonstrative pronoun tasyah, “of that [city],” introduces the next subject: “Of
that city was a king among the Pallavas by the name, Rajasimhavarma
(tasyah...simhavisnuvarmeti namna...pallavesu raja babhiiva)” While the beginning sentences of
the Vasavadatta, the Kadambart, and the Dasakumaracarita also follow this pattern,*"”
Hueckstedt notes of Bana’s akhyayika, “The sentence beginning the Harsacarita, however, is
quite different from the rest....The Harsacarita begins with an emphasis on action, not
description, and the common syntax does not accommodate stories begun in this way.”**

In this regard, I suggest that the difference has less to do with a sentence’s placement at
the beginning of a gadyakavya and more to do with the discursive function of what follows that
sentence. In other words, while almost all of the gadyakavyas mentioned above begin with the
story proper, the Harsacarita starts with a framing narrative. Thus its first sentence introduces
the authorial frame, not the story proper. Reading ahead, we see the sentence pattern noted by
Hueckstedt when Bana begins to tell his kinfolk the story of king Harsa’s ancestry, that is, at the
point when the work transitions from extended frame to story proper. Here, Bana introduces the
work’s main story in the following manner: “Please listen. There is...a region Srikantha by name
(Srityatam | asti...srikantho nama janapadah).” Bhoja’s Srigaramanijarikathd also begins with
a frame where the work’s author is compelled to tell a new story. Like the Harsacarita, the first
sentence of the Syrigaramarijarikath@’s frame does not follow the convention suggested above.
However, the beginning of the story proper, a nagaravarnana of Bhoja’s capital city of Dhara,
does by beginning with the sentences, “Please listen. There is...a city which has the name Dhara
(Sriyatam | asti...dharabhidhana nagari).”** Even though the Avantisundari’s first sentence
departs syntactically from the other early gadya works with framing narratives, its story proper
does not. So, when about to share the tale that Sarasvatt has told him in a dream, Dandin tells his

216. Hueckstedt, The Style of Bana, 23-35. Hueckstedt discusses any new story within a work, that is when
a new speaker begins to tell a story. For the purposes of this discussion, I focus on 1) opening lines of works and 2)
of the story proper. He also describes this syntax in padya.

217. Ibid., 24. The bracketed phrases have been added for clarity.

218. A4S, 6.

219. Kadambart, 31-37.

220. Hueckstedt, The Style of Bana, 24-25.

221. Harsacarita, pp. 94-96. (NSP edition).

222. Srigaramaiijarikatha, 2. Though Bhoja’s composition employs the term abhidhana, “name,” as part
of a bahuvrthi compound instead either the adverbial nama or namna, “by name,” the sense is the same.

62



friends, “Please listen. There were...people of a region, the Magadhas by name (srityatam |
asan...magadhda nama janapadah).”**

The examples above suggest that there is a syntactic division of labor in Sanskrit
narrative literature, where the construction discussed by Hueckstedt signals an entry into the
world of the story. As noted this construction is not exclusive to gadyakavya. But, as with the
kaviprasamsa discussed in the previous chapter it becomes a convention in early prose works.
The Avantisundari then is somewhat anomalous in introducing the framing narrative with a
syntactic construction that signals the beginning of a story proper. The anomaly of the opening
description does not stop there. By introducing the frame with a nagaravarnana of Kanci—one
whose first sentence consists of over thirty-eight lines—the framing narrative mirrors the
opening of the story proper, which also begins, in this case, with a description of Magadha and
its people.

A Brief Sketch of the Avantisundari’s Frame

Following the elaborate description of Kafici and Simhavisnu, the language of the
gadyakavya shifts from a descriptive register replete with long sentences of densely compounded
descriptions and chains of rhetorical figures to a narrative register composed of shorter sentences
and direct quotation. Here we find Simhavisnu who one day hears a verse being recited by a
traveling musician.””* When the Pallava king asks the musician about the verse’s origin, he
responds with the following story. Damodara’s ancestors, a family of kausika brahmins, migrated
from their ancestral home in the city Anandapura in the northwest of Aryade$a, “the country of
the aryas,” to the city of Acalapuram.”” Here, one of the brahmins, Narayanasvamin, had a son
named Damodarasvamin.”® As a youth, Damodara befriended the Saiva poet-scholar Bharavi,
who introduced him to the prince Visnuvardhana. While on a hunting expedition with the prince,
Damodara broke his brahmin diet by eating meat, which is ritually impure for a brahmin. And as
expiation for this transgression, he left Visnuvardhana’s court to set off on a pilgrimage to sacred
sites in other kingdoms. When Damodara was twenty years old, he met Durvinita, ruler of the
Eastern Gangas of Kalinga.

After hearing the minstrel’s account, king Rajasimha invites Damodara to his court by
way of several royal decrees. Eventually won over by the Pallava king, Damodara moves to
Kafict where he settles on a tract of land that was given to him by Simhavisnu. Here, Damodara
marries and fathers three sons: Simhavisnu, presumably named after his royal benefactor,
Manoratha, and Atilobha. In turn, the middle son Manoratha fathers four sons: Damodara,

223. AS, 17-18. Following the convention used throughout the 4S, janapada refers to the people of the land
in the plural, not the land itself in the singular.

224. Here I take the term abhinavagandharva, “modern gandharva,” metaphorically to mean a wandering
minstrel.

225. AS, pp. 9-17. To date, the most thorough consideration of the Avantisundari’s framing narrative
material vis-a-vis historical records has been . See, Francis, “Le discours royal,” especially 93-98.

226. I refer to Damodarasvamin as Damodara as he is referred to elsewhere in the frame. Note svamin here
and -Sarman later.
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presumably named after his grandfather, Bhavadasa, Simhavisnu, again in honor of the king, and
Viradatta. The youngest, Viradatta(Sarman) marries Gauri, a brahmin woman of the Mathara
gotra. After having several daughters, the two have a son whom they call Dandin.

At an early age, the talented and precocious Dandin loses both parents so that by age
seven he is being raised by Sarasvati herself, the divine embodiment of learning. Sarasvati’s
guardianship does not, however, protect him from a siege of Kafict caused by strife among the
Dramilas, Colas, and Pandyas. On this account Dandin is forced to flee from his home bereft of
kith and kin. Flashing forward, Dandin returns to KafcT and establishes his own residence. One
day the famed craftsperson Lalitalaya asks Dandin to assess his repair of a Visnu mirti at a
temple in the port city of Mahamallapuram. After some convincing by his companions, Dandin
and his friends make a journey to Mahamallapuram to the seaside Visnu temple to see the
artisan’s work.”” While observing Lalitalaya’s seamless repair work, Dandin and his friends

227. Walter Smith and Michael Rabe specifically have identified the temple with the present day Shore
Temple. Walter Smith, "The Visnu Image in the Shore Temple at Mamallapuram," Artibus Asiae 56.1/2(1996):
19-32; Michael Rabe, “The Mamallapuram Prasasti: A Panegyric in Figures,” Artibus Asiae 57.3/4 (1997): pp. 189—
241. Michael Willis has shown that the use of natural elements in temple construction was known in the work of the
Badami Calukyas. Michael D. Willis, The Archaeology of Hindu Ritual: Temples and the Establishment of the Gods.
Cambridge: Cambridge University Press, 2009. In Mahamallapuram, the Great Relief uses the natural element of
water dripping between two halves of the stone as part of the relief of the river.

Dandin and his companions see the royal palace, then follow a coastal trail for some distance before
entering the temple grounds, which are “lined with betel and coconut trees.” There is no description of the temple
structure itself. But from the description below, it is clear that the Visnu image is Anantasayana, Visnu reclining on
his mount Ananta on the milk ocean:

vyakosakuvalayadamasyamalabhir laksmikataksamalabhir iva
lavanasagaratarangarajibhir langhyamanasarivam
dirotthitaphanasahasrasphuritatamradystimalena punar api
madhukaitabhadanavabhipatanasankanirupyam adisateva™® sesenohyamanam
yoganidramantharamukuliteksanaprabhavapravahena
nabhirandhramuktendascaryasahasrapatrenanugrhyamanakamalasanam bhagavantam
utphullena caksusaiksata | AS, 14

* I follow the emended reading from the 1954 edition here from adiseva, AS, 14n4.

With eyes wide [with wonder], [Dandin] saw the blessed one, whose body was being
traversed by rows of waves from the salty ocean, as if by a succession of Laksm1's
sidelong glances, dark like garlands of fully blossomed blue water lilies. It was being
carried by AdiSesa, whose streak of reddened eyes flash afar from beneath a thousand
upraised hoods, as if pointing out his body which is viewed with apprehension flying forth
toward the danavas Madhu and Kaitabha yet again with majesty streaming forth from his
eyes that had slowly opened from yogic sleep. From [that body], Brahma, Whose Seat is a
Lotus, is being graced with a wondrous thousand-petaled lotus growing forth from his
navel.

While much of the description follows a metaphorical, rather than an empirical, logic, the grammar of the
text suggests that the mirti that Dandin views is Anantasayana with Brahma resting on a lotus from the deity’s navel
and the demons Madhu and Kaitabha lying in wait. Aside from a depiction of Brahma on a lotus arising from
Visnu’s navel—an iconographical feature that doesn’t appear in any Pallava monument in Mahamallapuram—this
image exactly matches the Anantasayana relief on the southern wall of the vestibule of the Mahisasuramardint cave
temple in Mahamallapuram. It is not impossible that today’s Shore Temple, which was constructed during the time
of Narasimhavarman II’s reign, is the temple that Dandin and his companions visit in the Avantisundari framing
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witness a red lotus floating on the waves by the feet of the reclining Visnu. The lotus transforms
into a vidyadhara that, after circumambulating the miirti, disappears into the sky. Dandin’s
awestruck companions ask him to explain this miraculous vision. So, after returning to Kafici, he
performs penance and sacred rites in hopes of better understanding the vision. That night,
Sarasvati appears to Dandin in a dream.?”® Sent by Visnu himself, she relays the events leading to
the lotus turned vidyadhara. This is the story that the rest of the text relates as the story of
Avantisundarf.

For all intents and purposes, the framing narrative serves its rhetorical function by
detailing the ancestry and life of the work’s author and by showing how the work at hand came
to be composed. Yet, despite his being the author of the work, the subject of much of the frame is
not Dandin, but his great-grandfather Damodara. Providing abbreviated descriptions of the rest
of Dandin’s forebears, the frame amplifies its account of Damodara by situating the narrative in
the Kafict of Damodara’s patron-to-be Simhavisnu and having the traveling musician praise, not
the author of the work but his great-grandfather. For the rest of this chapter, I consider this
juxtaposition between Damodara and Dandin through the themes of movement and sociability.
While the two themes proliferate in each of the author’s accounts, they suggest different
understandings of what it means to be an author in courtly milieux.

4.3. Movement as a Theme in the Avantisundari Frame
Movement as Migration

The framing narrative takes its audience from northwestern India to Kafict via Vidarbha
and what is now Karnataka. Dandin’s family history begins with the poet’s ancestors migrating
from the city of Anandapura in Aryadesa, “the country of the aryas,” to Acalapura in the
Vidarbha region of northeastern Maharashtra.”” The contrast between Dandin’s ancestral home in
northeastern to southern India is striking. Whereas Anandapura, literally, “the city of bliss,” is
described as the crest jewel of the Aryade$a (arydadesasikhamani) and as a great residence of
brahmins (brahmananam mahan avasah), the city of settlement, Acalapura, is founded by
Miladeva for his friend Acala.”’ This is the same Miiladeva mentioned earlier in the
Avantisundar?’s kaviprasamsa.”' While gambling is a requirement for kings in the epic-based

narrative. However, the Avantisundart refers to the temple itself as old by Dandin’s time. And, thus, any repair work
on the mirti would most likely have taken place long after the construction of the temple, not during its
inauguration.

228. It should be noted that this Vaisnava backdrop doesn’t exist in DKC and that the ASKS, which is
normally very close to the 4S, elides Visnu from the framing narrative’s dream sequence.

229. The ASKS specifies that this city Acalapura is in the Nasik region, situated at the head of the Godavari
river, in current-day Maharashtra: “Having reached the Nasikya region, with anticipation, they inhabited the city
named Acalapura, founded by Miladeva) (rasikyabhiumav autsukyan miilladevanivesitam | prapyacalapuram nama
purim adhivasaty asau || ASKS 1.21).

230. 45, 9
231. AS V. 8.
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literature, it has also been the source of severe consequences.>* Nevertheless, it has a certain
amount of social capital in the Brhatkathd literature, where it can also be a feature of urban
refinement. For example, gambling is listed as a requisite part of a prince’s training in the
Dasakumaracarita. So Rajavahana and his companions are described as “confident in the
crooked arts, such as thievery and gambling (cauryadurodaradikapatakalapraudhatvam).
Nevertheless, this description of Acalapura suggests that the brahmin family leaves their
established residence to bring their erudition and ritual skills to a less-established region. Hence,
the family is likened to the heavenly Sarasvati river flowing from Brahmaloka. Even more to the
point, the trope of brahmin migration to the south gets played out in the family being described
as “favoring the south, like the incarnation of Agastya, which drank then spit out the deep ocean
of learned speech” (agastyamirtir iva pitodgirnagambhirasabdasamudra daksinam disam
anugrhnanti).”* Upinder Singh notes that, from the fifth century CE onwards, the puranic tropes
of Parasurama and of Agastya crossing the Vindhya mountains were used to describe brahmin
migrants extending Aryades$a’s boundaries south of the Vindhyas in order to bring Vedic learning
to the South. The term in the text anugrhnanti as “favoring” suggests that Dandin’s ancestors
moved from their home in the northwest city of Anandapura in search of opportunity.

99233

Movement as Courtly Mobility

Through the framing narrative’s description of Dandin’s great grandfather, Damodara’s,
movement from court to court, the text suggests that mobility is an inherent part of early
medieval courtly culture in South Asia. Damodara’s travels offer a view of the regnal landscape
of South India during the latter part of the sixth century—one to which the inscriptional record
also speaks. While others have shown that Durvinita, Simhavisnu, a prince by the name of
Visnuvardhana, Damodara, and Bharavi all lived in sixth-century South India, I point instead to
the importance of literary production that the historical record accords this network of South
Indian kings and their courts. Damodara, a poet in his own right, is introduced to the prince
Visnuvardhana by another poet-intellectual, Bharavi. While Visnuvardhana’s identity cannot be
ascertained as precisely as the other two kings through inscriptional records, it should be noted
that Kubja Visnuvardhana’s elder brother Pulakesin II, who ascended the throne in 615 CE,
praised the famous poets Bharavi and Kalidasa in his Aihole inscription of 634 CE.**

232. The most famous examples of this would be Yudhisthira’s and Nala’s losses of their entire kingdoms
through their penchants for gambling in the Mahabharata.

233. DKC 1.1.80.

234. A4S, 9. Both the ORIML T-704 and the 1954 edition read anugrhnanti, thereby not dropping the nasal
for the athematic feminine root.

235. The two candidates for Damodara’s patron Visnuvardhana are Yasovarman Visnuvardhana the
Aulikara ruler of Malwa dating from the earlier part of the sixth CE and Kubja Visnuvardhana, the founder of the
eastern line of Calukyas dating from the early seventh century. While the former is closer in date, he is further in
distance, taking Damodara from Nasik to Malwa before making his way back across the Vindhyas to present day
Karnataka to reach the court of Durvinita in the capital on the banks of the Kaveri. The latter Visnuvardhana would
make a feasible candidate in terms of regional proximity, but he belongs to a later period than the other two.
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After leaving Visnuvardhana’s court to atone for eating ritually impure food on a hunting
expedition with the prince, Damodara wanders for some time in other regions on pilgrimage to
sacred sites.” It is during this time that Dandin’s itinerant forebear becomes attached to
Durvintta, founder of the eastern Ganga dynasty. Durvinita proclaims in various epigraphical
records that he has commented on Bharavi’s work. In the Nallalu plates, Durvinita’s literary
achievements are as follows: a Sanskrit version of the Brhatkathd, a commentary to the fifteenth
sarga of Bharavi’s Kiratarjuniva, and the Sabdavatara, a work whose title indicates that it is a
work of grammar. The inscription highlights Durvinita’s skill in k@vya composition and §astric
exegesis through his composition of a Brhatkatha retelling, a commentary on a mahakavya, and
a treatise on language.”” Srivijaya’s Kannada treatise on literary aesthetics (9th c. CE), the
Kavirajamarga 1.29, refers to Durvinita as a great writer of gadyakavya. That Damodara again
comes under the tutelage of another royal patron, especially one with literary sensibilities,
highlights the mobility of poets, specifically brahmin poets.**

Simhavisnu Pallava is also presented in the Avantisundari frame as a patron of the literary
arts. When hearing Damodara’s verse performed by the traveling musician, Simhavisnu is
described as a rasika, “man of taste”:

sa imam aryam dakarnya gunakutithali tam apraksit— ‘bhadra! kasyaitany
aksarani vikatabaddhany ojasvini ca laksyante, kasya ceyam varnaracana
madhuryavati prasannd cendukarakalikeva sravananandam utpadayati’ iti
|239

Having heard this verse in arya meter, [the king] curious about its good
qualities (gunas) asked him “Good sir, whose syllables, beautifully joined
and possessing the poetic quality of ojas, are heard? And whose
composition of phonemes (varnas), which possess sweetness and are clear
like a sliver of moonlight, bring about this bliss of the ears?

236. AS, 10. ekada ca mygayam gacchatamuna nitas tannirbandhad asvakulasamucitam ahutasesam
mamsam a....2 nayaiva lajjaya pitror antikam anu(pa)srtya tirthayatraprasangena digantarany abhramat | And one
day, [Damodarasvamin] taken by him [Visnuvardhana] going hunting, because of his insistence [ate] meat that was
not sacrificed (lit., not a remainder of what was offered to the fire) [and] not appropriate for his family. With much
shame, not going near his parents, he wandered throughout different regions set upon pilgrimage to sacred sites.

237. Durvinita as author of the Sabdavatara, the Sanskrit Brhatkatha here, Vaddakatha), and a commentary
of the fifteenth canto of Kiratarjuniya.

238. The notion that Durvinita was a prince, rather than a king, when he met Damodara is not corroborated
by the story. This assumption comes from Durvinita being described as bhramanasilakirtter gangeyakuladhvajasya
durvinita iti vi[paritanamnah]. The 1924 edition (p. 6 of AS section) has as viparitanamnah, but 1954 edition (p.10)
has in brackets then a lacuna of about 6 spaces. The phrase has been taken as “having fame for propensity to
wander,” scholars have suggested that, because a king would not have time to move about due to royal duties, that
Durvintta would not have time to move about. However, the compound bhramanasilakirtter more likely construes
as Durvintta “whose fame has the quality of traveling,” in other words, his fame spreads.

239. A4S, 10. Cf. Kavyadarsa 1.80 on ojas: ojassamasabhiiyastvam etad gadyasya jivitam | padye ‘py
adaksinatyanam idam ekam parayanam.

67



The poet uses the vocabulary of kavyagunas, the good features of poetry in alankarasastra,
reminiscent of that set forth in the guna section of Dandin’s Kavyadarsa.**

Movement as Dislocation

Whereas the framing narrative presents Damodara as a kavi traveling from court to court
before settling down in Kafict under the patronage of Simhavisnu, Dandin’s social circumstances
are presented altogether differently. The Avantisundari author is orphaned at an early age, losing
his mother first, and then his father by the time of his upanayana ceremony. After being
separated from his parents, Dandin loses the rest of his family when a siege on Kafict forces the
author-to-be into exile. This episode is accompanied by a vivid description of the destruction that
takes place during the attach on the city:

tasmins cantare paracakrapidaya paryakulesu dramilacolapandyesu,*
paramystasu kulavadhiisu, viratesv agnihotresu, viluptesu dhanyakiitesu,
vidrutesu kutumbisu, jrmbhitesva .... bhinndasu maryaddsu chinndsv
aramapanktisu, bhagnasu sabhaprapdsu, paryastasu satrasalasu, nihatesu
dhanisu, prahatesu kapathesu, dramilesv avalidhesu, ....d iva kalau
karayaty ekardajyam uparatapranastabandhuvargah
pradru(ma?)taprayaparijanah pravrttavrttiksayo durbhiksaksinakosah
kausikadarako dandi...ya desantarany abhramat | avasac ca ciram
abhilaksitesu gurukulesu, alabhata canavadyam vidyam |

And during that time, while the Dramilas [Pallavas], Colas, and Pandyas
were in disarray by the devastation of enemy armies, virtuous wives were
seized, sacrifices to Agni were halted, granaries were destroyed,
householders fled, ... burst open, boundary lines were crossed, rows of rest
houses were split up, travellers’ lodgings and cisterns were destroyed,
sacrificial halls were cut off, the wealthy were struck down, roads were cut
off, the Dramilas were destroyed. It was as if the embodiment of the Kali
yuga formed a single kingdom. Dandin, whose entire family was
annihilated or lost, whose attendants nearly all fled, to whom loss of
livelihood was brought about, and whose wealth had been exhausted by
scarcity, that son of the Kausikas wandered across other lands.**

240. The Kavyadarsa passage before distinguishing vaidarbha from gaudiya describes vaidarbha in the
following manner: slesah prasadah samata madhuryam sukumarata | arthavyaktir udaratvam ojahkantisamadhayah
|| iti vaidarbhamargasya prana dasa gunah smytah | DaKA 1.41-42ab

241. The 1954 edition uses the retroflex [ in dramilacolapandyesu. 1 follow ORIML T-704, 347 which
consistently uses the dental / throughout the passage. The 1954 critical apparatus doesn’t acknowledge the reason
why the text alternates between the two.

242. A4S, 12.
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The difference between the frame’s opening description of Kafict during Damodara’s time and
this one during Dandin’s could not be starker. Of the sixty-three lines of prose that comprise the
work’s opening description, Kafict is compared to, among other magnificent things, “the painted
streak on the face of the [southern] quarter, beautiful with every radiant color (diganganamkhe
patrangulir iva sakalojjvalavarnasobhini)” and to “the slender staff that is the wish-fulfilling tree
(kalpadrumayastir iva).”** Whereas poetic conventions such as these convey Kafci’s beauty and
plenitude through awe-inspiring hyperbole and comparison, the Kafci of Dandin’s youth is
described with tangible images of violence and destruction. This passage is otherwise notable in
that it uses a descriptive register that, through its length and density, disrupts the syntactically

shorter and more straightforward narrative register used elsewhere in describing Dandin’s youth
and childhood.

Prior to the physical displacement of exile, Dandin also experiences the displacement
associated with the loss of parents. Immediately after his birth, we are told that Dandin loses his
parents to become figuratively adopted by Sarasvati. Through poetic fancy, Sarasvati is depicted
as the co-wife of Dandin’s mother and the favorite wife of Dandin’s father:

pitur asya preyasi sapatniputra iti krtva matsaram mahanubhava saptamad
varsad arabhya sarasvaty eva suprasannd dandinam avarddhayat |
tasmims copanite pathati tadgurur gurudidrksayeva svar agat |**

Having felt jealousy with the thought, “He is the son of my rival wife,” his
father’s beloved, the magnanimous Sarasvati, being well propitiated, raised
Dandin by herself, starting after seven years. And while he, invested with
the sacred thread, was undergoing study, his father—as if wishing to see
[his own] father—went to heaven.

This association with Sarasvati and, by metonymy with the learning and poetic skill that she
represents, is succinctly laid out in the Avantisundarikathasara:

sa bala eva matra ca pitra capi vyayujyata |
ayujyata gariyasyd sarasvatyda srutena ca || ASKS 1.33

Though just a boy, [Dandin] was separated from his mother and father. And
he was joined with the more venerable Sarasvati and with Sruta, the
embodiment of sacred knowledge.

243. AS, 4. Note, the beginning is missing.

244. A4S, 12. 1 follow the 1924 reading of iti krtva matasaram, “becoming jealous,” versus the 1954 akrtva
“not becoming jealous.” The former fits the context and the logic of Sarasvati being a jealous co-wife. Neither of the
readings affects the indirect depiction of Dandin’s birth mother passing. Nevertheless, the grammar is wanting. The
reading of guru as “father” is corroborated on p. 24 where Vasistha is referred to as saktiguru in the sense of “the
father of Sakti.”
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The use of both the concessive api, “though,” and the comparative gariyas, “more weighty or
significant,” suggest a replacement where, only after the loss of his birth parents, can Dandin be
fully graced by the gifts represented by Sarasvati and Sruta. The Avantisundarikatha’s depiction
of Dandin’s childhood evokes and is most likely inspired by the description of Bana’s childhood
as depicted in the framing narrative of the Harsacarita:

sa bala eva vidher balavato vasad upasampannayd vyayujyata jananya |...|
krtopanayanadikriyakalapasya samavrttasya caturdasavarsadesiyasya
pitapi Srutismrtivihitam krtva dvijajanocitam nikhilam punyajatam
kalenddasamistha evastam agat |**

That boy [Bana] was separated from his mother, who had died by the
command of mighty fate....When he was around fourteen years old, after
he completed the brahmin rites beginning with the upanayana ceremony,
his father, too (api), having done all that arose from merit, befitting a
brahmin, and enjoined by sacred tradition both heard and remembered,
eventually passed away not yet in his tenth decade of life.

Bana’s and Dandin’s childhood biographies are similar in both detail and linguistic phrasing.
Both the Harsacarita and the Avantisundarikathda descriptions end in the root aorist agat, “he
went,” which is joined with an adhikarana, “locus of motion,” indicating death: svar, “heaven,”
in Dandin and astam, literally, “setting” in Bana. The Harsacarita and Avantisundarikathasara
passages also open with the identical phrasing sa bala eva, “that boy” and both employ the finite
verb vyayujyata to express the death of the authors’ respective mothers.

These depictions of both authors’—Bana’s and Dandin’s—childhoods, emphasize the
deaths of their mothers followed by their fathers, who are described as dutiful brahmins, dying
after their sons have had the investiture of the sacred thread. As youths, both authors leave their
childhood homes to gain understanding of the world. During Dandin’s exile, we are told, “And
he resided for a long time in select gurukulas, centers for traditional learning, and obtained
impeccable knowledge (avasac ca ciram abhilaksitesu gurukulesu, alabhata canavadyam
vidyam |).** After Bana’s father dies, he leaves his brahmin settlement with a diverse group of
companions, not with Dandin’s exigency but “with a heart seized by curiosity of seeing other
countries (desantaralokanakautukaksiptahrdayah).”* Despite this initial difference between the
two authors’ reasons for leaving home, Bana ultimately takes a similar path of learning that
Dandin does during his perambulation:

atha Sanaih sanair atyudaravyavahrtimanohrnti brhanti rajakulani
viksamanah niravadyavidyavidyotitani ca gurukulani sevamanabh,

245. Harsacarita, 41.
246. AS, 12. I render gurukula here as the system of studying under a teacher.
247. Harsacarita, 42 (NSP edition).
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maharhalapagambhiragunavadgosthis copatisthamanah
svabhavagambhiradhirghanani vidagdhamandalani ca gahamanah, punar
api tam eva vaipascitim atmavamsocitam prakrtim abhajat |

Then eventually, observing great royal households captivating with their
noble ways, and frequenting gurukulas illuminated by faultless knowledge,
and attending societies of the talented deep in worthy conversation, and
getting access to refined circles whose wealth was their lofty and deep
disposition, he [Bana] took recourse once again to the natural learned state
befitting his lineage.**

While doing straightforward biographical work in the framing narrative, such depictions also
form a particular imagining of the author. The death of an author’s parents, especially the father,
appears frequently, sometimes as the only detail of an author’s childhood. And, whether due to
political exigence or youthful indulgence, it is not uncommon to see authors leaving home during
their youth.*” These are tropes that become part of a larger discourse around literary production:
the trope of the author as orphan and the trope of the wandering brahmin.

4.4. Narrative Circumstances of Production
Durable Tropes

While the tropes discussed above do not appear in every ka@vya with an authorial framing
narrative, they appear in the two earliest extent kavya biographies of historical authors, both of
which happen to be prose works. These tropes get used in later representations of authors as well.
Elsewhere I have discussed extensively similar depictions from kavya works from eleventh- and
twelfth-century Kashmir.> Like the earlier prose authors, the biography of Kashmiri polymath
Ksemendra (11th c. CE) aestheticizes the death of his father, Prakasendra, and highlights his
generosity in his verse epitome of the Brhatkatha, the Brhatkathamarnijari (Flower Collection
from the Great Story):

siryagrahe tribhir laksair dattva krsnajinatrayam |
alpaprado smity abhavat sa lajjantakamdharah ||
svayambhiinilaye sriman yah pratisthapya devatah |

248. Ibid., 42-43. What follows at the same narrative juncture in Dandin’s text (4, 12) is too damaged to
parse. However the remnants suggest that the description would have followed a similar vein as Bana’s. In other
words, after Dandin’s exile from KaficT, he too went to study among learned people.

249. Another example of this would be Bilhana’s biography in the eighteenth sarga of his
Vikramankadevacarita.

250. This section develops and greatly expands upon earlier research in Janet Mijung Um, “Crossing the
Ocean of Story: The Kashmiri Brhatkathdas in Literary Context (MA thesis, University of California, Berkeley,
2014), 50-59.
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dattva koticaturbhdagam devadvijamathdadisu ||

pujayitva svayam sambhum prasarabaspanirbharah |

gadham dorbhyam samalingya yas tatraiva vyapadyata ||BrKM 19.33—
35”251

After donating three black antelope hides with three /aksas™ during the
solar eclipse [rite], he, with neck bowed with modesty, said, “I am one who
gives little.” That munificent one had the deities erected in the abode of
Svayambhii, “The Self-Born One,” [and] gave a quarter koti with respect to
the gods, twice-borns, centers of learning (mathas), and the like. Having
worshipped Sambhu himself, with a great torrent of tears, he embraced [the
image] tightly with both arms [and] died there on the spot.**

The Srikanthacarita (The Deeds of the Beautiful-Throated Siva, 12th c. CE), the literary
work of another Kashmiri author, Mankha, provides an account of its author which shares
features with Ksemendra’s work. For instance, both works employ the trope of fathers dying
during an act of religious devotion. Mankha, however, describes the event on a more panoramic
scale:

atidrutam tasya yiyasato divam nava ranasvamini bhaktir udyayau ||
tatah sa kale Sivaratripavane mandag iva klistasarirasausthavah |
dasam agdat tirthapathopapattimatkusagrasayyasukhasuptikasakhim ||
ltlamuktamanusyavigrahamayagranthigrahah sarnginas |

tirthe so ‘tha tithau vahatvavanibhrtputripater abhyagat |
vamardhadhvajarajadandajapatitrastaparardhaskhalat- |
kelikankanadandasiikabahulotphalavaciilam vapuh ||SKC 3.68c¢d—70)|

When he [Mankha’s father] desired to go quickly to heaven, new devotion
to [Siva as] Ranasvamin arose. Then, at the time of purificatory rites for
Sivaratri, he, with ease in [his] body as if hardly suffering,**went to that
state, which is the companion of peaceful sleep, on a bed of kusa grass tips,

251. Ksemendra’s Wasastakastotra 4—6, which is appended to the Bharatamaiijari reads almost verbatim
except for the following: stanza 4d reads ksanam lajjanatananal:], “[he whose face is bent down with modesty for a
moment”; pada 5a reads svayambhisambhuvijaye, “for the victory of [Siva as] Sambhu, “The Self-Born One”; pada
6a reads Sarva as an epithet of Siva; and pada 6b reads nirjharah, “cascade.”

252. tribhir laksaih: Literally, “with one hundred thousand by three,” i.e., “with three hundred thousand.”
No denomination of currency is given either here or below at koticaturbhagam (lit., ““a quarter of ten million,” i.e.,
“two hundred and fifty million”).

253. I have rendered most of the gerunds in BrKM 19.34-35 as finite verbs and have elided the correlative
pronoun yah.

254. manag iva klistasarivasausthavah: Literally, “he whose ease of the body which suffered as if only a
little.”
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which seemed to appear on the way to the sacred site.” Then on the lunar
day [of Sivaratri]**® at the sacred site of Sarngin, the lord who had a
wedding ceremony with the daughter of the mountain, the one whose grasp
on the knot composed of the mortal body was released with ease obtained a
body which had a banner crest on which, because of the lord of birds [i.e.,
Garuda] ruling over the left-half, there was much moving about by the
snakes, who had the form of toy bangles, skittering to the other half from
fear.

Through the description of a banner crest bearing Visnu’s mount, the eagle Garuda, on one side
and snakes, which are iconographically associated with Siva, on the other, this dense metaphor
envisions Mankha’s just-deceased father in the form of Harihara (half-Visnu and half-Siva). The
conceit is that, fearful of Garuda, the snakes have leapt across to the other side of the banner,
thus creating the two halves of the crest on Harihara’s banner. Despite the difference in style and
and diction, Ksemendra’s and Mankha’s accounts are similar in that both their fathers die in an
act of religious devotion to Siva specifically: the former while embracing an image of Siva as
Sambhu and the latter, in the temple of Siva as Ranasvamin.

While similar in narrative scope to Bana’s and Dandin’s biographies, the representative
examples from Ksemendra’s Brhatkathamarijari and Mankha’s Srikanthacarita differ on terms
of literary genre. Both of the Kashmiri works are padyakavya, “verse poetry,” with Ksemendra’s
work being a kathd, an epitome of the Brhatkatha, and Mankha’s work, a mahakavya. And in
terms of location, Ksemendra’s work places its authorial biography in its upasamhara,
“postface.” Marnkha’s is located in the third sarga of a twenty-five sarga poem. Despite these
differences in genre, I suggest that there is a continuity between the earlier gadya and these later
padya works. Ksemendra’s work, like the Avantisundari, is part of the Brhatkathd narrative
tradition. In fact, it claims to be a verse retelling of the Brhatkatha. K. R. Norman articulates the
relationship between works like Ksemendra’s and Dandin’s by noting,

Although Gunadhya’s Brhatkatha has disappeared, it has left a two-fold
stream of works in its wake. First there is a series of texts which retell the
story of the Brhatkathd, and from which our knowledge of the lost
masterpiece is derived. Secondly, there is the whole genre of romantic
literature, in which Dandin’s Dasakumaracarita and Bana’s Kadambart
hold pride of place.*’

255. Jonaraja glosses —upapattimat- with upapanna (ya...sayya), “which bed appeared.” SKC 3.39
commentary, p. 46.

256. From the context we need to understand tithau, “on the lunar day,” as “on the fourteenth lunar day of
the dark half of the month,” i.e., “on Sivaratri.”

257. K. R. Norman, review of Tilakamanjarikathoddharah of Pandita Padmasagara by N. M. Kansara, The
Journal of the Royal Asiatic Society of Great Britain and Ireland 1 (1986): 124.
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As stated by Norman, the two works are affiliated by having a common asraya, “narrative
source,” that is, the Brhatkathd tradition. On the other hand, both Bana’s Harsacarita and
Mankha’s Srikanthacarita are—as seen from their respective titles—caritas, works rehearsing an
individual’s heroic “deeds.” In the latter case, the deeds are not those of a human nayaka but of
the god Siva especially in his victory over the Tripura demons.

While this chapter highlights the framing narrative of gadyakavya works as the discursive
site for a particular type of authorial presentation, the Kashmiri examples highlight the broader
conceptual distinction between the story proper as text and the authorial context of the work as
paratext.”® In the same way that the introductory frame to the gadyakavya works serves a
paratextual function, so too does the postface in Ksemendra’s work. While the authorial context
in Mankha’s mahakavya takes place in the third sarga, the story proper does not begin until the
fourth sarga. In Mankha’s expansive work, the first three sargas function as a an extended
preamble with the first sarga paying homage to Siva and other deities, the second praising
favorable critics and censuring unfavorable ones, and the third sarga providing a description of
the author and his genealogy.”” And while Mankha’s work does not have a postface like
Ksemendra’s, the final sarga of the work, the the twenty-fifth, does narrate how the work came
to be composed. In the following section, I discuss these narrative “circumstances of production”
as they appear in the paratextual material of these literary works.*®

Inspired Dream Motifs and Authorial Self-Fashioning

The Avantisundart framing narrative ends after Dandin and his companions return from
the Pallava port city of Mahamallapuram where they see the red lotus turn into a vidyadhara.
Hoping for an explanation, Dandin propitiates Visnu:

tadascaryasravanaragavarjitamanobhis tu matrdattaramasarma-
prabhrtibhih priyasakhair muhur muhuh preryamano ganaratrakrtatma-
sodhano®" dvadasyam asrantabhaktiyogah kalpoktena vidhina vidhaya
visnupijam darbhasayanam adhyaseta |

Then being urged again and again by his dear friends, beginning with
Matrdatta and Ramasarman, whose hearts were overcome with desire to
hear about this wonder, [Dandin] performed his [rites of] self-purification

258. Gérard Genette’s discussion of paratext is key to my understanding. Especially helpful for this project
has been his work on the pre-history of what Genette refers to as the “prefatorial situation,” that is, an introductory
part of a text no matter its location. Gérard Genette, Paratexts: Thresholds of Interpretation, trans. Jane E. Lewin
(Cambridge, UK: Cambridge University Press, 1997), 161-70.

259. The siicipatram, or table of contents, and the colophon for the first three sargas of the KM edition
titles them as follows: namaskaravarnanam, “description of praise”; sujanadurjanavarnanam, “description of good
and bad people”; and desavamsadivarnanam, “description of locale, family, and such.”

260. Um, “Crossing the Ocean of Story,” 50—59.

261. The text reads sobhana, “the act of adorning,” I follow the editorial emendation which reads sodhana,
“purification.” See A4S, 16n2.
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over a series of nights. On the twelfth day of the lunar fortnight
(dvadasyam), his yoga of devotion being unwearied, having worshiped
Visnu with procedures prescribed by the ritual manuals, he lay down on a
bed of darbha grass.**

The passage focuses on Dandin’s state of ritual purity and the assiduousness with which he
performs his worship to Visnu during the auspicious time of dvadasi. As discussed in Chapter
Two, Dandin’s worship gratifies the god, who sends Sarasvati to him in a dream to relay the
story of Avantisundari. Similarly, we see the narrative circumstances that bring about the
Ksemendra’s Brhatkathamarnijart:

kadacid eva viprena sa dvadasyam upositah |

prarthito ramayasasa sarasah svacchacetasa ||

katham etam anudhyayan dinesu vipuleksanah |

vidadhe vibudhanandasudhdasyandataranginim ||

sa sridevadharakhyasya dvijardjyapadasthite |

sarvajiasyajiaya cakre katham etam vinodinim ||BrKM 19.39-41||

Once while fasting on the twelfth day of the lunar fortnight
(dvadasyam),”* he [Ksemendra], endowed with aesthetic emotion (rasa),
was sought out by the clear-minded brahmin Ramayasas. Concentrating,
the farsighted one composed, in a matter of days, this katha—a flowing
river of nectar that is bliss for the wise.*** He crafted this entertaining story
by the order of the all-knowing one named Sridevadhara when he was
stationed in the royal office of brahmins.

262. The Sanskrit has been modified in the translation for ease of reading, the text reads more literally as
follows: Then being urged again and again by his dear friends, beginning with Matrdatta and Ramasarman, [Dandin]
by whom self-purification was performed over a series of nights (ganardatra), on the 12th night, he whose yoga of
devotion was unwearied, having performed the workshop to Visnu with procedures (vidhi) prescribed (ukta) by the
ritual manuals (kalpa), lay down on a bed of darbha grass.

263. Elsewhere I have challenged the view that dvadasyam in this stanza indicates “in the twelfth year.”
Using the phrase “in the twelfth year” as shorthand for “in the twelfth year of the saptarsi era,” which translates to
1037 CE, scholars have dated Ksemendra’s Brhatkathamaiijari to 1037 CE. See for example, Leo von Mankowski,
ed., Der Auszug aus dem Paricatantra in Kshemendras Brihatkathamarnjart (Leipzig: Otto Harrassowitz, 1892), iv;
Stiryakanta, Ksemendra Studies, Poona Oriental Series 91 (Poona, India: Oriental Book Agency, 1954), 6-7,
including 6n1; Ludwik Sternbach, Unknown Verses Attributed to Ksemendra (Lucknow: Akhila Bharatiya Sanskrit
Parishad, 1979), 10; and ibid., Aphorisms and Proverbs in the Katha-Sarit-Sagara (Lucknow: Akhila Bharatiya
Sanskrit Parishad, 1980), 37-38. Cf. Ibid., Unknown Verses Attributed to Ksemendra, 1. Along with this misreading
of dvadasyam, others, such as von Mankowski, follow Lévi’s claim that Ksemendra’s Mahabharata digest, the
Bharatamarijari, was also composed in the twelfth year “de I’ére cachemirienne,” i.e., 1037 CE. SeeSylvain Lévi,
“La Brihatkathamanjart de Kshemendra,” Pts. 1 and 2, Journal Asiatique, 8iéme sér., 6 (1885): 400; 7 (1886): 218.
For a full discussion, see Um, “Crossing the Ocean of Story,” 52n187.

264. dinesu: Literally, “in [three of more] days.” In this account, the adverbial phrase suggests that
Ksemendra composed the BrKM, a work of over seven thousand stanzas, in a very short time, i.e., in a matter of
days, rather than weeks, months, or years.
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Like Dandin, Ksemendra is in a ritually pure state through fasting on the twelfth day of the lunar
fortnight. And the narrative sequence here suggests that this ritual state allows Ksemendra to
compose the Brhatkathamarnijari, a work of over seven-thousand stanzas, in a matter of days. A
similar act of preternatural transmission occurs in Ksemendra’s Bharatamarijari, a verse epitome
of the Mahabharata. In this work, the son of Satyavati, i.e., Vyasa, the traditional author of the
Mahabharata, comes to Ksemendra in a dream and narrates the story of the Bharatas to
Ksemendra directly:

kadacid brahmanenaitya sa ramayasasarthitah |
samksiptam bharatakatham kurusvety aryacetasa ||

sa tam iice karomy aham eva prag etac caritafm] mama |
hrstah satyavatisunuh svapne jiiananidhir dadau ||**°

Once, having arrived, he [Ksemendra] was solicited by the noble-minded
brahmin Ramayasas with the words, “Compose a concise katha of the
Bharatas.” He said to him [Ramayasas], “I alone will do it. Gratified, the
ocean of knowledge, the son of Satyavati, previously shared that carita
with me in a dream.”

The care that Ksemendra, a brahmin author, takes in locating his works within particular
networks of production is not only limited to his verse digests of brahmanical narratives. His
Avadanakalpalata (The Wish-Fulfilling Vine of Avadana Stories), a collection of avadanas, “past-
life stories about bodhisattvas and others in Buddhist literature,” describes a similar process of
narrative unfolding where Ksemendra is solicited by a certain Nakka to compose the work. After
composing three avadanas, Ksemendra stops until the Buddha himself impels the author in a
dream to continue his composition.*”’

The similarities among these authorial biographies become even more apparent when
considering how Mankha becomes inspired to compose his Srikanthacarita. In the events

265. Bharatamarijart, Vyasastakastotra v. 11b of the KM edition reads prag etac carita mama. 1 add an
anusvara to carita in what looks to be a printing error. etac carita/m] mama...dadau: Literally, “gave the deeds to

EE)

me.
266. Bharatamarnijart, Vyasastakastotra vv. 10-11.
267. Avadanakalpalata, bhiimika vv. 10—11:

ity uktas tena vinayat tam katham kartum udyatah |

avadanatrayam kytva viraramatidairdhyatah ||

tatah svapne bhagavata jinena preritah svayam |

so ’grahit punar udyogam avadanarthasamgrahe ||

Addressed by him [Nakka] in this fashion, he [Ksemendra], on account of politeness
(vinayat) endeavored to compose the narrative [requested by Nakka]. Having composed
three avadanas he stopped due to their excessive length. Then impelled by the blessed Jina
in a dream, he again took on the effort of making a digest of the avadanas.
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following the death of his father, Mankha also observes a vow on a ritually significant day:

ekdadasyam vrataniyamavan ekadd tatkaniyan

ekakt san bhavanavalabhim markhakah so "dhisisye | SKC 3.72ab
svapne tatra dadarsa sa svapitaram deham vahantam milat-
tapicchacchadaketakacchavivapuskhandadvayikalpitam |
ekardhena vamantam agracaranadvarena mandakinim
anyardhena ca bibhratam paturatadvicim jatavartmani ||[SKC 3.73)|

Once on the eleventh day of the lunar fortnight (ekadasyam), observing
the vow [of fasting],**® Mankhaka,?® the youngest of those [brothers], being
alone, went to sleep on the upper level of the house....There in a dream, he
saw his father bearing a body that was composed of two sections of
[different] bodies that had the color of ketaka flowers joined with the bark
of tamala trees, with one half [of the body] gushing the Mandakini through
its toes and with the other half conveying [the Mandakini] whose torrents
are crashing intensely on the path of its matted locks.

In Mankha’s second dream, his father appears once more in the form of Harihara, with a body
that is dark like the bark of a famala tree on the side representing Visnu as Hari and light like the
pale flowers of the kefaka tree on the side representing Siva as Hara. Regarding the former, the
verse calls to mind the puranic account of Visnu as his dwarf avatara Vamana, who pierces the
universe with his big toe so that the heavenly river Mandakini, the Ganges, flows to earth,
sanctified by contact with his foot.””® And on the latter, the poet nods to the same heavenly
Ganges who, with the assistance of Siva’s matted locks absorbing the force of her waters,
descends to earth for king Bhagiratha.””" On account of this dream, Mankha becomes inspired to
dedicate a poem to Siva.

Like Dandin during his moment of poetic revelation, the eleventh to twelfth-century
poets also become inspired while in a liminal state of purification and most often brought about
through the performance of ritual and revealed in a dream. This type of textual authorization is
by no means new. It appears in the framing narrative of Valmiki’s Ramdayana where Brahma
approaches sage Valmiki, who has been purified by a ritual bath. Bestowing upon him divine

268. Though not explicit in the stanza, the Srikanthacarita’s commentator, Jonaraja, explains that Mankha
undertakes a vow of fasting: ekadasyam vratasyopavasasya niyamo vidyate yasya sah [vrataniyamavan], “on
Ekadasi, he who has an observance of a vow, that is to say, [a vow] of fasting, [is vrataniyamavan]. SKC 3.72
commentary, p. 44.

269. Mankha is also referred to as Mankhaka.
270. For example, see Bhagavatapurana 5.17.1 (critical edition).

271. This episode can be found at Ramayana 1.43. For comprehensive references to this account, see
Robert P. Goldman, ed. and trans, The Ramayana of Valmiki: An Epic of Ancient India, vol. 1: Balakanda
(Princeton, NJ: Princeton University Press, 1984. Repr., Delhi: Motilal Banarsidass, 2007), 355, opening note to
sarga 37.
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sight, Brahma has Valmiki compose the deeds of Rama.*” In these representative examples,
there are some striking similarities in the way that the author is depicted in a work’s paratextual
material. These similarities include the loss of one or both parents, a period of wandering during
youth, and—most commonly—the liminal state of the author when he receives some
preternaturally inspired authorization to compose the work. While it would be inaccurate to
suggest that all authorial frames contain these tropes, their repeated usage suggests that it
becomes part of a particular aesthetic of authorship, one durable enough to travel across
historical moment, regions, and genre.

4.5.  Friendship and Other Affective Relationships in the Avantisundari Frame

Imbricated with themes of movement and mobility, the Avantisundari frame highlights the
importance of friendship and other affective relationships within the court and city. Intimations
of these relationships appear as early as the vedas in the concepts of the sakhi and sakhyam.
Though generally translated as “male friend” and “friendship” respectively, Sally J. Sutherland
Goldman clarifies that in the Vedic material “sakhyam refers to an élite circle of men who are
able to share a common body of restricted knowledge and sakhi refers to a member of that circle
who has access to that knowledge.”””” While a history of friendship has yet to be undertaken in
the context of premodern South Asia, the conversation has been started through conferences
leading to the publication of a special issue of the journal, Studies in History, “Friendship in
Indian History.””* In this issue, Daud Ali points to new forms of sociability in the early-medieval
South Indian context around the double axes of the royal court and the temple. While
relationships between kings and courtiers have received scholarly attention, Ali notes, “What is
less appreciated (and yet may help us in understanding the hegemony of such social relations)
are the ways in which the practices of lordship also fostered a vast array of graded hierarchies
and ‘lateral’ social bonds that had their own often very powerful affective dynamics.”*”

Both the vertical and lateral social relationships referred to by Ali find voice in the
authorial frame of Avantisundari. Damodara’s “big break,” so to speak, takes place through his
introduction to Visnuvardhana through Bharavi:

272. Ramayana of Valmiki 1.2.19-33 (critical ed.).
273. Goldman, “Speaking Gender,” 64,

274. Daud Ali and Emma J. Flatt, eds., “Friendship in Indian History,” special issue, Studies in History 33,
no. 1 (2017).

275. Daud Ali, “The Death of a Friend: Companionship, Loyalty and Affiliation in Chola South India,”
Studies in History 33, no. 1 (2017): 39.
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kausikakumaro mahasaivam mahaprabhavam gavam prabhavam
pradiptabhdsam bharavim ravim ivendur anurudhya®* darsa iva
punyakarmani visnuvardhanakhye rajasinau pranayam anvabadhnat |7
The young Kausika—having stayed close to the great Siva devotee
Bharavi,

of great might (mahaprabhavam),

the source of [eloquent] speech (gavam prabhavam),

whose luster shines forth (pradiptabhasam)—
Like the moon—having stayed close to the sun

of great splendor (mahaprabhavam),

the source of rays (gavam prabhavam),

whose light shines forth (pradiptabhdsam)—
Became bound in friendship to the prince called Visnuvardhana,

whose deeds were righteous (punyakarmani)
Like the new-moon day

on which there are pious rites (punyakarmani).

The comparison of Damodara, a kausika brahmin, to the moon and Bharavi to the sun plays on
the name of the poet Bharavi, “light which is the sun” or “sunlike light.” It is made more dense
by comparing Visnuvardhana to darsa, “the new-moon day.” Also known as amavasya, this is
the time when the sun and moon appear at their closest, a conceit which is reinforced in the
passage by the use of the term anurudhya, literally meaning “to adhere to.” Through the
metaphorical logic of this vakya, “statement,” we see that Visnuvardhana, as the new-moon day,
creates the conditions for Damodara and Bharavi, as moon and sun respectively, to meet. In other
words, the text suggests that the friendship between Damodara and Bharavi takes place in
Visnuvardhana’s milieu. While this reference to Visnuvardhana in this vakya as rajasinau, “to
the son of the king” (i.e., prince), has been pondered over in attempts to date Bharavi, Damodara,
and Visnuvardhana,”® I suggest that, along with historical constraints, there are rhetorical and
aesthetic constraints to consider to make this verse legible. And by employing the compound
rajasunau, the poet thickens the description of the three men’s meeting by employing a term
suitable on both the Visnuvardhana side as a tatpurusa compound “to the son of the king”
(rajasiinau) while resonating with the new-moon day side as a dvandva compound meaning “in
reference to the moon and sun” (r@jasiinau).

The Avantisundarikathasara elucidates the relationship further in sloka form:

sa medhavi kavir vidvan bharavim prabhavam giram |

276. 1 follow the editorial suggestion of amending anuriipya from the text to anurudhya. AS, 10n1. ASKS
1.23 also reads anurudhya.

277. A4S, p. 10.
278. On this, see Francis, “Le discours royal,” 80-81.
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anurudhydakaron maitrim narendre visnuvardhane ||ASKS 1.23||

Having stayed close to Bharavi, the source of [eloquent] speech, that wise,
learned poet made friends with the lord of men, Visnuvardhana.

Despite the Sara’s project to condense the Avantisundart, it repeats the term anurudhya,
suggesting how apropos it is in describing of the poets’ relationship. The Avantisundarikathasara
also clarifies that Damodara “formed a friendship with Visnuvardhana” (akaron maitrim).*”

Damodara’s relationship with the Ganga ruler Durvinita is also described as one that goes
beyond the transactional relationship of poet and patron—or perhaps more accurately—these
depictions inflect the poet-patron relationship. Using the conceit of white water lilies blossoming
at night, the author likens Damodara meeting Durvinita to “a pond of white water lilies under the
purview of the moon (amrtadhamna iva kumudakaro gocaram [agamat]).”* Likewise,
Durvinita is described as winning over the poet by showing him “friendliness through actions,
beginning with introducing himself [to him], by which extent the source of [Damodara’s]
transgression [for eating ritually impure meat] was rectified (sadhulanghanamiilamatram
atmanivedanadisaujanyam).”*®' Here, again, the sense is that Damodara has been sought out by
Durvinita. Such descriptions highlight the cultural capital of having a talented poet in one’s royal
court.

Similarly, after hearing about Damodara from the traveling minstrel, Simhavisnu also
entreats Damodara to Kafici with the promise of wealth. As spoken by the subjects who deliver
the royal proclamation to Damodara, “The king, my supporter, in whom curiosity has arisen,
honoring you [Damodara], like the plough-bearing Balarama honoring the sacred fords along the
river Sarasvati, has made you, attracted by many direct royal proclamations, a subject
(madbhrtibhiipatir jatakautithalo haladhara iva sarasvatitirthani sambhavayan
anekasrimukhaparamparanukyrstam enam atmasad akarot |).”** Through several srimukhas, or
royal proclamations that come directly from the “royal mouth”—a process that Timothy Lubin
tells us was already part of the Tamil inscriptional record by the time of Simhavisnu’s father,
Simhavarman III (early fifth c. CE)}—Damodara comes to Kafici.**® Whereas Damodara’s earlier
patrons are described as friends, Damodara’s relationship with Simhavisnu Pallava is paternal.
Simhavisnu is thus described as one by whom extreme favor was shown by treating him like a

279. ASKS 1.23c

280. AS, 10. amrtadhamna: moon, lit., ‘the abode of the nectar of immortality’

281. The bracketed section is missing from ORIML T-704 and recovered from the 1924 edition.

282. AS, 10. I have rendered the third person pronoun enam, in this case, “him,” as “you.”

283. Timothy Lubin, "Legal Diglossia: Modeling Discursive Practices in Premodern Indic Law," in
Bilingual Discourse and Cross-Cultural Fertilisation: Sanskrit and Tamil in Medieval India, eds. Whitney Cox and
Vincenzo Vergiani (Ecole frangaise d*Extréme-Orient / Institut frangais de Pondichéry, 2013), 430. “It is this
particular trope [of an order coming from the king's "own mouth"] that inspired phrases that become typical of the
Tamil records.... The notion even gets ritualized in the treatment of the royal order itself, which is referred to as the

tirumukam (Skt. srimukha, "holy mouth") and placed on the heads of those receiving the order (a practice described
already in one of the earliest Tamil records, the bilingual Pallankovil plates of Simhavarman III, ca. 546 CE).”
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son (putrikaranena darsitatiprasadah).”® This paternal relationship gets played out when
Damodara gets married “upon the insistence of the king” (nrpatinirbandhaparinitah, literally,
“he who was married because of the insistence of the king”).** This permeable boundary
between king as patron and affectively in the role of a father appears again when Damodara
names his first born after the king. It is also interesting to note that Damodara’s middle son
Manoratha names his first son after his father and his third son after the king.

This portion of the framing narrative foregrounds the affective relationships between poets,
as seen with Bharavi and Damodara, and also between poets and royal patrons, as seen with
Damodara and his South Indian patrons. In this way, it speaks not only to the valorization of
literary production in court relationships, it also highlights the politics of patronage where
talented poets, such as Damodara are in high demand at different courts. Here, however, by
focusing on the movement of poets, the Avantisundari framing narrative pushes against the
tendency to fetishize the literature itself. What the Avantisundari framing narrative does not
depict is the struggle between these kingdoms that the epigraphical records foreground. Instead,
the narrative sublimates the political rivalries, presenting instead a battle over social capital,
where poets are wooed by rival courts.

Given the focus on Damodara’s travels from court to court and his relationships with his
patrons, the absence of such details in Dandin’s biography is glaring. The Avantisundari framing
narrative says nothing about a king. And the Avantisundarikathasara, which details each of
Damodara’s relationships only mentions that Dandin is summoned to return to Kafici by an
unnamed king:

athahutah ksitisena prasantopadrave pure |
svasuhrdbandhumadhyasthah sa bheje nijam aspadam ||ASKS 1.36]|

Then beckoned by the lord of the earth in the city in which calamitous
siege had been pacified, standing among his friends and relatives, he took
recourse to his own abode.

There is a sharp contrast between the framing narrative’s depiction of Damodara as poet-courtier
in several royal courts and of Dandin’s uncertain social milieu. Rather than note any royal
patronage, the framing narrative presents Dandin as the de facto patron. Hence, the artisan
Lalitalaya comes to Dandin to request that he view his handiwork in repairing the marti of Visnu
in Mahamallapuram. Nor does the framing narrative depict Dandin as a court poet. Instead,
Dandin composes the Avantisundari at the request of his friends.

Where Damodara’s biography contains the names of several historical kings, Dandin’s
contains the names of his friends. The military general’s son Ranamalla, who convinces Dandin
to go to Mahamallapuram, is described as having “the sportive demeanor worthy of being

284. 4§, 10.
285. 48, 11.
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imitated by all urbane gentlemen (sarvanagarikanukaraniyalilasausthava).”** Matrdatta, the son
of Bhavarata and author of a sub-commentary of the Kalpasiitra, Devasarma from Kerala,
Srijayanta, Narayana, and Bhajanananda, among others, accompany Dandin to the seaside
temple in Mahamallapuram.”’” And Ramasarman, “a man of taste (rasika) who relishes the
literary sentiments of katha and itihasa...skilled in the refined arts, educated in the sciences,
[and] confided in among friends (kathetihdsarasasvadarasika...vicaksanah kalasu, vinito
vidyasu, visrabdhah suhrtsu),”*** urges Dandin to uncover the mystery of the lotus-turned-
vidyadhara for them.” While the frame depicts Dandin’s companions variously, the traits most
common among them are learnedness, loyalty, and, most notably, urbanity. Some of these
companions are childhood friends. Ranamalla is described as “one in whom a great deal of
affection (sneha) has accumulated [for Dandin] on account of [them] playing together in the dirt.
(sahapamsukridasambhrtasneharasi).”*® And Ramasarman is referred to as balamitra, “friend
from boyhood.””' But whether acquainted from an early age or not, the Avantisundart frame
foregrounds the friendship among this group of men by referring to them, individually and
collectively, as mitra and sakha, “friend” (p. 13 and 16), mitrajana, “friends” (p. 14), priyasakha,
“dear friend” (p. 17), suhrdgana, “group of friends” (p. 17).

While helping to fill out the contours of this type of sociability is important in its own
right, I highlight here that these friends are integral to the Avantisundari’s production. It is
through the urging of his friends that Dandin accepts the invitation to Mahamallapuram where
they witness the lotus-turned-vidyadhara. And it is through the urging of his friends that Dandin
propitiates Visnu to explain the awe-inspiring sight. It is also Dandin’s friends to whom he
narrates the story after its divine transmission to him in a dream. While these circumstances of
literary production differ from the idealized model of the poet-patron relationship depicted in his
great-grandfather Damodara’s account, it provides another, and perhaps more legitimate, mode
of textual authorization. Similarly, the Kashmiri examples from the katha and carita literature
discussed above foreground the role of “lateral bonds”** in the production of their respective
works. For Ksemendra’s verse epitomes, it is other brahmins and courtly associates who
commission him to produce his respective works. Mankha, on the other hand, shares his
Srikanthacarita on the occasion of a literary salon held by his brother.2”® These themes of
mobility and movement and social networks of friendship are not only present in works where no
explicit patron is mentioned. As shown above, the same tropes of loss and wandering drive the
account of Bana’s youth before meeting his patron, king Harsa. Similarly, Bilhana, the author of

286. AS, 13.

287. Ibid., 11.

288. Ibid., 16.

289. Ibid., pp. 16-17.

290. Ibid., p. 13.

291. A4S, p. 16.

292. 1 use Ali’s term here See Ali “Death of a Friend,” 39.
293. SKC 25th sarga.
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Vikramankadevacarita (12th c. CE), the patron-centered work dedicated to Calukya ruler

Vikramaditya VI, describes his peregrinations after leaving his beloved natal home of Kashmir.**

4.6. Chapter Conclusions

In this chapter I considered the Avantisundari framing narrative as both literary
convention and as a window into the history of the author. As a literary convention, the framing
narrative is not an innocent account of an author’s life and the circumstances of a work’s literary
production. Instead, the frame is a narrative technology that locates the work in a particular
discursive milieu through tools such as syntax, figuration, and structure. While syntax and
patterned phrases often signal the beginning of a narration in gadyakavya, these tools also work
on the level of the sentence to signal larger structural shifts from frame to story proper, thus
making the entry from paratext into the world of the text more legible for its audience. And by
taking figuration seriously, it becomes clear that the Avantisundari’s narrative tropes such as
those based upon the themes of movement and sociability are part of a larger conceptual
vocabulary for thinking about literary production and authorial presentation outside of the poet-
patron model. Rather than come into the purview of a patron, Dandin’s account highlights social
networks. And ultimately he is authorized to compose his work through the divine intervention
of both Visnu and Sarasvati. The dream episode seen in the Avantisundari frame and the later
works discussed in this chapter are no other than literary representations of the process of
pratibha, “poetic inspiration,” described by Dandin and other theorists in alankarasastra. To
better understand the intersections of kavya and alankarasastra as they relate to questions of
sociability, poetic inspiration, and imaginings of the author in Dandin’s works, I now turn to the
Kavyadarsa in Chapter Five.

294. Vikramankadevacarita 18.86ff. (1875 ed.)
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Chapter 5: Word Play in Learned Societies: The Poet in Dandin’s Kavyadarsa
S5.1.  Introduction

In the final episode of the Avantisundari’s framing narrative, Sarasvati appears to Dandin
in a dream and conveys the wondrous story that he will then compose. This moment of divine
transmission is what poetic theorists call pratibhda, “inspiration,” specifically poetic inspiration.
Literally, meaning “light” or “appearance,” Sarasvati addresses Dandin using the imperative
form of pratibha with the words, “Let this (etat) object of wonder appear (pratibhdtu) to you.
Chapter Five invites further questions about poetic inspiration and the social world of the poet
that came to life in both the Avantisundart frame and in textual representations of other early-
medieval poets. In this chapter, it returns to the conversations taking place in the works of poetic
theorists, namely in Dandin’s Kavyadarsa.

99295

Given the history of Sanskrit poetics and some of the earlier debates about Bhamaha and
Dandin, the two remain imbricated figures. While questions of priority have less currency now,
these conversations are still important in their own right. For here we have two theorists of not so
distant time periods. By considering their respective stances and points of agreement and
departure, we are able to see that, despite both identifying their works as alankarasastra, formal
treatises on literary aesthetics, the two authors’ projects differ in many respects that go beyond
their different views on alankaras, “rhetorical figures,” dosas, “literary faults,” gunas, “literary
merits,” and margas, “poetic styles.” In other words, by using Bhamaha’s work to backlight
Dandin’s, we are able to get a better sense of the contours of Dandin’s project. To this end, this
section will discuss the intellectual contexts within which each text situates itself. That is, it will
examine how each work defines itself as Sastra using the traditional diagnostic of the
anubandhacatustaya, the fourfold-criteria of a sastra. While both works present themselves
squarely in the field of sastra, specifically alankarasastra, their preambles suggest a key
difference in their views on the poet and the social contexts of kavya.

5.2.  True Poets and the Quick-Witted: Bhamaha and Dandin on the
Qualifications of a Poet

Bhamaha on satkavitva
As conventional of the sastra form, both theorists begin their works with the

anubandhacatustaya, “fourfold qualifications of a sastra”: the visaya, “subject matter,” the
prayojana, “purpose of the sastra,” the sambandha, “relevance [of the subject matter to the

295. 48, 13.
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purpose],” and the adhikari, “the qualified audience.””® Bhamaha devotes the opening twelve
verses of his work to laying out the fourfold qualifications, and Dandin, the opening nine verses
plus the final verses of the first pariccheda-chapter of his work. The visaya of both works is
clearly stated early on in each theorist’s introduction. It appears in the marngaldacarana of
Bhamaha’s work where he states that “He will expound the ornaments of poetry (ka@vyalankara) /
the Kavyalankara to the best of his intellect” (kavyalankara ity esa yathabuddhi vidhasyate,
BhKA 1.1).

Dandin’s introduction features the syntactically similar claim, “we have set forth the
definition of kavya / the Kavyalaksana according to our ability (yathdasamarthyam asmabhih
kriyate kavyalaksanam, DaKA 1.2cd). Since the discovery of Ratnasrijiiana’s commentary on
Dandin’s Kavyadarsa, it has come to light that Dandin’s work would have originally been called
Kavyalaksana rather than Kavydadarsa. In light of this, both theorists make clear the subject
matter of their sastras in their titles. In stating the visaya of their projects, both theorists
acknowledge the limits of their scholarship in light of the past great teachers by noting that they
compose to the best of their intellect (vathabuddhi) or their ability (vathasamarthyam). Rather
than being a humble admission of limitation, this scholarly convention acknowledges respect to
past intellectual traditions and situates the authors of both works within them.

While the introductory verses present a shared scope for the two works in terms of the
first of the fourfold criteria, they reveal different attitudes toward the the second, the prayojana,
“purpose of the sastra,” for composing their treatises. Bhamaha’s introduction focuses on the
results of composing poetry:

dharmarthakamamoksesu vaicaksanyam kaldsu ca |
pritim karoti kirtim ca sadhukavyanibandhanam ||BhKA 1.2||

The composition of excellent kavya brings about expertise in [the life goals
of] moral duty (dharma), material gain (artha), sensual delight (kama), and
liberation (moksa) and in the refined arts. It also brings about pleasure and
everlasting fame.

Bhamabha specifies the composition of excellent poetry brings about the desired results in the
purusarthas, or four aims of life. Moreover, it brings about skill in the kalas, the “[sixty-four]

296. The anubandhacatustaya are listed in Sankara’s Sarvavedantasiddhantasarasamgraha 1.5-6.

asya sastranusaritvad anubandhacatustayam |

yad eva mitllam Sastrasya nirdistam tad ihocyate ||

adhikart ca visayah sambandhas ca prayojanam |

sastrarambhaphalam prahur anubandhacatustayam ||SarVed 1.5-6||

Because this work is conformable to a sastra, the four-fold criteria (anubandha-
catustaya), which is considered the very root (miila) of a sastra, is discussed here. The
qualified audience (adhikar), the subject matter (visaya), the purpose of the text
(prayojana), and the relevance of the subject matter to the purpose (sambandha)—people
call these the anubandhacatustaya, whose fruit (phala) is the preamble to the sastra.
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arts,””’ conversance in which marks aesthetic refinement. And, importantly, it brings about
everlasting fame, a point that Bhamaha returns to later in his discussion of the everlasting body
of poetry created by the poet.*® While the prayojana is the attainment of these fruits, both
worldly and otherworldly, Bhamaha’s sastra is clear that it is not the composition of any kavya
that will result in the attainment of these fruits. Rather, he specifies throughout the preamble that
it is excellent poetry that does. Not only does Bhamaha highlight the importance of composing
excellent poetry, he cautions against composing bad poetry, the undesirable fruits of which I will
get into later.

After pointing to the visaya and the prayojana of the sastra, Bhamaha’s Kavyalankara
refers to the sambandha, “connection between the scope and purpose,” with the term atas,
“therefore,” at the beginning of the eighth stanza of the preamble:

upeyusam api divam sannibandhavidhayinam |

asta eva niratankam kantam kavyamayam vapuh ||
runaddhi rodasi casya yavat kirtir anasvari |

tavat kilayam adhyaste sukrti vaibudham padam ||

ato (atas) 'bhivarichata kirtim stheyasimabhuvah sthiteh |
yatno viditavedyena vidheyah kavyalaksmani || BhKA 1.8||

Even those accomplished in excellent literary compositions, who have
attained heaven, continue to abide in a body made of kavya, lovely and free
from pain. And, so long as his everlasting fame continues on heaven and
earth, it is said, that the accomplished one attains a divine station.
Therefore, desiring everlasting fame for as long as the earth endures, a
person known for being learned should make effort in mastering kavya.

Here, the Kavyalankara indicates that it is for the sake of receiving fame that one should
compose poetry. As in previous stanzas from the preamble, Bhamaha specifies that it is only
excellent poetry that is under discussion here. And in order to compose this quality of kG@vya, one
ought to study the features of kavya elucidated in Bhamaha’s sastra. The everlasting fame that
the sastra promises is one that transcends the mortal body in the form of a body made of kavya.
Bhamaha’s kavya-body reverses the soteriological analogies of his era; rather than the avatara
coming to earth in an embodied form, the accomplished poet sheds his mortal body and takes to
heaven with a body—both transcendent and immanent—made of poetry.

This view of the poet that Bhamaha’s Kavyalankara holds falls in line with that of the
“professional poet,” one who flourishes in his relationship with an elite patron and ultimately
seeks fame through a body of poetry. A literary example of this poet-patron relationship is that of
the Bana and his patron king Harsa in Harsacarita. And in the Avantisundari, Dandin’s great-

297. For other conceptions of the kalas, not totaling sixty-four, see A. Venkatasubbiah, The Kalas (Madras:
The Vasanta Press, 1911).
298. See, BhKA 1.6

86



grandfather Damodara travels from court to court before ultimately living under the tutelage of
Pallava king Simhavisnu. As noted by Pollock, “The court was the source of both patronage and
the glory (yasas) conferred by the approbation of the learned—the former being pragmatically
what kept the poet writing, the latter being what ultimately made writing worthwhile, at least for
most poets.””” It is this poet, whom we can refer to as a “professional poet,” that the
Kavyalankara addresses as its adhikari, or authorized reader.

Then who precisely is the person that the Kavyalankara addresses as worthy of trying
their hand at poetry? In other words, who is the adhikari? Bhamaha continues at length to show
that the person capable of writing ka@vya is the one who has first attained skill in the following:
Sabda, “grammar,” chandas, “prosody,” abhidhandrtha, “semantics,” itihasa, “history,” and
katha, “lore,” loka, “[ways of the] world,” and yuktih, “logic.”** Moreover, he prescribes a
sequence of learning where poetry should be composed after both grammar and vocabulary have
been developed, along with the study of other kavya works.**' However, as indicated from the
stanza below, these skills alone do not make a good poet:

guripadesad adhyetum sastram jadadhiyo "py alam |
kavyam tu jayate jatu kasyacit pratibhavatah | BhKA 1.5||

Even a dim-wit is able to learn Sastra through a guru’s instruction. But, only now and
then, does k@vya arise from inspiration on the part of a rare person.

To have a chance at being a poet, one must have poetic inspiration, or insight (pratibha, BhKA
1.4),°* a gift that, according to Bhamaha, cannot be acquired through traditional learning
(guripadesat). Pratibha, “poetic inspiration,” along with vyutpatti, “traditional learning or
training through an authorized teacher,” and abhyasa, “practice,”are the three touchstones of
poetic skill. For Bhamabha, all three are necessary to attain the fruits of being a poet. But the latter
two, vyutpatti and abhyasa, are useless without the former, which can only become manifest
through the genius that one is born with or receives through the divine grace of

the goddess Sarasvati.

It is the composition of excellent poetry (sadhukavyanibandhanam, BhKA 1.2d) that
confers rewards in this world. And it is specifically great composers (sannibandhanavidhayinam,
BhKA 1.6b) who reap immortal fame in the world beyond. This requirement for poetic
excellence is reinforced by Bhamaha’s warning of the fate that befalls one who writes faulty

poetry:

299. Pollock, The Language of the Gods, 184.
300. BhKA 1.9.

301. BhKA 1.10.

302. For further discussion of term pratibha in Sanskrit poetics, see David Shulman, More Than Real: A
History of Imagination in South India (Cambridge, MA: Harvard University Press, 2012), 80—-108.
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sarvatha padam apy ekam na nigadyam avadyavat |

vilaksmand hi kavyena duhsuteneva nindyate ||

nakavitvam adharmaya vyadhaye dandandya va |

kukavitvam punah saksan mrtim ahur manisinah ||BhKA 1.11-12||

Not even a single recited word should contain fault. For one is condemned
because of bad kavya, which is like a bad son. Not being a poet does not
lead to immorality, disease, or punishment. On the other hand, being a bad
poet leads to death in bodily form. So, say the wise.

In sum, it is better to avoid writing poetry altogether than to be a bad poet, at least according to
Bhamaha. While composing good poetry (satkavitva, BhKA 1.4) bestows benefits in this life and
the next, being a bad poet (kukavitva, BhKA 1.12) leads to one’s demise. By highlighting through
the rhetorical figure of litotes (double negative) what will not befall the non-poet (akavi), i.e.,
immorality, disease, and punishment, Bhamaha indirectly warns the reader that these misfortunes
will befall the unsuccessful or bad poet (kukavi). The comparison of bad poetry to a bad son
(duhsuta) is especially evocative considering Bhamaha’s views on the imperishable nature of
good poetry. For, as the birth of a good, or dutiful son would ensure that a father and the family’s
ancestors would live eternally, supported in the afterlife in the world of the manes (pitrioka)
through the son’s offerings, the birth of a bad son, who neglects these filial duties, marks the end
of, not only the father’s place in the afterlife, but of the entire family line.

For Bhamaha, the business of writing poetry is a zero-sum game. It is only for those
who possess the prerequisites of pratibha, vyutpatti, and abhyasa. If they succeed, they reap the
highest gifts attainable in this world and the next. But if they fail, they suffer a metaphorical
death and ignominy. Let us now turn to Dandin’s Kavyadarsa to better understand how this work
departs from the model that Bhamaha presents.

Dandin’s Rejoinder

While the composition of good poetry is also central to Dandin’s project, his work
presents a less rigid stance on what constitutes good poetry. He also exhorts the proper use of
language, suggesting that words (gauh) when properly used are a wish-fulfilling cow (gauh
kamadugdhd); when used improperly, the user attains the state of a cow—gotvam” (DaKA 1.6).
Through his play on the term cow “gauh” and its compound form “go-" Dandin explains the
semantic range of the term cow, its direct denotation, and both its specific and metaphorical
usage. Referring back to gauh as words from this verse, the sastra continues in the next verse by
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likening even a small fault in speech to a patch of the skin disease vitiligo.’” Despite such
unequivocal statements, Dandin soon takes on a more liberal tone. After setting forth the
requisite features of the mahakavya, he qualifies,™

nyinam apy atra yaih kais cid angaih kavyam na dusyati |
yady upattesu sampattir aradhayati tad vidah ||DaKA 1.20)|

Though missing some parts [mentioned] here, a kavya is not ruined. If
there is excellence in what has been produced, then those in the know will
be gratified.

Rather than seeing this as a contradiction in the sastra, I argue that this is one of several places
where we see the diverse audience to which the Kavyadarsa speaks. Unlike Bhamaha’s work,
which is restricted to poets striving to achieve everlasting glory through their excellent
compositions, here—and as I will discuss below—Dandin’s work acknowledges the importance
of being able to distinguish the ka@vyalaksanas, that is, the gunas, “poetic merits,” which make
literature beautiful (sundaram), from the dosas, “poetic flaws,” which spoil it (dustam). As
discussed in Chapter Two, Dandin employs the analogy of the kavyasarira, “poetry-body,”
recalled from Bhamaha’s text as the kavyamayam vapus, “body made of poetry.” But the later
theorist turns it on its head by taking Bhamaha’s vision of the physical body sublimated into a
body of remembered literary works that beget everlasting fame and, in turn, valorizes the
metaphor of the physical body made beautiful with its ornaments of sound and sense.

Like Bhamaha, Dandin acknowledges the need for vyutpatti and abhydsa in the making
of a poet. On vyutpatti, the Kavyadarsa says:

gunadosan asastrajiiah katham vibhajate janah |

kim andhasyadhikaro 'sti ripabhedopalabdhisu ||

atah prajanam vyutpattim abhisamdhdya surayah |

vacam vicitramarganam nibabandhuh kriyavidhim || DaKA 1.8-9 ||

How does a person, who doesn’t know the sastras, distinguish [literary]
merits from faults? Does a blind person have the capacity to distinguish

303. DaKA 1.7:

tadalpam api nopeksyam kavyam dustam kathaiicana |

syad vapuh sundaram api svitraikena durbhagam ||

Therefore, it [speech] even somehow slightly wanting, ought not be considered kavya.
Though beautiful, a body with a single patch of vitiligo is blemished.

Perhaps building upon Bhamaha’s imperishable kavyamayam vapus, body made of kavya, Dandin carries forward
the metaphor to its negative conclusion. See too DaKA 1.10, where Dandin notes that the body and ornaments of
kavya has been pointed out by them, i.e., they have been pointed to by others elsewhere, perhaps a nod to Bhamaha’s
kavyamayam vapuh.

304. DaKA 1.14-1.19.
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differences in visual form? On this account, having had the traditional
training (vyutpatti) of our descendants in view, our learned forebears have
set forth the rules for the composition of words that follow the manifold
paths of poetry.

Along with vyutpatti and abhyasa, which he refers to with the tems abhiyoga, “perseverance,”
and yatna, “effort,” Dandin also brings the reader’s attention to pratibha, the inspiration to make
good poetry. However, the final statement in the Kavyadarsa’s first chapter departs from the
Kavyalankara’s more pedantic view:

naisargiki ca pratibha srutam ca bahunirmalam |

amandas cabhiyogo 'syah karanam kavyasampadah ||

na vidyate yady api pirvavasanagunanubandhi pratibhanam adbhutam |
Srutena yatnena ca vagupasita dhruvam karoty eva kam apy anugraham ||
tad astatandrair anisam sarasvati Sramad upasya khalu kivtim ipsubhih |
krse kavitve 'pi janah krtasrama vidagdhagosthisu vihartum iSate | DaKA
1.103-105||

Natural inspiration, faultless training, and diligent application. These are
the cause of excellent poetic skill. Even if wondrous inspiration
(pratibhana), connected to the qualities attained through previous
impressions, are not to be found, through effort and instruction one who
reveres the Goddess Speech (Vac)™ will surely garner some favor. Thus,
Sarasvati is worshipped constantly and with effort, by those desiring fame,
who have cast off their sloth. Even though their skill in poetry may be
weak, people, who try hard, are able to find pleasure in assemblies of
clever people [emphasis mine].

Dandin begins by noting the three prerequisites of the poet set forth by Bhamaha—inspiration
(pratibha), faultless training (vyutpatti, here—srutam), and practice (abhydasa, here—abhiyoga).
But, for Dandin, ka@vya-composition is not only for the rare poet of Bhamaha’s world graced with
inspiration (pratibhana). Dandin clearly states that, even if not naturally endowed with
pratibhana, one can compose excellent poetry by propitiating Sarasvati, Goddess of Speech,
through srutena, learning, or yatnena, effort, two terms that stand in for the vyutpatti and
abhyasa noted in Bhamaha’s work.** By taking poetic inspiration (pratibha), in other words, a
predisposition toward poetic inspiration, out of the equation, Dandin counters Bhamaha’s stance

305. Here, Vac and Sarasvati are the same Goddess of Speech.

306. Dandin, Mammata, and Rajasekhara, among others see satkavitva coming from the triad of pratibha
(genius, inspiration), vyutpatti (training), and abhyasa (practice). Later Jagannatha adds destiny/unseen forces
(adrsta). See David Shulman, “Illumination, Imagination, Creativity: Rajasekhara, Kuntaka, and Jagannatha on
Pratibha,” Journal of Indian Philosophy 36, no. 4 (2008): 481-505; ibid., More Than Real, 80-108.
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that only a person naturally endowed with pratibha is qualified to compose poetry without
retribution.

Had Dandin stopped here, we might not have paid heed to his more open-minded view of
the poet—his stance here and elsewhere being generally more liberal than Bhamaha’s. But in the
final stanza of his introductory chapter Dandin takes a rather remarkable position on who is
authorized to compose poetry. According to Dandin, even those who lack skill in composing
good poetry (krse kavitve pi) are encouraged to find pleasure in this avocation by composing
kavya in assemblies of clever people.””” Dandin’s verse is significant in that it ends the first
pariccheda-chapter, thus it stands out in its placement as well as its corresponding difference in
meter (vamsastha). Not only in position but in content, this mere hemistitch (DaKA4 1.105cd), 1
suggest, has great significance for how we understand audience in Kavyadarsa and, perhaps
more importantly, for how we constitute the social nature of poetry in early-medieval India. In
this stanza, Dandin prescribes a space for the less talented who wish to compose kavya—a
literary form that, as mentioned above, confers greatness upon the talented composer. Through
Dandin’s carefully structured preamble, and as counterpoint to Bhamaha’s, Dandin suggests that
mediocre poets, not only can compose poetry, but that they have the right to enjoy (vihartum)
poetry with their peers in assemblies of the quick-witted (vidagdha).

By using the infinitive vihartum, “to amuse oneself” or “to pass time” from the root
Vi +\/hr, Dandin takes the language of the erotic mode, srrigara, with its associated valences of
pleasure, and resituates the activity of writing poetry from the realm of patronage and
fameseeking, or artha, with which it has normally been associated, to the realm of pleasure, or
kama, associated with syrigara. In these stanzas, Dandin shifts the focus from genius, a feature
one is born with or aspires to through divine grace, to effort. It is the one who makes assiduous
effort (DaKA 1.103), who worships with effort (DaKA 1.104, 1.105), one who has cast off sloth
(DaKA 1.105a). In Dandin’s view, what is lacking in natural talent can be striven for through
training, effort, and worship of the Goddess of wisdom and the arts.

Thus far, I have investigated the agents and action that Dandin’s sd@stra enjoins for a
restricted member of his audience: those who lack talent even in composing poetry. They are a
far cry from those poets whom Dandin mentions who would not leave even a single poetic
blemish. And they are a far cry from Bhamaha’s poets who produce excellent work that arises
from inspiration, training with an authorized teacher, and diligent consistent practice. While
acknowledging the “professional poet” of Bhamaha’s work, the poet of natural genius, trained by
an authorized teacher in the requisite sciences and arts, and diligent in practice, whose work will
confer undiminishing fame, Dandin’s text now opens up another sphere for composing poetry—
one for a “social poet” to enjoy poetry in the convivial space of the gosthi.

307. These two passages, like so many others in Bhamaha and Dandin could be seen as Dandin’s direct
response to Bhamaha. Hence the repeated use of the concepts of pratibha(na) and vagvidagdha
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5.3.  The “Social Poet” in Dandin’s Kavyadarsa

This final stanza of the Kavyadarsa’s first pariccheda-chapter not only indicates what
type of person has access to the business of composing poetry, but in what milieu: in societies of
the clever (vidagdhagosthisu). Most commonly translated as “salon” or “assembly,” the term
gosthi has been considered the site for performing poetry by scholars, primarily as an adjunct to
the court.”” For example, S. K. Belvakar and B. D. Chattopadhyay offer the two most common
renderings of the gosthi. Referring specifically to the stanza under discussion, Belvaker’s
Kavyadarsa translation renders the term vidagdhagosthisu “assemblies of the wise.”**” Referring
to the more general purpose of the gosthi in ancient India, Chattopadhyay renders the term a
“salon-like gathering.””'’ Referring to the sastra on social refinement and erotics, Vatsyayana’s
Kamasutra, Chattopadhyay draws the salient links between the nagaraka, the refined city-
dweller, and the gosthi as a gathering place to participate in poetry-making kavya and in the
kalas, most commonly referred to as the sixty-four arts. However, Chattopadhya’s otherwise
accurate description does not consider the multivalent meaning of gosthi as both abstract concept
and concrete autonomous body. Here, Wendy Doniger’s and Sudhir Kakar’s rendering of the
term gosthi as “society” is instructive.’'' As with the term “society” in English, gosthi contains
the three-fold sense of a group of people sharing geographical or social space, a group of
individuals joined for particular purpose, and of the physical space where these individuals
assemble. Though how we render the term will vary depending on context, what is important
here is the social aspect of the gosthi, which the translation “society” explicitly reflects.

The meaning in this final stanza of Dandin’s first pariccheda-chapter most certainly
pertains to the more localized definition of gosthi as both the group of individuals gathered for a
shared social purpose, here entertainment through poetry and the like, and the physical space
where these groups meet. The semantic overlap with larger society is significant here because it
offers one of the only specific references to the Kavyadarsa’s audience. While ideal poets
aspiring to everlasting fame through their work are addressed, as in Bhamaha’s work, they are
referred to abstractly. Only in this case, do we have the social milieu of another type of poet—

308. As a counter history to this court-focused view, see Daud Ali, “The Subhasita as an Artifact of Ethical
Life in Medieval India,” in Ethical Life in South Asia, eds. Anand Pandian and Daud Ali (Bloomington: Indiana
Press, 2010), 22-23.

309. S. K. Belvalkar, Kavyadarsa of Dandin, Sanskrit text and English translation (Poona: The Oriental
Book-Supplying Agency, 1924), 12, translation of 1.105.

310. “The nagaraka, the city-dweller of Kamasiitra is enjoined to cultivate a way of life which is worthy of
emulation; in doing so, he has access to institutions like the gosthi, which provide ways of refining one’s way of life.
Gosthi provide access to community, and subtle problems of culture, such as problems of Kavya and Kala, can be
discussed and resolved in the salon-like gatherings of the gosthi.” B. D. Chattopadhyaya, “The City in Early India:
Perspectives From Texts,” Studies in History 13, no. 2 (1997): 201.

311. See for example Vatsyayana Kamasiitra 1.4.31, 37, and 39 in Wendy Doniger and Sudhir Kakar,
trans., Kamasutra. (Oxford: Oxford University Press, 2002), 20-21. Cf. Vatsyayana Kamasitra 1.4.9, 14, and 19,
where gosthi is translated as “salon.” Ibid.,18—19. For other terms used historically for gosthi, see Jitendra Lal Bose,
“Notes on Club Life in Ancient India,” Journal of the Bihar and Orissa Research Society 3.3 (1917): 406-15.
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one who might not have natural talent, but who aspires to refine his skill through persistence
among like-minded compatriots in societies which have the purpose of entertainment.

Dandin mentions the gosthi again twice in Kavyadarsa: once in a verse exemplifying
suksma, an arthalankara, “rhetorical figure of meaning,” and once in noting the appropriate
places for the performance of prahelika, “word games.” In the latter verse, which I will discuss
below, the text uses a similar semantic configuration as in the verse under discussion: “while
passing time in pleasurable societies” (DaKA 3.97a: kridagosthivinodesu). It is interesting to note
that, nowhere else in the Kavyadarsa do we see references to the world at large and how this
poetry might be performed in it. Given the context of our verse, I suggest that Dandin’s work,
unlike Bhamaha'’s, subtly offers a space for a type of poet whose focus is not that of achieving
the everlasting fame of producing excellent poetry. While speaking to the “professional poet,”
Dandin’s preamble also nods toward ““social poets” who relish k@vya by disporting themselves in
social circles.

Before moving on, it is important to interrogate this verse further by understanding the
valence of the type of gosthi specifically referred to here, in other words the vidagdha-gosthi.
The term vidagdha, has been rendered most frequently as clever or skilled or as a general term
for the learned. Coming from the prefix vi- “away” and root dah “to burn”, it stands as “to burn
away” or “to consume by fire.” In line with the idea of fire as indicated by the epithet of fire,
pavaka, as the purifier, vidagdha refers to that which has its impurities removed by fire, in other
words that which is “refined.” Following this semantic logic, vidagdha, like the term samskrta,
refers to a sense of refinement of the individual(s) in question. While learnedness through
vyutpatti and abhyasa bring about refinement, lexically it is cleverness, or quick-wittedness that
gets associated with vidagdha. Thus, Dharmadasa’s work of mind-bending prahelikas, “word
games,” and citrakavya, “pictoral poetry,” is titled Vidagdhamukhamandana (Ornament of the
Mouth of the Quick-Witted). This is not to say that the term vidagdha does not simply describe a
learned person. Instead, it highlights the term’s association with a particular type of learnedness.
However, this leveling of the playing field for the untalented, so to speak, is not open-ended.
These poets who lack skill are, by Dandin’s tenets, enjoined to participate in learned societies of
vidagdhas, or refined, clever people (vidagdhagosthisu).

Commentarial Negotiations

To better understand the social milieu of these poets, it would be productive to look at
how the earlier Kavyddarsa commentaries understand Dandin’s statement (DaKA 1.105)
discussed above: the Ratnasri of Ratnasrijiiana (10th c. CE), the Srutanupalini of
Vadijanghaladeva (10th c. CE), the commentary of Tarunavacaspati (13th c. CE), and the
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anonymous Hrdayamgama (13th c. CE?).>"* These four commentators agree that, as noted in
DaKA 1.103, the three causes of success in kavya are pratibha, vyutpatti (here as Sruta), and
abhyasa (here as abhiyoga). In line with Tarunavacaspati’s concluding statement on the stanza,
“together these three are the cause of the arising of the state of being a poet (kavitva) and in the
appearance (lit., shining forth) of imagination (manasah).’”’ Aside from some variation in
Ratnasrijiiana’s commentary, which I will discuss below, the commentators are pretty much in
agreement about the criteria for success in k@vya composition. But, perhaps due to the
uniqueness of this acknowledgement regarding the talent needed for composing poetry, the
Kavyadarsa commentators show some disagreement over who these poets of meager talent are.

Vadijanghaladeva seems to interpret the first half stanza of the verse as indicating one
group of poets, i.e., those who seek fame but don’t acquire it without propitiating Sarasvati.
Here, he highlights the bare requirements of the poet who lacks innate genius, pratibha:

krse kavitve 'pi janah krtasrama vidagdhagosthisu vihartum isate nanu
vadi pratibhdadayo na svabhavikah santi gunah, tatah kim
sarasvatyupdasanena vrthda hrdrogajananenety ata Gha—+krsa ityadi |
kavitagune krse 'pi krtah sramah sastrabhyaso yais te krtasramah purusah
vidagdhanam sastrabhyasavyutpannabuddhinam kavinam ca gosthisu
vihartum kriditum vaktum ca isate prabhavo bhavanti, vidvanmadhye
ganyanta ity arthah |***

[The root text says,] “Even though their skill in poetry may be weak,
people, who try hard, are able to find pleasure in assemblies of clever
people.” But if the qualities beginning with poetic genius are not inherent,
then what is the use of propitiating Sarasvati, which would only beget
useless heartache (hrdrogajanena). On this account, he [Dandin] makes the
statement beginning with “krse.” Though meager in skill to be a poet, those
men by whom effort, that is to say, training and repetition of the sastras,
has been made. They have license, that is to say, they become able (isate)
to enjoy (vihartum), that is to say, to play and converse, in the assemblies
of the learned, or, of intellectuals (kavinam gosthisu, vidanmadhye),
endowed with learning from the sastras, i.e., kavis. Thus, the sense is that
they are counted in the midst of the learned.

312. For Vadijanghaladeva (aka Vadighankala and Vadighanghala), see Sheldon Pollock, ‘“Ratnasrijiana,”
in Encyclopaedia of Indian Wisdom: Prof. Satya Vrat Shastri Felicitation Volume, ed. Ramkaran Sharma (Delhi:
Bharatiya Vidya Prakashan, 2005), 1:637-38; for RatnasiTjiiana, whose commentary refers to Kavyadarsa as
Kavyalaksana (Characteristics of Literature), see ibid., 1:638—41; and for Tarunavacaspati, see ibid., 1:638. The
anonymous Hrdayamgama is possibly the commentary of Kesava Bhattaraka, the son of Tarunavacaspati. See
Timothy C. Cahill, An Annotated Bibliography of the Alamkarasastra (Leiden: Brill, 2001), 41

313. iti trayah samuditah kavitvotpattau manasa ullase ca hetuh | TVP on DaKA 1.103, p. 62

314. VID on DaKA 1.105ab, p. 63. tad astatandrair anisam sarasvati Sramad updsya khalu kirtim
ipsubhih. DaKA 1.105¢d:
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Vadijanghaladeva highlights the importance of §astraic learning and of training in his
commentarial glosses of the terms krtasrama and vidagdha. He follows the status quo in stating
that learning the sastras is key to being a good poet. Vadijanghaladeva considers the gosthi a
legitimate space for the non-expert trying at to compose poetry as a means to play (kriditum).
This is especially apparent in his concluding statement, “They are counted in the midst of learned
people.” Vadijanghaladeva seems to say that they are considered among the learned in the space
of the gosthi or that they gain authority in that space, whereas they might not outside of it. Here,
the sense is that effort and training trump natural talent in terms of inclusion into these societies
of learned people. In other words, kavitva is something that can be cultivated.

Tarunavacaspati glosses “krsatve 'pi” as having an absence of poet-ness (akavitva), i.e.,
not having what it takes to be a poet. Even these people who worship Sarasvati will be given the
skill (vaidaghdyam) to discriminate between dosas and gunas within societies of the learned
(panditagosthisu).’”> And in an even more intense statement, the Hrdayamgama commentator
says that the state of being a poet (kavitva) is available even to those who are totally bad, i.e.,
those who are totally bad at writing poetry (kavitve kartsnyena®'® asaty api).” Even they are
authorized to amuse themselves in assemblies of the learned, as long as their effort is superior.’"’
In sum, all three commentators say to varying degrees that it is appropriate for people lacking
talent to try their hand at composing k@vya in societies of the learned (pandita-gosthi), among
their peers, as long as they try really hard and have fulfilled the prerequisite learning.

These three later commentators take the verse in basically the same way. But, in his usual
exegetical style, the earliest of the Kavyadarsa commentators, Ratnasrijiana, takes a more
granular approach. For this verse, he gives specific examples of what it means to be weak in the
making of poetry:

315. TVP on DaKA4 1.105, p. 63:

tad iti | tat sarasvatyupasanasya avandhyatvat, astatandraih mantrajapadind
kavyalaksanadiparisilanena ca anisam upasyamand kivtim ipsubhih sarasvati
kavitvabhave' pi panditagosthisu dosagunavivecanavidagdhyam dadati.

The stanza beginning with "fad" | Therefore, because the propitiation of Sarasvat is
fruitful, being worshiped nonstop by those who have cast off sloth with the muttering of
mantras and with the study of the characteristics (laksanas) of kavya, by those desiring
fame though there is a lack of kavitva, Sarasvati gives cleverness to distinguish dosas
from gunas in societies of clever people.

316. Either the editors have left the vowel hiatus between kartsnyena and asati purposefully. Or
there is a misprint.

317. Hrd on DaKA 1.105, p. 63:

...kavitve' karstnyena asaty api, prayatnaprabalyena jana vidvadgosthisu vihartum isate,
kriditum samarthi bhavanti, ity aha—tad iti | astatandraih nirastalasabhavaih |
vidagdhagosthisu vidvadsamajesu | Sesam subodham ||

Though not having any poetic ability at all, people, through the power of effort, can take
pleasure in societies of the wise, that is to say, they have the ability to play. Thus, he says
the statement beginning with "tad". By those who have cast off sloth, he means by those
whose state of laziness has been cast aside. In societies of the the clever, he means in
assemblies of those possessing knowledge. The rest is clear.
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krsa ityadi | kavitve svayam kavyakarane krse mande 'pi sati
sargabandhddyanirvahanat | krse vasati kavitve 'pi muktakader api
akaranat | tathapi darsanat | bhinna hi saktih pumsam |*'*

Though being weak, meaning being dull-witted, at being a poet, that is to
say, in the making of one’s own poetry, as evidenced from not finishing
works such as sargabandhas. Or being feeble even in what it takes to be a
poet, as evidenced from not being able to compose lesser works such as
muktakas. Nevertheless, from observation [it is seen that] the capacity of
men differs.

In Ratnasrijiiana’s commentary, we see a consideration for the differing capacities. Unlike the
other three, Ratnasrijiiana takes the krtasrama as a-krta with an elision of the inital “a-" through
sandhi. Hence, he states,

vihartum abhijiiatatayantarbhavitum isate kalpante | akrtasramanam tu
pallavagrahinam avalopinam anatmavidam vidagdhagosthivihara upahdsa
eva syat |’

“vihartum iSate” means to be fit to be included by being recognized. “On
the part of those by whom effort has not been made,” that is to say, those

who have superficial knowledge, who have interrupted [training], who do
not know the essence [of poetry], they should have the amusement of the

vidagdhagosthi, that is to say, in which to joke around.

Hence, Ratnasrijfiana distinguishes between those discussed in the first hemistitch and previous
stanza, who make effort through worship of Sarasvati and through study, and those in the second
hemistitch, who do not make an effort and just want to enjoy themselves. This understanding of
the verse’s syntax differs drastically from the other three commentators who see this statement
about weak-minded poets as a continuation of the lines pertaining to the poets who gain insight
from the Goddess. In Ratnasrijiiana’s attempt to portray the “on the ground” situation of humans
with different capacities, we are inclined to think that his commentary is in fact describing a
person, who, though aspiring to be a poet, is not naturally endowed with skill. Moreover
Ratnasrijnana’s commentary describes a poet who does not seek everlasting fame through the
language arts. Like the refined urban gentleman of Vatsyayana’s Kamasiitra, the poet at one end
of the spectrum in Dandin’s text and the one presented by his commentators, represents a
different demographic from the professional poet. Moreover, it speaks to the changing attitudes
as to what defines a poet.

318. RSJ on DaKA 1.105, p. 61 (1957 ed.). For clarity, the editor has broken up the sandhi at krse vasati to
krse va asati.

319. R$J on DaKA 1.105, p. 61 (1957 ed.).
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While the commentators differ on their view of the type of poet under discussion in this
stanza, for the most part they treat the meaning of vidagdhagosthi as self-evident.
Vadijanghaladeva simply glosses the compound as vidvanmadhye, “in the midst of the learned,”
thus pointing more to the collective than to the physical space of the gosthi. And he clarifies that
the vidagdhas referred to are those poets whose intellects have become proficient through study
and practice. Tarunavacaspati finds it sufficient to gloss vidagdha with pandita, “wise,” again
highlighting the learnedness of the group, and leaves no comment for gosthi. Like
Vadijanghaladeva, the Hrdayangama commentator glosses vidagdha with vidvat, “learned” (lit.,
“possessing knowledge”). And he uses the commonly interchangeable term samaja to gloss
gosthi.

Ratnasrijiana says little more in terms of defining the vidagdhagosthi. Like
Vadijanghaladeva, he glosses vidagdhas as kavis, “poets,” specifically and explains that, in this
context, the gosthi is a place for conversation about k@vya.’*® For all of the commentators, the
gosthi is a space for learned people in general and for kavis specifically to meet and discuss
poetry and to compose poetry for others, no matter that the quality is not elevated. Moreover, this
is a place where entertainment is clearly the goal. We also see this in Ratnasrijfiana’s gloss of the
term gitagosthyam, “in societies for singing,” in another stanza where Dandin cites a verse
exemplifying the figure of speech sitksma.”*' In his commentary to this stanza, Ratnasrijfiana
notes, “the gitagosthi is the gosthi in which the aim is song, wherein there is entertainment”
(gitalaksanagosthi vinodas tasyam).” Here, too, gosthi is associated with the act of enjoyment
itself rather than the location.

While spare in his gloss of the gosthi, Ratnasrijiiana spends much time discussing the
nature of the gosthi, not through his gloss, but by waxing poetic about the gosthi. In a dilation of
twenty metaphoric images of the gosthi in the form of ripaka samasas, each following the
grammatical form of the locative plural that the original term vidagdhagosthi stands in Dandin
root text. Taking his depiction to epic proportions, Ratnasrijiana states,

vidhagdhah kavayah tesam gosthisu kavyalapesu
nanarasabhavabhinayamahanatesu
sabdaparayanamaharnavaratnankuresu
sastraparisramaphalodayamahotsavesu kavisagaramrtesu
budhajanamanastaskaresu vividhalankaraharisu vandaniyesu
vidagdhatabhumisimantesu vidvatsaraniprapabhiitatisayesu svayamkrtesu
adhyatmasastrakalakausalavaranesu satam ucitesu tadekariipesv api
pratipurusam apurvaparinamitaya paramatmadesiyesu

320. RSJ on DaKA 1.105, p. 62 (1957 ed.): krtasrama yathavidhanam updsitavaco jandah purusah krto
'nusthitah sramah Sravanadi laksano vyavaharo yair iti vigrahah, parakavyakovidatvat | vidagdhagosthisu vihartum
isate | vidagdhah kavayah tesam gosthisu kavyalapesu....

321. DaK4 2.261 (1957 ed.).
322. R$J on DaKA 2.261, p. 156 (1957 ed.).
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sarasvatiprasadamahavaresu laksmipijabhdjenesu
nirudvegasukhasvabhdavatvat kaivalyakalpesv atalabhavagambhiratvat
pararthaprasattigunayogdc ca sagaresviva mahdahradesu
satpurusacaritadarsabhittisu yasahkusumamodasurabhisu
mahakavikirtistambhesu kim bahuna samsarasarasandohesu |

99 Cey

“Vidagdha,” that is to say, “poets,” “in their gosthis,” that is to say, in
conversations about kavya. They [vidagdhagosthis] are the tinkling of the
delightful waistbelt and anklets of knowledge; the ocean which is the
resting place of the rivers of all the arts; the great actor of dramatic action
of various rasas and bhavas; the pearl-sprout of the great ocean which is
the refuge of sabda; the udaya festival which is the fruit of the effort of the
sastras; the nectar of the ocean of poets; stealing the hearts of the wise;
captivating with varied ornaments; praiseworthy; the borders of the country
of cleverness; the pre-eminence being the roadside cistern for travelers;
self-made; the bridge of cleverness between the S/self, the sastras, and the
kalas; fit for the virtuous; belonging to the place of the paramatma because
of their transformation without precedent for each person though having a
single form; the great boon of Sarasvati’s grace; the fit receptacle for the
worship of Laksmt; the kalpa for liberation because their nature is tranquil
joy; the great lake, like the ocean because they are deep [below the ground]
like the quality of Atala hell and from being yoked to the quality of purity
as its highest goal; the mirror-wall of the deeds of good people; having the
scent of the fragrance of the flower of fame; [and] the fame pillar of great
poets. Why continue when it is so with regard to the entire world?**

_____

one pointing to the gosthi as the ultimate on several metaphorical fronts. It is source, refuge,
highest goal, delight, and culmination. While providing the highest praise for these societies, the
dilation in this passage also suggests a hint of irony in its excess. Taking it in the context of
Dandin’s verse, Ratnasrijiiana’s description seems to elicit the type of exaggerated poetry that he
expects the fun-loving, albeit less talented, poets to produce in such societies of learned poets.***

The differing ways that the commentators negotiate this verse suggest that Dandin’s
statement may not reflect the ways that they, in their respective eras, understand the
qualifications of a poet. For them, Dandin is saying something a bit opaque or at odds with
current understandings of the gosthi and who is authorized to participate in poetry-making. But
while the interpretations differ slightly, all commentators agree that a particular type of

323. RSJ on DaKA4 1.105, p. 62 (1957 ed.)

324. Notably, Ratnasrijfiana uses a similar style of prose as that found in ornate gadyakavya works such as
the Avantisundart.
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interaction takes place within the milieu of the assembly. By offering a space for educated and
refined people to come together as “amateur” poets, Dandin invites such people to be an
audience for this sastra, thus speaking to a range of poets—and his praise of the multiple
functions of language in his preamble also corroborates this wide-ranging view.

The Cult of Cleverness

To better understand what is at stake in this conversation, let us return to Bhamaha’s
understanding of vidagdhas in relation to later Dandin’s work. As mentioned at the beginning of
this discussion, Dandin’s views on who qualifies as a poet are less doctrinaire than Bhamaha’s.
Not only do the two theorists’ respective stances on who gets to write poetry and for what
purpose differ, their definition of what skills are required differ. As discussed in the section
above, Dandin’s sastra creates a space for the poet of less than stellar natural ability. Thus, he
considers literary ability (kavitva) along a continuum—one that, at one end, requires, at the least,
effort and a fraternity of clever people (vidagdhas) and, at the other end, the trifecta of innate
genius, training, and intense effort. While the terms kavitva, literary skill, and vidagdhata,
intellectual refinement, are semantically independent, they are not conceptualized as mutually
exclusive.

Dandin’s stance on vidagdhatd appears in his discussion of margas, or style-ways where
he distinguishes the types of people who enjoy a particular type of florid verse that characterizes
the gauda style:

lokatita ivatyartham adhyaropya vivaksitah |

vo 'rthas tenatitusyanti vidagdha netare janah ||
devadhisnyam ivaradhyam adyaprabhrti no grham |
yusmatpadarajahpatadhautanihSesakilbisam ||DaKA 1.88-89||

Refined people (vidagdhah)** are extremely pleased by a meaning
expressed through excessive superimposition, transcending worldly
convention, as it were. Others are not. [As per example:]
Like the abode of the gods, our house is to be worshiped from this day
on as one from which all sin has been cleansed by the falling of dust
from your feet.

This reference to vidagdhas as connoisseurs of k@vya takes figuration to an extreme, as Dandin
claims the gauda path does. This verse comes is after depicting other types of figuration, some of
which is liked by all. In this case, the implication is that only a certain type of person, one who
can take an image to an extreme, can find delight. The second half-line consists of a single

325. In his translation of DaKA 1.89, Belvaker defines vidagdhas as “connoisseurs.” S. K. Belvalkar, trans.,
Kavyadarsa of Dandin, Sanskrit text and English translation (Poona: The Oriental Book-Supplying Agency, 1924),
11.
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compounded element modifying the house of the poet. Thus, Ratnasrijiana glosses the term
vidagdhah, “refined ones,” with vyutpannah, “cultured ones,” not once but twice, making it the
replacement term throughout his commentary on the stanza. *** Because their intellects are
unimpaired, these cultured folk are extremely gratified by poetic expressions of this type. On the
other hand, Ratnasrijfiana labels the others as avidagdha, “unrefined,” on account of having an
uncultured nature. This excessive attachment is impossible on the part of these uncultured folk.
Vadijanghaladeva and Tarunavacaspati are silent on the vidagdhas in this verse. While the
Hrdayamgama commentator notes, “Cultured people” (vidagdhah), that is, learned people
(panditah) become gratified on account of hyperbole (atyukti) being dear to them, “cultured
people” refers to gaudas, people who follow the gauda path of poetry.”**” Interestingly, while the
earlier two commentators have very little to say about Dandin's stanza, this later commentator
only comments on the use of the term vidagdha.

The examples from the commentaries above suggest that the term vidagdha should be
considered as more than simply “learned” or “wise.” Instead, we should understand that it
implies a sense of being cultured or sophisticated. With the negative or pejorative prefix duh-, we
see the opposite term being used in writing from the period to suggest “uncouth.” For instance,
Bana’s Harsacarita mentions durvidagdha in three instances the first one being in the framing
narrative where the irascible sage Durvasas, after being laughed at by the young goddess
Sarasvati, for dropping a tone in his Vedic recitation, calls her in the vocative “you, who are
uncouth (vidagdha) for [your] pride in a bit of ill-begotten knowledge”
(durgrhitavidyalavavalepadurvidagdhe).’® Bana’s commentators confirm this reading in their
glosses, Ranganatha with durlalita, “ill-mannered,” and Balabodhini with avanita,
“indecorous.”? In Budhasvamin’s Brhatkathaslokasamgraha, Sanudasa relates his first visit to
the cosmopolitan city of Tamralipt where he is told by its citizens, “Brother, in the city of
Tamralipti, people are more clever than you. You are a rustic type (gramya) living in the city,
with the speech of an unrefined (durvidagdha) person” (tamraliptyam pure bhratas tvatto
dhiirtataro janah durvidagdhajanalapo gramyandagarako bhavan).** In both these examples, the
term durvidagdha, has the sense of “unrefined” or “uncultured,” not “unintelligent.” And by
association, vidagdha would indicate the opposite.

326. RSJ on DaKA 1.89, p. 53 (1957 ed.). vyutpannds tu rajyante |...|vidagdha vyutpanna atitusyanti
anurajyante sutaram tathavidhoktya, ahatabuddhitvat | itare 'vidagdha natitusyanti, tadrsam abhavitasvabhavatvat
| asambhavyam etad atiprasango 'vam iti nanurajyante ity arthah |ata eva sarvajagatkantam na bhavati,
vidagdhanam eva rafijanat | yathety udaharati—...

327. Hrd on DaKA 1.89, p. 57. Removing the danda here makes for a better reading (1936 ed.): vidagdhdh
panditah tusta bhavanti | atyukter abhistatvat tesam ( | ) vidagdha iti gaudan aksipati

328. Harsacarita, 9 (NSP ed.):

drstva ca tam tatha hasantim sa munih 'ah papakarini, durgrhita-vidyalavavalepa-
durvidagdhe, mam upahasasi' ity uktva |

And having seen her laughing like that, the muni, having said “Ah, evil-doer, uncouth
from haughtiness/pride from a bit of knowledge that was ill-begotten, you laugh at me”

329. The Harshacharita of Banabhatta (Uchchhvasas I to IV), ed. with Sanskrit commentary
(Balabhodhini) by S. D. Gagendragadkar and A. B. Gagendragadkar (Poona City: A. P. Bapat & Brothers, 1918), 15

330. Brhatkathaslokasamgraha 18.222.
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A Return to Bhamaha’s Stance

Bhamaha’s treatise sheds more light here. As established, for Bhamaha, kavitva is
synonymous with satkavitva, the ability to compose, not any poetry, but the right kind of poetry.
In other words, the kind of poetry that will bring everlasting fame. And, while one possessing
satkavitva would also be vidagdha one possessing vidagdhata is not necessarily a satkavi, a great
poet. Bhamaha makes this clear in his preamble when describing the relationship between
sastraic knowledge and the ability to compose excellent poetry:

adhanasyeva datrtvam klibasyevastrakausalam |
ajiiasyeva pragalbhatvam akaveh™' sastravedanam ||
vinayena vind ka Srih ka nisa sasina vind |

rahita satkavitvena kidysi vagvidagdhata ||BhKA 1.3-4||

Having knowledge of the sastra without being a kavi is like having
generosity without having wealth, like a eunuch having skill in weaponry,
like having pride without having knowledge.

What is prosperity without proper conduct? What is night without the hare-
marked moon? Without the ability to compose good kavya, what is
cleverness in speech?

While Bhamaha goes on to prescribe several branches of §astraic knowledge as a requirement for
the serious poet,**? he begins his discussion by pointing to the uselessness of these branches of
learning without the ability to compose poetry. Bhamaha seems to be saying that knowledge of
the sastras, while necessary, is nothing without the ability to compose poetry. In considering this
claim that Bhamaha makes at the very beginning of his work in the anubandhacatustaya, one
wonders if the title of Bhamaha’s work, Kavyalankara, could then be rendered as a ripaka-
compound rather than a fatpurusa-compound, as the Ornament that is Literature.

As Bhamaha and the commentators on Dandin’s sastra indicate, the term vidagdha has
the valence of educated or learned. In the former case, the term refers to those who have had
traditional training in the Sdstras. In the case of Dandin’s commentators vidagdhas of the gosthi,
while educated, are referred to as such due to an ability to appreciate kavya, especially kavya of
the more ornate type, as is indicated by the gauda-path. However, in the compound vag-
vidagdhata, the term vidagdha needs to be understood in the sense of refinement and its
associated cleverness. I suggest this because of the use of vidagdha in common usage. The word
vidagdha gets used most frequently with the term kala, skilled in the arts, including the art of

331. Victor D’ Avella justifies the translation “for s.o. other than a poet” with the following: “I understand
the a-privative (naN) in the sense of anyatda, “otherness.” Victor Bartholomew D’ Avella, “Creating the Perfect
Language: Sanskrit Grammarians, Poetry, and the Exegetical Tradition” (PhD diss., University of Chicago, 2018),
69n40.

332. BhKA 1.9-10.
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composing poetry. So here, vidagdha as used in Bhamaha and Dandin, also has the sense of
refinement as cleverness, or quick-wittedness—an ethos of connoisseurship in the making.

In the same way that the first stanza considers $astraic knowledge useless without the
ability to make poetry, the second stanza sets apart the quality of cleverness in speech
(vagvidagdhata) from satkavitva. Note here the specification that we are in the realm of excellent
poetry—satkavitva.”” Through the logic of the syntactic parallelism in the first half-line, we see
a comparison between two objects of comparison (upamana) with their most highly touted
quality, with a wealthy person’s (s77) best quality being good conduct (vinaya) and night’s (nisa)
best quality being the moon (sasin). In the same way, the verse assigns excellent poetry’s
(satkavitva) best quality as refined language (vagvidagdhata). This is all done in the negative by
asking what each of the objects of comparison would be without their best quality. Here I point
to the shift in tone. While each of the three comparisons in the first stanza (BhKA 1.3) contains a
syntactic parallelism of similes with the state possessed by a genitive agent in the negative, the
two in the in the second stanza (vinayena vina ka $rih ka nisa Sasind vina, BhKA 1.4ab) referring
to the state of cleverness in speech shift registers by employing rhetorical figures of sound and
meaning. In this half stanza, the repetition of the labial and dental elements vi-na/a create
alliterative bookends holding in the cerebral and velar k@ and s- elements in the center of the first
half line, while the second half line interweaves the two general points of articulation.*** Also at
play is the rhetorical figure of vinokti, a figure of speech using vina, “without,” mentioned, not
by Bhamaha but later by Mammata in Kavyaprakasa.* 1 suggest that this shift into a more
figural mode is an intentional gesture to show, not just tell, what is meant by this state of
cleverness in speech.

From the stanzas above, we see parallels between Dandin’s use of vidagdha and
Bhamaha’s of vagvidagdhata,” as well as Dandin’s kavitva and Bhamaha’s satkavitva. The two
theorists agree that even the untalented might be able to master sastra through training.
However, while Dandin offers hope for the clever amateur poet, Bhamaha judges cleverness as
useless without the ability to write good poetry. Whereas Bhamaha seems to be writing for the
rarefied audience of the already talented, Dandin offers a social space for other types of poets
and literati. While Bhamaha’s preamble has immortal fame as the ultimate goal of his ideal poet,
Dandin, on the other hand, allows that poetry can and should be produced as entertainment,
given the proper circumstances. Thus far, [ have suggested that unlike Bhamaha’s Kavyalankara,
Dandin’s Kavyadarsa offers the scope of its work, not only to the professional poet, seeking
immortal fame through their work, but also to the social poet using kavya as a means to entertain
and socialize with other learned folk. This gestures toward the types of sociablity that formations
like the gosthi allow. Moreover, it breaks down monolithic notions of k@vya composition only

333. D’Avella translates the sadhu as “sound” poetry. D’ Avella, “Creating the Perfect Language,” 67.

334. This type of anuprasa is one that is authorized in BhKA 2.5. Though not given a special name, Gerow
considers it upandgaraka, or an urbane type of alliteration versus the gramya version exemplified in B2KA 2.6.
Edwin Gerow, A Glossary of Indian Figures of Speech (The Hague: Mouton, 1971),103. Of the three types of
anuprdasa that Bhamaha lists, (the default type, gramya, lata) this one falls under the category of default.

335. Kavyaprakasa of Mammata 171, pp. 673-74 (BORI ed.).
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existing under the auspices of courtly patronage. Rather, the idea of elites enjoying poetry as a
social act comes to the fore.

In summary, Dandin’s stance on the qualifications of a poet and his overarching view of
language as stated in the opening pariccheda-chapter suggest that he intends a broad audience
for his work. This view is placed into strong relief when compared to Bhamaha’s work and the
more rarefied vision of the poet that he sets forth. Although Dandin’s sastra makes only three
mentions of the gosthi, the discussion above suggests that this in itself is a break from Bhamaha
who does not mention any site of kavya production. To further the view that the later theorist
locates his text, at least partly, in a social milieu is suggested in the content of the larger work.
While Bhamaha’s work emphasizes the philosophy of language, i.e., traditional sas¢ra and both
its priority for and culmination in composing excellent poetry, Dandin’s work focuses on the
other areas of refinement. For instance, while no longer available through the Kavyadarsa’s
manuscript tradition, Dandin’s discussion of dosas, “poetic faults,” suggests that there was once
included a chapter on the kalas. This priority of the kalds comes into relief in the dosa section of
Dandin’s work. In his discussion of the poetic fault of kalavirodha (inconsistency in [the poetic
representation of] the kaldas, “refined arts”]), Dandin refers to a missing pariccheda in his work.
Noting an example of this dosa, he says, “In this way, let inconsistency in reference to the sixty-
four arts be brought out. The form of these will appear in the pariccheda-chapter on kaldas.”**
Although this section of the Kavyadarsa is no longer available, its inclusion in Dandin’s work
points to the work’s overall focus on the arts and the skills of social refinement in a way that
Bhamaha’s does not. Dandin’s work is as much a work about social refinement as it is for the
professional poet.

Among all of the differences between Bhamaha’s and Dandin’s philosophies of poetic
composition, one that has rarely been discussed up to this point is the question of adhikart, the
authorized poet. By considering how the two theorists situate both their works and the
composition of poetry in general within the context of a sastra, we see that Bhamaha writes for
the rare poet blessed with poetic genius and unwavering in attaining the knowledge of the
linguistically oriented sastras to produce satkavitva that will bring about everlasting fame.
Dandin, on the other hand, allows for a range of poets—from those endowed with all three traits
of poetic genius, excellent education, and intense training—to those who, though not naturally
gifted, make an effort and are therefore entitled to compose poetry in the context of the gosthi as
a means of socializing with their peers.

Chapter 6: Conclusion: The Emergence of the Social Poet

336. DaKA4 3.171:

ittham kaldcatuhsastau virodhah sadhu niyatam |

tasyah kalaparicchede riipam avirbhavisyati ||
It has been well shown that the kala@pariccheda is not a separate work by Dandin. It is either a missing
section of the Kavyadarsa itself. Alternatively, this could be a reference to another work called the
Kalapariccheda.
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The discussion above focuses on the aesthetic debates between Dandin and Bhamaha.
These debates are not insular. Instead, they indicate larger aesthetic practices in the world in
which these texts were created. Primarily, the analysis above suggests that literary production in
early-medieval South Asia did not only take place through horizontal relationships like that of
the poet and patron. Through the discussion, we see that Dandin’s treatise points to a different
type of poetic practice outside of the economically transactional practice of poet-patron to a
social practice—a means of social interaction, an interaction grounded in the aesthetics of poetic
performance. By seeing the Kavyadarsa as a handbook for both the professional poet and the
social poet, the structure of the work also becomes more legible. For example, when considering
some of the different figures outlined in Bhamaha’s and Dandin’s works, scholars have observed
that Dandin places more emphasis than his predecessor on sabdalankaras, “figures of sound.” In
fact, he dedicates nearly the entire third pariccheda-chapter to figures such as yamaka, the
“twinning” or repetition of the same words or phrases that provide different meanings (DaKA
3.1-77), citrakavya, “picture poetry” (DaKA 3.78-82), niyama, “restrictions” on individual
phonemes or places of articulation ((DaKA4 3.83-96), and prahelika, the “riddle” or “word game”
(DaKA 3.97-124). Let us consider the reasons why figures of sound might play such an
important role in the Kavyadarsa.

Here Stephen Vose’s work on Jinaprabhasiiri, a fourteenth-century Jain scholar, is
productive. Highlighting the idea of the gosthi as the primary space for word games and other
types of citrakavya, “tricky poetry,” or as Dandin calls it, duskarakavya, “difficult poetry,” Vose
argues that these difficult figures theorized by Dandin and then later rejected as by
Anandavardhana and the rasadhvani school had a specific purpose: “to establish a poet’s bona
fides to his peers—Jain and non-Jain intellectuals alike—by demonstrating one’s mastery of
grammar, lexicography, poetics, prosody, and allied subjects essential to participating in the
gosthi, the premiere intellectual stage in late medieval and early modern India.”**” Though Vose’s
study investigates a later historical period, the relationship between these figures in the
Kavyadarsa and the passages discussed in this chapter suggest that these specific figures
highlighted by Dandin, and not by Bhamaha, play a role in the making of the social poet. The
Kavyadarsa points to this as well in its discussion of prahelika and the contexts for its use:

prahelikaprakaranam punar uddisyate gatih ||
kridagosthivinodesu tajjiiair akirnamantrane |
paravyamohane capi sopayogah prahelikah ||DaKA 3.96¢d-97 ||

Now the way of [composing] various kinds of word games (prahelika) is
about to be shown. Word games are used by those in the know for
amusement during social meetings in the gosthi, for consulting privately in
public spaces, and also for bewildering others.

337. Steven M. Vose, “Jain Uses of Citrakavya and Multiple-Language Hymns in Late Medieval India:
Situating the Laghukavya Hymns of Jinaprabhasiiri in the ‘Assembly of Poets,” ” International Journal of Hindu
Studies 20, no. 3 (2016): 313.
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The prahelika discussed here is specifically meant in the context of the kriddagosthi, a
purely social gathering, where only those conversant in word games are able to
participate. The passage gives two other situations for using word games, to consult
privately with others and to confuse others. In each of these cases, the ability to play
word games provides social capital for those who known them (tajjiiaih).

105



Conclusion

The Avantisundari is an understudied work that has been overshadowed by the other
works attributed to Dandin, the Kavyadarsa and the Dasakumaracarita. This dissertation calls
for a more serious engagement with the Avantisundari, and in doing so, it calls for a re-
engagement with theories of gadyakavya. For, despite conforming in its ornate prose style to the
other early prose works of Bana and Subandhu, it defies several of the genre features of the
katha, thus creating a more complex picture of the gadyakavya form. Moreover, its rich
paratextual material with its biographical depiction of its author invite new ways of envisioning
both its author Dandin and authors in general. While the dissertation is anchored in its
engagement with the Avantisundari, it reaches beyond the world of the text, its genre, and its
author to intervene in conversations with other early theorists such as Bhamaha, Vamana,
Rudrata. It also puts itself in conversation with other early gadyakavya works. And it attempts to
better understand how the historical poet was imagined, not only in Dandin’s prose, but in his
theoretical work as well.

Genre in Alankarasastra

The dissertation began by locating gadyakavya within a broader history of
alankarasastra. The current view of gadyakavya has focused on the formal features of the katha
and akhyayika genres as set forth by Bhamaha’s Kavyalankara as a starting point and Rudrata’s
Kavyalankara as an end point. In this discussion, the features of Bana’s influential prose works,
Kdadambart and Harsacarita, ultimately became the models for their respective genre. While this
model has been productive in terms of thinking about genre in the history of premodern South
Asian poetics, its broad acceptance has created some complacency about other possible ways to
conceive of gadyakavya genre during this period. In this regard, my dissertation makes two
primary interventions. The first has to do with definitions of the field of Sanskrit poetics and the
second has to do with the relationship between literary genre and narrative source material.

Through a close reading of the earlier alankara texts, this dissertation points to a number
of diachronic shifts taking place in theoretical discussions around genre. Most notably, it argues
that, by using rhetorical strategies of omission and reordering, the early Sanskrit literary theorists
present themselves as part of a dynamically changing field. More specifically this is a field that
distances itself from the established field of drsyakavya as expressed in earlier works of dramatic
theory, such as Bharata’s Nafyasastra. This is exemplified by the way that Bhamaha, Dandin,
and Vamana pass over any significant discussion of plays as a literary genre and, instead,
prioritize the genres of sravyakavya—namely, mahakavya, katha, and akhyayika. This is not to
say that early theorists undervalued drsyakavya. Rather sravyakavya was being redefined as an
independent field. We also see a historical change in the way genre is prioritized and conceived
of in the placement of genre features within a text. Whereas Bhamaha and Dandin locate their
breakdowns of literary genre in the introductions of their works, after Vamana the discussion of
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the prabandha, “composition as a whole,” and, by metonymy, discussion of genre gets relegated
to the later chapters of alankara works. Reading these treatises through the lens of genre not only
points to innovations specific to genre, it also brings to the fore changes in the role of the poet’s
imagination when composing kavya. This is seen in the more complex ways that plots—whether
they are utpdadya, “invented,” or anutpdadya, “uninvented”—are negotiated in later discussions of
gadyakavya. In all of these genre-related discussions, there is a sense that the early poetic
theorists are navigating a field that is still in flux. While this observation, especially in the case of
Bhamaha and Dandin, has been made before, reading this shift through developments in genre
more fully invigorates our understanding.

The second intervention arises as an answer to a question: while the Avantisundari and
other works such as Vasavadatta and Kadambart have the features of prose kathas, why do
commentators regularly refer to them as akhyayikas? Here the historical precedent of Patanjali’s
grammatical treatise, Mahabhdsya (2nd c. BCE) with its earlier references to akhyayika and to
the Vasavadatta as an akhyayika are helpful. If we follow the logic of the grammatical grouping
that the akhyayika talls under, it becomes clear that the @khyayika of the Mahabhdsya is not a
literary genre. Rather, it functions in this sense as a narrative genre, or more specifically, a
historical genre that narrates a particular imagining of the past. In this case, it relates the deeds of
historical kings. To put the two akhyayikas in conversation, the akhyayika of the Mahabhasya
serves as the kathdsraya, “narrative source,” for the literary prose genres, both katha and
akhyayika. The relationship between the Vasavadatta of the grammatical text and the famed
gadyakavya is governed here by a certain logic. In this case it is the logic of its genre. While the
historical Vasavadatta, beloved of king Udayana of Vatsa, might have been the narrative source
for the prose poet Subandhu, with utpddya, “invention,” as a genre feature for his gadyakatha,
the early Vasavadatta was transformed beyond recognition.

In locating gadyakavya within a broader historical context, this dissertation sets the
groundwork for a history of gadyakavya that has yet to be written. Engaging with earlier sources
outside of the alankarasastra tradition opens the door for a more extensive study of
gadyakavya’s “pre-history.” And working with a broader number of alankarasastras would
inflect the conversations started here on the relationship between natyasdastra and
alankarasastra; the poet’s imagination as a genre consideration; and the place of the prabandha
in poetics. For the latter, Kuntaka’s discussion of prabandhavakrata, “indirection on the level of
the composition” in the fourth unmesa-chapter of Vakroktijivita (Essence of Indirect Speech,
950-1050 CE) would be a good starting point. Due to its scope, this project addresses the literary
theorists from the sixth to the mid-ninth century who address gadyakavya directly in their
treatises prior to the rasa-dhvani turn. Thus, Udbhata’s Kavyalankarasarasamgraha,
Anandavardhana’s Dhvanyaloka and the alarikara sections of the Agnipurana and the
Visnudharmottarapurana were not part of this conversation. Given that theorists continued to
discuss gadyakavya and other genre-related topics beyond the early-medieval time frame, a
complete history of gadyakavya would benefit from a longer diachronic reach. Given
Visvanatha’s engagement with both the katha and akhyayika, when looking forward, it would be
productive to have his Sahityadarpana (Mirror of Literature, 14th c. CE) as an ending point.
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Poetic Conventions in the Avantisundart

Having discussed gadyakdavya in the early history of Sanskrit poetics, my dissertation
then turns to the gadyakavya works themselves. Given the robust paratextual material in the
Avantisundari, my project looks closely at the kavyarambha, “the [verse] preamble to a poem.”
And a close reading of the kavyarambha suggests that the verse introduction to a literary work
serves both an aesthetic function, as an ornament of the work as a whole, and a rhetorical
function, as a space where authors might articulate their projects and their affiliations with other
texts and traditions. A longue dureé view of the preamble’s marngaldcarana and kaviprasamsa
suggest that, during the second half of the first millennium CE, literary genre played a role in the
type of opening verse a Sanskrit k@vya had. Whereas most mahakavyas opened with a
vastunirdesa verse, “indication of a work’s plot,” gadyakavyas tended to open with a namaskriya
verse, “respectful salutation.”*** Not only does this hold true for the Avantisundari, which opens
with a salutation to the Trimiirti, but a closer examination of the Avantisundari’s mangaldacarana
in conversation with verses of other works related to Dandin shows that these verses resonate
with each other in their use of literary tropes and choice of istadevata, “chosen deity.” While not
all sharing the same features, the mangalacarana of these works do share a “family
resemblance” which suggests that later literary traditions imagined a single Dandin as both
theorist and prose poet.

If the opening benedictory verses of works attributed to and associated with Dandin nod
toward shared authorship, imagined or otherwise, the Avantisundari’s kaviprasamsa points to
narrative affinities through a deeply intertextual relationship with the Brhatkathd and related
works. The kaviprasamsa, as a poetic convention, does not appear in every kavyarambha, nor is
it a regular feature in any particular k@vya genre. However, during the period under discussion,
the works that have a section of praise to poets in their preambles all praise the Brhatkatha or its
traditional author Gunadhya. This association with the Brhatkatha in the kaviprasamsa is in
accord with the genre of the works themselves; for the most part, these works are composed in
prose, and later in a mixture of prose and verse. Drawing from these connections between
literary genre and narrative source, I contend that the relationship between genre, source
material, and poetic convention is not arbitrary. Instead, together these three elements signal a
kavya’s affiliations and performative contexts.

By analyzing the mangaldcarana and kaviprasamsa of the poetic preamble in the
Avantisundari and in kavya more broadly, I strengthen the claim that these literary features have
discursive power and histories of their own. This is not to say that these features function
similarly across textual genres, communities, regions, and historical periods. While this research
has focused on intersections and commonalities as a baseline theory, more work is needed in
considering contingencies of time, place, and community. For example, this research into the
poetic preamble has brought to light a Kashmiri textual exceptionalism in regard to the

338. Cf. Boccali, “Incipits of Classical Sargabandhas,” 183-205
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kavyarambha, at least during the period under study. Given the project’s focus on the
Avantisundart, other gadyakavya works with different features in their poetic preambles have yet
to be explored using analytical frameworks based on questions of literary and narrative genre.

Sociability in the Avantisundari and Beyond

Along with the poetic preamble, the Avantisundari has a framing narrative that rivals the
descriptions of the author in the frame of Bana’s Harsacarita. Given that the Avantisundart
frame depicts the family history and life of Dandin, as author, up to the point when he retells the
story of Avantisundari to his companions, there has been an impulse to read the material as a
transparent biography without considering form, narrativity, and other aesthetic concerns of the
poem. Rather than seek the historical author in the Avantisundari’s framing narrative, this project
focuses on the work’s literary qualities to better understand how the historical author was
imagined in gadyakavya works. The Avantisundari’s framing narrative emphasizes mobility and
social networks in the representations of its poets, namely Dandin and his great-grandfather
Damodara. In representations of Dandin, Bana, and the later Kashmiri verse poets Ksmendra and
Mankha, we see similar coming-of-age tropes that highlight the loss of a father. And, in Dandin’s
and Bana’s cases, they include a period of education through their travels. Even more striking are
the similar circumstances of literary production that take place between Dandin and the Kashmiri
poets. These involve a request from a social peer for a story, either in written or oral form,
followed by a period of ritual purification where the author receives the story through divine
transmission, often in a dream. These representations of the divinely inspired author foreground
social connections over royal patronage. And their narrative portability across literary genres,
locations, and centuries suggest a new social aesthetic of the author.

Having considered representations of Dandin as the poet-author of the Avantisundari, the
dissertation comes full circle retuning to the alankarasastra works, this time with its focus on the
poet-author in Dandin’s Kavyadarsa. The question of audience for works of alankarasastra has
been widely debated. And, aside from such works as Rajasekhera’s Kavyamimamsa, the world in
which k@vya 1s produced and performed has been subsumed within these texts by taxonomies of
the kavya itself, what animates it, what makes it beautiful and what makes it faulty. This is
especially the case for Dandin’s Kavydadarsa, which has influenced numerous regional-language
works in South Asia and beyond. An exploration of Dandin’s Kavyadarsa in conversation with
his commentators and with Bhamaha’s Kavyalankara suggests that, as in the Avantisundari’s
frame, aesthetic sensibilities grounded in the poet’s social milieu are coming to the fore.

While much ground has been covered in this exploration of a single work of gadyakavya,
there is much more ground to traverse. As part of the tradition of Sanskrit katha literature—with
katha being used in the broader sense of literature based on narrative traditions like the
Brhatkatha—the Avantisundari’s story proper has yet to be explored. This would be the next step
in this study. And, along with the tools of analysis presented here, relatively recent scholarship
on story literature at large would also offer productive conceptual frameworks and reading
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practices to approach these future studies.”® As a preliminary discussion of the Avantisundari and
its relationship to issues of genre and narrative, this dissertation has asked new questions about
prose poetry. In doing so, it has suggested ways to better understand how gadyakavya has been
theorized and ways of understanding the social world of authors in early-medieval South Asia.

339. Although the bulk of the following literature pertains to verse katha literature, most of the analytical
frameworks and other tools for reading can also be applied to prose: Daud Ali, “Temporality, Narration and the
Problem of History: A View From Western India C. 1100-1400,” The Indian Economic & Social History Review 50,
no. 2 (2013): 237-59; Whitney Cox, “Literary Register and Historical Consciousness in Kalhana: A Hypothesis,”
The Indian Economic & Social History Review 50, no. 2 (2013): 131-60; Luther James Obrock, “Translation and
History: The Development of a Kashmiri Textual Tradition From ca. 1000-1500” (diss., UC Berkeley, 2015), 13-30;
Herman Tieken, “Bana’s Death in the Kadambart,” in Innovations and Turning Points: Toward a History of Kavya
Literature, eds. Yigal Bronner, David Shulman, and Gary Tubb. (Oxford: Oxford University Press, 2014): 263-76.
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