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PUBLISHER'S NOTE

We have great pleasure in presenting to the world of scholars Some
Aspects of the Rasa Theory as the fourth volume of the Bhogilal
Leherchand Series. There has been considerable delay in publishing
this book for reasons over which we could not possibly have any control
and therefore we crave the indulgence of the scholars who have contri-
buted the papers to this publication.

We sincerely thank Professor V. M. Kulkarni and his Research
Assistant, Miss Nirmalaben Chheda, M.A., for successfully organising
the Seminar pon the Rasa Theory at Patan in 1982 and preparing the Press-
~ copy of this volume. Our thanks are due to the authorities of the Mouj

Printing Bureau, 'Khatau Wadi, Bombay who have spared no pains to
make the volume attractive.

This volume, it ié»earnestly hoped, will be warmly welcomed by
scholars interested in the theories of art, more especially in the Indian
theories of art and comparative aesthetics.

Pratap Bhogilal

.Bombay o ' 4 Chairman, Governing Council
8 September 1986 B. L. Institute of Indology, Delhi
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PREFACE

The Institute has decided to bring out a series of books and
monographs on different aspects of Indology. Our primary aim is to
cover fields which have not attracted the attention of scholars so far and

to publish books on subjects in which a re-examination has become
necessary.

Of the Sanskrit theories of art, the most important is the well-known
rasa theory. It has been much discussed and quite a lot has been
written about it. It was, however, felt necessary to re-examine some of
the aspects of the rasa theory, for example, the nature of rasa: laukika,

alaukika, rasa theory and the darsanas (systems of philosophy), the rasa
~ theory and it$ application to all other fine arts, the relevance of rasa
- theory to modern, literature, catharsis and rasa, etc. Eminent scholars
of Sanskrit, English, Marathi and Gujarati literatures were, therefore,
- invited to read papers on the above topics at the Rasa Seminar, organised
by the Institute in February 1982 at Patan (North Gujarat). These
papers have been included in the present volume. We have added by
way of Appendices two more related papers, ‘The Relevance of Sanskrit
. poetics to Contemporary Practical Criticism’ by Sri Umashankar Joshi
"~ and, ‘Does the: Rasa theory have any modern relevance? by
Dr. R. B. Patankar, first published in Journal of the Asiatic
‘Society of Bombay and in Philosophy East and West 30, no. 3, July 1980 :
‘The University Press of Hawaii respectively. We are grateful to the
authorities of Journal of the Asiatic Society of Bombay and
Philosophy East and West who readily gave permission to include them
in the present volume. We tender our heartiest thanks to Dr. E. A.
. Solomon, Professor and Head, Department of Sanskrit, School of
Languages. Gujarat University, Ahmedabad for inaugurating the
Seminar and Dr. K. P. Joag, Professor of Sanskrit, Deccan College, Pune,
and Professor Nagindas Parekh, Ahmedabad for actively participating
ini the Seminar, and all the scholars who contributed their papers on the
" topics assigned to.them, and made the Seminar a success.

We hope scholars interested in the Sanskrit Aesthetics and
Comparative Aestheties will find the papers thought-provoking and that
these papers will stimulate further study and research in depth in the
field of ancient critical thought in India and modern literary thought
in the West. '

V. M. Kulkarni

31st December 1982 Director
Patan (North Gujarat) B. L. Institute of Indology, Patan
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The Basic Modes of Poetic Expression’

H. C. BHAYANI

According to the early tradition of Indian poetics Alankara, embellish-
ment, was the principal source of poetic beauty, and it distinguished poetic
_ expression from non-poetic expression. In this tradition Svabhavokti, natural
description, seems to have caused considerable difficulty. It involved an unre-
solved paradox. If Alankara was the sine qua non of poetry, Svabhavokti
cannot claim to be poetry, because the relationship of embellishment and that
which is embellished was inherent in the former, but the latter wasby definition
unembellished expression (Kuntaka).2 On the other hand, it could not be
denied that poems having just Svabhavokti and no other figure were felt to be
beautiful (Mahima-bhatta).® Even prior to Bhamaha the opinion in this
~ matter was sharply divided: Some rejecting and others somehow accepting
Svabhavokti. It was not merely a ‘technical issue or theoretical matter of
marginal value. Works of best poets had numerous passages graphically de-
scribing objects ‘and situations without using figurative expressions, and there
were hundreds of short lyrlcs Muktakas, wherein the main source of poetic
eharm was Svabhavokti.

It was therefore inevitable to recognize two distinct basic sources of
poetic beauty. Accordingly, the whole domain of literature was classified into
Svabhavokti, using the natural mode of expression, and Vakrokti, using the
figurative mode .(Dandin) .4

In the Dhvani tradition, however, the basis of poetic beauty was thought
to be quite different. The special manner in which the poetic meaning was
conveyed, Vyafijana, suggestion, was accepted as the principal ground of
- poetic beauty. The suggested sense may be an emotion, Rasa, a figure, Alan-
kara or an idea, Vastu. Of these the suggestion of emotion, Rasadhvani, was
considered poetically the most excellent (Anandavardhana, Abhinavagupta).
‘Even though-Alankéra was said to be another ground of poetic beauty, this
was said just for the sake of form, for it was categorically stated that the
poetry bereft of Rasa and having only Alankara was imitation poetry, hardly

" 1. The present paper partly aims at making explicit and drawing pointed attention to what
has been implicit in V. Raghavan’s detailed treatment of the various points touched here
briefly. See “Some Concepts of the Alankdra Sdstra,” 1942, Pp. 92-130; Bhoja’s Srrigara
Prakdsa, 1963, pp. 105-137, 401. That treatment requires however, to be supplemented by
an account of Kuntaka’s views, which is a serious omission.

2. Vakroktijivita, I11-15,
3. Vyaktiviverka, pp. 108-109.

4. Od fa T RRRAIRGAR a9 (Kavyadarsa, 11-363)



2 . SOME ASPECTS OF THE RASA THEORY

worthy of the name.5 Quite obviously, Svabhavokti can have quite an insignifi-
cant place in this scheme of things.

A serious consequence of accepting such a position is that a large mass of
Sanskrit and Prakrit poems would be consigned to a very inferior status.
Svabhavoktis would be put down either as specimens of weak poetic
exercises, or alternatively, they would be accepted as secondary poems, by
associating with them a shade of emotion on the basis of some supposed
context (Jagannatha).® Possibly there were historical reasons for this down-
right devaluation of the poetic beauty deriving exclusively from Alankara
and Svabhava-varnana. :

Bhoja has recognized three types of poetic beauty, based on three dlstmct
modes of expression : Svabhavokti, Vakrokti and Rasokti, i. e. natural descri-
ption, figurative description and delineation of emotion respectively.”
When the poetic beauty primarily derives from Guna we have Svabhavokti;
when it derives from Alankara, we have Vakrokti; when it derives from
the delineation of Rasa, we have Rasokti. -

The credit, however, goes to Kuntaka for working out basic principles of
categorizing the poetic expression. His treatment of the problem is marked
by perception, lucidity and logical rigour. The introduction to his treatment
of Alankarasin the Vakroktijivita (III-1-16) establishes that the poetic beauty .
deriving primarily from non-figurative description of objects (as in Sva-
bhavokti) and delineation of emotions (as in Rasavat) inheres in the poetlc
subject-matter or content, Vastu, while that deriving primarily from the
embellishment, Alankara, of the poetic content inheres in the verbal express-
ion. In Kuntaka’s words, in the former case the Saundarya is Svabhav1ka,
while in the latter case it is Racana-vaicitrya-yukta.

Dhvanivada and Rasavada cannot account for the whole range of the
experience of beauty in poetry. Some types of experiences have quite a
-different basis. The aesthetic experience produced by natural description of
objects remains unaccounted for by the Dhvani theory, and that produced by
rhetorical description remains unaccounted for by the Rasa theory.

A Ruyyaka and Jayaratha have pointed out the psychological basis of
Svabhavokti and Rasavat Alankara (which closely corresponds to Rasokti).
In poetry the Sahrdaya cxperiences Hrdaya-sammvada, the correspondence or

5. Dkvanydloka, Vrtti on III 41-42; Locona on the same.

6. I WART FeAfufy @RI Foffad, oFF ) FEEASTCHAAT  FEqAREEGETN: | |
%mﬁlﬁmmml A T T AR, T TR SEA A T |

(Rasagangddhara. Nirnaya-Sagar, edn, 1939, pp 8-9)
See also K. Krishnamoorthy, ‘ Essays in Sanskrit Criticism ‘ 1964’ pp. 234-240.

1. ﬁfﬁﬁ&l TQIRRA EqaTaIReet I | (Sarasvatikanthdbharana, V. 8.)
frf: sogrRad: | CqRiRn:, < @wafRh: "@ﬁﬁ’ﬁﬁuaammmﬁam BT
T FAAEIRR:, RATAgAEsArRIREENTY aRsat TRRRRI 1 (Srigdraprakdsa, p. 438)



THE BASIC MODES OF POETIC EXPRESSION 3
identification of the reader’s consciousness with that of the poet as expressed
in the poetic work. In the case of Svbhavokti, it is Vastu-samvada, objective
matching or correspondence (i. e. the feeling that the expressed idea is exactly
as we thought it to be), while in the case of Rasokti it is Citta-vrtti-sarhvada,
emotional matching or correspondence (i. e. identification of the reader’s
~ emotion with that expressed in the poem).® The following remarks by

Raghavan in this context, even though made with respect to Bhoja, apply
" much more aptly to Kuntaka.

. ‘In the realm of ideas or Artha, there are only two classes, namely, the
mere nature of things—Vastu-svabhava and Emotions. In the description of
these two, we have Vastu-samvada and Citta-sarhvada respectively, and the
corresponding cases of expressions are called Svabhavokti and Rasa-delinea-
tion, or Rasa-Ukti, according to Bhoja. These two are bare descriptions,
Vastu-svabhava or Rasa-svabhdva being the object of description. When both
of these are figuratively described, we have the third kind of Ukti, Vakrokti’.?
In other words, thé different types of beauty experienced from poetry
. depend upon the depiction of ideas or emotions, and the manner of depiction
in both cases can be either natural and vivid or heightened and embellished.
Such a categorization of literary beauty can be matched with the types of
aesthetic experience from life. Things and expression of emotions are felt
beautiful, just by themselves or when tinged with psychological associations.

Though content and form are interfused or integrated in a literary work,

~. resorting to the Apoddhara method (as Kuntaka says), we can consider cach
- of the two by itself. We find that in some works, the poetic content functions
“as'the main source of beauty, while in some others, such a function is fulfilled
‘by the poetic form of expression. We can say that Svabhavokti and Rasokti
are content-oriented and Vakrokti (in Bhoja’s terminology) is form-oriented.1®

While concluding, I would like to hint at the wider significance of the
~.above-noted views of Kuntaka and Bhoja. In a recent important work of
literary crificism dealing with some fundamental problems like the nature and
typology of literature, David Lodge examines!! the relationship between form
and content in the literary text. Adopting a vital linguistic distinction from
. Roman Jacobson, Lodge establishes a fundemental polarity between the
metaphoric (analogous, symbolic) and metonymic (contiguous, realistic) techni-

8. T TIAFATHAN TN RATITSTERINAG: | TEIGTIETA, wwar:, e
o WITSERD | (Alenkarasarvasva, p. 227.)
9. Bhoja’s S1ngdraprakdse, p. 136.
10. Itis assumed here that for certain purposes and in certain-contexts we can take these
controversial terms as contrastive.
11, ‘The Modes of Modern Writing published by Arnold Heinemann, London, 1977 (reprinted
in 1979), issued as Indian Edition in 1980. Lodge adqpted for his purpose Jacobson’s theory

that dichotomy of metaphor and metonymy characterizes all verbal behaviour and
human behaviour in general. Sce ‘ The Modes of Modern Writing’, pp. 73-103.



4 SOME ASPECTS OF THE RASA THEORY

ques of expression. Quite obviously Lodge is dealing with the vast and highly
complex perspective of modern literature, while Kuntaka’s perspective is
comparatively quite limited. Even then the matter both of them are talking
about is, it seems to me, essentially analogous. But of course thls requlres to
be discussed in depth as a separate issue.

Some parallels to the basic categories of the aesthetic_experience of
literature can be drawn from another domain of art, viz, painting. In the area
of objective painting, (1) naturalistic works like landscapes and still life,

(2) works with symbolic meanings and (3) scenes from life have in some styles,
obviously different aesthetic bases.



Germs of the later Rasa doctrine in Bharata’s Natyasastra.

M. V. PATWARDHAN

The Ndtyasastra of Bharata deals among several matters pertaining to
- dramaturgy, with'the four-fold abhinaya:- (1) dngika, (2) vdcika, (3) sattvika
and (4) dhdrya. Drama differs from poetry because of its four-fold abhinaya.
In poetry there is no scope for any abhinaya, if it is recited silently by a
reader to himself. If, however, it is recited publicly before an audience
there is a good deal of scope for vicika and dngika abhinaya. Vicika abhinaua
in a dramatic representation on the stage is concerned with the proper recita-
_tion and intonation of the speeches assigned to different characters, these
speeches being marked by literary qualities, such as excellences (guna), tropes
(alankdra) and other miscellaneous traits (laksana). According to Bharata
all the four kinds of abhinayae are intended to convey to the audience the'
thoughts and feelings of the characters. Bharata explains- this basic concept of
abhinaya in Natyasdstra 8. 7-10 and in the prose passage preceding these stan-
zas. (Baroda edn., Vol. II, pp. 1—2)1. Out of these four kinds of abhinaya,
dngika, vicika and sdttvika are located exclusively in the actors (nata) repre-
senting ‘the different characters, while 4hdrya abhinaya, in its aspect of
make-up, costume and personal adornment, is located in the actors, and in its
.aspect of scenic arrangements on the stage and the employment of various
items of stage-apparatus it is located outside the actors and constitutes the
scenic background. Bharata’s treatment of abhinaya is intimately connected
with conveyance of the thoughts and emotions of the characters in a drama
to the audience, and the treatment of the rasa doctrine in the Ndtyasdstra is
intended to explain the purpose served by abhinaya in a dramatic representa-
tion. Bharata deals with the rasa doctrine in the context of drama in chapter
6(rasddhydya) and chapter 7 (bhavadhydya) of the Natyasdastra. It is proposed
to show in this paper how Bharata’s treatment of the rasa—doctrine contains
a good many hints of the rasa theory propounded by later writers on Sanskrit
- poetics beginning with Anandavardhana (author of Dhvanydloka).

In the prose passage immediately following st. 31 of chapter 6 (p. 272),
Bharata stresses the paramount importance of rase (emotion) in a dramatic
work.2 He says that there cannot be any theme worthy of being handled in

1. wfgeg ot | @, SR daf qemeia: T | Rareafy gee T
R NE: | AERIREITERAENT: €90: | FgHTNT WIERInE e | ewitags
FreTatend SRfge N SR oA el aiftgwaar | YaGEREal R Tgal aRAfia: o
wfia 3fa e | 359 | ardtegaait:, ot 2Ead wig: O | @ Wi £ sqaRuaw
‘q w’ (TR 3,3,we) 3R seRaraE sifiea ot &4 e Tow ARt s |
Compare also Natya$dstra, 7, 2-3, which enumerates the four kinds of abhinaya,

9. 7 & @y #agd: g9




6 SOME ASPECTS OF THE RASA THEORY

a drama apart from human emotion. This means that according to Bharata,
portrayal of the emotions of various charactersis the main business of a play.
A drama necessarily deals with the emotional ups and downs and emotional
conflict in the minds of various characters. For' many of the thoughts and
most of the actions of human beings are prompted directly and indirectly by
some emotion or the other in their minds. This holds good as much in the case
of poetry as in that of drama. In fact the rasa-doctrine and the supreme impor-
tance of the portrayal of rasa in drama as propounded by Bharata has been
accepted in toto by all writers on poetics and the portrayal of human emotions
has been regarded by them as the essence of poetry and drama.?

In Natyasastre 14:2(Vol. II, p. 220), while dealing with vagabhinaya (i.e.
vdcika abhinaya), Bharata says that the utmost care must be taken by an
actor in the matter of the recitation of speeches assigned to the character
represented by him (and by implication, also by a playwright.in regard ta the
composition of those speeches), because these speeches are the corpus(ianu)
of a drama.* since a drama is predominantly a vocal performance. This -
statement of Bharata, coupled with his earlier statement about the paramount
importance of rasa in a drama, clearly shows that he foreshadows the idea set
forth by later writers on poetics, that rasa.is the soul of poetry (including
drama) and that words ‘(and their literal senses) are the body of poetry.’

Later writers on poetics, such as Anandavardhana, while stressing the
importance of rasa as the soul of poetry, say that rasa’ (emotion) is always to
be suggested in poetry through the description &f its causes (vibhdvas) and
its effects (anubhdvas) and is never to be mentioned by its name. In this
connection they have propounded the doctrine of vfafijani or dhvani

3. FRGUW, 334,31 : ARG W @A (7o) AR A, 9, 4 (L. €q) :
FERA & QO (=T8T 07 AN ); 3, T 33§ ¢ EOAT CHIGERW AfrasTy1... 9 &
FARRTAET A sdemy, sferarda afed: 1; v, &, 9. WRe @ sqwmewETIsE, R
(‘-—‘- f?lﬁla') TN | Gﬂ'm Q’ﬁiﬁq"{ Fq: AR@YEATL NI anori,ymous stanza quoted by
Hm@{ﬁl’ in his commentary on JgZ’s Wﬂlmm{ﬁ'ﬂ{, %, 9 (E. <3, BORI edn) :
ARG #15 Shagaaan 9a: | woqR, aRErRIT HeAHT HRIT |1 ; TIRER, FEAHET,
3 (E. %, Chowkhamba Series edn, 1934) : {®: 3{[CHI | s Wﬁlﬂ'&rﬂﬁ, Fhﬂ'-‘{, g, uw ¢ @ qq
Sftafey Foaw 1; wHE, FEAIH, 9, ¥% (. 3%3, BORIedn) : EASERREN:, @x qey:
(=ﬂ'@ﬂ: W’&:)l; fargary, qifgeagdu, 9, 3 : 9 W@ FIegH | It will be seen from these

quotations that Bharata’s statement cited in note 2 has inspired subsequent writers on
Sanskrit poetics to emphasise rasa as the soul or quintessence of poetry.

4. Y ITEY FIo4: AADN q: T On this Abhinavagupta says (Vol. II, p. 220) : I
I FFoq: FHT (oD, B FATH | T FAE—O & qgETE e RiRnggead
AT AT, €94y ARIRTeET |

5. e, FRARRA, 3, Yo : A TR T FOAFH, ASERA AT | T aERSETAREW
TR N; ARG FETAAET, 3, g, 4 TR ¥ (= FAGeE) TG 1; Peaena anferRa,
%, R 9. 3 (Kane’s edn.) : H[eqE] =41 Eiicedl T :
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(suggestion). The very first kdrika of Dhvanydloka says that suggestion

. is the soul of poetry.® The Dhwanyiloka is the first work on Sanskrit
poetics dealing with the theory and practice of poetic suggestion in all its
aspects. A superficial reader of the Ndtyasdstra may carry the impression
that, though Bharata recognised and propounded the supreme importance of
rase in drama, he did not say that raseis to be suggested and not to be
identified by its name. But it is a fact that Bharata was acquainted with the
concept of suggestion in the context of rasa.”

In Natyasdstra 7, Vol. I, pp. 348-349 (Baroda edn,1956), Bharata uses the
phrase s@mdnyagunayogena in connection with the experience of rasa arising
from the portrayal of the 49 bhdvas through their appropriate vibhdvas and
anubhdvas.® This phrase used by Bharata in the context of the experience of
rasa anticipates the doctrine of sadhdranikarana which together with abhidhd
(denotation) and bhogikarana (or bhogakrttva or bhojakatva) (gustation)
forms the basic triology of Bhatta Nayaka’s hypothesis about rasa-experience.?
The idea of sddhdaranilzarana (generalisation or universalisation) of the
vibhavas, anubhdvas, vyabhicdribhdvas, and sthayibhdvas, which is already
found in Bharata’s work was adopted by Bhatta Nayaka, Abhinavagupta and
later writers on poetics. Abhinavagupta, however, enlarged the scope of

6. SERIEE 9, 9 @ FIRRAT AM: 1
7. AT, &, 9. ¢é-¢} (Vol. I, Baroda edn., 1956) : AMITETFAGSIRIAN, aTHETaAd,
© SR, anfanqqfia AAG: YY1 9, Y. 3¥¢, prose passage after stanza 6 : Tqyq t[a‘
FEREREARRRTE: (RAGEINE AT TAFTAedl: | (Vg SRR T R ) g
1ws, ¢ -GN TR, Rargwasafed: (ARG SRERREERA Sy
T ... 13 9%, R ¢ SERTIGEA AFENY (= WATIRE Feard) SATafa R | In all these four
' passages the words W%’ﬂ, JATIEYTF and s4FGT*d are used in the context of rasa-experience,
and they have undoubtedly a reference to the linguistic and non—lmgulshc function of

* suggestion, which forms the most essential part of the doctrine of dhvani as propounded‘
‘in"the Dhvanyaloka.

‘ 8. See Note 7 above.

-9 ‘Fora summary of Bhatta Nayaka’s hypothesis, see Locana 11, pp. 182-183 (Kashi Sangkrit
Series edition with Balapriya commentary, 1940). fhg WNW G TUSQEY
FRATARIAN T AIAEE T, WARE WA, AR gggaaeay, o
ST AR | JF QFE, WEAKS AW @E, 9, 99 FoRT ERWARET SIROcEIEH
AW I T @ G W WASRARER: | § g T GAAa: o g8 | Compare the

following stanza quoted by Uttungodaya in his commeniary on the Locana, p. 79 (Kuppu-

- svami Shastri’s edition, Madras, 1944) : sqMqRi&Ta=N @(ﬁ’mﬂ: ﬁr‘o‘?rsﬁﬁlmaﬂhﬁﬂ‘lm-
e (2 eAE:), gt ARy wtvea A | e sEgRaty, R deeReERe @,
ﬁiﬁmaﬁmrﬁﬁarﬁam Il Compare also the following two stanzas (of Bhatta Nayaka ?)
cited by Hemacandra in his Kdvyanusdsana (Bombay edition, 1964), pp. 96-97 : Wﬁl”“

A@AT A= agAfBaRT 1 AREEEGE AT WeIrAISEA, dd: | WwiEATey waisfa wﬁi
o R 71 agimaeae sl Rifewe



8 SOME ASPECTS OF THE RASA THEORY

sadhdranikaranain two directons: (1) mental identification (tanmayibhavana
or hrdayasamvdda of the sensitive, cultured readers and spectators (sahrdaya)
with the characters and their emotions as depicted in poetry and drama,
through the employment of appropriate style marked by suitable literary
excellences (guna) and figures of speech (alankira);® (2) Sharing of an
aesthetic experience by a reader or spectator along with several other fellow
readers or spectators. The consciousness that several other people are having
the same aesthetic experience heightens the intensity of that. experience.l!

In chapter 6, pp. 288-289, Bharata says that rasa is called rasa because
it is capable of being relished (@svddya), and then he gives an illustration to
show how rasa is relished. He says that rase is relished by cultured and
sensitive spectators in the same way as dainty dishes are relished by connoisse-
urs of food and that this relishment of rasa gives them joy and satisfaction.!?
Here Bharata uses the word bhufijandh in the case of connoisseurs alone, but
itis clear that he intends it to be understood in the case of sensitive and cultured
spectators also.!® The implicit use of the word bhunjandh by Bharata in the
context of rasa-experience must have inspired Bhatta Nayaka to regard
bhojakatva (or bhogikarana) as a function of poetic expression, along with
abhidhd and sddhdranikarana (bhdvand). On pp. 188-189 of the Locana
(edition of Dhvanydloka with Locana published in the Kashi Sanskrit Series,
Varanasi, 1940), Abhinavagupta also accepts the idea underlying bhogikarana,
not as a function of poetic expression, but as the result of the revelation (or
suggestion) of aesthetic experience due to the .sugge"stive power of poetic
expression.lt His contention is that bhoga (relishment of rasa) is not the direct
outcome of poetic expression and that consequently it cannot be regarded as
a function belonging to poetic expression.’® According to him bhoga is a
synonym of asvada (delectation), and consists in therevelation of the essentially

10. Locana, p. 188 : WIAHeaN SGRIGIUTSTRIRTGIAFY AGTRRT fadeq Faa | R ToaTi)

The employment of appropriate style enables the sensitive reader or spectator to identify
himself with the characters and situations depicted in a poem or drfama and enables him to
share their emotions, The words gr¥J1Ha" and EJIYAIR are frequently used by Abhinava-
gupta in the Locana and Abhinavabhdrct? in the context of resa-experience.

11. Abhinavabhdrati on Ndtyasdastra VI, Vol. I, p- 279 : [ TF Hﬁﬂm}ﬁlﬁﬁlq wEEAar @
HiiqR: Gadt e, SATRAEMREigaTal TR -

12. SEE—I@ 3 & 9 | S<AY, MEAAN | FIMEAIS @2 | q & AASATTIIRY A~
A cEIATEARIRa gee: ge: guidiaiRTesta, qur AmmETEEe i, FFERAIYA,
(qrﬁmmanw@ﬁa gaqq: ﬁaﬁif: s E‘Sﬁifﬁ SERT=S{~d | The two stanzas 32 and 33 on p.

290 merely repeat in metrical form the idea expressed in the prose passage cited just now,
13. Thus he mcans to say : EATRRTIEM, ATAT: GAAT: JeTHl: QI MNTATEAl |
14. Locana, p.188: ARRREAR Feaed Eiaud: Eqﬁﬁaal
15. Locana, p.189 : VRIS 7 weaasad A7, Al g FAAg-IEFzaIREgRe sremmEia
o R REER AR #3e SAW, EATEIR U7 g ded AaE,

W EaEa aragy ! .
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delightful nature of the soul immediately after the removal of the shroud of
the-dense infatuation (enveloping the soul), by the artistic portrayal of an
emotional situation by a poet.

In the passage from the Natyasdastra cited in note 12 and explaining how
rasa is relished, Bharata says that cultured, sensitive readers obtain delight,
- ete. (harsddin). According to Abhinavagupta, who holds the view that all
rasas, without exception, are delightful, the word ddi in harsadin does not
stand for $oka (sorrow), bhaya (fear), jugupsa (disgust) etc., but for moral
~and intellectual enlightenment, cleverness in worldly matters, etc.’® In

addition to this view of Abhinavagupta regarding the uniformly and invariably
delightful nature of all rasas-(kevaldnandavada), there is another view
(called vibhajyavida, propounded by Ramcandra and Gunacandra in the
Ndtyadarpana, according to which some rasas ($rngdra, hdsya, vire, adbhuta,
“and édnta) are of.a delightful nature, while other rasas (karuna, bhaydnaka,
raudra and bibhatsa) are of a painful nature.l” It is quite possible that Bharata
believed in vibhajyavida. This is shown by what he says in Natyasastra 27.55,
about the different mental reactions of a cultured spectator to the various
_ emotions depicted in a drama.l® Thus the seeds of both kewvalanandavada and
vibhajyavdda can be found in Bharata’s phrase harsidin, depending on how
the word ddi is interpreted

In Ndtyasdstra VI, pp. 288-289 Bharata uses the word sumanasah to qual-

ify connoisseurs (purusah) and spectators (preksakdh) while comparing the
gustatory enjoyment of culinary preparations with aesthetic enjoyment of
emotional situations. The phrase sumanasah preksakdh is used here in the
sense of cultured, responsive and sensitive spectators, and it is clearly a fore-
runner of the sahrdaya frequently used in the Dhwvanyaloke by Ananda-
vardhana and in the Locana by Abhinavagupta. The word sahrdaya is found
used in Vamana’s Kavyilankdarasutravrttild, 1. 2.21, stanza 2, in the sense in
which it .is used by Anandavardhana, Abhinavagupta and later writers.
 Abhinavagupta explains the word in Locana, I, p. 38, as follows : ‘‘sensitive
readers are people who have the capacity of identifying with matter under
description’in poetry because the mirror of their heart has become clean (or
polished) due to their repeated reading and contemplation of poetry .20 In the
introductory stanza at the commencement of the Locana, Abhinavagupta says

16. Abhinavabhirati Vol I. p. 289 : SIS TAREIRARETARNTY, AERESET "8

 Cofeaedn ERAS GUE: 01 @ q A g | @A R edEEe WE 9 QEkwed
p.282 ; gAY ATEEAGT QT FRAAT Ly p. 292 : HEAAY  GAGTNT A-THAY, AEIA | =t
F grEgl |

11. Natyaderpaga III (pp.141-142, : Baroda edition, 1959). :

18. gD JHAAR WH WFGIY 71 377 @A @ A2 dwE: WA |

19. IRy @ & qrx ¥ TN GeTgeRaET WE: RS T |

20. It FARieTENg AEdhE agER AiaaEqi el @ EeRIdaRIS: GEA |

* Cf. Dhvanydloka, p. 359, line 6 : QTHIZ (@A T G&IIEH |
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that the essence of poetry is the presence of creative imagination in the poet
and of sensitive responsiveness in the cultured reader.2! Sensitive readers
and critics are indispensable for the proper evaluation of poetry. Even good
poetry is wasted on incompetent readers and critics, and even ordinary poetry
becomes exalted when it is evaluated by competent and sensitive critics.??

While speaking of vdcika abhinaya which is concerned with the recitation
of speeches assigned to' various characters in a drama with appropriate
intonation and modulation of the voice, in chapter 16, Bharata deals
with three important topics in poetics having a vital bearing on rasa. These
topics are: (1) the ten literary qualities or excellences ( gunas), (2) the ten
blemishes (dosas) and (3) the four stylistic figures (alatikdras) namely
upamd (simile), dipaka (zeugma), riipaka (metaphor) and yamaekae (rhyme).
The gunas, dosas and alankdras belong in the first instance to the words used
in a drama and to the senses conveyed by them. But in the last instance they
have the effect of augmenting or spoiling the beauty of the portrayal of -
emotions in a drama. Though the number and nature of the gunas, dosas and
alankdras have undergone considerable modifications in their treatment by
later writers on poetics, still their vital bearing on the portrayal of emo-
tional situations in poetry and drama is unanimously recognised by all. The
connection between poetry and drama on the one hand and the presence of
gunas and absence of dosas on the other is invariable and vital .The connection
between poetry and alankdras is, however, not vital and invariable.2? But, as

9], EEAARI HA@eaare Fead | o ,

92, Locana, IL. p. 260 . g (=§ﬁﬁ%:) e F1eAg g TS WEd | qY U8 TREHATIAN
FIETTRATRRAE, G AT | : : : :

23. Vamana, Kavydlankdrasiitre, II11.1-3: FISIAIAL: FAR T o | AR RERATCTSHI: |
Lﬁ (=z_‘l¢l[:) f=1: | Vamana implies by sutra No. 3, that alankdras are anitya, i.e.,
dispensable and variable attributes of poetry. Compare Dhvanydloke II, 6 : quINTSFETS ‘
Isad o FH: | AFIFHATASF: 7= FFREAN; Sahityadarpana, X. 1:
e SR ] T4l PR | AR SHHRERSIRIRE I; Kavyeprekdsa, VIIL
66 : A CEEAIEAL 9 WY TARHA: | AR EqUEOAGTR M2 \; Sahityadarpan,
VIIL 1 eEfEaee gdl: Saie @ qor anEAsisy seg g/ Pan Kavwe
prakasa VIIL 67 : ST § -4 AsERe SNgRA|l ERIRTESHTESTARFAT: || The

employment of alanicdras, though not indispensable, is quite common in poetry. Compare
Dhvanydloka, TIL. p. 507 : AAGTRERT AFTHFAATING AR AIFL FoA G4
mq; on which Abhinavagupta says: %%Ql'aﬂ Feg WA | Dhvarydloka I. p. &7:
RfErRraaEEATIIEER: Fead § @ : qrya:, which is explained by Abhinavagupta
(pp. 87-88) as : [ARN quRREISERETAT &R Far TR IR WA T q9FHA I, TG
ﬂgﬂﬁﬁ'ﬁﬂmw?&' \; Dhvanydaloka, I. p. 45 : aﬁo-ehﬁaqﬁ%smsw FIE, on which
Abhinavagupta says : sfsamsad gvnéwrngz{ E| Vamana, Kdvydalankdrasitravrtti
L1-1 says: FEATEAST QMSEREEEAN: TR AT 1; Bhoja, Sarasvatikanihibharana
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Mammata says, poetry is by and large adorned with figures of style
- and only occasionally marked by their absence. Even Anandavardhana
and Abhinavagupta—the chief exponents of the rasa-dhvani doctrine—
recognise the importance of figures of style in poetry, as is clear from
their express statements in this behalf and from the pains they take
for laying down rules for the judicious employment of figures of style
in a way congenial to the portrayal of emotional situations.! It is clear
that Bharata anticipated later writers in the matter of literary excellences,
literary blemishes and literary tropes. He does not however anywhere
precisely state the relation between rasa on the one hand and the gunas, dosas
and alankdras on the other hand. Vamana was the first writer on poetics who
tried to define the nature and role of the gunas and alankdras in poetry and
said that riti (style) consisting in the presence of literary excellences is the
soul of poetry, that the gunas are intrinsic, invariable and indispensable attri-
butes (nitya-dharma) of poetry and that the alankdras are extrinsic, and
dispensable properties (anitya dharma) of poetry.?’ Dandin also said that the
ten gunas are the life-breath (prdna) of the vaidarbha mdrga (i.e. vai-
darbhi riti) .26 It was Anandavardhana and Abhinavagupta who first ever defi-
ned the relation of the gunas and alankaras to.the suggested emotional
content (rasa) in poetry and formulated a philosophy of literary excellences,
blemishes and adornments.?” Bharata’s Ndatyaédastra does not contain any hints
of this subsequently leveloped philosophy.

1.2 says: ﬁi’lﬂ quied, F1 m?{amn Mammata follows Bhoja in describing poetry
as : TR TR @YUEHSBA G @M, Kavyaprakdsa I-4 ab), and then says HIT R
qag A€ . qq Gﬁﬂ mﬁﬁ, T § TEEOFRERSH T FSIFMM: | We find Jayadeva

(Candrdloka, I. 8) insisting on the invariable presence of alatikdras in poetry, with a hit
very probably against Mammata : SEFIG T: Fed g (AiaaEdt | o 7 = FTHIY

WQWWN According to Jayadeva alatikdras, are an intrinsic and indispensable
attribute of poetry, as heat is of fire. .

24, Dhvanydloka, II. 18-20, pp. 223-234.
25. See the first quotation under Note 23. Kdvydlankarsitra, I. 1. 6-8 : Qi & |
- fafirmager f: | R Qo -

96. Kavyddare, T 42 . 3f Sauiamver (=3gval: &Q:) s Ta0 gon: &9 |

27. Dhvanydloka, I 6 : TSRS ISR 3 IO THAT: | AFIHAIASFR A-To4(: FEHIREL;
Locana, I1. p. 204 : HSHGSARIER ASF ean-ad:, I ao1 Rge, o i
0 | QSHERSITETC T QR SraE T Gl g | @ T oI W@ (=S )
Jq99: | See also Locuna IL pp. 197-198 : Qﬁgﬁ VfI-SwEn Aty ard N%\ﬁ Wa, Fufy
1 (=TT a) R aew 9 RvdhemmAREiag, i Tge: == @

s (7 g T w:) | FEERRd i ahueatitn Jat: s @ qufmdie-

FATTEE STSRAR | U S TEIK eSgRaR A Wi, rowEe srERl AR
FIFHIGY grEAaE Wi, HSFIE AR 7 B ke i ey, 3 Fega: s
0 HEH:, T HOFA: §RA AR : :
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One of the common topics discussed in later works on poetics is the bene-
fits aceruing to poets and readers from the composition of poetry and its
contemplation respectively (kdvyaprayojana). One of the benefits accruing to
the readers is mental delight or satisfaction (priti) and another is intellectual
and moral enlightenment (vyutpddana or upadesa). In Natyasastra I. 106-117,
Bharata deals with the role of drama as a means of people’s entertainment
and education. There he- uses the phrases hitopadesajanana, sarvopadesa-
janana, lokopadesajanana, visrantijanana and buddhivivardhana, to convey
the recreative and educative functions of dramatic poetry. These phrases
anticipate the ideas of later writers on poetics, (such as Bhamaha, Rudrata,
Anandavardhana, Abhinavagupta, Mammata and Vi$§vanatha) on this twofold
role of poetry in general. According to Anandavardhana (Dhvanyaloka III,
p. 398), drama is intended by Bharata to be a potent means of imparting moral
instruction to people.28 The phrase Visrdntijanana used by Bharata in the
sense of relief from mental worries and tensions, must have undoubtedly, .
inspired Bhatta Nayaka and Abhinavagupta in giving a new dimension to the
recreative role of poetry and in putting forward the idea of svasamvid-
vi§rdnti-repose in the essentially blissful nature of the. soul.?® The phrase
buddhivivardhana in Bharata is perhaps at the root of the idea of enlighten-
ment in dharma, artha, kdma, moksa and secular arts of which Bhimaha"
speaks in his Kdvydlanikdrae,3® and the idea of the training and sharpening.
of the critical faculty of readers of which Abhinavagupta, speaks in the .
Locana.’! .

It will be seen from the points discussed above that Bharata’s Néatya-
$dstra anticipates in quite a few respects the concepts germane to the
doctrine of rasa experience as elaborately developed and cogently presented
in later works on poetics. Bharata was undoubtedly acquainted with various
important matters connected with the doctrone of rasa experience, but he made
only a casual or passing reference to them and did not undertake a detailed -
discussion on them, as he thought that such a discussion would ,involve him

in digression from the main purpose of his work, namely the theory and
practice of dramaturgy (natya).

28, TEARMRIRT & AT Prgsiady o ghfrearan
29. See Locana, I p. 183 : T @ 0@ qT maﬁéﬁwaﬁgmﬁmamﬁﬁéﬁr-

farfegqesegon: QUFEIRAIEGEH: | This forms part of Bhatta Nayaka’s view regarding the nature
of rasdsvada, which does not differ from that of Abhinavagupta. See Locana, p. 190, lines

2-3.
30. Kavydlaikdra, 1.2 : SHIGERARY 9670 Fo1g 71 -
31. Locana, IL p. 190 : %41 Treen o &f Sowmfrfe tmr%mﬂr@srﬁmﬁwm °3"1ﬁﬂ

=y wf (F1e9) |



Sankuka—A Defence

R. B. PATANKAR

As all know, a statement of $ri Sankuka’s theory has not come down to
us in his own words. We have to depend entirely on the brief versions which
appear in Abhinava or Mammata or Hemacandra. One point should be
clear from this; these three critics must have taken Sankuka’s theory seriously;
otherwise they would not have given it the space they have in their writings;
nor would have Bhatta Tauta thought it worth his while to attempt its
detailed refutation.

Our first task is to re-construct Sankuka’s theory with the help of the
- points we get in these different versions. We must also keep in mind that these
critics must have had before them not only the views of Sankuka alone, but
also those of his followers; it is not unlikely that in the course of their
discussion’ with their critics the Sankukaites changed Sankuka’s original
position, some of them even misrepresenting it in places. We must further
remember that following the Sanskritist convention Bhatta Tauta must have
considered all the pgssible interpretations of Sankuka’s position including
those which to us look improbable. Threading our way through all this is
‘indeed a difficult task. We shall be guided in our inquiry by the following
assumption : Sankuka was a sophisticated theoretician capable of building up
“a self-consistent theory which can stand critical scrutiny if considered sympa-
~thetically. The last clause is necessary because Sankuka’s theoryis likely to
prove to be a viable alternative to the theories of Bhatta Nayaka and Abhi-
" navagupta; the latter are so powerful that it requires special efforts on the
.part'of a researcher to break their spell and consider the earlier theories
afresh. The use of some modern speculative instruments will help us do this.

Sankuka’s theory will have to be scrutinised first as expressed in a
statement which follows his attempted refutation of Lollata, and later in the
context of Tauta’s attack on Sankuka. Let us consider it in that order.

(A) The sthayi which originally belongs to chief characters like Rama,
when imitated, is known by the transformed name as rasa, its character of
being an imitation warranting the transformation of the name. The sthiyi is
‘perceived as belonging to the actor through the process of inference by arti-
ficial tokens, which do not look artificial.l .

1. ceagRiRRTE): s SO amﬁawﬁ@aﬁf&a Romawa: s T
WA JERHIIGEIITEIET STRURTART ¥ AWFae0 s9qR% @: | (All quotations,

unless otherwise mentioned, are from Professor R. P.Kangle's Edition of the VI and VII
chapters of Natyasdstra, with Abhinavabhdrati; the Edition was published by Maharashtra
Sahithya Sanskriti Mandal, Bombay 32, in 1973. The present quotation is on pp. 129-30.)
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One observation may be made here. The two processes of ‘imitation’ and’
‘inference’ are to be taken as synchronous and inter-related processes. If
only one of the two were present rasa would not be produced. For example,
if the James-Lange theory of emotion is correct, having a particular emotion-
behaviour-pattern will induce in a person the relevant emotion. Saftkuka will
not call this induced emotion rasa, because the emotion-behaviour-pattern is
real and not artificial. Originally an emotion and the accompanying behaviour
-pattern are two parts of ‘one whole. But later on they can be separated, in
thought and also in fact. For example, one may be very angry and yet may
show no external signs of it. Again, one may produce all the external signs of
anger and have no emotion of anger at all. As one grows in years one devel-
ops a control over the two aspects so well that either of the two aspects
can be activated or suppressed at will. This opens the road to deception,
hypocrisy, etc. on the one hand, and to play-acting on the other. There is
obviously a difference between an imposter and an actor. The difference does ‘
not consist only in the presence and absence of the motive to deceive. It
consists. mainly in the difference between the responses expected of the
spectators. People are, at least sometimes, deceived by an imposter; but
they are not deceived by what the actor says or does. Just as the actor is
not an imposter, he is also not a man who by producing emotion-behaviour -
produces in himself a real emotion. The emotion-behaviour that Sankuka
appears to have in mind is the one that is acquired through learning;
according to him it is artificial, not real, although its artificiality is not
noticed by the spectator. The details mentioned about the artificial vibhdvas
etc. indicate that Sankuka is writing for an audience that is well acquainted
with the concept of ‘play-acting’. .

The next relevant question is how to give a logical account of ‘play-
acting’, particularly of the experience of seeing a play, in terms of the
nature of this kind of seeing and also in terms of the object of this seeing.
The first tentative position that Sankuka takes is that seeing a play is seeing
of the non-real, in other words, a false perception. The real sthay? belonging
to the original character is replaced by an imitated, de-realized sthay?,
located in the actor; but this false perception does not destroy its causal
efficacy (artha-kriydpi mithya-jidndd drsta). '

But he shifts his position soon afterwards, most probably because he has
undertaken a closer scrutiny of the ontological and epistemological aspects -of
the concept of ‘play-acting’, which involves a special relationship between
the actor and the character. If it were seeing the actor as the actor, or Rama
as Rama the situation would have presented no problems, for there would not
have been anything more than veridical perception. But the situation is very
complicated." :

We do not perceive that the actor here is happy [Rama] (na cdtranartaka
eva sukhiti pratipattih); we do not perceive that the actor himself is Rama
(nipyayameva Rdma iti), nor again that the actor is not happy [Rama] (na
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vcdpyayam na sukhiti), nor is there a doubt whether the actor is Réama
(népi Rima sydd vd ne vdyamiti), nor is the actor seen to resemble Rama
(na capi tatsadrsa it1); we perceive that this actor is the happy Rdma (kintu
yah sukhi Ramah asdvayamiti pratitirasti).

The perception relevant in drama is different from the four known varie-
ties of perception enumerated by the Sanskritists : veridical perception, false
perception, perception of resemblance, doubtful perception. It is here that the
concept of citraturaga-pratiti is introduced by Sankukaites.?

The most important question here is how to interpret citra-turaga-pratiti.
What sort of ‘seeing’ is it-? We shall make use of some modern conceptual
tools and compare this ‘seeing’ with some other sorts of ‘seeing’. (a) Some-
body points to a tree and says ‘That tree is green’ or ‘That is a mango tree. ’
In this context various questions become relevant, e. g. ‘Where is it? How
old is it 2 What price do the mangoes fetch nowadays ? Where do you propose
to sell the fruit this season ? Could you letyme have one mango ?’ (b) Isay ‘I
saw a mango tree in my dream yesterday. It was near the compound wall. It
looked very old. The man who was with me told me that I would get a good
price for the fruit’. These statements regarding the location of the tree do
not puzzle us because we have learnt to take them to refer to the dream-space
and dream-time. If we have acquired the concept of dreaming we also know
that the following questions have no application: ‘If we go to the compound
wall after breakfast, will you please show me the tree? I didn’t see any
" tree last evening; did it suddenly come into existence during the night?
.- What price will these mangoes fetch today ? Can I have one mango ?’ They
 have no application because there is no continuity between the dream world

and the commonly shared real world. (¢) I look into a mirror and see my
face in it against the background of some pieces of furniture. Where are
my face and the furniture that I see there, located ? If we have formed the
concepts relevant to the situation of looking into a mirror, we shall answer
“In the mirror-space, of course’. In the course of forming these concepts we
- shall also have learnt not to confuse mirror-space with the surface of the
mirror. The former is not continuous with our space, but the latter is. (d) Now
suppose we are looking at a painting. We could say that we see a framed
piece of canvas with pigments spread over it; but instead we say, ‘we see a
horse standing some distance away from a mango tree, a long way from the
village; it is latish afternoon, the shadows of things are lengthening’. That all

2. As Mammata puts it : w{hmdimmﬂ%ﬂﬁ frega ﬁﬂ@m&ﬂ Tsaffa St
’ ﬂ[@ 21 Vamanacarya Jhalakikar in his commentary .explains this with the help of a
quotation from Kdvyaprakdsadarpana : 990 oMt rﬂ'ﬂ@&f Wﬁm gﬂﬁsqﬁﬁ
gRpER o TAsaffd sfower gMW 9@ §2 SfWAAR ) Jhalakikar himself calls this

o 1- T S O TR ARIEERA S AW QI | 37 F THATR: € G

2P ﬂgﬁﬂ qmaﬁq q @A (Kdvyaprakdse of Mammata repr. from the Fifth Edition,
Bhandarkar Oriental Research Institute, Poona, 1955, pp. 88-89.)
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these things are spatially and temporally inter-related in certain ways is clear;
but they are so inter-related in the picture-space and picture-time which are
not continuous with ‘our’ space and time. Answers to the questions ‘What are
you looking at ?’, ‘What do you see there?’ will vary from one conceptual
context to another. ‘I see a painted piece of canvas’, ‘I see a horse’, ‘I see a
pictorial representation of a horse’, ‘I see an Impressionist painting’,—all
these are correct answers in their appropriate conceptual contexts. The point
“to remember is that one must not mix up contexts and end up with a feeling of
philosophical puzzlement.

Our relation with the objects in the picture-world appears to be peculiar.
It appears that there is a limited, one-way causal relation between these
objects and us. Suppose we are looking at the picture of a holy man. Whatever
we may do, it is logically impossible for us to affect the holy man. We can at
best bring about changes in the canvas and the pigments. But,- on the .
other hand, it seems, the holy man in the picture can affect us, although in a’
limited way; e. g. he can create in us the attitude of respect. But, of course,
he cannot come out of the picture-world and hit us on the head.

One more point to remember is that within a certain conceptiial framework -
there is nothing odd about looking at a painting, say, that of a man, and attri-
buting human qualities, values, emotions to what we see. We refer to ‘the
sad face of the man...” A face in a picture may be called sad if it saddens the
spectator. But sometimes we locate the sadness in the painting itself. Suppose
it is the picture of a sad refugee who Las lost everythjng' in the world. We then
refer to the ‘sad face of the refugee’. The sadness of the refugee is now seen
‘expressed’ in the picture, is taken as an attribute of the face i the picture,
which, under another description, i. e. in another conceptual framework,
is only a configuration of pigments and nothing more. '

(e) Now finally, let us analyse ‘seeing a play’. Here the situation becomes
complicated because the actor and the character appear to be on the same
ontological plane, which they share in common with the spectators as well. -
Actor Caitra plays the role of the character Rama, and the spectator sees this
take place. All the three are human beings, and one is likely to take them as
interacting substances. The confusion which would not arise if Caitra, a
human being, were replaced by a configuration of pigments, now is likely to
arise, if we lose grip over the concept of play-acting and the corresponding
concept of seeing a play. While looking at a painting we can legitimately say
(i) ‘we see a piece of canvas with pigments spread over it’; (ii) ‘we see a horse’.
We know that the horse in the painting does not have the same ontological
status as the painted canvas, an actual physical object, has. To see the
horse in the painting as animated by life impulses, ete. is a special variety of
‘seeing’. But we do not equally readily realise that an identical situation
exists when we see a play being enacted on the stage. Actor Caitra has an
ontological status, which is similar to that of the spectator; they belong to
one Space-Time context; they can be related as two actually existing inter-
acting substances. But a fictional character like Carudatta of Mrcchakatika
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‘cannot interact in a similar way with Caitra or the spectator; Carudatta does
" not belong to the Space-Time context to which Caitraand the spectator belong.
However, when we see a play, we do not say that we see Caitra; we say
that we see Carudatta. Butwe cannot see Carudatta in the same sense in
which we can see Caitra, because of the ontological difficulty mentioned
above. We can circumvent this difficulty only by changing the conceptual
context. In this new context, we can see Caitra as Carudatta, Caitra repre-
senting Carudatta, playing the role of Carudatta or imitating Carudatta.
Caitra can play this role only on the condition that he temporarily suppresses
his independent ontological status to lend it to Carudatta. Carudatta and
Caitra cannot co-exist as beings with equal ontological status. If the spectator
forgets this, he is likely to develop a logical squint and see double, see
Carudatta and Caitra as co-existing, having real, individual emotions and
other experiences. Actually the spectator sees Caitra speaking, gesticulating,
laughing, shedding tears; but as Caitra has lent his ontological status tempo-
rarily to Carudatta, the spectator ‘sees’ Carudatta, (not in the straightforward
sense of ‘seeing’ a physical object, but in the special sense in which we ‘see’
the horse in the painting.) Gesticulation, shedding of the tears is actully done
-by Caitra; this can be verified. But in accordance with the rules of projection
in force in the context of ‘play-acting’, Carudatta is taken to do all this and
through it express emotions, etc. Conceptual confusion arises if we forget
that Caitra has temporarily lent his ontological status to Carudatta, and take
the actions, etc. to be those of Carudatta expressing Carudatta’s emotions. In
that case there will be two sets of actions and emotions, those of Caitra and
‘those of Carudatta. This confusion arises because Carudatta and Caitra are .
“conceived as human beings capable of having their own separate emotional
experiences: This possibility does not exist in citraturagapratiti, because a
configuration of colours is not capable of having emotional experiences. Here
the ontological self-sacrifice on the part of the colour-configuration is so
complete, that the question of there being two emotions does not arise. The
citraturagapratiti is expected to help us interpret correctly ‘seeing a play
‘being enacted’. Let us look at the diagrams below.
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Diagram 1

Configuration of pigments

Possesses ontological status as
configuration of pigments only

As such is incapable of experiencing
emotions like fear. ’

A terrified Horse

Possesses ontologicol status as a
Horse o

As such is capable of experiencing
emotions like fear.

A terrified
Horse in a
Painting

Configuration of pigments which has
temporarily suppressed iis ontological
status and lent it to a horse which
here does not possess ontological
status of its own. The spectator now
can ignore the pigments’ incapacity to
experience emotions and ‘see’ the
_emotions as belonging to the ‘horse’

in the painting.

Diagram 2 - .

Actor Caitra
Actual human being

Possesses ontological status as a
human being

Capable of experiencing emotions
such as fear; capable of perceiving,
etc.

At the time of play-acting Caitra’s
ontological status as Caitra is
suppressed and temporarily lent to
Rama or Carudatta. Caitra’s capacity
to experience emotions, to perceive,
etc. is temporarily transferred to
Réma or Carudatta. Although Caitra

Character Rérha or Carudatta.
Actual/Fictional human being

If actual, possesses ohtolog_ical status -
as a human being ,

If fictional, does not possess ontolo-
gical status as a human being.

If actual, capable of experiencing real
emotions such as fear. ’

If fictional, incapable of feeling real
emotions such as fear.

A special feature of the play-acting
situation is that a character like
Rama, with his own ontological

status, his own position in Space and_
Time is not and cannot actually
remain present on the stage. _
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-retains these capacities in some ways
they are, according to the rules of the
concept ‘seeing a play’, to be ignored;
e. g. Caitra as Caitra knows that the
crown he wears is not made of gold;
the Ravana he ‘kills’ is not really

-there and is not really killed. But
Caitra is not supposed to act on what
he knows as Caitra; he is expected to

~act on what he knows as Rama or
Carudatta.

If he feels any emotions as Caitra,
they are to be ignored. -

His ontolog‘ical status being
temporarily suppressed, his actions,
emotions, etc. are ascribed to Radma
oor Carudatta. :

- This is inevyitable because play-acting
is logically based on the temporary
suppression of the agtor’s existence/
actuality and its temporary projec-
tion on to the character.

With the help of the above two diagrams we can pose the problems again.
. What does the spectator see ? What variety of seeing is this ? What does he
make of the relation between Caitra and Rama ? If ‘seeing an actual physical
object’ is called ‘seeing,’, the spectator cannot be said to be concerned with
‘seeing,’ Caitra, for he is not interested in Caitra as an actual individual,
nor to be ‘seeing;’ Rama, for the latter does not have the necessary Space—
-Time location in order that ‘seeing;’ may become possible for the spectator
" in the theatre. The possibility of ‘seeing;’ Carudatta just cannot arise because
heis fictional. That the spectator sees someone cannot however be denied.
The only alternative that remains to be considered is that of ‘seeing Caitra
as Rama’. This may be called ‘seeing,’ to distinguish it from ‘seeing,’ Caitra
as Caitra, or Rama as Rama. The spectator does not say that he ‘sees; Caitra
-as happy/happy Rdma’; nor does he ‘see; that Caitra himself is Rama’, nor
again does he ‘see; that Caitra is not happy Rama’; he does not also say
that ‘he sees, Caitra and Rama as resembling each other’; he isnot in doubt
whether he sees; Rama. Seeing; is not involved at all. The spectator just
takes Caitra as the happy Rama. The perception relevant here is not of
the variety of ‘seeing;’ but that of ‘seeing,’, the only variety of seeing that
“is in accordance with the rules of the concepts of ‘play-acting’/‘seeing a
. play’.

The sthdyi of the character is made the object of the experierice of the
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spectator through acting, and not through words.? Rasa thus is sthdy? repre-
sented by means of acting (and not denoted by words).* As the sthiy? of the
character is made the object of experience by logical tokens which, as pres-
ented not by the character himself, but by the actor by means of artificial
tokens, it is the case of ‘seeing,’ the sthayi aslocated in the actor when hé is in
the process of acting. But, as we have seen earlier, the actor as a particular
actual man, following the particular profession of acting, is not the object
of perception. The actor, as playing the role of Rama, and only during the
time he is playing that role, and in that capacity, functioning, as it were, like
the carrier of Rama's emotion, is the object of our perception.

(B) We shall now turn to the second stage in Sankuka’s statement of his
position, which appears while he is under attack from his critics, parti-
cularly from Abhinava’s teacher (upddhydayah), Bhatta Tauta. If rasae is said
to be the imitation of sthdy?, the objector asks, to whom does it appear in |
that form : (a) to the spectator, or (b) to the actor, or (c) to the wise ‘inter-
preter who distinguishes between reality and appearance, or (d) to Bharata ?
Let us follow the polemic step by step. Some of the answers are recorded in
the text as actually given by the Sankukites; and the others may be taken as
answers supplied by modern Sankukaltes

Objection 1. Things perceivable by one sense can alone be regarded as
imitating each other. The actually perceived drinking of one liquid can be
taken to be an imitation of the perceived drinking of another liquid. But how
can something accessible to one sense imitate something not available to that
sense ? How can rati which belongs to the realm of the mind and’is accessible
to the mind alone, be imitated by bodily gestures, etc. which are. accessible
to physical senses alone ?

Reply : One fails to see how this objection applies to Sankuka’s theory
at all, because he has not maintained that the actor S gestures;ete. imitate
any mental states.

Objection 2. Only if one has experienced the original, can one recognise
its imitation. But nobody has had a prior experience of Rama’s rati. How can
therefore anyone claim that something is the imitation of Rama’s rati, or that
the actor is imitating Rama ?

Reply : If Ramayana is regarded as history, and not as an epic poem
which deals only with a fictional world, one does not see how this objection
can be raised. No living person today can claim that he has seen Sivaji or

3. IF: @A T el AR A A3 | SETEARRRIRTET aEEE N | R, P. Kan-~
gle, op. cit. p. 130.

4. TOATFORASTIOATIART T AN SRS @: | Ibid, .
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Akbar. But cannot people say that these two kings existed and had particular
characteristics, basing their claim to this knowledge on the evidence obtained
from contemporary documents ? If Rimdyana is taken as history, we can get
enough evidence in it regarding Rdma’s appearance, his actions, etc. And if
we possess enough factual knowledge about Rama, why are we not competent
to judge whether the actor is imitating Rama ? The objection can be regarded
as valid only with regard to fictional characters. This can be met by pointing
out that here the original to be imitated consists of what the poet has given
us in his text. The poet gives us information about how the fictional character
he has created looks, speaks, behaves. The actor can be said to imitate him if
he follows the poet’s description closely.

(What is to be done if the Actors or Directors interpret in different ways
the characters created by the poet is a further problem, but it does not fall
" within the scope of this paper.) If the objection is about the previous percep-
-tion of Rama’s rati, something mental, and therefore accessible only to Rama,
 this objection will rule out all mutual understanding among men—and that is

~ an untenable position.

Objection 3. This can be validly raised only if objection 2 is sustained.
Let us assume for discussion’s sake that it is sustained. Ifit is granted that
the rati aroused in the Actor cannot be regarded as the imitation of the
~ original character’s rati, someone may suggest that the rati aroused in the
Actor be itself regarded as imitated rati. The objector will point out that
‘much depends on the form in which it appears. It may be said by Sanku-
Kaites that rati appears in the Actor in the same form in which it appears in
‘common people through the relevant causes, ete.5 If Sankukaites take this
position it will indicate that they have replaced the theory of ‘imitation of
the emotion of a particular character like Rdma’ by ‘imitation of the emotion
. .of people in general’. This shift from the particular to the general is signi-

ficant.. It partly anticipates the ‘later “emphasis on generality (sddhdranya)
in Sanskrit poetics. Secondly, this shift is very natural because a move
towards generality becomes unavoidable at some stage or the other in the
argument. For even if we know plenty of details regarding even a historical
~ character, we do not, and cannot, know all; whatever we know has to be
supplemented by what we know about people in general. Recourse to the
latter is necessary to a greater extent in the case of fictional characters.
It will be objected that, in that case, (i e. if the Sankukaites have really
given the above answer), real rati and not its imitation will be produced.
The Sankukaites might point out that a difference will still be there. For
in the case of the men whose emotions are imitated the vibhawvas, etc. are
real, whereas they are artificial -unreal-in the case of the imitator. This
explanation is necessary to complete and reinforce the earlier Sankukaite

5. A R wR R iR FdEn Fewed wgERen T ff: pRiloice|
qEEead |1 defuaafa: gfawifa ) Ibid, pp 136-37. :
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argument. For at that stage it was not made clear why the rati in the actor;
aroused as rati is commonly aroused, should be called ‘imitated’ rati. It will
now be objected that if the spectator knows that the vibhdvas, ete. in the
case of the imitator, are unreal, how can, with the help of unreal logical
tokens, real rati be experienced/inferred? Smoke and mist resemble each
other; so do fire and red flowers. Although one can legitimately infer
the existence of fire from the existence of smoke, it is not legitimate to
infer the existence of red flowers (which resemble fire) from the existence
of mist (which resembles smoke). In the same way, one cannot legitimately
infer from artificial vibhdvas, etc., which resemble real vibhdvas, etc., the
existence of imitated rati, which resembles real rati.

Reply : The whole attack on Sankuka’s position seems to be baéed on
the non-recognition of the variety of seeing which we have called ‘seeingy’.
The view attributed to Sankuka appears to be as follows : °

Diagram 3
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But if the concept of ‘seeing,’ is accepted Sankuka’s view can be répre-
sented as follows :
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What is presented is the Actor and his imitated vibhdvas, anubhdvas.
Rima is not presented, because, as we saw earlier, he cannot be presented on
the stage, for his reality, as a historical being, has a spatial and temporal
location quite distinct from those of the different theatres and also of the
different troupes of actors performing plays with Rama as a character in
them. The actor has suppressed his ontological status and lent it for the
time being to Rama, who has his own independent ontological status as a
historical human being located elsewhere in Time and Space. Just as the
changes in the mercury column in the thermometer are read as changes in
the temperature of the patient’s body, whatever the actor does or says is
seen as done by Rama. Whatever inferences we draw from them regarding
mental states are taken as inferences regarding the mental states of Rama
and not those of the actor. To say that there are two ratis—one real rati
belonging to Rama and the other rati belonging to the actor, the latter
being the imitation of the former, is to put an extremely clumsy and artificial
construction on what Sankuka could have meant. It goes against the very
concept of play-acting. In the framework of that concept, arousal of any
~emotion in the actor as an actual person is totally irrelevant. What is being
denied here is not the possibility of emotion-arousal in the actor, but only its
relevance to the concept of play-acting. Play-acting can take place whether
there is emotion-arousal in the actor or no. The actor, who has lent his
being to the character, acts and speaks... and we draw inferences about
" the character’s rati. It is, however, not unlikely that some Sankukaites
inadvertently slipped into the false position of assuming the existence of

~ two ratis.

Objection 4. An attempt is now made to show that there are self-
contradictions in the position of Sankuka. Here again one has to admit that
perhaps some Sankukaites actually took some of the positions which are here
criticised. Or perhaps these are the possible interpretations of the Sankuka
~ position that his critics could think of. ’

(a) The Sankukaites might say in defence of the imitation theory : Even
when the actor is not angry, i. e. does not himself experience the emotion of
anger, he looks as if he is angry. The objector might say that this obviously
contradicts the view ascribed earlier to Sankuka that in the actor there is
an arousal of an emotion, which is supposed to imitate the emotion of the
character,

(b) It might be further pointed out by the objector that the resemblance
is confined only to externals like movements of the eye-brows. But, according
to Sankuka’s critics, this does not constitute imitation. (Most probably what
is expected by the objector is imitation of emotion, and not imitation of the

externals.)

Reply :- It is not true that all Sankukaites have admitted the real exist-
ence or the relevance of rati in the actor.
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Objection 5. When the spectator perceives the actor and says ‘he is
Rama’, it should be taken as veridical perception if it is not disproved at a
later stage; if it is so confuted it should be regarded as false perception. And
even in the absence of such a confutation what the spectator gets is false
perception. ’ . v

Reply :- The objector appears to be using only the concepts of - veridical
and false perception. For reasons which he has not stated, he has, towards the
end, placed the perception involved in seeing a play in the category of false -
perception (vdstavena ca vrttena bddhakdnudayepi mithydjAidnameva
sydt). The arguments really fail to sustain the objection. It is wrong to-
operate with only two concepts, those of veridical and false pefception, if
one wants todo justice to the concept of ‘seeing a play’. :

Objection 6. Even when one actor is replaced by another -actor, the
experience is that ‘he is Rama’. In that case it will have to be admitted that
‘Ra@ma’ stands not for an individual but for a class. '

Reply :- This will happen only if we take the dramatic perception to be

veridical (R@ma evayam ayameva Rama iti). -

All this time the objector has been considering the problem from the -
spectator’s angle. Now he will discuss it from the Actor’s angle. The objec-
tions raised here are reminiscent of or complementary to those raised
earlier. ‘

Objection 7. The actor’s experience also is not that he is imitating Rama
or Rama’s mental state. Let us assume that ‘to imitate’ is taken to mean to do
something which is like something else (viz. the original). If the original is
not available to the actor he is incapable of performing the act of imitation— -
for what can he ‘imitate ?’ If ‘to imitate’ is interpreted as following after,
doing something after something else, this is a common enough phenomenon in
the world. Not being an exclusive feature of drama, it cannot be regarded as
the distinguishing characteristic of drama. o o :

If it is said that the actor imitates not the emotion of grief of an ihdivi‘du‘al
but that of the people of a type (uttama-prakrteh sokam), then it is necessary
to ask by what means he does it. Not by his own parallel grief, because he is
not himself experiencing any grief. Not also by shedding tears, because, as
shown earlier, what is accessible to the mind alone cannot be imitated by that
which is available only for sense-perception. The only objects that the actor
can possibly imitate are the effects the sthayi producesin the people of a type.
But in order that this should happen it is necessary to give particularity to
the object of imitation. If the actor tries to achieve particularization by saying
‘l imitate the weeping of anybcdy who weeps in this way’, it will not do,
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because the term ‘anybody’ can also cover the actor himself. And if it is taken
to cover the actor also the concept of imitation will have no application.

Reply : - No separate refutation is called for, as all these objections have
been met earlier.

Objection 8. Bharata has nowhere said that the imitation of sthayi is
rasa.. It is true that he has called Drama the imitation of things in the world
(saptadvipdnukaranamityidi). But this does not lend support to Sankuka;
for it only means that Drama shows the kind of things one sees in the real
world. According to Abhinavagupta, by ‘anukarana’ Bharata means aesthetic
reperception and not imitation or a replica of the world.®

Reply :- Bharata’s statements appear to lend greater support to Sankuka’s
theory of de-ontologized imitation than to the theory of de-ontologized and
‘de-particularised representation. For a changein the ontological status is
necessarily involved in the process of imitaticn, but that of departicularization
s not. ‘

Objection 9. The argument that a configuration of colours reveals a real
bull is not acceptable. It isthe light of a lamp which can reveal it. (The
objector has obviously ‘taken the word ‘reveal’ in its literal sense.) The
colours arranged as the limbs of a bull are arranged in reality, are seen to
resemble a bull; the experience is that of resemblance (which Sankuka has
denied). Further, arrangement of vibhdvas ‘does not resemble an emotion
like rati. ’

Reply :- That there is a partial resemblance between a bull and its
picture is true. This is restricted only to colours and shapes unless the latter
-ate ‘seen,y’ as limbs of a bull. This resemblance between the bull and its

- @ The following is an abridgement of R. Gnoli’'s note on the concept of Imitation :- Bharata
(N.S.1,v, 106 or 107) says that ¢ Drama is the re-telling (anukirtanam) of all the forms
of existence in the three worlds (trailokyasydsya sarvasya natyam bhdvinukirtanam)”
Accorling to A. G.; the words ‘re-telling’ and ‘imitation’ (anukarana, anukdra), used by
Bharata, must be interpreted in the sense of a “‘re-perception sui generis”’ (anuvyavasdya,
onuvyavesayavisesa) and not in the proper sense of anukarane, imitation. This anuvyava-
sdya is “like a direct perception” (pratyaksakalpa, saksdtkdarakalpa). ...

The term eanuvyavasdya is one proper to logic; it defines the activity of the mind which
works on the data furnished by the senses. It is, therefore, the mental re-percepton (anu=
pascdt, afterwards) of the sensible perception....In aesthetics, anuvycvasdya has come to

_mean aesthetic re-perception {without, that is, any association with the concepts of reality
and irreality....and therefore with the limited ‘““I”’, but generalized) of things perceived
in practical life. The expressions anukarana, anukirtana, etc. used by Bharata. ..., observed
A. G, should not be interpreted literally, in the sense, that is, of imitation, i, e., of a
replica of reality, but in the sensc of anuvyavasdya, of aesthetic re-perception of the facts
of practical life. (R. Gnoli: The Aesthetic Experience according to Abhinavegupta,
Roma, 1956, p. 108).
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pictorial representation is of a different kind from the resemblance between
two bulls, say, one big and another small. If s@drsya is restricted to a relation
between two things which share both form and matter in common, the rela-
tion between a bull and its painting cannot be called sddrsya. But if we have
already formed the concept of ‘representation’, we can relate different things
between which there are different degrees of resemblance, including the Zero
degree, (as when we say ‘Phonetic symbols represent sounds’.) -

The objection regarding the arrangement of vibhdvas resembling or
imitating sthdyi can only be met by showing that Sankuka has not held that
the physical resembles or imitates the mental. If the objection is about infer-
ring the mental states of characters from the physmal actions -of the actors,
it can be pointed out that it is part of the concept of ‘seeing,’, where we see
one thing as another, the actor as the character. Emotion-behaviour does
not imitate an emotion. In ordinary life such a token seen in a particular
person is taken as evidence for inferring the existence of an emotion in.the
same person. But if the context is that of ‘see;’ a physical token in the
actor is taken as evidence for the existence of the relevant emotion in the
character. ‘See,’ involves such ontolog1ca1 and epistemological conditions
that no other conclusion can follow. ‘Seey’ is a variety of experience which is
governed by rules which are peculiar to it, and which it does not share with
such other forms of experience as samyak, mithyd, sadrsya, samsaya. In
that sense, and only in that sense, it can be called a-laukika.

Objection 10. Sankuka’s view that the sthays, made the object of expe-
rience by means of vibhdvas, is itself called rase is wrong.. If Sankuka’s
view is right, it should be possible to have rasa experience in ordinary life.
also; for if rasa can come into being in unreal things, it will certainly come

into existence in real things.?

Reply :- This objection needs no separate refutatlon if one has ﬁrmly
grasped the concepts of play-acting and ‘seeing, a play.’ '

Objection 11. It is significant that there is no mention of sthdyi in rasa-
siitra. Such a reference would indeed have created difficulties.®

Reply :- It is true that Bharata has not mentioned sthay? in this sitra.
But that, by itself, does not mean that he deleted the mention of sthdyi for
any theoretical reasons. Elsewhere he does not mind bringing the two terms

sthayzbhava and ‘rasa’ close together For example, he says, ‘sthdyibhda-

vaméca rasatvamupanesydmakh.’®

7. w & MMkl B 7 ta | A@Ash B o9 @ @A wgEa: w9 A qoERn ¥
EqRITARIG MRS 9161 4 T@: | R. P. Kangle, op. Cit. p. 174. » .
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. Objection 12. Rasa is not in the actor. The actor is merely a vehlcle 10
Reply : - This objection is based on a distortion of Sarikkuka’s posmon, for
Sankuka refers to rasa being in the actor only in the context of play—actmg,

and not outside it.

We have gone through the moves and counter-moves made by Sankukai-
tes and their opponents. As we saw at the outset it is likely that Sankukaites
did not maintain one position throughout; perhaps they were required to make
changes under the pressure of the opponents’ attacks. There are places where
they appear to be almost on the point of accepting two sthayis, one that of the
character and the other that of the actor. But these lapses are very few and
they do not detract from the value of the original insight Sankukaites have
obtained into the nature of drama. Again, some of the views attributed to them
‘were perhaps never actually held by them. Sankukaites thus emerge as the
first aestheticians to bring out the ontological and epistemological peculia-
rities of the concepts of ‘play-acting’ and ‘seeing a play’. Their theory offers
a viable alternative to the theories of Lollata on the one hand and those of
Nayaka and Abhinava on the other.

Ld

10. Ibid. p. 18,



Abhinavagupta on the Alaukika' Nature of Rasa

V. M. Kulkarni

Some of the Sanskrit Alarhkarikas, notably Ramacandra and Gunacandra,
the authors of Natyadarpana and Siddhicandra gani, the author of Kdvya-
prakdsa-Khandana, unequivocally take the position that the rasa-pratiti or’
rasinubhava, the aesthetic or imaginative experience, is entirely laukika,
that is, worldly or continuous with and like other experiences in everyday
life. Abhinavagupta, who is the greatest authority in Sanskrit Aesthetics
and his very able followers like Mammata, the author of Kawvyaprakasa,
a standard work on Sanskrit poetics and aesthetics, Visvanatha, the author of
the well-known Sdhitye-Darpana and Pandit Jagannatha, the author of the
celebrated Rasagangidhara, take the very opposite position that the aesthetic
experience is something that is alaukika, non-worldly, extra-worldly,
transcendental and beyond our framework of time and space and that it on]y
takes place in the realm of literature and never in real life.

The present paper confines itself to giving a clear exposition of this con-
cept of alaukikatva according to Abhinavagupta in the light of his observa-
tions in his two well-known commentaries-Abhinavabhdrati on Bharata’s
Natyasdstra and Locana on Anandavardhana’s Dhvanydloka, and examining -
if it corresponds with the Western or, to be more specific, the Kantian
concept of the autonomy of the art (aesthetic) experience. L,

Abhinavagupta never tires of stating over and over again that rasa is
alaukika. Some of the relevant passages from the two commentaries are almost
identical, word for word; some others closely correspond with each other and
only a few make a new point. The major passages in which Abhlnavagupta-
dwells on alaukikatva are presented here : R

(i) Locana,p,79: When a man hears the words : “A son is born to you”
joy is produced (through the power of denotation—abhidha). But the suggest-
ed sense (rasa and the like) is not produced the way joy is produced .in the
above case. Nor does it come about through the secondary usage (laksand,
gunavrtti, bhakti). But it arises in a sensitive man (sahrdaya— a man who is
sensitive to literature) through his knowledge of vibhavas and anubhdvas,
because of his hrdaya-samvdda (sympathetic response) and his tanmayabhava
(identification). It is vilaksana (different) from ordinary awareness of
happiness etc. and it is not an objective thing (like a jar etc.). 2

1. The total range of meanings conveyed by the word ‘alaukikae’ cannot be expressed
through any one English expression. Different expressions such as sui generis, auto-
nomous, extra-worldly, non-worldly, other-worldly, supra-normal, transcendental, etc,
have peen used by critics in different contexts for the term alaukika.

2. F 9 @R gAeT Fq:’ A 340 g AEY qur 1 A sgoEm ) o g 9IRAE &F-
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(ii) Locana, pp.50-52 : The Pratiyamandrtha (suggested sense) is of two
kinds (i) laukika (ordinary) : Thoughts (or ideas-vastu) and images (or
glamkdras) may be suggested, but they are at the same time wvacya
(expressible) also; and (ii) Kdavya-vydpdraika-gocara (svyafjand-gocara
or alaukika) what can only be suggested; no emotion is, in its essence,
directly describable. It is not communicable like a thought (or idea) and
image (or alamkdra). (The use of words like ‘love’ and ‘sorrow’ may
convey to a person, an idea of the corresponding emotion but it will be only
an idea and not a felt emotion). Rasa, according to Abhinavagupta, is
never even in a dream sva-$abda-vdcya—conveyed by the mere naming
of the emotion (to be suggested).?

In these passages Abhinavagupta draws our attention to the fact that
rase does not arise either through abhidhd or laksand (bhakti, gunavrtti). It
comes about through vyaﬁjand the power of suggestion, peculiar to poetry
(1 e., creative hterature)
~ (iii) Locana, p. 160 : “In literature, however, the wvibhdvas etc.
conveyed (by convention and context) immediately tend towards the
‘production of aesthetic relish (and are not ends in themselves) and so
convention ete. do not play any role in the actual aesthetic relish itself. Nor
is this (knowlédge of the suggested sense) like the apprehension of religious
(injunctions) such as : ‘I have been enjoined to do such and suck. I am now
‘engaged in doing such and such. Ihaveaccomplished such and such.’
Because in these cases some action is involved, and so these are of worldly
nature.” * Inliterature (however) the asethetic relish (of the suggested sense)
through the wvibhdvas etc. is like the appearance of a magic flower; it is
essentially a thing of the present moment which does not depend on the
past or the future time.

| IRIEE ﬁm@ma‘r graft AT O maﬁ%aam REETagaT fey:
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The last compound we dissolve in a way quite different from the way both the
commentators (The authors of Bdlapriyd and Kaumudi, p.147) and Professors Masson
and Patwardhan (Aesthetic Rapture, Voi. I, p.27 and Vol.II, p.37, f. n.233) do it. We
dissolve the compound as ‘siddha-svabhava-vilaksanah’, and ‘sukhadivilaksanah’. Thisway
the compound expression agrees with Abhinavagupta’s description of rase in A. Bh. I, p.
284 : ‘na tu siddha-svabhavah tatkalika eva’,’ and, smrtyanumana-laukika-samvedana-
vilaksana eva’.
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—Locena, pp. 50-52
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In this passage Abhinavagupta points out that this aesthetic raptureis
unique. It is different from the ordinary worldly joy (and also from the bliss
of brahmdsvdda experienced by a yogin, as explained in the passage (ix)
below.) .

(iv) A.Bh. 1, p. 36 : In this marvellous passage Abhinavagupta identifies
some of the distinctive featuresof rasa and the rasika : Asitisa very long pass-
age we shall refer only to the most striking features mentioned in it: For the
sensitive spectator practical interests or affairs are of no consequence when
he goes to the theatre. He feels : he would listen to and see something marvel-
lous which is beyond his everyday experience (lokottara), something worthy
of his attention, something whose essence is from the beginning to the end,
sheer delight. He would share this experience with the rest of the
spectators. Engrossed in the aesthetic enjoyment of appropriate music, both
vocal and instrumental, a man completely forgets himself (and also his worldly
preoccupations, the narrow interests of his routine life and his worries) and he
is aware then of nothing beyond the object or the situation portrayed by the
poet. His heart becomes like a spotless mirror. It facilitates hrdaya-samvida
(sympathetic response) and tanmayibhdve (identification). What he sees is
divorced from space and time. His apprehension (of rasa) does not fall within
the ordinarily recognised categories of knowledge : right knowledge, false
knowledge, doubt, probability or fancied identification, and the like. He is so
engrossed in what he sees and is so carried away by an overpowering sense of
wonder that he identifies himself with the principal character and sees the :
whole world as the latter saw it.5 . :

(v) Locana, p.442 :: In everyday life we hear such sentences as : “Take
the cow to the field for grazing” or “Bring the cow home as it is evening.” On
hearing these sentences the concerned boy actually carries out what he has
been told to do. In literature, however, there is no such activity demanded of
the spectator. There is absolutely no suggestion of anything that he is expected
to do. His attitude (towards the actor playing the part of, say, a villain like
Ravana or the actress playing the role of the heroine Sita) is one of apprecia-
tion alone and his sole aim is to find restful joy.®

In these passages Abhinavagupta pointedly refers to some of the important
steps in the aesthetic experience, the attitude of a true spectator, the generali-
zed nature of what he sees on the stage, the extra-ordinary or non-worldly

5. A1 g weAE R X o AT REEEREE, 94 9R YRR E -
TROiemmEaETErt Afemteafrfgeagfafadaedmimaaaianaaa
RaegRFe e SRR garg s ewaE: ARSI,
YR ATH AN Fre-Rea S -GamRemRRgaRmmiareay, Tmreie g
I ... |

6. ®ETEFRA B 9 FEmAamgrERe sdfieadd, wit g sdfiferfaaien, a afone-

 fide IfaegedTEET

—Locana, p. 442
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-

nature of the cognition of rasa, absence of any (physical) activity on the part
of the spectator, and presence in him of a contemplative attitude.

(vi) Locana, p.158:: Rasa is nothing but aesthetic enjoyment and this
enjoyment consists (almost) exclusively in a kind of knowledge or conscious-
ness. If it were possible to convey rasa through words (and their conventional
meanings) alone we would have been possibly forced to admit that rasa is,
like the denoted sense, laukika. But we do find that rasa is capable of being
suggested by alliteration, gentle or harsh, which is devoid of any denoted
sense. But in everyday life we never come across a thing which could possibly
be suggested by anuprdsa. This is therefore, an additional proof for the
‘doctrine of the alaukikatva of rasa.’?

(vii) A.Bh.I.,p.284 : In another passage Abhinavagupta says: Rasa is

completely different from the permanent emotions like love, sorrow, etc; and
it cannot be maintained, as Sankuka did, that rasa is the apprehension of the
permanent emotion of somebody else and that it is so called because it is an
object of relish. For if it were so why should the permanent emotion of real
life be not called rasa ? For if a non-existing (unreal) permanent emotion
(in the actor) be capable of being the object of aesthetic relish, a real perma-
nent emotion has all the more reason for being so capable. Therefore the
apprehension of the permanent emotion of another person should be called
_only inference and not+sasa. For what aesthetic relish is involved in this
kind of inference® ? Rasa is not an objective thing in the real world as it is
coterminus with the process of aesthetic relish and ceases to exist the moment
the process of its relish is over;®...unless one is actually experiencing it, rasa
does not exist. Its essence consists exclusively in aesthetic enjoyment. It is
“the permanent emotion (artha) brought to the state of aesthetic relish which
is a form of knowledge free from worldly obstacles-worries, narrow personal
interests, etc., by the vibhdvas, anubhdvas and vyabhiciribhdvas which
attain a unity in the mind of the spectator (or reader).:?

1. QRS T, | TS ag | dad ST | I SfqmmgAaei -
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_ —A. Bh.T, p. 284
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(viii) A. Bh. I., pp. 284-285 : The vibhdvas etc. are alaukika and are
so called on account of their peculiar functions of vibhdvand (awakening
to life the latent permanent emotion) etc.!! They are not the causes. of the -
production of rasa (nispatti-hetus=karaka-hetus) for if it were so, there
would arise the contingency of its (rasa’s) existence even in the absence of
the knowledge of the vibhdvas etc. Nor are they the causes of cognition
(JRapti-hetus) of rasa as rasa is not an objective thing (like a ghata, pata-a
jar, cloth, etc.) in our everyday life. Then what are the wibhdvas etc. ? The
vibhdvas, ete. are alaukika;; they make it possible for the rasika to relish
rasa. If the opponent asks; “Is there anything in the whole world like this ?”
Abhinavagupta replies : The fact that there is nothing in the whole world
like this only serves to strengthen our position that rasa is alaukika.!?

In these passages Abhinavagupta draws our pointed attention to two
distinctive features of rasa: : One,rase which consists exclusively in aesthetic
relish or pleasure is alaukika as it is radically different in kind -from'the
permanent emotions (four of which are primarily pleasurable and four,
primarily painful).!® And, two, : The vibhdvas etc. are alaukika. They corres-
pond to the kdranas etc. in everyday life but as they make the relish of rasa
possible they exist only in the context of rasa. In everyday life we do:not
have, such terms as vibhdva, etc. They belong only to art, not to the real
life. The ancients whom Bharata also follows invented an entirely new
terminology to impress on our minds the basic distinction between the real
life and the realm of literature, the real world and the world of drama.

(ix) A. Bh. I. pp. 284-285. : The aesthetic en]oyment of rasa consists in a
completely extra-ordinary sense of wonder or mystic delight "(camatkdra) and
is totally different ( vilaksana eva) from memory or recollection (smrti),
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inference and worldly feelings of happiness, etc.! The empirical means of
“valid knowledge such as direct perception, etc. do not operate in the case of this
non-worldly or extra-worldly (alaukika) rasa-carvand. This aesthetic enjoy-
ment or relish of rasa is brought about solely by the combination of the
vibhdvas, etc., which are extra-worldly (alaukika)®s. It is different from the
perception of the permanent emotions of rati (love) etc., aroused by the
empirical means of valid knowledge such as direct perception, inference,
dgaina, upamana, etc.’® Itisalso different from the perception without active
participation of the thoughts of others on the part of imperfect yogins;7?
further, it is also different from the ecstatic experience of the perfect yogin
in which he experiences the undifferentiated bliss of his Self and in
which all desire for worldly objects is absent.’® For these three forms of
perception are vitiated by one kind of defect or another. To explain, : (i) The
perception of the worldly permanant emotions like love etc. gives rise to pra-
ctical desires such as possessing the object of love etc; (ii) The perception of
an imperfect yogin lacks vividness and (iii) The perception of a perfect; yogin
is simply overpowered by the Atman (self, or Brahman, the Ultimate Reality);
and therefore all these three perceptions are devoid of beauty.l® In aesthetic
experience, on the contrary, there is no possibility of there arising any
obstacle or defect : because of the absence of sensations of pleasure etc. as
inhering exclusively in.on‘e’s person, one is not overpowered by Atman, or
Brahman, (the object of samadhi); because of one’s active participation
" and the dbsence of sensations of pleasure etc. as inhering exclusively in
“other persons, there is no lack of vividness; and because of one’s being over-
‘powered by one’s own vdsand, say, love etc., awakened by the corresponding
.vibhdvas, etc. which are generalized, there is no possibility of any obstacle

confronting you.2
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In this passage Abhinavagupta asserts that empirical means of wvalid
knowledge do not at all operate in the case of rasend (and consequently that
of rasa) and contrasts the aesthetic pleasure or relish or experience with a
number of other experiences. These other experiences are: (i) ordinary
perception or cognition or apprehension of love, etc. produced by empirical
means of valid knowledge; (ii) telepathy (the knowledge of other people’s
minds) of an imperfect.yogin and (iii) the ecstatic experience of the perfect
yogin in which he experiences the undifferentiated (compact) bliss of his
Self. He is all the while driving at the alaukika nature of rasa. ‘

(x) A.Bh.I.p.285: Rasa consists exclusively in aesthetic relish and it is
not of the nature of the object of cognition. The very life or existence of rasa
entirely depends on this aesthetic relish. (Rasaceases to exist after its enjoy-
ment.) The aesthetic relish is not the result of any means of valid congnition
nor of any means of production. But rasa itself is not unprovable for it
is verified by one’s own heart—from one’s own experience of it. Aesthetic
relish or experience consists exclusively in knowledge. However this know-
ledge is totally different from all other empzmcal or mundane kinds of
knowledge.?! :

In this passage Abhinavagupta makes it clear that aesthetic experience,
which consists exclusively in khowledge, is in a class by itself, not comparable
to any other kind of knowledge, unique, sui generis. Further, he asserts that
the proof of rasa 1s “sva-samvedana-siddhatvam ’—because rasa zs felt,
therefore it exists.’ 4

(xi) Locana : pp 86, 92-93,155 : In the “Kraunca—eplsode 7y narrated at the
beginning of Valmiki’'s Rdmadyana, the sage’s poetic utteranceis notto beviewed
as the expression of his own sorrow. It.is hardly natural for one that is
tormented by grief to play the poet,.. (It is not the emotional situation as it
actually was ( laukzka ) that'is represented in it.) It isthe situation asitis
in the poet’s vision or as it has been transfigured by his sensxtlve nature and
imaginative power (alaukika)??

The word ““pratibhd” means “creative imagination” capable of creating
ever newer and newer things. A form of this pratibhd is capable of creating
beautiful poetry. It is When the poet 1s ﬁlled with rasa—(ls fully under
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the spell of rasa) that he spontaneously expresses himself in the form of
poetry—like a liquid, say water, which overflows a vase if it be already full.?

The purport of this passage is: A poet does not depict “the emotional
situation as it actually exists and as he witnesses it. That would by no means
constitute art. He idealises the situation. Absorption in such an idealised
situation helps transcending worries, tensions of ordinary life and attaining a
unique form of experience. That is why rasa is called alaukika.”

" (xii) A.Bh.I. p. 282 : All these rasas consist essentially in delight, for the
essence of undifferentiated or compact prakdsa (light) consisting in the aes-
thetic * rapture of one’s own consciousness is (transcendental) delight.
In everyday life also women when they are totally absorbed in the relish or
rumination of their consciousness plunged in profound sorrow find rest or
repose in their own heart. For happiness consists in complete rest or repose
without any kind of obstacle. Pain, on the contrary, is nothing but lack or
absence of complete rest or repose. It isprecisely for this reason that the
Sérhkhyas who explain sorrow as property of rajas declare that restlessness

is the very essence of sorrow. All the rasas thus consist essentially'in (mystic)
delight.24

(xiii). A.Bh.I.pp 291-292 : In this passage, which is apparently aimed at
_criticising Sankuka, Abhinavagupta says : People (like Sankuka) argue that
rasa consists in the imitation of (permanent emotions such as) love etc. They
themselves raise the objection : “How can sorrow be the cause of pleasure ?”
- And they answer their own objection by saying that it is the very nature of
‘the emotions that when portrayed in a drama they give rise to pleasure. In
refuting this position Abhinavagupta writes :

“But in the first place, the objection they raise is itself false. For it is
notarule that when one perceives sorrow in somebody else, one will necessar-

st argdaegRrHivegar s 1 e RAN zeﬁsﬁwﬁ—fﬁ FIeFREAEI, |
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" Note :- For this paragraph I am indebted to M. lely'anna Art Experience, pp. 34-35.
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-Read in this connection the following passage from Aesthetic Rapture, Vol. T. pp.31-32:
...."The compassion of a poem is different from the compassion found in the ordinary
~ world. The explanation is that sensitive readers (rasike) become more and more deeply
attracted towards this aesthetic experience of grief whereas they tend to shun the real
experience. For if (karuna) were to consist exclusively in sorrow the way worldly karune
.. . does, then nobody would feel like going (to plays in which Karuna-rasa was present) and
. thus large (and important) works as:the Ramdyana etc. .which consist exclusively in
karunaeresa, would fall into oblivion. . ..Therefore, karuna, like the other rasas consists in

joy.” Also, cf : Dhanika’s Avaloka on DaSariipaka (Adyar edn. 1969, p, 221) and
wSahA&ya.-Dar;,z)ana T1I. 4-8.
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ily feel sorrow in oneself. For instance, when one finds one’s enemy in SOrrow
one is delighted. In other cases (i. e. those of persons who are neither one’s
friends nor foes) one remains indifferent. Now as regards the answer they
gave to their own objection (that it is the very nature of the emotions that
when they are portrayed in a drama they give rise to pleasure) itis no answer
at all. In our opinion, in aesthetic experience it is one’s own consciousness
which consists of uniform bliss that is enjoyed. How can there be any suspicion"
of sorrow? The various permanent emotions like love, sorrow, etc. only serve '
to lend variety to the enjoyment of this bliss. Acting (abhinaya) etc. serve to
awaken to life these permanent emotions.”?

In these passages Abhinavagupta dwells upon his favourite theme that -
all rasas are essentially pleasurable. Even the painful emotions of anger, fear,
sorrow and disgust (krodha, bhaya, $oka and jugupsd) of our real life, when
poetised or represented on the stage, are contemplated in their idealised form,
completely divorced from reference to personal interests, one’s own or those
of others, (and from all reference to time and space); and when they are thus
contemplated they yield pure joy.

(xiv) Locana : p.40, p. 399, p. 455 : Abhinavagupta states that vyutnattz
(instruction in regard to the four well-known purusarthas—ends of human
life, or as the term has been sometimes interpreted, moral instruction,
intellectual refinement) and priti (pleasure, joy, delight) constitute the goal of
literature. If vyutpattiis half of the goal of literature, priti is the other half.
But he does not fail to state that moral instruction and delight are not really @
different from one another but are two aspects of the same thing; for they
both have the same cause—both are aroused by poetry—both are the result of
one and the same aesthetic experience.?6 ‘
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(xv) A.Bh.l.,p.3 : Drama is indeed different from every wordly thing
(laukika-padartha-vyatiriktam); it is altogether different from (vilaksanam),
imitation (anukdra), reflection (pratibimba), picture (d@lekhya), similitude
(sddrsya), superimposition (dropa), identity, poetical fancy, dream, tricks,
magic, and the like. Itisfit to be cognised by one’s own perception which is of
the nature of aesthetic relish; and this cognition is altogether different
(bhinna-vrttinta) from the well-known kinds of knowledge; right perception,
error, doubt, lack of determinate knowledge, and lack of identity. It is truly
of the nature of rasa (aesthetic experience) .2’

(xvi) A.Bh.I.,p.35 : Abhinavagupta explains the above passage with
examples while commenting on Bharata’s Natya-Sdstra,) 1.107, p. 35 : To ex-
plain: Here, that'isin drama, (literally, in the N@tyaveda) those who are seen
(on the stage—playing the roles of the gods and the demons) are not the real
gods and the demons. With regard to them there arises neither the cognition
of identity nor of similitude, as in the case of twins; nor of error (mistaken
knowledge), as in the case of a mother-of-pearl for silver, nor of super-
imposition, as when one says: “This man from the country called Balhika
‘(part of modern Punjab) is a bull”; nor of a poetical fancy, as when one says
“Her face is like the moon”; nor of a copy, as in the case of a picture or
a clay-model etc.; nor of an imitation, as in the case of a disciple who
cleverly imitates his teacher when reproducing his explanation; nor of a
sudden creation, as in magic (indrajéla); nor of an appearance by employing
mdyd (tricks), as in the case of a sleight of hand, etc. In all these cases, as
there is no sddhdrani-karana and the spectator is quite indifferent he

- cannot have the aesthetic pleasure or experience.?

(iii) « & ut (%rw) TFIAHREIRAIFIE, TANSIRAZRY FFal  TAvaRcaea,
SRS TaRER, | AT SRR SR, |

" 'Note :- Abhinavagupta quotes the view of an earlier writer :

grfrEET R gYeEs Al T fiwRwed |

“The sole purpose of drama is joy and that it never creates sorrow.”
From the passages cited above it would seem that Abhinavagupta would agree with
this view.
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—Locana, p. 455

—A.Bh. L p. 289

. —A.Bh.1.p. 35
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In these passages Abhinavagupta demonstrates how drama (or, for the
matter of that, creative literature) is unique, different from the various ordi-
nary worldly things and how it lies beyond the ken of the various recognised
modes or means of cognition, and is therefore alaukika, completely outside
both time and space . He means to say Drama or “Literature occupies
a time and a space that exist to the side of the world we know, itisa dimen-
sion apart, a different order of reality.”?? “The aesthetic perception
which is not dependent.on the concepts of reality and unreality, cannot be
spoken of as a real experience (that is, the direct experience, perception of
something real). Abhinavagupta says it is like a real experience. In other
terms, the aesthetic experience is like a direct perception sui generis, free of -
every relation with practical reality, etc.”30 ~

Abhinavagupta’s alaukikatva of rasa doctrine may briefly be stated as
follows :— . .

Objects in the world of poetry or drama have o place in the everyday
world of our space and time. Owing to this lack of ontological status the
question of reality or unreality does not apply to them. This, however, does
not mean that they are unreal. They arc drawn from -life but are idealised.
They, however, do not become false or 111usory through idealisation. A reader
or spectator who mistakes them for real objects or views them as unreal or
false is no true spectator—sahrdaya. The objects, depicted in poetry or drama,
assume a unique character which the spectator can describe as neither real
nor unreal. To take a logical view of the things portrayed in poetry or drama-
or to adopt a strictly philosophic approach to literature Would only invite
ridicule (as Anandavardhana and Abhinavagupta say).3* = .

The things of our real life the poet transforms by the magic touch of ‘his
divine pratibhd—creative imagination. That the aesthetic sense isnot universal
is a well-known fact. The poet therefore, needs a sahrdaya (one endowed
with a similar sensitivity—a sensitive spectator or fully responsive reader) to,
appreciate the things of beauty and joy he has created by his pratibha.

29, Aesthetic Rapture, Vol. L. p. 32 and Vol. II. £{.n. 271
30. ~ R- Gnoli: The Aesthetic Experience According To Abhmavagupta pp, 57-58,f.n. 1

31, FEIRT T sTRTIANA! TAEARITATATFANIR T TATFAEAIRI A granad oad |
—-thanydloka, p. 455
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Inc'dentally, it may be noted that” Abhmavagupta s. respected guru; “Bhatta “Tauta,
argues against the maxim of a painting of a horse (citra-turaga-nyéya) of Sankuka. His
arguments apply conditions of iruth and falsiiy. (Anandavardhana and Abhinavagupta are
very well aware that such notions of truth and falsity do not apply to the realm of htera-

" ture (or art in general) as would be crystal clear from the above quotations.

—Locana, p. 455
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In our real life everything is consciously or unconsciously related to the
- individual perceiver (pramdtr) or to his friend, or to his enemy (para) or to
some one in no way connected with him (tatastha). But the poet’s creations
are not so related; they are wholly impersonal. They have no reference to
anybody in particular. Being altogether divorced from reference to personal
interests, one’s own or those of others, aesthetic experience is free from all
the limitations of ordinary pleasure, arising out of narrow attachment, such
as envy, desire or aversion; and the sahrdaya becomes almost unconscious of his
private self. He rises above the duality of pain and pleasure, love and hatred
and enjoys through disinterested contemplation absolutely pure joy or delight.
With the outer vesture of all practical interests and infatuation removed he
experiences pure delight, dnanda, bliss of his Self with this qualification that
it is coloured by a particular vdsand say of love, sorrow, etc., awakened to life
for the time being by the particular vibhdvas, etc.,32 He experiences or enjoys
a unique kind of delight-that has no parallel in our everyday life. It is therefore
- called alaukika. The aesthetic perception is an inward-oriented apprehension.
The sahrdaya is completely absorbed in the aesthetic object to the exclusion
of everything else—in other words, his mind is completely free from all
obstacles, worries, tensions, preoccupations, prejudices etc., and he tastes his
own consciousness which is but pure bliss and bliss alone. It isonly colo-
ured by some wvdsand-or the other, aroused by the particular wvibhdavas
and that is why it is said to be akin to the enjoyment of Brehman-the
Ultimate Reality (Brahmdsvadasavidha).

These important passages from Abhinavagupta’s two works on literary
. and aesthetic criticism throw sufficient light on aelaukikatva, a key term for
-~ him. It would be evident to a careful student of these passages that Abhinava-
gupta uses the term alaukika with different shades of meaning. In one or
two places he uses the term alaukika to distinguish the process whereby
. rasa is achieved from other worldly or mundane (laukika) processes. It is
- achieved by the power of suggestion which is peculiar to poetry (or creative
literature) and not by the commonly known processes of abhidhd (power of
‘denotation) and laksand, gunavrtti, or bhakt: (secondary usage). Occasionally
he uses this term ‘alaukike’ to point out that the mundane or worldly or
earthly things of our everyday life are completely transformed by the magic
touch of the activity of a poet’s pratibhd (creative imagination, genius). He,
however, frequently uses this term to mean “what is different or distinct from
-worldly thlngs” “non-ordinary ”, “non-worldly ”, “what is not found in every-

32 (i) w-a&é%zﬁmwmmaﬁmwgmu i T P TR
ﬂm uasaa%arﬂﬁmﬁwm|
—A. Bh. I p. 292

(i) o wREW R R ﬁt@wﬁ ﬁqﬁmﬁmmn S AR I
- gAY

—A.Bh. L p. 339 (as restored by me)
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day life”, “what exists only in the realm of literature (or any other fine art)”.
He also uses the term to convey the sense of “what is unique”, “in a class by
itself”, sui generis, transcendental or autonomous. He lays great emphasis
on this aspect of rasa when he, over and over again, remarks that experience
of rasa is something that is alaukika, not really of this World and beyond
our concepts of time and space or divorced from time and space and that it
approximates the experience of the perfect yogin in which he experiences
the undifferentiated bliss of his Self or that it is akin to the enjoyment or
relish of Brahman—the Ultimate Reality.

Before comparing Abhinavagupta’s position that rasa is alaukika with-
Kant’s position that art experience is autonomous, let me briefly state in the
words of Prof. R. B. Patankar, the author of Saumdarya-Mimdmsd, a unique
work on Aesthetics in Marathi, the autonomist position. of Kant : —

“Two postions have been taken regarding the relation between (1) art expe-
rience and (ii) other experiences in life. The first position is that (a) there
is a contiinuity between the two types, (i) and (ii), of experiences (b) and that
art experience is valuable because it promotes goals of these other experiences.
(E. g., art experience is valuable because it gives us aninsight into reality,
it makes us morally better.) The second position is that art experience is
radically different from other varieties of experiences, the differenceis one of
kind, not one of degree. Art experience is sui generis; autonomous, self-
contained; art experience is valuable because it is arf experience, and for no
other reason.

If one wants to maintain the autonomist position, as Kant wantsto, one has
to show that art experience is different from (i) cognitive experience(ii) prac-
tical experience, including moral experience; (iii) experience of sensory
pleasure, entertainment, etc. If the autonomy of art experience is to be
proved, it will have to be shown (a) that the art object doés not have the onto-
logical status that objects in the real world have, and (b) that. art experience
is not mediated by any concepts. Sanskrit aestheticians like Sankuka, Abhi-
navagupta have pointed out that the art object does not have the ontological
status that things in the real world have. But no Sanskrit aesthetician has
thought it necessary to say that art experience is not mediated by concepts...
Sankuka has deontologised the art object. But no Sanskritist deconceptualised
art experience.”

If we examine the concept of Abhinavagupta, that rasa is alaukika, by
applying the above-mentioned criteria we will have to admit that Abhinava-
gupta is not autonomist. It is true that according to Abhinavagupta the
empirical means of valid cognition such as direct perception, inference, etc.
simply do not operate in regard to rase. He explicitly states that no kind of
intellectual thinking bears any parallel to the experience of rasa. Further,
it is also true that according to him sheer delight is ultimately the sole aim
or goal of poetry (or creative literalure). Saknuka, and following his lead,
Abhinavagupta have deontologised the art-object. But they have not taken
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the second step-they have not deconceptuahsed art or aesthetic experience.
o they cannot be called autonomist in the Kantian sense. '

Butleaving aside thisrestricted Kantian meaning of the term ¢ autouomlst’
and accepting the words ‘autonomy’ and ‘autonomist’ in their wider sense
we can certainly say that Abhinavagupta and Anandavardhana, whom
Abhmavagupta follows, are both full-fledged autonomists :

In his thanyaloka Anandavardhana observes: “In the province of
poetry (creative literature) obviously standards of truth and falsity have no
relevance. Any attempt to find out or discover whether a poem (or any
literary composition) is true or false by employing means of valid cognition
leads to ridicule alone.” Abhinavagupta comments on it : “Such a person will
be ridiculed as follows: Heis not sensitive to literature. He is not able or
competent to appreciate aesthetic experience for his mind has become (truly)
hard by his indulging in dry logic.” 33

In the same work at another place Anandavardhana dwells upon the
“autonomy of a poet : “In the boundless world of poetry, the poet is the sole
creator. As-it pleases him to create a new world of his own, this real world is
transformed. If the poet is pervaded by rasa then the whole world in his poem
will be infused with rasa. But if he be devoid of emotion then the world too
will become dry as dus‘t

- A great or good poet, by virtue of his autonomy, at his sweet will causes
even insentient objects to behave as if they were animate and animate objects
»to behave as if they were inanimate.”34

Mammata, a staunch follower of Anandavardhana and Abhinavagupta
endorses this view of poet’s autonomy, and consequently, that of the aesthetic
-experience in the opening verse of his Kdvyaprakdsa :

“ Supreme is the poet’s speech which unfolds an altogether new creation,
‘which'is free from the laws of niyati (Destiny or nature), which consists of
delight and delight alone, which is completely independent of anything else
and which is charming on account of nine rasas.”

So keeping in view the ancient tradition about the alaukika nature of
- poetic creation and Abhinavagupta’s constant emphasis on the alaukika
nature of rasa throughout his writings we are perfectly justified in

33. Vide footnote (29) supra.
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describing Abhinavagupta as a champion of alaukikatdvddae, an autonomist
in the popular and wider sense of that word. To call Abhinavagupta an auto-
nomist in the restricted sense in which Kant uses the term, would be a highly
misleading and inexcusable error.

Finally, it would be better to coin a new appropriate term (other ‘than
autonomy) in English to express Abhinavagupta’s concept of alaukikatva and -
a new suitable term (other than alaukikatva) in modern Indian languages
like Marathi, Gujarati, Hindi etc. to express Kant’s concept of autonomy. If-
this suggestion is followed a lot of confusion in the minds of scholars reading
books on Abhinavagupta and his alaukikatva in English and modern Indian
languages would be avoided. (

Although Bhatta Tauta criticises Sankuka’s analogy of ¢ utra-tu’raga- '
pratiti’ and although it is traditionally believed that the view of the guru is
also the view of his §isya, Abhinavagupta’s own statements 1ndlsputably prove
that he is one with Sankuka in accepting alaukika or the unique mode of
perception involved in aesthetic experience— citra-turaga-pratiti.



Worldly Nature of Rasa

T. S. NANDI

‘Aesthetes over centuries have discussed the nature of rasa and they seem
to have agreed to differ. Abhinavagupta, with his master Anandavardhana,
and his followers, the great dlamkdrikas such as Mammata, Hemacandra,
Viévanatha and Jagannatha and a host of others belonging to the formidable
Kashmiri tradition, have all unequivocally declared the ‘a-laukikatva’ of
rasa : asmanmate tu sathvedanameva dnandaghanam dsvidyate; tatra ka
duhkhdsankd. But there were others who held the opposite view. Abhinava
could see the strength of their case and in order to reduce it he was almost
forced to amend the text of Bharata and read—‘harsdmcddhigacchanti’ in
place of ‘harsddimscadhigacchanti,” but even while doing so he had to ree
cognise a weighty opinion on the nature of rasa that went dead against him.
We will try to examine this problem in its historical perspective.

To say that the nature of rasa is worldly is to say that the emotional
response to a work of art does not basically differ from its counterpart in the
work-a-day world. This means that feelings and emotions and events prese-
nted through the medium of art do not differ in nature from their counterparts

"in the real world and that they cause identical response by way of generating
a feeling of happiness or unhappiness in the minds of discerning spectators in
the case of a dramatic performance or readers in the case of poetry. The crux

" of the problem is whether life presented through the medium of poetry or art
retains its original character, that is whether it continues to be a mixture of
good and evil resulting into happiness and unhappiness. Abhinava and his
school are of the opinion that life presented through artistic media undergoes
a sea-change, and is transformed into an experience totally unworldly,
a-laukika, consisting of only bliss unbounded. The joys and sorrows of life,

"the favourable and the unfavourable, the acceptable and the unacceptable are
all transformed creating a unique aesthetic experience not to be found in
‘normal life. He says : -

Rasa or aesthetic pleasure is never met with in ordinary life, but is
peculiar to art! The bhdvas or emotions and feelings, when suggested—
‘abhivyakta—cease to have their original character.

But this was not acceptable to a number of aesthetes, perhaps beginning
with Bharata himself. Life for them, continues to be the same mixture of
pleasure.and pain even when presented through the art-media. For Abhinava
and his followers, therefore, rasa is sthdyivilaksana, i. e. different in nature
from the laukika sthdyi while for the others the laukika sthay, is itself rasa:

1. 7 129 0F TN A A% Tq: |

Natya-$dstra VOL. I, p 291 (GOS edn, Baroda, 1956)
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sthayi eva rasah. We will try to see how a majority of the aesthetes held
this view but were perhaps outnumbered by Abhinava and his friends.

We will begin with Bharata, whose'Natyasastra (NS) (second edn. G. O.
S. 56) is perhaps the oldest available document on Indian aesthetics. Bharata
wants the dramatic performance to represent life in its varied colours, refle-
cling the activity of the whole mankind in its various moods. He says :

Natya is supposed to be rooted in dharma, i. e. it imparts instruction
concerning one's duty, is covetable, is accompained by the means for attaining
the four goals of human life in a direct way, throws light on all the activities
of people for future generations. It is rich with the essence of all the sastras,
promotes all arts. I will define the nature and scope of the ﬁfth Veda called
ndtya. (NS. I, 14, 15) .2

The first performance presented an imitation, in which ‘the demons were
shown to be defeated by the gods.? This presentation was full of the din and-
‘bustle, of life* causing jubilation for the gods and a sense of insult and injury
in the camp of the asuras®. It was thought advisable to appease. the demons
who felt sore over the presentation and took it as an insult.® The creator of
ndtya-veda or dramatic art tried to pacify them in soft words explaining how.
his art-creation tried to reflect the auspicious and the inauspicious alike in the
case of both the gods as well as the demons, and that it followed the pattern of
activity and intention on their part : I have created N dtyaveda which depicts
the good or bad fortunes of (both) the gods as well as you (Asuras) and it.
follows the patterns of one’s activity, intention or feeling and lineage. It does’
not exhibit exclusively either your or the gods' (behaviour). It represents the
behaviour and states of all the three worlds. (NS. I, 106, 107):7 -
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. ‘Bharata'seems to advocate that normal likes and dislikes, hate and love
are reflected as they are in their true colours, of course, bereft of any personal
element. It should exactly reflect different shades of life causing a feeling of
joy or sadness as the case may be : Natye which is created by me, reflects
various feelings and situations, (and) represents the general pattern of life
in the world. It deals with the activity of the high, thé middle and the low
classes of people, imparts instruction for their welfare, and leads to
satisfaction, entertainment and happiness, ete. (NS. I, 112, 113) .8

The ‘adi’ in ‘sukhdadikrt’ is important and Bharata thereby admits
‘dubkha’ also in the fold of art-experience. Though of course Abhinava
does not accept this and explains ‘adi’ as—by ‘adi’ is meant the enligh-
tenment of the pious people.?

That the dramatic art is embracing is suggested by Bharata when he
says that it touches every art and every aspect of life—There is no
knowledge, no art, no branch of learning or fine art, no application (of art
and knowledge), no activity which is not reflected in ndtya.10

In fact, this art is meant to reflect life in its entirety—This ndtyae will

imitate the (act1v1ty of the) seven dwvipas (i. e. the entire world.)!

- The nature of our existence which is a curious mixture of happiness
and unhappiness is sought to be exactly represented by art-media : The
nature of worldly existence which is a mixture of pleasure and pain as
expressed by physical and other types of representation is called natya.1?

-.Even Abhinava, while commenting on verses 118 and 119 on p. 43,
. admits of the fact that the various sthdyibhdves and vyabhicdrins are a
blending of both happiness and unhappiness : Ndtya is (the complete
representation) of the entire world with both its pain and pleasure that
one relishes in its depersonalized form.'® He further elaborates how various
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feelings cause pleasure or pain, and concludes (p. 44, A.bh.) : Ndtya ic that
complex of feelings which resembles the entire gamut of pleasurable and
painful worldly emotions and which contains the traces of the latter. 14

It is only a necessary logical step further, to say that the nature of art-
experience, the rasa is identical everywhere, i. e. of the nature of both happi-
ness and unhappiness, resulting into the ‘laukikatva’ of this experience.
This perhaps is undeniable so far as Bharata is concerned. The samavakdra
type as illustrated by Amrte-manthana (iv. 2, 3, 4 p. 85), or the dima
called Tripuraddha (iv. 10, p. 86), also represents the same admixture, the
same reflection of activity and feelings of a similar (karma-bhivdnukirtana)
nature (iv. 11, p. 87). ~ '

In chapter VI.vv. 15, 16, 17 etc. Bharata enumerates the rasas and. bhdavas,
and gives his famous rasa-satra viz., Vibhavanubhdva-vyabhicdri-samycga-
drasanispattik, at VI. 31, p. 272. Lollata, whose views are-quoted in‘the A. bh. -
(p. 272) seems to hold that the rasa is located both in the. ‘anukdryae’ i. e.
original character, historical or otherwise as the case may be, and the any-
kartd, i. e. the actor—(p. 272, A. bh.) : Rasa is present in both—primarily in
Rama, the object of imitation, and (secondarily also) in the ‘actor, through
the continuous awareness (present in both, the actor and the spectator of the
fact of representation).15 ‘

This perhaps implies that for Lollata emotion in art-experience is on the
same footing as that in normal life. To put it more clearly, rasa is sukha- :
duhkhdtmaka i. e. of the nature of pleasure and pain as in the case of laukika
Ramadi i. e. worldly Rama etc. and is therefore of a worldly nature. Perhaps
Lollata is close to Bharata, who, we will go to see, further explains in ch. VII,
the nature of various sthdyibhdvas and vyabhicari-bhavas in a similar vein..
For Lollata then, ‘sthayi eva rasah’ i. e. rasa is sthayibhdva itself seems to
be the guiding principle. ) ‘

For Sankuka also, rasa is an imitation of feelings and moods realised
through inference with the help of unfailing marks in the actor. '

The sthdy? (which originally belongs to chief characters like Rima and)
which is perceived, on the strength of the tokens, as being present in the actor
is of the nature of imitation; and because it is of the nature of imitation it is
called by a different name rasa.1® '

It should be specially noted thatin the A. bh. there is no mention of
‘vastu-saundaryabaldt rasaniyatvena...etc. thereby giving not even the
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~slightest chance of believing that perhaps for Sankuka the nature of art-
experience was totally divorced from the nature of worldly experience and that
for him rasa was laukika-sthdayi-vilaksana. It is only Mammata who seems
to introduce this twist, though of course Sankuka does differentiate between
‘avagamanasakti’ which is itself ‘abhinayana’ and vdcakatva : avagemana-
$aktirhi abhinayanam vicakatvddanyd (p. 273). < Anumiti’ and ‘ vdcakatva’
stand poles apart, but this does not change the laukika nature of rasa in the
opinion of $ankuka, which is the main target of attack for Abhinava who later
on says : Where is the relish in the mere inference of a worldly feeling N1
It seems very clear that at least for Abhinava, Sankuka’s imaginative guess of
a particular basic mental state is equivalent to the normal process of reasoning
of a worldly mental state. In that case, it will be safe to presume that
perhaps for Sankuka also rasa is identical with the feelings and emotions
met with in ordinary life and is therefore ‘laukika.’ In these circum-
stances it‘is difficult.to presume that Sankuka ever imagined a sthdy? in
the poetic context to be dissimilar to the ordinary sthdyin. Tauta, when he
criticises Sankuka means exactly this and observes : If someone were to say
“that the actor’s feeling of Rati which is apprehended (by the spectator) is the.
~ same as the Erotic sentiment (Srigdra) it remains to be seen in what form (it
is so apprehended.) (Let us suppose that exponent of the Imitation theory
says that) we apprehend the actor’s feelings of Rati in the same way as we
apprehend in ordinary life the Rati in a person through the complex of causes
‘like young women, effects like their sidelong glances, concomitants like
feeling of satisfaction. If this is so then it can be objected that Rati in its
~ original form, and not in its imitated form, is apprehended. Then the whole
talk of imitation is meaningless.!® .
Tauta comes to the inevitable conclusion that whatever Sankuka has said
is less than sense—atha ca tadanukdrapratibhdsa iti riktd vécoyuktih (p.275,
A.bh). Abhinava also seems to toe the line of his guru and declares that
if rasa is just a feeling arrived at by reasoning with the help of (artificial)
determinants etc., then what harm is there in recognising rasc in ordinary life
" where the determinants etc., are real ?—And it is not as Sankuka and others
“have said viz. that a permanent emotion, brought to consciousness by deter-
minants, etc., being relishable, is itself rasa.!®-
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From this it should be clear that for Sankuka, the imitated stydy? is of
laukila nature. And keeping in view this result Abhinava says : To explain :
Where is the relish in the mere inference of worldly feeling ? The relish of
rasa is in its essence a state of unique & wonderful enjoyment (camatkdra).
It is radically different from memory, inference and worldly (sensatlon of)
pleasure.20 . : :

This much for the rasa-siitra of Bharata. True, Bharata himself has not -
provided any direct clue to the nature of rasa in the rasa-sitre, but his stray
expressions at diflerent places in NS, could be taken as dependable indicators
in this respect. We will continue to examine them further, after once again
taking note of two expressions of Bharata viz., dhrti-kridd-sukhadi-krt at I.
113, and, sukha-dulkha-samanvitah at I. 119. ‘

Whlle explalmng what rasa exactly means, Bharata has the followmg
observation :. (p. 288, NS) -

‘Now.one enquires, ‘What is the meaning of the word rasa ? It 1s said, in
reply (that Rasai is so called) because it is capable of being tasted (@svddyatvdt).

How do people relish rasa ? Just as good-natured connoisseurs relish food
enriched with various condiments, good-natured spectators relish permanent
emotions, suggested by the representation of various transient emotional
states; the representation consists of speech, bodily gestures, and involun-
tary physical reflexes. The connoisseurs thus experience pleasure and other
feelings. 2! _ : - o

' This expression viz., ‘harsadimsca‘ is a clear pointer as to Bharata’s
attitude towards the nature of rasa. It is a direct thrust causing damage to the
theory of the alaukikatva of rasa. And the result is that even Abhinava seems
to have been embarrassed and has to be purely on the defensive when he
observes that, while others include ‘Soka’ etc., because of the word ‘ddi’ in
‘harsadimsca’ he & his followers do not, For, a dramatic performance could
not result in an experience other than that of unmixed joy : Some are of
the view that the word adi’ (‘other feelings’ in the quotation cited above)
includes sorrow, ete. But this view is not correct. For the end of Drama is to
produce (unalloyed) joy, and never sorrow.2? If the result were anything but
unmixed joy, then people would avoid any such performance, and further
there is no valid reason also in accepting this. Abhinava would therefore make
bold to suggest atext amendation, viz; harsdmscidhigacchanti. He says (p, 289,
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* WORLDLY NATURE OF RASA ’ 49
A:bh.) : There is no reason to believe that Drama leads to sorrow; otherwise
-there would have arisen the need to disprove this view. Therefore some people
accept the variant reading pleasures (harsdmsca).?® Yogi as Abhinava was, he
had no good reason to explain away the text in the mannar he does. His,
and of course Ananda’s eloquent advocacy of $dnta as the only rasa and a
mahdrasa could also be viewed from this angle. But irrespective of what
Abhinava says, we can clearly see that Bharata supports the view that
Rasa is laukika in character. '

' ‘Bharata then explains individual rasas and says—We shall take the Perma-
nent Emotions to the level of Rasa.2t! Here also stray hints:dropped by
Bharata go to prove our thesis that for Bharata rasa was of a laukika nature.
His treatment of vipralambha (p. 306), and karuna (p. 309) points in the same
direction. Karuna is $okasthdyibhdvaprabhaeva (p.317) . But Bharata is silent
about its aesthetic enjoyment. Raudra (p. 319), bhaydnaka (p. 326) and
‘bibhatsa (p. 328) are also delineated in keeping with their laukika nature.

But all the description of various rasas and sth@yibhavas, even in keeping
with the laukika design, could not be taken as a pointer to Bharata’s actual
concept of the nature of tasting. No doubt Bharata holds that the vibhavas and
the anubhdvas need not be described by him because they are fairly known
to us; tatra vibhdvanubhdvau lokaprasiddhau (p.348). Bharata perhaps
cites somebody else's verse when he says: (p. 348, v. 6) —The stanza which

_isrelevant in the context is as follows : —

The wise may note that the determinants and the consequents in drama-
tic representatian correspond to their counterparts in everyday life in respect
of their nature and their behavicur.?

He says that’ there are elght sthayms or the basic mental states, thirty-
‘three vyabhicdrins or accesssories and eight sdttvika-bhdvas or involuntary
physical reflexes. These forty-nine taken together make for ‘Kavya-rasibhi-

- pydkti’ Rasas are born of these, when they are presented in a universalized
state. He says—It may be noted that these forty-nine emotions in their
generalized form are the source of Rasa.?6

It may be noted that Bharata here and also elsewhere mentions ‘kdvya-
rasa,” and if ‘s@mdnya-guna-yoga’ is the same as interpreted by us above,
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then we need not wait for Bhatta Nayaka for the concept of sédhdranikarana.
Similarly Ananda’s ‘abhivyakti’ also could be said to be present in Bharata,
though this point needs to be carefully examined, in deciding this. That the
sthayins, vibhdvas, anubhdvas and vyabhicdrins follow the pattern of their
normal form, should not necessarily lead us to believe that their relish also
follows the laukika pattern. Yet there are indications, as seen above in
Bharata’s use of language which perhaps speak out his mind. For example, at "
the end of the description of sdtivikabhdvas. he has this observation viz. Drama
is the representation of mundane life and therefore it is desirable that sattva
(concentration) should be present in it. What analogy is there (in support of
this) ? Here the pleasure and pain produced on the stage according to the
dramatic conventions should be accompanied by Sattve (concentration) so
that they would correspond with their originals in everyday life.2? These
bhdvas arc said to be ““sukha-dubkha-krtah” i. e., resulting into an expe-
rience of both pain and pleasure. They have to be therefore ‘yathdvat’
absolutely identical in nature and scope with the bhédvas at laukika level
Bharata says : (p. 377, v. 108)..I have described here the forty~nme
emotions which belong to three categories.28

This much about Bharata. And perhaps it strengthens our observatlon
that Bharata’s concept of the nature of rasa was lgukika.

The earlier alamkdrikas such as Bhamaha, Dandin Vamana, Udbhata, and
Rudrata are not very specific as to the nature of rasa. But when Abhinava
quotes from Dandin while discussing the views of Lollata, it would be safe to
guess that these dcdryas had a ‘ laukika’ view of rasa. If ‘upaciti’ of a bhdva
is held as rasa by Dandin, it very much proves the point that for him sthdyins
etc., as presented through the art-media are identical in both nature and scope
with their counter-parts at the normal work-a-day level. This ruch should
suffice for the present here.

Bhoja, with his ahamkdra-abhimdna-srigdra theory recognises many
rasas in the madhyamad koti wherein all the forty-nine bhawvas, and some
others also, become rasa through ‘prakarsa’ or enhancement. To quote Dr. V.
Raghavan (p. 433, Sringara Prakasa, edn. '63) —

“To Bhoja, rasa, as ordinarily understood, means what it meant to
Dandin and Lollata, the Prakarsa of the sthdyi-bhdva.”” Bhoja.accepted
many rasas in keeping with Lollata who also accepted rasas not to be just eight
but perhaps as many as are the bhdvas. What concerns us here is that at least
in this ‘madhyamé@vasthd or on ‘vyavahdra’ plane, perhaps Bhoja also, took
rasas as generating ‘sukha‘and ‘duhkhae’ and thereby taking the ‘laukika’
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character as suggested in Lollata also. Some quotations from S$r-Pra. will
‘support our observation. Bhoja says : (1) Rasas are pleasurable and painful.
They are seen in sentient beings and not in literature which consists of word
and meaning and thus lacks sentience. (2) There are three classes of Figures (1)
Vakrokti (Striking, Deviating Expression) (2) Svabhdvokti (Natural Descri-
ption) and (3) Rasokti (Portrayal of Rasa). Vakrokti is present when Figures
like simile predominate; Swvabhdvoktiis present when Qualities like $lesa
predominate; and Rasokti is present when Rasa arises out of the combination
of the determinants, consequents, and concomitants. The determinants are
of two kinds: fundamental (dlambana) and excitant (uddipanc). Of these
two the fundamental determinants are meant to be seen as favourable or
unfavourable., .29

While explaining raudrarasa-nispatti from krodha, Bhoja observes:
(Anger) when accompanied by the concomitants of Jealousy, Trembling,
-Labour etc; which are painful in nature, rises to the level of the Furious when
intensified.30 '

Dr. Raghvan (p. 449) further observes: “It was the sthdyin itself that
got the name rasa Says Bharata : ¢ Thus these permanent emotions should be
known as rasas.’ ,

So it is, says Sankuka, that in the Rasa-nispatti-sitra the word ‘sthdyin’
is not found. It is merely the sthdyin of the world that is called rasa when
- imitated. Dandin and Lollata applied the name rasa to the sthdyin itself
when it (is) samyukta, puste or prakrsta or udrikta by means of vibhdavas
-etc. Says Bahurtapa-MiSra in his commentary on the Das’arﬁpaka ‘Thus then
(rasa) is a particular state of permanent emotion itself. ’ Bhoja followed these
writers. He has not got two different departments as laukika and alaukika.”’3!

We cannot accept Dr. Raghavan’s last statement in the above quotation
for when Bhoja follows this group of writers, the laukikatva of resa in the
" madhyamdavastha follows as a logical corollary.
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* Siddhicandra, (the author of Kdvyaprakdse-Khandana edn. 53, by Prof.
Parikh.) cxplains a view held by some ‘Navinas’ who seem to take a laukika
view of rasa. Siddhicandra (p.16) observes: “Tadapeksayd kdimini-kuca-
kalada-sparsa-candandnulepanddineva ndtya-darsana-kdvya-sravanabhydm
sukhaviseso jdyate. Sa eva tu rasa iti navindh.”’-"*This view puts the aesthe-
tic pleasure on a par with ordinary sensual pleasures. In the discussion of
Rasdnanda or aesthetic pleasure -observes Prof Parikh in his introduction
(p. 10) to Siddhicandra’s Kdvya-Prakdsa-Khandana-*‘this is really a moot
point-viz., whether the aesthetic pleasure is like any other pleasure of
ordinary life or whether its character is different : If the experience of the
artistic representation of pleasure and pain is the same as the experience of
these in life, what is painful in life would not give pleasure in poetry and
therefore such sentiments as those of sorrow, anger, aversion, etec, cannot
become rasas in poetry. Consistently with this view the Navinas, therefore
hold that, there are only four rasas, viz; $rigdra, Vira, Hdsya and Adbhuta
Siddhicandra says: navindstu $rigdra-vira-hasyd-dbhuta-samjidscatvara
eva rasdh. (p. 16). He further refutes the claim of Karuna, Raudra etc; to
the title of rasas in the words atha karunadmam katham na rasetvam iti
cet,..etc.”

It is not clear who these Navinas were. But they certainly held rasa to be
of laukika character.

In Ramacandra and Gunacandra, the ]omt authors of the Natya-darpana,
Edn. G.0.S., 1959), we find an eloquent advocacy of the sukha-duhkhdtmaktva
of rasa, thus placing its nature, on laukika plane. They hold rasa to be

‘a-laukika’ only in the sense that the assemblage of determinants etc., as
portrayed in a dramatic or poetic composition are not real—( rasa is perceived
in a real man and a real woman, an actor and a spectator) but with this
difference : in the case of a real man and a real woman the rasa is perceived
vividly because its determinants are actually present; and it is because of this
fact that the accessories and the consequents produced by rasa (sentiment)
are clearly perceptible. In other cases like that of a spectator, however, the
sentiment is percecived not vividly but indistinctly for the determinants, etc.,
presented through kdvya (a poem or a drama) have no real existence. As a
consequence, the accessories and consequents too which follow rasa are not
distinctly perceptible. That is why the msa, perceived in a spectator, is said
to be alaukika—extra-ordinary.32

That the Ndatyadarpena (ND) takes intensified sthdy? which is of the
nature of sukha and dulhkha to be rasa is ‘clear from its definition of rasa,

(p. 141, IV-7). It is held that §rigdra,hdsya, v1ra, adbhuta and $anta having
ista i.e., favourable determinants etc., are sukhdtmaka, and karuna raudre
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bibhatsa and bhaydnaka their determinants etc., being ‘anista’ or un-

- favourable are duhkhdtmaka. The ND holds that people see performances with
karuna etc., as principal 7asa,-only.out of their love for the expert presentation
on the part of the poet and the actor. It is for this ‘camatkdra’ or sense of
wonder caused by the expert presentation on the part of both the poet and the
actor that the spectators take rasa to be pleasurable. But poets develop their
themes keeping in mind the pleasurable and painful nature of the original story
of Ridma and the like. Incidents such as the abduction of Sitd, the discourtesy
shown to Draupadi, the slavery of Hari$candra, the death of Rohitasva, Laks-
mana’s being hit by an arrow, the attempt to kill Malati, can never cause joy
in the hearts of the connoisseurs. If imitation of tragic situation evokes a
joyous response in the heart of the spectators, the imitation would cease to be
imitation proper ——yadi»cdfnukarane sukhdtmé@nah syur na samyag anukara-
nam syat (p 182).

» All this makes it sufficiently clear that for the ND, rasa is primarily
laukika because of the laukika nature of the sthayin concerned, and is only
alaukika in the sense that the whole complex of deteminants etc., is unreal.

For Vi§vanatha who follows the lead of Ananda and Abhinavagupta, and
also for Hemacandra, the author of Kdvydnu$dsana and the guru of Rama-
candra and Gunacandra, rasa is alaukika. But Visvanatha finds it quite
difficult to defend the case of Karune. Dhanafijaya also, though he takes
sthayin to be rasa (DR IV. i), falls in line with the Kashmir School in
taking rasa to be of alaukika nature. Later eminent writers such as Jagan-
natha, also accept the view of Abhinavagupta and uphold the a-laukikatva
-of rasa.

The above presentation of the views of dlamkdrikas beginning with
Bharata onwards shows that their house is divided so far as the problem of
laukikatva or alaukikatva of rase is concerned. But it seems probable that

. 'the earlier, writers from Bharata down to Rudrata emphasized the worldly
nature of rasa and it required- great courage to hold the fort against the formi-
dable onslaught of the rasdlaukikatvavadins like Ananda and Abhinavagupta,
Mammata and Jagannatha. The Natyadarpana's was perhaps a lone voice
with its heart lying with the laukikatva-vddin and its head bringing around a

~ compromise in holding rasa as a-laukika on the almost flimsy ground that the
vibhavddis or the whole complex of determinants, consequents and accessories
presented by the poet in either poetry or drama is unreal i. e., artificial.



Rasa Theory and the Darsanas

KRISHNA S. ARJUNWADKAR

SOURCES OF BHARATA :

Bharata’s rasa theory is original in most of its constituent concepts, their
classification and the metalanguage he uses to expound the theory. No work
in Sanskrit literature, contemporary or written prior to the Natyasastra of
Bharata, attempts the treatment of similar topics in a way comparable to
that of Bharata. The credit does not, of course, go to Bharata alone but is
shared by him with his predecessors whom he has frequently quoted. As a
probable source, a reference may be made to works on Ayurveda which,
while treating of their materia medica, speak of the rasa, virya;'vipdka and
prabhdvae of the matarial described. One would expect an analysis of the
faculties of mind in the Yoga System which Bharata might have made use of;
but little is found in that system which has even a remote resemblance with
what Bharata has presented. The Samkhya system, akin to the Yoga, says
little in this respect that is different from its sister-system. Even Kdmasitra,
which has rati as its special field, disappointed me in my attempt to find
anything resembling Bharata’s analysis of mental faculties. Surprisingly
enough,—and it may be a pure coincidence,—there is a striking resemblance
between Bharata’s theory of rasa and Carvaka’s theory of caitanya—
consciousness, a quality of the body not present individually in the four
elements—earth, water, heat and air—that combine to make the body but
which emerges from their combination.! The same may be said of rasa and
its correlatives.

LOLLATA : ‘ ,

Lollata, the earliest critic on record, preferred to seek aid from his common
sense rather than from any established system. For him, rasa, which is
substantially the sthdyin created by the vibhdvas, revealed by anubhdvas
and nourished by the vyabhicarins, abided primarily in the character in the
play like Rama, and secondarily in the actor who enacted the character.

SANKUKA :

For Sankuka who finds fault with Lollata’s view, the actor himself, who
is a contemporary of the spectators and who is not far removed from them as
are characters like Rama whom he imitates, is the receptacle of rasa, which
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is an imitation of the sthdyin in the original character like Rama. This
sthdyin in the actor is inferred from his acting. Both the sthayin and its
correlatives are thus unreal and hence are named by Bharata by specially
newly coined terms like vibhdva. How can such an unreal apparatus lead to
the real enjoyment of rasa?—‘As does the picture of a horse lead to the
cognition of a real horse’, (citra-turaga-nydya) says Sankuka; he deems it
‘samvadi-bhrama’ and quotes Dharmakirti, the Buddhist philosopher, for a
support. Imagine a person who sees rays of a lamp at a distance, thinks that
it is a jewel, rushes to secure it, reaches the spot and, to his disappointment,
finds a lamp there. Imagine also another person who sees rays of a jewel (and
not the jewel itself, it being too small and too far from him), thinks that it is
a jewel, reaches the spot and actually finds a jewel. {In fact, both are mistaken
in as much as they take as a jewel something other than a jewel. But this
false knowledge (bhrama) produces a real action in them, with the only
difference that one of the two is rewarded with what he sought (a case of
samvddi-bhrama) while the other is not (a case of visamvddi-bhrama).2

This is how Sankuka argues, conceding that the inferred sthdyin in the
actor and its apparatus are unreal. Personally he thinks that the cognition of
the sthdyin in the actor defies definition, that it cannot be included in any of
the known varieties of cognition, but, at the same time, its existence cannot be
denied as it is a matter of direct experience for every rasika.3

1t is customary to deem Sankuka a N aiydyika because of his view

that rasa, that is the imitated sthdyin, is inferred. I do not subscribe to this
view; for nothing typical of the Nydya system is involved in this view. A
-farmer does not need to study Nydya to infer that it would rain before long
~when he sees dark and heavy clouds in the sky. If Sankuka’s theory of
inference is an adequate ground to deem him a Naiydyika, his reference to
Dharmakirti can be regarded as sufficient ground to deem him a Buddhist : I
would consider the second claim to be more plausible, as the verse quoted from
: ‘Dharmaertl is closely related to the theory of knowledge of the Buddhists
who deny the existence of the objective world. This sort of naive tagging of
names based on a flimsy ground is of little consequence in a serious study.

NAYAKA

Nayaka would like to explain rasa as a joint outcome of two operations—
‘bhdvakatva’ and ‘bhojakatva.’ By the first he means the process of
‘sa@dhdrantkarana’ or generalization, i. e. shearing rasa and its correlatives of
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their particular space-time-person context and making them a ‘common
wealth’—a state produced by fourfold acting 'in ‘a play and gundlankdras in
poetry. Thus generalized, rasa is relished by the spectator by b«h‘oj’aléatpa, a
unique process of the mind distinct from the commonly recognised modes of
cognition such as perception, memory, etc. Though made up ‘of the three
primeval qualities, the sattva, the rajas and the tamas, it is dominated by the
sattva, as a result of which this experience rests in the consciousness (caita-.
nya) full of light and happiness—much the same way as the experience in the
realization of the Supreme Brahman (Para-Brahmisvida-savidha). Nayaka
conceives bhavakatva and bhojakatva as processes exclusively operating 'in
the field of poetry (and drama) and ‘distinct from the abhidha process which
is common to poetry and other literature—mandatory (Veda, etc) and advisory
(Itihasa, Purana, etc). The chief purpose of poetry 1s, the'refore to. glve pure
joy, and only secondarily, to give moralinstruction.

Even a hurried survey of Nayaka’s theory Would reveal that in’ for-
mulating it he has drawn substantially on Mimdsd (as Abhinava presents
him), Samkhya and, most of all, Veddnta; this- shows what an imaginative,
discriminating man of wide knowledge can contribute .to the exposition of a
theory. For his bhavakatva concept, he is indebted to Mismamsa; for his
conception of the rasa experience; to Sarmkhya (a part of which is also absor-
bed in Veddnta); and for the idea of over-whelming, total absorption in the
experience, he is indebted to Vedanta. Nayaka:is the first critic to compare
poetic experience to the experience of Brahman whjch the Indian tradition
regards as the highest goal of life. All subsequent writers on poetics are
indebted to him for this brilliant conception. Even Abhinava who has
rejected his contention that rasa is not a-cognition and that bhdvakatva is. a
specific process pecuhar to poetic experience, concedes that his description
of the poetic experience is on a par with the spiritual experience, and that
his bhojakatva process is identical with Ananda’s Vyafijand. As monistic
Saivagama, of which Abhinava is the chief exponent, is basmally not different
from the monistic Veddnta, indebtedness of his exposxtlon to Sawdgama‘
needs no special mention. . :

ABHINAVA AND NAYAKA :

The two salient points in Nayaka’s mterpretatlon wh1ch Abhmava has
criticised are : (i) rasa is not a cogmtlon, and (ii) bhavakatva is a special
poetic process which brings about sadhd*anikarana. About the first, Abhmava
remarks that it is self-contradictory to call rasu a bhoga—pleasure, and at the
same time to deny that it is a cognition—pratiti. What is pleasure if not a form
of awareness or cognition ? Abhinava has no objection to singling it out from
the eommon forms of cognition or awareness; but calling it ‘no cognition’ is
equivalent to making it unfit for any dealing with it.4 As for bhavakatva,
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Abhinava takes it as another self-contradiction Nayaka has committed; for it
niilitates against his (Nayaka’s) view that rasa is not produced. Bhdvakatva
is the same as bhdvdna of the Mimdmsakas; and bhdvand is conceived as
amental process of a person that causes a thing to come into being. It operates
through two media : the word and the meaning; and is accordingly named
$abdi and arthi, as illustrated by the statements : (i) ‘someone desires me to
do this’, and (ii) ‘I must do this.” Mimdmsakas believe that through this
process a performer is inducted by the Veda to perform a ritual, then a will
is created in his mind to do it and this, eventually, is translated into the actual
performance of the ritual. In matters secular, it is some person in command
who plays the role of the Veda in the above cited example.

With due respect to Abhinava, I beg to differ from him in his interpreta-
tion of Nayaka on the point of bhavakatva. Itisin the contextof sadhdrani-
karana that Nayaka ushers in the bhavakatva, which, when understood in the
proper light, means elimination of the element of particularity from the
apparatus of rasa by the spectator on the strength of his will-power, something
on a par with.‘willing suspension of disbelief.” It is a unique power of the
human mind to infuse a lifeless matter with life, to associate with or dissociate
from something, to equate something with an agreeable or disagreeable
complex of qualities. A lifeless picture or image, a book, a souvenir, a word, a
flower, a smell, a colour, 2 piece of furniture, an apparel,—in short, anything,
howsoever insignificant it might be from others’ point of view, can mean a lot
for a person who infuses it with feelings by his will-power. It is a symbol
for him of something which exists in the world of his mind. This power
of symbolism, which man discovered first in the formation of language
and extended subsequently to other countless areas, is perhaps the one
phenomenon that pervades the entire human life. All arts, plays, games,
other forms of entertainment; religious, social or political conventions;
meta-language and notations in all studies are nothing but manifestations of
the power of symbolism backed by individual or social will-power. Bereft
of this power, man would be a poor creature. This is man’s bhavand $akti,
which, I think, Nayaka implies when he speaks of bhdvakatva. Abhinava’s
criticism of him on this point is, therefore, unfair or is an outcome of a
misunderstanding. Even if Abhinava is supposed to be right in taking bha-
vakatva as equivalent to bhdvand, it deserves to be noted that what Nayaka
relates to it is not rasa but only sdadhdranikarana, which, by common con-
sent, can be granted as produced. :

On a close examination of the rasa theory as understood by Nayaka and
by Abhinava, onie cannot help feeling that the latter has essentially incorpor-
ated the former’s view and developed it to a form one would inevitably arrive
at by crdinary logical processes—except on the points of bhdvakatva where
Abhinava has misunderstood Nayaka, and bhojakatva which, for Abhinava, is
a cognition not different from vya@jand. The last point is merely a. matter of

difference in terminology. :



58 SOME ASPECTS OF THE RASA THEORY

ABHINAVAGUPTA :

As interpreted by Abhinava, rasa is different from sthdyin inasmuch as
the former can abide only temporarily and only in a connoisseur ( sahrdaya),
while the latter exists dormantly and permanently in every being from the
moment he is born. In other words, rasa exists only in drama (or other arts),
and sthdyins exist only in actual life. Rasa exists only as long as the act of
carvani—relishing—continues : and carvand continues only as long as the
rase apparatus—vibhdva etc.—is present before the spectator. That is the
reason why the correlatives of rasa cannot be regarded as having a causal rela-’
tion with rasa; for an effect like a pot can exist independently of the potter
who has made it, once it has come into being. This leads us to the inevitable
conclusion that the experience of rasa has no parallel in actual life and
must hence be regarded as alaukika, uncommon. The relation between rasa
and its correlatives is explained on the analogy of a pot and a lamp,—
ghatapradipa-nydya, and is called vyaiijand. The pot is revealed, not pro-
duced, by the nearby lamp; and that also only as long as the lamp emits
light. Rasa, too, which already exists in the form of sthdyin inthe mind of
the spectator, is likewise revealed to him by its correlatives when it assumes
the form of a rase. Before this stage is reached, the sthayin undergoes a
metamorphosis—shorn of its space-time-person context, it is generalized : this
is sadhdranikarana. As a result, it is experienced by the spectator not as his
own, nor as his opponent’s, nor as that of a neutral person, leaving thus no
scope for such reactions as embarrassment, anger or indifference. This exper-
ience does not have the character of memory (for itis not recalling of
something experienced before), or perception (for it is not produced through
the medium of sense organs), or inference (for it is directly relished),—though,
of course, the faculty of inference in the spectator as he utilizes it in worldly
affairs lays the foundation for the experience of rasa. Hence it is a unique,
pure experience, uninterrupted by any other cognition and unpolluted by any
worldly motive, very much like the experience of the Supreme Brahman, and,
liekwise, constituted of pure happiness. The most logical conclusion of this-
view is that theoretically rasa is only one (for Brahmdsvdda does not have
varieties),— a suggestion not taken notice of by his immediate successors, but
taken up later on by Bhoja and elaborated to its fullest extent.

VYANJANA : IN GRAMMAR AND IN POETICS :

For the concept of vyafijand, also called dhvani, presented in an elaborate
form for the first time in the work ‘ Dhvanydloka’, Ananda has acknowledged
his debt to grammarians who first enunciated this principle in the context of
sphota,® a characteristic semantic theory of the Paninian school. Vyafijana

5. auififen: AUiREaRT: SUTAgE: e g e | Sarva-darSana-sarngreha, Panini-
darS§ana.

TR St ag |
smRRTEE g2 TEAIsAad | Vakyepadiya, 1.85 -




RASA THEORY AND THE DARSANAS 59

does not have a very significant role to play in the corpus of formal
grammar. It was Ananda who realized that this concept could contribute
substantially to the criticism of poetry and therefore elaborated it in a
systematic manner. It changed the whole outlook of Sanskrit criticism in
the years that followed.

JAYANTA AND MAHIMAN :

The concept which Nayaka calls bhojakatva (only in the context of rasa)
and the Ananda-Abhinava school calls vyafijand (in a context wider than
that of rasa), is challenged by Jayanta Bhatta briefly and Mahima-Bhatta in
detail. - The latter claimed that vyaiijand or dhvani could always be reduced
to inference (anumana) and that it was not necessary to invent a new power
of a word like vyaiijand. For them the apparatus of rasa (vibhava

- ete.) is as much a cognitive tool (jAidpaka hetu) of the sthiyin/rasa as is
smoke, of fire. They see no reason why there should be a discrimination

“between the two. Of course, of the two critics of vyafijand, Jayanta is candid
enough to concede that, after all is said and done, this is the field of the
critics of poetry and too profound for the logicians to pass a judgment on. But
Mahiman argues the case of inference against vyafijand in his Vyaktiviveka.
We cannot accept Mahiman’s stand that all vyafijand is but kdvydnumana
without dismissing, as the VaiSesikas do, the claim of $abda (alongwith its

© other vydpdras, i. e. abhidhd and laksand) as a separate pramana.

BHOJA :

- As stated earlier, a suggestion in Abhinava’s exposition of rasa that rasa
- isone, was later taken up and elaborated by Bhoja. Bhoja does not subscribe
to the traditional view that there are eight or nine rasas in drama or poetry.
It is a myth, handed down from generation to generation and followed
blindly like a belief that a certain tree is inhabited by a ghost! What are
. popularly. called rasas are no more than bhdvas generated from the rasa,
and they need not be limited to the sacred number eight or nine; they
are as many as fortynine ! Why should only a few of them be promoted to the
status of rasa ? We find one logical end of the rasa spectrum in Rudrata’s
answer to this question : that there can be as many rasas as there are
bhavas, i. e. 49. The other end is found in Bhoja’s position that none of the
- 49 bhavas, which play alternately the principal and the subordinate roles in
relation to one another, deserves to be called rasa, which is above them all.

... Bhoja names this one rasa variously as abhimdna, ahawmkdra and §rngara

(which must not be confused with its namesake in Bharata’s exposition). Rasa
is what is relished, is the object of dsvada. And what is it that we really
relish ?* Our own ego’, says he; and explains it as self-love.s Whatever is liked,
disliked, loved, hated, welcomed, avoided, is the object of anger, sorrow or
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surprise,—all that has an invariable reference to one’s own self. This principle
of ego is so overwhelming that it can convert even pain into pleasure and
vice versa. A young girl feels pleasure at the scratches made by her lover’s
nails on her breasts : why ? Her ego is the answer.” It is plain that every man
is happy or sorry for the profit he makes or the loss he incurs. Even when he
appears to be happy or sorry for another man’s profit or loss, it is really for
himself, in an indirect way. The sacrifice a man makes for another is also -
for himself—for the satisfaction he obtains therefrom. If he weeps for
another, it also is really for himself. It is the self-love that is the source of
all a man does or does not do. Even Yajfiavalkya and Manu do not think
otherwise;® and, above all, no one can deny one’s own exyerience. '

This ego is a quality of the soul; and, hence, whosoever has a soul hasalso
an ego. Its refinement which goes to make a rasika is the achievement of its
cultivation during a series of past lives.? The ego, according to the Sarmkhya .
theory, is constituted of sattva, rajas and tamas. It develops into rasd
when the element of sattva reigns. Bhoja conceives it in three stages : the
first, pure ego; the second, where the 49 bhdvas get a scope to be enriched
by their respective vibhdvas, etc.; the third, the fully developed stage.
where the bhivas, enriched in the second stage, merge into one single aware-
ness—self-love. Bhoja has openly acknowledged his debt to the Samkhya
system. But there are in his exposition of rasa concepts like karman, vasand,
punarjanman which are commonly shared by almost all Indian philosophical
systems and are drawn upon tacitly or explicitly as* much by Bhoja as by -
other expounders of the rasa theory like Abhinava.

»

JAGANNATHA :

Jagannatha is the last doyen of the Sanskrit tradition of criticism. He has
enlisted as many as eleven views on rasa including those discussed by
Abhinava. Only the first four of these views are given by him in detail, while
the rest are covered in a few lines, the last five receiving hardly a line each.
The obvious distinction of Jagannatha’s treatment of rasa is that he prese-
nts his material mostly in a style cultivated by the Navye Nydya and
adopted by the post-Gangesa works on Veddnta. Following the ancients, he
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first pronounces the character of rase as the sthayin qualified by uncovered
- consciousness; and later rectifies the statement by saying that ‘in fact,
rasa is uncovered consciousness engulfed by the sthdyin.’'® The difference
between these statements is like that between ‘the coloured glass illu-
minated by the sunlight’ and ‘the sunlight filtered through the coloured
glass.” As a true philosopher, he makes it categorically clear that the exper-
ience of rasa, engulfed by objects such as vibhdva, is quite distinct from the
experience of the Brahman in meditation.!! As a true Veddntin, he has traced
rasa to a §ruti passage, the oldest possible authority respected by all devout
traditionalists. In the third interpretation which he has ascribed to the
moderns ’, he presents rasa as on a par with the appearance of silver on a
shell shining in the sun,—both caused by imperfections in cognitive conditions,
and equally anirvacaniya, indeterminate.l2 Others would like to call them both
illusions. These are practically extensions to rasa of various khyatis in
philosophical systems which attempt to explain what happens when X is
cognized as Y.

CONCLUSION :

- From what has been stated above it would seem that the distinctive
doctrines of ' more than one system of philosophy are found mentioned in
Sanskrit works on poeties. The Samkhya and the Vedanta systems however
appear to have exerctsed a profound influence in moulding the rasa theory.
The very concept that rasa is not produced but already exists, it is only
- revealed, it isone with the Sthdyin, has a close resemblance with the Samkhya
~ doctrine of Satkdryavade. The concepts of ‘bhoga’ and ‘sattvodreka’ are
" alsoprimarily derived from the Samkhya system. The idea of sddhdranikarana,
first propounded by Nayaka, has its roots partly in the Samkhya concept that
the purusa (really not related to the gunas which cause bhoga) is subjected
to the worldly experiences of pleasure and pain because of his identification—
- and sédharanikarana is practically a form of identification—in error with the
Prakrti' (which is constituted of the three gunas) and partly in the Vedanta
idea that all is Brahman. (Yet another probable source for sddhdranikarana
is the concept of sdmdnya of the Nyadya-Vaisesika systems which is the
common heritage of most of the philosophical systems.) It is particularly
significant in the context of identification and bhoga to find that the Sarmkhyas
compare the role of Prakrti to that of an actress who presents the dance. of
pleasure and pain on the stage of the world, that is, the samsdra, in which
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the purusa gets involved so long as he does not realise that he is in no way
part of it!3, The idea that all rasas are pleasurable has its roots in the Upani-
sadic concept of Brahman-as constituted of sat, cit, and ananda. Among the
various terms used in the Upanisads to denote Brahman, one is ‘dnanda.’ It
is so termed because of the restful bliss that results from realising the inner
harmony of the universe in one’s own experience. In artistic (or aesthetic)
perception, too, there is a realisation of unity in diversity and it is followed"
immediately by pure delight. But this pleasurable experience is- fugitive or
shori-lived as it lasts for the duration of the dramatic performance. The
novel rasa theory expounded by Bhoja is unquestionably founded on the
Samkhya-Vedanta grid, with a marked Samkhya bias both in conception and -
terminology4, ' - - '
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is that the spectator is viewed here as not involved in the drama going on before him,

while the theory of rasésvdda presumes involvement of the spectator in the drama to a
certain extent.

"14. For a more detailed exposition, vide the author’s paper : The Rasa Theory and the
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Rasa Theory and the DarSanas-2 -
P. R. VORA

Scholars, both ancient and modern, associate the interpretation of the
Rasa-Sitra given by the early writers on Dramaturgy with the one or the
other of the dardanas (Systems of Philosophy). Thus Lollata is thought
to be a Mimarhsaka, Sankuka is considered to have based his interpretation
on the Nyiya daréana, Bhatta Nayaka is understood to have followed the
Sarnkhya dar$ana, while Abhinavagupta is mostly accepted to have interpre-
ted the rasa-siitra according to the Kashmir Saiva Philosophy. We shall
discuss how far these claims are justifiable and proper.

Lollata’s theory : It is unfortunate that we do not have sufficient infor-
" mation about Lollata’s view regarding rasa and its enjoyment. Scholars have
even seen discrepancies in the presentation of his theory as available in the
Abhinava-Bhdrati and Locana on the one hand and the Kdvyaprakdsa (K. P.)
on the other. Dr. K. C. Pandey, for example, thinks that the word ‘pratiyama-
nah’ in the’K. P. is ‘a slight emendation (by Mammata) of the text of
Abhinava’, it is, therefore, very difficult and even rash to judge Lollata’s
attitude towards rasa‘from the meagre evidence that can be gathered from
these aforesaid sources. However the following points may be noted :

_ (i) rasais a product of the combination of the determinants (vibhavas),
‘cdonsequents (anubhdvas) and the auxiliaries ( vyabhicaribhdavas) (ii) rasa

“abides primarily in the original character (anukdrya) and only secondarily in
the actor (anukartd/nartaka) (iii) rasa is perceived by the samdjika, who
derives pleasure therefrom.

According to Lollota the spectator enjoys rasa in this way : As he
witnesses a dramatic performance, he allows himself to forget for the time
being that he is witnessing a dramatic performance—this happens because of
the clever acting of the nata. He identifies (anusandhdna) the actor with the
original character (anukdrya, e. g. Rdma). This identification is due to the
former’s peculiar movements, etc. (anubhdvas). He is not able to account for
the various mimetic movements of the actor otherwise than by construing
them as the indications of love (rati) etc. He does so by resorting to laksand
-secondary function of word (abhidheydvindbhita-pratitiy). This avind-
bhava is not necessarily an invariable connection like that between smoke
and fire.

Is this identification of the actor with the original character an dropa
(superimposition) or a bhrama (illusion) ? Yes, of course it is an dropa, and
not a bhrama. Itisa voluntary (@hdrya) superimposition. The sdmdjika
suspends his consciousness of the difference between the nata (anukartd)
and the (original character) (anukdrya). It isdue to this sort of superim-
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position that ndtyais called a ripaka (rdpakam tat-samaropdt). This ahdrya
aropa is like the dropa of the moon (candra) on the face (mukha) in the
illustration of metaphor: mukha-candrah udeti. Though we know that
the face is not the moon, we enjoy this ripaka. We cannot, however, enjoy it
if we are, all the while, conscious of the rugged and crator-covered surface of
the moon. According to Lollata the samdjika enjoys rasa in the same manner.

His theory is confuted by Sri Sankuka. ‘

From the foregoing discussion it is amply clear that Bhatta Lollata was
not influenced by the Vedanta darSana as some scholars have tried to
establish, by explaining ‘anusandhdna’ as superimposition (@dropa) because,
as has been pointed before,. this dropa is not an illusion like that of a serpent
on a rope. . '

Lollata probably drew on.the Bhatta school of Parvamimarhsa, for he
resorts to the secondary power of word (laksand) accepted by Kumdarila.
Bhatta, to account for the mimetic movements of the actor. It is suggested
that Lollata explained this not by laksand but by Arthdapatti. Even then one
has to admit that he was influenced by the Pirvamimamsa darsana.

MM. Kane too has suggested and rightly so, that Lollata was influenced by
Pilirvamimamsa.

‘While we discuss the rasa theory' as influenced by Pliirvamimamsa it would
not be out of place to refer to the views of Dhananjaya and his commentator
Dhanika set forth in the Dasa-ripakae and the Avaloka thereon respectively. -

They contend that one is able to apprehend rasa, by virtue of vdkydrtha
i. e. tatparydrthe which though it is not a paddrtha is fione-the-less a
vikydrtha. (a-paddrtho'pi vakydrthak) . According to Dhanika vibhdvas etc.,
are like paddarthas (vibhdvdh paddrtha-sthaninah) and ratydd: connected
therewith is vakydrtha. Vibhdvas etc.,in short, conduce to the apprehension of
the sthayi, which is the total meaning or purport (tdtparydrtha) of the
sentence in the form of dramatic performance. It is, for this reason, that while
distinguishing nrtya from ndtyae he points out that nrtya is paddrthdbhinaya
while ndtya is vdkydrthabhinaya.

Sankuka’s theory of rasa : $ankuka argues that the spectator apprehe-
nds the sthdy? abiding in the actor by inference and derives pleasure
therefrom, since due to the clever acting of the trained and well practised
actor he identifies the anukartd as the anukdrye shorn of his individuality
(i. e. not as Ramah ayam but only Radmakh). :

The following points may be noted in this connection : (i) Vibhdvas etc.,
the lingas for the anumdna are artificial; yet the samdjika isled into believing
them to be real due to the ingenious actions of the nata. (ii) The sthdayi is
cognised as abiding in the anukdryae by inference of an extraordinary nature
‘since other subjects of inference (anumiyamé@na) are not relishable whereas
the sthdyi is. (iii) The anukartd is taken for the anukdrya on the analogy of
the citra-turaga. (iv) Though this sthdyi cognised by the samdjikd does.not
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abide in him he none-the-less enjoys it and derives pleasure therefrom; and
“the sthdyi so enjoyed is rasa.

From the above it is clear that Sankuka’s explanation of the rasa theory
is influenced by the Nydya dariana. But he makes it amply clear that in this
anumana the object inferred is not prosaic like the object in the inference of
the fire from the smoke.

.Commentators like Vidyacakravartin have tried to explain the extraordi-
nary nature of the anumiyamana in this inference.

Sankuka claims that the anukartd (nata) is identified with the anukarya
on the analogy of the citra-turaga (The horse in a picuture, which is takena
for a real horse). He explains this cognition as peculiar since it is distinct
from pramad as well as apramd.

When one looks at the. picture of a horse the cognition is not (i) mithyd

© (false) since it is. the same-unchanged-at all times and is not contradicted,

(i) it is not doubtful (semsaya) because it is certain, (iii) it is not even

similarity (sadr$ya) because there is no similarity of limbs etc. between the

picture and the horse. Hence just as this cognition of the citra-turaga is

quite distinct from all other cognitions, the cognition of Rama with respect
to nata is quite peculiar.

‘This citra—turag& is like the vikalpa’ says Nages$a, which is defined by
Patafjali thus : Sabda—jidndnupéativastu-suinyo vikalpah/‘Predicate-relation
‘(vikalpa) is without any corresponding perceptible object and follows as a
" result of perceptions or of words’. Here too there is no corresponding real
“horse and yet the abhdsa of a horse is there.

~ Sankuka claims that the unreal vibhdvas are taken for real by the
simdjika and on the strength thereof he infers the sthdyi of the actor. This
‘has no parallel in the Nydya-sastra. Abhinava remarks that there cannot be
any valid inference from an unreal mark (linga). Hemacandra quotes a verse
from Dharmakirti’s Pramdna-vdrttika to justify Sankuka’s stand; for causal
efficiency (artha-kriyd-kdaritd) is after all the true test of reality, (i. e. for
the right form of cognition) . ‘Even a mistake, observes Dharmakirti, if itdoes
" not delude the perceiving subject, is a source of right knowledge.’ So Sannkuka
is vindicated to that extent if we accept causal efficiency to be the basic
criterion for truth.

It should be noted in this connection that though they do not subscribe to
the view of Sankuka, Dhanafjaya and Dhanika resort to a similar analogy.

It would not be out of place to see what our greatest poet has to say in
this connection. In the sixth Act of the $dakuntala, the hero looks at the
picture of his beloved, drawn by himself on the canvas. He gets so much lost
in the act that for the time being he forgot that he is looking at the picture

. till he is awakened, by the Vidasaka with the words, \“Bhoh citram khalv
etat.” The disappointed king’s reply suggests Kalidasa’s view in the matter.
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He probably thought that it was not impossible to act on citra-turaganyaya,
for Dusyanta says, “Punarapi citri-krtd kanta.”

Bhatta Nayaka’s theory of rase : His main contribution to the theory of
rasa is the idea of universalisation (sddhdranikarana), whereby the
determinants (vibhdvas etc. arestripped off all relations, temporal, spatial
or personal, and presented in a universalised form by a distinct function
of words recognised by him and called bhdvakatva. The sthdayi which too .’
is universalised by bhdvakatva is enjoyed by virtue of the third function of
words viz. bhojakatva/bhoga/bhogikrti, which is of the nature of samadhi. '

Now Bhatta Nayaka has no $astric (philosophical) authority to support.
him so far as the recognition of the last two functions, leaving abhidha, is
concerned. One may call it his invention, but that does not in any way lessen
the importance of his contribution to the explanation of the rasa theory.

From the word ‘sattvodreka’ used by Bhatta Nayaka, Govinda Thakkur
and Nage$a Bhatta infer that he was influenced by the Samkhya dariana.
According to them bhoga is like the consciousness of ananda. ‘According
to the Sarhkhya system,’ says Nage$a, jidna is nothing but the reflection
of the citta-vrtti in the Purusa and the form of the jfidna is, therefore, the
same as that of the reflected citta-vrtti. Now when the sdmdjika witnesses
a drama, the sattve quality becomes predominant while the other two
qualities, rajas and tamas, are subdued. This ‘sattva-maya-citta-vrtti’ is
reflected in the Purusa; and since sattva gives rise to dnanda, the sattva so:
reflected in the Purusa, creates the consciousness of dna’nda. Thus the samdjika

enjoys rasa. . .-
This is the explanation given in Pradipa and Uddyota.

Vidyacakravartin explains this theory with the help of the Yoga-darsana.
He points out that by acts of purification (pari-karma) like cultivation of
friendliness (maitri) towards happiness (sukha), compassion (karund)
towards pain (duhkha), joy (muditd) towards merit (punya) ahd indifference-
(upeksa) towards demerit (a-punya), the sattva quality becomes free from
the other two qualities, rajas and tamas, which struggle to overpower it and
the mind-stuff assumes a state of complete calm like that In a samddhi which
is of the nature of consciousness (prakdsa) and bliss (dnanda). According to
Vidyacakravartin’s interpretation of Bhatta Nayaka, the sdmdajika’s pleasure
partakes of the ecstatic bliss which a yogin enjoys in the state of samadhi.

It is suggested that the words ‘prakdsa’ and ‘dnanda’ employed by
Mammata in the explanation of Bhatta Nayaka’s theory of rasa are used in
their Saiva significance; so prakdsa stands for vimarsae (self-consciousness)
and the word sattva too should be interpreted in that light. This conjecture
does not seem to be very helpful since Bhatta Nayaka’s concept of aesthetic
experience appears to be more akin to the Vedantic concept of ananda, which
consists in the predominance of pure sattva due to the inoperation of the
other two qualities, rajas and tamas, which is the result of the absenee of the
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phenominal world in this experience. The samvid-vi§ranti conceived by

- Bhatta Nayaka stands for ‘vigalita-vedydntara dnande’. We have the
authority of one of the greatest philosophers of all times, Acarya Abhinava,
to say with confidence, that Nayaka’s approach to rasa theory was grounded
in Vedanta Philosophy, for twice in the Locana and once in the Abhinava-
Bharati, he says that the ananda of the aesthete, as conceived by Bhatta
Nayaka, is equivalent to the para-brahmasvada.

" It is possible that though Bhatta Nayaka was a Mimarmsaka he explained
the rasa theory on the basis of his own invention of the powers of words and
explained the aesthetic pleasure with the help of an analogy making it akin to
the state of bliss enjoyed by the person who realises Brahman. He wanted to
confute the novel notion of dhvani. But his own invention of the two novel
functions of bhdvakatva and bhojakatva brings him close to the concept of
dhvani or vyaiijand (suggestion); and Abhinavagupta actually accepts his
interpretation by identifying his two pewers or functions of bhavaekatva and
bhojakatva with the concepts of sidhdranikerana and vyaiijand respectively.

It may be pointed out that Dhanafijaya and Dhanika who explain rasa
theory on the basis of the Bhatta School of Pliirvamimamsa also seem to accept
one of these two functions invented by Bhatta Nayaka, viz bhdvakatva. They
too believe in the process of universalisation though they do not elucidate this
point. They also accept like Bhatta Nayaka and Abhinava that ratyadi sthay?
belongs to the simdjika or, as they put it, to the rasika. They also follow

- Lollata, as has already been pointed out, in respect of the cognition of sthayi
- by laksana. '

Abhinavagupta’s theory of rasa :

This is the most convincing of all thelinterpretations of the rasa theory.
The following are some of the important features of Abhinava’s theory :-
(i) The vibhavas etc; presented in a universalised form, suggest (vyaktah)
‘the permanent state (sthdyi) (ii) This sthdyi is already present as a vdsand
(latent impression) in the spectator (sdmdjika). (iii) The sthdyi which
belongs to the spectator and is so suggested by the vibhdvas etc., is apprehe-
nded by him in a universalised form because at the time of witnessing the
ndtya he becomes a de-individualised cogniser. (iv) This sthdyi is enjoyed
by the samdjike like the panaka-rasa (v) When relished the sthdyi becomes
rasa. (vi) The word nispatti in the Bharata-siitra refers not to the rasa but
to the relish (rasand) of the rasa, which former is bodha-ripd (of the

" nature of consciousness) yet alaukika. (vii) This rasa is not itself distinct
from one’s being; and hence it is very much similar to the Brahmasvada.

From the above points the indescribable and unworldly nature of rasa
becomes fairly clear. Certain phrases used by Abhinava and his follower
Mammata in their expoistion of the rasa-sitra e.g. (i) Svikara ivibhinno' pi

. gocarikrtah  (ii) Brahmasvadam ivdnubhdvayan  (iii) Svasemvedana-
gocarah (iv) alaukikdnandamaygsya (v) Svae-samvedana-siddhatvit etc.,
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lend support to the view that paraid is alaukika. These epithets used in
respect of rasa have induced, of course, not unjustifiably, several scholars, to
consider that Abhinava’s interpretation of the rasa theory is based on the
Vedanta darsana. .

Let us examine some of these epithets : .

(i) Swikdara ivdibhinno'pi gocarikrtah : Like the self (atman) rasa is-
jAadnaripa, yet it can be seen by dtman itself as Kalidasa describes ‘Atméanam
atmany avalokayantam’. In the same way rasa which is of the nature of
knowledge (bodha-svaripa) can also becomeithe object(gocara) of knowledge,
(ii) Sva-samvedana-gocarah and (v) Sva-samvedana-siddha. Like the .
self (dtman), rasa is known to exist from its experience. One ean only realise
the rasa by oneself and in one’s own self, but it cannot be described since it
defies all descriptions like the Atman. It cannot even be proved either by
savikalpa or nirvikalpa pratyaksa. (iii) Brahmdsvadam iva enubhdvayan.
and (iv) alaukikdnandamaya : These two expressions (Brahmdsvddu)
and alaukikdnanda are invariably associated with the Vedanta System.
It is wellknown that Brahma is dnandamayae : This dnandae is not the
worldly transient dnanda but the Eternal Bliss. There is a great resemblance.
between Brahmdnande and rasdsvdde or rasdnanda; but they differ in
the following respects : (a) Brahmdnanda is eternal, rasananda lasts only
while the vibhdvas etc last. (b) Brahmdnanda is a state of nirvikalpata,
but rasdnanda or rasa is beyond savikalpatd and nirvikalpatd. “In this lies
the secret of its alaukikatva,” says Abhinava. . ' :

From these several common features of rasdsvada and brahmdsvdda it
may be proposed that Abhinava’s interpretation of the rasa theory is influe-
nced, perhaps very heavily so, by the Vedanta philosophy.

But this does not seem to be correct. Dr. K. C, Pandey has very ably and
in a highly convincing and scholarly way established Abhinava’s association
with the Kashmir Saivism. He has also pointed out in great details the unque-
stionable influence of the Kashmir $aiva philosophy on Abhinava’s aesthetic
theory. ‘

Abhinava and, following in his footsteps, Mammata, have used several
technical terms and phrases which are borrowed from the Kashmir Saivism.
e. g. (1) parimita pramata; (2) na parimitam sadhdranyam apté tu vitatam;
(3) bhunjanasyidbhutabhoga-spanddivistasya camanah (? camatah)
karanam camatkdarah ; (4) sphurann astu, santdna-vrtteh etc.

‘As I have already said these and many other traces of Kashmir Saiva
philosophy have been pointed out by Dr. K. C. Pandey.

It is worth noting that this Saiva influence on the great Acérya’s interpre-
tation was well known to Bhatta Gopala, the learned author of the Sdhitya-
ciddmani, a commentary on the Kdvya-Prakdsa. At least five hundred years
back Bhatta Gopala interpreted Abhinava’s doctrine, as given in the Kavya-
Prakdsa, in the light of Kashmir Saivism. He even quotes three verSes from
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the Spanda-Kdarikds to support his explanation of the terms parimite and
dparimita pramata.

Who is an aparimita-pramdata? The individual is a mere manifestation
of the Absolute and as such he is related to temporal and spatial limitations;
he is therefore called a parimita pramdtd, as a cogniser with utilitarian
out-look. But when he is witnessing a drama (ndtya) the practical, utilita-
rian approach is absent, therefore he is freed from the temporal and spatial
limitations. He can, therefore, witness the drama and cognise the wvibhdvas
etc. and the sthdyi in a universalised way, as Abhinava remarks; na parimitam
sidhdranyam api tu vitatam/(i. e. aparimitam or universalised). This is
what they call ‘sadhdranikarana.’

The absence of savikalpa and nirvikalpe pratyaksa pramdna also can be
- more satisfactorily explained on the basis of Kashmir Saivism. Vikalpa is
determinancy which has reference to the object related to temporal and spatial
limitations as distinct from the subject. But since the Absolute of Saivism,
unlike the Brahman of Vedanta is unity in multiplicity we can account for
“this alaukika condition of rase in so far as it is neither perceived by
savikalpa nor by nirvikalpa pratyakse pramdna, for Sadasiva too is self-
conscious yet ‘nirvikalpa.

The word sphuran suégests sphurattd or sattd, a power of the Absolute
also called kriyd, which appears in the individual in a limited way as sattva.

The word bhufijdna is explained as suggesting a person who ‘attains to
the state of rest on self, when he sees a good drama presented on the stage’.
Dr. Pandey points out that ‘the impediment in the form of object is totally
absent’ in the case of the aesthetic experience, whereas in the case of the
experience of flavour this impediment is present.

We have seen how the various interpretations of the theory of rasa differ.
But it should not be forgotten that the chief aim of all the great scholars and
Acdryas was to find out the process of the apprehension of rasa. They should
" therefore not be thought to be contradictory theories. Each one of these

writers had a constructive approach. These theories are the several rungs
" of the same ladder (vikdsa-sopdna-parampard) as Abhinava has pointed out.



Rasa Theory and the Darsanas-3

Bhagavatiprasad Pandya

This happens to be a very, very brief summary of my paper on the above-
subject.

At the outset it has to be made absolutely clear that it is one thing to trace
the influence of various darsanas on the theory of rasa asinterpreted by some
acdryas, and it is quite another to hold that such and such an dcarye was an
avowed follower of such and such a daréana and that his interpretation
is completely influenced by it. Modern scholars of eminence have made
serious efforts to decide the issue which to my mind remains as open as it
ever was. The obvious reason for this is that these dcdryas had  a very
catholic outlook, and when they got themselves busy with the solution of’
the problem of aesthetic relish, they never allowed themselves to be unduly .
influenced by their philosophical commitments. Actually their philosophical
leanings never clashed with their views on aesthetics, or else how can we -
explain the great Hemacandra, an advocate of Jain Darsana following:
Abhinavagupta, the great Saiva. We have therefore to be very careful in
arriving at judgements.

We may begin with Bharata himself. Where shall we place him ? What
were his philosophical leanings ? We normally discuss this problem only with
reference to the dcdryas who tried to interpret his rasa-sitra. But we lose
sight of:Bharata himself who is very much in the centre. He talks of ‘nispatti’.
So do we associate him with Parindmavdda for that? Is it proper ? He also
talks of ‘abhivyakti’ at various places. Shall we call him Vyafjandvad? for
that ? I am afraid we cannot. And if we cannot place Bharata correctly would
it be useful to try to place any other dcdrya so far as aesthetics is concerned ?

This does not aim at side-tracking the issue. Nor do we den'y"inﬁuence of
philosophical thought on aesthetics. For example, we come across any number
of philosophical terms in the explanations of various dcdryas.

We may begin with the term ‘anusandhdna’ appearing in Lollata’s expla-
nation of the rasa-sttra. The Sanskrit commentators explain it either as
‘dropa’ or ‘abhimdna’, while on the other hand Dr. K. C. Pandey takes it to
mean ‘Yojana’ in the technlcal sense of the Saiva darsana. Lollata has left
no clue. What do we do ? He explains ‘nispatti’ as ‘upaciti’. He accepts the
fact of emotions and feelings remaining eternally in the form of impressions
or ‘vdsand’. But does this lead us anywhere ? No. Actually there were
certain notions shared equally by various philosophical systems. The Sammkhya
concept of prakrti which is ‘trigundtmika’ or having the three qualities
of sattva, rajas and tamas, is practically acceptable to all dar$anas. We
cannot therefore brand Lollata either as a Mimamsaka or a follower of Saiva
darsana. We shall have to collect and scrutinise all the refererces to
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Lollata scattered in different places to decide the issue. The same needs to be
done in the case of the other dcaryas except Abhinavagupta whose philoso-
phical works are fortunately available. Further, while engaged in this task
we shall have to keep our minds open.

Let us turn to Sankuka. The fact that he takes ‘nigpatt.’ to be ‘anumiti,
should not lead us to draw hasty conclusions. It is a matter of common experi-
ence that we always infer other people’s feelings. If our observation is
subtle and if we can correlate the external expressions with the inner feelings
in an accurate way we may correctly infer other people’s feelings or inclina-
tions. As in life, so also in literature perhaps the same process is at work.
We can only infer Rima’s feelings. We cannot feel them for ourselves.
As the setting is artistic and unreal the process of reasoning also becomes
relishable according to Sankuka and then Mahima. Well, there is nothing
wrong about it. But we need not characterise them as naiydyikas. Actually
so many nydyas or maxims found in the mimdmsa and nydye darsanas are
also shared by other dar$anas without any reservations. When I infer or
imagine your mood to be good or bad on a particular morning, I do not
thereby become a naiydyika. As with Lollata, so with Sannkuka also we have
to search in for enough material to characterise him positively as belonging
to this or that* discipline. This in itself does not rule out the influence of
nydya-daréana on the anumitivide as advanced by Sankuka. But the
- simple conclusion is tlrat the data are not sufficient to relate him definitely
with any particular dars$ana. It may not sound unreasonable to share the
views of Dr. Pandey who has put in great labour in tracing the philoso-
phical movements in Kashmir in the centuries when these Gcaryas lived. It
is possible that by faith and by virtue of their philosophical leanings
‘these dcdryas were all Saivites. A Hemacandra or a Ramacandra does not
cease to be a-Jain when he accepts or rejects the views of Abhinavagupta.

The bhuktivdda of Bhatta Niyaka and the Sarmkhya view (samkhyadrsia)
cited prior to it, carry an unmistakable stamp of the Samkhya dars$ana. The

“terminology used is absolutely transparent. But for that matter do we make
Bhatta Nayaka an upholder of Samkhya philosophy ? Was he not, by faith, a
follower of Kashmir $aivism ? We have no conclusive proof.

‘We are on absolutely firm grounds when we talk of Abhinavagupta and
Jagannitha. The reason is simple. We know more of these two. We also have
their other works providing us necessaty research tools to decide the issue
‘with certainty. Prof. Athavale has done excellent work on Jagannatha and we
are clear about what particular branch of Advaita-veddnta he adhered to.

To sum up, we may say that the efforts made in this direction are not
sufficient enough to lead us to definite conclusions. We have to seek inspiration
from the efforts made by Dr. Pandey and Prof. Athavale and continue our
research in this direction with an open mind. It is possible that we may never
reach a conclusion and be in a position to make any categorical statement.

All this has been taken care of in my long paper, which was originally
written in Gujarati, and which for want of time, I am not in a position to
‘present in English right now.



The Rasa Theory in Relation to All The Fine Arts

P. N. VIRKAR

Before proceeding to consider the relation of the rasa-theory to the.
various fine arts, we have to see which portion of that theory is relevant to
our present purposes and which arts fall under the head ‘Fine Arts’.

The rasa-sitra of Bharata has been accepted by all tobe the basis of the
rasa-theory. It is not necessary here to explain the different terms used in
the rasa-sitra. It will be enough to remember that rasa is something experi-
enced by the rasika and that the experience is a highly delightful one. The
rasika gets such an experience on reading an excellent poem or on witnessing
a first-rate dramatic performance. That poem or that performance is to be .°
regarded as excellent or first-rate which has the power to give such, a delight-
ful experience to the rasika. :

Now when is it that a poem comes to possess this power to give a rasa-.
experience? Itis, in the first place, only when the poet or the dramatist.
strains every nerve to delineate in his own way some feeling (bhdva) through
his work. This bhdva may be a sthdyi bhdva or any other bhéva. It is
only when one feeling or the other is delineated in a poem that it looks as if it
were full of life. Then alone would it be capable of touchlng the heart of the
spectator or reader.

But will it be enough for a poet merely to delineate a feeling or merely to
rouse it in the heart of the reader ? Of course not. That way so many happe-
nings in life are capable of giving rise to some feeling or the otherin a
person’s mind. Getting some money would make him happy. Winning a
prize, a mishap in the family, the sight of a serpent or that of filth by the side
of a road may generate some sort of a feeling, whether mild or intense, plea-
sant or unpleasant. Similar may be the condition of the spectator if he were
to see a street accident, a smile on the face of a child, etec. .

The rise of every feeling is not, of course, pleasant and even if it happens
to be pleasant, the pleasure derived will be ‘laukika’ or worldly and never
‘alaukika’ or higher than merely worldly, and cannot, consequently, be
called a rasa.

But an extra-ordinary or super-worldly joy will of necessity arise on
witnessing a play of a high order or reading a poem of a similar level, provi-
ded, of course, that the spectator or reader is a rasika. Now, why should
itbeso ? What is there in an excellent poem or a first rate dramatic perfor-
mance that we do not come across in any incident in actual life ? It is, of-
course, the exquisite beauty which a poem or a play happens to possess. Such
beauty in a poem or play serves to give an ‘alaukika’ delight, to a rasika.
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It is in order to lend beauty to the feeling depicted in a poem or play that
the poet has to make a highly clever use of vibhdvas, anubhdvas and
vyabhzcan-bhavas which are but the means to be employed to give rasa-
experience to the reader. The word ‘samyoga’ in the raso-sutra means
‘samyag yaga’ or an exquisite combination. The whole charm of a poem is a
result of the poet’s choice of the appropriate vibhdvas etc. and their proper
synthesis into one whole. That is why it has been rightly said that the poet
uses the same words as are known to all people and that he uses them in the
same senses in which others do, but a piece of poetry assumes a new form,

only on account of the skill of the poet in properly weaving them into one
whole.v

Rasa may, therefore, be described as the beautiful delineation of an
emotion with the help of suitable vibhdvas etc. as to give an extremely deli-
ghtful experience of that emotion to the reader or spectator.

But the rasa-theory had initially been propounded as an essential element
~ of ndtya (i.e., the dramatic art) and it came to be applied later on to kivya
or poetry. Can this theory be of a considerable use to all the other fine
arts as well ? That is the main question we have ma1n1y to consider in the
following pages of this article.

Fine arts other than natya and kdviya are generally supposed to be
dlekhye (i. e, drawmg and painting), sangite (music), martisilpa
(sculpture) and vistusilpa (architecture). Sangita is made up of nrtya
(dancing), gita (i. e., singing or vocal music) and vddye (i.e., instrumental

“music)2. By ‘fine’ arts we shall, for our present purposes, understand those
- arts the main aim of which is to give delight to the artist himself and the
-.rasikas by bringing into being something endowed with uncommon beauty.

We shall begin, then, with dlekhya. This art is pretty old so far as-our
country is concerned. I need not here proceed to describe the semi-circular,
+ circular, square and other shapes that used to be given to sacrificial altars and
the figure of a heron that used to be ‘arranged’ in Vedic times, as is mentioned
in the ‘Sulva-siitra’ written soon after the Vedic literature proper. In the
Ramayanae of Valmiki, an explicit mention has been made of a number of
pictures, in the bedrooms of Ravana.

The $astra of the art of drawing and painting has been dealt with, fairly
elaborately, in nine adhydyas (adhydyas 35 to 43) of the third Khanda of the

Visnudharmottara Purdna, supposed to have been written about 600 A.D.
~ These nine adhydyas are known by the name ‘Citra-sutra’.’

But much before the elaboration in the Citrg-sutra proper, i. e, in the
early $lokas of the second adhydya of the same third Khanda of the Visnu-
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dharmottara Purdna, the $dstras of gita (vocal music), dtodyae (instru-
mental music), nrtta (dancing), citra and martisilpa (pratimd-laksana) have
actually been mentioned and are dwelt upon in that and the following
adhydyas. Pratimd-laksana is discussed in a number of adhydyas after the
C'itra-sitra, under the heading, Devatdripa-nirménam’. ‘

Let us first see whether the rasa-theory is cansidered by the Visnu-
dharmottara Purdne to be of use, in the discussion of the fine arts
mentioned therein. We have, constantly, to bear in mind that so far as the
application of the rasa-theory to fine arts other than kdvya or ndtya is
concerned, we are not at all concerned with the different views regarding
the process of rasa-realisation put forth by the so many commentators of
the rasa-sitra of Bharata. We have to take into account only the core of the .
rasa theory pointed out above and see what importance it has in relation to
the fine arts other than poetry and drama. ‘

In Adhyayae II of the third Khanda, the Vi.snudharmottardsays' that
Citra-sutra cannot be understood without the Nrtta-$astra® and out of the
fifteen Adhydyas from XX to XXXIV which deal with Nrtta $dstra, Adh-
yayae 30th is called Rasddhydye and the next one (i. e., 31st) is named
Bhdavadhydya. Nine rasas (including $dnta) are mentioned and deseribed
in the Rasddhydya, the last (i. e., the 29th) verset of which says that nrtta
without rasa is of no significance and hence a dancer. should always have
recourse only to that nrtta which is based on rasa. It will be interesting to
note that in the 4th, 5th and 6th verses of the same 'Adhydya, ‘Colours’ of the
various rasas are mentioned. Are we to take the hint and use these very
colours to depict the different rasas in Drawing and Painting ?

As many as forty-nine bhdvas are listed in the Bhdvidhydya and in the
last (i. e., the 58th) verse of that Adhydya we are told which bhavas are to
be made use of in depicting each of the nine rasas. : .

Thus because Citra-§@stra cannot be understood witliout Nrtta-$dstra
and because Nrtta is of no importance without a rasa,it follows that no Citra
is worth anything if it does not delineate a rasa.
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These very colours are mentioned in Bharata’s Ndtyasdastra also (VI, 42-43).'
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In the Abhilasitirthacint@mani of Somesvara citra is said to be of four
kinds. One of these is called bhdvacitra.b It is one at the very sight of which
the rasika gets rasa-experience. This kind of citra is said to be causing curio-
sity. The words Darsanddeva are bound to remind us of Mammata’s words
‘Samanantarameva rasdsvidanasamudbhitam? (absolutely instantaneous
delight, which springs from the relishing of rasa),.and also of the asamlaksya-
kramavyangya variety of dhvani. Anandavardhana says that the rasa
variety of the suggested sense is understood very soon, almost along with the
expressed sense.
And if we look at the question independently without worrying ourselves
about what the §dstras say, the importance of the rasa-principle to the art
of drawing and painting should be very obvious.

A picture that skilfully delineates some emotion, is far too superior to
another that depicts merely inanimate objects. The quality of pictures prese-
‘nting landscapes etc. will be much greater when they are drawn with the
object of impressing some bhdva on the mind of the rasika. A picture which
depicts a heap of fruits, howsoever neatly arranged,. cannot,I think, hold a
candle to another which depicts, artistically, say, the love of a mother for her
child.+ . ‘

I must here cite a verse quoted by Yasodhara in his commentary named
Jayamangald on the Kdma-Sutra of Vatsyayana. The author of the verse is
~not mentioned. : - '
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Of the six angas of a picture mentioned in this verse, I wish to draw the
attention of the readers to two, viz. bhdva-yojane and ldvanye-yojana,
which are extremely important. bhdva-yojana of course means depicting an
emotion and ldvanya-yojana means depicting it beautifully. Such a picture
"is superior to one that very skilfully presents inanimate objects. It is so,
obviously because the latter is incapable of giving rasa-experience to the
spectator.

The name of the eighty-second Adhydya of the Samardngana-sutradhara
‘is Rasa-drstilaksana. The very first verse of that Adhydya says that bhava-
bhivyakti in a citra is dependent on rasadrsti.® The whole of the second

++ Could the picture of ihe yaksa that his wife might have drawn with a view to console
herself, be not suggestive of his ardent love in separation ? [Please vide Kaliddsa’s Megha-
diita, line II of verse 25 (Uttaramegha). If it is so suggestive, such a picture ‘can he said to
give an experience of (Viprelambha $riigdra) rasa to the rasika.
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stanza and the first part of the third stanza give a list of eleven rasas and
the latter part of that stanza states that experts in the art of painting hold
that rasas are eleven. The thirty-third and the thirty-fourth stanzas of the
same Adhydya tell us that citra is dependent on the import that is suggested
by the hands and the eyes. These (i. e., the hands and the eyes) serve to make
the picture appear asif it were living. 5

The same theory applies to mirtisilpa also. As that art is concerned
mainly with murtis, that is, with representing living figures, it could be
said without hesitation that the mirti which exquisitely shows feelings
should be considered to be superb and far superior to one which does not
exhibit a feeling, but which is just a symbol of a particular deity. :

A word about sddhdranikarane which is an essential part of the rasa-
theory, would be quite appropriate here. I am not going to examine the
different interpretations of that term offered by critics. I am trying to take
quite an independent, practical view and to find out what thé main idea
underlying this concept can be. Both Bhattanayaka and Abhmavagupta*have
held that sddhdranikarana takes place only after the rasika has under-
stood the expressed (vdcya) sense. Now, what can be the nature of the
expressed sense of a kdvya ? It is obviously the knowledge of the vibhdvas,
anuubhdvas etc., as described. by the poet. In the case of a picture- (or
a miirti), we may say that the expressed sense therein is equivalent to the
vibhdvas, anubhdvas, etc. as shown or displayed by the artist. Now the
vibhdvas and anubhdvas could be shown by the artist only in a ‘particular”
form. He has to choose ‘particular’ characters and show their gestures and
movements and those, too, in a particular setting only. He has to choose
Dusyanta or Rama or some particular hero and a particular heroine etc. and
manifest the intended bhdva through their gestures-and movements, So the
reader or the spectator first understands the anubhdvas etc. of those
particular individuals at particular times and in particular places. But
everything is presented by the artist with great workmanship hence if
the beholder is a rasika, he is so much influenced by that workmanship
that he repeatedly contemplates on whatever is expressed or shown.
This is what Abhinavagupta means by ‘anusandhdna’. We must not
forget that the main aim of a great artist is to depicta bhdva and that
the vibhdvas etc. are but the instruments employed by him to achieve
that aim. As a result of his repeated contemplation the rasika gradually
forgets or loses sight of the instruments or less important details and
concentrates all his attention only on the main bhdva and on the beauty
with which it is delineated. This and nothing else is, to me, the main idea
underlying the concept of sadhdranikarana. To be aware, only of whatever
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is pradhina (or main) and to disregard everything that is gauna (or subor-
dinate) should be taken to be the sum and substance of sadhdranikarana
(particular details are lost sight of and the spectator is ‘generally’—(i. e,
without being related to particular individuals or things) —* aware of whatever
is mainly intended to be conveyed). The same interpretation should hold
good in the case of all works of art-whether it is a poem or a play or a picture
or a mirti or a statue.

Véstus'ilpa or Architecture may be considered after martisilpa. We have -
to remember in this connection that architecture can be looked upon as a fine
art only when the architect intends to erect something mainly with a view to
producing a piece of beauty. Not residential buildings or offices etc., but
constructions like temples etc. in erecting which workmanship is predomina-
ntly made use of, can be said to be works of vdstusilpa. Of these, only
those temples etc. which are embodiments of bhakti will impress the spectator
most. Much of the charm of the Taj is likely to be lost if one ignores that it is
an embodiment of the love of Shahajahan for his dear Mumtaj.

To turn, finally, to sangita. We have already: seen earlier that sangita
is composed of nrtta, gita and vidya (please see note 2). The relation that
rasa bears fo nrtta has already been considered. Let us now take account of
gita and vddya. In his Sangita-ratndkara, Sirngadeva says thus in verse
1351 of the seventh g¢dhydya :

“Experts wish that in this Teuryatrika'®, rasa should be the main aim’.
In the three hundred and twenty verses that follow, we have been supplied
“with exhaustive pieces of information about all the details regarding rasas,
bhdvas etc. and about their so many angas.

Now although these details have been picked up mostly from Bharata,!!
the Sangita-ratndkara has expressly said that in sengita’ (as in ndatya),
rasa is the chief thing. For sangita the term tauryatrika has been used.
This trika obviously means nrtta, gita and vddya. Se in additionto Visnu-
dharmottara—purina, the Sangite-ratndkara also tells us that nrite is
rasapradhdna. Moreover, it says that gita, too (with vadya), is rasa-pra-
dhdna. , '

Let us take an independent view of this art, as we did in the case of citra.
Is nrtta in no way different from a demonstration of physical exercises ?
And if it is different, it is so not only because it is an art, but because it
artistically manifests one bhdve or another. But what should we say
about gita and vddya? The answer will be foundin the answer to the
question whether gita is meant to give joy to the rasika or not. The

% Please vide YerIRRTETRIRERAINAEIIEIR, AHRET Sl and AcH@RATRARTAG-
qAITTEER PARTAEa-dah FATRAGAIT SAA Kavyaprakasa, Zalkikar edition, p. 92,
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Sangita-ratnikara in I-26-30 expressly says that gita has the power to
give the highest delight to all, from God Siva down to an angry snake,!?

A Marathi poem, ‘Satdrice Bola’'2 by the poet Kesavasuta is so well-known
to Marathi speaking people. The poet had once been buried so deep in misery
and disappointment that he for a moment felt like going to the length of

‘committing suicide. As he was walking along in the darkness of the night in
this mood, totally unmindful of everything that happened around him, he just
chanced to listen to the sweet notes of a lute being played in some house. He
at first got annoyed, thinking that the player was so self-centred as to be
completly indifferent to the miseries of others. Gradually, however, he went
on being so deeply influenced by the notes that continued to be emitted, that
his mind ultimately achieved the state of perfect peace and happiness. ’

If music (gita or vddya) is able to give such a joy even in the worst of
moods, it must be such as would move the feelings of a listener. _

A Sanskrit subhdsita!® tells us that one whose heart does not melt on
listening to a song is either one who has renounced all worldly bonds or is a
beast. And can a song that is not rasa-pradhinae be capable of melting the
listener’s heart ? The same is suggested by J. Dryden, an English poet, When
he says :

“What passion cannot Music raise and quell 2”14,

And what else do Shakespeare’s following lines!® hint at ? :

‘The man that hath no music in himself,

Nor is not moved with concord of sweet sounds,
Is fit for treasons, strategems and spoils : .
The motions of his spirit are as dull as night,

Let no such man be trusted.’
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I remember an experience I had some forty years ago. A friend of mine

.gave me the pleasure of listening to a song that was recorded. It was sung in

the Bhairavi Ragini by Abdul Karim Khan. I really felt as if my vitals were

being touched. Hence I can safely venture to say that even music rouses

feelings and when, thus, it is rasa-pradhana, it rises to the height of one of
the finest of arts.

The doctrine of ‘aucitya’ (first clearly put forth by Anandavardhana) is
one very closely allied to rasa. It is one that holds good with any fine art.
To consider it at the present moment in the context of music : Music is
regarded -these days as an essential part of motion pictures. It will not,
however, do if the music therein happens to be introduced for the sake of
music alone. The tunes. the rhythm, must be perfectly suitable to the main
theme of the picture and to the various incidents in it. The druta (i. e. fast)

- rhythm will damage the beauty of a song that may be sung with a view to

giving vent to the sad thoughts of the singer. The sounds in the words
" must be soft, the tunes suitable to the rasa and the rhythm as slow as the
mood requires. Then alone, and not when the song.is a demonstration of
mere erudition, that the rasika will be inspired to say to the singer :16

‘I am drawn, forcibly, by the charming melody of YOur song.’

ADDENDA

. Several questions may occur when one thinks of the rasa-theory in the
context of drawing and painting and of music. An attempt is made to consider
" some of them, in the following lines.

Patterns and designs are employed on a number of occasions in everyday

life, for example, while decorating door curtains, windows (with lattice

_‘work), floors, walls, dining tables and so on. The question is whether such
~ designs are capable of giving rasa-experience to the spectator.

The answer is that when designs etc. are used only for decoration, they
_cannot be likened to a composition forming one whole. Even when an attempt
is made to arrange some of them into a whole, they may be said to resemble
what Mammata calls ¢ citra-kdvya’. Sometimes the designs may happen to be
-symbolic, i. e., suggestive (for example, a svastika, a lotus, a conch-shell,
etc.). When such symbolic figures are made use of in temples and similar other
- places, they may serve to add to the main effect produced on the mind of a
_devotee visiting the temple. They are somewhat similar to the varnas, padas,
parts of padas etc. used by a poet and are deemed as. gunibhitavyangyae by
Anandavardhana (vide page 485 of the Kasi edition of the Dhvanydloka.)

It is possible that a series of symbolic figures may, in. special circums-
tances, give rise to a bhdve in the mind of a rasike, as a Marathi poet,

‘16, Abhijfidna-$dkuntalam, last verse of the prelude (i. e, prastdvand).
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Kesavasuta tells us in his poem on seeing a young woman drawing auspicidus
figures (rangdwvali) in the court-yard. Under such spemal circumstances,
the symbolic figures may inspire a rasika onlooker Wlth some bhdva
(emotional mood) such as piety, auspiciousness, etc.

Another question that may present itself is, which, in the case of palntlng
and of music in particular, can be said to be the vibhdvas, anubhdvas ete.,
if that piece of art is capable of giving rasa (or bhava) experience to a rasika. -

It was already said in this article that a picture is capable of evoking rasae
(or bhdva) only when it delmeates some emotion. Take, for example, a
picture representing the love of a mother for her child. The dlambana -
vibhdva of her motherly love is, obviously, the child. If the child is shown
to be smiling, the smile on the child’s face will be an udatpana -vibhava. The
expressions on the mother’s face and her actions meant to fondle the child
will be the (mubhavas and so on. To quote (as an additional mstance) the-
following verse from the Meghaduta of Kaliddsa : :

arnfseT Tuastial qigad: Rerarmend § st mf?zfalﬁ: /g
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If, in this ¢case, we were to think only of the picture drawn by the yaksa
(and not of the effect of seeing the picture on him), the Vipralambha-rati
(love in separation) of the Yaksa's wife will have to be considered to be
the sthdy? bhava (suggested by the picture). The offence given by the:
yakse provoking her anger will be the vibhdva, the anger depicted on her
face will be an anubhdva, and so on.

To turn, now to ‘pure music’. Instrumental music can be said to be an
ideal instance of ‘pure’ music. A reference was made, towards the close of
this article, to the poem ‘Tunes of a Lute (Satdrice Bola)’ by the Marathi
poet, Kesavasuta. He, in that poem, says that in course of time the lute began
to emit ‘hope-in-spring’ (@sdpreraka) tunes. So even pure musw is capable of
evoking some emotional mood, and thus of giving a bhiva experience (if not
a rasa-experience) to a rasika.

If, then, the tunes of.a musical mstrument manifest some feeling, whose
can it be said to manifest ? Of course that of the person playing on the instru-
ment. His mood at that particular moment is manifested.* If so, the tunes
must be looked upon as anubhdvas of the artist’smood. It will be useful to
recollect the words “Ag# AT WZ” (and on hearing sweet sounds) ‘from
Sdkuntala (Act V, verse 2nd). ‘They are enough to shov' that pure music does
touch the heart of a (’raszka) hstener.

3

oo Uttaramegha, 38.

#* Or rather, wemay say that a mood ‘recollected (by tho artist) in Contemplatlon is manl—
fested.



The Relevance of RASA Theory to Modern Literature
K. KRISHNAMOORTHY

I

1. “Criticism can never be a science : it is, in

- the first place, much too personal, and in
the second, it is concerned with values that
science ignores. The touchstone is emotion,
not reason. We judge a work of art by its
effect on our sincere and vital emotion, and

.nothing else. All the critical twiddle-
twaddle about style and form, all this
pseudo-scientific classifying and analysing
of books in an imitation-botanical fashion,
is mere impertinence and mostly dull jargon...

. A critic must be able to feel the impact of a
work of art in all its complexity and force.
To do so, he must be a man of force and
complexity himself, which few critics are.
The more scholastically educated a man is,
generally, the more he is an emotional bore”.

—D. H. Lawrence

While reading this passage, one will be reminded of Anandavardhana’s
dictum— -

It (i. e. the suggested meaning intended by the poet) is not understood by
those who are learned merely in grammar and lexicography. It is understood
only by those who have an insight into the true nature of poetic meaning.!
,and Abhinavagupta’s definition of a sahrdaya :

Responsive critics are those whose mirror-like minds have become perfe-
ctly clear by dinf of a constant and close perusal of poetic works and as a
result of which they acquire the ability to share imaginatively what is
described and to attain a heartfelt response within themselves.2

If great poets are rare, rarer are perceptive critics. In the history of the
world’sliterature on poetry these two figures,~Anandavardhana and Abhinava-
gupta—stand out as two peaks of Indian thought as they combined in
themselves the all too rare endowments of creative poetry and meticulous

1. Sabdartha-Sasana-jfiana-matrenaiva na vedyate/
vedyate sa tu kdvyartha-tattvajfiaireva kevalam// —Dhvanydloka, L. 7.
" 2. Yesam kavyanu$ilanabhyasa-va$ad-viadibhiite manomukure varnanlyatanmaylbhavana-
yogyaté te sva-hrdaya-samvadabhajah sahrdayah. —Locana on Dhvanydloka, I. 1.
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learning, sensitive taste and penetrating philosophy. Not all the library of
critical works today on poetry and drama including the specialized advances
made in the psychology of literature and aesthetics, structural stylistics and
semantics, etc. can render their vital findings out-dated or anachronistic; for
they touch the vital mainspring of all art-creation and art-appreciation. That
mainspring or pivotal point is rasa. That it is one of the most misunderstood
and misinterpreted concepts, both by medieval schoolman in India as well as-
modern Sanskritists, would be an understatement, judging by the number of
works which have appeared on the subject up-to-date. Not a little of the
bewildering confusion is due to some mis-translations in English of key-words
in Sanskrit. A study of the theory in an exclusively historico-critical perspec-
tive, in isolation from the total thought-complex of the great theorists, cannot
but lead to inconclusive and misleading results. It is proposed in this short
paper to re-examine just one or two most crucial constituents of the +asa
theory, and indicate its implications in a way which will substantiate its
relevance to the study of all literature, modern literature not excepted. -

II

We often come across English words like instincts, drives, propensities,
emotions, moods, feelings, sentiments etc. borrowed frorh modern psychology;
to designate the Sanskrit technical terms, bhdva and raesa in their multiplicity. -
We also find words like ‘art-experience,’ ‘aesthetic experience,” ‘aesthetic
contemplation’ etc. as descriptions of the trained reader’s enjoyment of litera-
ture. The former are common to life-experiences also; while the latter are
prominent in the appreciation of the fine arts. But none is sure -how they
differentiate life-emotion from art-emotion. '

Allied to this confusion is the lack of clarity in our understanding of
vibhdvas and anubhdvas, sthdyibhdvas and vyabhzcarzbhavas as also of
bhéva vis-a-vis rasa.

As a result, the very seminal explanation of the aesthetic. process as
involving sadhdranikarana becomes distorted and difficult to accept. I might
refer in this connection to the brilliant and closely-argued paper by Prof. R.B.
Patankar entitled : “Does the rasa theory have any modern relevance ?”
published in the prestigious journal, Philosophy, East and West.® Rasa is a
superstructure resting on one or two foundational pillars. Remove the pillars,
and the whole structure goes to pieces.

Before I embark upon setting down the basic passages relevant to a
proper understanding of the rasa-theory from the master Abhinavagupta
himself—passages not only from his well-known Alankara texts (Locana and
Abhingvabhdrat?); but also the ignored and almost unknown philosophical
texts—I shall quote one or two passages as representative of modern critical
thought and practical criticism. These two approaches appear to me to come
closest to the ancient thought of Abhinavagupta.

3. Vol. 30, No. 3; July 1980.
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1. The first is from Jacques Maritain’s Creative Intuition in art* where
he discusses T. S. Eliot’s views regarding the nature of emotions in poetic
creation and criticism. While he agrees with Eliot that “one who reads poets
should not mistake for the poetry an emotional state aroused in himself by
the poetry, a state which may be merely an indulgence of his own emotions”;
and that “the end of the enjoyment of poetry is a pure contemplation from
which all the accidents of personal emotion are removed”—Maritain calls
these “brute emotions or merely subjective feelings”—he adds his proviso
that “this pure contemplation itself is steeped in the creative emotion or
poetic intuition conveyed by the poem. T. S. Eliot goes on to say : “It is not in
his personal emotions, the.emotions provoked by particular events in his life,
that the poet is in-any way remarkable or interesting...The business of the
poet is not to find new emotions, but to use the ordinary ones, and in working
them up into poetry, to express feelings which are not in actual fact emotions
atall,..poetry is not a turning loose of emotion, but an escape from emotion.”
And Maritain observes : ‘ The escape of which he speaks cannot come about
except through poetic knowledge and creative emotion, and in the very act
of creating.” At last he is in full agreement with Eliot when he ends up
with the following observation: “Very few know when there is expression of
significant émotion, emotion which has its life in the poem and not in the
history of )the poet.”

Before I cite the next passage, let me set beside this the aphorism of
Anandavardhana—‘If the poet be suffused with emotion, the entire world
of his creation will be pulsating with rasa; If he should be devoid of it,
the entire world of his creation too will be dry and inspid’.5

Here is Abhinavagupta’s’ exegesis of $rngdri: ‘The poet should be
taken to be suffused with the delectation of the various ingredients of a
love-situation as found in literature; one should not wrongly understand
that he must be a voluptuary running after women in life. Further, the
word srigdra here is really indicative of rasa in general.®

Anandavardhana and Abhinavagupta thus are well aware of the distinction
between what Maritain would call ‘creative‘ emotion and T. S. Eliot would
call ‘significant emotion’ on the one hand and brute emotion or raw emotion
of everyday life. The former is a singular feature underlying all creative
writing; while the latter belongs to the private lives of people as particular
individuals with their worldly love-hate complexities. I quote this passage to
_underscore the point that this has not been particularly noticed by Sanskritists,
when Abhinavagupta regards kavi and sahrdaye as two poles of the same
creative power :

4. New York, 1955, p. 310.
5 §rngari cet kavih kavye jatarh rasamayar jagat/

sa eva vitaragaScet nirasam sarvameva tat//

—Dhwvanydloka, Ed. K. Krishnamoorthy, Dharwad, 1974, p. 250.
6. Locana, N. S. P. Edn., Bombay, 1935, p. 278.
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Glorious indeed is the truth singular (or attitude identical) of Poetrty,
designated by two alternate names viz., the poet and the responsive critic.” He
is identifying them on account of this vital affinity between them in the
partaking of rasa. The world of nature which is hard as stone is made
instinet with life by means of this creative rasa within each of them; creative
fully in the poet and re-creative in the critic :8

What else but this. creative-recreative emotion is involved in Valmiki’s
$oka becoming-instantly a $loka ? Lest we should confuse the sorrow as a
life-emotion of the pained sage. Abhinavagupta comments that it is quite
different from it and also of the nature of repose, within his creative spirit
or soul, which melts his heart as it were and floods it with an afflatus of self- -
delight :9

The adjuncts nija and sva governing rasa in both these excerpts from
Abhinavagupta deserve further notice. But we shall take it up later. The
creative afflatus called rasa, karuna, here, overflows spontaneously and takes
the art-form of a §loka. The creative rasa then is existentially co-terminus
with the created art-form itself. As a citation in Pratihdrenduraja states :-

The poet’s creative soul which delights in rasa shines bright when it
finds a ready reflection in the clear mirror of word and meaning,a mirror
embellished elegantly by literary qualities like perspicuity and power.

The poet’s rasa is a lamp and his creation a mirror which adequately reflects
the lamp-light. It has nothing to do with the creator’s private emotion whlch .
his diary might record. Abhinavagupta emphatlcally ‘asserts : )

‘One should not take it as the personal sorrow of the sage’.

Why ?—one might ask. Abhinava’s answer is: ‘If it were personal sorrow
on his part, Anandavardhana would have no reason to regard rasa as the
dtman or soul of literature. For, no sorrow-stricken person turns suddenly
creative like this.’12 o : ‘ ;

I need not labour this point any more. Whatevar be the worldly emotlon
in question-love or sorrow-, the creative state of rasa is identical in each
case; that is why the poet and the critic can both share in that ‘tragic pleasure’
which is not at all a paradox. Only this common rasa state, which is creative
through and through, and underlying all worldly emotions, pleasurable or
" otherwise deserves the status of dtman or life-essence of literature. In the

7. Sarasvatyistattvarh kavi-sahrdayakhyam vijayate—Ibid., Invocatory verse.
cf. jagad gravaprakhyar nija-rasa-bharat sarayati ca—op. cit.
9. karuna-rasa-riipatam laukika-Soka-vyatiriktarm sva-citta-drti-samasvadyasaram pratipa-

nno rasa... —op. cit., p. 31.

10. rasolldsi kaveratma svacche Sabdarthadarpane/
madhuryaujoyuta-praudhe prativindya prakasate// —Laghuvrtti on Udbhata’s Kavyala-
fkd@rasangraha, N. S. P. edn., pp. 79-80.

11. na tu muneh soka iti mantavyam —Loc. cit.

12. evam hi sati...so’pi duhkhita iti rasasya atmeti niravakasarm bhavet; na ca duhkha-s.:mtap-
tasya esa daSeti.
—Loc. cit, -

o
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words of T. S. Eliot, it is ‘significant emotion’ and in the words of Jacques
.Maritain, it is ‘creative emotion.” Rasa is absolutely impersonal and free from
worldly associations, and is consummated only with the creation of the art-
object. Rasas should not be mistaken for life-emotions which are raw emotlons
or brute emotions, which have no place in literature.

To show rasa’s further relevance to modern hteraturé, I shall now cite a
passage from W. H. Auden. He describes Wagner’s music almost in the same
language that Abhinava uses to describe Valmiki’s expression of karuna-rasa :

In the expression of physical suffering, the
suffering of unrequited love, the suffering

of self-love, the suffering of betrayed love,
the sufferings, in short, of failure Wagner

is one of the greatest geniuses who ever lived.
But enly in the expression, ‘the imitation’ of
suffering. Happiness, social life, mystical joy,
and success were beyond him.13

But whether one should call it good or bad art is another question and it
involves questions of response linked with personal belief or unbelief of the
critic. Audén has explained this very penetratingly :

We have two kinds of experiences : the first,
objective experience of the world outside
consciousness, entering as sensory images
or as memories from our unconscious; this
kind of experience is governed by causal
necessity, that is, it is presented to us
independently of our will, and it is either
pleasant or unpleasant. The second, subjective,
or consciousness of our own conscious faults;
.this kind of experience is accessible to the will;
and is governed by whatever is our conception of
- logical and moral necessity; it is here that
ethical judgements are made, and conduct
decided—experience here is either good or evil.
Similarly there are two classes of events : those
which we cannot alter or prevent by our own
actions, and those which we can. If we call
unpleasant events which are unalterable tribula-
tions, and evil events which are preventable
temptations, then science and art are both concer-
ned primarily with tribulations, but in différent
ways. The aim of science is to convert tribula-
tions into temptations, an insoluble problem of

13. Ed, W. K. Wimsatt, Literary Criticism, Idea and Act, California, 1974, p. 38.
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passive endurance into a soluble problem of
conduct, the unpleasant into the evil...

But there are always tribulations which
science has not yet been able to change into
temptations and which it will never be able to

change because they have already happened. It
is with these that art is concerned; the Muses
are the daughters of memory. For if past events
cannot be altered, our attitude towards them can.
They can be accepted. Their relation to each
other and the present can be understood. The
moralist's attack on art comes from his confusion
of art with science.l*

The romantic movement in the West advocates the autonomy of the poetic-.
art; and raises its banner of revolt against conformity to any external
norms. It makes the poet the ‘unacknowledged legislator of the world’.
Anandavardhana too asserts in the same strain : S

In poesy’s unlimited estate,
the poet is the Creator sole !
As he pleases, so things mutate
in this universe whole !15

His poet obeys no law which is not intrinsic to h1s msplred vision. Thxs lawf
itself is the integral norm of propriety (aucitya) to rasa. It is at once a-logical
and a-moral. Any theme is grist to the poet’s mill. What makes it aesthetically
viable and valuable is only rasa-aucitya. That is the reason why rasdbhdsa
has an honoured place alongside of rasa in literature, according to Anandavar-
dhana and Abhinavagupta. The latter insists on the condition that the
sahrdaya should be free from inhibitions imposed by his personal beliefs and
unbeliefs, to make his response genuinely aesthetic. Against the background
of Auden’s penetrating analysis of experience, it will be easy to see how the
Indian conception of thematic ““rasadis" alongside of the over-all creative
rasa is both meaningful and significant. The former are.governed by the law
of unity, symmetry, harmony, and propriety while the over-all rasdvesa or
creative afflatus is a law unto itself.’6 The question of the poet’s belief is not
brought into literary criticism or value judgement. What is ever insisted upon
is the commonality of interest between the poet and his reader, since art, by
definition, is a shared thing. This is a point admitted by Auden also. If it
cannot be shared, “poetry would be no more than a personal allegory of the

14. Ibid., p. 39.

15. apare kavyasamsare kavireva praj japatih/
yathasmai rocate vi§varn: tathedam parivartate// —Loc. cit., p. 250.

16. The following citation found in Pratihdrendurdja shows how rase and rasddi were not
always kept distinct even in early times :
rasddyadhigthitarh kavyar jivadripataya yatah/
ucyate tadrasddinam kavyatmatvam vyavasthitam//
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artist’s individual dementia, of interest primarily to the psychologist and the
historian”.1” Some ultra-modernist literary trends in Western literature seem
to be experimenting with this extreme idea. But the other extreme would
mean a photographic copy of the accidental details of life. The rasa-theory
holds a golden mean between the two, because its recognition of navarasas
is wide enough to do justice to all the major emotional experiences in
man’s life, with an underground connection involving one of the four
purusdrthas or life-values, in an unobtrusive manner though.

2. Next I take up a view expressed by a famous French poet-critic, Yves
Bonnefoy in the Encounter :18

Poetic creation, in short, is hieratic, it makes

an inviolable place, and while the rite of read-
ing continues, it-draws its mind into this illusory
communion.

Are we not reminded here of Kalidasa’s description of drama as a ‘“‘ritual
feast for the eye of gods”!® and that it is a singular source of satisfaction to
. all the spectators with varied tastes ?20 '

Among the theorists, both Bhatta Nayaka and Abhinavagupta bring in
their Kashmir Saiva metaphysics to explain the experience of rasa which is
nothing but a sudden flash of bliss, innate in the Atman, and which is realised
by the powerful impact of music and dance on the stage etc., while witnessing
a drama or by responding to poetry. This rasa is described as svarupananda
which is infinite subjectivity of the soul, void of all objectivity; and which is
- of the same nature as the bliss of yogins. Bhatta Nayaka, as quoted by
Mahimabhatta states : —

When rasa is thus made to immerse (the playhouse) with recitations
from the drama-text and melodious singing of dhruvdsongs (i. e. rhythmic
-musical sets) by the actors, the spectator concentrates!himself solely in
its irresistible appeal and turns inward for a moment. When the objective
things outside thus disappear from his field of attention, he attains the
state of his inmost spiritual being. Then the true bliss of his inner spirit is
manifested, a bliss which only yogins know !2! That Abhinava is only
confirming this Vedantic view of rasa which is esoteric is evident in his

17. See note 13 above; Ibid., p. 43.

" 18. Encounter, London, June 1962, p. 39. .

19. Cf. “devandmidamamananti munayah kéntarh kraturh cdksugam.” The word kratw in
Sanskrit means not only an act of holy sacrifice but also something most cherished or
longed for : ruceratiayah kdmye visaye kraturisyate —Radhdkéanta Dev, Sabdakalpa-
druma. Vol. IT, p. 212, :

2. “natyam bhinnarucerjanasya bahudhapyekam samaradhanam” Malavikagnimitra, I. 4.

21. pathyadatha dhruvaganattatah sampirite rase/
tadasvada-bharaikagro hrsyatyantarmukhah ksanam//
tato nirvisayasydsya svaripavasthitau nijeh/
vyajyate hladanihsyando yena trpyant: yoginah//

Vyaktiviveka, Chowkhamba Edn., p. 94.
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expressions already noted, viz. nijarasabhardt, etc. This unique Indian
context of Yoga-cum-Vedanta cannot be forgotten while estimating the
concept of rasa in its final phase in Indian poetics. Bhatta Nayaka also
states unequivocally that rasa essentlally, is an in-depth response to
poetry : o

Rasa or the experience which is one of perfect delectation and which
arises only in the wake of an overwhelming experience evoked by the
(represented) multi-feeling complex, comes to be termed the essence of
poetry.2? '

Even direct perception of beauty in nature cannot yield the kind of
supreme rasa or aesthetic delight which only the representation of it by a
consummate poet can give by virtue of his creative or artistic power : —

Because of this process of einfuhlung or aesthetic empathy, things
presented by the poet’s creative power acquire a vividness which-is mdeed o
far greater than that of things directly perceived.?? »

Now we have landed in the tangled web of tanmayi-bhiva, whose consi-
deration we have been postponing all along; because it is the master-key
utilized by both Bhatta-Nayaka and Abhinavagupta in explaining the appa-
rently mysterious nature of rasdsvdda. As we shall see presently, it is-a
synonym of hrdaya-samvdada as well as sidhdaranikarana. To take the last in
isolation from its Kashmir Saiva context and to attach it modern meanings
like ‘universalization’ is not warranted by the texts. ‘

Even in modern Western aesthetics, the traditional conception of the
“aesthetic object” as anything towards which a certain disinterested attitude
is adopted, is in trouble as Richard W. Lind demonstrates in a recent article
entitled “Attention and the Aesthetic Object” in the Journal of Aesthetics
and Art Criticism. He has referred to several studies in the last two decades:
as converging to this conclusion.? He comes to the conclusion that the term.
“aesthetic” is vacuous and that “aesthetic objects are not mere]y illuminated

by attitude; their very structure and texture are both constituted and made

intelligible by discriminating attention.” Spontaneous elicitation of attention
is its distinguishing feature. The crude psychology of I. A: Richards has been

22. bhava-samyojana-vyangya-parisamvitti-gocarah/
asvadandtmanubhavo rasah kavyartha ucyate// —Ibid., p. 67. Quoted also by Abhinava in
his commentary on Natya$dstra, GOS, Vol. I, p. 277. The slightly variant readings therein
do not affect the main argument here.

23. kavi-Saktyarpita bhavastanmayibhdva-yiktiteh/
tathd sphurantyami kdvyanna tathddhyaksatah kila// —Ibid., p. 73.

24, Vol. XXXIX, No. 2, 1980, p. 131 f. Some of the studies referred to are
1. George Dickie, ‘The Myth of the Aesthetic Attitude’, Introductory Reading in Aesthetics
(ed. John Hesper, New York, 1969), pp. 28-45;
2. Marshal Cohen, ‘Appearance and the aesthetic attitude’, Journal of Philosophy, Vol.
56 (1959), pp. 915-25.
3. Roberi Mac-Gregor, ‘Art and the Aesthetic’, Journal of Aesthetics and Art Crmczsm,
Vol. XXXII (1973-74), pp. 549-559.
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discarded long ago by philosophers like Maritain. To Richards there is no
aesthetic emotion peculiar to art : “When we look at a picture or read a poem
or listen to music, we are not doing something quite unlike what we were
doing on our way to the gallery or when we dressed in the morning.”? Even
art-critics like Roger Fry have shown how transmutations of sensations of
experience take place in art. Our reaction to works of art is a reaction to a
relation and not to sensations as such or even to objects or persons.I have
been struggling all the time to highlight the fact that rasa as explained by
Bhatta Nayaka and Abhinava does not exist outside the percipient. It is to
be discovered or intuited within by an inward directed process, which is
non-empirical and hence called alaukika or lokottara; these terms should
not be interpreted as-super-normal because intuitive apperception is quite
a normal feature in all aesthetic contemplation.

One more digression from texts bearing on sddhdranikarana in Sanskrit.
I might be permitted, to build up the right atmosphere for the understanding
of the intended purport of the texts. That is the modern idea of symbol.
Susanne Langer is the reputed exponent of the theory that all art is essentially
symbolic.26 She has drawn inspiration from the Indian rasa theory also.
According te her all artistic creation consisis of only * forms of human
feeling.” Art does not represent actual things and events but ideas of them.
It has import without conventional reference. The symbol has a special
sense of “significant form” where “significance” is a quality felt by the
percipient while “form” is that art-object outside which expresses feeling.
‘This feeling is not communicated but revealed. The aesthetic emotion is not
‘expressed in the work, but belongs to the percipient.2” The correspondence of
‘all this with the postulates of the dhvani theory is obvious. When widely
interpreted in the context of modern thought, dhvani or abhi-vyakti is
nothing but a sudden revelation; the sahrdaya’s response is a fresh dis-

_covery of rasa. The poem is only a stimulus. ‘

But then there would arise the philosophical problem as to how rasa
would be a valid experience in the absence of the subject-object relationship.
This is dismissed by Sankuka with a mere assertion :

‘Who can challenge an experience which is validated by the testimony of
being clearly felt 2’28 But Anantadasa, son of Viévanatha, commenting on his
father’s Sdhityadarpana®® quotes two verses which offer this svatah-

25. Sce, Principles of Literary Criticism, New York, p. 16 ff.
2. Vide—l. Fecling and Form, New York, 1952.
2. Philosophy in @ New Key, Cambridge (Mass.), 1942.
3. Problem of Art, New York, 1957. ’
For further details, see Richard Courtney, On Langer’s Dramatic Illusion, Journal of

2.
Aesthetics and Art Criticism, Vol. XXIX, No. 1 (1970).
28. Ci.yuktya paryanuyujyeta sphurannanubhavah kaya ? —Abhinavabhdraty (GOS), Vol. I,
. 1956, p. 273.
29 Locana on Sdhityadarpana, Ed. Devadatta Kaushik, Bharatiya Vidya Prakashan, 1978

Delhi, p. 7.
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pramdnya-vida (thesis of self-validity) the support of 'tdddtmya- or
tanmayibhavana-

All poetry, in our view, is exquisitely valid; since it comes forth only due
to the valid experiencing of rasa which is self-illumined. That rasa is of the
nature of a unique consciousness will be established in the -sequel. Rasa-
consciousness or experience is not invalid like the illusion of silver in a shell,
because it is never subsequently sublated as in the case of the silver-shell
illusion.3? '

It remains now to be stated that the word sadhdranikarana is conspicuous
by its absence in all Indian poetical works till Bhatta Nayaka coined it. And
he coined it as a synonym of bhdvakatva-vydpara of kdvya in relation to rasa
as distinguished from bhojakatva-vydpdra in relation to the sahrdaya, and
abhidhd-vydpdra in relation to rhetorical or aesthctic use of language in
poetry (with gunas and alankédras) . These two unique vydpdras or functions
of poetic language are postulated by him to serve as better explanations than
the one of dhvani proposed by Anandavardhana. According to him, the dhvani
function or vyafijend-vydpdra cannot adequately highlight the imaginative
and contemplative state which is exclusive to the realisation of rasa. This new
poetic function envisaged by him is called by nameslike bhdvana, bhavakatva
and sidhdrani-karana. All the three refer to the same phenomenon. The word
sddhdrana in this context means just ““common” vibhdvas etc.delineated in a
play or poem, vibhdvas etc. which are common to two or more constituents in
the aestheticsituation. Wehave already seen the comm_onneés of feeling between’
the poet and the sahrdaya. The characters described in literature are common
to several readers or spectators. Rasa is thus a common or shared experience.
The etymology of the word sadhdranikarana (abhiita-tadbhdve cvil) is self-
explanatory. What is not common is made to become common. The imaginative
experience of the poet, as well as the experience of characters as fashioned by
him and that of the actors who represent these and of the spectators or readers
are all strictly speaking non-common or different; but they are made common
as it were, by the magic power of art. This power inherent in"art is, strictly
speaking, one aspect (am$a) only like the other two aspects mentioned,
viz., rhetorical (abhidhd) and delighting (bhojakatva) of a unitary kivya—
vydpara. . '

“In poetry which involves a threefold functional aspect of language. viz.,
denotation, evocation and delectation. ..”’3! \

is Abhinava’s citation. Asin Mimarsa injunctions or prohibitionsi. e.do’s
and dont’s, are the results of the power called bhdvand inherent in scriptural

30. suvidagdha-prama kavyarh pramanar sarvameva nah/
sva-prakiga-rasasvada-pramiti-prabhavari yatah//
rasasya jfidnariipatvar tadatmyaditi vaksyate/
na ciprama rasa-jfianar $uktau rajata-dhiriva// "
tasmin na jayate badho yasmadauttarakalikah// —Lou. cit.

31. “abhidha-bhivana-rasacarvanatmake’pi tryarne kavye” —Locana, Madras, p. 273, Cf. also
Abhinavabharati, I (GOS), p. 277 for full citation of the verse. - :
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statements, so too the rasas like §ragdara are the results of the bhivand—
dyapdra indigenous to kdvya. Since kdvya is a conscious creation of a poet, the
kivya-vyapdra of bhdvand ultimately means kavi-vydpdra only. The sahrdaya
-oriented vydpdra has been separately called bhojakatva; and hence bhdava-
katva cannot be sahrdaya’s. By the same token, it cannot be ascribed to the
character (anukdrya) created by the poet or the actor (anukartr) who repre-
sents him. We are left only with the creative agent, the poet and his pratibhd-
vyapdra oriented to rasa; this alone comes to be designated bhavakatva.

It is this bhavakatva, and none other, which is held to be synonymous
with sddhdranikarana. The noncommon is made commonly shareable. By
whom ? Obviously, by the poet’s imaginative and creative activity. The love
and suffering of Rdma and Sita, when treated thematically, are regarded as
vibhdvas ete. of sthdyibhdvas, viz., rati, §oka etc. No one, not even the poet,

“has seen the .actual life-emotions of these legendary persons. He only
-imagines them and gives them a coherent form in his work. In the former state
(laukika), we have only causes, associates, etc. of mental states. But in their
imagined state (alaukika), they are re-designated as vibhdva, anubhdva, ete.,
~of sthayibhéva. That means once again that they come to have an existential
status only when they are imaginatively conceived and artistically objectified
by a poet. These can be shared now by any number of readers or spectators.
~ Vibhdvas etc. are thus .sddhdranikrta or rendered shareable by one and all
- sahrdayas, transcending the boundaries of even time and space :
~ “By the function called bhdvakatva whose essence lies in making
‘vibhdvas etc. commonly shared 32
is Abhinava’s summary of Bhatta Nayaka's position. In a way, they might
- become archetypal or typical human conditions with arrested movement
as in Keats's Grecian Urn in the Ode. But is this exactly “universa-
lization” in the logical sense? I don't think so. When the poet has not
.seen even the particular, what can he universalize ? Dhanafijaya's expla-
" nation of- Bhatta Niyaka is imprecise, leading to this confusion among
scholars :
“Words like Sitd denote only a woman in general, divested of particular
attributes like being daughter of Janaka, etc.”33
The right interpretation is indicated by Simha-bhiipila in his Rasarnava-
- sudhdkara ;3

Particular attributes so divested are only the ones that might obstruct
- the reader’s self-identification with the character (viz., Sita here), such as
“being the daughter of Janaka”, “being the wife of Rama” etc. (and not the
other ones which are unobstructive). Individual attributes such as “being

32. "vibhavadi-sadharanikaranatmana bhavakatva-vyiparena” —Loc. cit.
33. Sitadi-Sabdah parityakta-Janaka-tanayadi-visegah stri-matra-vicinah —Dasariipaka,
i 1V. 40.
34 J anaka-tanayétva-Réma—parigrahatvédi—viruddha-dharma-parihérer,la lalitojjvala-§uci-
darSaniyatvadi-viSista eva...Sitadi-vibhavo yositsimanyam tadr§ameva jfidpayati, *™na
punah stri-jati-méatram. —Rasdrnavasudhdkara, Ed. T. Venkatacharya, Adyar, 1379, p. 299,
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endowed with grace, liveliness, chastity, winsomeness, etc.”, are indeed very
much present in the denotation of the word in question. A character-stimu-
lant such as Sita calls forth to our mind only a particular woman endowed
with such unobstructive epithets, and not the genus of all women.

III

Now let us turn to Abhinavagupta. He could take over Bhatta Nayaka's .
findings, lock, stock and barrel, because both were Kashmir Saivas.3 But he
does not accept the kdvya-vydpdra of bhavakatva or sidhdranikarana, since
in his poetics vyafijand-vydpdra is a better substitute for both bhdvakatva
and bhojekatva. Abhinavagupta’s sidharanikarana is only an implication
contained in poetic suggestion or manifestation, and not its whole nature. All
his accounts of siksdtkdra (intuitive actualization), camatkdra (esoteric flash),
bhogdvesa, (afflatus of enjoyment), eka-ghana-samvit, (consciousness abso-
lute), etc. are couched in terms common to Kashmir Saivism and aesthetics,
used repeatedly for the first time by Abhinava. The corrupt reading of the
available Abhinavabhdratl on sadhdraenikarana cannot permit any ready
translation unless the whole background is grasped. The passage in question is
—Hence it is that commonness is not limited-at all, but quite unlimited. This
is even like the relation of invariable concomitance between the syllogistic
probans, viz., smoke and the probandum, viz, fire. Or it may be compared with
the invariable relation between a stimulus like fear and its response like a
shiver. Towards this apparently “intuitive actualizatign”, the whole parapher-:
nalia of actors etc. on the stage is contributory. When, in a dramatic performa-
nce, all limiting factors like place, time and cogniser; both real and poetically
conceived, become completely annihilated because of their mutual opposition,
the aforesaid state of “commonness” alone will stand out. Hence it is that the
common experience of all connoisseurs adds up to a perfect state of rasa.®

The context is of fear becoming a rasa in the connoisseur while witnessing
the scene of 'the hunted deer in Sdkuntala etc., as described by,Kalidasa.

It should be very clearly noted that the word used here is sadharanyam
and sddharani-bhave but not sddharanikarana It is a state of unlimited
extension even like the relation of invariable concomitance between the
probans and the probandum. The actors on the stage etc. only contribute to
the spectacle taking the form of a self-actualization. It is not any outside

35. Bhatta Nayaka’s faith in Sakti theology is clear in a citation from him in Abhinava’s

commentary on the Pard-trim$ikd, p. 47 :-
napurnsakamidarh ndma parabrahma phalet kiyat/
tat-paurusa-niyokts cenna syat tacchakti-sundari//

36. Cf.tata eva na parimitameva sddharanyar; api tu vitatam. Vyaptigraha iva dhiimagnyoh,
bhaya-kampayorva; tadatra saksatkiradyamanatve pariposikd nat@di-samagri. Yasyam
vastu-satdrn kdvyarpitinam ca de§akala-pramatrddinam niyamahetlinadrh anyonya-prati-
bandha-balad atyantarh apasarane sa eva sddharanibhivah sutardm pusyati. Ata eva
sarvasamijikanam ekaghanatayaiva pratipattih sutaram rasa-paripogaya.

Abhinavabharqty, Vol. I (GOS), p. 279, ) .
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object like a deer they perceive. They realize within themselves the very
mental state of fear in all its depth. The conditioning elements of an
object-consciousness like time, space and subject are totally annihilated
by reason of their mutual cancellation (anyonya-pratibandha); and the
resultant, which is divested of all elements of individuality, shines out in
its general form only. That is why all the spectators beget a singularly
unified identical awareness and this adds exceedingly to the nourishment of
rasa.

This is my translation of the passage in question. I have not found it
necessary to bring in “universalization ” of any kind. As the further exposition
of Abhinava reveals, he is at pains to adduce a number of reasons to establish
the fact that (self-repose samvid-visranti), the very core of rasa ‘cannot be
attained by stopping short of anything secondary, (apradhdna), the only

‘primal entity in his idealistic philosophy being the undifferentiated Self or
Absolute; and ‘all sthdyins are in essence aspects of this inmost self. Again,
they are practically conceded to assume prominence for the time being by
their serving as means to the recognised purusarthas only. Nothing unimpor-
tant to the Inner Self can usher in rasa is the argument.

~ Finally, I shall now set forth the relevant passages from Abhinava’s philo-
sophical works which throw light on what he means by sddhdranibhdva :

A taster of a sweet recipe, etc., is rightly so designated only because he
enjoys chiefly the aspect of his own inmost self-delight while judging the
given recipe in the form : “this tastes exactly this way”, a form totally other
than that of a tasteless glutton.

~ Even in the case of plays and poems, etc, the separate identity (of the
perceiver and the perceived) is totally superceded and only pleasure is tasted,
because the joy of rasas like the erotic is very much unlike that of sensual
joy—all impediments incidental to the attainment of the latter in mundane
-life being overcome in the former—and is nothing but self-repose inherent in
the very attitude of the percipient himself when he is freed from the tentacles
of all intruding impediments and is designated by different names such as
tasting, chewing, and supreme gratification.

Therefore, it is also called sahrdayata (lit, common-heartedness) since it
is predominantly a function of the heart or repose in the experiential aspect
(pardmarsa) of the perceiver qua perceiver. The objective aspect of it, though
present in the object perceived, is ignored for the nonce. Thus such mental
states as are entirely free from impediments and yield' always a very delectable
taste, and that too, only during the state of aesthetic contemplation..are but
nine. As thisidea has been explained at length by us in our Abhinavabharat?,
a commentary on the Natya-Sdstra, inquisitive readers might refer to it for
further details.

..While one is tasting a sweet recipe, etc,, there is the marginal intrusion

of the sense of touch (by the tongue) ; but while one tastes a poem or a play,
" even that gross sense-intrusion disappears. Yet a subtle trace of it in the form
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of mental impression is discernible even there. But there are percipients who
are capable of transcending the impeding aspect of even that mental impression;
and they indeed experience supreme delight by acute alertness in overcoming
the subtlest impediments (in the way of rasa) 37

In this self documented summary of his idea of rasa, Abhinava explains
how a glutton’s eating of food differs from that of a gourmet - taster. The
glutton is attentive to the food object outside; but the taster is inattentive
to it, though it is present (this is technically called vyavadhdnd); but the
latter is most attentive to its taste within himself. In poetry and drama too the
feeling of separate identity (anyathdbhdva) is overshadowed and only the
taste of joy remains. In empirical life there is the inevitable pull of activities
for securing desired ends. This obstacle is transcended by becoming a spectator,
and hence the joy in seeing a drama is different from sensual joy. Here aga’in,'
the joy is nothing but self-repose. The word sa-hrdaya means etymologically
one who can find joy within himself. The seen objective entity is ignored by
him; he is concentrated in attending only to spiritual joy.

In relishing the flavour of sweetness, the sense of touch is a marginal
intruder (vyavadhine), which is superceded to reach the relishing self within.
This gross intrusion of sense-object is absent in poetry and drama: yet the
mental impressions of these may remain as marginal intruders there also. -
Only those who can ignore them and turn their full attention to the rehshlng
self within, do indeed attain supreme delight :

While in Advaita Vedanta the self within is .just passive though swva-
prakdsa in Sivadvaita of Kashmir, vimarsa or pardmarsa is, real as Siva’s
inseparable $akti. So in Sankara’s thought bhoga-virdgae is a pre-condition
for self-realisation. But in Abhinava bhoga itself 'in its intensity can' be
enjoyed in the spirit of a released soul, i. e, transmuted into moksa.

The words Anyathdbhava, Vyavadhdna, their transcendence or neglect
(anddara) and inward directed attention (avadhdna) are all technical
terms and nowhere is the implication of ‘“universality” in the modern sense
present in all this, as it can be easily seen.

True, s@dhdranyae is mentioned in connection with the wvyavadhdna-

37. Cf. madhurddau rase audarikdbhyavahara-vailaksanyena pravrtta idarh itthamiti
pramatari viSramayan pramtr-bhagameva pradhanyataya vimrs$an bhufijana iti ucyate.
Yatrapi atyantarh anyath@bhavarh atikramya sukharh asvadyate, arjanddi-sambhavyamana-
vighnintara-nirasat vaisayikananda-vilaksane §rigaradaunéatya-kavyadi-visaye, tatra vita-
vighnatvadeva asau rasand-carvana-nirvrtih pratitih pramatrta-visrantireva. Tala eva
hrdayena pardmar$a-laksanena pradhanyat vyapadeSya-vyavasthithsydpi prakasa-
bhagasya vedya-visrdniatayd anddaranat sahrdayata ucyate iti ‘nirvighnah svada-rupasca
rasana-tadgocarikaryascitta-vritayo rasd nava ityayarm-artho ’bhinava-bharatyam natya-
veda-vivrtau vitatya vyutpadito ' smabhiriti tat-kntiihali tar eva avalokayet.

madhuradi-rasasvade tu visaya-sparSa-vyavadhinam; tato’pi k@vyanatyadau tag-
vyavadhdna-§inyatd. Tad-vyavadhéna-sarhskaranuvedhastu tatrdpi; te tathodita-vyava-
dhanamsa-tiraskriya-sdvadhina-hrdayah labhanta eva paramanandam.

i$vara-protyabhijida-vivrti-vimarsing, Vol. II, pp. 180-181.
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tirodhdna or vighna-nirdsa. This is a corollary of the rule that private and
personal attitudes in empirical life must be consciously or unconsciously shed.
Those who cannot shed them are not sahrdayas; and they cannot attain rasa
which is a spiritual experience. Abhinava’s classification of ego-centric asso-
ciations in empirical life, positive and negative, under just three heads—mine
or my friend’s, my enemy’s and an unconcerned one’s—may be imperfect, but
that cannot vitiate the main argument that the aesthetic attitude ignores the
empirical attitude, even if it be marginally present. Nor does it substantiate
“universalization” of any kind.

Even the ancient commentator on Kdvyaprakdsa® who is aware of Abhi-
nava’s tradition, viz., Bhatta Gopala, explains Abhinava’s theory by alluding
to passages from Spanda-karikd of Kallata (14-16) and ISvara-pratyabhi-
jd (I. V. 15) 3% A much later author, Vidyabhisana (c. 1550 A. D.) states in
his Sahitya- -kaumud? that the function in question belongs to vibhavddis and
that its nature is to effect oneness of the connoisseur with them.®

1 shall conclude this paper by referring to two more passages, from the
Abhmavabharatz One is his comment on Natyasastra!

Since a play is to be seen by one in the company of (the members of his
family .like) father, son, daughter-in-law, mother-in-law, etc., all the
obscenities mentioned should be avoided with effort.!

- If obscene things were allowed, says Abhinava : -
rasa would be destroyed,?2
Why ? The answer is—

The vital essence of rasa depends on eommon shareability of experience
as pointed out repeatedly by me;* .

Can this common shareability by any chance refer to “universalization” ?
This idea is repeated in the Tantriloka also** It is more like ‘aesthetic
" distance’ which provides for both “involvement” and ‘“detachment”. One is
psychologlcally involved, though practically detached and impersonal.

For want of space, I could not enter into details regarding the precise
implication of bhava etc. I just draw your attention to one pithy comment.
This is on Bharata’s text (XXV. 41)%

38. Kdavyaprakdsa, IV. 4-5.
39, Ed.R.P. Dvivedi, Varanasi, 1981, p. 121

40. Cf. $aktirasti vibhavadeh képi sadharanikrtih |

" pramita tadabhedena svari yaya pratipadyate ||

—Meerut Vishvavidydlaye-Samskrta-Sodha-patrikd, Jan-Dec. 1980, p. 75.
41. pita-putra-snusd-$vasri-dréyarh yasmattu natakam |
tasmadetani sarvani varjaniyani yatnatah [1—Loc. cit.

42. tataSca raso bhajyeta—Loc. cit.
4. Sa hi sidharanyo’nyonyanupravesa-prana iti pratipadar vadamah—Loc. cit.
44, X,V.851f.
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One’s own experlence is bhava while experience arlsmg on seemg another
is vibhiva.®®

Abhinava comments :

To those who are forgetful by nature, the author is indicating by way of a
telling analogy the exact nature of emotion (bhdva), stimulant (vibkava)
and ensuant (aenubhdva). That experience which is personally lived
through, e. g., pleasure and pain, is bhdva. The word dtma or *personal” .
here rules out categorically the experiencing of things like a pot from the
province of bhiva.*®

And that.is his last word on the subject.

The main thrust of this paper is to expose how Abhinava has been more
often than not misunderstood by modern scholars. Sadhdranikarana is not
a differentia of rasa; it is only ahalf-way house leading to the destination .
of rasa proper. Even if it be subjected to a critique and found madeguate, it
cannot affect the validity of the theory of rasa which rests on the unshakable
foundation of the ever-blissful self, allowing us glimpses of its ecstasy in the
state of deep poetic response. Rightly understood, his philosophy grounded
on the bed-rock of “spiritual pre-conscious,” transmuting a finite conscious
being (parimita-pramdtr) into an infinite subject of all-consciousness (apari-
mitapramatr), if I can borrow a phrase from Maritain, remains relevant
to modern literature also. .

45, atmanubhavanam bhivo vibhavah paradar§anam—Loc. cit.

46, atha vismarana$ilan prati §rnga-grahikaya bhava-vibh@vanubhdva-svarlipamh dardayati
‘atmanubhavanarn bhdva ityadi, Atma-vi§rantath yadanubhavanam sukha-duhkha-
samvid-riiparh sa bhavah ityarthah. Atma-grahanat ghatadyanubhavanam na bhavah
ityuktarh bhavati.—Loc. cit.



“Catharsis and Rasa”
C. N. PATEL

Catharsis and rasa are related concepts, in that they seek to explain the
central feature of all aesthetic experience, namely, that it is so basically
different from ordinry experience that, whatever the subject or object which
stimulates it, it is always pleasurable. This feature of aesthetic experience
arrests attention with striking vividness in our response to tragedy in which
emotions which would be painful in real life are so transformed as to excite a
pleasurable thrill ending in a feeling akin to “The still sad music of huma-
nity ” to which the beauty of nature opened Wordsworth’s ears. Aristotle, the
first systematic literary critic in the West, called this process catharsis. Hedid
not define the term and there has been a long discussion among critics and
students of poetry about what he may have meant. Similarly, in the Indian
tradition, too, Bharata, the first systematic writer on poetics, merely mentions
how rasa is generated without explaining what he means by rase and how it
differs from the pleasurable emotions of ordinary experience. Later writers
took up the concept and made it the subject of an absorbing speculation about
the nature of aesthetic .experience.

Though Western and Indian writers on poetic experience thus deal with
the same problem, their treatment of the subject differs completely from each
other’s. The difference springs from a more fundamental difference between
the two philosophical attitudes, the transcendental and the empirical. The
former looks upon the waking state as an aspect of a larger reality not
accessible in full to that state. whereas the latter confines itself to man’s
experience in the waking state, and even when it concerns itself, as it does in

- $ome areas of modern psychology, with unconscious or subconscious levels of
the human psyche which reveal themselves in dream experiences, it seeks to
understand those experiences in terms of standards and principles derived from
the waking state. The Western philosophical tradition oscillates between
these two poles, Plato being the typical representative of the transcendental
pole and Aristotle of the empirical. Indian tradition remained anchored to

_ the transcendental framework and produced no thinker corresponding to the
figure of Aristotle in the West.

This difference in approach reflected itself in the field of aesthetics. The
transcendental view regards the experience of beauty as a reflection on the
human plane of a spiritual state, whereas the empirical view of it regards it
as one expression of man’s emotional nature to be understood in terms of its
other expressions. Plato, however, did not extend this aesthetic principle to
the experience of poetry or the arts. On the contrary, he regarded them
as obstacles to the realization of pure truth and spiritual freedom. Western
© poetics, beginning with Aristotle, has developed in reply to this view of Plato.
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The theory of catharsis is part of that reply. The Indian theory of rasa also
is a reply to the Platonic view, though not intended as such, for no argument
corresponding to Plato’s was advanced by any writer in India. The two
replies differ from each other, in that the Aristotelian reply shifts the argu-
ment from the transcendental to the empirical, normal human plane whereas
the Indian reply is on the purest transcendental plane.

Plato had indicted art on two grounds. First, art is an imitation of the
phenomenal world of appearnces which, in turn, is an imperfect copy of
reality. Art therefore is twice removed from truth. Secondly, art strengthens
man’s emotional nature and thereby weakens the rational principle in the
human soul which alone can give true knowledge. In other words, art, in the
language fof Indian philosophy, strengthens man’s bondage to the world of
mdyd both intellectually and emotionally. Aristotle’s reply seems to he that
poetry represents individual facts not in themselves but in their general, uni-
versal significance and is therefore more philosophical than history, and further’
that it purifies man’s emotional nature. Catharsis refers to this process of
emotional purification. There has been a long argument among critics whether
Aristotle meant catharsis as a medical metaphor in the sense of purgation of
excessive emotional impulses, or whether he simply meant by it the psycholo.
gical process of purification of the emotions of pity and fear of their selfish
elements. But the point is not really important. Probably Aristotle himself
had no clear idea of what he meant by the term catharsis. He uses it in an
earlier treatise, Politics, to describe the effect of cegtain kinds of music on:
persons overcome by religious frenzy, saying that he will explain the term in
another work. But Aristotle gives no such explanation in Poetics. Whatever
meaning Aristotle attached to catharsis, it is clear that he had in mind not any
benefit of poetry in man’s spiritual quest, but its effect on his conduct in
ordinary human affairs. In the language of the Indian tradition, Aristotle was
interested in the effect of poetry on man’s behaviour in the world of vyavahéara
and not on his pursuit of paramdrtha. Even his stress on the philosophical
content of poetry refers to the general significance of concrete individual facts
grasped by the intellect and not to the intuitive perception of the eternal
forms or ideas of Plato’s vision of divine truth. :

The Indian theory of rasa is a more satisfying reply to the Platonic posi-
tion. It unequivocally asserts that art is a means of spiritual experience and
gives one a taste of the bliss of divine realization. In the moments of artistic
enjoyment the consciousness of the individual transcends its sense of separate.
identity, becomes sadhdrana or pure human consciousness in a state of being
watching the world of becoming without being involved in it, In other
words, jiva ceases to feel itself as a kartd’and has a momentary glimpse of
its true state as the dtman, the anumantd, upadrstéa and bhokta of the
Bhagavad-Gitd. The Upanisadic view of reality asserts that all pain and sorrow
are the consequence of self-forgetfulness, of the individual consciousness
feeling itself alienated from the universal consciousness which is its source.
In the enjoyment of art, this alienation is overcome and the individual’s
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consciousness feels the bliss of its union with its source. This blissis the
most ecstatic in our response to an artistic’ representation of tragedy,
whether in drama or any other literarygenre, because fear is the most basic
emotion of the alienated consciousness and tragedy helps us to face that
existential fact and rise above it.

Aristotle saw this truth, but only partially. According to him, tragedy
effects the catharsis of the emotions of fear and pity, but by fear he means
only the fear aroused by events in the lives of certain types of individuals. In
giving this explanation of the cause of fear, Aristotle ignores the religious
background of Greek drama. The latter was a collective experience in the
form of an annual ritual representing certain mythic events cr legends
embodying the fear of the whole race, namely, the fear of invisible forces
- inflicting inexplicable calamities on man. All Greek tragedies are pervaded

by a sense of doom or inescapable fate. The Greek mind seems to have been
profoundly troubled by a sense of the hostility or indifference of the gods to
‘man, and the Greek drama was a ritual representation of this collective fear
so as to overcome it. Indian aestheticians also stress the special significance
of karuna rasa and its transformation into $dinta rasa. The Indian mind,
though not troubled by the destructive aspect of the gods and goddesses, was
profoundly convinced that all life was sorrow and sufferipg. In dramatic art,
. sorrow and suffering lost their painfulness and subsided into a sense of

‘pleasurable calm..

. . How did art perform this miracle? Neither Western nor Indian writers
~ answer this question directly, though they do indicate the lines along which
the solution may be sought. Aristotle stresses the importance of unified
structure in tragedy and of rhythm and harmony in its language, and Bharata
says categorically that rasa is produced by the samyoga or harmonious repre-
.gentation of the three types of bhdvas, vibhdvas wvyabhicdribhdvas and
" anubhdvds. Both, it seems, refer to the same feature of creative act, namely,
~ apprehension and representation of pattern and order in the flow of expe-
rience. - Aristotle stresses the unity and order of the whole material of the
dramatic representation, while Bharata refers to the unified perception of
‘every component unit in the total series of events constituting the drama.
What is irnportant in both is the fact of apprehension of unity in the diverse
" elements in the matter of representation. This apprehension is an act of the
imaginatioh, through which both the artist and the spectators participate in
" the divine power of creation. The basic fact of the universe is the creation of
order at all levels of reality, from the microscopic world of discrete atoms
formed by patterns of electromagnetic waves, to-the telescopic world of
stars and galaxies, from the unicellular world of germ-plasm to the infinitely
complex structure of the human body and the still greater miracle of the
human mind. In artistic creation man, created, according to the Bible, in
the image of his Maker, exercises for his pleasure through self-expression
" the same power that has created the universe. The pratibhd which creates
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ever new artistic forms, navanavollekhasilini prajfid, is a manifestation in the
individual consciousness of the power of universal self which said ““ekoham
bahu syam.” According to the English the poet-critic Coleridge, the ima-
gination which creates art and poetry is a repetition in the finite mind of
the Infinite “I am.” The Infinite “I am, ” according to the Upanisad, is rasa,
“raso vai sah,” and the kavi and the bhavaka, by imitating the creative act
of that “I am” share i in his rasa. ‘

Confronted with this explanation of the pleasure of poetry and art, Plato
would probably have asked, how can we be sure that this rasa of poetic
enjoyment is the rasa of momentary participation in spiritual being and not
merely an dbhasa of it ? Judged by the conduct in life of men in love with the
pleasure of poetry and the arts, do the effects of poetic enjoyment seem
spiritually beneficial ? It is a challenging question to lovers of art, partlcularly
to the advocates of “art for art’s sake” doctrine.



Appendix-I

The Relevance of Sanskrit Poetics to Cohtemporary
Practical Criticism~

UMASHANKAR JOSHI

I am aware of the honour the authorities of the Asiatic Society of Bombay
have done me by inviting me to preside over the function, for the award of -
medals to_three outstanding scholars for their service in Oriental Research.
If I did not hesitate to accept the invitation, even though not qualifled as an
Oriental Researcher, it was just with a view to paying my humble homage to
the Bombay Asiatic Society, which has become during the past 175 years of its
_existence almo:_st a legend in the academic life of our country.

While conveying that I could choose any date in April or May, the
invitation letter carried a post-script that in case May 7 was convenient to me,
my address would be termed Kane Memorial Lecture as that date coincided
‘with the birthdate of the great scholar.

The moment I agreed to speak on the seventh of May, in order to be able
to honour the memory of MM. P. V. Kane, the subject of my lecture had almost
: suggested itself. It could be one related to either of his loves, Sanskrit Poetics
or Dharma Sastra.- It seems, you have only to be well-meaning to find yourself
in deeper and deeper waters. I like to play with the idea that I should rather
have spoken on Dharma Sastra, if only because it is always far easier to speak
“on a subject, the complexities of which one is not sufficiently aware of.
Knowing full well as I do, how the field of Sanskrit Poetics bristles with
problems and even conundrums which would require in-depth philosophical,
metaphysical, psychological, linguistic and literary, study that should have
_‘been the last thing for me to get involved in. But I hazarded it, my purpose
being a limited and specific one, ‘that of investigating how far those of us,

who are interested today in the critical activity in the various languages of
India, can benefit from the ideas and tools made available by ancient Indian
writers on Poetics. ‘

Perhaps it is more than a hazard inasmuch as I can hardly claim to be
* a regular student of Sanskrit Poetics or of Philosophy, of which Poetics forms
 a legitimate part. Even though I might have to stray far, sometime
- perilously far, into these fields, my main concern will be with the possible
enrichment of the contemporary critical activity. And in that context, I feel,
lies the hope for Sanskrit Poetics to survive. If it is not to be studied by a few
specialists of a past cultural phase only and is to form a part of mankind’s
living knowledge, it is only by proving itself to be a rich resource to practi-
sing critics in the various languages. that Sanskrit Poetics can flourish as a

# Lecture delivered at the Asiatic Society of Bombay on Tth May 1980.



102 SOME ASPECTS OF THE RASA THEORY

body of dynamic ideas. Even if those ideas are not frequently invoked, it
would be enough if they are at the back of the mind; for that too is a use. If
I put stress on the need for the awareness of the seminal ideas of Sanskrit
Poetics, it is more with an eye on the sharpening of aesthetic sensibility and
equipping the mind with the capacity for discerning beauty in whatsoever
manner it manifests itself in a literary work. It seems the study of Sanskrit
Poetics has reached a stage where we can take stock of things, define fresh
needs in terms of the pursuit of knowledge and try to visualize how possibly
the ideas of the Acaryas—great writers of treatises on Poetics can be best
availed of. :

Our current critical endeavour has to keep pace with that in the Western
world, as our creative writing during the past hundred and fifty years or so
has been, by and large, under the influence of the West. We have freely
borrowed genres, models and techniques from Western literature. Whlle our .
critical writings mainly follow Western norms, the critical termlnology em-
ployed by us is, as it would be in the nature of things, more or less borrowed
from the works of the ancient Acaryas. Terms like ‘aucitya’ ‘vakrokti’,
‘riti’, ‘upamd’, ‘riapaka’, ‘sehrdaya’, ‘dhvani’ and the most enigmatic of
them all ‘rasa’, along with ‘rasanubhavae’, ‘rasdsvida are freely used, most
of them not always strictly in the sense in which the Acaryas used them.

In fact, we are in a fortunate position. We have at our disposal the whole
critical usage of the West, which has relevance to our modern creative writing,
and we also have a rich critical tradition of our own from which, at least, we
pick up terms in howsoever a casual manner. It is open to us to make a com-
parative study of the two traditions and forge a critical apparatus "and a critical
idiom which would meet the present need for enjoying and evaluatmg literary
works of any age or language.

Let me hasten to add at the very outset that such a comparative study is
beset with great difficulties. The ideas and the technical terms used are rooted
in different cultural milieus. One such term is ‘Tragedy’. In order to make
Sakuntalam a tragedy, the ringing down of the curtain at the end of the fith
act will not do. Tragedy is a concept, interwoven with the fabric of Greek life
and is totally unknown to Indian culture. One should take care not to be taken
in with apparent or superficial similarities. Take the term ‘metaphor’in
Aristotle. Prof. D. R. Mankad argues how the metaphor is usually
referred to in India as "ripaka’, but it might be sometimes a ‘samdsokti’ as
in ‘unbridled rage.’t It is said : metaphor is implied simile. Aristotle considers
it by far the best gift of the poet—his ability to find similitude in dissimilar
things. The Acaryas look upon upamd - simile as the greatest gift of a poet
and Kalidasa the greatest poet is accredited with the best use of the simile,
which is normally described as sidharmyam-similitude, sharing of the same

1. D.R. Mankad, Kdvyavivecana (Gujarati), Vallabha Vidyanagar, Charutar szakashang.
1949, p. 116.
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properties. Instead of getting bogged down into details of nomenclature or
semantic quibblings, it would be worthwhile to look rather for the informing
aesthetic principle. The sagacious Hemacandracarya calls the simile ‘hrdyam
sidharmyam’—pleasurable (heart-pleasing) similitude, and this should lead
us to the modern exploring of the link of analogy in feeling.

Even if the concept of tragedy is foreign to India, and the ‘tragic’ is not
exactly ‘karuna-rasa,’ there is an aesthetic principle which is common to
both.. Plato talked of ‘tragic pleasure’ . (Philebus, 47-8). Aristotle says that
tragedy does not depress one, it raises the spirits of men.2 The Sanskrit writers
(except Ramacandra-and-Gunacandra) have constantly maintained that
Pathos (the karuna-rasa) also pleases, that all rasas are dominated by plea-
sure, that all art-experience ends in beatitude.

Every critic who deals with a poem has to keep in his view the trinity or
(1) the poet, ¢2) the poem, and (3) the reader. Where does he actually start
from ? Perhaps he thinks he starts from the second—the poem itself. But, what
is a poem ? Is it just a piece of paper with marks of ink on it or a video-tape?
Valery said, “It is the reading of the Poem that is the Poem”.3 In other words,
it is in somebody’s experience of poem that ‘the poem’ becomes itself. So, the
critic, while dpaling with a poem, has always to start with the third—the
reader, himself, i.e. his own experience of the poem. The Sanskrit writers on
Poetics, especially those, who testify to rasa, could not be more right. One can
. speak about the poem and even the poet only after one’s experience of the
poem.
Itis surpnsmg that no less an expert on' Sanskrit poetics than the late

S. K.De should chide the Acdryas for their preoccupation with the under
“standing of the nature of art-experience. He says,**..they consider the pro-
blem indirectly and imperfectly from the standpoint of the readers and not
directly and completely from that of the poet”, and adds, “they are
concerned mainly with the question of the reader’s reproduction but not of
" the poet’s production”. But, there is no way of dealing with the poet’s

production but through the reader’s reproduction. Even if the poet himself
‘chooses.to say something about his production, outside of the production
~ itself, he cannot be treated as a final authority. His account would be one
" of many such accounts available from discerning readers and thelfinal authority
has to be the critic himself engaged in the task of judging it aesthetically.

However, it is not correct to say that the Acaryas have neglected the

. problem of poetic creation. In fact, their concern with it is interconnected with

their concern with the problem of poetic experience. For, when the rasa-
sitra ‘vibhdvinubhdva-vyabhicdri-samyogdd rasa-nispattih’ lays down

2. Aristotle, The Works of Aristotle Vol. II, William Benton, Publisher, Encyclopaedia
Britanica, Inc., 1952, p. 688.

3. Paul Valery, “ A Course in Poetics : First Lesson,” Southern Review, 5 (Winter 1940), p. 409.
. 4. S.K. De, Sanskrit Poetics as a Study of Aesthetics, Oxford University Press, 1963, p. 74.
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that art experience is the result of the co-mingling rather compounding
of the vibhavas (the characters and the environment), anubhdvas (the
bodily manifestations of emotions) and wyabhicdri-bhdvas (temporary
states or emotions feeding the dominant emotion), it has already hinted at
the process of the poetic creation as well. For example, the vibhdvas, the
hero, the heroine and other characters and the environment, the situation and
events that follow—all should be adequate if the work is to satlsfy as a work -

of beauty.

If one looks at how a competent modern critic of the stature of T. S. Eliot
gropes for neatly articulating what involves the creative process, one would
feel grateful to the Acéryas for having given a clear and authentic descrip-
tion of it. Eliot has a difficulty with ‘Hamlet.” He lays the blame at the door
of Shakespeare’s creative faculty and suggests that we are let down by it.
Somewhere it falters, he feels, and locates it in the poet’s inability to discover,
to use Indian terminology, an appropriate or adequate vibhdva. Let us hear.
him as he struggles to articulate it with the help of the, by now, popular
phrase ‘Objective Correlative,’ which, incidentaily, was, not ‘his coinage but
was first used in 1850 by Washington Elston in his ‘ Lectures on Art’—a fact
later acknowledged by Eliot also. Eliotsays: ‘“The only way of expressing
emotion in the form of art is by finding an, ‘objective correlative’, in other
words, a set of objects, a situation, -a chain of events which shall be the formula
of that particular emotion such that when the external facts, .which mustter-.
minate in sensory experience, are given, the emotion is.immediately evoked.”s

Eliot succceds in formulating the need for finding wibhdvas, commen-
surate with the original emotion, which is to be expressed in thé form of art.
Thus far his account of the process of poetic creation is correct and finds
support in the words of the Acaryas. But he is on no sure ground if he means
that the Vibhdvas when presented will evoke the same emotion in the mind of
the reader or the spectator, for the emotion while being presented through the
medium of the ‘Objective Correlative,’ the vibhdvas, has suffered a sea-
change. Itis now no more the original emotion. (This is one example of how
the fullest understanding of the reader’s art-experience is necessary for a
proper understanding of the creative process). Valery knew better. He alerts
us, “We must contrast as clearly as possible poetic emotion with ordinary

emotion.”’s

Valery’s statement of the creative and reproductive processes (for it-aims
possibly at covermg both) comes very near to the truth of the matter. He says
that a sort of a ‘sense of a universe’ is characteristic of poetry and adds: “I
said: sense of a universe. I meant that the poetic state or emotion seems to me
to consist in a dawning perception, a tendency toward perceiving a world, or
complete system of relations, in which beings, things, events and acts, although

5. T.S. Eliot, Selected Essays, Faber and Faber Ltd., London, 1953, p. 145.
6. Paul Valery, The Art of Poetry, Routledge and Kegan Paul, London, 1958, p. 179. ~
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they may resemble each to each, those which fill and form the tangible world—
the immediate world from which they are borrowed—stand, however, in an
indefinable, but wonderfully accurate, relationship to the modes and laws of
our general sensibility. So, the value of those well-known objects and beings
is in some way altered. They respond to each other and combine quite other-
wise than in ordinary conditions. "7

Kuntaka, who flourished in the tenth century, refers to the veiling of the
real nature of objects (samdcchddita-svabhavdh), when they are presented,
by a sudden inspiration, in the poet’s imaginative world. He adds that when
this special predicament (tathdvidha-viSesa) finds a masterly utterance in
words, it becomes a thing of wondrous beauty to the mind.

It was Bhatta Niyaka who had, a century before Kuntaka, enunciated
‘the idea of generalised emotion (sddharanikarana), which proved to be the
greatest aid in ‘unlocking the meaning of the rasa-theory. It showed how
the aesthetic consciousness resulted when objects or beings were visualised
not as related to the immediate tangible world, but in a generahsed, i.e. uni-
versal manner. ,

- Valery almost suggests this when he says that the poetic state or emotion
occurs when the values of the objects and beings of the world are altered
because of their relationship to the laws of our general sensibility, i.e. when

- they cease to have personal or individual interest and appear in a generalised,
universal way. Eliot also hints at the same thing when he talks of an escape
from personality.

- "Abhinavagupta and his guru Bhatta Tauta say that this poetic emotion or

‘aesthetl,c consciousness or rasa is primarily of the poet. The actor on the stage
as well as the spectator or the reader of the work consequently attain it. The
generalised consciousness pertaining to the poet (kavi-gata-sddharanibhita-
sammvit) alone is in reality rasa (paramdrthatah rasah).

So, those who appreciate the work of a poet need an equal measure of
genius. Rajasekhara calls the creative genius ‘kdrayitri pratibhd’ and the
appreciative genius ‘ bhdvayitri pratibhd.’ One, who experiences the work of
art, has to re-live the poetic emotion of the creator. He has to re-evoke the

" aesthetic consciousness of the poet, re-construct the aesthetic object.

‘ The best connoisseur of aesthetic beauty is called ‘sahrdaya’ one who is of
the same heart. Abhinavagupta describes him as one, the mirror of whose

. mind has become clear due to constant contact with poetic works and who has

the capacity to identify himself with what is presented i.e. with the heart of
the poet.

The art-experience of such a sahrdayae is, indeed, subjective. "‘Abhinava-

gupta describes it as ending in ‘prakdse’—illumination and ‘dnanda’—

beatitude.

7. Paul Valery, Ibid, p. 138.
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The poem, the word-construct has also received a fair amount of attention.
Some of the writings on Poetics were of the nature of manuals for prospective
writers. The discussions on alamkdras, gunas, riti, vakrokti and aucitya were
meant to be a valuable help, though it was maintained that when the creative
spirit worked, all the embellishments and graces and properties entered the
composition in an onrush vying with one another (ahampirvikayd pardpatanti)
and they did not remain exterior (na tesdm bahirangatvam) to the poem,
which was an organic whole. For the organic unity there is a happy
expression—‘ekavakyatd’ which literally means one-sentence-ness. The
ancients consider even a long work, if it is a creative work, to be just one
sentence. Even the Mahdbhdrata with its more than one hundred thousand
verses is just a one-sentence piece. The very term ‘sahitya’—togetherness is
most fortunate and it at once emphasises the crucial fact about a poetic
composition that the verbal correlative is commensurate with the poetic
emotion and it is this s@hitya —togetherness which the aesthetic object is. .

The seminal ideas in Sanskrit poetics are three:

1. First and most significant is the rasa-sitra, which has come to enjoy
the status of a kind of an Einsteinian formula in the realm of poetic theoriza-
tion. It seems to be the distillation of the aesthetic thinking of generations.
Though it occurs in the encyclopaedic Natyasastra of Bharata, it may as well
have been picked up from an earlier work, for Bharata refers to Druhina as
an authority regarding even the names of the eight rasas. :

2. The second important idea is that of ‘dhvani’—suggestion. Rasa came
to be associated with plays or other entire works and a need was felt for
accounting for the beauty of smaller compositions or even single stanzas. The
alamkdra school came into existence cutting rasa to size, by naming a ‘rasa-
vat’ alamkdrae also. The gunas (qualities) and riti (composite poetic diction)
came to be emphasised later. It was Anandavardhana, who laying his hand on
dhvani, succeeded in explaining the presence of beauty in all’kinds of compo-
sitions, muktakas —single stanzas as well as prabandhas—entire works, by
referring it to either vastu-dhvani, alamkdradhvani or rasa-dhvani. It was
also he who reconciled the claims of rasa with- other approaches, by yielding
in no ambiguous terms that even though varieties of dhvani were mentioned
they were all to be comprehended through the medium of rasa and bhava

which were preponderant.

Since the alamkdra-school started, the emphasis came to be laid on
stanzas rather than entire works. The wood was lost for the trees. Ananda-
vardhana was the first to discuss an entire work, as a practical critic. He
raised the important question of what the rasa of Mahdbhdrata was and
answered by saying that it was éantarasa. Kuntaka, who followed him, was
perhaps the greatest practical critic amongst the Sanskrit writers on poétics
arid the fourth ‘chapter of his Vakroktijivita has a freshness about it and
throws up a number of hints for the artistic structuring of entire Works.-
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3. The third great idea is that of ¢ sddharanikarana’—the generalized or
“universal apprehension of the poetic feeling and the poet’s world.

These ideas have survived and contributed effectively to a clearer under-
standing of the aesthetic object due to the astute and vigorous presentation by
a master-synthesizer of the stature of Acdrya Abhinavagupta, who is the
greatest single name in Sanskrit Poetics. He eagerly seized upon the reconci-
liatory approach of Anandavardhana bringing rasa again into the focus.
Instead of attempting a new work of his own, he chose to write comment-
aries Abhinava-Bharati on Bharata’s Natyaddstra and Locana on Ananda-
vardhana’s Dhvanyaloka and used both texts for highlighting his own special
predilection for rasa, whose secret he unravelled with the help of Bhatta
Nayaka’s ideal of sadharanikarana. Abhinavagupta is one of the tallest
thinkers not only of India but of the world. His apt utterances on Poetics
have gone of ringing in the ears of generations after generations. It is a
- pity that even though during his life -time, during the eleventh century, a
philosophical dialogue was possible between him and the great Muslim
thinker Avicenna (Ibn Sina) of West Asia,® a worth-while dialogue is yet
to start with Western thinkers of today. (Incidentally, I took an opportunity
to draw Dr. -I. A. Richards’ attention to Abhinavagupta’s work in early
1956, at Harvard, and later wrote to him about Dr. R. Gnoli’s translation
of a portion of Abhinava-Bharati which was just published.)

Once the texts are critically edited and annotated, they should leave the
hands of the Sanskritists and reach the experts in the various disciplines. I
‘hate the idea of the ¢ Arthasastra’ being studied only by the Sanskrit gra-
-duate students, and never forming a legitimate part of the curriculum for
advanced studies in Political Science. So also, the more important work in
Sanskrit Poetics could be better studied by advanced students of Philosophy,
for, problems of Poetic Theory form a legitimate part of Philosophy and not of

- one language or another, nor even of literature as such.

I hope, it would be interesting to refer here to what a modern philosopher,
Roman Ingarden (picking up one by random sampling), has to say about
‘Aesthetic’ Experience and Aesthetic Object’ ® from (as it happens) a pheno-
menological approach. It would remind one again and again of the observations
of the Sanskrit writers on Poetics. Prof. Ingarden carefully distinguishes
between the ordinary perceptful experience and aesthetic experience. He
shows how a composite structure of aesthetic experience has three kinds of
elements: “(a) emotional (aesthetic excitement), (b) creative (active) consti-
tution of an aesthetic object, (c) passive—perception of the qualities already
revealed and harmonized.” '

8. Nilla Cram Cook, The Way of the Swan, Asia Publishing House, Bombay, 1958, p. 18.
9. Roman Ingarden, > Aeshthetic Experience and Aesthetic Object” in 'Readings in Existential
Phenomenology "--edited by Nathiniel Lawrence, Daniel” ‘Connor, Prentic Hall, Inc.
Englewond Cliffs, New Jersey, 1967, pp. 318-319,
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Prof. Ingarden says that “in the final phase of an aesthetic experience
there ensues an appeasement in the sense that, on the one hand, there is a
rather quiet gazing upon (contemplating) the qualitative harmony of the
aesthetic object already constituted and a ‘taking in’ of these qualities. On
the other hand. along with this, there proceeds what I have named the second
form of emotional response to a harmony of qualities. And namely there arise
some feelings in which an.acknowledgement of the value of the constituted
aesthetic object is taking place.” He says that in experiencing feelings of
admiration and rapture, while directly confronting an aesthetic object, one
pays, so to say, homage to it. It is the sequence of ‘prakase’ and ‘d@nanda’ for
which he seems to vouchsafe.

I may be permitted to repeat what I have said earlier—that one c’zin_ get
at the poem only by experiencing it. And it inevitably follows from this that
practical criticism presupposes such an experience of the aesthetic object.

Prof. Ingarden states that “it is only in such direct intercourse with an
aesthetic object that a primary and vivid emotional response is possible” and
adds, “To evaluate” without being moved, i.e. to form a judgment of the
aesthetic value of something is possible, when using proper technial criteria:
even without the accomplishment of an aesthetic process, and thus also
without waiting for a harmony of qualities to be constituted in an evident
way.” Some persons, who have much to do with works of art, ‘are not easily
enraptured by anything’ and develop a peculiar r_outine of dealing with
subsidiary details.

Practical criticism, that does not flow from bhavand—a state. of bhdva
(bhdvayanti rasin), is, to use a rather strong term, suspect. Prof. Ingarden
calls it an intellectual exercise, ‘an inferred judgment.’ He maintains that
only those value-judgments which result from a state of feeling and are based
on the aesthetic process of experiencing the art-object are valid and justified:
“the experience which alone, and in an essential way, makes this judgment
valid lies in the final phase of the aesthetic process, and, in particular, in the
acknowledgement of an aesthetic object, an acknowledgement which has the
character of feeling and is grounded in the ¢ seeing of a harmony of qualities.’
Therefore, strictly speaking, it is only those judgments concerning value,
which are given on the basis of an aesthetic process, and when such a process
has been accomplished, that are justified.”

The discerning reader, the sahrdaya, the critic, reproduces—re-creates
the art-object created by the poet, the kavi, by passing through the aesthetic
process and while acknowledging the presence of the aesthetic object pays
joyful ‘homage’ to it.

At this point the poet and critic the kavi and the sahrdaya meet and the
karayitri-creative faculty in one and a matching reciprocating or receiving
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(bhavayitri) faculty in the other partake of the nature of pratibhd —intui
“tional apprehension.

As a matter of fact, the two had symbolically met when the poem origi-
nally came to be written— when the composer laid down his pen after writing
the last word and making final touches, if any. Only at the final moment of

the composition the poet can realize what poem he was trying to write, what
the kavigatasddhdaranibhitasammvit-generalized consciousness of the poet-

actually was. It must have been the enjoyer, the critic, the sehrdaya in him
who must have borne out the creator in him and reassured him of the finality
of the outcome. Abhinavagupta seems to suggest as much when he says in
the opening stanza of Locana, ‘sarasvatydstattvan kavisahrdayakhyam
vijayate’—victorious is the essence of Speech called kavisahrdaya, for he has
so worded his say that the compound kavisahrdaya also means ‘the creator-
enjoyer, the poet, who himself is the discerning reader,’ over and above refer-
" ring to the inevitable pair involved in all aesthetic activity — ‘the poet, the
- artist and the discerning enjoyer, the critic.’
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Does the Rasa theory have any modern relevance ?

R. B. PATANKAR

In modern times the rasa theory appears to have suffered at the hands. of .
two groups of critics.” (a) Those who are totally ignorant of the literary -
thought in pre-British India do not feel the need to develop any acquaintance
with it. They find the Western critical framework adequate for their
purposes. In his The Languages of Criticism and the Structure of Poetry, .
R. S. Crane could argue convincingly for the readoption of the Aristotelian
approach to the problem of poetic structure on the ground that the modern
contrastive and assimilative methods do not lead to the discovery of the
particular structuring principles underlying individual literary works as does
the Aristotelian method. Readoption of the rasa theory cannotibe recommen-
ded on similar grounds, although the moderns might find something thought-
provoking in it. It does not appear to satisfy an urgent need of Westernized
people as perhaps does yoga. (b) Most of the Sanskritists have started
looking upon the theory as a sacred relic of the past which has to be studied,
labelled, and preserved in a museum but which is not supposed to be put to
mundane uses like analysis and evaluation of modern literary works, even of
works produced in Indian languages. . ‘

However, a comparative study of the Weste;rn'and the ancient Indian
critical traditions is worth at'tempting. It will show that there are significant
points of contact between the two, and this might lend support to the view
that there is a universal human mind which responds to similar -situations in
similar ways, irrespective of age and country. The comparison might also
make an interaction between the two traditions possible. Modern Indian
thinkers would profit a great deal if this were to take place. A bridge would
thereby be built, not only between India and the West but also, between
ancient India and modern India. )

When we study a conceptual structure like the rasd theory across many
centuries, we find that it contains parts which are completely unintelligible to
us, and others which possess only historical interest. Consider, for example,
the lists Bharata has given of sthdyibhdvas and vyabhicaribhdvas. The first
list includes mental occurrents like fear and mental dispositions like love. And
the second includes mental states like joy and bodily states like languor and
sleep. If we take into account the all-round intellectual achievement of the
ancient Indians we shall see why it would be wrong to dismiss the preceding
classification as patently absurd. All that we shall be justified in saying is
that we are unable to understand the principles of classification that Bharata
used. The problem regarding the number of rasas is one of historical signifi-
cance only. On one view, Bharata studied the dramatic compositions which
were available to him and saw that most of them expressed eight (or nine)
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emotions/sentiments. On another view, the number is based on psychological
findings about what constitutes the relatively permanent part of the structure
of the human mind. Much has happened in the fields of literature and
psychology since Bharata wrote; and perhaps he would have changed his
views if he had known all that later critics and psychologists know about
dramatic works and the human mind.

But the rasa theory also contains a part which is not restricted in like
manner to a particular age. It consists of certain clusters of concepts which
are very basic to the theory. I propose to discuss two such clusters, one at
some length, and the other rather briefly at the end. I shall also try to show
that these clusters have their counterparts in the Western critical tradition,
and indicate the points where a fruitful interaction between the two traditions
can take place today.

The first cluster centers round the concept of sidhdaranikarane (universa-
lization). On this concept is based Abhinavagupta’s triple claim that (a) the
rasa experience is alaukika (sui generis), that (b) it is essentially pleasura-
ble and that (c) the spectator does not contemplate it as something outside
himself but undergoes it. Universalization can be interpreted as (i) a one-
way process, from a particular to the universal which subsumes it, or as (ii) a
two-way process, from a particular to the universal, and back again to a
particular—the second pdrticular not being the same as the first particular.
That Abhinavagupta most probably had the second interpretation in mind is
indicated by the example of Sdmba cited by Hemacandra, who follows
Abhinavagupta very closely. The three stagesin the process are as follows :
(a) Samba worshipped the sun and was restored to good health; (b) everyone
who worships the sun is restored to good health; (c) if I worship the sun, I
too will be restored to good health. Subsumption of particular human beings
under a common universal explains the possibility of communication between
thém. They have a common meeting ground in their humanity. All that is
human is, at least potentially, followable/shareable by all men. This explana-
tion can be extended to the act of watching a play. Although the characters
on the stage differ from the spectator in one important respect, they have in

‘common their human qualities. The spectator can understand and/or undergo
the experiences presented on the stage because they ary universally shareable/
followable. "

Sddharanikarana, as we saw, can also be regarded as a one-way process
from a particular to the universal (interpretation 1). The best example of
this is-available in the empirical sciences. Scientists are primarily concerned
with the discovery of universal laws, in the formulation of which particulars
as particulars have no place. If sddhdranikarana is interpreted as a-one-way
process, the characters in literary works will become abstractions on account
of the sddhdranikaranae which they undergo. It is a fact that characters
answering to this description do exist in literary works; it is also a fact that
some of these works are good. On the other hand, it will be wrong or say
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that literary works cannot be good unless the characters are abstractions. For,
in a very large number of literary works the characters are individualized.
This is particularly true of literary works produced during and after the
Romantic age. As a matter of fact the presence of individualized characters '
is often regarded as a source of literary value. o

It is true that example of Samba suggests that Abhinavagupta most
probably had in mind the second interpretation of sadhdranikarana. It is also -
likely that there is something in the distinction such Sanskritists as R. Gnoli
have made between sddhdranya and sdmdnya, that is, between the universal
in literature and the universal in logic.! But these two facts do not constitute
a sufficient reason for completely rejecting the first interpretation of sadhdra-
nikarana. For, as we shall see later in this article, some claims made about
the nature of the rasa experience cannot be sustained if the flrst interpretation
is totally rejected.

Let us now see how the concept of universalization has fared in the Wes-
tern critical tradition. In the ninth chapter of his Poetics, Aristotle has said:
“Poetry, therefore, is a more philosophical and a higher thing than history :
for poetry tends to express the universal, history the particular. By the uni-
versal I mean how a person of a certain type will on occasion speak or act,
according to the law of probability or necessity.”? That Aristotle is taking a
universalist stand is clear. The question is whether he wants particularity of
characters to be completely transcended, and abstractions to be presented on,
the stage. If it is found that particularity cannot be‘completely transcended,
at what degree of universalization does he expect the poet to aim ? ~Aristotle
has not made any explicit statement about these issues. .

The problem of reconciling the claims of universality and-particularity
has been exercising the minds of critics during and after the Romantic age.
For example, S. H. Butcher, a post-Hegelian interpreter of Aristotle, writes,

But though it [poetry] has a philosophic character it is not philosophy : It
tends to express the universal....Philosophy seeks to discover the universal
in the particular; its end is to know and to possess the truth, and in that
possession it reposes. The aim of poetry is to represent the universal through
the particular, to give a concrete and living embodiment of a universal truth.
The universal of poetry is not an abstract idea; it is particularized to sense, it
comes before the mind clothed in the form of the concrete, presented under
the appearance of a living organism....The meaning is not that a general
idea is embodied in a particular example—that is the method of allegory
rather than of poetry—but that the particular case is generalized by artistic
treatment.?

1. R. Gnoli, The Aesthetic Experience According to Abhinavagupta, (Rome :1956), p. 44.

2. S. H. Butcher, ed. and trans., Aristotle’s Theory of Poetry and Fine Art, 4th ed. (New
York : Dover puklications, 1951), p. 35. ) .

3. Ibid pp. 191-194.
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The problem continues to exercise the minds of modern critics also.

Dr. Avner Zis, a Marxist critic, writing in 1977, has taken a position similar to
that of Butcher, when he says,

...the artistic image presents us with an indivisible unity of features of
cognition intrinsic both to immediate contemplation and abstract thought....
Yet concepts do not enjoy an independent life of their own in art. They
cannot replace images. .. The artist as it were ‘divests’ the phenomenon which
interests him from random and particular features that might obscure the
essence of what he is seeking to portray. He does not reproduce phenomena
of life in their actual entirety, but only those characteristic features which
constitute their ‘living soul.’

The balance between the universal and the particular is not easy to
maintain; there is always the danger of slipping into either the universalist
position, or the Crocean particularist position that the function of art is to
reveal the individual physiognomy of things.’ Every individual combines both,
the universal and the particular. The dispute between universalists like
Aristotle and particularists like Croce may therefore be regarded as a dispute
about the relative importance of the two, the Aristotalians subordinating the
particular to the universal, the Croceans doing exactly the opposite. This
shows that universalization, like particularization might be obtainable in
different degrees. What degree of universalization do the defenders of
sddhdaranikarana expect ? This is an important issue because not only the
characters (vibhavas), emotions, and so on, but also the spectators (rasikas)
are supposed to undergo sidhdranikarana. That excessive preoccupation with
'his own personal problems would come in the way of the spectator’s aesthetic
experience may be readily granted. It would also come in the way of various
other activities like watching a cricket match, solving a mathematical problem
or taking part in a discussion. Excessive preoccupation with oneself is an
.obstacle because it makes concentration on anything other than the self,
practically impossible. But this does not mean that complete transcendence
of the empirical self is a precondition of literary experience. Careful observa-
tion will reveal that our empirical self is actively involved in the literary
experience in varying degrees. In his well-known paper on ““ The Relation of
the Poet to Day-dreaming "¢ Freud has shown that readers of one variety
of literary works derive vicarious satisfaction through the fantasy world the
writer has created. Such literature is a universalized and beautified version of
the writer’s daydream. Owing to the reduction of what is too personal in’it, a
‘daydream becomes universally shareable. Of course, this shareability is also
dependent on the reader’s capacity for partial self-transcendence. If he is
excessively preoccupied with his own self he may find it impossible to slip

4. Avner Zis, Foundations of Marxist Aesthetics (Moscow, 1977), pp. 77, 79, 82.

5. Benedetto Croce, Aesthetic, trans. Douglas Ainslie (London:Vision Press, Peter Owen,
1953), p. 5.
6. Sigmund Freud, Collected Papers (London :HogarthPress, 1925), Vol. IV, pp. 173-183.
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into the role designed for him by the writer to facilitate vicarious wish-
fulfilment. This cannot, of course, mean complete self-transcendence; for
wish-fuifilment presupposes the presence of mundane wishes in the reader.
It might be objected that the Freudian theory covers only escapist, and
therefore valuationally inferior, literature; what is true of it might not be
true of great literature. In reply, it may be pointed out that escapist literature
does not cease to be literature because it is escapist. Again, self-involvement
may be present even in the experience of great literature. At the conscious
level we remain detached spectators, hence we do not easily become aware of’
this fact. We know that we are in the auditorium watching an emotional drama
in the life of characters being enacted on the stage. But this does not rule out
the possibility of our being involved at a deeper level in that emotional drama
Different parts of our personality might react in strikingly different ways to a'
complex object of experience like a literary work. If we analyze our reaction
to Satan’s character in Paradise Lost we realize the truth of this. On the cons
scious plane we do not belong to Satan’s party; and, as a religious man, Milton
could not have espoused Satan’s cause. Nevertheless, Satan’s character fasci-
nates the reader. We realize that a strong emotional force must have gone into
the making of the character. Perhaps in the depth of our psyche there is a
primitive, unsocialized element, which resents restraint of any sort; and it is
this element which dervies satisfaction from Satan’s rebellion. This shows
that we might be detached on one level and deeply 1nvolved on another.

Abhinavagupta also could not have expected complete self transcendence !
on the part of the rasika. First of all, he does not want him to lose the
consciousness that he is watching a play. Further he wants the rasika to bring
with him the traces of past experiences (vasandripa-samskdras). It is reaso-
nable to suppose that these include traces of past emotional experiences,
enduring dispositions, moral evaluations, knowledge of the world and men,
ideological commitments, and world views. If the spectator brings all this
structure to the theatre with him, how can he be said to transgend his empi-
rical ego completely, or even to an appreciable extent ? )

The defenders of Abhinavagupta point out that although activization of
past experiences is expected to take place, the experiences undergo a qualita-
tive change because of sddhdranikarana. Our everyday experience, we are
told by followers of Abhinavagupta, depends upon egocentric relations
between individuals; these individuals are related to our ego in three ways,
and these relations determine our attitudes to them: (a) they belong to us or
to our friends, (b) they belong to our enemies, (c) they are such as do not
concern us. Our attitude to people and things in category (a) is friendly; to
those in category (b), it is hostile; and those in (c) it is completely indi-
fierent. The rasa experience is said to be sui generis because it is not based
on these egocentric relations. The first objection to this argument is that the
threefold division of human relations is too cynical to be acceptable. Although
many human attitudes are egocentric, there are many others which are not so-
Only a cynic will interpret altruism as egocentric. Again, if we analyze the
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presuppositions of our moral life we shall realize the importance of uni-
versalization in our everyday life. Universalizability of principles of human
action is often regarded as the very condition of the possibility of moral
experience. ‘

The preceding discussion shows that (a) universalization in literature in
the sense in which we have taken the term admits of degrees, (b) it is not
always the highest degree of universalization that is expected either of
charactets or of the spectator, nor is it desirable to achieve it; (c) universali-
zation is not peculiar to literary experience; (d) if universalization explains
how the rasa experience becomes shareable, it also explains how any
experience is rendered shareable.

Two further claims are made on behalf of the rasa experience. It is said to
_ be (a) necessarily pleasurable, and (b) in a class by itself (alaukika). Both
these claims are, in Abhinavagupta’s system, ultimately based on sddhdrani-
karana. We have examined the second claim and seen that it cannot be
maintained because sddhdranikarana is not peculiar to the rasa experience
_alone. We shall now briefly examine the first claim. If sddhdranikarana of
experience means rendering it universally shareable it is obvious that sadhd-
ranikarana by itself cannot make an experience pleasurable; this is particu-
larly true of experiences which are indifferent in their affective tone and
those which are decide¢dly unpleasant. The following example of the repulsive
~ (the bibhatsa) will make this amply clear. Bhartrhari says in his vairdgya-
$ataka “A woman’s breasts really are only protruberances of flesh, but the poets
‘have likened them to golden pitchers; her -face is a place filled with saliva
‘and.mucus, but the poets have compared it to the moon; her hips and loins
are made wet by urine, but the poets have compared them with the frontal
globe on the forehead of an elephant. That which is repulsive in reality
has been shown to be great by the poets.” The description is universalized
- ‘and made applicable to all women. The feeling of disgust, thus universalized
and transformed into the bibhatse rasa cannot be said to have become in
any way pleasurable. Itisindeed doubtful whether the bibhatsa rasa can
ever be pleasurable if experienced by itself. It might become bearable, and
~ perhaps even pleasurable only if it gives rise to the feeling of indifference to
worldly objects (nirveda) and leads to the creation of $anta rasa. It therefore
appears that at least some rasa are not pleasurable by themselves; they can,
however, become pleasurable by being subordinated to other rasas or to ends
which are not peculiar to literature, for example, moral or religious values.

-Another way of making the rasa experience pleasurable is to raise it
to a qualitatively higher level, where it acquires a universal significance.
Here universalization does take place , but not in the limited sense of making
something universally shareable. Some problems are universally shareable
but they are not called universal problems. Losing a job is an example of a
universally shareable problem. But ¢“What is the place of human goodness in
the ultimate scheme of the world ?” is a universal problem, a problem with a
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universal significance. A universal problem is not necessarily a problem
which is actually raised by all men; it is such as can be raised by all men, but
is actually raised only by a few mature men with a philosophical bent of mind
when confronted with the central mysteries of human life. The fear of the
young deer described in act one of Sdkuntala is often cited as an example of
the bkaydnaka rasa. The experience is universal in the sense that it is uni-
versally communicable; but it does not have the universal significance of the -
anguish of Oedipus. This discussion shows that in the context of literature
‘“universalization” can be taken to mean (i) “making something universally
followable, shareable / applicable” or (ii) “endowing something with uni-
versal significance.” Butcher most probably wants to emphasize the second"
meaning when he writes about the tragic hero. “So much human nature
must there be in him that we are able in some sense to identify ourselves
with him, to make his misfortunes our own. At the same time he is raised
above us in external degree and station ....there is a gain in the hero being
placed at an ideal distance from the spectator. We are not confronted with
outward conditions of life too like our own....[The tragic emotions] are
disengaged from the petty interests of self, and are on the way to being
universalized ....In the spectacle of another’s errors or misfortunes, in the
shocks and blows of circumstance, we read the ‘doubtful doom of human
kind’....The spectator who is brought face to face with grander sufferings
than his own experiences a sympathetic ecstasy, or lifting out himself....
The tragic katharsis requires that suffering shall be exhibited in one of its-
comprehensive aspects; that the deeds and fortunes 6f the actors shall attach
themselves to larger issues, and the spectator himself be lifted above the
special case and brought face to face with universal law and the divine plan
of the world.”” Universalization in the sense of investing an experience
with universal significance can plausibly be regarded as a way of making it
pleasurable; that which elevates us mentally is often a source of pleasure.
The satisfaction which attends a moral experience can be cited as an example.
(Incidentally, this shows that “universalization” in Butcher’s sense also does
not make the literary experience sui generis.)

The Sanskritists do not appear to use sidhdranikaranae in Butcher’s sense.
But then if we take sadhdranikarana as a process which depersonalizes an
experience or renders it universally shareable/followable we shall not be able
to prove either that the rasa experience is necessarily pleasurable or that it is
sui generis, or that it is valuationally superior to everyday experiences."

We shall now consider two other arguments put forward to prove that the
rasa experience is sui generis. The substance of the first argument is that the
means-end category has no application in the context of rasa experience.
Where this category has an application, the means can be discarded after the
end is achieved. But vibhdvas and so on are not the means to achieve the end,
namely, the rasa experiece. For the rasa experience is coterminus with the

7. Butcher, op. cit., pp. 260-271.
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presence of the vibhdvas and so on before us. It is vibhavadijivitavadhi. It
comes into existence with the vibhavas, and ends when the vibhdvas are
removed from the stage. The argument perhaps aims at distinguisking between
the sthdyibhdvas, which are permanently there in the human mind in a
dormant state, and the rasa experience, which occurs only when the vibhdvas
are present before us. But then this distinction holds good even outside the
literary context, for it is the distinction between dispositions and occurrents
which is familiar to all psychologists. An irascible man is not angry all the
time; he has a disposition to get angry at the least provocation; and the anger,
which is an occurrent and not a disposition, lasts only so long as the cause for
provocation lasts, When we say that “X enjoys music” we are talking about
X’s disposition, we can use this exrpession even if, at the moment, no musical
concert is in progress. But it would be logically odd to say “X is enjoying a
musical concert which is not now in progress.” The same is true about enjo-
ying a particuiar performance of a play or a cricket match that is just not
there. According to the logic of the verb “to enjoy” when used in the context
of an episode, enjoyment and the thing which is enjoyed are coterminus.

At one stage in this article it was shown that sadharanikarana is not
HEULIRT 40 ANR THSL SXPEriente, {01 BRIVATSANIANONSS 2 precondition of fhe
ethical experience also. But the supporters of Abhinavagupta might say
that despite this simijlarity the two experiences are different because the
“ethical experience issues into action but the rasa experience is an end in itself
It might be readily conceded that the rasa experience does not give rise to
immediate overt action. But that is because the peculiar ontological status of
vibhdvas rules out the very possibility of any such action with regard to them.
Even if we wish to, it is logically impossible for us to interfere in the lives
of the ‘characters’ on the stage. The world in which the characters moveis stru-
ctured like the world in which real men move; but there is no continuity

_between the worlds. That we should be able to see the former and that it
should be able to induce emotional states in us creates peculiar epistemolo-
gical and ontological problems. Sri Safikuka’s theory of citraturagapratiti
shows that the Sanskritists were aware of these problems. We see a configu-
ration of pigments to be a horse, although we know that a real horse is not
‘made of pigments. In the same way we see an actor as a character like Rama.
Seeing one thing as another thing is not a variety of ordinary seeing. As Sri
Sankuka has shown, it does not belong to the four known categories of
perception : (a) veridical perception (b) illusory perception (c) perceiving
something as resembling something else (d) perception which leaves us in
doubt about the identity of what we perceive. What we see has a peculiar
ontological status; the status would not have been peculiar .if we had before
us an actor merely as a man following a particular profession. Again, there
would have been no problem if Rama, whose role the actor is supposed to
play, were actually present before us. What we see on the stage is sui generis;
and our seeing it is also sui generis.

It should be evident that Sri Sankuka’s theory bears a striking resemb-
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lance to the Kantian theory of “distinterestedness” and Aldrich’s theory of
“categorical aspection.” It istrue that neither of these theories has anything
to do with watching a play on the stage; but they are both concerned with
the peculiar ontological status of the object of aesthetic contemplation. And
one cannot avoid facing this problem when one tries to give a logical account
of “watching a play.” Since Plato, Western aestheticians have been discu-
ssing the ontological status of the aesthetic object. Plato concluded that the
aesthetic object is ontologically inferior to things in the phenomenal world
and is thus twice removed from the ultimate reality. Kant removed the’
aesthetic object from the Platonic ontological order by declaring that the
aesthetic delight is “disinterested” in the sense that it does not depend upon -
the actual existence of the aesthetic object.? We neither affirm nor deny that
it exists. In the aesthetic context we contemplate not a physical object but
an “aesthetic semblance.” That which is an “aesthetic semblance” in the
aesthetic context may turn out to be an actually existing physical object in
the cognitive or the practical context. While determining the ontological
status of the aesthetic object, we must see that the contexts are not confused.
The world of imagination is not an imaginary, false world to be contrasted
with the “real” world. It is one aspect of the same world whose other aspect
is the so-called “real” world. The knower, the practical agent, and the
aesthetic contemplator deal with the same world under different aspects.
About the phenomenon of changing the aspects Aldrich writes, “What I am
approaching is the phenomenon of categorial aspection, .. .Categorial aspection -
involves a change of categorial aspects; the same material thing is perceived
now as a physical object, now as an aesthetic object, neither of which involves
seeing it as another thing. The difference between categorial aspects has to
do with modes of perception and the kinds of space in' which their- objects are
realized.”® To see a configuration of pigments only as a configuration of
pigments is to see under one aspect; to see it as a horse is. to see it under a
different aspect. This theory can be extended to cover the act of “watching
a play on the stage.” To see an actor as an actual human being and to see
him as a “character” are two different varieties of seeing, although the same
sense organs are involved in the two seeings; the difference between the two
is based on categorical aspection. Sri Sankuka was laying a foundation for an
autonomist theory of art when he propounded the theory of citraturaga-
pratiti. Of course, this by itself cannot prove the validity of the autonomist
stand. For that we also need the deconceptualization of the aesthetic
experience, as Kant has maintained.!?

The first step which Sri Sankuka took in the direction of autonomism was
retracted by Abhinavagupta. For once the actor, the character, the spectator,
and the emotional experiences are universalized, the concepts of “playing a

8. Immanuel Kant, Critique of Aesthetic Judgement, First Moment.
3. Virgil C. Aldrich, Philosophy of Art (Englewood Clifl, N. J. : Prentice-Hall, 196’3), ppP. 21-22.
10. Immanuel Kant, op. cit., Second Moment.
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role,” “seeing” a real human being ¢ as a character” lose all meaning. For if
all' share the same universalized emotion, who can be said to imitate, to play
the role of, whom ? Abhinavagupta really has no use for the notion of imita-
tion, which is so central to the world of drama, and to the world of represen-
tional art as a whole. Not only does Abhinavagupta retract the step taken by
Sri Sankuka, he actually takes a step in the opposite direction. For through
sidharanikarana we can go from the world of art back to the world of “real”
men and women. For although the “characters” in a play do not inhabit the
“real” world, “real” men who resemble the “characters” in many respects
do live in the same “real” world in which we live. ‘Characters” thus direct
our attention to “real” men. -That is why we often exclaim ‘“How true!”
while watching a play:. Futher, if the rasa experience is claimed to be an end
in itself, why does the Abhinavagupta school attach importance to the ulti-
mate goals of hyman life (the purusdrthas) while deciding upon the number
of rasas ? If the rasas are expected to be conducive to the basic goals of life,
the longterm conative-affective effects of the rasa experience will have to be
taken into account while discussing the intrinsic nature of that experience.
This position is different from A. C. Bradley’s stand in his well-known article
“Poetry for Peotry’s Sake.”!! Bradley admits that poetry may have ulterior
ends like softening of passions in addition to its sole legitimate end of being
“a satisfying imaginative experience.” However, for Bradley these ulterior
ends of poetry are totally’ irrelevant in a discussion of poetry as poetry. The
case of Abhinavagupta is entirely different. For him the rasas depend on
sthayibhdvas; and sthdyibhdvas are sthayi, that is, permanent and dominant
sentiments/emotions because they promote the basic goals of life. Some
bhavas are not given the status of sthdyin, and are not regarded as sources of
rasas only because they are not conducive to these goals. This connection
between rasas and the basic goals of life goes counter to the autonomist stand.
To accept the theory of sadhdranikarana and to insist on the close connection
between’ rases and the basic goals of life is to weaken the claim that the rasa
experlence is in a class by itself (alaukika).

That there are points of close similarity between the Western and the
.ancient Sanskrit traditions should be evident from the preceding discussion.
‘Topics such as watching a theatrical performance, emotionality of literature,
autonomy of the world of literature, degree of universalization involved in
literary experience, aesthetic pleasure, and the nature of aesthetic perception
.are of living interest today. About all of them the ancient Sanskritists have
" said something that the moderns will find relevant and thought-provoking, if
not acceptable. Of course, to be relevant, it is not necessary for a theory to
be acceptablé. The modern Sanskritists can, and should, take part in the
dialogue between India and the West. They can contribute something to the
modern theory of literature, if they stop being mere exponents of the ancient
critical thought. Let them continue to owe allegiance to Sri Sankuka and

1. A. C Bradley, Oxford Lectures on Poetry (London : Macmillan, reprinted., 1962), pp. 4-5.
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Abhinavagupta. But let them also take on the task of restating and defending
the ancient theories in the context of contemporary literary thought. They
will then be required to meet new objections and give an adequate account of .
modern aesthetic data. They might also realize that it is necessary to modify
the ancient theories. For example, a mere juxtaposition of the ways Abhinava
gupta and Butcher have treated the problem of universalization in
literature will force them to do radical rethinking about the whole issue. If
the modern Sanskritists want to be part of the world critical tradition, they
will have to assume a new role; they will have to become moulders and not
merely discoverers of critical concepts. An active dialogue with Western
aestheticians will bring them close, as living minds, to their own past. The
past in its turn will become living if they approach it in this way.

FOST-SCRIPT :

In the discussion during the Patan Seminar and elsewhere I have made '
the following additional points about Sanskrit ;Poetics.

(1) In modern times, particularly after the emergence of the Novel as a
distinct and important form of literature, we often evaluate literary works
in terms of the insight they give into reality. We cannot do this from within
the Sanskrit Poetics. There is provision for this in Aristotle’s Poetics; for
example, see chapter IX of Poettcs

(2) A play like Sophocles’s Antigone is rated very high for the moral
problem it presents with great force. Again, one,cannot do this with the
critical tools ancient Sanskrit Poetics has given us. It is not asif there were
no moral problems in ancient Sanskrit literature; nor is the case that moral
problems were not dealt with in ancient literary works. Mghdbhdrata is full
of moral problems. And yet Sanskrit poetics does not tell us how to discuss -
them or how to bring out their bearing on the literary excellence of poetic
works which deal with them. Aristotle must have given thought to the moral
aspect of literature, as can be seen from his theory of Catharsjs.

(3) When the rasa theory is sought to be applied outside Drama and
Poetry, care should be taken to see whether this application involves any
metaphorical extension of the meanings of terms like vibhdva, sthayibhdva.

(4) While discussing the nature of literary experience we should regard
our own experience as of supreme importance. A priori reasoning such as
the following will not convince/deceive any modern reader : ‘rasa is by
definition pleasurable; karuna is a rasa; karuna is therefore pleasurable.’
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