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Abstract:  
The success or fruitfulness of any art depends upon both the artist and the connoisseur. In fact, it is the 
connoisseurs because of whom a poetry or an art excels and remains forever. Sahṛdaya, sāmājika, saceta, 
bhāvaka and rasika are some major terms that have been used for a connoisseur in Sanskrit (poetics or 
aesthetics) works. It is noteworthy that Indian aesthetics has identified such significance of the 
connoisseurs and tried to define him. 
This paper discusses how Indian poetics explains the attributes a connoisseur should have to appreciate 
any art, with an emphasis on the beauty of the terms sahṛdaya and bhāvaka. 
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Introduction 
The three important aspects in the world of art [1] are the artist [2], the connoisseur and the work 
of the artist (literary or performing). In fact, the work of the artist is the soul of any art. The 
success or fruitfulness of any art depends upon both the artist and the connoisseur. This is 
because art is a saṁvāda (communication) between the artist and connoisseur, initiated by the 
former. Since the performance of an artist is very important for the excellence of any art, there 
have been many texts which describe the qualities that an artist must hold and the training he 
must undergo. However, Indian aesthetics also emphasises the attributes that a connoisseur 
must possess in order to appreciate the nuances of art. The effort of an artist attains its object 
or becomes fruitful only when the artist has performed it to the best of his ability and the 
connoisseur has appreciated and enjoyed it duly. This article discusses how Indian poetics 
explains the attributes a connoisseur should have to appreciate any art, with an emphasis on 
the beauty of the terms sahṛdaya and bhāvaka.  
 
Who is a Sahṛdaya?  
Some major terms used for a connoisseur in Sanskrit (poetics or aesthetics) works are 
sahṛdaya, sāmājika, saceta, bhāvaka and rasika. The term sāmājika was first used by 
Bharatamuni in his Nāṭyaśāstra, followed by other ancient scholars, while the term sahṛdaya 
has been employed by poeticians such as Ānandavardhana. Rājaśekhara in his celebrated work 
Kāvyamīmāṃsā has coined the term bhāvaka and he even classifies the bhāvakas in four 
categories.  
In our view, sahṛdaya is the most beautiful term amongst all. Literary sahṛdaya means the one 
who has a heart like that of the poet: samānaṁ hṛdayaṁ yasya saḥ sahṛdayaḥ.  
Abhinavagupta further defines the sahṛdaya as:  
 

“yeṣāṁ kā vyānuśīlanābhyāsavaśād-viśadībhūte manomukure varṇanīya-tanmayībhavana-
yogyatā te hṛdaya-saṁvāda-bhājaḥ sahṛdayāḥ” 

 
Sahṛdayas are the ones whose minds’ mirrors, cleansed by involved appreciation and dedicated 
practice of poetry, are capable of wholly immersing themselves in the described, and whose 
hearts feel the same way as the poet’s did while penning the verse, and whose hearts silently 
comprehend even the poet’s unspoken thoughts [3, 4]. 
In order to understand this term better, let us see an example. A dancer while trying to portray 
anger in his performance, depicts it with enlarged eyes, raised eyebrows, teeth stuck together 
and so on. To indicate the bank of a river the dancer uses ‘ardhapatākā’ hasta. 
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These actions of the dancer have to be understood by the 

connoisseur, else it makes no sense. To comprehend this the 

connoisseur must have a mind that aligns to the thoughts of 

the dancer. The same applies to poetry or other literary works 

as well. The poet/author uses indirect expressions to evoke 

rasa in the connoisseur through suggestive power. This may 

be done with tools such as alaṅkāras (figures of speech) and 

guṇas. It is required that the reader must also have some 

knowledge of these for him to enjoy the poem or other literary 

works. It is only when the connoisseur orients himself to the 

artist that he enjoys the work of the artist to his fullest, 

attaining paramānanda. We are all quite familiar with the 

concept of rasa. The one who experiences the rasa is called a 

rasika. However, to be a rasika, it is required that the person 

should be a sahṛdaya first. This is the reason the word 

sahṛdaya has been coined thus, giving us this beautiful 

meaning.  

The presentation of the artist and the experience of a 

connoisseur are the two major pillars of this mansion called 

art. There are many prayojanas (objects) of an art, such as 

puruṣārtha-prāpti, vyavahāra-jñāna, kāntā-sammitatayā 

upadeśa, sadyaḥ-paranirvṛti and so on mentioned in the poetic 

works. Sahṛdayatva is an important attribute for people to 

attain these objects together or individually. Thus, we 

understand the importance of the role of a sahṛdaya when seen 

through various perspectives.  

The one who understands these facts really enjoys and 

appreciates the statement of Abhinava-gupta at the beginning 

of his Locana commentary of Dhvanyāloka:  

 

“sarasvatyāstattvaṁ kavisahṛdayākhyaṁ vijayate”  

 

The tattva of Goddess Sarasvati named kavisahṛdaya only 

excels” [5].  

Interestingly, the work Dhvanyāloka had some other names 

also. Noteworthy amongst those are Sahṛdayahṛdayāloka and 

Sahṛdayāloka. These names clearly communicate that the 

work was majorly written from a sahṛdaya’s point of view and 

it helps him to understand and appreciate poetry (and art).  

 

Bhāvaka: As Defined by Rājaśekhara 

Rājaśekhara in his Kāvyamīmāṃsa, while describing 

kāvyahetu (cause of poetry), mentions that the artist possesses 

kārayitrī pratibhā and the connoisseur possesses bhāvayitrī 

pratibhā [6]. This is how he explains bhāvayitrī pratibhā:  

 

bhāvakasyopakurvāṇā bhāvayitrī. sā hi kaveḥ 

śramamabhiprāyaṁca bhāvayati. tayā khalu phalitaḥ 

kavervyāpārataruḥ. anyathā so’vakeśī syāt.  

 

That which helps a bhāvaka [7] is called a bhāvayitri. This 

helps in understanding the effort and opinion of the artist. 

Only then does the tree of the artist’s work fructify. Else, it 

becomes barren [8]. This clearly states that the effort of an 

artist becomes useless without a sahṛdaya. Again, note that 

the connoisseur or bhāvaka is also considered to possess 

pratibhā (creativity). It is evident that an artist must possess 

pratibhā. But many people may wonder why that should be 

the case for a sahṛdaya also. Here is the answer. When the 

artist conveys a message (without expressly stating it), the 

sahṛdaya must be able to understand and connect to it. For 

this, it is required that the sahṛdaya too must have some 

knowledge and creativity. 

However, Rājaśekhara makes a clear distinction between the 

two, stating that in the case of an artist it is the pratibhā which 

creates and when it comes to the sahṛdaya, the bhāvaka it is 

which appreciates.  

Rājaśekhara also mentions that there are four types of 

bhāvakas [9]. They are:  

 Arocakī – the one who truly enjoys the art to their fullest;  

 Satṛṇābhyavahārī – the one who enjoys everything and is 

pleased with any sort of performance;  

 Matsarī – the one who can enjoy the art but tries to find 

fault with the artist’s work;  

 Tattvābhiniveśī – the one who spectates the art with 

predetermined theories and who is unable to accept the 

artist’s creativity no matter how beautifully the work is 

presented. 

 

Among them arocakī is the best, opines Rājaśekhara. He 

further elaborates the idea through a conversational poem:  

 

kastvaṁ bhoḥ kavirasmi kāpyabhinavā sūktiḥ sakhe 

paṭhyatāṁ  

tyaktā kāvyakathaiva samprati mayā kasmādidaṁ 

śrūyatām,  

yaḥ samyagvinakti doṣaguṇayoḥ sāraṁ svayaṁ satkaviḥ  

so’sminbhāvaka eva nāstyatha bhaveddaivānna 

nirmatsaraḥ.  

 

Who are you?  

I am a poet.  

Dear friend! Then please recite any new composition.  

I have given up that topic (composing poems) itself.  

Why so?  

 

Listen to me. [He] who can analyse the merits and blemishes 

(and can appreciate the poetry) and himself [be] a good poet, 

such a bhāvaka is not there. Although such person is found 

with god’s grace, there are minimal chances that that person is 

not jealous [10].  

 

Conclusion  

All these discussions beautifully describe how sahṛdayatva is 

important for the existence and excellence of any art form. 

Just as a jīvanmukta is the ultimate pramāṇa in Advaita 

philosophy or śiṣṭa is the ultimate pramāṇa in vyākaraṇa, 

sahṛdaya is the ultimate pramāṇa in any art. This has been 

stated very well by Kalidasa in his Raghuvaṃśa where he 

ascertains and compares the sahṛdayas to the fire and his work 

to the gold: hemnaḥ saṁlakṣyate hyagnau viśuddhiśśyāmikāpi 

vā ‒ It is the fire that determines the purity of the gold [11].  

Here is a verse of Vijjhika, a celebrated poet of the 8th 

century and the daughter-in-law of Immadi Pulakeshi, to 

conclude with. This verse nicely presents what happens when 

both kavi and sahṛdaya at the top in their roles. She says:  

 

kaver-abhiprāyam-aśabdagocaraṁ 

sphurantam-ārdreṣu padeṣu kevalam,  

vadadbhir-aṅgaiḥ kṛta-roma-vikriyaiḥ  

janasya tūṣṇīṁ bhavato’yamañjaliḥ.  

 

This is a homage with folded hands to you who are silent, 

(but) who by his horripillated limbs indicates the ideas of the 

poet that are inexpressible by words, (but) flash forth only 

through words fraught with tender feelings [12].  

Both the intention of the poet and the appreciation of the 

sahṛdaya have not been stated explicitly. But there was a 

beautiful communication between them which led both into 

rasānanda. 
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