Notes on Camatkara

David Shulman

The click of delight

The history of Sanskrit poetics is sometimes told in terms of dominant
concepts, with their by-now conventional translations, such as
alarkara — “ornament” or “figuration,” broadly conceived; rasa and
dhvani — perhaps best taken together as “suggestion™; or sahitya —
“composition.” Anandavardhana’s Dhvanyaloka is rightly seen as a
moment of breakthrough, a “paradigm shift” that led to the culminating
achievement of the entire science in Abhinavagupta’s magisterial
synthesis at the turn of the eleventh century. Maverick voices, such as
Kuntaka and Ksemendra or even Jagannatha Pandita, are recognized as
such —but then marginalized. Alarkara-$astra evolves through an inner
rhythm that moves, via occasional zigzags and the one sharp shift in
direction, toward climax (and perhaps, following the climax, decline).
A retrospective teleology, heavily normative in tone, seems structured
into the way this story is told.

There are several conspicuous difficulties with this view. It leaves
later works such as the Rasa-gangadhara dangling uncomfortably, and
largely unintelligibly, in an intellectual limbo devoid of context. Worse,
it tends to obscure the powerful continuities that have always char-
acterized the Alankdrikas’ intellectual program, on the one hand, and
the more enduring though subtler tensions within that program, on the
other. As an example of the latter, we may think of the competition be-
tween semanticized and non-semanticized verbal effects — a distinction
that keeps reappearing, in surprising new forms, throughout the entire
history of this tradition. There is also the loss, under the impact of this
dominant view, of the integrity of local or regional alarikdra schools,
although in a sense the history of Sanskrit poetics is largely a refrac-
tion of these specific cultural milieux. Add to this the overwhelming,
hence blinding or even stultifying effect of Abhinavagupta’s theoretical
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vision, which, like Aristotle’s Poetics in the Latin West, tended, by
its sheer seductive power, to contract the space for critical analysis of
the great poetic works themselves. One pays a price for diverting, not
to say suppressing, the anxiety that contact with great poetry so often
arouses. It is clearly time that we began to rethink this history and to
articulate anew the major coordinates of its conceptual grid.

Sometimes seemingly minor elements or themes offer a novel van-
tage point for such a reevaluation. Relatively late texts may thema-
tize an issue that, while belonging to the conceptual core of the Sastra,
was never taken as expressing one of its deeper concerns. When this
happens, it is usually a matter of a regional matrix absorbing and re-
working certain classical perspectives. As an example, I cite the case of
camatkara, habitually translated as “wonder” or, occasionally, “poetic
delight.”

The prehistory of camatkdra has been discussed by Raghavan
(1941), among others. [ will review this background in a moment. But
the attempt to reorganize poetic analysis around camatkdra reaches full
expression only in the late fourteenth-century treatise by Visve$vara,
the Camatkaracandrika (henceforth: CC), composed at the court of
Singabhiipala II in Telangana. I will argue that this work reflects a logic
that operates in much of classical Telugu poetry and was formulated in
theoretical terms by the major Telugu poeticians; at the same time, the
focus on camatkara tells us something about an important strand, at
times rather submerged, in the classical alanikara debates.

Raghavan believes that, like rasa, the term camatkara was borrowed
from the kitchen (or, stated more elegantly, from the Paka-$astra):

It appears to me that originally the word camatkdra was an
onomatopoeic word referring to the clicking sound we make with
the tongue when we taste something delectable, and in the course of
its semantic enlargements, camatkara came to mean a sudden fillip
to any feeling of a pleasurable type. (Raghavan 1941:294)?

Mixed metaphors aside, this suggestion has little to recommend it, even

1 Ingalis, Masson, and Patwardhan (1990:69) at one point suggest “rapture.”

2 In support of this reading, Raghavan cites a passage from Ramacandra Budh-
endra’s commentary on Laksmana’s supplement to Ramdyana-campii: sukha-
duhkhddbhutdnandair harsddyai$ citta-vikrivda / camatkarah sa-sttkdrah
Sartrolldsanadibhih//.
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if Sriramamurti, the editor of the CC, repeats it and extends it to “the
imitation of the sound we make, while tasting something slimy” (in
Viévesvarakavicandra, Camatkaracandrika, 1969:xxxiv) True, there is
a strand of the tradition that derives the term from v cam, “to sip, drink,
eat, taste”;> and, as we will see, Abhinavagupta paraphrases camatkdra
as asvado rasandtmad, “tasting and savoring,” in line with his general
direction of interpretation. Far-reaching metaphysical translations
of the notion will take us to the level of “an act of undifferentiated
subjective experience.” Such readings have their own logic within the
pratyabhijiid texts and, obviously not unrelated to this metaphysical
context, in Abhinavagupta’s poetics. Nonetheless, it is far more likely
that the word itself derives from the onomatopoeic click of appreciation
that one still hears today, in many domains — most notably, perhaps,
that of music, as any aficionado can attest. Abhinavagupta himself
seems to point in this relatively concrete but still generalized direction
when he speaks, in a celebrated passage, of that form of emergent sound
(fabdanam) that, issuing from uninterrupted camatkara (avichinna-
camatkardtmakam), is like an inner nodding of the head (antar-mukha-
Siro-nirdesa-prakhyam).®

Within the poeticians’ discourse, more complete definitions of
camatkara stress the components of the pleasurable, physically sig-
nalled sense of wonder or amazement (purely mental effects are some-
what foreign to this tradition). Since Raghavan has assembled several
of the major statements, there seems little point in rehearsing this mat-
ter of definition. Camatkara is another good candidate for the slot of
poetry’s true “self” (kavydtma).” Such statements, in themselves, tell
us very little. They culminate in Jagannitha Pandita’s well-known syn-
optic motto:

ramaniydrtha-pratipadakah $abdah kavyam. ramaniyata ca
lokottardhlada-janaka-jfiina-gocarata. lokottaratvam cahlada-gata$
camatkaripara-paryayo ‘nubhava-saksiko jati-viSesah.

Nirukta 10.12; and see the fine discussion in Gnoli 1985:72, note 2.

Gnoli 1985:72, note 2, citing Ivara-pratyabhijiia-vivyti-vimarSini 3.251.

Alexis Sanderson, cited in Padoux 1990:174, note 21.
I$vara-partyabhijiia-sitra-vimarsint 1.5.13, cited in Padoux 1990:176, note 28.
The context is the creative reflection, pratyavamarsa, internal to God.

7 Thus, e.g. Hariprasida in Kavydloka (1729), as cited by Raghavan (1941:296).

[ QR T - FS]
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Poetry is an utterance that produces charming meaning. “Charm”
delineates a domain of knowledge that generates transcendent delight.
Such transcendence is a category dependably linked to delight,
attested by experience, that can equally be described as camatkdra.
(Rasa-gangadhara 1983, 1:4)

In short, camatkara, for Jagannatha, is the generalized basis for poetry.
The word often does serve in just such a non-specific usage; insofar as
poetry delights, it has camatkara as both means and end. Marshalling
the term in a theoretical or interpretative context is often close to
tautology. Good poetry naturally calls forth the internal nodding of
the head or audible clicking of the tongue. The joy that we get from
such poetry always has an element of surprise or wonder at the new
or unexpected. More or less the same effect comes from hearing
music. Still, it is worth noticing that Jagannatha’s passage insistson a
cognitive component to this process and on an empirical, experiential
factor. Moreover, as Sriramamurti astutely observes, he elsewhere
excludes purely verbal or sonar forms of camatkara (artha-camar-
krti-samanya-sinya sabda-camat-krtih) from the scope of what he
considers real poetry (in Visveévarakavicandra, Camatkdracandrika,
1969:xxxviii). Here is an analytical point of some importance. Why
should Jagannatha, who in some ways is so closely linked to the
Andhra alarnkara tradition, react so strongly against an area of poetic
achievement that, as we shall see, is central to the vision of those
authors?

Ksemendra and Abhinavagupta

To begin to answer this question, we must make a detour through
Kashmir. Once again, this is fairly familiar terrain — possibly too
familiar. It is sometimes difficult to escape the feeling that we are
missing something critical, partly through habituation: as Kalidasa tells
us, it is the elephant standing directly before us that we fail to see. In any
case, it may be useful to review a few select references to camatkara in
the twelfth-century Kashmiri authors.

Ksemendra devotes an entire chapter to camatkara in his Kavi-
kanthdbharana. Without words of camatkara, no poem is worthy of
notice, any more than a woman’s youthfulness can attract if it lacks
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loveliness (lavanya).® To make the point, Ksemendra gives two strong
examples on a similar trope: the unhappy lover’s apostrophe to the
ASdoka tree. The first, by Malava-rudra, is conventional and mostly un-
interesting; the second, by Ya$o-varman, has all the freshness and sur-
prise that come with camatkara. It is striking that Ya$o-varman’s verse
deftly uses $lesa to produce its cunning twist at the end. Both the lover
(separated from his beloved) and the Asoka tree are “red” (rakta), the
latter because of its new buds, the former because he is full of passion,
raga; both have been kicked by the beloved (the A$oka, according to
the poets’ convention, blossoms only in this manner). Everything is
thus equal and shared — except for the fact that the ASoka is literally,
by its name, “griefless” while the lover is sa-Soka, “full of sorrow.”
Paronomastic effects thus immediately spring to Ksemendra’s mind as
a natural concomitant of camatkara. Not merely the superimposition
of normally disjoined or dissonant domains, but also the verbal magic
that enables this process of fusion to take place spark the momentary
experience of delight.

This straightforward example is followed by an attempt to catego-
rize camatkara according to a ten-fold typology: there is the kind that
is charming without discursive examination (avicarita-ramaniya); that
whose charm depends upon such examination (vicGryamana-ramaniya);
that which pervades the entire utterance (samasta-sitkta-vyapin); that
which is localized in a single part of the utterance (sitktaikadesa-drsya);
and there are those forms of camatkara that derive from the sound
alone (§abda-gata); the meaning alone (artha-gata); or the sound as
combined with meaning (§abddrtha-gata), a figure (alankara-gata), the
rasa (rasa-gata), or a certain vriti (prakhyata-vrtti-gata). Each of these
types is exemplified by a verse taken from one of Ksemendra’s works.
The verses themselves are illuminating, and it is not difficult to extrapo-
late a new organization of traditional alankdra materials around this
division. In a sense, this is what Vi§ve§vara tries to do some 200 years

8 ekena kena-cid an-argha-mani-prabhepa kavyam camat-krti-padena vina
suvarnam/
nir-dosa-lesam api rohati kasya citte lavanya-hinam iva yauvanam angananam//
3.2.

9 raktas tvam nava-pallavair aham api §laghyaih priyaya gunais
tvim ayanti §il--mukhah smara-dhanur-muktah sakhe mam api/
kanta-pada-taldhatis tava mude tadvan mamépy avayoh
sarvam tulyam asoka kevalam aham dhatra sa-§okah krtah// 3.4.
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after Ksemendra, though in a less original manner than the latter’s ty-
pology would permit. Note, too, that the categorical set begins with the
distinction, perhaps a tension, between analytical and non-analytical
(or discursive and non-discursive) experiences of camatkara — a re-
statement of the older tension we have noted.

A generation prior to Ksemendra, Abhinavagupta offers several
powerful statements built around this concept. They are not, by any
means, uniform in level or intensity; and, as Gnoli (1968:xlv—xlvii) has
shown — without fully drawing out the implications of this view — there
are several links between the camatkara of Abhinavagupta’s works on
poetics and his use of the term in more properly metaphysical works.
We can examine only a small sample here. Perhaps the clearest ar-
ticulation of the poetic camatkara comes from Abhinava-bharati ad
Natyasastra 6.33ff (I cite Gnoli’s workmanlike translations).

Abhinavagupta has demolished, at some length, the objection to rasa
as an object of perception. He is now prepared to offer his own defi-
nition (tarhy ucyatam parisuddha-tattvam). He reaches it through the
Mimamsa terminology of bhavana.'° Non-literal linguistic processes,
dependent upon the sensitive listener’s internal faculties of intuitive
or imaginative empathy (pratibhdana), allow for an experienced per-
ception that sets aside the normative, linguistically determined coordi-
nates of time and space (apahastita-tat-tad-vakyopatta-kaladi-vibhaga
tavat pratitir upajayate). A special kind of space is created, in which
emotion of a very direct intensity and nature, unconstrained by “nor-
mal” (ego-related) obstacles or by too much reality, can enter directly
into the spectator’s heart. Abhinavagupta’s example is the fearful rasa
(bhayanaka). A frightening occurrence on the stage is, from the con-
noisseur’s standpoint, rather different from the sight, for example, of a
real tiger about to pounce — an analysis that is well known and requires
no further comment here. But at this point the discussion comes to a
focus in the key term camatkara:

tathavidhe hi bhaye natmdityanta-tiraskrto na viSesata ullikhitah/
evam paro ‘pi/ tata eva na parimitam eva sadharanyam api tu
vitatam vyapti-graha iva dhimégnyor bhaya-kampayor eva va/
tad atra saksatkarayamanatve pariposika natidi-samagri yasyam
vastusatam kavyarpitanam ca deSa-kala-pramatradinam niyama-

10 Lucidly explicated by McCrea (2008:64—60).
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hetinam anyonya-pratibandha-balad atyantam apasarane sa
eva sadharani-bhavah sutardm pusyati/ ata eva samajikanam
eka-ghanataiva pratipatteh sutaram rasa-pariposaya sarvesam
anadi-vasana-vicitri-krta-cetasam vasana-samvadat/ s&@ civighna
samvic camatkarah/ taj-jo ‘pi kampa-pulakollukasanadir vikara$§
camatkarah/ .... tathd hi catrpti-vyatirekendcchinno bhogavesa
ity ucyate/ bhufijanasyadbhuta-bhogéitma-spandavistasya camatah
karanam camatkara iti/

In such a Fear [of the rasa order], one’s own self is neither completely
immersed (tiraskr) nor in a state of particular emergence (ullikh); and
the same thing happens with the other selves. As a result of this, the
state of generality involved is not limited (parimita), but extended
(vitata) — as happens at the moment in which is formed the idea of
the invariable concomitance (vydpti) between smoke and fire or, in
fact, between trembling and fear. The combination of actors, etc.,
thus serves to nourish (paripus) the sensation of having the event
represented directly in front of one (saksatkarayamanatva); this
combination — in which the real limiting causes (niyamahetu) (time,
space, the particularized cognized subject, etc.) on the one side, and
those afforded by the poem on the other, cancel each other out and
completely eliminate each other — readily nourishes (pus) the state of
generality in question. Therefore, this very density (ekaghanata) of
the spectator’s perception nourishes the rasa of all of them readily,
because the latent impressions of their minds concord with each
other, the minds being varied by beginningless latent impressions.
This [form of] consciousness without obstacles is called camatkara;
the physical effects (trembling, horripilation, vibrations of joy
[ullukasanal, etc.), are also camatkdra'! .... That is to say, what is
called camatkara is an uninterrupted (acchinna) state of immersion
(@vesa) in an Enjoyment characterized by the presence of a sensation
of inner fullness (¢rpti). It might be said indeed that camatkara is the
action proper to a tasting (cam) or enjoying subject, i.e., to a person
immersed in the inner movement (spanda) of a magic (adbhuta)
enjoyment. (Gnoli 1968:56-60; 1985:68-74)

11 A verse is cited in which Visnu is described as camakkai = camatkaroti.
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This passage has been well annotated by Gnoli but deserves focused
attention in light of our present concerns. Notice how the entire ar-
gument moves toward a characterization of what poetry is all about:
the awareness (samvir) that true poetry triggers in terms of camatkara.
Such an awareness emerges from the removal of obstacles. Poetic
language and dramatic means aim at this removal. Non-literal or non-
denotative expressivity is central to the process. So are the existence
of unconscious karmic memories, vasand, and the generalizing effect
(sadharani-bhava) that is itself intensified by the presence of many
spectators in the same audience, all concentrating on the same aesthet-
ic object. Here, characteristically, camatkara functions as a linguistic
marker on two levels: that of the overriding awareness that is the aim of
poetry, and that of the physical signs that such an awareness has been
achieved.'?

So far, so good. As expected, camatkara is intimately linked to a sen-
sation of expansion (or, initially, of diminished constriction). Individual,
idiosyncratic constraints, including the standard space-time effects that
envelop everyday experience, are loosened and, hopefully, lost, at least
for a moment. For as long as this moment lasts, the connoisseur “sa-
vors” or “enjoys” or “immerses himself” (avista)"> in the pulsation
(spanda) of an extraordinary (adbhuta) wholeness — a wholeness that
is, however, actively in movement, spilling out or over — and this seem-
ingly liquid state of sensual expansiveness also has aspects of satisfac-
tion (#rpti), thythmic surrender or fusion (laya), and rest (vi§ranti)."
Elsewhere in Abhinavagupta, expansion, the melting down of external
crusts or surfaces, and inner illumination are standard features of the
experiential process induced by poetic art.!> Add to this the notion of

12 “If I read a book and it makes my whole body so cold no fire can ever warm me,
I know that is poetry. If I feel physically as if the top of my head were taken off,
I know that is poetry. These are the only ways I know it. Is there any other way?”
Emily Dickinson to Thomas W. Higginson, Atlantic Monthly, 1891.

13 Elsewhere, avesa suggests “possession,” though Abhinavagupta is at pains to
distinguish the dramatic or poetic experience from notions of possession by god
or demon in a cultic context.

14 Immediately after the cited passage, Abhinavagupta again lists camarkara as a
name or feature of the awareness he wishes to describe: tatha hi loke sakala-
vighna-vinirmukta samvittir eva camatkara-nirveSa-rasandsvadana-bhoga-
samdpatti-laya-visranty-adi-sabdair abhidhiyate. On visranti see below, note
28.

15 Cf. the invocation verse to his Locana: apiirvam yad vastu ...; also Locana ad 2.4,
end (druti-vistara-vikasdatmani bhoge).
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density (ekaghanata), the compacted simultaneity and heightened exis-
tential intensity that is explicitly mentioned in our passage as belonging
to the receptive spectator’s perception (see Handelman and Shulman
1997:74-80). Centuries after Abhinavagupta, Vi§vanatha, in a famous
definition (Sahitya-darpana 3), repeats the master’s understanding of
camatkara as, first of all, an expansion in consciousness (camatkaras
citta-vistara-ripah).

And yet, matters are not really so simple. Outside the strictly poetic
domain, camatkara, as Gnoli has noted (1985:73, note, citing Para-
trim$ika-vivarana 49), is the characteristic of all kinds of awareness,
the factor distinguishing what is living from the truly lifeless (jada).
This alone might give us pause. Moreover, camatkarita, that is, the
very business of consuming or “enjoying” (bhufijana-ripata), is also
the mysterious, self-generating wish (iccha) that for everyone — even
God himself — “induces consciousness to deny its original fullness and
to crumble in time and space, i.e., the anavamala” (Gnoli 1985:75,
note, citing Ivara-pratyabhijiia-siitra-vimarsini 3.252, a passage of
some importance to this discussion). So camatkara can work not only
toward expansiveness but also toward contraction. One might object
that we are here confusing contexts meant to be kept separate; but
this can hardly solve the problem, since, as we saw, Abhinavagupta
himself begins his discussion of bhayanaka rasa — the example lead-
ing on to his general definition — with his intriguing statement about
awareness that is neither fully obscured nor articulated or revealed
(tathavidhe hi bhaye ndtmdtyanta-tiraskrto na visesata ullikhitah). In
other words — leaving aside the niceties of characterization for an-
other occasion — even under full-fledged rasa conditions, so to speak,
some residual discursivity survives in awareness. We know this to be
the case from the distinction drawn elsewhere between poetic experi-
ence and Yogic or meditative states. Still, it is of some importance
to see this distinction emerge naturally, once again, in the context of
camatkara.

As if this were not enough, the entire passage culminates with the quo-
tation of Kalidasa’s famous verse from Sakuntala V, ramyani viksya:

You see something amazing, and it moves you.
You hear something wonderful, and it touches you.
You were happy, but now you’re restless.

Perhaps you’re remembering for the first time
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friendships still alive with feeling,
buried deep in your mind.®

This conjunction-through-citation speaks eloquently to the double-edged
nature of camatkara. Poetry, for Abhinavagupta, works on awareness
in several possible modes — including that form of “memory,” smrti,
that has no consciously remembered object as its content (pirvam
etasydrthasydnanubhiitatvat). Hence the Kalidasa verse, one of the
most powerful expressions in the whole of Sanskrit literature of what
“fullness,” an ultimate state, might mean in human (or, for that matter,
divine) experience. Surprisingly, however, the particular fullness
that Abhinavagupta identifies with camatkara apparently shares the
restlessness and unfinished quality that Kalidasa describes in connection
with beauty. Even for Abhinavagupta, it seems, poetry can, perhaps
should, disquiet. A part of the listener’s mind still actively engages
with a reality conjured up by the poem. A certain tension inheres in
the spanda; and this rhythmic oscillation (andolana), internal to the
listener, is not entirely without ontic implications and a certain muted
skepticism. Just how real is the fictive reality on the stage and/or in
the mind? Am I, the spectator and connoisseur, still here or not? What
space does the poet’s “as-if” world inhabit and — despite everything! —
what does the verse mean? Such questions do not simply dissolve under
the flood of rasa, nor are they necessarily signs of poetic failure, as
one might expect. Moreover, we need to bear in mind constantly that
the effects Abhinavagupta is exploring are triggered by language, in
its deeper reaches. In the Saiva universe he so elaborately conceived
and defined, language, that is, sound, is inherently creative, continually
transformative of reality, in quite specific, non-adventitious ways."’
The phonemes of Sanskrit carry through the processes of disturbance,
reflection, contraction and emanation that constitute, in this system, all
experienced reality.

In fact, as is well known, the problem hinted at in the above-quot-
ed passage has a longer history in the Kashmiri alankara-sastra.
Abhinavagupta criticizes, rather fiercely, the views of Bhattanayaka,
who proposed a third function of words, bhogikrttva or, alternatively,

16 Translated jointly with Velcheru Narayana Rao, whom I thank for insights illu-
minating the problems discussed throughout this essay.

17 On the particular meanings and effects of individual aksaras and their combina-
tions, see Padoux1990:223-329.
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bhavakatva.'® For Bhattanayaka, bhavand, the operation itself, “has
the effect of universalizing the determinants and other factors, so that
they may bring about or realize a rasa” (Ingalls et al. 1990:36). The
point, for our purposes, is that this function is a semantic property in-
herent in words used by poets in the charged domain of aesthetic per-
formance. What the audience undergoes is, most definitively, a deriva-
tive of linguistic and aural processes. Precisely this notion is the object
of Abhinavagupta’s attack: he wants poetic effects to derive not from
language but, ultimately, from experience, even if language provides
the necessary trigger. Rasa flows from a known experience or set of
sensations with which, we must assume, Abhinavagupta himself was
familiar, and which he rather eloquently describes. He extrapolates
on that basis, certainly not as a purely logical exercise. But in so do-
ing — despite his presentation of “suggestion” in its many varieties as
operating by verbal means and within language, broadly understood,
and despite the intricate theory of sonar efficacies that he sets forth at
such length in the Tantrdloka — he moves poetry away from the realm
of language as autonomous and transformative in any objective sense.
The very intensity of the discussion with Bhattanayaka, as attested in
the Locana, is good evidence for the critical choice that had to be made
around this central theme.

We will return to this point, for here the contrast with the Andhra
alankara school is very clear. Something has happened within the
Kashmir tradition that we can glimpse only through the possibly dis-
torting lens of Abhinavagupta’s definitive statements. The ancient pre-
occupation with properties of sounds, whether semanticized or not,
has given way to what is, in effect, a metaphysical psychology. Poetry
now belongs within the latter sphere, a force working upon the minds
or hearts of the audience, collectively and individually — but with the
single sahrdaya, like the single ritual performer in the Tantric system
that Abhinavagupta rationalized, serving as the main magnet of atten-
tion. Even the analysis of intra-linguistic factors operating in poetry — a
classic focus of the early alankara literature, and one that survived, re-
framed, into medieval texts on poetics — is demoted to a secondary or-
der of magnitude. Still more striking, in a way, is the manner in which
Abhinavagupta metaphysicizes, or allegorizes, the mantric energies

18 See the discussion in McCrea 2008:387-392. We are unfortunately dependent
upon Abhinavagupta for our knowledge of Bhattandyaka’s position.
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considered to be present in the Sanskrit phonemes, such that g is the
deep power of consciousness, cit-sakti, in its changeless completion;
the short simple vowels are bursts or flashes of luminous energy moving
outward through desire; ma is a shadowy or darker aspect to this pro-
cess; r / Fand ] / [ contain different measures or levels of perturbance,
rest and constriction in the “inner evolution of Siva toward emanation”
(Padoux 1990:256); and so on (Tantrdloka 3 [§ambhavopdyal: 7879,
131-136). In relation to poetry, Abhinavagupta’s conception either
renders this astonishing system, with its deep roots in Saiva Tantra,
irrelevant on principle, or entirely displaces it, seeing in it a remote
translation of a less abstract impulse that has also been ruled out for
poetic discourse.’® This is where the Andhra tradition offers a refresh-
ing perspective.

Syllables that change the world

In the above-cited passage from the Abhinava-bharati, camatkara
suggests something of what may have been lost. The context — one of
the most powerful and comprehensive of Abhinavagupta’s statements
about poetic effects — is not coincidental.”? In any case, when we come
to Vi§ve§vara, in late fourteenth-century Racakonda, an entirely new
framework is in place. Vi§ve§vara is one in an impressive series of
Andhra dlankarikas who, beginning with Vidyanatha in the early
fourteenth century, resystematized the inherited tradition of Sanskrit
poetic theory, bringing it into line with a substratum of linguistic
metaphysics active within the Deccan and South Indian poetic
universe (see Shulman 2001:1-18). Medieval Tamil poeticians took
the primary intuitions that shaped the role of the South Indian poets
in rather distinctive directions, structuring their insights in terms of an
ancient but still evolving poetic grammar. However, it is theorists such
as Nidcana Somanatha and Appakavi, writing in Telugu, who provide
us with the closest parallels to the conceptual world of Vidyanatha,

19 For more strictly mantric uses of the aksaras, with associated specific deities and
their effects, see, e.g., Abhinavagupta 1989.68.

20 Less complex and evocative usages of the term camatkara tum up at various
points in the Locana; e.g., the fascinating discussion of the particularly delightful
effects consequent upon the admixture of vyabhicdri-bhdvas, in several possible
combinations, to a predominant rasa ([vyabhicari-1bhava-dhvani): Locana ad
2.3. These passages merit separate analysis.
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Vi$vesvara, Amrtinanda Yogin and Dharmasiiri, to mention only a
few.?!

One clear innovation widely represented in the new Deccan alarnkara
works is the elevation of the author’s patron to the role of the exemplary
Nayaka, the hero of most of the uddharana verses.”? Here Vidyanatha
showed the way; but, more generally, we could argue that the post-
Kakatiya period of Velama rule in Racakdénda and the Reddi king-
dom of Kondavidu and Rajahmundry produced the most far-reaching
aestheticization of the political domain ever seen in South India. In
effect, an entirely new basis was laid down for kingship, now legiti-
mized in largely aesthetic terms.”? We cannot pursue this theme here.
We must concentrate, instead, on two marked features of our main text,
Visve§vara’s Camatkaracandrika: the reframing of the enterprise of
poetic analysis in terms of camatkara, and the theory of objective sonar
effects that seems to be integral to the elaboration of this rather unusual
frame.

The first element is, on the surface, fairly straightforward. Instruction,
Siksa, is the aim of poetry (kavya-prayojanam), and instruction is
effectual only if itis accompanied by camatkara (Siksa ca sa-camatkaram
bodhita sthiratam bhajet, 1.5). And what, precisely, is this camatkara?
It is something that continuously floods the learned connoisseurs with
delight (note the liquid metaphor). It has seven analytical components:
guna, riti, rasa, vriti, paka, Sayya and alankrti, which combine, through
an inner relation to one another (sadharmya), in producing beautiful
utterances.”® Each of these components receives its own discursive
exposition, with extensive illustrations, in the following chapters —
occasionally with rather original perceptions (as in the case of riri, for

21 Vidyadhara’s Ekdvali, composed in Orissa, clearly belongs to this same strand of
the tradition.

22 Vidve$vara states this intention explicitly with reference to his patron,
Singabhupala: CC 1.3.

23 Velcheru Narayana Rao has stated this point forcefully; we hope to devote a
separate study to this transformation of politics in the fourteenth and fifteenth
centuries in the eastern Deccan.

24 camatkaras tu vidusam ananda-pariviha-krt/
gunam ritim rasam vrttim pakam §ayyam alankrtim//
saptaitani camatkara-karanam bruvate budhah/ 1.6-7.

The following two verses discuss their sddharmya and the question of the pre-
dominance of one, three or seven elements, according to the views of Kubjaka,
Bhoja and Vi§ve§vara himself, respectively.
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example).? In general, however, poetry, as stated at the outset, is simply
a camatkara-oriented intra-linguistic operation combining sounds and
meaning (vag-arthau sa-camatkarau kavyam kavya-vido viduh, 1.11).

But this is by no means Vi§ve§vara’s final word on camatkara. The
first three vildsas of the book work up, deliberately and in logical order,
to a point where a further typology can be articulated. The first chapter,
to which we return below, deals with the level of phonology and purely
acoustic effects. The second addresses the complete sentence (vakya)
in terms of poetic virtue (guna) and poetic fault (dosa). The third — in
many ways the real high point of the entire work — begins with the
traditional semantic analysis of powers or levels of speech — denotative,
transferred (secondary, figurative) and suggested. So far, Vi§ve§vara
follows the classical models closely — although it is important to
observe that his understanding of camatkara, more deeply explored,
proceeds precisely from this context of linguistic theory. For, having
set out the possibilities for suggestion (vyafijand) in accordance with
the Dhvanyaloka (the three types of vastu-, alankara- and rasa-dhvani),
he now goes on to tell us that there is a hierarchy of possible camatkara
effects:

§abdartha-ripam tad idam kavyam $abdéartha-kovidaih/
traividhyena camatkari camatkaritaram yatha/
camatkaritamam ceti pravivicya nidar§itam/
§abda-carutva-tatparye camatkariti kathyate//

Those who know about words and meanings say that poetry, which is,
after all, a matter of words and meanings, can be divided into what is
“delightful,” “more delightful,” and “most delightful.” “Delightful”
poetry comes from concentrating on the play of sounds. (3.36-37)

An illustration, entirely dependent on alliteration (anuprasa-nirvahana-
matre) and lacking any compelling cognitive content, follows.

Next we have “more delightful,” a matter of the predominance of (lit-
eral) meaning (vacya-carutva-tatparye camatkaritaram matam, 3.38).
Eight varieties of guni-bhiita-vyangya — cases where the suggested
meaning is less striking than the surface meaning — are enumerated

25 As noted by Sriramamurti in Vi§ve$varakavicandra, Camatkaracandrika,
1969:xlv. Raghavan (1934-1935:131-139) gives an overview of the structure of
the book and notes on Vi§vesvara’s discussion of specific topics.
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and exemplified in verses praising Singabhiipala, the author’s patron
(famous in his own right as the author of the Rasdrnava-sudhdkara
and Sangita-sudhdkara). But the acme of camatkara — the poetry that
is “most delightful” — is achieved, not surprisingly, by the predomi-
nance of suggestion (pratyeydrthasya cdrutve camatkaritamam matam,
3.40). Could Visvesévara, coming at this point in the development of
the alarkara-sastra, have thought differently? Delight must be deeply
intertwined with suggestion. Yet the two illustrations he cites — neither
of them great poetry — still seem to point beyond a merely mechanical
reading of this typology:

singa-prabhur alankari lankari raghavah punah/
varnintaratvam ubhayoh $rityate sarva-sammatam//

krtdya-stambha-nirbhedo bhakta-prahlada-posakah/
§ripatir nara-simho ‘yam rajate raja-Sekharah//

Neither verse is really amenable to translation, since both are built
around slesa-paronomasia. In the first, there is only one substantial
difference between Singabhiipala and the god Rama: the former is
alarkari, “beautifully omamented,” while the second is lankarilh] (with
sandhi lengthening), “the enemy of Lanka.” That is, the difference is one
phoneme (varna), the initial a-vowel. But this varna-distinction also
implies another distinction, in the social order, where Singabhupala,
in theory, was a Vais§ya, while Ra@ma, of course, was a Ksatriya — or 50
Vi§ve§vara explains in his prose commentary to the verse. So we have
a slightly complex and more or less amusing vyatirekdlankara.

The second verse produces a somewhat similar effect by playing on the
name of [Nara-]Sirigabhtipala. Likened to the original, divine Narasimha,
who emerged from an iron pillar to save Prahlada and is married to
the goddess Sti, the supposedly human king and patron Singabhiipila
is described in the same terms: He wields an iron mace, takes care of
those who depend upon him and is marked by regal splendor (§7i). The
prose commentary ViSveSvara appends to this verse explains all this
as a Sabda-Sakti-mila-upamdlankdra, a simile based on the power of
words,? hence laden with suggestion, which leads, however, to a two-

26 On Anandavardhana’s not entirely successful attempt to distinguish sabda-sakti-
mitla~dhvani from §lesa see Bronner 2010:211-212.
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tiered utpreksda: Since the king can easily wipe out his enemies, just as
the Man-Lion disesmbowelled Hiranyakasipu, only idiots would choose
to oppose him; both in his own right and in his identity as the divine
Man-Lion reborn on earth, this king is dangerous and splendid. The two
levels of the suggestion intensify and reinforce the primary thrust of the
verse, which, in short, is both a warning and an encomium.?’

There is no need to overload these two relatively simple illustrations.
Yet these are the only examples Vi§ve§vara brings of his “most delight-
ful” category. He could easily have gone in a more conventional and
predictable direction and produced rather more sophisticated samples
of predominant vyarigya in praise of his king. Instead, he insists that the
latter verse conduces to an appreciation so deep that the mind comes
to rest in total satisfaction (acintya-mahima-visranti-dhamatam nitam),
which is why we are in the category of camatkdritama (CC:59).2 At
the very least, we seem to have a drift toward that part of poetic lan-
guage that depends uniquely upon intra-linguistic mechanisms — in this
case, sound-coincidence and superimposition — to achieve its intended
expressivity. Slesa, as Yigal Bronner (2010, passim) has shown, is a
matter of profound expressive and, indeed, metaphysical significance
for both poets and poeticians, even if the dlarikarikas’ theories of slesa
are, in certain ways, contradictory and somewhat limited in explanatory
scope (ibid., esp. 195-230). For our purposes, the point is that certain
linguistic mechanisms turn out to be more powerful, and also more in-
teresting to certain poeticians, than others. What happens in poetic lan-
guage, at least within the domain of such mechanisms and figures, is by
no means a matter of accident or a rather marginal source of transient
amusement. The highest form of camatkara, in short, is here linked to
a highly charged use of language, which, when properly controlled or
mastered by the poet, is capable of astonishing transformative effects.

A somewhat routine exposition, while reorganizing the standard
materials of analysis around the principle of camarkara, has hinted at
an understanding of poetic language as inherently capable of working

27 It may not be entirely without meaning that this rather slight verse, used by
Vis§ve§varato illustrate the ultimate form of camatkara, is addressed to Narasimha,
like the famous invocation of the Dhvanyaloka. We need to bear in mind as well
the role of Narasimha as tutelary deity in Telangana; the verse brings this god
into active presence — perhaps the hidden side of camatkdra. See below.

28 On visranti see Locana, ad 2.3 [for visranti glossed by camatkara: Pulléla
Sriramacandrudu, in Anandavandhana, Dhvanydloka, 1998, loc. cit. (p. 293)].
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upon both awareness and what could be called “reality,” on the basis
of certain phonic properties in their relation to meaning.”® The next
step, already taken by our author in his first chapter, is to subordinate
semantic analysis itself to the purely aural level of linguistic operations.
In effect, he tells us in the very first, programmatic verse of his text that
this is his primary orientation:

vag-devi vadane mama sphuratu ya dhvany-atmanollasini
varna-vyaktim upagata ca tadanu sthana-prayatnidibhih
bhavanam pada-saiijitaya vidadhati tredha samullekhana-
ny anandan anusandadhati vidusam prapta maha-vakyatam

May Speech come alive in me,

the Goddess vibrant with suggestion

who becomes present through sounds,

each with its place of articulation and the effort
that goes into pronunciation,

who emerges in the three-fold registers of the word
and the states that words convey,

who, fully articulate, embodied in sentences,

aims at happiness

for those who know, (CC 1.1)

The goddess Vac is radiant and alive through the suggestive resonance
that is her innermost reality, her atman: ViSveSvara has naturally
internalized the compelling perspective of the mature alarkara
tradition. He is committed, at least in some formal sense, to a view of
dhvani as the central core of the entire poetic endeavour. However, he
has deeper concerns, which seem to have escaped both Raghavan and
the learned editor of the text. These immediately become apparent in
the characterization of the goddess in terms of the primary phonemes
and the technical process of their articulation, even before they achieve
syntactical coherence and potential meaningfulness, on one or more
levels, in the complete sentence. Indeed, this description culminates
in a full utterance (maha-vakyatd) that beautifully enacts the entire
process of emergence, an externalization of the phonic and semantic

29 Recall that a seemingly “technical” matter of sandhi proves consequential in the
analysis of the first “most delightful” sample verse.
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properties latent within Speech in her potential, sometimes enigmatic,
pre-articulate existence. The verse is not simply a mechanical
repetition or cumulation of analytic perceptions that we recognize from
Bhartrhari (and before him, from the Paniniya-siksa) as internalized
and reorganized by the alankara-sastra — though it could perhaps be
mistaken for such. In the context of the discussion that is about to unfold
in the first vildsa, the invocation clearly prepares the reader for a ranked
series of theoretical domains. Here the phonemes and their poetic uses
have pride of place. Moreover, the process described precisely parallels
the actual embodiment of a living divine presence ritually extracted, so
to speak, from its prior, latent or potential state — in stone or mind, for
example — by a poet whose task and talent is, above all, to achieve this
very manifestation. This is a goal somewhat at odds with the idea of
inducing a universalized, rasa-pervaded awareness, to say the least.
How does the poet manage the business of making divinity come alive?
Vi§vesvara proceeds to tell us. It is a matter of manipulating the varnas
(or matrkas), all of which have objective concomitants and influences
upon the field of energies in which they are externalized — although these
objective traits have context-dependent, hence sometimes relativized
features as well. The system as a whole is dynamic and continuously
in motion. After a brief summary of the major features of phonetic
articulation (prana, varga, the role of nasalization and so on), we are given
a first, schematic, generalized list of useful meta-phonetic properties (for
word-initial position, particularly at the opening of a poem):

yathocitam ime varna rasdder upayoginah/

nyasta kavya-mukhe varnas tat-tad-daivata-mirtayah//
kartuh karayituh $rotuh kalpayanti §ubhdSubhe/
a-karah priti-day1 syan nisedhe tu viparyayah//

a-karo harsa-dah so ‘pi krodhértyadisu nocitah/
i-karadi-catuskam tu kuryat tusti-manorathau//
r-karadini catvari santati-stambha-hetavah/

ckarddyas ca catvarah kama-van-moksa-bhati-dah//
laksmi-karah ka-vargah syac ca-karah kirti-naSanah/
cha-ja-karau roga-harau jha-fiau tu marana-pradau//
ta-tha-karau kheda-karau dah §ubho dhas tv akanti-krt/
vastu-labha-karo nas tu ta-karo vighna-nasanah//
tha-karo yuddha-kari syad da-dha-karau dhrti-pradau/
na-karas tapa-krt kas-cid anisedhe Subhah smrtah//
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raksa-day1 pa-karah syat pha-karah sadhvasa-pradah/
arogya-krd ba-karah syad bha-karah smrti-bhagya-krt//
ma-karah ksoba-krd yas tu §ri-do rephas tu daha-krt/

lo jadya-krd va-karas tu vag-arogyayusam khanih//
Osmanah sukha-bheda-§ri-nirvana-nidhayah kramat/
ksam vina kriira-samyuktah saumyas tyajyo visannavat//

These phonemes generate rasa and so on, when appropriately used;
placed at the beginning of a poem, each has its own divinity and can
cause auspicious or inauspicious results, as the case may be, for the
author, the patron and the listener. The sound a confers pleasure,
unless used in negation (prohibition), when it effects the opposite.
a gives joy; it is not appropriate for contexts of anger and suffering.
i, I, u and i make for satisfaction and the fulfillment of wishes. r, 7,
I, and [ block continuity [of the family line]. e, ai, o, and au lead to
desire, speech, release and wealth, respectively. Velar consonants
(k, kh, g, gh, and n) generate prosperity. c leads to a loss of fame. ch
and j remove disease. jh and 7 will kill. ¢ and th produce depression;
d, however, is auspicious; dh diminishes beauty (or brightness). n
conduces toward achieving what one wants. fa destroys obstacles. th
leads to war. d and dh produce steadfastness. n makes for suffering;*
but when not used in negation, it can be auspicious. p protects. ph
terrifies. b gives health. bhis lucky.*! mis disturbing.*? y gives splendid
wealth. r burns. ! makes for dullness. v is a mine of eloquence, health
and long life.*®> The three sibilants and & offer happiness, conflict,
prosperity and ultimate joy, respectively; but when one of them is
combined with k to produce ks, cruelty results — this cluster, however
pleasant (it might sound), should be avoided like poisoned food (at
the outset). (CC 1.18-27)

This list is fairly standard and recurs, with some significant variations,
in the works of all the major Andhra alarnkarikas, including Amrtinanda

30
31

32

33

tapa. But more commonly in lists of this sort, # is linked to pratapa, courage.

bh is a subject of widely differing views; some claim it is extremely dangerous, a
source of klesa or tdpa.

Note the convergence here with the Tantrdloka view of ma-kara; see Ingalls et al.
1990:36.

Bhairava-kavi, in the Telugu Kavi-gajdnkusamu, thinks v leads to poverty.
Amrtdnanda Yogin connects it to disaster: Alankara-sarigraha 1949:1.29.
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Yogin, Anantirya and the anonymous authors of textbooks such as the
Kavya-laksana and the Kavi-kantha-pasa. These passages have been
studied by C. Sarasvati (1963) in a fine essay, with a conspectus of the
entire phonematic series.> More to the point, the various identifications
are taken up, often at some length, by Telugu poeticians like Appakavi,
who also extend the discussion in remarkably innovative and complex
directions. Thus, itturns out, for example, that all the phonemes have social
class (varna) values, and a poet should begin his work with a phoneme
of the same class or caste as his patron. Velars, palatals, retroflexes and
vowels are Brahmins; dentals, labials, r and v are Ksatriyas; sibilants, A,
y and [ are VaiSyas; and the purely Dravidian phonemes s, dz, r and [ are
Stidras (Appakaviyamu 2.300; see Sarasvati 1963:96-97). In general,
aspiration is dangerous and should be avoided at the start of a poem; it
kills the patron within a month, as word-initial long vowels also tend
to do (ibid.:95; see Appakaviyamu 2.270). And so on. Further context-
dependent empirical observations bring other factors into play, such as
the time of day, the season of the year, astrological configurations and
the deities presiding over particular phonemes. Such lists are common
to the Telugu alarikdra texts from the fifteenth century on.

Certain logical affinities underlie some of the equations. (Others may
be a matter of empirical observation or even experimentation.) If p pro-
tects, this presumably reflects the Sanskrit root ¥ pa, just as dh (and
also d) suggests dhrti and s leads to sukha (Amrtinanda Yogin 1.29).
One might refer this to a principle of elliptical homophony, or iconic
suggestion, such as is pervasive in magic or sorcery — to use two per-
haps misleading and needlessly pejorative terms. A Jakobsonian view
of linguistic iconicity is perhaps more to the point (see Jakobson 1987).
But if we are back in the realm of homonymy, like it or not, we should
probably recall the way slesa so readily presents itself to Vi§ve§vara
when he wishes to exemplify what is “most delightful,” the acme of
poetic achievement. There is a sense in which the complex semantic
operations implicit in §lesa are not entirely removed from the empirical
and objective play of phonemes in the hands of a master poet. We will
return one more time to this point.

The list of initial phonemes and their properties is, naturally, only the
bare beginning. Much more complex equations quickly take over. In

34 The same author announces that she has also edited the CC (Sarasvati 1963:90,
note 1), but her edition apparently is unavailable.
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particular, metrical units, analyzed in the standard series of eight triplets
used by the prosodists, become critical. This entire field is, after all,
one of poets singing in charged metrical patterns that have differential
effects upon reality. The full range of permutations is beyond the scope
of this essay — and Vi§ve§vara himself limits his discussion to the basic
principles — but we may observe, at least, the values he ascribes to the
main metrical building blocks (gana), each referred to by a shorthand
syllable:

sarva-miilam tu ma-ganam prapya sarva-ganah Subhah/
piirvicaryoditam tesam laksma daivam phalam bruve//
ksemam sarva-gurur datte ma-gano bhuimi-daivatah/
karoty arthan adi-laghur ya-gano vari-daivatah//
bhiti-day1t madhya-laghii ra-gano vahni-daivatah/
kurute ‘ntya-gurur naSam sa-gano vayu-daivatah//
iSatvam antima-laghus ta-gano vyoma-daivatah/
ruja-karo madhya-gurur ja-gano bhanu-daivatah//
adi-guruh saukhya-day1 bha-gana$ candra-daivatah/
dhanankarah sarva-laghur na-gano yajfia-daivatah//

The gana ma [ — -] is the root metrical unit, always auspicious,
defined by the ancient teachers as the divine fruit [of poetry]. With
its three long syllables, it provides a secure foundation. Earth is its
presiding deity. The ya-gana, with its initial short syllable [* — ~],
produces the effects one wishes.>> Water is its deity. Ra-gana, with
its medial short syllable [~ -], is frightening; it has fire for its deity.
Sa-gana has a long syllable at the end [* ~ —] and the Wind as its
deity; it brings destruction.*® Ta-gana has a short syllable at the end
[— ~ *1 and space for its divinity; it gives lordship.>’ Ja-gana, with
a long syllable in the middle [* — ], brings illness; the sun presides
over it. Bha-gana — long initial syllable [~ *] — generates happiness;
the moon is its deity. Na-gana, with three short syllables [* ~ ~], has
the sacrifice for its divinity and produces wealth. (31-35)

35 Amrtiananda Yogin: ya-gana is dhana-krt, “enriching.”

36 Others: exile.

37 The most extreme disagreement applies to ta-gana, for other alankarikas believe
the empty-space metreme means poverty, destruction or sorrow. Context is criti-
cal here; see below.
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These somewhat isolated and theoretical values are essentially points
of departure for any empirical analysis of a given text; for in this field
of volatile sonar energies that can kill, bring to life, impoverish, enrich,
heal, induce illness, destroy a city, bring down rain and so on,*® relative
positioning is everything. Metremes combine to sometimes devastating,
sometimes positive effect. Ja-gana, which tends toward illness, turns out
to be useful and beneficial if it is placed in the vicinity of ta-gana (1.41).
Moreover, purposeful usage and contextually appropriate intention can
overrule inauspicious tendencies: even a deadly gana becomes harmless
if it appears in a mangala invocation or to mark a person’s name or the
name of a god (1.42). Subject matter has its own exigencies; a poem
about love or heroism or friendship can thus begin auspiciously with r
or § (1.44). There is also the potentially unnerving fact that many of the
classical kavyas begin with theoretically inauspicious phonemes. In this
case, Vi§ve§vara assures us, present-day poets can follow the classical
precedents and ignore the laws of phonemic positioning.*

Such normative, rule-oriented discussions, which we find in all the
Andhra alarikara textbooks from this period, in Sanskrit and in Telugu,
are usually much less interesting than the pragmatic application of this
mode of analysis. Examples abound in the Deccan commentaries and
deserve to be taken seriously, even if at times they may appear casuistic
and rationalizing. Carla Venkatasiiri, an eighteenth-century commenta-
tor on the Sahityaratndkara — from West Godavari District, and thus
naturally immersed in the Andhra alankara way of thinking — begins
his Nauka commentary by asking how Dharmastiri could possibly in-
voke the god Vinayaka with a verse opening with the word alirgya
[gadham udaram pitur ardha-janer ...]. After all, as everyone knows,
initial @ is a source of some slight discomfort (Zsat-paritapddi), while
[ burns and brings disaster. Even worse, the ta-gana, which has empty
space as its divinity, means emptiness and destruction (vyoma sianyam
vitanute dyaur anta-laghu$ ca ksayam iti vacanat ta-ganasya vyoma-
devatakasya ksaya-krttvena gana-suddhir api ndsti). Neither the varna
nor the metreme is proper to the beginning of a book. On the other
hand, continues Venkatasiiri, @ is also sometimes linked to worship of
the moon (indu-santosa), and [ in relation to masculine usages conjures

38 See Shulman 2001:67-71, for early (Cankam-period) examples of this poetic
art.

39 pracam prayena gambhira vacas tad adhunatanaih/
tad-udahrti-matrena langhya laksana-samsthitih// 1.47.
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up Indra — and thus both phonemes, insofar as they relate to deities, are
actually auspicious. Any syllable that means “god” is non-threatening
(devatidy-arthakanam adustata) — that is the general (obviously very
useful) principle. As for the metrical objection, the proximity of bha-
gana, with the moon as its deity (combining with the open space of
ta-gana) will solve the problem. (This would seem to cover all cases of
vasanta-tilaka metre at the opening of a text, as in the present instance.)
For good measure, Vernkatasiri throws in a verse that he claims to have
taken from the Camatkara-candrika (though it is missing from our ver-
sion), to the effect that ra-gana always gives good results to both author
and patron if it is conjoined to bha-gana. There is something benevolent
about the moon in the empty sky. And he also finds textual support for
the strong positive reading, in general, of ta-gana (as, indeed, our text
of CC suggests).”® So everything, after all, is in perfect order. There is
one further consideration: It is always a good idea to start a kavya with
an indeclinable (avyaya), as Dharmastri did; and the opening verse of
Murlri’s Anargha-raghava provides Venkatasiiri with another presti-
gious precedent (nispratyiaham ...; Dharmasiiri 1972:2-4).

As this one simple example suggests, a scholar reading a poetic work,
or a work on poetics, in late-medieval Andhra (and also further south
and west) naturally navigates his way through a dense grid of sonic
waves and energies that, while bearing their own inherently positive or
negative charges, interact decisively with one another, with various di-
vine presences, and with context, intention, velocity, density, volume,
and other determining factors that shift and transform. Poetics, at least
in part — a very central part — is the science of such interactions. It theo-
rizes on the basis of empirical observations and inherited, authoritative
presuppositions.

Conclusion: The objective life of a poem

We began with the notion of camatkara in its most general sense, as an
aesthetic reaction akin to other forms of pleasurable surprise, and we
have finished with a notion of camatkdra as bound up with the interplay
of objective energies unleashed by language in any of its various modes,

40 Venkatasiiri quotes an unidentified source: ta-ganah sarva-saubhagya-dayakah
sarvada bhavet.
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with or without a link to meaning. Are we still within the same sastra?
Can we still recognize this Sastra’s history?

In all likelihood, the continuities are greater than the ruptures and re-
framings. What surfaces so powerfully in the Andhra poeticians is not as
exotic as it might seem. [ have suggested that even within the Kashmiri
tradition at its height, in Abhinavagupta, we can sense a tension around
issues relating to the essential autonomy of linguistic forces, as distinct
from the psychology of the spectator or listener. One explicit expres-
sion of this tension revolves around semanticity. A more interesting
question is whether Bhatta Nayaka’s Mimamsa-derived terminology
exhausts the notion of bhavana as language-based transformation of
some reality. In any case, Bhatta Nayaka resumes, or reformulates, a
very ancient discussion about the powers of sound, fabda, operating at
times independently of the intention of the agent who produces it. The
alarkara-sastra, from its beginnings — not to speak of Vedic theories
of language and Mimamsa debates about their meaning — is aware of
this possibility. The Andhra alankarikas take it as one of their primary
theoretical challenges.

Abhinavagupta uses the term camatkara in at least four distinct
senses. There is the generalized notion of delight triggered by poetry —
an involuntary response that gives rise immediately to certain physi-
cal symptoms, also called camatkara, in the second sense. There is a
particularly rich, cognitively and emotionally nuanced camatkara that
comes from what Abhinavagupta calls [vyabhicari-lbhava-dhvani,
when various secondary admixtures intensify or vary the dominant
rasa-experience. Note that this third camatkara requires more than
a residual self-awareness on the part of the empirical, observing or
listening subject, and that such cognitively qualified, ego-dependent
states constitute a continuum that reaches right up to the full mo-
ment of rasa melt-down and expansion. We tend to forget this fact
of experience under the impact of the full-blown rasa metaphysics;
but the pointed citation of Kalidasa’s ramydni viksya points precisely
to the restless incompletion that even, or especially, an unobstructed
flood of rasa may induce. This latter experience is the fourth, rather
specific application of camatkara, pregnant with the associations of
the pratyabhijiia vision of consciousness pulsating with self-reflec-
tion, contracting and expanding under the impact of this driving in-
ner rhythm. Once again, it is important to see that camatkara applies
to both phases of this pulsation. This observation has implications
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for our understanding of Abhinavagupta’s polemical stance toward
Bhatta Nayaka’s bhavana.

What is it, then, that creates poetry? Abhinavagupta, perhaps react-
ing to his predecessors, insists that the final ground of poetry is experi-
ence. He gives us an exquisitely refined articulation of his own experi-
ence in this domain. But the South Indian alarikara school boldly offers
an alternative. Poetry is produced by the living word. In effect, it is a
kind of sorcery that never leaves the world as it finds it. Sound has pow-
ers of its own — creative, destructive, transformative in various patterns
and modes — and these powers can be studied, categorized, analyzed
and (above all) used. They impinge upon experience in mostly objec-
tive ways and give rise to the same physical and emotional signs that
Abhinavagupta mentions:

An arrow shot by an archer

or a poem made by a poet

should cut through your heart,

jolting the head.

If it doesn’t, it’s no arrow,

it’s no poem. (Nanné& Coda, Kumarasambhavamu 1.41)

This is Nanné¢ Coda (possibly twelfth century), another maverick
figure, who was largely forgotten by the Telugu tradition until he was
rediscovered at the start of the twentieth century,*" but who seems
already to know something of what the later Telugu poeticians felt to
be so central — something of the empirical and experimental nature
of the poetic enterprise. Subjective expressivity 1S no more a part
of this enterprise than is any sort of trans-empirical, universalized
and intra-psychic revelation. Poetry, in this light, is certainly not
about representation, in any sense of the word, and not really about
metaphysical truths or an experience of ultimacy, though it does deal
in truth. In a sense, poetry is not “about” anything. It is a supremely
effective means of working with, through or upon what is real.

For this, it requires a grammar, which guides the poet in his play with
the syllables. Hence, the first poet and the first grammarian are, in Telugu,
in principle fused in the foundational figure of Nannaya (see Shulman

41 By Manavalli Ramakrsnakavi. See the discussion of Nann€ Coda in Narayana
Rao and Shulman 2002:67-75.
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2005). Sorcerers can learn from other sorcerers, but handbooks may save
time. By the time such works are produced in Sanskrit at the Racakonda
and Kondavidu courts, various theoretical problems, which have their
own interest and integrity, define both the genre and the direction of dis-
cussion. The great works of the alankara-sastra are fully assimilated into
the Andhra alankarikas’ discourse, providing it with a normative struc-
ture and an entire lexicon of concepts; a poetics of suggestion, incorpo-
rating the earlier logical studies of figuration, is integrated into the world
of colliding, competing, interpenetrating verbal frequencies.

It is always helpful to remember, however, that living examples of
the peripatetic, quick-witted and practically effective poet-sorcerer
were part of the poeticians’ familiar milieu. Sometimes the latter imi-
tate the former — for example, in invocation verses like the one we quot-
ed from Vi§veSvara (CC 1.1). In such verses, one often recognizes the
highly pragmatic goal of bringing a deity into existence or intensifying
his or her active presence. Such ritual efforts, which generated a not
inconsiderable theology, are no less objectivist than any other aspect of
this poetic praxis. Poetic production is in no sense limited to this field —
the great Telugu court-poets such as Pé€ddana and Kysnadevaraya have
very powerful thematic concerns and an expressive drive that has its
own dynamic and diverse directions — but neither should one ignore
the objective sonar and musical potentialities at work in mahakavya
masterpieces such as Bhattu-miirti’s Vasu-caritramu, to mention only
one particularly compelling example.

Such a perspective allows for sometimes surprising connections.
Many strands fed into these late-medieval alankara works. Notions of
guna, riti and vrtti, for example, take on meaning that potentially goes
far beyond issues of style. The critic’s appreciation of a poem in terms
of a set of classical criteria stands side by side with questions of its ef-
fectiveness in the mantric or sonar sense. Figuration, too, may be driven
by this rearticulated frame. Hence, again, the special interest of slesa.*?
Logically, figurative slesa is an extenston of the iconic affinities of pho-
nematic pragmatics. Language has within it the potential to superimpose
apparently diverse realities and to tease out the secret bonds among them,
while simultaneously conjuring up a presence or radically altering per-
ception. Unexpected combinations like these are never innocent, nor do
they disappear without leaving traces. “Magic,” broadly stated, is often

42 Discussed at length in Vi§ve§varakavicandra 1969, 6.8—-10 (pp. 100-104).
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a kind of §lesa — linguistically powered and controlled. On a somewhat
deeper and more general level, we can perhaps glimpse here something
that is always part of the enchantment active within language.

Referring to poetry’s other — musical — side and the discovery of
a complementary, equally perfected sonar system, Thomas Mann’s
thaumaturgic composer Leverkiihn declares: “Vernunft und Magie
... begegen sich wohl und werden eins in dem, was man Weisheit,
Einweihung nennt, im Glauben an die Sterne, die Zahlen ....”** And
there is Osip Mandelstam’s penetrating, somewhat similar vision,
mobilized in debate with his Symbolist contemporaries: Symbolism,
he said, is entirely unnecessary, since any proper use of language is an
incantation.
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